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The purpose of this study was to create and gain 

consensus of an essential curriculum for teaching score 

study in the undergraduate instrumental conducting class. 

Questions to be answered by this study were what methods, 

materials, and evaluations should be used to teach score 

study to undergraduate instrumental conducting students? 

Resolving the questions required the collection of 

information on the methods, materials, and evaluations used 

in teaching score preparation in the undergraduate 

instrumental conducting class and the opinions of conductors 

and teachers of conducting about those methods, materials, 

and evaluations. 

The subquestion answered using the demographic data 

collected on each respondent was: Are there significant 

differences between the ranked opinion scores of those who: 

1. conduct a band or wind ensemble only, 2. teach 

undergraduate instrumental conducting only, and 3. conduct a 

band or wind ensemble and teach undergraduate instrumental 

conducting. 



To answer the questions a three round opinionnaire, 

Delphi study, was used to develop a recommended curriculum 

for teaching score study in the undergraduate instrumental 

conducting class. A model curriculum, based on a review of 

the literature and a survey of area college band directors, 

was sent to the Delphi population, the College Band 

Directors National Association. 

A MANOVA and discriminant analysis were computed to 

determine the differences in opinion rankings of the three 

subquestion groups: conductors only, teachers only, and 

teachers and conductors. The MANOVA revealed no significant 

differences in the mean rankings of the items by group 

membership and the discriminant analysis showed that none of 

the categories significantly predicted group membership. By 

computing pooled within group correlations twelve variables 

were found to discriminate at or above .6. 

The study resulted in a curriculum which includes 80 

separate items in seven major categories to be used in the 

undergraduate conducting class to teach score study. 

Included in the results is a recommended list of 170 

references used by the participants in the study to teach 

score study. 
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CHAPTER I 

INTRODUCTION 

Music departments of colleges and universities 

throughout the United States are charged with preparing 

undergraduates for careers in music education. Many of the 

undergraduate music education majors choose to become school 

band directors. To fulfill their obligation to these future 

band directors, colleges and universities must cover 

material in the classroom which will help them to meet the 

responsibilities they will have as school band directors. 

One of the primary responsibilities of the school band 

director is to prepare and conduct the performing ensemble. 

The director must teach the music selected for the group to 

perform. Teaching the ensemble requires an understanding of 

the music to be rehearsed or performed. This understanding 

comes from knowledge of both the music and what is required 

from the ensemble to perform the music. Teaching through 

understanding that is based on knowledge of the music can 

only come from the study and preparation of the score for 

rehearsals and performances. Grunow (1980) states: 

The preparation of a score is essential to every 
music educator who chooses to conduct an ensemble. 
This score preparation process should provide the 
conductor with certain musical expectations that will 
serve as the foundation for the rehearsal. In addition 
to the ability to identify and correct errors in pitch 
and rhythm, he must have a clear concept of tempo, 



balance, articulation, tone quality, phrasing, 
ornamentation, dynamic contrast, and ensemble. A 
teacher who has prepared a score properly should be 
able to guide a musical organization to the realization 
of his musical expectations (p. 2) . 

Score preparation for the conductor must go beyond 

simple analysis and codifying of elements to decisions 

related to the rehearsal and performance of the music. 

Malko (1975) writes that score study includes an 

understanding of the content of music, which incorporates 

style, structure, and potential problems in rehearsing the 

music. The list of rehearsal problems encompasses those 

problems which have to do with baton technique and those 

which are idiomatic to the instruments used or the 

performers who are playing (p. 13). 

There is a concern that conductors either do not know 

how or choose not to study scores to be performed. 

Hunsberger (1980) describes the situation as: 

A conductor coming to rehearsal with only a cursory 
knowledge of the score and proceeding to learn more as 
he hears sounds from the ensemble and connects them 
with marks on the page, a situation devastating to the 
conductor (who is constantly on the defensive) and the 
ensemble (which never reaches its musical potential) 
(p. 18). 

Walter Beeler (1965) refers to this type of conductor as an 

animated metronome. In an article on improving rehearsals, 

Brand (1980) observed that many directors do not prepare 

their scores and as a result have rehearsals which are 

unproductive and disorganized. Paynter, in an interview with 

Neidig (1979), agrees with Brand's assessment of the state 



of affairs: 

The most efficient "rehearsal technique" is the score 
study that precedes the rehearsal. This nit-picking 
rehearsing you and I have seen is the result of the 
conductor really not knowing the score. The conductor 
will spend time pecking away at something he knows is 
safe because he doesn't know what else to rehearse 
(p. 16). 

Colleges and university departments of music are 

charged with training instrumental music education majors 

planning to become band directors. To help the students 

fulfill their responsibilities course content must be 

relevant to the responsibilities they will encounter after 

graduation. The band director has the responsibility of 

teaching the performing ensemble. To teach the performing 

ensemble the director first must know the music to be 

rehearsed and performed. This knowledge can only come 

through thorough score study. Score study includes not only 

melodic, harmonic, rhythmic, and formal elements but also 

decisions about style, conducting gesture, and rehearsal 

problems. If the band director does not prepare the score 

the result is most often an inefficient and ineffective 

rehearsal or performance. 

Rationale 

If the preparation of a score is essential to the band 

director then the skill of score study for the purpose of 

conducting should be an important part of the band 

director's training. Hunsberger (1980) states that the 



director has the needed skills to achieve the task of score 

study: 

musicians who have successfully completed four or more 
years of university-level training possess sufficient 
musical knowledge for any such task. What they lack 
and must develop is the ability to internalize, 
retain, and transfer information from all musical 
experiences - past, present, and future (p. 17). 

Part of the musical knowledge and experiences that the 

conductor brings to the score study process are: 

a fundamental background of music theory (sight 
reading, ear training, part writing, and basic 
keyboard skills), music history and literature (an 
understanding of the basic development of music in 
history as well as an overview of the performance 
practices used throughout this development), and 
orchestration (a basic knowledge of individual 
instruments and characteristics of their use in like-
instrument choirs and mixed ensembles) (Curtis and 
Kuehn, 1992, p. 88). 

Often students do not make the connection between 

musical knowledge and experiences and their responsibilities 

as music teachers. The conducting class is the most obvious 

opportunity for the students preparing to be music educators 

to synthesize their musical background while learning to 

prepare a score for rehearsal and performance: teaching the 

conducting student to "internalize, retain, and transfer 

information from their musical experiences" to the score 

study process. 

Host training in conducting occurs in the required 

undergraduate conducting classes. The National Association 

of Schools of Music (NASM) requires undergraduates seeking 

the Bachelor of Music Education degree to take conducting. 



The NASM Handbook (1991) lists conducting as an essential 

competency and has specific guidelines for the conducting 

skills: 

Conducting. The prospective music teacher must be a 
competent conductor, able to create accurate and 
musically expressive performances, with various 
types of performing groups and in general 
classroom situations. It is important that 
instruction in conducting include score reading 
and the integration of analysis, style, 
performance practices, and baton techniques. 
Laboratory experiences that give the student 
opportunities to apply rehearsal techniques 
and procedures are essential (pp. 64 and 65). 

Because of the importance of score study skills to the 

band director and the opportunity for the conducting class 

to synthesize skills needed in score study, the training of 

score study in the undergraduate instrumental conducting 

class becomes an important issue in the education of future 

band directors. 

Several studies have dealt with instrumental 

conducting and the teaching of conducting as is evident in 

literature reviews by Grashel (1987), Vallo (1990) and Fry 

(1990). Most of the conducting research has been focused on 

baton technique, error detection, and rehearsal 

effectiveness: all of which are products of score study. 

Very few studies have examined score study as it relates to 

conducting or the teaching of conducting. 

Matthews, Dahlin, and Labuta underscore the importance 

of score study in relation to conducting and teaching. 

Matthews (1963) and Dahlin (1951) offer lists of important 



topics that should be included in the undergraduate 

conducting class. Score study and interpretation are skills 

which rank high in both studies. Although the need was 

identified in these studies, no guidelines or suggestions 

were given for incorporating such skills into the conducting 

class. 

Labuta (1965) offers a theoretical basis for teaching 

conducting. Among objectives listed are several which deal 

with preparing, reading, and analyzing the score for 

rehearsal and performance. In his section on "expressive 

analysis" Labuta offers a checklist of elements which serve 

as a guide to score study for conducting. Although Labuta 

offers a theory of teaching score study in the instrumental 

conducting class, a method for teaching score study in the 

instrumental conducting class has not been tested or 

evaluated. 

Grunow, Lentczner, Bruning, Fox, and Strouse present 

philosophies about, and approaches to score study. These 

studies list a variety of methods for score study, all of 

which attempt to lead to a better understanding of the music 

selected for study. Grunow (1980), sought to measure the 

effectiveness of different methods of score study using 

scores on error detection tests. The categories of score 

study included: 1. study of the score only, 2. study of the 

score with recorded examples, 3. study with the recorded 

examples only, and 4. no preparation. Listing "study with 



the recorded example only" as a form of score study calls 

attention to the need to focus and define score study into a 

teachable skill. Grunow's finding that evaluating general 

and specific musical criteria in a systematic manner will 

improve visual-aural skills is a good starting place in 

developing an effective score study curriculum for the 

instrumental conducting class. 

Lentczner (1978), Bruning (1980), Fox (1987), and 

Strouse (1987) all chose different methods of score study to 

examine a wide range of compositions. The studies included 

analysis of both structural elements and rehearsal problems 

in a variety of forms. Score study techniques and 

applications made by these studies offer models for the 

student and teacher of score study to follow and refine. 

Other models of score study are represented by sources 

other than dissertations. Prescribed guidelines and 

pedagogical materials are offered by Battisti and Garofalo 

(1990), Hunsberger (1980), Kirchoff (1986), Colwell and 

Goolsby (1992), McBeth (1972), and Rogers (1984). The 

guidelines and resources of the volumes listed above 

represent a systematic approach to the skill of score study. 

Conducting texts by Grosbayne (1973), Green and Malko 

(1975), Linton (1982), and Curtis and Kuehn (1992) 

incorporate systematic methods of score study in the 

conducting course. 

Score study by the conductor is imperative for a 
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successful rehearsal and performance. The need for teaching 

score study in the conducting class has been addressed in 

numerous studies. Guidelines and materials for the teaching 

of score study have been presented. Most research in 

conducting and conducting effectiveness has dealt primarily 

with the mechanics of conducting, error detection, and 

rehearsal behaviors. Before the conductor can be successful 

in these areas of the rehearsal and performance he must 

study the score. Future conductors must be taught the 

skills, methods, and technigues necessary to effectively 

prepare scores for rehearsal and performance. 

An essential curriculum for teaching score study in 

the undergraduate instrumental conducting class must be 

established to better equip future conductors. While much 

has been written about score study no research has been 

conducted in evaluating or trying to gain a consensus about 

the methods, materials, and evaluations to be used in 

teaching score preparation. If those who teach 

undergraduate instrumental conducting could come to a 

consensus of methods and techniques for teaching score 

study, then a common approach could be suggested which could 

help band directors learn to prepare scores for more 

efficient and effective rehearsals. 



Purpose and Research Questions 

The purpose of this study was to create and gain 

consensus of an essential curriculum for teaching score 

study in the undergraduate instrumental conducting class. 

Questions answered by this study were: 

1. What methods, materials, and evaluation techniques 
for teaching score study should be included in the 
undergraduate instrumental conducting class? 

2. Which of these methods, materials, and evaluation 
techniques are deemed essential by conductors and 
teachers of conducting? 

The subquestion which was answered using the 

demographic information collected on each respondent was: 

Are there significant differences between the 

ranking of items on the opinionnaire of those who: 

1. conduct a band or wind ensemble only 
2. teach undergraduate instrumental 

conducting only 
3. conduct a band or wind ensemble and teach 

undergraduate instrumental conducting 



CHAPTER II 

RELATED LITERATURE 

Conducting Class Teaching 

A survey of the literature on conducting reveals three 

dissertations on the overall aspects of teaching conducting, 

Matthews (1963), Dahlin (1951), and Labuta (1965). The 

Matthews study was designed to evaluate the instruction of 

college undergraduate music education conducting classes, 

specifically conducting for public school teachers. This 

was achieved by sending questionnaires to music teachers of 

the state of Oregon and conducting teachers in colleges and 

universities throughout the United States. These subjects 

ranked conducting topics according to essential, valuable, 

and relatively unessential. Matthews arrived at the list 

of conducting topics by surveying literature on conducting, 

personal experience, and the advice of the faculty at the 

University of Oregon. The final rank order was: 

Essential 
(Rank of Emphasis) 

1. Preparatory (preliminary) beat, and starting 
2. Cut-offs and releases 
3. Actual group conducting 
4. Dynamics, changes in volume, accents 
5. Drill on beat patterns 
6. Changes in tempo 
7. Knowledge of expression terms (esp. Italian) 
8. Subdivided beats, compound beats 

10 
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Essential or Valuable 
9. Score analysis 
10. Style of beats (legato, staccato, etc.) 
11. Cueing 
12. Duties of right hand, duties of left hand 
13. Transposition 
14. Physical drill 
15. Free rhythm and irregular patterns 

Relatively Unessential 
16. Conducting with baton (considered with next item) 
17. Conducting without baton 
18. Facial expression, use of eyes 
19. Conducting to records 
20. Individuality in conducting 

(p. 149) 

Another study which connected score study with 

conductors' needs was Dahlin (1951). Although dated, this 

study called attention to the need for score study to be 

taught in undergraduate conducting courses. The purpose of 

the study was to determine the relationship between the 

conducting needs of school music teachers and the then 

present practices in the teaching of conducting. Dahlin 

(1951) asked school music teachers and college teachers to 

rate a list of professional needs. "The ability to read and 

understand music from the score and practical work in 

interpretation" were ranked as numbers one and two 

respectively by both school music teachers and college 

teachers (p. 70). 

Matthews' and Dahlin's emphasis on the conducting 

class experiences of music teachers is in line with the 

present study. Although their studies offer a helpful list 

of topics to be covered in the conducting class, there are 
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no guidelines for implementation. 

Labuta (1965) proposed a "Theoretical Basis for 

College Instrumental Conducting Courses." The document 

outlined a course of study for the conducting class with 

specific guidelines and input from conducting literature. 

The following objectives were listed for the conducting 

class: 

The student knows the musical facts and terminology 
required to read the full score, i.e., foreign 
terms, score format, instrumentation, 
transposition and clefs. 

The student effectively prepares the full score for 
rehearsal and performance. 

The student reads the full score after sufficient 
preparation. 

The student develops efficient work habits, methods 
for attacking conducting problems and for 
approaching score analysis (p. 239). 

Of special note to the current study are the sections 

on "expressive analysis." Labuta (1965) wrote, "To realize 

the aesthetic value of music, then, the conductor must 

clearly understand the relationship between the technical 

and expressive functions of musical structure" (p. 43). 

The following checklist of expressive analysis elements was 

given as a guide: 

I. The evolution of line - the method of thematic 
continuation 

A. Thematic and motivic manipulation 
B. Thematic transformation 
C. Thematic relationships 
D. Diversification of expression within a phrase 
E. Sequential treatment 
F. Use of antithetical elements 
G. Transition - organic integration of elements and 

units 
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H. Polyphonic treatment of material, especially 
quasicanonic treatment or motivic imitation 

II. Formal principles 
A. Repetition 
B. Contrast 
C. Variation 
D. Deve1opment 

III. Formal types, as 
A. Sonata-allegro 
B. Rondo 
C. Variation form 
D. Song form 
E. Fugue 

IV. Tempo 

V. Phrasing and phrase movement 
A. Phrase length 
B. Agogic accentuation 
C. Dynamic accentuation 
D. Accelerandi, ritards, fermati 

VI. Dynamics 
A. Expressive use of crescendo and diminuendo 

corresponding to the rise and fall of 
emotional tension 

B. Careful control of the total dynamic plan from 
lesser to greater climactic points 

C. Smaller nuances and subtler shadings expressing 
subtler tensional variation 

D. Unexpected sforzandi for emotional and color 
effects 

E. Careful dynamic balancing of parts for clarity of 
expression 

VII. Harmony 
A. Harmonic progression and cadences 
B. Dissonance and coloristic harmony 
C. Modulation 
D. Chromaticism 

IIX. Texture 
A. Monophonic 
B. Homophonic 
C. Polyphonic 
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IX. Orchestration 
A. Timbre 
B. Instrumental usage 

X. Style 
A. Composer 
B. Historical period 

XI. Specific problems of conducting 
A prognostic approach to score analysis to anticipate 

problems of: 
A. Balance 
B. Articulation 
C. Precision 
D. Attacks and releases 
E. Intonation 
F. Dynamics 
G. All problems related to the technical aspects of 

artistic performance (pp. 42-43). 

The theoretical basis Labuta suggested is a starting 

point in an effort to produce a systematic program of 

teaching score study in the conducting class. 

Another study which addresses the subject of the 

undergraduate conducting class was conducted by the College 

Band Directors' National Association Research Committee on 

Undergraduate Conducting, John J. Deal, Chair (1985). The 

purpose of the study was to present the members of CBDNA 

with information about undergraduate conducting. Results of 

the study were presented at the twenty - third National 

Conference in Boulder, Colorado. The study consisted of a 

questionnaire about undergraduate conducting which was sent 

to the members of CBDNA. Of the 850 members in the CBDNA at 

the time only 89 responded, a return rate of 10.5%. 
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The questionnaire was divided into nine categories: 1. 

Goals and Objectives, 2. Sequence of Instruction, 3. 

Instruction Techniques/Activities, 4. Complementary 

Activities, 5. Instructor, 6. Materials, 7. Scheduling, 8. 

Evaluation, and 9. Desired Improvements. The Instructor 

category was tabulated by school size and all other 

categories were grouped together. Eighty percent of the 

respondents listed goals and objectives for the 

undergraduate conducting class. The five most frequently 

mentioned were: 1. fundamental conducting skills, patterns, 

2. score study skills, 3. score reading skills, 4. rehearsal 

techniques, and 5. expressive gestures. 

No consensus emerged in the area of Sequence of 

Instruction. Many respondents answered that they taught all 

elements simultaneously or followed the sequence listed in a 

particular text. Three distinct methods of instruction were 

listed in the Instructional Techniques category: lab 

experiences, electronic equipment, and private study. The 

most mentioned teachers of undergraduate conducting were the 

band director and choir director. Materials used most often 

were conducting books by Green, Hunsberger, and Rudolf. 

More than 94% of the respondents used supplementary 

materials in their classes. 

Authors of the study concluded that: 1. there were a 

high percentage of teachers of undergraduate conducting who 

do not outline the goals and objectives for their classes, 
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2. there was a larger importance placed on technical skill 

development than expressive conducting, there is an 

inability to list a sequence of activities, 3. error 

detection training should be taught as a separate component 

of aural skills, 4. there were a large number of original 

materials including conducting evaluations, and 5. more time 

is needed with more exposure to ensembles. The CBDNA study 

by Deal (1985) stated that "conducting study have as its 

primary goal the development of the ability to reflect 

accurately that which appears on the printed score; all 

other skills and activities must lead to that goal" (p. 12). 

Matthews, Dahlin, and Deal underscore the importance 

of including score study as part of the undergraduate 

instrumental conducting class curriculum but fall short of 

offering a suggested course of action. Labuta fills the 

void with a prescribed theoretical curriculum for the 

instrumental conducting class which includes the teaching of 

score study. The current study seeks to determine the 

perceived importance of elements in this and other models to 

establish an essential curriculum for teaching score study 

in the undergraduate instrumental conducting class. 

Score Study Effectiveness 

Grunow (1980) investigated the relative effectiveness 

of four modes of score preparation. The Grunow study sought 
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to determine the effectiveness of 1. study of the score 

only, 2. study of the score with recorded examples, 3. study 

with the recorded examples only, and 4. no preparation on 

students' visual-aural discrimination skills. A score 

reading worksheet was designed. General musical criteria 

included tempo, balance, style of articulation, tone 

quality, and intonation. Specific technical criteria 

included rhythmic accuracy, note accuracy, pitch accuracy, 

phrasing, articulation and ornamentation, dynamics, and 

ensemble. Forty-eight subjects who were participants in the 

Band Conductor's Art Symposium at The University of Michigan 

were given two opportunities to hear a performance of each 

musical excerpt containing musical discrepancies. Fifteen 

seconds were allowed after each playing for subjects to 

record their evaluation on the worksheet. The exercises 

were grouped into three levels: 

Level I - two line scores 
Level II - three line scores 

Level III - four and five line scores 

An analysis of covariance was used to investigate the 

effect of the mode of score preparation on visual-aural 

discrimination skills. Grunow concluded that there were no 

significant differences between modes of score preparation. 

A multiple regression analysis was used to determine the 

effects of subject characteristics (e.g., years of 

experience, grade level taught, and degree earned) on 

visual-aural discrimination skills. No significant 
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differences were found in the subjects' pre-test performance 

or gain scores due to subject characteristics. 

Grunow deduced that evaluating general and specific 

musical criteria in a systematic manner will improve visual-

aural skills. Because of the significant improvement in the 

Mode IV (no preparation) group, he inferred that "the 

teacher who does not study his score in advance will improve 

his skills with continued practice attending to appropriate 

music criteria" (p. 56). 

The major flaw in the Grunow study is the failure to 

identify the elements of score study. "Attending to 

appropriate music criteria" is a part of score study. 

Therefore the Mode IV group actually was involved in a form 

of score study. Score study is a multilayered process that 

includes all of Grunow's modes in combination. Grunow's 

study draws attention to the wide range of perceptions of 

the process and information that should be gained by score 

study; perceptions that need to be focused and assimilated 

into a teachable skill. 

Models of Score Study 

Guidelines and examples of score study procedures for 

the instrumental conductor have been explored by several 

researchers. Lentczner (1978), Bruning (1980), Fox (1987) 

and Strouse (1987) are representative of a large group of 

analytical works. 
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Lentczner (1978) produced a set of guidelines and 

models for score preparation of atonal band literature. 

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. 
Seemingly then, score preparation should serve to 
uncover and enhance this broad view. The writer's 
analytic method assumed this purpose: to assist the 
conductor in the discovery and development of this 
broad view. For the purpose of identifying this goal, 
the writer developed the term 'macro-view'" (p. 221). 

In the discussion of descriptive analysis the 
writer has introduced his concept of melodic rhythm, a 
term coined to cover the composite temporal (linear) 
effect caused by relationships among musical elements 
such as melody, rhythm, dynamics, timbre, and texture. 
It is for the expressed purpose of enhancing 
accessibility to the concept of motion and repose in 
'atonal' band literature, to those who are seemingly 
more familiar with the concept of phrase and cadence 
associated with more traditional melodies that the 
author has chosen the term melodic rhythm (pp. 221-
222) . 

Lentczner created a "Descriptive Analysis Chart" on which he 

diagramed the measure numbers, score markings, melodic 

rhythms, dynamics, timbres, textures, harmonic implications, 

and conducting phrases. He explained his analysis as a two 

step process, 1. descriptive analysis followed by 2. 

synthesis and conclusions. 

To test his model, Lentczner had students select 

literature from a list he produced (pp. 225-227). 

Compositions chosen were Geometries No. 4 by Martin 

Mailman, Study in Textures by Gunther Schuller, and Spectrum 

by Herbert Bielawa. 



20 

The "macro-view" approach and the "Descriptive 

Analysis Chart" described by Lentczner are very useful in 

helping the conductor achieve an overall view of 

compositions. However, after the macro-view has been seen, 

much more lies beneath the surface, which is not addressed 

by this method. Elements such as instrumentation, special 

effects, staging, and unusual or difficult rhythms or 

pitches are not accounted for in Lentczner's model. These 

elements are important to know and understand for the 

teaching and conducting of the music. 

Another weakness of this study is the representative 

literature selection process. Although the student's 

opinions may be valid and the list of compositions very 

deserving, a more scientific approach to the selection 

process could have been made. 

Bruning (1980) produced an analysis for the conducting 

and interpretation of seven selected compositions for band. 

The music was selected by a review board which included 

Harry Begian, Paul Behm, Fredrick Fennell, Mark Hindsley, 

George Howard, John Paynter, William Revelli, Clarence 

Sawhill, Leonard Smith, and A1 Wright. Music criteria 

included: 

1. among the most important musical compositions for 
wind band 

2. playable with instrumentation common to North 
American school bands 

3. musically attainable by outstanding high school 
bands in the United States 



21 

4. not currently available in a presentation of 
analysis of conducting and interpretation (p. 49). 

The list of compositions were compiled and redistributed to 

the panel for ranking. Seven compositions were chosen for 

the study including: 

Sinfonietta for Concert Band Ingolf Dahl 
Symphony No. 3 for Band Vittorio Giannini 
Lincolnshire Posev Percy Grainger 
Symphony in B-flat Paul Hindemith 
Symphony for Band Vincent Persichetti 
La Fiesta Mexicana H. Owen Reed 
Theme and Variations, Opus 43a Arnold Schoenberg 

An analysis of the seven compositions was used to develop 

"1. an approach to the conducting, interpretation, and 

rehearsal of the music; 2. an aid that would be practical 

for immediate use by conductors during the daily preparation 

of musical scores for rehearsal and performance; and 3. 

study material for the band conductor and serious conducting 

student who would be accumulating a basic repertoire" (p. 

49) . 

Each selection was analyzed on the basis of: 

1. overall impression of the work 
2. significant harmonic function 
3. significant texture 
4. significant melodic function 
5. definition of formal structure 
6. comparison of the musical analysis with those which 

have resulted from other studies (p. 51) 

Following the compositional analysis each selection was 

analyzed according to problems of conducting, 

interpretation, and rehearsing. The list of problems with 

appropriate measure numbers were distributed using a 
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questionnaire to twenty-five high school band directors from 

fifteen states. State supervisors of music, presidents of 

state music education associations and state contest 

association chairpersons were polled for the names of the 

band directors used. 

Bruning's conducting analysis questionnaires included 

questions on ensemble balance, interpretation, 

articulations, tempos, intonation, ornamentation, phrasing, 

and conducting techniques such as cues, fermatas, and 

gestures. The information from the analyses and the 

questionnaires and errata sheets makes the Bruning study a 

valuable resource for anyone studying or planning to perform 

any of the seven selections chosen for the study. 

A weakness of the Bruning study is that the 

questionnaires are leading and may suggest problems to the 

respondent which do not exist or that the respondent would 

not have included. The analysis of "significant harmonic 

function, texture, and melodic function" are very subjective 

categories of score study. Bruning's idea of what is 

significant may differ from others studying the works. 

In relation to the present study, Bruning offers a 

model for score study that draws attention to the need to 

include conducting, interpretation, and rehearsing as part 

of the score study process. 

In a study similar to that of Bruning, Fox (1987) 

identified performance and conducting problems in five wind 



23 

band compositions. The selection of compositions was 

achieved by a three-phased survey of a panel. The survey 

technique used was a modified Delphi method (p. 2). Panel 

members were selected from four sources: 

1. experts who had been identified in other studies 
of band literature 

2. members of the College Band Directors National 
Association (CBDNA) 

3. members of the American Bandmasters Association 
(ABA) 

4. members of the American School Band Directors 

Association (ASBDA) (p. 4) 

Panelists were then approved by the investigator's 

dissertation committee. Twenty-three panelists participated 

in the study, twenty-two in all three rounds, one in the 

final two rounds. Eighty-three compositions were listed as 

exemplary works for wind band published between 1970 and 

1983. The panelists then rated the compositions using a 

Likert scale and indicated the following information: 

a. the level of band for which the composition is 
suited 

b. whether he had performed the composition 
c. whether he planned to perform it in the coming 

academic year 
d. other conductors he knew were to perform it in the 

coming academic year 
e. where performance tapes or recordings were 

available (p. 7) 

Round Three was conducted via phone with twenty-two 

panelists and included compositions which were added by 

panelists in Round Two. 

The five highest-ranked compositions that were 
indicated to be suitable for advanced high school band 
by at least twenty-five percent of the panelists who 
graded them and which were readily available to the 
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investigator were selected as the subject of the 
remainder of this study. The five compositions 
meeting these criteria were: 

The Passing Bell by Warren Benson 
Sketches on a Tudor Psalm by Fisher Tull 
Propacrula by Robert Linn 
A1 Fresco by Karel Husa 

Symphony No. 2 by John Barnes Chance (pp. 8-9) 

Through a review of literature and pilot study, Fox 

developed a set of guidelines for the identification of 

performance problems in contemporary music for wind band. 
The guidelines for wind instruments included a 

total of seventy-one items in seven categories: 
Tone Production and Control - 19, Technique - 14, 
Rhythm and Meter - 13, Intonation - 10, Range - 5, 
Tempo - 3, and Other - 7. In addition, each category 
included the item 'other', under which additional 
problems could be added. The percussion guidelines 
included forty-four items and also provided for the 
addition of problems not included on the list by using 
the item 'other' (p.10). 

The same process was used by Fox in devising the Guidelines 

for the Identification of Conducting and Rehearsal Problems 

in Contemporary Music for Wind Band. A sixty-six item 

instrument.grouped in seven categories was developed. 

TONE PRODUCTION AND CONTROL 
delicate entrances 
articulation 
attacks 
releases 
extreme dynamics 
extremes of range 
slurs 
subtle dynamic changes 
control of crescendo and decrescendo 
special effects 
flutter tonguing 
glissandi 
distorted tone 
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ENSEMBLE 
entrances 
releases 
technical passages 
phrasing 
uniformity of tone 
balance 

RHYTHM AND METER 
asymetric meters 
unusual meters 
changing meters 
nonmetric notation 
complex rhythms 
uncommon groupings of notes 
displaced accents 
multiple rhythms played simultaneously 

BALANCE 
important lines 
chorda1 balance 
between sections 
within sections 
timbres 
woodwind function 
brass function 
percussion function 
thin scoring 
thick scoring 

INTONATION 
melodic 
harmonic 
unstable notes 
dissonance 
"bad notes" notes on a given instrument 

INTERPRETATION 
tempo 
dynamics 
phrasing 
tension and release 
accents 
articulation 
notation 
ornamentation 
special effects 
balance 
stylistic considerations 
fermatas 
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CONDUCTING/REHEARSAL 
special seating arrangements 
special equipment needed 
exotic timbral effects 
beat patterns 
cueing 
expressive gestures 
harmonic structure 
formal scheme 

melodic structure (pp. 307-308) 

The guidelines were used to identify problems, and notes 

relating to those problems were made on another sheet of 

paper. 

The guidelines for performance and conducting problems 

were used in the rehearsals of the five compositions chosen 

earlier. Five high school bands and five college/university 

bands rehearsed one composition using the guidelines for 

performance and conducting problems. The result was the 

identification of 2,490 specific performance, conducting, 

and rehearsing problems from the five compositions. 

Fox recommends that music education students should 

have experience analyzing and preparing contemporary scores. 

He also suggests conducting texts include guidelines for 

identifying potential performance problems and 

conducting/rehearsal problems. These admonitions lead to 

the basic question of the present study, how is score study 

being taught to music education students? 

Strouse (1987) through a review of conducting and 

music theory literature created "The Comprehensive Approach 

to Score Preparation" (CASP). The CASP is a deductive 
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process consisting of three levels of data. 

Level I - Basal Structure Analysis 
A. Review of all instructions set forth in the 

score regarding performance practice, 
interpretation, stage set-up, etc. 

B. Identification of Major Musical Moments (MMM). 
C. Identification of significant changes in 

texture. 
D. Identification of emotional energy sequence. 
E. Selection of instruments to be cued. 
F. Identification of phrase lengths. 
G. Identification of form, thematic content, and 

major tonal areas. 
H. Identification of conductor problems. 
I. Identification of player problems. 
J. Synthesis of Level I analysis results (Basal 

Structure Analysis Charts) 

Level II 
A. Reason for which the work was composed. 
B. The Lifestyle and cultural environment of the 

composer. 
C. Circumstances surrounding the first 

performance of the work. 
D. Compositional features of the contemporary 

style period. 

Level III 
A. Assessment of overall structure in terms of 

thematic development with sectioning by 
phrases and clauses. 

B. Analysis of phrase structure with 
relationships to other musical components 
found in the score (pp. 38-39). 

Strouse suggested the conductor use a separate reading of 

the score for each of the ten items in Level I. Upon 

completion of the CASP, Strouse applied the complete 

instrument to the analysis of Suite Francaise by Darius 

Milhaud, and the Basal Structure Analysis to Palestrina's 

Four Voice Motet Sicut Cervus and Debussy's L'Apr6s-midi 

d'un faune. 
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Although jargon rich, the study is useful to anyone 

studying the three compositions which are analyzed. There 

is no reason given for the selection of the three pieces and 

no explanation of applying the model to other compositions. 

It is interesting to note the emphasis on conductor and 

player problems of both the Fox and Strouse studies. Also 

of note in the Strouse study is the limited number of 

resources (ten) used in establishing the twenty-three 

elements suggested for conductor analysis (pp. 15-16). This 

narrow scope calls the claim of a "comprehensive approach" 

into question. 

Score study criteria and methods used in the 

Lentczner, Bruning, Fox, and Strouse studies make them 

useful to the present study. These studies offer models and 

suggestions for the student and teacher of score study to 

follow and refine. Part of the refining process is to 

synthesize and evaluate the different procedures used in 

score study to create an essential course of study for 

teaching score study in the undergraduate instrumental 

conducting class. 

Guidelines and Resources 

Other sources of material on instrumental score 

preparation and instrumental conducting come from articles 

and books on both subjects. One of the most helpful of 

these sources is the volume by Frank Battisti and Robert 
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Garofalo (1990) titled Guide to Score Study for the Wind 

Band Conductor. In their guide a systematic plan for score 

analysis is spelled out in a four step process: 1. score 

orientation, 2. score reading, 3. score analysis, and 4. 

score interpretation. Score study is defined as "a process 

through which musical notation and other information 

provided in the score are systematically examined and 

thoroughly assimilated. Any process used by a conductor to 

study a score should lead to one goal - a personal 

interpretation of the music." (p. 3) As the process of 

score study is explained, practical applications are made 

using Grainger's Irish Tune from County Derrv. The summary 

of the score study process is: 

1. SCORE ORIENTATION 

Objective: To acquire an overview of the entire 
work. 

Method (3 phases) 

.A. Read all information printed on the cover and 
on the introductory pages to the score. 

B. Examine first full page of music and answer 
two questions: 

1. Is this a transposed score or is it a score 
in C? 

2. Is there anything unusual about the 
instrumentation and score layout? 

C. Leaf through of score: 
1. Observe all tempos, meters, and key 

signatures. 
2. Identify and clarify unfamiliar musical terms 

and notation. 
3. Determine an appropriate slow reading pulse. 
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2. SCORE READINGS 

Objective: To achieve an overall sound image of the 
music in the mind and to develop an intuitive 
musical feeling for the expressive potential of 
the music. 

Method: 
A. Use a comfortable slow reading pulse. 
B. Don't stop. 
C. Give full reign to your musical imagination, 

feelings, and intuition. 
D. Do not analyze details or attempt to memorize 

the music. 
E. Do not use the piano or listen to recordings. 
F. Reread the score several times every day until 

you have achieved the objectives of step 2 in 
a natural way. 

3. SCORE ANALYSIS 

Objective: To acquire detailed knowledge of all 
components of the composition. 

Method: 
A. Analyze each component of the music: 

1. Melody 
2. Harmony 
3. Form 
4. Rhythm (tempo, meter, rhythm) 
5. Orchestration and texture 
6. Dynamics 
7. Stylistic articulations and expressive 

terms. 

B. Complete a synthesis analysis of the 
composition. 

4. SCORE INTERPRETATION fThe Goal of Score Study) 

Objective: To achieve a personal interpretive image 
of the music in your mind. 

Method: 
A. Apply all score knowledge and insight acquired 

through score study in arriving at your 
interpretation of the music. 
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B. Resolve questions bearing on the interpretation 
of non-objective elements of the music: 
1. Tempi 
2. Phrasing (melodic, harmonic, rhythmic) 
3. Dynamics (vertical, horizontal) 
4. Timbres and textures 
5. Stylistic matters 

Concurrently with score study, investigate background 
information about the composer, the composition, and 
the style period (p. 69). 

Battisti and Garofalo stated, "Conducting begins with score 

study, not with the baton" (p. 68). 

Hunsberger (198OA) wrote: 

The score learning process must be a multilayer 
venture during which the conductor makes notes on 
additional information, correlation between different 
facets of composition and performance practices, and 
the results of specific projects such as harmonic 
realizations of vertical structures, identification of 
melodic material or contrapuntal devices, analysis of 
rhythmic motives and subsequent development, 
evaluation of scoring practices or systems, 
translation of foreign language instructions, and 
outline of the macro-form and subdivisions (p. 24). 

Hunsberger divided score study into six major areas: 

Melodic, Form, Harmonic, Rhythm-Meter, Orchestration, and 

Interpretation. Using the major areas he devised a "Score 

Study Checklist": 

Melodic 
1. tertian harmony 
2. modal scales 
3. pentatonic scales 
4. whole tone scale 
5. synthetic scale 
6. dodecaphonic 
7. free tonality 
8. serial 
9. other 
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Form 
1. single movement 
2. multiple movement 
3. binary (AB) 
4. ternary (ABA) 
5. arch (ABCBA; ABCDCBA) 
6. rondo (ABACABA) 
7. variation of #3 through #6 
8. sonata 
9. fugue 
10. passacaglia; chaconne 
11. variation 
12. other 

Harmonic 
1. tertian (triadic) 
2. polytriadic 
3. quartal 
4. quintal 
5. modal 
6. polychordal 
7. parallelism 
8. tonal center 
9. serial 
10. ostinato 
11. cluster 
12. other 

Rhythm - Meter 
1. traditional (duple, triple) 
2. asymmetric meters 
3. changing signatures 
4. unusual meters 
5. displaced (shifting) accents 
6. change of meter 
7. metrical modulation 
8. alea-proportional 
9. other 

Orchestrat ion 
1. strings 
2. winds - brasses 
3. percussion - keyboards 
4. wind ensemble 
5. symphonic band 
6. exotic timbral 
7. other 
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Interpretation 
1. stylistic indicators: 

a. tempo indication 
b. dynamic scheme 
c. phrasing markings 
d. tension and release 
e. accent scheme 
f. character indications 
g. linear flow 
h. other 

2. major expressive qualities 
3. foreign language terms/translations 
4. historical performance or stylistic 

considerations (p. 18) 

Hunsberger suggested: 

One should set a goal for each session rather than 
somewhat aimlessly wandering through the pages looking 
here and there for previously identifiable material or 
possibly new correlations to be discovered. Isolate 
one of the six major areas and study it specifically 
in order to fulfill everything available in the 
sublistings (p. 24). 

Kirchoff (1986) submitted the following guidelines for score 

analysis: 

I. Purpose of Analysis 

1. Problem solving and discovery activity to 
approach questions of musical style. 

2. Ability to recreate composer's intent. 
3. Provides a better understanding of the composer 

and composition. 
4. Development of interpretive ideas. 

a. Is there hidden meaning in each phrase? 
b. What is the composer trying to say? 

5. Development of an "inner sound" concept. 
a. How should the music sound? 
b. Balances/blend/color/texture 
c. Articulations 
d. Attacks, releases 

6. What holds the piece together? 
a. How does the music move? 
b. Where is it going? 

7. Comprehension of stylistic differences. 
a. How is this piece unique? 
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b. How is this piece like/unlike others by 
this composer? by contemporaries of this 
composer? by other composers? 

c. Distinguish norms of the style period, 
what is the departure from the norm? 

8. Establishment of a Rehearsal and Performance 
plan. 

a. Pacing (for each rehearsal and towards 
performance). 

b. Technical and musical problems for 
conductor and performer. 

II. Preliminary Background 

1. Title page. 
2. Biographical information. 
3. Where does it fall chronologically in the 

composer's work. 
4. Where was it composed? 

a. For whom? 
b. Why? 

5. Cultural and historic perspective (musically, 
socially and culturally). 
a. Events surrounding the composition. 

6. First performance. 
a. When? 
b. How was it received (reviews if possible)? 
c. Was it ever revised? 
d. Which edition is most reliable? 
e. Transcription, how does it compare to the 

original? 
7. How does it compare to similar works by the 

same composer? 
a. By other composers. 

8. Text. 
9. Knowledge of common practice 

a. Departure from stylistic norms. 
b. How is this piece like others? How is it 

different? 
10. Knowledge of composer and musical style. 
11. Compositional devices. 

a. Augmentation 
b. Diminution 
c. Inversion 
d. Stretto 
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III. Macro Analysis - first encounters, cursory read 
through 

1. Title Page 
a. Composer; opus number 
b. Programmatic, descriptive title 
c. Transposed or C score 
d. Instrumentation, medium; unusual 

instruments 
e. Notation, key signatures, clefs, 

transpositions, terms, foreign names 
f. When and where was it written? 
g. For whom was it written, why? 
h. Text 
i. Style (form) 

2. Meter and Rhythmic Complexity 
a. Double bar 
b. Fermata 
c. Separation of major sections 
d. Rehearsal letters 
e. Meter changes 
f. Tempi 
g. Overall rhythmic style 

3. Length 
a. Large form 
b. Movements 

4. Large Events 

5. Texture 
a. Scoring 
b. Doublings 
c. Tutti 
d. Solo, soli 
e. Use of percussion 

6. Overall melodic style 
a. Recurrence of melodic ideas 

7. General harmonic style 
a. Consonance/dissonance 
b. Tonal, polytonal 
c. Serial 

8. Contrasts 
a. Timbre 
b. Dynamics 
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c. Texture 
d. Special effects (mutes, flutter, quarter 

tones, Sfz) 

9. Phrasal consciousness 

10. Compositional devices 
a. Augmentation 
b. Diminution 
c. Stretto 
d. Homophony 
e. Polyphony 
f. Motivic development 

11. Emotional impact 
12. Technical problems 
a. Conductor 
b. Player 

IV. General Form 

1. Phrasal analysis 

V. Sing Through Each Part 

1. Horizontally 

2. Vertically 

VI. Musical Elements 

1. Rhythm 
a. Duration 
b. Accent 
c. Tempo 
d. Meter 
e. Complexity 

2. Melody 
a. Range 
b. Pitch relationships 

3. Harmony 
a. Chordal 
b. Counterpoint 
c. Tertian, quartal, polytonal 
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4. Timbre 
a. Orchestration 
b. Dynamics 
c. Texture 
d. Density 
e. Tessitura 

5. Growth 
a. Shape of music 
b. Moving of music through time 
c. R - repetition 

D - development 
V - variation 
N - new material 
C - composure or repose 
T - tension, forward motion, animation, 

dissonance 

6. Organic Unity 
a. Interrelationship among all parts of a 

composition 
b. All parts contribute to the whole. 

7. Motives 
a. Smallest structural unit 
b. Melodic 
c. Rhythmic 

8. Phrases 
a. Smallest unit which conveys a musical 

thought 

9. Period 
a. Two consecutive phrases, antecedent 

(question) consequent (answer) 
b. Double period, four or more phrases with 

the first two as the antecedent 

10. Form 
a. Binary 
b. Three part 
c. Rondo 
d. Sonata 
e. Fugue 
f. Canon 
g. Variation 

h. Concerto Grosso (pp. 3-5) 

Kirchoff suggested going from the macro (overall picture) to 

a middle process (narrowing the field) to the micro (dealing 
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with the smallest unit). Interpretations are made after one 

has gained the knowledge of the piece, composer, and style 

through the areas listed above. 

Colwell and Goolsby (1992) agree with Kirchoff and 

others that a macro to micro approach should be taken in 

score study: 

Usually the score is learned and prepared in 
various stages. First the score is perused to 
determine if it is useful for sightreading, then it is 
examined for overall form and overall style. As the 
work is studied for subsequent rehearsals, more and 
more details are found. The process of learning the 
depending on the artistic magnitude of the work, will 
continue until the score is virtually memorized, and 
the better the musical work, the more detail and 
effects will be discovered through study of the score. 
Also the ability to 'hear' a score (audiation) will 
improve with experience (p. 97). 

McBeth (1972) and Colwell and Goolsby (1992) recommend the 

use of the metronome in score study to help determine "the 

overall flow, rhythm, and direction of the work" (Colwell 

and Goolsby, p. 97). Colwell and Goolsby also stated that 

the conductor should read through the score attempting to 

audiate the ensemble playing and then sing through the 

composition. Instruments for score study should only be 

used to check accuracy in singing. "As the director becomes 

more comfortable with it, the score is then studied and 

analyzed bit by bit, including the rhythmic elements, the 

melodic elements, harmonic elements, texture, and 

orchestration" (Colwell and Goolsby p. 98). 
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In a volume on theory pedagogy Rogers (1984) stated: 

True musical analysis includes some or all of the 
following specific characteristics: 

1. Explanations - to come to an understanding, from 
the inside out, vhv and how a piece of music 
works, to recreate the process by which it grew to 
life in the composer's mind. 

2. Connections - except for the obvious exception of 
indeterminate forms, events in music both grow out 
of what came before and lead toward what comes 
next. Analysis seeks to understand the causal 
logic behind such alliances and is therefore 
concerned with process, change, and motion. 

3. Relationships - how events in one part of a piece 
are affected by or affect events in another part 
often involves long-range perception. 

4. Patterns - individual events tend to group together 
to form larger events. Analysis discovers the 
relation of part to whole. 

5. Hierarchies - out of pattern perception grows an 
awareness of connection or relationship. 

6. Comparisons - the disclosure of similarities and 
differences between sections, between details, or 
between one whole piece and another can often be 
revealing (pp. 75-76). 

Rogers also suggested numerous possibilities for the format 

of score study: 

Features can be listed, summarized, and grouped; 
scores can be annotated, reduced, or exploded 
(isolated fragments pasted together showing related 
elements); continuity lines and sounding scores (an 
aural version of the exploded score presenting items 
for side-by-side comparison) can represent the 
listening experience; graphs (of contour, dynamics, 
densities, etc.), statistical tables, letter and 
number symbols, diagrams, and charts can often 
visually depict relationships that would be cumbersome 
in written form; and conventional verbal discussion is 
normally reserved for expanding on subtleties that 
can't be handled in more compressed layouts and for 
interpretation of emotional and expressive values-
values that are often overlooked or ignored in much 
contemporary analysis (perhaps because they cannot be 
scientifically quantified) (p. 78). 
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Rogers warned of the dangers of musical analysis: 

Since music is so much more complex and 
multifaceted than our analytical means of capturing it 
and pinning it to a board like a butterfly, we will 
always be perverting our experience of it in the very 
act of selecting an approach and conceptual 
classifications. 

Another danger is fragmentation. Too much 
breaking apart tends to separate detail from detail, 
section from section, listening from thinking, and 
finally even feeling from thinking. In addition to 
courses in musical analysis, we also need courses in 
musical synthesis where the music is recreated again 
after being dissected (pp. 78-79). 

It is true that because of its selective nature, 
analysis of any type is a distortion of real 
experience. But communication and, therefore, 
education would be impossible without it. All 
learning would have to be acquired privately through 
pure mystical insight. Explanations and knowledge, 
however, can be documented, debated, corrected, and 
passed on. Distortion is a risk that must be taken for 
understanding to be shared (p. 79). 

Within his six stages of musical analysis Rogers offered a 

list of starting points for the student of the score: 

They must be taught a set of flexible and 
comprehensive analytical approaches so that their 
information about and understanding of music comes 
directly from the music itself and not from teachers 
or even from theory books such as this. 

1. Prepare the score by numbering the measures (if 
necessary) continuously from the first full measure to 
the end of the movement. These numbers are needed for 
reference points throughout the movement. 

2. Become familiar with the scoring (instruments, 
clefs, transpositions, if any); consider the various 
timbres, articulations, and dynamic weights of the 
sound sources. Note the details of tempo and meter 
(which determine the number of strong pulses per bar 
and their sub-divisions) and how these relate to 
harmonic speed. Determine the pitch language or key. 

3. Hear the music: translate notes into sound; 
imagine the work from the score; listen to a recording 
if possible both with and without the score; play and 
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sing at least the principal lines (including the 
bass). Let the ear provide a guide to the central or 
characteristic elements of the composition. 

4. Let the nature of the piece (sound sources, 
genre, style, formal plan, expressive character) 
generate expectations and questions. Discover and 
follow musical expectations throughout the work; how 
are they set up, delayed, avoided, extended, 
interrupted, fulfilled? Look for goals (melodic, 
harmonic, rhythmic, etc.). How are they prepared and 
achieved? What factors of resistance impede or 
postpone their realization? Are non-goal-oriented 
aspects of musical construction present? 

5. Look for the big picture first; don't start by 
moving from beat to beat and measure to measure. Get 
an overall idea of the work; recognize large 
structural divisions, contrasts of texture, sonority, 
tonal areas, movement towards and arrival at goals, 
cadence points, etc. 

6. When the interrelationships among large events 
are heard and seen, examine subdivisions and then, 
finally, details. If the harmonic language suddenly 
seems elaborate or complex, figure out what is 
happening at that moment and why. 

7. While pitch operations are a fundamental 
concern of both tonal and nontonal music, remember 
that all aspects (texture, dynamics, silence, 
macrorhythm, timbre, etc.) of the music contribute to 
articulating its structure and expressiveness. A 
common weakness of much student work is lack of 
attention to non-pitch factors. 

8. Take notes, make diagrams, and mark the score 
wherever something interesting or problematic is 
found. Continuously look for places about which to ask 
questions. 

9. Be sure to understand the terminology, 
procedures, and devices of musical analysis, form, and 
style. Make sure that basic factual information about 
the piece is correct. Although a description cannot 
replace an analysis, an analysis cannot be constructed 
without the foundation of meticulous preparatory work 
(pp. 83-86). 

Guidelines and resources for learning and teaching 

score are available to the student and teacher of 

conducting. The question for the teacher is which of these 

materials is important or essential to teaching score study 

in the undergraduate instrumental conducting class? 
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Conducting Texts 

Other resources available for use in instrumental 

conducting classes are conducting textbooks. Most textbooks 

on conducting primarily are concerned with beat patterns, 

transpositions, foreign terms and the technical aspects of 

conducting. Within these conducting technique books, 

however, can be found a cursory discussion of score study 

for conducting. Grosbayne (1973) began a discussion of 

score study by saying: 

Each student must develop his own methods and 
learn through his own experience. Yet valuable help 
may come to him from the experiences of others. All a 

teacher can do for him is to present the results 
of his own and others experiences in studying scores 
and let the student adapt all this to his own 
individuality (p. 192). 

He then offered a suggested procedure for studying the 

orchestral score. 

1. Inspect the list of instruments, the clefs, the 
transpositions, and the foreign and technical 
terms. 

2. Sing through every part in succession horizontally, 
as it actually sounds. 

3. Sing through the parts up and down, first starting 
on the lowest staff in each section (woodwind, 
brass, string) and then starting at the bottom of 
the staff on each page, until you can sing, hum, 
or solfege any chord or line across or up or down 
the page. 

4. Analyze the music architecturally so that you have 
a bird's eye view of the main outlines in your 
mind. Pay special attention to transitions and 
development sections. 

5. Analyze the rhythmic figures, periods, and phrases 
of the work. 
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6. Analyze the harmony, the modulations, the 
counterpoint, and the thematic interplay. 

7. Analyze the changes in instrumental coloring, and 
note places which you think might prove 
troublesome for the instrumentalists to play. 

8. Analyze the changes in volume horizontally to 
determine where the climaxes are, and vertically 
to determine problems of tone balance. In doing 
this, remember that some instruments have more 
penetrating tones than others and that dynamics 
signs do not always tell the whole story. 

9. Now combine the previous categories in your mind 
and note how phrasing, dynamics, volume, and 
instrumental coloring are often inextricably 
intertwined. 

10. Consider the tempo and mood of each section and 
movement individually and in relation to the other 
parts of the work. 

11. Beat through the work and note places requiring 
special attention, which may be troublesome for 
players or singers to follow.... Question yourself 
constantly whether your motions and demeanor are 
interpreting the music, not only in tempo, but 
also in volume, tone, balance, style, mood, and 
the other facets which have been discussed in this 
volume. 

12. When you have done all this, and when you feel you 
have a good command of the score technically and 
apperceive its spiritual content, the time has 
come to read what those who speak authoritatively 
have written about the score (pp. 193-194). 

Green and Malko (1975) recommended the conductor 

examine instrumentation, rationalization (or broad view), 

phrasing, dynamics, expression, style, quality, tradition, 

and philosophical observations. The section on score study 

ends with this editor's note: 

The following outline for score study is 
approximately that used in the classes in the Brussels 
Conservatory. A similar outline is used in Paris. It 
means seven trips through the score, with the 
knowledge and understanding increasing each time. 

1. Instrumentation and transpositions 
2. Form analysis (large form, sonata, rondo, etc.) 
3. Harmonic structure (especially analyzed where 

complicated) 
4. Melodic line throughout and its instrumentation 
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5. Phrasal analysis (small phrases, minor 
structure) 

6. Dynamics (dramatic climaxes, etc.) 
7. Special effects in the score and manner of 

execution on the instruments (ponticello, 
muted passages, harmonics, etc.) (p. 27) 

Linton (1982) in a chapter titled "Model for Score 

Preparation" (pp. 1-9) suggested that score preparation is a 

multi-layer process which includes musical analysis and 

conducting analysis. Under musical analysis are listed 

rhythmic organization, pitch organization and texture, form, 

style, dynamic scheme, and text in choral music. Conducting 

analysis is based on an initial musical analysis and based 

on conducting requirements. The conducting analysis 

includes decisions about beat unit and tempo (metronome 

marking, tempo terms, tradition, feel of the tempo), and 

other decisions (dynamics, articulation, durations, attacks 

and releases, cues, and special effects and problems). 

Curtis and Kuehn (1992) offered the following 

"superficial outline" to score study: 

1. Decide whether one is dealing with a "C" score or 
one that shows the transposed instrumental parts. 

2. Establish the instrumentation, key, dynamic level, 
form, style, and tempo at the beginning and, if 
practical, the end of the composition. 

3. "Walk through" the composition with your eyes, 
noting internal changes - instrumentation, key, 
dynamic level, form, style and tempo - from what 
you found at the beginning. (If you have your own 
score, it is sometimes helpful to mark these 
changes. However, be careful to avoid overmarking 
the rehearsal score. Conducting by color-coding 
or symbols used to analyze a composition may 
actually act as an obstacle to a more in depth 
interpretation of the score.) Begin to formulate 
in your mind the overall character of the 
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composition or movement. This will help you 
decide on a conducting/rehearsal style and general 
approach to the music. 

4. Study the composition in a more-detailed manner. 
Take special note of cadence points (i.e., basic 
key and chord progressions) and changes in the 
normal flow of the music (i.e., tempo, dynamic 
changes, altered instrumentation, etc.). Note 
necessary cues. (As you identify cues, it will be 
helpful to hear clearly the appropriate 
instrumental sound in your mind.) If helpful, 
mark these changes. 

5. If necessary, study the composition a third time 
and note possible rehearsal spots based on 
difficult technical or musical passages. 

6. After acquiring a basic understanding of the score, 
decide how you want to begin a rehearsal. (Is it 
important to give an overview of the piece to the 
performers? Should mention be made of solo 
passages, etc.? Perhaps difficult rhythms should 
be addressed ahead of time.) (pp. 88-89) 

The importance of score study to conducting is 

underscored by the inclusion of chapters devoted to the 

subject in conducting texts. This inclusion not only 

validates the importance of score study to conducting but 

the importance that score study be taught as part of the 

conducting class. What is missing is a consensus as to the 

methods, resources, and evaluations used in teaching score 

study. 

Delphi Technique 

To gain a consensus about the methods, resources, and 

evaluations used in teaching score study some means of 

soliciting opinions and developing consensus would have to 

be found. In reviewing the literature on techniques used in 

gathering opinions about a specific topic and building 
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consensus the Delphi technique was found to be a popular and 

effective technique. Delphi also was found to have specific 

applications to curriculum building. The Delphi technique 

was developed in the 1950's by Norman Dalky, Olaf Helmer, 

and the RAND Corporation. "The objective of the original 

study was to 'obtain the most reliable consensus of opinion 

of a group of experts... by a series of intensive 

questionnaires interspersed with controlled opinion feedback 

(Linstone and Turoff, 1975, p. 10)." Controlled opinion 

feedback is obtained by providing information about the 

results of the previous survey to respondents of the latest 

version. 

Although its first applications were for forecasting 

future events, today the Delphi technique also is used to 

obtain opinions, judgements, and group consensus about a 

particular topic. Starr and Turoff (1978) describe Delphi 

as: 

a method of developing and reporting in an organized 
manner group judgements on a topic through a set of 
carefully designed sequential questionnaires, 
interspersed with summarized information and feedback 
of opinions derived from earlier responses (p. 46). 

Linstone and Turoff (1975) list a wide range of application 

areas for Delphi: 

- Gathering current and historical data not accurately 
known or available 

- Examining the significance of historical events 
- Evaluating possible budget allocations 
- Exploring urban and regional planning options 
- Planning university campus and curriculum 

development 
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- Putting together the structure of a model 
- Delineating the pros and cons associated with 

potential policy options 
- Developing causal relationships in complex economic 

or social phenomena 
- Distinguishing and clarifying real and perceived 

human motivations 
- Exposing priorities of personal values, social goal 

(P- 4) 

The use of Delphi is usually dictated by one or more 

of the following properties: 

- The problem does not lend itself to precise 
analytical techniques but can benefit from 
subjective judgements on a collective basis 

- The individuals needed to contribute to the 
examination of a broad or complex problem have no 
history of adequate communication and may 
represent diverse backgrounds with respect to 
experience or expertise 

- More individuals are needed than can effectively 
interact in a face-to-face exchange 

- Time and cost make frequent group meetings infeasible 
- The efficiency of face-to-face meetings can be 

increased by a supplemental group communication 
process 

- Disagreements among individuals are so severe or 
politically unpalatable that the communication 
process must be refereed and/or anonymity assured 

- The heterogeneity of the participants must be 
preserved to assure validity of the results, i.e., 
avoidance of domination by quantity or by strength 
of personality ("bandwagon effect") (Linstone and 
Turoff, 1975, p. 4) 

Allen (1978) offers several advantages for choosing 

the Delphi technique over other ways of eliciting judgmental 

data: 

It tends to reduce the tendency to follow the leader 
and lessens the bandwagon effect so common in 
group settings. 

It focuses attention on the issue and reduces the 
tendency for members to get the group sidetracked. 

It allows "experts" who have no history of 
communicating to be able to communicate due to the 
lack of face-to-face interaction. 
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It allows panel members to communicate without 
actually having to get together physically. 

It reduces or eliminates entirely the possibility of a 
dominant personality controlling the outcome of 
the group. 

It produces a threat-free environment for an 
individual to state his opinion. 

It provides a communication structure in which 
everyone has a chance to be heard equally. 

It provides controlled feedback to the respondents. 
It is economically productive because experts do not 

have to be brought together and housed in order to 
interact. 

It generates a wide range of responses, thereby 
assisting in trying to describe future events. 

It is a technique that is usually enjoyed by the 
participants because of the responses that are fed 
back to them. 

It does not require elaborate procedures to conduct 
(p. 126) 

The most common form of the Delphi process is the 

paper-and-pencil version referred to as the "Delphi 

Exercise" (Linstone and Turoff, 1975, p.5). A questionnaire 

is designed and sent to a respondent group. When the 

questionnaire is returned the results are summarized. With 

the summarized results a new questionnaire is developed. 

The respondent group is asked to reevaluate their responses 

based on the results of the group responses. Conventional 

Delphi are a combination of polling procedures and 

conference procedures. 

Linstone and Turoff (1975) list common reasons for 

failure using Delphi as: 

- Imposing monitor views and preconceptions of a 
problem upon the respondent group by 
overspecifying the structure of the Delphi and not 
allowing for the contribution of other 
perspectives related to the problem 
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- Assuming that Delphi can be a surrogate for all 
other human communications in a given situation 

- Poor techniques of summarizing and presenting the 
group response and ensuring common 
interpretations of the evaluation scales utilized 
in the exercise 

- Ignoring and not exploring disagreements, so that 
discouraged dissenters drop out and an artificial 
consensus is generated 

- Underestimating the demanding nature of a Delphi and 
the fact that the respondents should be recognized 
as consultants and properly compensated for their 
time if the Delphi is not an integral part of 
their job function (p. 6) 

Other problems encountered using Delphi include choosing an 

"expert" respondent group, honesty of the monitor or 

researcher, and respondent misunderstandings due to 

differences in language and logic. 

Delphi techniques use in education research is evident 

in a review by Judd (1973). Most of the early education 

research using Delphi dealt with administrative issues. Due 

to the high participatory nature, Delphi is a favored non-

authoritarian way to examine "general goals, curricula, 

campus design, and development of teacher ratings and cost 

benefit criteria" (Linstone and Turoff, 1975. p. 82). 

Educational research using Delphi which relate most to 

the current study include competency requirements and 

curriculum development. Several studies have used Delphi to 

develop and evaluate competencies or lists of criteria in a 

particular field. These studies include works by Stahl and 

Stahl (1991), Blanchard (1984), Everett (1988), Shands and 

Levary (1986), and Todd and Reese (1989). Stahl and Stahl 
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(1991) used a panel of 14 teachers and administrators to 

develop definitions and lists of critical thinking abilities 

that can be used in developing a gifted education program. 

Blanchard (1984) surveyed the faculty of the Community 

College of Rhode Island using the question, "What knowledge, 

skills, habits, and/or other attributes of mind or behavior 

best characterize a well-educated person in today's 

society?". The synthesized questionnaire, 111 statements, 

was sent to the faculty and the student affairs staff. 

Essential attributes included critical thinking and 

reasoning skills. 

Everett (1988) used Delphi to identify knowledge, 

skills, and attitudes essential for information systems 

workers. A questionnaire of competencies was developed 

through a literature review, interviews with educational 

professionals, and persons employed in information 

occupations, and consultation with a Developing a Curriculum 

committee of 16 information systems experts. The 

questionnaire was sent to 1,017 members of the Association 

of Information Systems Professionals. The second round 

questionnaire included 318 competency statements in eight 

broad skill areas. All eight broad skill areas were rated as 

essential competencies. 

Shands and Levary (1986) developed a method by which 

administrators can evaluate teacher performance. Using four 
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experts to evaluate ten behaviors they established a 

priority system of teacher behavior evaluation. 

Todd and Reece (1989) sought to determine desirable 

skills and knowledge outcomes for and introductory 

educational research course. Delphi was used to synthesize 

diverse opinion into consensus. The top five skill and 

knowledge areas listed as essential dealt with knowledge of 

research-oriented periodicals and critical evaluation of 

reports. 

Continuing their research in educational research 

courses, Todd and Reece (1990) used Delphi once again to 

answer the question, "What is the relationship between what 

experts say should be taught in an introductory course and 

what is actually required in practice?" Twenty-one experts 

in educational research generated a list of 114 skills and 

knowledge areas they considered worthy objectives in an 

introductory course. 

An Australian study conducted by the National Centre 

for Research and Development and Technical and Future 

Education, TAFE, (Anderson and Jones, 1986) examined various 

curriculum research methods to speed up the curriculum 

research and development process. Delphi, Search 

Conference, and exploratory methods were deemed the most 

promising methods for curriculum development. 

In a related study, Evans and McKeough (1981) propose 

a pro-active means of curriculum change. In the pro-active 
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model, Delphi is used to analyze the effectiveness of the 

present curriculum. This curriculum evaluation is then used 

to strengthen weak or non-effective areas or methods. 

Rather than changing as a response to outside criticism the 

pro-active model allows for the curriculum to be continually 

upgraded from within. The respondents or experts for this 

model of curriculum change are teachers, parents, 

administrators, taxpayers, and students. 

Delphi's usefulness to education has been proven by 

the applications to competency and skills analysis and 

curriculum reform. The present study combines these two 

uses of Delphi by developing a model curriculum, through a 

review of the literature, which is evaluated by conductors 

and teachers of conducting. 

Summary 

To summarize the findings of the related literature, 

it has been documented that: 

1. score study is an important part of conducting 
and teaching (Matthews, Dahlin, Deal, and Labuta) 

2. there are several approaches to and philosophies 
about score study (Grunow, Lentczner, Bruning, 
Fox, and Strouse) 

3. prescribed guidelines and pedagogical materials are 
available for the teaching and learning of score 
study (Battisti and Garofalo, Hunsberger, 
Kirchoff, Colwell and Goolsby, McBeth, and Rogers) 

4. score study can and should be incorporated into the 
conducting class (Grosbayne, Green and Malko, 
Linton, and Curtis and Kuehn) 
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5. Delphi is a tried and proven method of establishing 
criteria and curriculum using a large number of 
expert opinions (Blanchard, Todd and Reece, and 
Anderson and Jones) 

Although the need for score study has been established 

and models for score study have been presented, an approach 

to teaching score study in the undergraduate instrumental 

conducting class has never been evaluated. The present 

study used the information of the related literature to 

develop a model curriculum for teaching score study in the 

undergraduate instrumental conducting class. This model 

curriculum was evaluated by conductors and teachers of 

conducting. Consensus of essential or important elements 

was gained through a Delphi technique of repeated 

opinionnaires. The resulting evaluated elements will serve 

as a recommended curriculum for teaching score study in the 

undergraduate instrumental conducting class. 



CHAPTER III 

METHODOLOGY 

The purpose of this study was to create and gain 

consensus of an essential curriculum for teaching score 

study in the undergraduate instrumental conducting class. 

First I wanted to determine which methods, materials, and 

evaluation procedures are recommended for teaching score in 

the undergraduate instrumental conducting class. Secondly, 

I wanted to find out which of these recommended methods, 

materials, and evaluation procedures for teaching score 

study were deemed essential by those who conduct and teach 

undergraduate instrumental conducting. 

The subquestion asked by this study was: Are there 

significant differences among the opinion scores of those 

who: 

1. conduct a band or wind ensemble only 
2. teach undergraduate instrumental conducting only 
3. conduct a band or wind ensemble and teach 

undergraduate instrumental conducting? 

To answer these questions I surveyed and synthesized 

the literature on score study and instrumental conducting to 

design a model score study curriculum. The model score 

study curriculum was sent to band conductors and teachers of 

instrumental conducting for opinion ratings using the Delphi 

54 
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technique. Each step of the design procedures will be 

discussed below. 

Developing the Model Score Study Curriculum 

The preliminary model score study curriculum was 

created through a review of the literature, a questionnaire, 

and a pilot study. From the literature review, material 

included in Guide to Score Study by Battisti and Garofalo 

(1990) and clinic notes by Kirchoff (1986) became the core 

of the pilot curriculum. A questionnaire, Appendix A, to 

solicit additional curriculum items also was circulated to 

college band directors who teach undergraduate instrumental 

conducting in the state of Arkansas (N=6). 

After a model curriculum was developed, a pilot study 

was conducted to fine tune the data gathering and analysis 

techniques. The population used for the pilot was college 

band directors from the central Arkansas area (N=4). The 

respondents were asked to complete the Pilot Round One 

Opinionnaire (Appendix B). Group means, standard 

deviations, and ranges for each item were computed and may 

be found in Appendix C. 

Cronbach's Alpha was computed for each of the eight 

major sections of the Pilot Model Curriculum to determine 

the reliability of items within each major category. 

Sections with the highest reliability scores include: Score 
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Interpretation (a=l), Score Analysis - Micro Analysis 

(a=.9886), and Resources Used to Teach Score Study 

(a=.9067). Three sections had too few cases to compute: 

Purpose of Analysis, Preliminary Background, and Score 

Orientation. Score Readings - Macro Analysis had a low 

reliability rating of a=.3667. 

Each of the four pilot respondents answered the 

demographic data as being both conductors and teachers. 

Because of the homogenous sample a MANOVA comparing the 

three classifications of conductors and teachers of 

conducting was not possible. 

Several changes in the cover letter and opinionnaire 

were made due to the pilot study. The cover letter was 

simplified to clarify each round of the study rather than 

explaining the entire process on the first round. Changes 

to the opinionnaire included condensing the print size to 

allow most of the eight sections to fit on one page each. 

The statements were reworded to represent one idea per item 

rather than several parts connected to one item. Lines 

were drawn between each item to help separate each item. 

The section on ranking recommended literature was changed to 

an open ended request for the participant to list resources 

used in teaching score study in the undergraduate 

instrumental conducting class. After these changes the 

opinionnaire was deemed to be ready for the study. The 

study continued using the Delphi technique described below. 
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Delphi Technique 

The three-phased opinionnaire format of this study was 

taken from the research technique known as Delphi. Delphi 

was chosen because of its potential for eliciting expert 

opinion and use in establishing criteria and curriculum 

development (Linstone and Turoff, 1975, p. 4). Blanchard, 

Todd and Reece, and Anderson and Jones have established 

models for Delphi's usefulness in assessing criteria and 

curriculum development. Blanchard (1984) used Delphi to 

identify essential attributes of the "well-educated person" 

in today's society. Todd and Reece (1989 and 1990) 

conducted two studies using Delphi. The first sought to 

determine desirable skills and knowledge outcomes for an 

introductory educational research course. The second study, 

a follow-up to the first, asked, "What is the relationship 

between what experts say should be taught in an introductory 

course and what is actually required in practice?" Anderson 

and Jones (1986) examined various techniques for speeding up 

the process of curriculum research and development in 

Australia. Delphi was one of the methods chosen as a 

favorable technique. 

The current study sought to determine the essential 

methods, materials, and evaluation techniques to be used in 

teaching score study in the undergraduate conducting class. 

To achieve this purpose, conductors and teachers of 
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conducting were surveyed using a three phased Delphi 

technique. The Delphi technique employs having respondents 

react to a questionnaire: receiving a second round which 

contains information from the first round: and finally, a 

third round asking for justification or change to agreement 

for those items where the respondent greatly differs from 

the majority. 

Selection of Subjects 

The population selected for this study was the 

membership of The College Band Directors National 

Association (CBDNA), (N=l,050). CBDNA members were chosen 

for several reasons. First, a precedent has been set for 

using its membership for studies on wind band conducting and 

score study in particular (Fox, 1987). Secondly, the CBDNA 

membership includes a large and diverse sampling of band 

conductors and conducting teachers who teach undergraduate 

instrumental conducting. Lastly, it was hoped that the 

subject would be of sufficient interest to the CBDNA 

membership that they would choose to participate in all 

phases of the study. 

Implementation of Main Study 

After the opinionnaire had been established, the 

subjects were surveyed as to their opinions of methods, 

materials, and evaluations used to teach score study in the 
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undergraduate instrumental conducting class. After 

collecting and synthesizing information about teaching score 

study, a model curriculum was created. The model curriculum 

was then sent to the population of the study for evaluation. 

Each item on the model curriculum was evaluated using a 

horizontal, numeric scale, similar to a Likert scale: 

Extremely 
Unimportant 
For Teaching 
Score Study 

Extremely 
Important 
For Teaching 
Score Study 

After each major section of the curriculum spaces were 

provided for the respondent to add items to the curriculum. 

When the first opinionnaire was returned, the means for each 

item were calculated. 

The second opinionnaire included items from the 

previous round and items which were added by the respondents 

in the first round. Each item included the mean response 

from the previous round. All of the respondents were asked 

to rank each item in the second opinionnaire. 

In a third and final round, subjects whose responses 

fell more than two points below the group means of 6 and 7 

after the second opinionnaire were asked to revise their 

opinions toward the mean or justify their minority opinion. 
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Schedule and Response Rate 

A cover letter explaining the proposed study and 

requesting participation was mailed to the CBDNA membership 

(N=l,050) in September, 1993 along with a three by five 

reply card (Appendix D). The reply cards were to be filled 

out by those agreeing to be a part of the study; 358 cards 

were returned with a positive response. 

The first round cover letter and opinionnaire 

(Appendix E) were sent to the 358 respondents in December, 

1993. First Round Opinionnaires were returned by 233 

subjects, a return rate of 65%. Means, medians, modes and 

standard deviations were computed for the first round 

responses (Appendix F). Additional items which had been 

added by respondents in the first round (Appendix G) were 

summarized into seventeen additional items for the second 

round opinionnaire. 

In February, 1994 the round two cover letter and 

opinionnaire, including the underlined round one means for 

each item (Appendix H), were sent to the 233 respondents of 

Round One. Second round opinionnaires were returned by 153 

subjects, a return rate of 65%. Means, medians, modes and 

standard deviations were computed for the second round 

responses (Appendix I). 

Those respondents who ranked elements more than two 

points from the group means of M6" and "7" for the second 
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round were asked to examine their responses in a third 

round. A cover letter (Appendix J) and list of items was 

sent to the appropriate respondents in June, 1994. Each 

respondent was asked to justify their opinion or re-rank the 

item as "Essential." Thirty-four respondents were part of 

the minority group or Delphi third round. Twenty-six 

returned the third round of the Delphi opinionnaire, a 

return rate of 76%. The items and responses are included in 

Appendix K. 

Of the total membership of CBDNA, 1,050, only 153 

returned both rounds of the opinionnaire, 15%. The findings 

of this study may have differed had more members 

participated in all phases of the study or if a different 

sample were taken from the original population. 

Data Analysis 

The ranked data gathered from the first opinionnaire 

yielded mean, median, mode, and standard deviation for each 

item of the model curriculum. Every respondent was asked to 

rank each element in a second opinionnaire again with the 

knowledge of the group mean from the first round. Means, 

medians, modes, and standard deviations were computed for 

the second round of opinionnaires. After the second round 

of opinionnaires were analyzed, respondents whose ranking 

fell outside the range of two points from group means of "6" 

and "7" were asked to alter their ranking toward the mean or 
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justify their minority response on a third and final round. 

This study's Delphi, repeated opinionnaire, design 

created a consensus of ranked elements for the recommended 

curriculum. Those items which received a mean rank of "7M, 

extremely important, and n6n on the ranking scale were 

deemed essential to the score study curriculum and included 

in the recommended curriculum. 

Using the demographic data obtained in Round I, a 

MANOVA was conducted to determine ranking differences 

between: 1. those who conduct a wind ensemble or band, 2. 

those who teach undergraduate instrumental conducting, and 

those who both conduct a wind ensemble or band and teach 

undergraduate instrumental conducting. 

A discriminant analysis also was computed to 

determine if items of the curriculum differentiated 

respondents by me mbership in the conducting and teaching 

groups. Cronbach's Alpha was used to test the reliability 

of the opinionnaire categories. 



CHAPTER IV 

RESULTS OF THE STUDY 

The purpose of this study was to create and gain 

consensus of an essential curriculum for teaching score 

study in the undergraduate instrumental conducting class. 

To achieve this purpose a three round Delphi study was used. 

After a review of the literature on score study and the 

teaching of undergraduate instrumental conducting, a model 

curriculum was created and members of CBDNA who had agreed 

to be a part of the study were sent the model score study 

curriculum and asked to rank each item on the curriculum. 

Demographic data also was collected on each subject who 

participated in Round I. Mean, median, mode, standard 

deviations, and the number of respondents for each item were 

computed. 

With the rankings and demographic data gathered from 

the first round a MANOVA was run using SPSS to determine if 

significant differences existed between the three groups of 

respondents; conductors, teachers and both conductors and 

teachers. Table 1 includes the Pilai's Trace results for 

each major section. Although SPSS yielded results for 

Pillai's Trace, Wilks' Lambda, Hotelling's Trace, and Roy's 

Largest Root; Pillai's Trace is reported here because of its 

power and robustness. 
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Two concerns dictate the choice of the 
multivariate criterion - power and robustness. That 
is, the test statistic should detect differences when 
they exist and not be much affected by departures from 
the assumptions. For most practical situations, when 
differences among groups are spread along several 
dimensions, the ordering of the test criteria in terms 
of decreasing power is Pillai's, Wilks', Hotelling's, 
and Roy's. Pillai's Trace is also the most robust 
criterion. That is, the significance level based on 
it is reasonably correct even when the assumptions are 
violated (Norusis,1990, p.235). 

The results of the MANOVA yielded no significant F values at 

the .05 level. Therefore the null hypothesis - there is no 

difference between the mean rankings of items by conductors, 

teachers and both conductors and teachers - was retained. 

Power and effect size also were computed at the .05 

level, Table 1. "Power is the probability of making a 

correct decision, or saying the groups differ when in fact 

they do. 

The power of a statistical test is dependent on three 
factors: 

1. The significance level set by the experimenter. 
2. Sample size. 
3. Effect size - How much of a difference the 

treatments make, or the extent to which the groups 
differ in the population on the dependent 

variable(s) (Stevens, 1992, pp. 5-6). 

The categories Purpose, Preliminary, Orientation, 

Micro and Interpret had a high power of .91 or above. Macro 

and Evaluation had less impressive power ratings of .67 and 

.41 respectfully. 
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A discriminate analysis also was used to answer the 

subquestion by determining those items which differentiated 

between the three groups of respondents. The results can be 

seen in Appendix L. "Discriminant analysis is used for two 

purposes: (1) describing major differences among the groups 

in MANOVA, and (2) classifying subjects into groups on the 

basis of a battery of measurements." (Stevens, 1992, p. 273) 

MANOVA and Discriminant analysis were used in this study as 

a check on discriminant validity and a check on the Delphi 

technique. If the Delphi technique truly develops a 

consensus between groups then there should be no significant 

difference in the rankings of the items by groups (MANOVA) 

or no items which discriminate by groups (Discriminant 

analysis). Although no significant differences were found 

between the three groups in the MANOVA, several of the 

variables were found to have a larger than .5 correlation 

between the variable and the group memberships. 

"There are two methods that are in use for 

interpreting the discriminant functions: 

1. Examine the standardized coefficients-these are 
obtained by multiplying the raw coefficient for 
each variable by the standard deviation for that 
variable. 

2. Examine the discriminant function-variable 
correlations, i.e., the correlations between each 
discriminant function and each of the original 
variables. 
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Meredith (1964), Porebski (1966) and Darlington, 
Weinberg, and Walberg (1973) have argued in favor of 
using the discriminant function-variable correlations 
for two reasons: (1) the assumed greater stability of 
the correlations in small- or medium-sized samples, 
especially when there are high or fairly high 
intercorrelations among the variables, and (2) the 
correlations give a direct indication of which 
variables are most closely aligned with the observed 
trait which the canonical variate (discriminant 
function) represents (Stevens, 1992, p. 276). 

For these reasons the correlations between discriminating 

variables was used to analyze the first round results of 

each variable, shown in Appendix M. Only twelve items were 

found to have correlations greater than .5. Those items 

which had correlations of .6 and above are listed in Table 

2. Stevens (1992) states that "unless the N (total sample 

size)/p (number of variables) ratio is quite large, 20 to 1, 

one should be very cautious in interpreting the results 

(p.277). The total population of the first round 

respondents does not meet the 20 to 1 ratio criteria, 

therefore items which were found to have a larger 

correlation may not be significant. Because there were no 

significant differences found using MANOVA or Discriminant 

analysis using the first round data discriminant validity 

was established. The procedures were not repeated for the 

second round rankings because no significant differences had 

been found using Round I data and Round II data revealed a 

lower standard deviation than Round I. Delphi had achieved 

the purpose of bringing the groups to a consensus on the 

recommended items. 
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Table 2 

ITEMS WHICH DISCRIMINATE BETWEEN GROUPS 
WITH CORRELATIONS ABOVE .6 

CONDUCT TEACH BOTH/CONDUCT BOTH/TEACH 

PURPOSE N 
.62734 

EVALUATION A 
.74753 

EVALUATION C 
.68769 

PURPOSE B 
.61353 

MACRO I 
.64484 

EVALUATION C 
.71714 

EVALUATION B 
.62946 

PURPOSE C 
.63859 

EVALUATION D 
.69799 

EVALUATION C 
.64181 

PRELIM H 
.60259 

EVALUATION B 
.62829 

Cronbach's Alpha was calculated using SPSS to 

determine the reliability of the first round opinionnaire, 

Table 3. All of the categories were shown to have a strong 

alpha except "EVALUATION." The low alpha (.3389) could be 

the result of the very low number of items in this category 

(4) . 
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Table 3 

CRONBACH'S ALPHA FROM ROUND I 

ITEMS N CASES N ITEMS ALPHA 

PURPOSE 218 18 .9217 

PRELIMINARY 228 23 .9578 

ORIENTATION 226 15 .9632 

MACRO 221 10 .8477 

MICRO 210 44 .9520 

INTERPRETATION 187 10 .9434 

EVALUATION 228 4 .3389 

Additional items which were written in the spaces 

provided at the end of each major section of the Round I 

opinionnaire are listed in Appendix G. The additional items 

were combined into seventeen items which were included on 

the Round II opinionnaire. No new items were added to the 

Purpose category. Four items were added to the Preliminary 

category: 

To establish ancillary factors which may have an 
impact on the composition, students should: 

1. obtain an analysis of the composition to be 
studied. 

2. obtain information about the piece written by a 
conductor or the composer. 

3. find out the composer's experience in the media 
(other works for winds). 

4. find out the composer's playing experience 
(instrumental specialty). 

The Orientation category received the most additions with 

five entries: 
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To acquire an overview of the entire work the 
conducting student should: 

1. graph the high and low points and climaxes of 
the piece. 

2. create a list of sensory oriented adjectives 
for the general mood or feeling the piece is 
trying to convey. 

3. determine the difficulty level of the 
composition. 

4. identify areas of potential ensemble difficulty 
(attacks, releases, pitch, etc.). 

5. determine instrument or part assignments and 
cues for missing instruments. 

Three items were added to the Macro category: 

To achieve an overall sound image, or MACRO analysis, 
of the music in the mind the student should: 

1. identify the form of the composition, or 
movements within the composition. 

2. identify climax points within the composition. 
3. determine composite rhythms (how the different 

parts fit together rhythmically). 

Micro was increased by one item: 

To acquire a detailed knowledge of all components of 
the composition, or MICRO analysis, the student 
should: 

1. complete a time line of the most important 
elements of the composition (textures, form, 
dynamics, tonality, meter, etc.) 

Two items were added to Interpretation: 

Students must resolve questions bearing on the 
interpretation of musical elements such as: 

1. feeling or emotion the piece is trying to 
convey. 

2. the student should develop a feeling or emotion 
about the piece. 

Evaluation also was increased by two items: 

The evaluation of the student's score study should be 
made by: 

1. asking the students to critique other 
performances - live or recorded. 

2. asking students to compare and contrast two 
recordings of the same piece. 
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The Round I opinionnaire also produced a list of 

resources used to teach score study in the undergraduate 

instrumental conducting class. The lists of resources was 

compiled with frequencies tabulated for each item (Appendix 

N). Resources most mentioned were Battisti and Garofalo's 

Guide to Score Study with 41 entries, Green's The Modern 

Conductor with 31 entries and Hunsberger/Ernst's The Art of 

Conducting with 30 entries. 

The second round curriculum included all items from 

the first round, with means marked, and new items which had 

been added in the first round. Each respondent was asked to 

rank all of the items in light of the first round means. 

Mean, median, mode, standard deviation, and responding cases 

were computed for the Round II opinionnaires, Appendix 

I. 

A comparison of means for both rounds of the 

opinionnaire shows that only one item, Evaluation D, changed 

group mean from the first round to the second round. 

"Requiring students to conduct a rehearsal of the studied 

composition from memory" fell from a mean rank of "4M in the 

first round to a mean rank of "3M for the second round. 

Appendix O contains a list of each item and the group means 

for each round. Also of note is the decrease in standard 

deviations from Round I to Round II. With the second round 

of ranking came lower standard deviation and more consensus 

about the curriculum. 
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The second round means produced a list of essential 

elements for the recommended curriculum. Elements which fell 

between the mean rankings of "6" and H7" are included in 

the recommended curriculum for teaching score study in the 

undergraduate instrumental conducting class. Those 

respondents which ranked elements more than two points from 

the group means of "6" and M7M in Round II were asked to 

examine their responses in a third round and either adjust 

their opinion toward the mean or justify their minority 

opinion (Appendix J). Round III responses are listed in 

Appendix K. 

The largest area of argumentation was ORIENT T with 

nine and MACRO FF and GG with four each. Disagreement to 

ORIENT T (To acquire an overview of the entire work the 

conducting student should read through the score to 

determine instrument or part assignments and cues for 

missing instruments) was mostly centered around the fact 

that the statement was placed in an overview context rather 

than a performance preparation area. Many who responded to 

MICRO FF (To acquire a detailed knowledge of all components 

of the composition, or MICRO analysis, the student should 

mark the score.) and MICRO GG (To acquire a detailed 

knowledge of all components of the composition, or MICRO 

analysis, the student should mark important cues.) disagreed 

with marking the score at all. Respondents stated that 

marking a score was not the same as learning the score. 



CHAPTER V 

SUMMARY AND CONCLUSIONS 

Summary 

The purpose of this study was to create and gain 

consensus of an essential curriculum for teaching score 

study in the undergraduate instrumental conducting class. 

Questions to be answered by this study were: 

1. What methods, materials, and evaluations for 
teaching score study should be included in the 
undergraduate instrumental conducting class? 

2. Which of these methods, materials, and evaluations 
are deemed essential by conductors and teachers of 
conducting? 

Resolving these questions required the collection of 

information on the methods, materials and evaluations used 

in teaching score preparation in the undergraduate 

instrumental conducting class and the opinions of conductors 

and teachers of conducting about those methods, materials 

and evaluations. 

The subquestion answered using the demographic 

information collected on each respondent was: 

Are there significant differences between the 

ranked opinion scores of those who: 

1. conduct a band or wind ensemble only 

73 
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2. teach undergraduate instrumental conducting only 
3. conduct a band or wind ensemble and teach 

undergraduate instrumental conducting 

To answer the first and second questions a three-round 

opinionnaire, Delphi study, was used to develop a 

recommended curriculum for teaching score study in the 

undergraduate instrumental conducting class. After 

surveying the literature on score study in conjunction with 

instrumental conducting a model curriculum for teaching 

score study was created. The model curriculum was sent to 

the CBDNA membership which had agreed to be part of the 

study. On the first round of the Delphi respondents were 

asked to add items to the model curriculum which they felt 

were left out. The seventeen additional items were added to 

the first round opinionnaire to produce the second round 

opinionnaire. First round respondents also were asked to 

produce a list of resources used to teach score study in the 

undergraduate conducting class. The Round II opinionnaire 

(Appendix H) and the list of resources from Round I 

(Appendix N) answers the first question: What methods, 

materials, and evaluation procedures should be included in 

the undergraduate instrumental conducting class? 

To answer the second question of the study 

participants, CBDNA membership, were asked to rank the items 

of the model curriculum along a seven-point-scale ranging 

from extremely unimportant in teaching score study to 

extremely important in teaching score study. The CBDNA 
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membership was chosen because they represent a broad 

population of both conductors and teachers of instrumental 

conducting. Participants ranked items on the Round I 

opinionnaire, Appendix E, and gave suggestions for 

additional items for the model curriculum, Appendix G. The 

mean response for each item was coded and the new items were 

added to create the Round II opinionnaire, Appendix H. With 

the knowledge of the first round means, participants were 

asked to rank the items on the Round II model curriculum. 

The Round II items which received a mean ranking of w6" or 

"7H were considered essential to the teaching of score study 

in the undergraduate instrumental conducting class and the 

answer to the second question: Which of these methods, 

materials, and evaluation techniques are deemed essential by 

conductors and teachers of conducting? Those respondents 

who did not rank the items on the recommended curriculum as 

"ESSENTIAL" were allowed in the third round of the Delphi to 

alter their opinions or explain why the item should not 

appear on the recommended list, Appendix K. The three round 

process of ranking of the model curriculum resulted in the 

recommended curriculum for teaching score study listed 

below: 
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Recommended Score Study Curriculum 

I. PURPOSE OF ANALYSIS: 

The conducting student must learn score study, because score 
study: 

A. Opens opportunities for problem solving and discovery 
activity to approach questions of musical style. 

B. Encourages opportunity to recreate the composer's 
intent. 

C. Develops interpretive ideas. 
D. Develops an "inner hearing" concept of the music (to 

audiate the music). 
E. Previews how the music should sound. 
F. Brings insight to issues of balance, blend, color, 

and texture. 
G. Identifies points of articulation. 
H. Identifies points of attacks and releases. 
I. Identifies elements which hold the piece together. 
J. Identifies how the music moves. 
K. Identifies where the music is going. 
L. Establishes a rehearsal and performance plan. 
M. Helps in pacing (for each rehearsal and towards 

performance). 
N. Helps identify technical and musical problems for the 

conductor and performers. 

II. PRELIMINARY BACKGROUND: 

To establish ancillary factors which may have an impact on 
the composition, students should: 

A. Examine the title page. 
B. Know the composer's name. 
C. Research biographical information on the composer. 
D. Place the composition in its cultural and historical 

perspective. 
E. If the piece was revised, find out which edition is 

most reliable. 
F. If the piece is a transcription, find out how it 

compares to the original. 
G. Research the style period from which the composition 

comes. 
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III. SCORE ORIENTATION: 

To acquire an overview of the entire work the conducting 
student should read all information printed on the cover and 
introductory pages to the score to: 

A. Decide if the score is in C or a transposed score. 
B. Establish the instrumentation and medium. 
C. See if the composition is written in standard 

notation or other forms of notation. 
D. Establish the key. 
E. Determine which clefs are used. 
F. Determine transpositions. 
G. Translate terms. 
H. Translate names of instruments. 
I. Locate tempo changes. 
J. Locate meter changes. 
K. Locate key signature changes. 
L. Identify and clarify unfamiliar musical terms. 
M. Identify and clarify unfamiliar notation. 
N. Identify the large form or movements of the 

composition. 
0. Identify areas of potential ensemble difficulty 

(attacks, releases, pitch, etc.). 
P. Determine instrument or part assignments and cues for 

missing instruments. 

IV. SCORE READINGS - MACRO ANALYSIS: 

To achieve an overall sound image, or MACRO analysis, of the 
music in the mind the student should: 

A. Read through the score. 
B. Sing through the score horizontally. 
C. Identify large sections within the composition. 
D. Identify the compositional use of repetition. 
E. Identify the compositional use of contrast. 
F. Identify the compositional use of texture. 
G. Identify the compositional use of dynamics. 
H. Identify the compositional use of rhythm. 
I. Identify the form of the composition, or movements 

within the composition. 
J. Identify climax points within the composition. 
K. Determine composite rhythms (how the different parts 

fit together rhythmically). 
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V. SCORE ANALYSIS - MICRO ANALYSIS: 

To acquire a detailed knowledge of all components of the 
composition, or MICRO analysis, the student should: 

A. Decide if the composition is tertian, quartal, 
polytonal, or a combination. 

B. Complete a form analysis of the composition. 
C. Identify melodic climax points. 
D. Identify harmonic climax points. 
E. Identify rhythmic climax points. 
F. Identify large formal structures (binary, three part, 

sonata, etc.) 
G. Identify the tempo and changes of tempo. 
H. Identify the meter and changes of meter. 
I. Identify the use of choirs (brass, woodwind, 

percussion, etc.) 
J. Identify the use of any non-traditional instruments. 
K. Identify contrasts in dynamics. 
L. Identify dynamic climaxes. 
M. Decide how articulations should be played to be 

stylistically correct. 
N. Define expressive terms used in the composition. 
0. Identify the use of special effects (mutes, false 

tones, multiphonics, etc.) 
P. Identify technical problems for the conductor. 
Q. Identify technical problems for the players. 
R. Mark the score. 
S. Mark important cues. 

VI. SCORE INTERPRETATION: 

The student must achieve a personal interpretive image of 
the music to be conducted. 

Students must resolve questions bearing on the 
interpretation of musical elements such as: 

A. Tempi. 
B. Melodic phrasing. 
C. Harmonic phrasing. 
D. Rhythmic phrasing. 
E. Balance. 
F. Dynamics. 
G. Timbres. 
H. Textures. 
I. Ornamentation. 
J. Feeling or emotion the piece is trying to convey. 
K. The student should develop a feeling or emotion about 

the piece. 
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VII. EVALUATION OF SCORE STUDY: 

The evaluation of the student's score study ability should 
be made by: 

A. Observing the student conducting a rehearsal on the 
studied composition. 

B. Asking students to respond to questions about their 

studied compositions. 

The subguestion dealing with difference of opinion 

rankings between those who are conductors or teachers of 

conducting was answered using the demographic data gathered 

from Round I. Participants were asked if they conducted a 

band or wind ensemble, taught undergraduate instrumental 

conducting, or both conducted a band or wind ensemble and 

taught undergraduate instrumental conducting. A MANOVA 

(Table 1) and discriminant analysis (Appendix L) were 

computed with SPSS using the demographic data and the 

ranking of items on Round I. MANOVA and Discriminant 

analysis were used in conjunction as a check on discriminant 

validity. If Delphi is to create a consensus then one would 

expect to find no significant differences in either the 

rankings by groups or in the items ability to discriminate 

by groups. The MANOVA revealed no significant differences 

in the mean rankings of the items by group membership of 

conductors, teachers of conducting and both conductors and 

teachers of conducting; and the discriminant analysis showed 

that none of the categories significantly predicted group 

membership of conductors, teachers of conducting, or both 

conductors and teachers of conducting. By computing pooled 
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within group correlations twelve variables discriminated at 

or above .6 (Table 2). However, these findings may not be 

significant due to the ratio between sample size and the 

number of variables (Stevens, 1992, p.277). Because there 

were no significant differences found using MANOVA or 

Discriminant analysis using the first round data 

discriminant validity was established. The procedures were 

not repeated for the second round rankings because no 

significant differences had been found using Round I data 

and Round II data revealed a lower standard deviation than 

Round I. Delphi had achieved the purpose of bringing the 

groups to a consensus on the recommended items. 

Conclusions 

The recommended curriculum is a good starting point in 

the training of competent instrumental conductors and band 

directors. It represents a selective, thorough and 

methodical*approach for learning musical scores. In general, 

respondents felt that students should learn score study 

skills to not only recreate the composer's intent, but also 

develop strategies for the rehearsal and performance of the 

studied composition. Through score study the conductor 

develops an inner hearing of the composition and can 

identify technical and musical problems that may arise in 

achieving the ideal performance. Preliminary study will 

reveal information about the composer and the composition. 
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Placing the composition in its historical and cultural place 

may have an impact on how the piece is performed 

stylistically, or may give the conductor greater insight 

about the piece. 

The actual study of the score begins with score 

orientation. Reading through the score will give the 

conductor an idea of instrumentation, musical terms, tempo 

changes, meter changes, changes in key centers, and maybe 

areas of ensemble difficulty and large formal structures. 

Having this list of items to examine will also key the 

conductor in to specific criteria rather than aimlessly 

flipping the pages of the score hoping for insight. 

After the conductor has become familiar with the score 

the process of macro analysis begins. Peeling back yet 

another layer of the score the conductor should look for 

compositional devices such as repetition, contrast, texture, 

dynamics and rhythm. It is in this larger scope that climax 

points and composite rhythms are sought out. The 

recommended curriculum also lists singing through the score 

horizontally. Although singing through the score both 

horizontally and vertically were listed in the model 

curriculum only the more practical horizontal vocalization 

was rated as essential. 

Much of what is listed in the recommended micro 

analysis section has been listed in other areas, score 

orientation and macro analysis in particular. The items 
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which are unique to the area of micro analysis are a form 

analysis of the composition, articulation decisions, and 

marking the score. Although marking the score is listed in 

the recommended curriculum many felt proper score study 

would eliminate the need for marking the score. 

Every item in the score interpretation category was 

ranked as essential. Developing a personal interpretive 

image of the music is one of the main reason for studying 

the score. Aside from the technical issues to be decided 

the conductor also must make aesthetic decisions about the 

composition. 

To evaluate a student's score study it is recommended 

that they be observed conducting a rehearsal on the studied 

score and asked questions about the studied composition. I 

found it interesting that items dealing with score 

memorization and conducting from memory were not viewed as 

essential by the respondents. 

The recommended curriculum has as its core a theme of 

developing an inner concept of the music through a thorough 

study of the score, the composer, and the period from which 

it comes. Collectively it is a systematic tool for studying 

a score and achieving a personal interpretation which has 

stylistic integrity. 

For this curriculum to be effective it must be taught 

to aspiring undergraduate conductors. The most logical 

course to teach score study for conducting is in the 
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conducting class. While much time and energy are devoted to 

beat patterns and gestures in the conducting class, score 

study is only addressed superficially. The recommended 

curriculum gives the conducting student and teacher of 

conducting an essential list of criteria with which they can 

learn to study scores. Rather than simply admonishing the 

student to learn the score, the conducting teacher may now 

present the student with the recommended curriculum as 

essential elements in the score study process. Compiling 

essential elements to teaching score study is only the first 

step in producing a knowledgeable instrumental conductor. 

More research needs to be conducted to find out how 

and when this curriculum could be used most effectively. 

Further research questions include: 

1. When should score study be taught in the sequence 

of the undergraduate conducting class? 

2. Which composition or compositions should be used to 

teach score study in the conducting class? 

3. How does the recommended curriculum compare to 

current practice of conductors and teachers of conducting? 

4. Is the recommended curriculum an effective way to 

teach score study? 

5. Is there an effective process to measure knowledge 

of the score? 
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(QUESTIONNAIRE) 

Please answer by checking the appropriate response for each item: 

YES NO 

I. Do you conduct a wind ensemble or band? 

_____ 2. Do you teach undergraduate instrumental conducting? 

If you answered no on item 2 you have completed the questionnaire. 

Thank you for your time. 

If you answered yes to item 2 please continue. 

3. What text(s) is used for your conducting class (title and author)? 

4. Is score study a part of this class? 

5. What sources are used to teach score study? 

A. Books (title and author): 
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B. Articles (title, author, and source) 

C. Scores (title and composer) 

D. Recordings (title, composer, and artists) 

E. Other: 

6. A. Oo you use a checklist of score study procedures': 

8. If the answer to item 6A. is yes please include a copy or use the 
space below to list your score study checklist: 
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7, A. Do you altar your methods of teaching score preparation for different 
styles of music (aleatoric, serial, harmonically non-functional, etc.)? 

B. If your answer to item 7A was yes please elaborate on which types 
of music those distinctions are made and what those distinctions are in the 
space below: 

8. Do you encourage students to use a metronome in score study? 

9. Do you encourage students to use recordings in score study? . 

10. Do you encourage students to sightsing individual parts? — 

11. Do you encourage students to use the piano in score study? 

12. Do you have students conduct from memory? 

13. Are student* evaluated on score study skills? 

14. What specific criteria do you look for when evaluating a students score 

preparation? 
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15.A. Is the student's score preparation evaluated in light of actual 
rehearsal experience with an ensemble? 

B. If yes, what do you watch/listen for in the student's rehearsal 
time? 

THANK YOU FOR YOUR TIME AND SHARED KNOWLEDGE. 
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Dear CBDNA Member: 

I am a Ph.D. candidate at the University of North Texas 
surveying the CBDNA Membership on ESSENTIAL ELEMENTS FOR 
TEACHING SCORE STUDY IN THE UNDERGRADUATE CONDUCTING CLASS. 

Using repeated opinionnaires, I hope to gain consensus for a 
core curriculum to be used in teaching score study in the 
undergraduate instrumental conducting class. 

The study will consist of three rounds of opinionnaires i 
which the CBDNA members will be asked to rank elements of 
the curriculum according to each elements importance to 
teaching score study. Second and third round opinionnaires 
will include the group mean and each respondents previous 
ranking. 

In the second round each respondent will be asked to re-rank 
the elements of the curriculum in light of the group mean 
and rank new items added by the first opinionnaire. 

The third round will consist only of those respondents who 
rank elements outside the range of the mean. These 
respondents will be asked to justify their outlieing 
opinions. This technique of repeated opinionnaires to gain 
consensus about a curriculum is a modification of a 
technique known as Delphi. 

The model curriculum for teaching score study in the 
undergraduate instrumental conducting class was devised 
through a review of the literature and surveying teachers of 
undergraduate conducting classes. Guide to Score Study by 
Battisti and Garofalo and clinic notes by Kirchoff were used 
as patterns for the model curriculum. 

The result of my dissertation will be a score study 
curriculum to be used in the undergraduate conducting class. 
A curriculum which has been evaluated by conductors and 
teachers of conducting in CBDNA. 

Please take a few moments of your time and complete the 
opinionnaire enclosed. Thank you for your assistance in 
this project. 

Respectfully, 

Craig V. Hamilton 
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INSTRUCTIONS FOR OPINIONNAIRE 
ROUND ONE 

The model score study curriculum is divided into eight 

categories: 

I. PURPOSE OF ANALYSIS 
II. PRELIMINARY BACKGROUND 

III. SCORE ORIENTATION 
IV. SCORE READINGS - MACRO ANALYSIS 
V. SCORE ANALYSIS - MICRO ANALYSIS 

VI. SCORE INTERPRETATION 
VII, EVALUATION OF SCORE STUDY 
IIX. RESOURCES USED TO TEACH SCORE STUDY 

Each category has elements with a horizontal numeric ranking 

scale to the right. Rank each item according to its importance 

to teaching score study in the undergraduate instrumental 

conducting class. The number "l,f signifies the item is extremely 

unimportant to teaching score study. The number "7" signifies 

the item is extremely important to teaching score study. 

Following each section are spaces for you to add other items 

you feel need to be included. 

Please circle the response which best represents your 

opinion of each element's importance to teaching score study in 

the undergraduate instrumental conducting class. Add any items 

you feel were left off wintin each catagory in the spaces 

provided at the end of each catagory. 



SCORE STUDY CURRICULUM 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

I, PURPOSE OF ANALYSIS 

A. Problem solving and discovery activity 
to approach questions of musical style. 2 3 4 5 6 7 

8. Ability to recreate composer's intent. 2 3 4 5 6 7 

C. Provides a better understanding of the 
composer and composition. 2 3 4 5 6 7 

D. Development of interpretive ideas: 2 3 4 5 6 7 

1. Is there hidden meaning in each 
phrase? 2 3 4 5 6 7 

2 * What is the composer trying to say? 2 3 4 5 6 7 

E. Development of an "inner sound" concept. 2 3 4 5 6 7 

1. How should the music sound? 2 3 4 5 6 7 

2. Balances/blend/color/texture 2 3 4 5 6 7 

3. Articulations 2 3 4 5 6 7 

4. Attacks, releases 2 3 4 5 6 7 

F. What holds the piece together? 2 3 4 5 6 7 

1. How does the music move? 2 3 4 5 6 7 

2. Where is it going? 2 3 4 5 6 7 
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EXTREMELY EXTREMELY 
UKIMPORTANT IMPORTANT 

G. Comprehension of stylistic differences. 1 2 3 4 5 6 7 

1. How is the piece unique? 1 2 3 4 5 6 7 

2. How is the piece like/unlike others 
a. by this composer? 1 2 3 4 5 6 7 

b. by contemporaries of this 
composer? 1 2 3 4 5 6 7 

c. by other composers? 1 2 3 4 5 6 7 

3, Distinguish norms of the style 
period, what is the departure 
from the norm? 

H. Establishment of a Rehearsal and 
Performance plan. 1 2 3 4 5 6 

1. Pacing (for each rehearsal and 
towards performance). 1 2 3 4 5 6 

2. Technical and musical problems for 
conductor and performer. 1 2 3 4 5 6 

SUGGESTED ITEMS FOR THE PURPOSE OF ANALYSIS: 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

II. PRELIMINARY BACKGROUND 

Objective; To establish non-musical factors 
which may have an impact on the composition. 1 5 6 7 

Method; 

A. Examine the title page. 1 2 3 4 5 6 7 

B. Biographical information. 1 2 3 4 5 6 7 

C. Where 
the 

does it fall chronologically in 
composer's work. 1 2 3 4 5 6 7 

D. Where was it composed: 1 2 3 4 5 6 7 

1. For whom? 1 2 3 4 5 6 7 

2. Why? 1 2 3 4 5 6 7 

E. Cultural and historic perspective 
(musically, socially and culturally). 1 2 3 4 5 6 7 

F. First performance; 

1. When? 1 2 3 4 5 6 7 

2. How was it received (reviews if 
possible)? 1 2 3 4 5 6 7 

3 * Was it ever revised? 1 2 3 4 5 6 7 

4. Which edition is most reliable? X 2 3 4 5 6 7 

5. Transcription, how does it compare 
to the original? 1 2 3 4 5 6 7 
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EXTREMELY EXTREMELY 
UNIMPORTANT IMPORTANT 

G. How does it compare to similar works: 

1. By the same composer? 1 2 3 4 5 6 7 

2. By other composers? 1 2 3 4 5 6 7 

H. Text. l 2 3 4 5 6 7 

I. Knowledge of common practice: 

1. Departure from stylistic norms. l 2 3 4 5 6 7 

2, How is this piece like others? 1 2 3 4 5 6 7 

3. How is it different? l 2 3 4 5 6 7 

J„ Knowledge of composer and musical style. l 2 3 4 5 6 7 

K. Compositional devices used by composer. l 2 3 4 5 6 7 

1~ Augmentation 1 2 3 4 5 6 7 

2. Diminution 1 2 3 4 5 6 7 

3. Inversions 1 2 3 4 5 6 7 

4. Stretto 1 2 3 4 5 6 7 

SVggSSTSP ITEMS FOR PRELIMINARY BACKSR9WP; 



EXTREMELY 
UNIMPORTANT 

III. SCORE ORIENTATION 

Objective: To acquire an overview of the 
entire work. 
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EXTREMELY 
IMPORTANT 

Method: 

A. Read all information printed on the 
cover and on the introductory pages 
to the score. 1 2 3 5 6 7 

1. Composer 1 2 3 5 6 7 

2. Opus number 1 2 3 5 6 7 

3 * Programatic, descriptive title 1 2 3 5 6 7 

4 . When and where it was written 1 2 3 5 6 7 

5» For whom was it written, why? 1 2 3 5 6 7 

6 * Text 1 2 3 5 6 7 

B. Examine first full page of music. 1 2 3 5 6 7 

1. Transposed or C score. 1 2 3 5 6 7 

a. Instrumentation, medium; unusual 
instruments. 1 2 3 5 6 7 

3. Notation. I 2 3 5 6 7 

4. Key signatures. 1 2 3 5 6 7 

5. Clefs. 1 2 3 5 6 7 

6. Transpositions. I 2 3 5 6 7 

7. Terms. i 2 3 5 6 7 

a* Foreign terms and names of 
instruments. 1 2 3 5 6 7 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

C. Leaf through of score observing; 

1. Tempo changes. 1 2 4 5 6 7 

2. Meter changes. 1 2 4 5 6 7 

3. Key signature changes. l 2 4 5 6 7 

4. Identify and clarify unfamiliar 
musical terms. 1 2 4 5 6 7 

5. Identify and clarify unfamiliar 
notation. 1 2 4 5 6 7 

6. Large form or movements? 1 2 4 5 6 7 

7. Determine an appropriate slow 
reading pulse for study. 1 2 4 5 6 7 

SUGGESTED TTEMS FOR SCORE ORIENTATION*. 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

IV. SCORE READINGS - MACRO ANALYSIS 

Objective: To achieve an overall sound image 
of the music in the mind and to develop 
an intuitive musical feeling for the 
expressive potential of the music. l 

Method: 
A. Use a comfortable slow reading pulse. l 2 3 4 5 6 7 

B„ Read through the score. 1 2 3 4 5 6 7 

C, Sing through the score vertically. l 2 3 4 5 6 7 

D. Sing through the score horizontally. l 2 3 4 5 6 7 

E. Identify large sections within the 
composition. 1 2 3 4 5 6 7 

F. Identify compositional devices of: 
1. Repetition l 2 3 4 5 6 7 

2. Contrast l 2 3 4 5 6 7 

3. Texture 1 2 3 4 5 6 7 

4. Dynamics l 2 3 4 5 6 7 

5, Rhythm - including fermatas 1 2 3 4 5 6 7 
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SVWESTEP ITEKS F9R SCORS RSAPINCS - MACRO ANALYSIS; 



EXTREMELY 
UNIMPORTANT 

V. SCORE ANALYSIS - MICRO ANALYSIS 

Objective: To acquire detailed knowledge of 
all components of the composition. 
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EXTREMELY 
IMPORTANT 

Method: 

A. Analyze each component of the music: 

1. Melody 

2. Harmony 

3. Form 

a. Phrases 

b. Climax (melodic, rhythmic, 

harmonic) 

4. Rhythm 

a * Tempo 

b« Meter 

c. Rhythm 

5." Orchestration and texture 

6. Dynamics 

7. Stylistic articulations and 
expressive terms 

8* Special effects (mutes, false tones, 
multiphonics, etc.) 

9, Technical problems 

a. Conductor 

b. Player 

2 

2 

2 

2 

2 

2 

2 

2 

2 

2 

2 

2 

2 

2 

2 

5 

5 

5 

5 

5 

5 

5 

5 

5 

5 

5 

6 

6 

6 

6 

6 

6 

6 

6 

6 

6 

6 

7 

7 

7 

7 

7 

7 

7 

7 

7 

7 

7 

6 7 

6 7 

6 7 

6 7 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

10, Mark the score 

a. Cues 

b. Rhythmic frames 

c. Fermata 

d* Dynamics 

e. Form 

6 

6 

6 

6 

6 

6 

7 

7 

7. 

7 

7 

7 

B. Use the piano to help create a sounding 
representation of the composition. 1 

C. Use recordings to help create a sounding 
representation of the composition. 1 

D. Complete a synthesis analysis of the 
composition. l 2 3 4 5 6 7 

1. Chart l 2 3 4 5 6 7 

2. Prose 1 2 3 4 5 6 7 

3. Checklist 1 2 3 4 5 6 7 

SUGGESTED ITEM FOR SCORE ANALYSIS - MICRO ANALYSIS; 



EXTREMELY 
UNIMPORTANT 

VI. SCORE INTERPRETATION 

Objective: To achieve a personal interpretive 
image of the music in your mind. 
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EXTREMELY 
IMPORTANT 

Method: 
A, Apply all score knowledge and insight 

acquired through score study in 
arriving at your interpretation of the 
music* 1 

B. Resolve questions bearing on the 
interpretation of non-
objective elements of the music: 

1• Tempi 

2. Phrasing (melodic, harmonic, 

rhythmic) 

3. Dynamics (vertical, horizontal) 

4. Timbres and textures 

5. Stylistic matters 

2 

2 

2 

2 

2 

2 

4 

4 

4 

4 

4 

4 

5 6 

5 6 

5 6 

5 6 

5 6 

5 6 

7 

7 

7 

7 

7 

7 

SUGGESTED ITEMS FOR SCORE INTERPRETATION: 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

VII. EVALUATION OF SCORE STUDY 

Evaluation of score study should be made by: 

A. Evaluating the written synthesis analysis 
of assigned compositions. 

B. Observing the student conducting an 
ensemble rehearsal on the studied 
composition. 

C. Asking students to verbally respond to 
questions about their studied 
compositions. 

D. Requiring students to conduct from 
memory rehearsals on studied 
compositions. 

SUGGESTED ITEMS FOR EVALUATION OF SCORE STUDY; 
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EXTREMELY EXTREMELY 
UNIMPORTANT IMPORTANT 

XIX. RESOURCES USED TO TEACH SCORE STUDY 

A. BOOKS: 

1. Battisti, Frank and Robert Garofalo. (1990). Guide to Score 
study. Meridith Music Publications. Ft. Lauderdale, FL. 

1 2 3 4 5 6 7 

2. Curtis, Larry 0. and David L. Kuehn. (1992). A Guide to 
Successful Instrumental Conducting. Brown and Benchmark. 
Dubuque, IA. 

1 2 3 4 5 6 7 

3. Green, Elizabeth A.H. (1992). The Modern Conductor, 5th ed. 
Prentice Hall. Englewood Cliffs, New Jersey. 

1 2 3 4 5 6 7 

4. Green, Elizabeth A.H. and Nicolai Malko. (1975). The Conductor 
and His Score. Prentice Hall. Englewood Cliffs, New Jersey. 

1 2 3 4 5 6 7 

5. Hunsberger, Donald and Roy Ernst. (1983). Th9 Art • 
Knopf/Random House. New York, NY. 

1 2 3 4 5 6 7 

6. Labuta, Joseph. (1989). Basic Conducting Techniauaa, 2nd ed. 
Prentice Hall. Englewood Cliffs, NJ. 

1 2 3 4 5 6 7 

7. Linton, Stanley. (1982). Conducting Fundamentals. Prentice Hall, 

Englewood Cliffs, NJ. 

1 2 3 4 5 6 7 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

B. ARTICLES: 

1. Hunsberger, Donald. (1980). "Score Study and Preparation." 
Tnsf.rumantalist. 35, August, pp. 17-25. 

1 2 

2. Hunsberger, Donald. (1980). "Score Study and Preparation, 
Part II." Tnstrumentalist. (1980). September, pp. 34-39. 

C. SCORES: 

1. First Suite in Eb - Hoist 5 6 

2. Emperata Overture - Smith 5 6 

3. .Taau. Jov of Man's Desiring - Bach/Reed 5 6 

4. choral* and Jul?il9g<? - Barnes 5 6 

5. Third sulto - 5 6 

6- V B*nk« and Braes - Grainger 5 6 

7. BlUt LflfrO - Chance 5 6 

8. Lincolnshire Posev - Grainger 5 6 

9. Triah Tune from County Perry - Grainger 5 6 

10. e^un Folk Sonas - Tichelli 5 6 7 

11. Mass in F - Shubert 1 2 3 4 5 6 7 
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SUGGESTED ITEMS FOR RESOURCES USED TO TEACH SCORE STUDY: 

B9QKS i 

ARTICLES i 
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DEMOGRAPHIC INFORMATION 

PLEASE ANSWER THE FOLLOWING QUESTIONS BY CHECKING THE CORRECT 

RESPONSE: 

1. Do you conduct a wind ensemble or band on a regular basis? 

yes no 

2. If yes, how many years? 

1 - 3 , 4 - 7 , 8 - 1 0 , more than 10 

3. Do you teach instrumental conducting to undergraduates? 

yes no 

4. If yes, how many years? 

1 - 3 , 4 - 7 , 8 - 1 0 , more than 10 
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VARIABLE MEAN ST DEV MIN MAX VZ 

PURPOSE A 4.50 2.08 2 7 4 
PURPOSE B 5.50 2.38 2 7 4 
PURPOSE C 5.50 2.38 2 7 4 
PURPOSE D 4.33 2.52 2 7 3 
PURPOSE D1 4.67 2.52 2 7 3 
PURPOSE D2 4.67 2.52 2 7 3 
PURPOSE E 5.00 2.65 2 7 3 
PURPOSE El 5.50 1.91 3 7 4 
PURPOSE E2 5.25 1.71 3 7 4 
PURPOSE E3 5.00 2.83 1 7 4 
PURPOSE E4 5.00 2.83 1 7 4 
PURPOSE F 4.67 3.21 1 7 3 
PURPOSE F1 5.67 1.15 5 7 3 
PURPOSE F2 5.67 1.53 4 7 3 
PURPOSE G 4.50 3.54 2 7 2 
PURPOSE G1 3.75 2.22 2 7 4 
PURPOSE G2A 4.25 2.06 2 7 4 
PURPOSE G2B 5.25 2.06 3 7 4 
PURPOSE G2C 4.25 2.22 2 7 4 
PURPOSE G3 4.00 2.16 2 7 4 
PURPOSE H 5.33 2.89 2 7 3 
PURPOSE HI 5.75 2.50 2 7 4 
PURPOSE H2 5.25 2.22 2 7 4 
PRELIM OB 5.33 1.53 4 7 3 
PRELIM A 4.50 2.52 1 7 4 
PRELIM B 4.75 1.71 3 7 4 
PRELIM C 4.00 2.16 2 7 4 
PRELIM D 4.00 2.65 2 7 3 
PRELIM D1 4.25 2.06 2 7 4 
PRELIM D2 3.25 2.63 1 7 4 
PRELIM E 4.50 2.08 2 7 4 
PRELIM F1 3.00 .82 2 4 4 
PRELIM F2 2.75 1.50 1 4 4 
PRELIM F3 4.25 2.06 2 7 4 
PRELIM F4 4.75 2.06 2 7 4 
PRELIM F5 5.25 1.71 3 7 4 
PRELIM G 5.00 2.83 3 7 2 
PRELIM G1 4.00 2.45 1 7 4 
PRELIM G2 3.75 2.06 1 6 4 
PRELIM H 5.00 2.83 3 7 2 
PRELIM I 7.00 7 7 1 
PRELIM 11 5.00 2.00 3 7 3 
PRELIM 12 5.33 1.53 4 7 3 
PRELIM 13 5.33 1.53 4 7 3 
PRELIM J 6.67 .58 7 7 1 
PRELIM K 7.00 7 7 1 
PRELIM K1 5.67 1.15 5 7 3 
PRELIM K2 5.67 1.15 5 7 3 
PRELIM K3 5.33 1.53 4 7 3 
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VARIABLE MEAN ST DEV MIN MAX VA 

PRELIM K4 6.00 1.00 5 7 3 
ORIENT OB 7.00 7 7 1 
ORIENT A 6.25 .96 5 7 4 
ORIENT A1 5.50 1.29 4 7 4 
ORIENT A2 3.50 2.65 1 7 4 
ORIENT A3 4.25 2.06 2 7 4 
ORIENT A4 4.00 2.58 1 7 4 
ORIENT A5 3.75 2.50 1 7 4 
ORIENT A6 5.67 1.53 4 7 3 
ORIENT B 6.50 1.00 5 7 4 
ORIENT B1 6.75 .50 6 7 4 
ORIENT B2 6.25 .96 5 7 4 
ORIENT B3 6.25 1.50 4 7 4 
ORIENT B4 6.00 1.15 5 7 4 
ORIENT B5 6.50 1.00 5 7 4 
ORIENT B6 6.33 1.15 5 7 3 
ORIENT B7 6.00 1.41 4 7 4 
ORIENT B8 6.25 1.50 4 7 4 
ORIENT CI 6.50 1.00 5 7 4 
ORIENT C2 6.50 1.00 5 7 4 
ORIENT C3 6.50 1.00 5 7 4 
ORIENT C4 6.50 1.00 5 7 4 
ORIENT C5 6.25 1.50 4 7 4 
ORIENT C6 6.25 .96 5 7 4 
ORIENT C7 6.25 .96 5 7 4 
MACRO OB 6.33 1.15 5 7 3 
MACRO A 5.33 1.53 4 7 3 
MACRO B 7.00 .00 7 7 4 
MACRO C 6.25 .96 5 7 4 
MACRO D 6.50 1.00 5 7 4 
MACRO E 5.67 1.53 4 7 3 
MACRO F1 5.75 1.50 4 7 4 
MACRO F2 6.00 1.15 5 7 4 
MACRO F3 6.25 .96 5 7 4 
MACRO F4 6.50 1.00 5 7 4 
MACRO F5 6.50 1.00 5 7 4 
MICRO OB 7.00 .00 7 7 3 
MICRO A 5.75 1.89 3 7 4 
MICRO A1 5.75 1.50 4 7 4 
MICRO A2 5.25 2.87 1 7 4 
MICRO A3 5.75 .96 5 7 4 
MICRO A3A 6.25 .96 5 7 4 
MICRO A3B 6.50 1.00 5 7 4 
MICRO A4 6.50 1.00 5 7 4 
MICRO A4A 6.50 1.00 5 7 4 
MICRO A4B 6.50 1.00 5 7 4 
MICRO A4C 6.50 1.00 5 7 4 
MICRO A5 6.50 .58 6 7 4 
MICRO A6 6.50 1.00 5 7 4 
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VARIABLE MEAN ST DEV MIN MAX VJ 

MICRO A7 6.50 1.00 5 7 4 
MICRO A8 6.50 1.00 5 7 4 
MICRO A9 6.50 .58 6 7 4 
MICRO A9A 6.75 .50 6 7 4 
MICRO A9B 6.75 .50 6 7 4 
MICRO A10 4.50 3.00 1 7 4 
MICRO A10A 4.75 2.87 1 7 4 
MICRO A10B 3.50 2.52 1 7 4 
MICRO A10C 3.00 2.83 1 7 4 
MICRO A10D 3.50 2.52 1 7 4 
MICRO A10E 3.00 2.83 1 7 4 
MICRO B 4.50 3.00 1 7 4 
MICRO C 5.75 1.50 4 7 4 
MICRO D 4.50 3.54 2 7 2 
MICRO D1 3.33 3.21 1 7 3 
MICRO D2 3.33 3.21 1 7 3 
MICRO D3 3.33 3.21 1 7 3 
INT OB 6.75 .50 6 7 4 
INT A 6.75 .58 6 7 4 
INT B 6.67 .58 6 7 3 
INT B1 6.75 .50 6 7 4 
INT B2 6.75 .50 6 7 4 
INT B3 6.75 .50 6 7 4 
INT B4 6.75 .50 6 7 4 
INT B5 6.75 .50 6 7 4 
EVAL A 5.00 1.73 4 7 3 
EVAL B 6.00 1.73 4 7 3 
EVAL C 6.33 .58 6 7 3 
EVAL D 4.67 3.21 6 7 3 
RESBK 1 4.00 3.00 1 7 3 
RESBK 2 4.67 .58 4 5 3 
RESBK 3 4.75 2.63 1 7 4 
RESBK 4 5.25 1.50 4 7 4 
RESBK 5 5.67 .58 5 6 3 
RESBK 6 4.00 1.00 3 5 3 
RESBK 7 3.00 2.83 1 5 2 
RESAR 1 4.75 .50 4 5 4 
RESAR 2 4.33 .58 4 5 3 
RESSC 1 5.50 1.91 3 7 4 
RESSC 2 4.25 .96 3 5 4 
RESSC 3 4.75 .96 4 6 4 
RESSC 4 3.50 .58 3 4 4 
RESSC 5 4.00 1.41 3 6 4 
RESSC 6 4.25 1.50 3 6 4 
RESSC 7 5.25 1.26 4 7 4 
RESSC 8 6.75 .50 6 7 4 
RESSC 9 4.75 1.26 3 6 4 
RESSC 10 2.50 1.29 1 4 4 
RESSC 11 3.25 1.71 1 5 4 

VALID N 
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Craig V. Hamilton 
OBU BOX 3649 
Arkadelphia, AR 

71998 

Dear CBDNA Member: 

I am a Ph.D. candidate at the University of North Texas 
surveying the CBDNA Membership on ESSENTIAL ELEMENTS FOR 
TEACHING SCORE STUDY IN THE UNDERGRADUATE CONDUCTING CLASS. 

Instrumental to the study will be the collective ranked 
responses from three rounds of opinionnaires completed by 
participating CBDNA members. 

I am requesting that you participate in this three-part 
opinionnaire. Each opinionnaire will take, on the average, 
30 minutes to complete. One page of the opinionnaire is 
included as an example. A few moments of your time will 
bring valuable insight to a very important area of teaching. 

As a participant of the study you will be asked to rank the 
importance of elements of a model curriculum used to teach 
score study in the undergraduate instrumental conducting 
class. It is anticipated that by using this three round 
opinionnaire method, known as Delphi, a consensus for a core 
curriculum in score study will appear; one that could be 
used to teach score study in an undergraduate instrumental 
conducting class. Each participant will receive a copy of 
the resulting curriculum. 

If you would agree to being a part of the three round 
opinionnaire study please complete the enclosed self-
addressed post card and return it to me by September 20, 
1993. Thank you for your assistance in this project. 

Respectfully, 

Craig V. Hamilton 
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I agree to be a part of the three round opinionnaire 
study on Essential Elements for Teaching Score Study 
in the Undergraduate Conducting Class. 

NAME: 

ADDRESS: 
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Dear 

Thank you for agreeing to participate in my study on 
ESSENTIAL ELEMENTS FOR TEACHING SCORE STUDY IN THE 
UNDERGRADUATE INSTRUMENTAL CONDUCTING CLASS. 

Included you will find the first opinionnaire to help 
establish a model score study curriculum. The model 
curriculum is divided into eight categories: 

1. PURPOSE OF ANALYSIS 
2. PRELIMINARY BACKGROUND 
3. SCORE ORIENTATION 
4. SCORE READINGS - MACRO ANALYSIS 
5. SCORE ANALYSIS - MICRO ANALYSIS 
6. SCORE INTERPRETATION 
7. EVALUATION OF SCORE STUDY 
8. RESOURCES USED TO TEACH SCORE STUDY 

Each category includes statements with an opinion scale to 
the right. Please indicate your opinion of the importance 
of each item to the score study curriculum. The number "1" 
signifies the item is EXTREMELY UNIMPORTANT to teaching 
score study. The number "7" signifies the item is EXTREMELY 
IMPORTANT to teaching score study. 

Please circle your response to each item. 

Following each section are spaces for you to add additional 
items you feel must be included. 

Please return this opinionnaire to me by January 1 in the 
self addressed, stamped envelope provided. 

Thank you for your assistance in this project. 

Respectfully, 

Craig V. Hamilton 
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DIRECTIONS: Please circle the response which best represents vour opinion of each element's importance to teaching score study 
The number "1" sonifies the <tem »s EXTREMELY UNIMPORTANT to teaching score study. The number *7" signifies the *tem is 
EXTREMELY IMPORTANT to teaching score study. 

EXTREMELY EXTREMELY 
UNIMPORTANT IMPORTANT 

The conducting student must learn score study, because score study: 

A. Opens opportunities for problem solving and discovery activity to 
approach questions of musical style, 1 2 3 5 6 7 

B. Encourages opportunity to recreate the composer's intent. 1 2 3 5 6 7 

C. Develops interpretive ideas. 1 2 3 5 6 7 

D. Develops an "inner hearing" concept of the music (to audiate the music). 1 2 3 5 6 7 

E. Previews how the music should sound. 1 2 3 5 6 7 

P. Brings insight to issues of balance, blend, color, and texture. 1 2 3 5 6 7 

G. Identifies points of articulation. 1 2 3 5 6 7 

H, Identifies points of attacks and releases. 1 

w 
2 3 5 6 7 

1. Identifies elements which hold the piece together. 1 2 3 5 6 7 

J. Identifies how the music moves. 1 2 3 5 6 7 

K. Identifies where the music is going. 1 2 3 5 6 7 

L. Aids in the comprehension of stylistic differences. 1 2 3 5 6 7 

M. Reveals how the piece is unrque. 1 2 3 5 a 7 

N. Distinguishes norms of the style period. 1 2 3 5 a 7 

0. Distinguishes departures from the style period norm. 1 2 3 5 8 7 

P. Establishes a rehearsal and performance plan. 1 2 3 5 a 7 

Q, Helps in paong (for each rehearsal and towards performance). 1 2 3 5 a 7 

R. Helps identify technical and musical problems for the conductor and performers. 1 2 3 S a 7 

LIST OTHER PURPOSES FOR CONDUCTING STUDENTS TO LEARN ANALYSIS SKILLS ON BACK: 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

To establish ancilary factors which may have an impact on the composition, students should: 

A, Examine the title page, 1 2 3 5 6 7 

0. Know the composer's name, 1 2 3 5 6 7 

C, Research biographical information on the composer. 1 2 3 5 6 7 

0 Establish where the composition falls chronologically m the composer's work. t 2 3 5 6 7 

E, Find out where the piece was composed. 1 2 3 5 6 7 

F. Find out why the piece was composed. 1 2 3 5 6 7 

G. Find out for whom the piece was composed. 1 2 3 5 6 7 

H. Place the composition in its cultural and historical perspective. 1 2 * 3 5 6 7 

I. Establish date of the first performance. 1 2 3 5 6 7 

J. Find out how the first performance was received (reviews). 1 2 3 5 6 7 

K. Find out if the piece was ever revised. 1 2 3 5 6 7 

L. if the piece was revised, find out which edition is most reliable. 1 2 3 5 6 7 

M. if the piece is a transcription, find out how it compares to the original. ? 2 3 & 6 7 

N. Find out how the composition compares to similar works by the same composer, t 3 5 6 7 

0. Find out how the composition compares to similar works by contemporaries 
of the composer. 1 2 3 5 6 7 

P. Discern if there is a text or lyrics for the melodies used m the composition. 1 2 3 5 6 7 

Q, Find out if there is a derivative text. 1 2 3 5 6 7 

R. Gain knowledge about the composer's life. 1 2 3 5 6 7 

S. Research the style period from which the composition comes. 1 2 3 5 6 7 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

To establish ancilary factors which may have an impact on the composition, students should: 

T. Know the opus number, if one is listed. 1 2 3 4 5 6 7 

U. Find out if the composition is programatic. 1 2 3 4 5 6 7 

V. Find out if the title is descriptive of the composition. 1 2 3 4 5 6 7 

W. Establish when the composition was written. 1 2 3 4 5 6 7 

OTHER ANCILARY FACTORS WHICH MAY HAVE AN IMPACT ON THE COMPOSITION: 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

To acquire an overview of the entire work the conducting student should read all information printed on the cover and introductory 
pages to the score to: 

A. Decide if the score is in C or a transposed score. 1 2 3 4 5 6 7 

B. Establish the instrumentation and medium. 1 2 3 4 5 6 7 

C See if the composition is written in standard notation or other forms of notation. 1 2 3 4 5 6 7 

0. Establish the key. 1 2 3 4 5 6 7 

E. Determine which clefs are used. 1 2 3 4 5 6 7 

F. Determine transpositions. 1 2 3 4 5 6 7 

G. Translate terms. 1 2 3 4 5 6 7 

H. Translate names of instruments. 1 2 3 4 5 6 7 

l, Locate tempo changes. 1 

" # 

2 3 4 5 6 7 

J. Locate meter changes. 1 2 3 4 5 6 7 

K Locate key signature changes. 1 2 3 4 5 6 7 

L. Identify and clarify unfamiliar musical terms, 1 2 3 4 5 6 7 

M, Identify and clarify unfamiliar notation, 1 2 3 4 5 6 7 

N. Identify the large form or movements of the composition. 1 2 3 4 5 6 7 

0. Determine an appropriate slow reading pulse for closer study. 1 2 3 4 5 6 7 

OTHER FACTORS OR ELEMENTS WHICH SHOULD BE INCLUDED IN ACQUIRING AN OVERVIEW OF THE ENTIRE WORK: 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

To achieve an overall sound image, or MACRO analysis, of the music in the mind the student should: 

A. Use a comfortable slow reading pulse. 1 2 3 5 6 7 

B. Read through the score. 1 2 3 5 6 7 

C. Sing through the score vertically. 1 2 3 5 6 7 

D. Sing through the score horizontally. 1 2 3 5 6 7 

E. Identify large sections withm the composition. 1 2 3 5 6 7 

F. Identify the compositional use of repetition. 1 2 3 5 6 7 

G. Identify the compositional use of contrast. 1 2 3 5 6 7 

H. Identify the compositional use of texture, 1 2 3 5 6 7 

!. Identify the compositional use of dynamics. 1 \ 3 5 6 7 

J, Identify the compositional use of rhythm. 1 2 3 5 6 7 

OTHER ELEMENTS THAT SHOULD BE INCLUDED IN ACHIEVING AN OVERALL SOUND IMAGE, OR MACRO ANALYSIS, OF THE 
MUSIC: 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

To acquire a detailed knowledge of all components of the composition, or MICRO analysis, the student should; 

A. Analyze the range of each melody. 1 2 3 4 5 6 7 

B. Analyze the pitch relationships of each melody. 1 2 3 4 5 6 7 

C. Complete a harmonic analysis. 1 2 3 4 5 6 7 

D. Complete a chordal analysts. 1 2 3 4 6 6 7 

E. Complete an analysis of the counterpoint. 1 2 3 4 5 0 7 

F. Decide if the composition is tertian, quartet polytonal, or a combination. 1 2 3 4 5 6 7 

G. Complete a form analysis of the composition. 1 2 3 4 5 6 7 

H. Complete an analysis of all motives. 1 2 3 4 5 6 7 

1, Complete an analysis of all phrases. 1 3 4 5 6 7 

J. Identify melodic climax points. 1 2 3 4 5 6 7 

K, Identify harmonic climax points. 1 2 3 4 5 6 7 

L. Identify rhythmic climax points. 1 2 3 4 5 6 7 

M. Identify large formal structures (binary, three part, sonata, etc J 1 2 3 4 5 6 7 

N. Complete a rhythmic analysts of the composition. } 2 3 4 5 6 7 

0. Identify the tempo and changes of tempo. 1 2 3 4 5 6 7 

P. Identify the meter and changes of meter. 1 2 3 4 5 6 7 

0. Decide the duration of each note. 1 2 3 4 5 6 7 

R. Decide how rhythmically complex the composition is. 1 2 3 4 5 6 7 

S. Complete an orchestration and texture analysis. 1 2 3 4 5 6 7 

T, Identify areas m the composition which use dense and sparse orchestration. 1 2 3 4 5 6 7 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

To acquire a detailed knowledge of all components of the composition, or MICRO analysis, the student should: 

U, Identify the tessitura used for alt instruments. 1 2 3 5 6 7 

V Identify the use of choirs (brass, woodwind, percussion, etc.) 1 2 3 5 6 7 

W. Identify the use of any non traditional instruments. 1 2 3 5 6 7 

X, Complete a dynamics analysis. 1 2 3 5 6 7 

Y, Identify contrasts m dynamics. 1 2 3 5 6 7 

Z. Identify dynamic climaxes. 1 2 3 5 6 7 

AA. Decide how articulations should be played to be stylistically correct. 1 2 3 5 6 7 

BB. Define expressive terms used in the composition. 1 2 3 5 6 7 

CC. Identify the use of special effects (mutes, false tones, multiphonics, etc.) 1 1 3 5 6 7 

DD. Identify technical problems for the conductor. 1 2 3 5 6 7 

EE. Identify technical problems for the players. 1 2 3 5 6 7 

FF. Mark the score. 1 2 3 5 6 7 

GG. Mark important cues. 1 2 3 5 6 7 

HH. Mark difficult rhythmic frames. 1 2 3 5 6 7 

II, Mark fermatas. 1 2 3 5 6 7 

JJ, Mark dynamic changes. 1 2 3 5 6 7 

KK, Label the form in the score. 1 2 3 5 6 7 

IL. La*bel problems of technique, balance, and intonation. 1 2 3 5 6 7 

MM. Use the piano to help create a sounding representation of the composition. 1 2 3 5 6 7 

NN, Use recordings to help create a sounding representation of the composition. 1 2 3 5 6 7 
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EXTREMELY EXTREMELY 
UNIMPORTANT IMPORTANT 

To acquire a detailed knowledge of all components of the composition, or MICRO analysis, the student should: 

00. Complete a composite analysis of the composition. 1 2 3 4 5 6 7 

PP Complete an analysis chart of the composition. 1 2 3 4 5 6 7 

QQ, Complete an analysis m prose of the composition, 1 2 3 4 5 6 7 

RR. Complete an analysis checklist of the composition. 1 2 3 4 5 a 7 

OTHER ELEMENTS WHICH SHOULD BE INCLUDED IN STUOENTS ACQUIRING A DETAILED ANALYSIS, OR MICRO ANALYSIS, OF 
THE COMPOSITION: 
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A. The student must achieve a personal interpretive image of the music 
to be conducted. 

EXTREMELY 
UNIMPORTANT 

1 2 3 

EXTREMELY 
IMPORTANT 

5 6 7 

Students must resolve questions bearing on the interpretation of musical elements such as: 

B. Tempi, 1 2 3 5 6 7 

C. Melodic phrasing. 1 2 3 5 6 7 

D, Harmonic phrasing. 1 2 3 5 6 7 

E. Rhythmic phrasing. 1 2 3 5 6 7 

F. Balance. 1 2 3 5 6 7 

G Oynamics. 1 2 3 5 6 7 

H. Timbres. 1 2 3 5 6 7 

1. Textures. 1 2 3 5 6 7 

J. Ornamentation. 1 2 3 5 6 7 

OTHER ITEMS WHICH SHOULD 8E INCLUOED IN SCORE INTERPRETATION: 

EXTREMELY 
UNIMPORTANT 

The evaluation of tf e student's score study ability should be made by; 

EXTREMELY 
IMPORTANT 

A, Evaluating the written composite analysis of an assigned composition. 1 2 3 4 5 6 7 

6. Observing the student conducting a rehearsal on the studied composition. 1 2 3 4 5 6 7 

C Asking students to respond to questions about their studied compositions. 1 2 3 4 5 6 7 

0 Requiring students to conduct a rehearsal of the studied composition from 
memory. 1 2 3 4 5 6 7 

LIST OTHER ITEMS WHICH SHOULD BE INCLUDED IN THE EVALUATION OF STUDENT SCORE STUDY ON BACK: 
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PLEASE LIST ANY RESOURCES (BOOKS, ARTICLES, RECORDINGS, SCORES. ETC.) YOU USE IN TEACHING SCORE STUDY TO 
YOUR STUDENTS. INCLUDE TITLE ANO AUTHOR/COMPOSER FOR EACH RESOURCE. 

OEMOGRAPHIC INFORMATION 

PLEASE ANSWER THE FOLLOWING QUESTIONS BY CHECKING THE APPROPRIATE RESPONSE: 

1. DO YOU CONDUCT A WIND ENSEMBLE OR BAND ON A REGULAR BASIS? YES NO . 

2. IF YES, HOW MANY YEARS? 1-3 , 4-7 , 8 - 1 0 .MORE THAN 10, 

3. DO YOU TEACH CONDUCTING TO UNDERGRADUATES? YES NO . 

4. IF YES, HOW MANY YEARS? 1-3 , 4-7 8-10 , MORE THAN 10. 

THANK YOU FOR YOUR HELP! 

PLEASE RETURN THIS COMPLETED OPINIONNAIRE IN THE SELF ADDRESSED, POSTAGE PAIO ENVELOPE PROVIDED AS SOON 
AS POSSIBLE. 
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ITEM MEAN MEDIAN MODE ST.DEV CASES 

PURPOSE A 5.777 6.000 7.000 1.236 233 

PURPOSE B 6.150 6.000 7.000 1.033 233 

PURPOSE C 6.009 6.000 7.000 1.126 233 

PURPOSE D 6.276 7.000 7.000 1.082 232 

PURPOSE E 5.991 6.000 7.000 1.163 230 

PURPOSE F 6.189 6.000 7.000 .999 233 

PURPOSE G 5.614 6.000 7.000 1.279 233 

PURPOSE H 5.558 6.000 7.000 1.299 233 

PURPOSE I 6.043 6.000 7.000 1.090 233 

PURPOSE J 5.658 6.000 6.000 1.272 231 

PURPOSE K 5.790 6.000 7.000 1.263 229 

PURPOSE L 5.543 6.000 5.000 1.313 230 

PURPOSE M 5.237 5.000 5.000 1.388 228 

PURPOSE N 4.917 5.000 5.000 1.360 229 

PURPOSE 0 5.026 5.000 5.000 1.322 231 

PURPOSE P 6.150 7.000 7.000 1.106 233 

PURPOSE Q 5.755 6.000 7.000 1.285 233 

PURPOSE R 6.446 7.000 7.000 .880 233 

PRELIM A 5.625 6.000 7.000 1.521 232 

PRELIM B 6.065 7.000 7.000 1.414 232 

PRELIM C 5.571 6.000 7.000 1.261 233 

PRELIM D 5.030 5.000 5.000 1.418 233 

PRELIM E 3.918 4.000 3.000 1.499 233 

PRELIM F 5.047 5.000 5.000 1.521 233 

PRELIM G 4.481 5.000 5.000 1.551 233 

PRELIM H 5.695 6.000 7.000 1.238 233 

PRELIM I 3.700 4.000 5.000 1.521 233 

PRELIM J 3.296 3.000 4.000 1.448 233 
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ITEM MEAN MEDIAN MODE ST. DEV CASES 

PRELIM K 4.824 5.000 5.000 1.581 233 

PRELIM L 5.609 6.000 7.000 1.488 233 

PRELIM M 6.094 6.000 7.000 1.141 233 

PRELIM N 5.120 5.000 5.000 1.250 233 

PRELIM 0 4.438 5.000 5.000 1.344 233 

PRELIM P 5.353 6.000 6.000 1.379 232 

PRELIM Q 4.839 5.000 5.000 1.455 230 

PRELIM R 4.996 5.000 5.000 1.403 232 

PRELIM S 5.648 6.000 6.000 1.216 233 

PRELIM T 4.039 4.000 5.000 1.550 232 

PRELIM U 5.453 6.000 6.000 1.370 232 

PRELIM V 5.281 6.000 6.000 1.375 231 

PRELIM W 5.251 5.000 6.000 1.360 231 

ORIENT A 6.336 7.000 7.000 1.486 232 

ORIENT B 6.388 7.000 7.000 1.153 232 

ORIENT C 6.268 7.000 7.000 1.145 231 

ORIENT D 5.991 7.000 7.000 1.447 232 

ORIENT E 5.909 7.000 7.000 1.536 232 

ORIENT F 6.065 7.000 7.000 1.405 232 

ORIENT G 6.250 7.000 7.000 1.241 232 

ORIENT H 6.125 7.000 7.000 1.379 232 

ORIENT I 6.221 7.000 7.000 1.579 231 

ORIENT J 6.203 7.000 7.000 1.601 231 

ORIENT K 6.126 7.000 7.000 1.617 231 

ORIENT L 6.330 7.000 7.000 1.273 230 

ORIENT M 6.500 7.000 7.000 1.018 230 

ORIENT N 6.143 7.000 7.000 1.268 230 

ORIENT 0 4.925 5.000 7.000 1.778 228 

MACRO A 4.895 5.000 6.000 1.536 228 
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ITEM MEAN MEDIAN MODE ST. DEV CASES 

MACRO B 6.403 7.000 7.000 .936 231 

MACRO C 5.009 5.000 5.000 1.556 229 

MACRO D 6.004 6.000 7.000 1.108 233 

MACRO E 6.382 7.000 7.000 .903 233 

MACRO F 5.893 6.000 7.000 1.095 233 

MACRO G 5.918 6.000 7.000 1.064 232 

MACRO H 5.940 6.000 7.000 1.020 233 

MACRO I 5.948 6.000 7.000 1.049 233 

MACRO J 6.120 6.000 7.000 .971 233 

MICRO A 5.017 5.000 5.000 1.390 233 

MICRO B 5.134 5.000 5.000 1.381 231 

MICRO C 5.297 5.000 5.000 1.336 232 

MICRO D 5.074 5.000 5.000 1.380 231 

MICRO E 5.043 5.000 5.000 1.295 231 

MICRO F 5.605 6.000 7.000 1.398 233 

MICRO G 6.061 7.000 7.000 1.284 231 

MICRO H 5.219 5.000 5.000 1.374 233 

MICRO I 5.536 6.000 7.000 1.300 233 

MICRO J 6.366 7.000 7.000 .907 232 

MICRO K 6.336 7.000 7.000 .916 232 

MICRO L 6.276 7.000 7.000 .959 232 

MICRO M 6.147 7.000 7.000 1.087 232 

MICRO N 5.288 5.000 6.000 1.283 233 

MICRO 0 6.451 7.000 7.000 .909 233 

MICRO P 6.455 7.000 7.000 .923 233 

MICRO Q 5.360 6.000 7.000 1.698 228 

MICRO R 5.325 6.000 6.000 1.525 231 

MICRO S 5.070 5.000 5.000 1.499 230 

MICRO T 5.412 6.000 7.000 1.421 233 
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ITEM MEAN MEDIAN MODE ST. DEV CASES 

MICRO U 5.247 5.000 5.000 1.385 231 

MICRO V 5.560 6.000 6.000 1.168 232 

MICRO W 5.966 6.000 7.000 1.187 232 

MICRO X 5.323 5.000 5.000 1.403 232 

MICRO Y 5.815 6.000 7.000 1.145 232 

MICRO Z 6.155 6.000 7.000 1.045 232 

MICRO AA 6.345 7.000 7.000 .945 232 

MICRO BB 6.280 7.000 7.000 1.004 232 

MICRO CC 6.142 6.000 7.000 1.041 232 

MICRO DD 6.398 7.000 7.000 1.078 231 

MICRO EE 6.379 7.000 7.000 .937 232 

MICRO FF 5.887 7.000 7.000 1.612 230 

MICRO GG 6.013 7.000 7.000 1.431 230 

MICRO HH 5.409 6.000 7.000 1.619 230 

MICRO II 5.230 6.000 7.000 1.808 230 

MICRO JJ 5.339 6.000 7.000 1.748 230 

MICRO KK 4.537 5.000 5.000 1.793 229 

MICRO LL 4.869 5.000 5.000 1.709 229 

MICRO MM 4.771 5.000 5.000 1.584 231 

MICRO NN 4.892 5.000 7.000 1.732 231 

MICRO 00 5.196 5.000 5.000 1.493 230 

MICRO PP 4.613 5.000 5.000 1.654 230 

MICRO QQ 3.665 4.000 4.000 1.620 230 

MICRO RR 4.018 4.000 5.000 1.736 228 

INTERP A 6.377 7.000 7.000 1.002 191 

INTERP B 6.688 7.000 7.000 .684 231 

INTERP C 6.684 7.000 7.000 .685 231 

INTERP D 6.448 7.000 7.000 .854 230 

INTERP E 6.452 7.000 7.000 .838 230 
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ITEM MEAN MEDIAN MODE ST. DEV CASES 

INTERP F 6.609 7.000 7.000 .750 230 

INTERP G 6.532 7.000 7.000 .806 231 

INTERP H 6.322 7.000 7.000 .926 230 

INTERP I 6.274 7.000 7.000 1.010 230 

INTERP J 6.199 7.000 7.000 1.053 231 

EVAL A 4.922 5.000 5.000 1.539 230 

EVAL B 6.528 7.000 7.000 .910 233 

EVAL C 5.970 6.000 7.000 1.100 233 

EVAL D 3.658 4.000 5.000 1.893 231 
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ROUND I RETURN COMMENTS 

1002 

- check parts to score for accuracy 

1005 
- nationalistic style 
- substitutions for instruments 
- difficulty level 
1007 
- special doublings and percussion assignments 
- composer's experience in the media 
- instrument(s) played by composer 

1009 
- complete a flow chart 
- overall mood 

1011 
- personal contact with the composer or with someone in 

close contact to composer 
- architecture of the piece 

1019 

- timbral compositional traits 

1024 
- use of cyclical material 

- relationship of tempi of various mov to each other 

1032 

-development of rhythmic tension 

1041 
- what influenced the composer to write the work for the 

chosen ensemble 
- melodic and contrapuntal arc in the score 
- harmonic background involving melodies as they relate to 

the phrase and rhythmic structure 
- key relationships 
- emotional content 
1074 
- develop a sense of difficulty of the work 
1075 
- original instrumentation 
- cued parts - where and who 
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1 0 7 6 

- original instrumentation 

1 0 8 9 
- event analysis 
- stylistic stress points 

1 0 9 1 
- time line of Textures, form, dynamics, tonality , most 

important aspects of the composition 

1110 

- composite rhythms 

1133 

- if a transcription, info about transcriber 

1 1 4 1 
- identify unusual or experimental instrumental playing 

techniques 
1166 
- unique scales or modes 

1 1 8 5 
- articulation 

1202 

- problems of ensemble 

1206 
- obtain analysis of composition 
- information on piece written by a conductor or the 

composer 
- difficulty level 

1252 
- establish level of difficulty 

- note unusual instruments or performance suggestions 

1262 
- note groupings 

- establishing tension and release 

1 2 7 1 
- MACRO - form analysis 
- MACRO - musical analysis - climax points 
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1277 
- develop a feeling or emotion about the piece 
- find the emotion the piece is trying to convey 
- ask how and why a person feel about the piece, phrase, 

etc 
- create a list of sensory oriented adjectives in general 

(for the piece) and in specific phrases or lines 

1345 
- students critique students 
- compare and contrast two recordings of the same piece 
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Dear : 

Thank you for returning the first round opinionnaire in my 
study on ESSENTIAL ELEMENTS FOR TEACHING SCORE STUDY IN THE 
UNDERGRADUATE INSTRUMENTAL CONDUCTING CLASS. 

Included you will find the second round opinionnaire. The 
objective of the second round opinionnaire is to establish 
some consensus among the population about the items in the 
score study curriculum for the undergraduate conducting 
class. Second round opinionnaire categories are: 

1. PURPOSE OF ANALYSIS 
2. PRELIMINARY BACKGROUND 
3. SCORE ORIENTATION 
4. SCORE READINGS - MACRO ANALYSIS 
5. SCORE ANALYSIS - MICRO ANALYSIS 
6. SCORE INTERPRETATION 
7. EVALUATION OF SCORE STUDY 

As in the first round, each category includes statements 
with an opinion scale to the right. In the second round the 
first round mean ranking for each statement is UNDERLINED. 
The second round opinionnaire also includes new statements 
which were added by respondents from the first round. 
Please indicate your opinion of the importance of each item 
to the score study curriculum. The number "1" signifies the 
item is EXTREMELY UNIMPORTANT to teaching score study. The 
number "7" signifies the item is EXTREMELY IMPORTANT to 
teaching score study. 

Please circle your response to each item in light of the 
group norm. 

Please return this opinionnaire to me by March 15 in the 
self addressed, stamped envelope provided. 

Thank you for your assistance in this project. 

Respectfully, 

Craig V. Hamilton 



139 

DIRECTIONS: The mean score for each item from the first round hat been underlined. Please circle the response which best 
'Bpresems your opinion of each element's importance to teaching score study in light of the previous rounds mean score The 
number "1" signifies the item is EXTREMELY UNIMPORTANT to teaching score study. The number "7" signifies the item is 
EXTREMELY IMPORTANT to teaching score study. 

EXTREMELY EXTREMELY 
UNIMPORTANT IMPORTANT 

The conducting student must learn score study* because score study: 

A. Opens opportunities for problem solving and discovery activity to 
approach Questions of musical style. 1 2 3 5 £ 7 

B. Encourages opportunity to recreate the composer's intent. 1 2 3 S 6 7 

C, Develops interpretive ideas. 1 2 3 5 7 

D. Oevelops an "inner hearing' concept of the music (to audiate the music). 1 2 3 5 6 7 

E. Previews how the music should sound. 1 2 3 5 6 7 

F. Brings insight to issues of balance, blend, color, and texture. 1 2 3 5 0 7 

G, Identifies points of articulation. t 2 3 5 JL 7 

H. Identifies points of attacks and releases. 1 2 3 5 .L 7 

I. Identifies elements which hold the piece together. 1 2 3 5 6_ 7 

J. Identifies how the music moves. 1 2 3 5 !L 1 

K. Identifies where the music is going. 1 2 3 5 6 7 

L. Aids in the comprehension of stylistic differences, ! 2 3 £ 6 7 

M. Reveals how the piece is unique. 1 2 3 £ 6 7 

N. Distinguishes norms of the style period. 1 2 3 JL 6 7 

0. Distinguishes departures from the style period norm. 1 2 3 5 6 7 

P. Establishes a rehearsal and performance plan. 1 2 3 5 it 7 

Q. Helps in pacing (for each rehearsal and towards performance). 1 2 3 5 6 7 

R, Helps identify technical and musical problems for the conductor and performers. 1 2 3 5 6 7 
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EXTREMELY 
UNIMPORTANT 

To establish ancillary factors which may have an impact on the composition, students should: 

EX 
IM 

A. Examine the title page. 2 3 4 5 JL 7 

B. Know the composer's name, 2 3 4 5 JL 7 

C. Research biographical information on the composer. 2 3 4 5 6 7 

0. Establish where the composition falls chronologically in the composer's work. 2 3 4 JL 0 7 

E. Find out where the piece was composed. 2 3 4 5 8 7 

F. Find out why the piece was composed. 2 3 4 J5_ 8 7 

G. Find out for whom the piece was composed. 2 3 JL 5 0 7 

H. Place the composition in its cultural and historical perspective. 2 3 4 5 JL 7 

1. Establish the date of the first performance. 2 3 JL 5 6 7 

J, Find out how the first performance was received (reviews}. 2 i 4 5 6 7 

K. Find out if the piece was ever revised. 2 3 4 5 6 7 

L If the piece was revised, find out which edition is most reliable. 2 3 4 S JL 7 

M. tf the piece is a transcription, find out how it compares to the original. 2 3 4 5 JL 7 

N, Find out how the composition compares to similar works by the same composer. 2 3 4 5^ 6 7 

0. Find out how the composition comparts to similar works by contemporaries 
of the composer. 2 3 4 5 8 7 

P. Oiscem if there is a text or lyrics for the melodies used in the composition. 2 3 4 5 0 7 

0. Find out if there is a derivative text. 2 3 4 5^ 8 7 

R. Gain knowledge about the composer's life. 2 3 4 JL 6 7 

S, Research the style period from which the composition comes. 2 3 4 5 JL 7 

REMELY 
ORTANT 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

To establish ancillary factors which may have an impact on the composition, student should: 

T. Know the opus number, if one is listed. 2 3 4 5 6 7 

U. Find out if the composition is programmatic. 2 3 4 £ 6 7 

V. Find out if the title is descriptive of the composition. 2 3 4 £ 6 7 

W. Establish when the composition was written. 2 3 4 5 6 7 

X. Obtain an analysis of the composition to be studied. 2 3 4 5 6 7 

Y. Obtain information about the piece written by a conductor or the composer. 2 3 4 5 6 7 

Z, Find out the composer's experience >n the media (other works for winds}. 2 3 4 5 6 7 

A A. Find out the composer's playing experience {instrumental speciality). 2 3 4 5 6 7 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

To acquire an overview of the amir® work the conducting student should read through score to: 

A. Decide tf the score is in C or a transposed score. 2 3 4 5 6 7 

B, Establish the instrumentation and medium. 2 3 4 5 JL 7 

C. See if the composition is written in standard notation or other forms of notation. 2 3 4 5 6 7 

0. Establish the key. 2 3 4 5 6 7 

E. Determine which clefs are used. 2 3 4 5 6 7 

F, Determine transpoaitions, 2 3 4 5 0 7 

G. Translate terms. 2 3 4 5 6 7 

H. Translate names of instruments. 2 3 4 5 6 7 

f. Locate tempo changes. 2 3 4 5 6 7 

J. Locate meter changes, 2 3 4 5 6 7 

K. Locate key signature changes. 2 3 4 5 6 7 

L Identify and clarify unfamiliar mustcai terms. 2 3 4 5 6 7 

M. Identify and clarify unfamiliar notation. 2 3 4 5 6 7 

N. Identify the large form or movements of the composition, 

0. Determine an appropriate slow reading pulse for closer study. 

2 3 4 5 6 7 

2 3 4 5 6 7 

P. Graph the high and low points and climaxes of the piece. 2 3 4 5 6 7 

Q. Create a list of sensory oriented adjectives for the general mood or feelinfl 
the piece is trying to convey. 2 3 4 5 6 7 

R. Determine the difficulty level of the composition. 2 3 4 5 6 7 

S. Identify areas of potential ensemble difficulty {attacks, releases, pitch, etc.) 2 3 4 5 6 7 

T. Determine instrument or part assignments and cues for missing instruments. 2 3 4 5 6 7 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

To achieve an overall sound image, or MACRO analysis, of the music in the mind the student should: 

A, Use a comfortable slow reading pulse. 1 2 3 4 6 7 

8. Read through the score. 1 2 3 4 S 7 

C. Sing through the score vertically. 1 2 3 4 5 6 7 

D. Sing through the score horizontally. 1 2 3 4 5 Q 7 

E. Identify (arge sections within the composition. t 2 3 4 5 0 7 
mtm 

F, Identify the compositional use of repetition. 1 2 3 4 5 JL 7 

G. Identify the compositional use of contrast. 1 2 3 4 S JL 7 

H. Identify the compositional use of texture. 1 2 3 4 5 JL 7 

i, Identify the compositional use of dynamics. 1 2 3 4 5 JL. 7 

J, Identify the compositional use of rhythm. t 2 3 4 5 JL 7 

K. Identify the form of the composition, or movements within the composition. 1 2 3 4 5 0 7 

L. Identify climax points within the composition, 1 2 3 4 5 0 7 

M, Determine composite rhythms (how the different parts fit together rhythmically), t 2 3 4 5 0 7 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

To acquire a detailed knowledge of ail components of the composition, or MICRO analysis, the student should: 

A. Analyze the range of each melody. 1 2 3 4 5 6 

B. Analyze the pitch relationships of each melody. 1 2 3 4 5 6 

C. Complete a harmonic analysis. 1 2 3 4 5 6 

0. Complete a chorda! analysts. 1 2 3 4 5 6 

E. Complete an analysis of the counterpoint. 1 2 3 4 5 6 

F, Decide if the composition is tertian, quart el, poly tonal f or a combination. 1 2 3 4 5 6 

G. Complete a form analysis of the composition. 1 2 3 4 5 6 

H. Complete an analysis of all motives. 1 2 3 4 5 6 

Complete an analysis of all phrases. 1 2 3 4 5 6 

J, Identify melodic climax points. 1 2 3 4 5 6 

K. Identify harmonic climax points. 1 2 3 4 5 6 

L, Identify rhythmic climax points. 1 2 3 4 5 6 

M. Identify large formal structures (binary, three part, sonata, etc.) 1 2 3 4 5 6 

N, Complete a rhythmic analysis of the composition. 1 2 3 4 5 6 

0. Identify the tempo and changes of tempo. 1 . 2 3 4 5 6 

P. Identify the meter and changes of meter. 1 2 3 4 5 6 

Q. Decide the duration of each note. 1 2 3 4 5 6 

R. Decide how rhythmically complex the composition is. 1 2 3 4 5 6 

S. Complete an orchestration and texture analysis. 1 2 3 4 5 6 

T. Identify areas in the composition which use dense and sparse orchestration. 1 2 3 4 5 6 
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EXTREMELY 
UNIMPORTANT 

To acquire a detailed knowledge of all components of the composition, or MICRO analysis, the student should: 

EXTREMELY 
IMPORTANT 

U. Identify the tessitura used for all instruments. 1 2 3 4 5^ 6 7 

V. Identify the use of choirs (brass, woodwind, percussion, etc.) 1 2 3 4 5 0 7 
MM* 

W. Identify the use of any non traditional instruments. 1 2 3 4 5 0 7 

X. Complete a dynamics analysis. 1 2 3 4 5 0 7 

Y. Identify contrasts in dynamics. 1 2 3 4 5 JL 7 

Z. Identify dynamic climaxes. 1 2 3 4 5 SL. 1 

A A. Oecide how articulations should be played to be stylistically correct. 1 2 3 4 5 L 7 

BB. Oefine expressive terms used in the composition. ! 2 3 4 5 JL 7 

CC. Identify the use of special effects (mutes, false tones, multiphonics, etc.). 1 2 3 4 5 0 7 

DD. Identify technical problems for the conductor. 1 2 3 4 5 6 7 

EE. Identify technical problems for the players. 1 2 3 4 5 0 7 

PF. Mark the score. Y 2 3 4 5 0 7 

QG. Mark important cues. 1 2 3 4 5 JL 7 

HH. Mark difficult rhythmic frames, 1 2 3 4 JL 0 7 

11. Mark fermatas. 1 . 2 3 4 5_ 0 7 

J J. Mark dynamic changes. 1 2 3 4 JL 0 7 

KK. label the form in the score. 1 2 3 JL 5 0 7 

It. Label problems of technique, balance, and intonation. 1 2 3 4 JL 0 7 

MM. Use the piano to help create a sounding representation of the composition. 1 2 3 4 JL 0 7 

NN. Use recordings to help create a sounding representation of the composition. 1 2 3 4 5 0 7 
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EXTREMELY EXTREMELY 
UNIMPORTANT IMPORTANT 

To acquire a detailed knowledge of all components of the composition, or MICRO analysis, the student should: 

00. Complete a composite analysis of the composition. 1 2 3 4 JL 6 7 

PP. Complete an analysis chart of the composition. 1 2 3 jSL s 6 7 

QQ. Complete an analysis in prose of the composition. 1 2 3 JL 5 6 7 

RR, Complete an analysis checklist of the composition. 1 2 3 4_ 5 a 7 

SS. Complete a time line of the most important elements of the composition 
(textures, fofm, dynamics, tonality, meter, etc.). 1 2 3 4 S 6 7 
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EXTREMELY 
UNIMPORTANT 

A, The student must achieve a persons! interpretive image of the music 
to be conducted. 1 2 3 4 5 

EXTREMELY 
IMPORTANT 

6^ 7 

Students must resolve questions bearing on the interpretation of musical elements such as: 

8. Tempi. 1 2 3 4 5 6 2 

C. Melodic phrasing. 1 2 3 4 5 6 7 

0. Harmonic phrasing. * 2 3 4 5 7 

t . Rhythmic phrasing, 1 2 3 4 5 6. 7 

1 1 
F. Balance. * 

3 4 5 6 - L 

G. Dynamics. * 2 3 4 5 8 7 

H. Timbres, * 2 3 4 5 . L 7 

1, Textures. * 2 3 4 5 JL 7 

1 2 
J. Ornamentation. ' * 

3 4 5 7 

K. Feeling or emotion the piece is trying to convey. 1 2 3 4 5 6 7 

K. The student should develop a feeling or emotion about the piece. 1 2 3 4 5 0 7 
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EXTREMELY 
UNIMPORTANT 

EXTREMELY 
IMPORTANT 

The evaluation of the student's score study ability should be made by: 

A. Evaluating the written composite analysis of an assigned composition. 1 2 3 4 j5_ 6 7 

8. Observing the student conducting a rehearsal on the studied composition. 1 2 3 4 5 6_ 7 

C. Asking students to respond to questions about their studied compositions. 1 2 3 4 5 1 . 7 

D. Requiring students to conduct a rehearsal of the studied composition from 
memory. 1 2 3 i - 5 6 7 

E. Asking students to critique other performances • live or recorded. 1 2 3 4 5 6 7 

F. Asking students to compare and contrast two recordings of the same piece. 1 2 3 4 5 6 7 

THANK YOU FOR YOUR HELP? 

PLEASE RETURN THIS COMPLETED OPINIONNAfRE IN THE SELF ADDRESSED, POSTAGE PAID ENVELOPE PROVIDED AS SOON 

AS POSSIBLE. 
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ITEM MEAN MEDIAN MODE ST.DEV CASES 

PURPOSE A 6.118 6.000 6.000 .688 153 

PURPOSE B 6.216 6.000 6.000 .752 153 

PURPOSE C 6.301 6.000 6.000 .679 153 

PURPOSE D 6.431 7.000 7.000 .696 153 

PURPOSE E 6.209 6.000 6.000 .694 153 

PURPOSE F 6.346 6.000 7.000 .710 153 

PURPOSE G 5.987 6.000 6.000 .786 153 

PURPOSE H 5.954 6.000 6.000 .853 153 

PURPOSE I 6.235 6.000 6.000 .636 153 

PURPOSE J 6.039 6.000 6.000 .687 153 

PURPOSE K 6.033 6.000 6.000 .729 153 

PURPOSE L 5.327 5.000 5.000 .938 153 

PURPOSE M 5.000 5.000 5.000 .946 153 

PURPOSE N 4.810 5.000 5.000 .930 153 

PURPOSE 0 4.869 5.000 5.000 .879 153 

PURPOSE P 6.379 7.000 7.000 .716 153 

PURPOSE Q 6.118 6.000 6.000 .777 153 

PURPOSE R 6.438 7.000 7.000 .657 153 

PRELIM A 5.824 6.000 6.000 .974 153 

PRELIM B 6.255 6.000 7.000 .815 153 

PRELIM C 5.673 6.000 6.000 .972 153 

PRELIM D 4.771 5.000 5.000 .990 153 

PRELIM E 3.569 4.000 4.000 1.037 153 

PRELIM F 4.719 5.000 5.000 1.127 153 

PRELIM G 3.961 4.000 4.000 1.094 153 

PRELIM H 5.732 6.000 6.000 .903 153 

PRELIM I 3.706 4.000 4.000 1.163 153 

PRELIM J 2.856 3.000 3.000 1.097 153 
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ITEM MEAN MEDIAN MODE ST.DEV CASES 

PRELIM K 4.824 5.000 5.000 1.058 153 

PRELIM L 6.065 6.000 6.000 .800 153 

PRELIM M 6.301 6.000 6.000 .660 153 

PRELIM N 5.007 5.000 5.000 .921 153 

PRELIM 0 4.039 4.000 4.000 .931 153 

PRELIM P 5.209 5.000 5.000 .908 153 

PRELIM Q 4.850 5.000 5.000 .864 153 

PRELIM R 4.837 5.000 5.000 1.042 153 

PRELIM S 5.895 6.000 6.000 .670 153 

PRELIM T 3.667 4.000 4.000 1.136 153 

PRELIM U 5.111 5.000 5.000 1.036 153 

PRELIM V 4.935 5.000 5.000 1.017 153 

PRELIM W 4.908 5.000 5.000 .899 153 

PRELIM X 5.159 5.000 6.000 1.332 151 

PRELIM Y 5.500 6.000 6.000 1.116 152 

PRELIM Z 4.671 5.000 5.000 1.200 152 

PRELIM AA 3.428 4.000 4.000 1.365 152 

ORIENT A 6.516 7.000 7.000 .586 153 

ORIENT B 6.425 6.000 6.000 .614 153 

ORIENT C 6.379 6.000 6.000 .628 153 

ORIENT D 6.248 6.000 6.000 .719 153 

ORIENT E 6.203 6.000 6.000 .729 153 

ORIENT F 6.268 6.000 6.000 .698 153 

ORIENT G 6.418 6.000 7.000 .635 153 

ORIENT H 6.301 6.000 6.000 .753 153 

ORIENT I 6.523 7.000 7.000 .563 153 

ORIENT J 6.516 7.000 7.000 .597 153 

ORIENT K 6.477 7.000 7.000 .608 153 

ORIENT L 6.523 7.000 7.000 .608 153 
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ITEM MEAN MEDIAN MODE ST. DEV CASES 

ORIENT M 6.516 7.000 7.000 .575 153 

ORIENT N 6.255 6.000 6.000 .664 153 

ORIENT 0 4.706 5.000 5.000 1.094 153 

ORIENT P 5.203 5.000 6.000 1.295 153 

ORIENT Q 4.588 5.000 5.000 1.350 153 

ORIENT R 5.549 6.000 6.000 1.088 153 

ORIENT S 6.000 6.000 6.000 .946 153 

ORIENT T 5.876 6.000 6.000 1.132 153 

MACRO A 4.778 5.000 5.000 1.001 153 

MACRO B 6.196 6.000 6.000 .649 153 

MACRO C 4.843 5.000 5.000 .981 153 

MACRO D 5.830 6.000 6.000 .887 153 

MACRO E 6.111 6.000 6.000 .634 153 

MACRO F 5.850 6.000 6.000 .750 153 

MACRO G 5.902 6.000 6.000 .759 153 

MACRO H 5.928 6.000 6.000 .762 153 

MACRO I 6.007 6.000 6.000 .748 153 

MACRO J 6.052 6.000 6.000 .667 153 

MACRO K 5.993 6.000 6.000 .823 153 

MACRO L 6.255 6.000 6.000 .730 153 

MACRO M 5.974 6.000 6.000 .917 153 

MICRO A 4.804 5.000 5.000 .980 153 

MICRO B 4.928 5.000 5.000 .897 153 

MICRO C 5.013 5.000 5.000 1.006 153 

MICRO D 4.837 5.000 5.000 1.029 153 

MICRO E 4.824 5.000 5.000 1.007 153 

MICRO F 5.745 6.000 6.000 .870 153 

MICRO G 5.869 6.000 6.000 .879 153 

MICRO H 4.948 5.000 5.000 .930 153 
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ITEM MEAN MEDIAN MODE ST. DEV CASES 

MICRO I 5.118 5.000 5.000 .959 153 

MICRO J 6.046 6.000 6.000 .710 153 

MICRO K 6.026 6.000 6.000 .725 153 

MICRO L 5.993 6.000 6.000 .748 153 

MICRO M 5.882 6.000 6.000 .924 153 

MICRO N 5.007 5.000 5.000 .990 153 

MICRO 0 6.333 6.000 6.000 .639 153 

MICRO P 6.340 6.000 6.000 .709 153 

MICRO Q 5.340 5.000 5.000 1.027 153 

MICRO R 5.190 5.000 5.000 .958 153 

MICRO S 4.948 5.000 5.000 .992 153 

MICRO T 5.144 5.000 5.000 .913 153 

MICRO U 4.948 5.000 5.000 .992 153 

MICRO V 5.601 6.000 6.000 .876 153 

MICRO W 6.007 6.000 6.000 .855 153 

MICRO X 5.124 5.000 5.000 .898 153 

MICRO Y 5.915 6.000 6.000 .658 153 

MICRO Z 6.052 6.000 6.000 .705 153 

MICRO AA 6.261 6.000 6.000 .594 153 

MICRO BB 6.248 6.000 6.000 .588 153 

MICRO CC 6.105 6.000 6.000 .670 153 

MICRO DD 6.405 6.000 7.000 .653 153 

MICRO EE 6.359 6.000 6.000 .603 153 

MICRO FF 6.072 6.000 6.000 1.058 153 

MICRO GG 6.150 6.000 6.000 1.018 153 

MICRO HH 5.431 5.000 5.000 1.099 153 

MICRO II 5.268 5.000 5.000 1.198 153 

MICRO JJ 5.353 5.000 5.000 1.155 153 

MICRO KK 4.275 4.000 4.000 1.231 153 
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ITEM MEAN MEDIAN MODE ST. DEV CASES 

MICRO LL 5.052 5.000 5.000 1.152 153 

MICRO MM 4.634 5.000 5.000 1.380 153 

MICRO NN 4.863 5.000 5.000 1.303 153 

MICRO 00 4.837 5.000 5.000 .976 153 

MICRO PP 4.131 4.000 4.000 1.062 153 

MICRO QQ 3.529 4.000 4.000 1.076 153 

MICRO RR 3.706 4.000 4.000 1.163 153 

MICRO SS 4.368 4.000 4.000 1.346 152 

INTERP A 6.327 6.000 6.000 .583 153 

INTERP B 6.941 7.000 7.000 .236 153 

INTERP C 6.941 7.000 7.000 .262 153 

INTERP D 6.288 6.000 6.000 .625 153 

INTERP E 6.405 6.000 6.000 .622 153 

INTERP F 6.922 7.000 7.000 .270 153 

INTERP G 6.556 7.000 7.000 .572 153 

INTERP H 6.255 6.000 6.000 .664 153 

INTERP I 6.248 6.000 6.000 .642 153 

INTERP J 6.196 6.000 6.000 .753 153 

INTERP K 6.285 7.000 7.000 .934 151 

INTERP L 6.054 6.000 7.000 1.161 149 

EVAL A 4.980 5.000 5.000 1.048 153 

EVAL B 6.497 7.000 7.000 .515 153 

EVAL C 6.039 6.000 6.000 .888 153 

EVAL D 3.549 4.000 4.000 1.328 153 

EVAL E 5.144 5.000 5.000 1.216 153 

EVAL F 5.230 5.000 5.000 1.253 152 
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Dear : 

Thank you for returning the second round opinionnaire in my 
study on ESSENTIAL ELEMENTS FOR TEACHING SCORE STUDY IN THE 
UNDERGRADUATE INSTRUMENTAL CONDUCTING CLASS. 

The repeated opinionnaire technique used in this study is 
called Delphi. A final step in a Delphi is to solicit 
minority opinions. This unique feature allows those who 
ranked items outside the range of the median response to 
justify their position. 

Included you will find those items which were ranked as 
essential to the score study curriculum (a median score of 6 
or 7) but ranked by you as non essential (1 through 4). 
Please read each item and in the space provided explain why 
you feel this item to be non-essential to the teaching of 
score study. If your opinion of the item has changed please 
mark in the space provided "ESSENTIAL." 

This is the FINAL round of the study! Please fill out the 
minority opinion forms and return them to me in self 
addressed, stamped envelope by July 1, 1994. 

Thank you for your assistance in this project. 

Respectfully, 

Craig V. Hamilton 
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THIRD ROUND RESPONSES 

PURPOSE B: The conducting student must learn score study, 
because score study encourage opportunity to recreate 
the composer's intent. 

2342 The only non-essential aspect of this item is the 
part about the composer's intent. This is a 
concept that has been tossed around for 
generations, but rarely if ever quantified. 
Is a composer's intent always ethereal and 
aesthetical? Oftentimes the true intent of some 
composers may be completion of the commission 
and/or collegiate composer's intent in place of 
the expression of beauty, horror, suspense, or 
other emotional or intellectual states, the 
likelihood that this composition will make a 
difference in a musician's life is 
negligible. How would analysis of the commission 
contract or the composer's academic promotion 
assist the young and ambitious conductor in 
his/her score study? 

One can usually spot this empty level of 
professional commitment by viewing references in 
scores such as: "Dedicated to the Wallaby County 
Union High School, Jane Doe, Director" and "Don't 
let the brass dominate at D." It is not 
politically or professionally correct to 
explain that the composer includes such warnings 
because he/she did not choose to: orchestrate it 
properly in the first place; re-orchestrate it 
prior to publication; discover how to teach brass 
players to listen to other families of 
instruments as they are simultaneously playing; 
or learn how to score it at all. 

The more meaningful and profound the musical 
composition is to a well trained conductor, the 
fewer the occasions one will have to interpret 
meaningless musical works and talentless 
composers. Best wishes for a rewarding 
professional career! 

PURPOSE G: The conducting student must learn score study, 
because score study identifies points of articulation. 

2343 NO RESPONSE 
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PURPOSE H: The conducting student must learn score study, 
because score study identifies points of attacks and 
releases. 

2148 Essential. 

PURPOSE K: The conducting student must learn score study, 
because score study identifies where the music is 
going. 

2346 With so much to learn during score study, I 
believe it is best to narrow the course content 
down. The direction of the music becomes 
apparent when studying other issues (texture, 
dynamics, etc.). 

PRELIM A: To establish ancillary factors which may have an 
impact on the composition, students should examine the 
title page. 

2019 Less essential may be a better term here. I feel 
that the title page, which largely contains non-
musical information, is less important than the 
musical information available in the score. 

2281 NO RESPONSE 

2328 NO RESPONSE 

PRELIM B: To establish ancillary factors which may have an 
impact on the composition, students should know the 
composer's name. 

2019 Essential 

PRELIM C: To establish ancillary factors which may have an 
impact on the composition, students should research 
biographical information of the composer. 

2328 NO RESPONSE 

2330 NO RESPONSE 
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PRELIM H: To establish ancillary factors which may have an 
impact on the composition, students should place the 
composition in its cultural and historical perspective. 

2155 While this is certainly a valuable practice I did 
not feel it was as essential for undergraduate 
conducting class projects as other items. 

2346 Once again, its nice to have historical 
background on a piece, but to then examine other 
cultural issues of the day takes away from time 
better spent on other areas. 

PRELIM L: To establish ancillary factors which may have an 
impact on the composition, students should, if the 
piece was revised, find out which edition is most 
reliable. 

2047 Non-essential to teaching score study does not 
imply that one should not use such a technique if 
the participant feels it an important factor. 

2284 I believe the above item is only necessary for a 
graduate conducting class - not for the 
undergraduate instrumental conducting class, 
limited time - many other things need to be 
learned. 

PRELIM S: To establish ancillary factors which may have an 
impact on the composition, students should research the 
style period from which the composition comes. 

2019 Again I feel this to be less essential than the 
musical aspects of the composition. I presume a 
general understanding of music history - a 
knowledge of where the composer/piece "fits" into 
the style period. I object to the term 
"research." There is rarely time for full-blown 
research with every score. 
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ORIENT B: To acquire an overview of the entire work the 
conducting student should read through the score to 
establish the instrumentation and medium. 

2161 1. all of these could be helpful 
2. however, they will in most cases be self-

evident (or should be!) 
3. it very much depends on the piece, doesn't it 
4. given the amount of time one is likely to have 

teaching score study to undergrads, something 
has to give, and these items were simply 
lower in priority than some others. 

ORIENT D: To acquire an overview of the entire work the 
conducting student should read through the score to 
establish the key. 

2161 1. all of these could be helpful 
2. however, they will in most cases be self-

evident (or should be!) 
3. it very much depends on the piece, doesn't it 
4. given the amount of time one is likely to have 

teaching score study to undergrads, something 
has to give, and these items were simply 
lower in priority than some others. 

ORIENT E: To acquire an overview of the entire work the 
conducting student should read through the score to 
determine which clefs are used. 

2153 I had not realized that I had responded as a 
"non-essential" activity. My feeling that a 
conductor would automatically consider the clefs 
used by the composer. I look at this activity as 
something very obvious. In band scores, the 
clefs are almost always treble and bass. Of 
course, in an orchestral score clefs can vary. 
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ORIENT S: To acquire an overview of the entire work the 
conducting student should read through the score to 
identify areas of potential ensemble difficulty 
(attacks, releases, pitch, etc.). 

2342 NO RESPONSE 

ORIENT T: To acquire an overview of the entire work the 
conducting student should read through the score to 
determine instrument or part assignments and cues for 
missing instruments. 

2080 NO RESPONSE 

2129 Essential - Sorry, I must have misread this item 
initially. 

2136 I agree with the first half of the above. 
Determining instrument part assignments (A) will 
not give an overview of a work (though it is a 
correct step in that direction), and (B) can 
usually be determined on the score's first page. 
Cues for missing instruments is an important 
performance consideration, but is of little 
consequence to acquiring an overview of a work. 

2155 I work from the assumption that all instruments 
are present. This would be essential if a 
particular group has inadequate instrumentation. 

2157 This must be done before a conductor ever decides 
to select a composition for study. If one 
doesn't have resources to perform . . . why 
select and study. 

2208 I do not state that "determining instrument or 
part assignments and cues for missing 
instruments" is non-essential to score study (as 
your letter suggests). I do believe that these 
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2258 Assigning cues for missing instruments IS 
essential, however, it is a specific detail to be 
considered only when placing the work into active 
rehearsal in a given situation. It is NOT 
essential to the process of achieving an overview 
or orientation to the score. The same goes for 
part assignments: 

weight, number of players, who, where, and when, 
are all rehearsal/performance details which are 
specific to a given situation, thus not essential 
for an overview of the work. 

2260 If the work has been chosen to perform then this 
has already been done. It is not a part of score 
study. If the work is to be studied regardless 
of the group in front, then this is still 
separate from score study. 

2342 NO RESPONSE 

MACRO B: To achieve an overall sound image , or MACRO 
analysis, of the music in the mind the student should 
read through the score. 

2258 The procedure seems too vague (i.e., define 
READ), and one I consider to be better addressed 
in a micro process rather than macro. It is 
better to work 1 line at a time and build a 
knowledge of the score layer by layer than to 
gloss over the entire score in a read-through 
fashion. Specific techniques for 
systematically learning the score (with emphasis 
on accuracy, precision, detail) are of real 
value, rather than an "osmosis method" whereby 
continued reading-through builds familiarity (and 
possibly general knowledge, yet lacking in 
detail). 
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MACRO D: To achieve an overall sound image , or MACRO 
analysis, of the music in the mind the student should 
sing through the score horizontally. 

2047 Non-essential to teaching score study does not 
imply that one should not use such a technique if 
the participant feels it an important factor. 

2260 Although this type of score study is valid it is 
also very time consuming. Much better to "read" 
through whole pictures, "hearing" as many lines 
as possible. I wish I had time to do that to 
even one score. Why teach something that will 
not be used? 

MACRO G: To achieve an overall sound image , or MACRO 
analysis, of the music in the mind the student should 
identify the compositional use of contrast. 

2161 1. all of these could be helpful 
2. however, they will in most cases be self-

evident (or should be!) 
3. it very much depends on the piece, doesn't it 
4. given the amount of time one is likely to have 

teaching score study to undergrads, something 
has to give, and these items were simply 
lower in priority than some others. 

MACRO H: To achieve an overall sound image , or MACRO 
analysis, of the music in the mind the student should 
identify the compositional use of texture. 

2161 1. all of these could be helpful 
2. however, they will in most cases be self-

evident (or should be!) 
3. it very much depends on the piece, doesn't it 
4. given the amount of time one is likely to have 

teaching score study to undergrads, something 
has to give, and these items were simply 
lower in priority than some others. 
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MACRO I: To achieve an overall sound image , or MACRO 
analysis, of the music in the mind the student should 
identify the compositional use of dynamics. 

2161 1. all of these could be helpful 
2. however, they will in most cases be self-

evident (or should be!) 
3. it very much depends on the piece, doesn't it 
4. given the amount of time one is likely to have 

teaching score study to undergrads, something 
has to give, and these items were simply 
lower in priority than some others. 

MICRO F: To acquire a detailed knowledge of all components, 
or MICRO analysis, the student should decide if the 
composition is tertian, quartel, polytonal, or a 
combination. 

2019 This information is cerebral and in a way, 
secondary to the study of the music. That 
sentence sounds contradictory but, I feel that 
giving a label to every technique tends to 
obstruct in a small way the making of the music. 
Any conductor will instantly recognize the 
tertian, quartel, etc. qualities of a score upon 
even casual perusal. 

2348 NO RESPONSE 

MICRO G: To acquire a detailed knowledge of all components 
of the composition, or MICRO analysis, the student 
should complete a form analysis of the composition. 

2348 NO RESPONSE 

2354 I don't believe a complete micro form analysis is 
necessary. The only reason would be because of 
mistakes in the parts or score from the publisher 
and only in that particular point in the music. 
In my opinion, the complete analysis is a waste 
of precious score preparation time. The 
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conductor or student needs only to make a phrasal 
analysis and note the cadential reposes of 
importance. The music comes from the composer 
and is re-created by the conductor. The music 
needs to move forward and make audible musical 
emotional sense. Doing a micro analysis does 
nothing towards this goal. 

MICRO J: To acquire a detailed knowledge of all components 
of the composition, or MICRO analysis, the student 
should identify melodic climax points. 

2157 There are many factors that contribute to overall 
climax points, not just melodic. 

2328 NO RESPONSE 

MICRO K: To acquire a detailed knowledge of all components 
of the composition, or MICRO analysis, the student 
should identify harmonic climax points. 

2270 In my opinion, the analysis of harmonic climax 
points is not illuminated in the detailed (micro) 
study of the composition, but, rather, from a 
Gestalt angle where the mind takes the micro 
information, conceives the larger picture, and 
insightfully discovers the emotional intent of 
the composer. Sheer visual analysis may assist 
some in locating these points, but too often I 
find it a frustrating visual exercise that is 
better and perhaps more quickly and accurately 
solved by aural analysis. Because of that 
approach, aural analysis implies to me that one 
would take a more "macro" rather than a "micro" 
analysis to discover these points. Thus the 
reason for my non-essential assessment of hep on 
the micro level. Certainly it is essential on the 
macro level. 

MICRO L: To acquire a detailed knowledge of all components 
of the composition, or MICRO analysis, the student 
should identify rhythmic climax points., 

2270 In my opinion, the analysis of rhythmic climax 
points is not illuminated in the detailed (micro) 
study of the composition, but, rather, from a 
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Gestalt angle where the mind takes the micro 
information, conceives the larger picture, and 
insightfully discovers the emotional intent of 
the composer. Sheer visual analysis may assist 
some in locating these points, but too often I 
find it a frustrating visual exercise that is 
better and perhaps more quickly and accurately 
solved by aural analysis. Because of that 
approach, aural analysis implies to me that one 
would take a more "macro" 
rather than a "micro" analysis to discover these 
points. Thus the reason for my non-essential 
assessment of rep on the micro level. 
Certainly it is essential on the macro level. 

MICRO M: To acquire a detailed knowledge of all components 
of the composition, or MICRO analysis, the student 
should identify large formal structures (binary, three 
part, sonata, etc.). 

2074 By definition, identifying large formal divisions 
of a work cannot provide a knowledge of the 
detail (micro) - aspect of the music. 
Identifying large formal structures is an 
essential preliminary step to performing a micro 
analysis. 

2330 NO RESPONSE 

MICRO W: To acquire a detailed knowledge of all components 
of the composition, or MICRO analysis, the student 
should identify the use of any non traditional 
instruments. 

2054 I am very sorry for I do not know what micro 
analysis is; I have assumed that it means "taking 
the composition apart." and what are non 
traditional instruments used? and where does 
micro analysis come into the study of a score? 
to be a very good conductor one must have the 
"music in his head and not his head in the 
music." With that, if micro analysis will 
achieve my philosophy then include micro 
analysis. 
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2155 Non traditional or traditional - no difference. 
Identify the use of all instruments - flute, 
violin or banjo . . . 

2260 Why? and what is a "non traditional instrument?" 
This is no different than studying the use of any 
"color" instrument or instruments, so why look 
for it separately - We notice these but do not 
make a "big deal" out of them. 

MICRO Z: To acquire a detailed knowledge of all components 
of the composition, or MICRO analysis, the student 
should identify dynamic climaxes. 

2202 Dynamic climaxes are critical to a fine 
performance, but are no more important than other 
dynamic considerations, e.g. minor points of 
dynamics, dynamic nuance, dynamic balance. I 
felt the statement was very general when dealing 
with a MICRO analysis. 

MICRO CC: To acquire a detailed knowledge of all components 
of the composition, or MICRO analysis, the student 
should identify the use of special effects (mutes, 
false tones, multiphonics, etc.). 

2161 1. all of these could be helpful 
2. however, they will in most cases be self-

evident (or should be!) 
3. it very much depends on the piece, doesn't it 
4. given the amount of time one is likely to have 

teaching score study to undergrads, something 
has to give, and these items were simply 
lower in priority than some others. 

MICRO FF: To acquire a detailed knowledge of all components 
of the composition, or MICRO analysis, the student 
should mark the score. 

2074 I believe that the score should be used as a 
reference work, not as sheet music to be read in 
performance. Anything that a conductor would 
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mark in a score should be learned. so that the 
conductor will look at the ensemble and not the 
score. In addition, the act of marking the score 
relieves the conductor from having to learn cues, 
meter changes, etc. Marking the score, 

therefore, works against acquiring a detailed 
knowledge of the music. I absolutely reject the 
notion that writing in the score can teach 
something. "Learning the score" involves 
INTERNALIZING the musical ideas and sounds, 
not adding to the information that is printed on 
the page. 

2120 In general it is not necessary to "mark" a score 
in order to "learn" it. If a normal amount of 
time is spent in "looking through" it, "studying" 
it, "perusing" it and attempting to assimilate it 
technically and musically, a person will "know" 
much of the score and will be able to "read" it 
and "see" it and much of it will be automatically 
memorized. 

If various marks or colors are used to indicate 
"important" places in the score or "cues", etc., 
or if the marking "system" is very elaborate, it 
is no longer one original score - it is two 
scores - an excess which is not needed. 

If the conductor can "read" the score rather well 
after some study, and if he has decided what he 
wants it to sound like, and has made the 
important decisions technically and musically -
then he should know the score well without 
additional marks or colors - he simply doesn't 
need them. 

With some scores, there may be problems of small 
size, poor printing, poor format in general, in 
which case a few marks which help the conductor's 
"vision" may be added. If something entirely 
different begins on a new page, a mark might be 
used to indicate the sudden change. (On the 
other hand a conductor should always know what's 
on the NEXT page i) Condensed scores may need to 
be notated from a perusal of the parts, but this 
is not the same as "marking" the score. 

It is highly recommended that the conductor study 
each separate part carefully to see the layout, 
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what parts are together, what the notes "look" 
like on the player's page, and to check for 
possible errors, as well as a number of other 
things. This should be in addition to work from 
the full score, and is absolutely essential if 
only a condensed score is available. 

2280 NO RESPONSE 

2299 I prefer to analyze a score by charting the 
measures and sections on a separate paper and 
leaving the score clean. 

MICRO GG: To acquire a detailed knowledge of all components 
of the composition, or MICRO analysis, the student 
should mark important cues. 

2074 I believe that the score should be used as a 
reference work, not as sheet music to be read in 
performance. Anything that a conductor would 
mark in a score should be learned. so that the 
conductor will look at the ensemble and not the 
score. In addition, the act of marking the score 
relieves the conductor from having to learn cues, 
meter changes, etc. Marking the score, 
therefore, works against acquiring a detailed 
knowledge of the music. I absolutely reject the 
notion that writing in the score can teach 
something. "Learning the score" involves 
INTERNALIZING the musical ideas and sounds, not 
adding to the information that is printed on 
the page. 

2120 In general it is not necessary to "mark" a score 
in order to "learn" it. If a normal amount of 
time is spent in "looking through" it, "studying" 
it, "perusing" it and attempting to assimilate it 
technically and musically, a person will "know" 
much of the score and will be able to "read" it 
and "see" it and much of it will be automatically 
memorized. 

If various marks or colors are used to indicate 
"important" places in the score or "cues", etc., 
or if the marking "system" is very elaborate, it 
is no longer one original score - it is two 
scores - an excess which is not needed. 
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If the conductor can "read" the score rather well 
after some study, and if he has decided what he 
wants it to sound like, and has made the 
important decisions technically and musically -
then he should know the score well without 
additional marks or colors - he simply doesn't 
need them. 

With some scores, there may be problems of small 
size, poor printing, poor format in general, in 
which case a few marks which help the conductor's 
"vision" may be added. If something entirely 
different begins on a new page, a mark might be 
used to indicate the sudden change. (On the 
other hand a conductor should always know what's 
on the NEXT page!) Condensed scores may need to 
be notated from a perusal of the parts, but this 
is not the same as "marking" the score. 

It is highly recommended that the conductor study 
each separate part carefully to see the layout, 
what parts are together, what the notes "look" 
like on the player's page, and to check for 
possible errors, as well as a number of other 
things. This should be in addition to work from 
the full score, and is absolutely essential if 
only a condensed score is available. 

2136 A detailed knowledge of the composition can not 
be acquired via the process of cue markings. The 
decision of appropriate cue markings result from 
a detailed knowledge of the composition. Cue 
markings, if any, are for purposes of 
rehearsals/performance — after the initial score 
study has been completed. 

2299 If one truly has studied the score sufficiently, 
he/she should have the cue memorized. I have 
worked with rental scores that are so marked up 
you can't read themi 

INTERP K: Students must resolve questions bearing on the 
interpretation of musical elements such as the feeling 
or emotion the piece is trying to convey. 
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2094 I rated INTERP K and INTERP L as non-essential 
because I believe that feeling and emotion in 
music is a personal experience and, therefore, 
not essential to the score study or teaching 
process. Conductors who are trained to 
"determine" feeling and emotion in music often 
pass their own feelings on to students, who then 
accept this "emotion" as fact. In reality, we do 

our best work as conductors when we guide our 
students toward discovering their own feelings 
about music. 

INTERP K in particular is most offensive to me 
since, in mv opinion, music does not convey 
feeling or emotion. Only human beings are 
capable of attaching such meaning to art. Our 
role as 
conductors is to help students unlock the magic 
on their own and not determine it on their 
behalf. Therefore, it is inappropriate to 
include such training in a conducting course. 

I am not surprised that I am in the minority on 
this point. 

INTERP L: Students must resolve questions bearing on the 
interpretation of musical elements such as developing a 
feeling or emotion about the piece. 

2094 I rated INTERP K and INTERP L as non-essential 
because I believe that feeling and emotion in 
music is a personal experience and, therefore, 
not essential to the score study or teaching 
process. Conductors who are trained to 
"determine" feeling and emotion in music often 
pass their own feelings on to students, who then 
accept this "emotion" as fact. In reality, we do 
our best work as conductors when we guide our 
students toward discovering their own feelings 
about music. 

INTERP K in particular is most offensive to me 
since, in mv opinion, music does not convey 
feeling or emotion. Only human beings are 
capable of attaching such meaning to art. Our 
role as conductors is to help students unlock the 
magic on their own and not determine it on their 



173 

behalf. Therefore, it is inappropriate to 
include such training in a conducting course. 

I am not surprised that I am in the minority on 
this point. 

2141 Developing a feeling or emotion is certainly a 
part of the aesthetic process of musical 
interpretation. I am not sure a student can 
"resolve questions" of feeling or emotion, 
especially within one part (score study) of one 
course (conducting). I believe it to be 
important to address the aesthetic element and 
make students aware of the necessity to consider 
the non-technical/emotional coals of the music. 
I do wonder if I have ever (or will ever) 
"resolve questions . . . such as developing a 
feeling or emotion" about every piece I 
conducted. 

2250 I certainly think the first portion of the 
statement is a high priority. However, I 
question the implication that, at this stage of 
the analysis, developing a feeling or emotion is 
relevant to "the interpretation of musical 
elements." Depending on the selection, it may be 
appropriate to elicit a particular "feeling or 
emotion" from the listener through the music. 
But, again at this stage of preparation, the link 
between musical elements and feeling or emotion 
would not be a HIGH priority in analysis or 
instruction. 

EVAL C: The evaluation of the student's score study should 
be made by asking students to respond to questions 
about their studied compositions. 

2170 NO RESPONSE 

2294 Sorry - I must have interpreted the question 
incorrectly when I originally read it. I believe 
these questions to be very essential. 

2328 NO RESPONSE 
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DISCRIMINANT ANALYSIS ON GROUPS DEFINED BY CONDUCT 

VARIABLE WILKS 
LAMBDA 

CHI— 
SQUARE 

DF SIG. 

PURPOSE .857564 21.205 18 .2692 

PRELIMINARY .643595 59.492 24 .0001 

ORIENTATION .943661 8.089 15 .9201 

MACRO .837374 25.025 12 .0147 

MICRO .672415 49.213 46 .3458 

INTERPRET .845716 23.795 10 .0082 

EVALUATION .959047 6.063 4 .1945 

DISCRIMINANT ANALYSIS ON GROUPS DEFINED BY TEACH 

VARIABLE WILKS 
LAMBDA 

CHI-
SQUARE 

DF SIG. 

PURPOSE .873901 18.601 18 .4168 

PRELIMINARY .782190 33.164 24 .1007 

ORIENTATION .872534 19.021 15 .2128 

MACRO .914352 12.625 12 .3969 

MICRO .602045 62.920 46 .0492 

INTERPRET .861455 21.177 10 .0199 

EVALUATION .965274 5.125 4 .2747 
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DISCRIMINANT ANALYSIS ON GROUPS DEFINED BY BOTH TEACH AND 
CONDUCT COMPARED TO CONDUCT ONLY. 

VARIABLE WILKS 
LAMBDA 

CHI-
SQUARE 

DF SIG. 

PURPOSE .639904 57.814 36 .0120 

PRELIMINARY .538839 78.220 48 .0038 

ORIENTATION .687150 49.152 30 .0152 

MACRO .818647 26.614 22 .2263 

MICRO .352214 121.048 90 .0162 

INTERPRET .758824 36.844 20 .0122 

EVALUATION .908402 13.113 8 .1080 

DISCRIMINANT ANALYSIS ON GROUPS DEFINED BY BOTH TEACH AND 
CONDUCT COMPARED TO TEACH ONLY. 

VARIABLE WILKS 
LAMBDA 

CHI-
SQUARE 

DF SIG. 

PURPOSE .908420 12.438 17 .7729 

PRELIMINARY .796151 28.838 23 .1857 

ORIENTATION .848547 21.514 14 .0892 

MACRO .955285 6.084 10 .8081 

MICRO .622660 54.956 44 .1245 

INTERPRET .908977 12.741 9 .1747 

EVALUATION .960262 5.535 3 .1366 
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POOLED WITHIN-GROUP CORRELATIONS BETWEEN DISCRIMINATING 
VARIABLES AND CANONICAL DISCRIMINANT FUNCTIONS. 

VARIABLE CONDUCT TEACH BOTH VS 
CONDUCT 

BOTH VS 
TEACH 

PURPOSE A .47230 .47587 .31824 .39333 

PURPOSE B .50440 .61353 .16877 .52612 

PURPOSE C .48004 .13192 .63859 -.00607 

PURPOSE D .44463 .27949 .45195 .18194 

PURPOSE E .28106 .39600 .12055 .36661 

PURPOSE F .31321 .39707 .26946 .37815 

PURPOSE G .32132 .12168 .08207 -.01835 

PURPOSE H .37507 .23878 .01885 .09214 

PURPOSE I -.07342 .15168 -.07085 .22898 

PURPOSE J .24761 .28908 -.12431 .21207 

PURPOSE K .41211 .54141 -.06850 .45633 

PURPOSE L .45912 .16989 .09219 -.03440 

PURPOSE M .30609 .50185 .00501 .46729 

PURPOSE N .62734 .39836 .23663 .19355 

PURPOSE 0 .55622 .46106 .21915 .31649 

PURPOSE P .07503 .04758 .02456 .02108 

PURPOSE Q -.07388 -.06685 .03282 -.03629 

PURPOSE R .02299 .09483 .10626 .12634 
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POOLED WITHIN-GROUP CORRELATIONS BETWEEN DISCRIMINATING 
VARIABLES AND CANONICAL DISCRIMINANT FUNCTION. 

VARIABLE CONDUCT TEACH BOTH VS 
CONDUCT 

BOTH VS 
TEACH 

PRELIM A -.00874 .23492 -.01373 .25613 

PRELIM B .08080 .16172 .09247 .24092 

PRELIM C .02859 .28481 -.02069 .33166 

PRELIM D -.07817 .28828 .17521 .28962 

PRELIM E -.20429 .22680 .20954 .13426 

PRELIM F -.29724 .34177 .33459 .21613 

PRELIM G -.20587 .26171 .29498 .18319 

PRELIM H .00899 .53038 .05635 .60259 

PRELIM I .07310 .08640 .05537 .14969 

PRELIM J -.04165 .00900 .11877 -.00724 

PRELIM K -.06339 .23332 .32409 .24874 

PRELIM L -.16438 .27076 .46155 .24051 

PRELIM M -.02146 .22268 .20532 .25196 

PRELIM N -.16567 .31511 .37049 .27726 

PRELIM 0 -.20618 .27021 .30028 .19116 

PRELIM P -.23847 .42419 .34016 .34639 

PRELIM a -.18506 .34805 .29873 .29101 

PRELIM R -.05095 .20190 .09452 .19691 

PRELIM S -.00122 .08036 -.04467 .08412 

PRELIM T .06690 -.08438 .10471 -.04076 

PRELIM U -.30152 .38690 .27247 .25959 

PRELIM V -.36730 .29559 .34964 .12308 

PRELIM W .02399 .22115 .13186 .27571 



180 

POOLED WITHIN-GROUP CORRELATIONS BETWEEN DISCRIMINATING 
VARIABLES AND CANONICAL DISCRIMINANT FUNCTIONS. 

VARIABLE CONDUCT TEACH BOTH VS 
CONDUCT 

BOTH VS 
TEACH 

ORIENTATION A .01846 .46019 -.02417 .48744 

ORIENTATION B .19837 .16680 .06033 .16436 

ORIENTATION C .55900 .13184 .47971 .28683 

ORIENTATION D .03273 .07781 -.08883 .01912 

ORIENTATION E -.05512 .05042 -.02520 .05582 

ORIENTATION F .00628 .13654 -.00950 .14390 

ORIENTATION G .04924 .24638 -.00151 .25709 

ORIENTATION H .20736 .21483 .07977 .22785 

ORIENTATION I -.06783 -.03773 .03042 -.00140 

ORIENTATION J -.08020 -.05735 .03036 -.01924 

ORIENTATION K .00045 -.04213 .02202 -.03218 

ORIENTATION L -.06221 -.16157 .08584 -.10321 

ORIENTATION M .19258 -.03823 .12544 -.01962 

ORIENTATION N .20485 -.01126 .04007 -.04817 

ORIENTATION 0 .23935 -.11685 .23188 -.05377 
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POOLED WITHIN-GROUP CORRELATIONS BETWEEN DISCRIMINATING 
VARIABLES AND CANONICAL DISCRIMINANT FUNCTIONS. 

VARIABLE CONDUCT TEACH BOTH VS 
CONDUCT 

BOTH VS 
TEACH 

MACRO A .03632 .07847 .23495 .01885 

MACRO B -.00691 .06950 .46141 -.01652 

MACRO C -.17237 -.13023 -.11837 -.00344 

MACRO D -.09177 .27255 -.04350 .51902 

MACRO E .18825 .10997 .12932 -.04516 

MACRO F .19121 .33953 .44373 .21666 

MACRO G .04100 .16525 .43004 .09441 

MACRO H .16541 .32372 .33999 .24342 

MACRO I .04776 .23849 .64484 .14793 

MACRO J -.02465 .12655 .37033 .11343 
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POOLED WITHIN-GROUP CORRELATIONS BETWEEN DISCRIMINATING 
VARIABLES AND CANONICAL DISCRIMINANT FUNCTIONS. 

VARIABLE CONDUCT TEACH BOTH VS 
CONDUCT 

BOTH VS 
TEACH 

MICRO A .00537 -.09141 .15104 .13865 

MICRO B .00755 .04397 .17918 -.00881 

MICRO C -.07855 .02000 -.10585 -.07817 

MICRO D -.05480 .03408 -.01656 -.06551 

MICRO E -.04065 -.06112 -.01501 .04978 

MICRO F .10196 .11417 .00004 -.08899 

MICRO G -.00393 .05395 .03490 -.05552 

MICRO H -.00344 .01612 .03849 -.01133 

MICRO I .04071 .13637 .00716 -.13635 

MICRO J .02837 .08845 .09005 -.06880 

MICRO K .04906 .02934 .12386 .01357 

MICRO L -.01981 -.04707 .01502 .04761 

MICRO M .08169 .22882 .17319 -.19025 

MICRO N -.06379 -.02375 .03079 .00691 

MICRO 0 .05493 .02105 .06699 .01326 

MICRO P .04435 .00377 .05463 .02585 

MICRO Q .08115 -.03329 .12687 .10019 

MICRO R .09377 -.02910 .08852 .09228 

MICRO S .11801 .02762 -.03689 .00974 

MICRO T .10085 -.03272 .00659 .08044 

MICRO U .09101 -.00102 .04707 .04870 

MICRO V .22395 -.00736 .09032 .11996 

MICRO W .04948 -.01502 .03831 .04581 

MICRO X -.03077 -.15790 .05993 .17833 

MICRO Y .11500 .04869 .23283 .04212 

MICRO Z .07672 .11784 .20707 -.05767 
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VARIABLE CONDUCT TEACH BOTH VS 
CONDUCT 

BOTH VS 
TEACH 

MICRO AA .00330 -.01867 .03234 .02923 

MICRO BB .09645 .17723 .16780 -.12446 

MICRO CC .13359 .01346 .14151 .07081 

MICRO DD .12051 -.02205 .07760 .09218 

MICRO EE .01357 -.01650 -.03196 .01766 

MICRO FF .05458 -.03418 -.08109 .04559 

MICRO GG .13967 .01471 -.06870 .02844 

MICRO HH .06867 -.01515 -.06791 .03220 

MICRO II .15147 -.03919 -.03105 .10303 

MICRO JJ .16893 .01609 .00482 .05408 

MICRO KK .07088 -.09738 -.12450 .11739 

MICRO LL -.02417 -.09171 -.12961 .06778 

MICRO MM -.03379 -.06785 -.08257 .04478 

MICRO NN .02089 -.27831 -.04293 .31263 

MICRO 00 -.09871 -.07526 -.09096 .02463 

MICRO PP .09799 -.04551 .10015 .11345 

MICRO QQ .04308 -.11466 .04053 .15720 

MICRO RR .04829 -.08857 .04221 .12908 
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POOLED WITHIN-GROUP CORRELATIONS BETWEEN DISCRIMINATING 
VARIABLES AND CANONICAL DISCRIMINANT FUNCTIONS. 

VARIABLE CONDUCT TEACH BOTH VS 
CONDUCT 

BOTH VS 
TEACH 

INTERPRET A .27062 .43814 .19923 .33581 

INTERPRET B .04901 -.06921 -.00960 -.13136 

INTERPRET C .01432 .14284 .13002 .10981 

INTERPRET D .13410 .26755 .11385 .22785 

INTERPRET E -.01713 .11707 .13002 .10981 

INTERPRET F .23336 .52253 .32739 .40558 

INTERPRET G .23223 .37140 .34574 .15747 

INTERPRET H .53837 .33124 .16000 .02566 

INTERPRET I .26336 .32381 .08861 .24967 

INTERPRET J .37184 .38057 .30538 .10334 

POOLED WITHIN-GROUP CORRELATIONS BETWEEN DISCRIMINATING 
VARIABLES AND CANONICAL DISCRIMINANT FUNCTIONS. 

VARIABLE CONDUCT TEACH BOTH VS 
CONDUCT 

BOTH VS 
TEACH 

EVALUATION A .74753 -.10356 .50000 -.57380 

EVALUATION B -.09043 .62946 .22949 .62829 

EVALUATION C .68769 .71714 .64181 .26232 

EVALUATION D .29329 .42859 .69799 .13605 
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RETURN LITERATURE WITH FREQUENCIES 

FREQ. 

2 

4 
1 

1 
2 
1 
4 

41 
4 
3 
1 

1 
1 
1 

2 

1 

1 
1 

1 
1 
3 

1 
1 
1 

1 
1 
1 

AUTHOR 

Adler 
Adolphe 
Akey 
Allen 
Bach/Goldman 
Bach/Lake 
Bailey 
Bailey 

Bamberger 

Barnhouse 
Barra 
Battisti and Garofalo 

Beethoven 
Bellamah 

Berendt 
Bernstein 
Blum 

Brahms 

Brand 

Brichard 
Brock/McElheran 

Burkhart 

Butts 
Cameron 
Casey 

Colin 
Colwell/Goolsby 

Cook 
Copland 
Curtis/Kuhn 

Dahl 

TITLE 

The Study of Orchestration 
The Mind's Ear 
Shiloh Canyon Fantasy 
They Led My Lord Away 
Fantasia in G Major 
16 Bach Chorales 
Aural Skills for Conductors 
Teaching Brass, A Resource 

Manual 
The Conductor's Art 
Band World 
Pondurt 
The Dynamic Performance 
Guide to Score Study 
BD Guide 
Symphonies 
A Survey of Modern Brass 

Teaching Philosophies 
The World is Sound 
Score Reading 
Casals and The Art of 

Interpretation 
Variations on a Theme of 

Haydn 
Band Instrument Repairing 

Manual 
The Art of Trombone Playing 
Conducting Technique for 

Beginners 
Anthology for Musical 

Analysis 
The High School Band Clinic 
The Artist's Way 
Teaching Techniques and 

I n s i g h t s f o r 
Instrumental Music 
Educators 

CD/ROM Software 
Develop Sight Reading 
The T e a c h i n g of 

Instrumental Music 
Teaching Percussion 
Music and imagination 
Successful Instrumental 

Conducting 
Sinfonietta 
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FREQ. 

1 

1 
1 

1 
1 
1 
1 
6 
2 
1 
8 
2 

6 
6 
1 
1 
1 
1 
1 
3 
1 

31 
14 
2 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
5 
2 
1 

1 
30 
2 

1 
5 

AUTHOR 

Decker/Herford 

Dillon and Kriechbarn 
Downey/Meehan 

Dvorak 

Farkas 
Fennell 
Fennell 
Fiske 
Froseth/Grunow 
Fuchs 

Galkin 

Garofalo 
Garofalo 
Garofalo 
Garretson 
Geheklns 
Gillis, D. 
Grainger 
Grainger 
Greckesky 
Green 
Green/Malko 
Green/Galway 
Green 
Green 
Griffiths 
Hale 
Handel 
Hanson, H. 

Haydn 
Hindemith 
Hindsley 
Hoist 
Hoist 
Hovey 

Hovhaness 
Hunsberger/Ernst 
Hunsberger 

Hunt/Bachelder 

TITLE 

Choral Conducting, A 
Symposium 

Design and Teach Succe 
Ensemble Techniques for the 

Marching Band 
Best Music for Young Band 
ERRL - Columbia Pub. 
Fanfare 
The Art of Musicianship 
Basic Band Repertoire 
Time and Winds 
Score Reading 
MLR Score Reading Series 
The Psychology of 

Conducting 
A History of Orchestral 

Conducting 
Blueprint for Band 
Guides to Band Masterworks 
Score Reading - Inst. 8/89 
Conducting Choral Music 
Essentials in Conducting 
Tulsa 
Australian Up-Country Tune 
Lincolnshire Posy 
Everett 
The Modern Conductor 
The Conductor's Score 
Inner Game of Music 
The Dynamic Orchestra 
Orch Bowing and Modern Cond 
The Low Brass Guide 
Rhythm Slides 
Messiah 
Chorale and Alleluia 
Harvard Dictionary of Music 
The Heavens are Telling 
Sym in Bb 
Hindsley on Bands 
First Suite in Eb 
Second Suite in F 
Advanced Technique for 

Bands 
Sym no. 4 
Art of Conducting 
Score Study and Preparation 

Inst 8/80 
Guide to Teaching Brass 
Instrumentalist 
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FREQ. AUTHOR 

1 Instrumentalist 
3 Instrumentalist 

1 Jackson 
2 Jacob 
2 Jager 
3 

1 Jurrens 

1 Kennan 

1 Kinyon 
4 Kohut/Grant 
1 Kohut 
1 Krell 
1 Kuehn/Curtis 

12 Labuta 
7 Leinsdorf 
1 Linton 
2 Lisk 

1 LoPresti 
5 Long 
1 Malko 
1 Malko 
1 Marsh 

1 Matheopoulos 
12 McBeth 

1 McBeth 
1 McBeth 
1 McEleheran 
1 Melcher/Warch 
1 Mendelssohn 
1 Merris/Ferguson 

1 Meyer 

1 Middleton 
1 Moe 
1 Moore and Hager 
1 Moore 
1 Morris/Ferguson 

1 Moses 

TITLE 

Band Music Guide 
Brass, Woodwind, Conductor 

Anthologies 
Tangents 
How to Read a Score 
Third Suite 
Journal of Band Research 
Tuning the Band and Raising 

Pitch Consciousness 
The Technique of 

Orchestration (4th ed) 

Learning to Conduct and 
Rehearse 

Musical Performance 
Kuicaidiane 
Conducting 
Basic Conducting Technique 
The Composer's Advocate 
Conducting Fundamentals 
The Creative Director -

Alternative Rehearsal 
Techniques 

Elegy for a Young Am. 
The Conductor's Workshop 
Enrupted readings 
The Conductor and His Baton 
Toscanini and the Art of 

Conducting 
Maestro 
Effective Performance of 

Band Music 
The Score - Inst 5/90 
New Theories of Theory 
Conducting Technique 
Music for Score Reading 
He Watching Over Israel 
Preparatory Exercises in 

Score Reading 
Emotion and Meaning in 

Music 
The Symphonic Band Winds 
Problems in Conducting 
Sym and Sym Poem 
The Band Book 
Preparatory Exercises in 

Score Reading 
Face to Face with an 

Orchestra 
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FREQ. AUTHOR TITLE 

1 Mozart Mozart Symphonies 
1 Mozart Ov to Magic Flute 
1 Mozart Serenede #10 
1 Neylsons Study of the Full Score 
1 Norton New A g e C o l l e g e 

Encyclopedia of Music 
3 Norton Norton Scores 
1 Paulsm Epinicion 
1 Piston Orchestrat ion 
4 Pransnitz Score and Podium 
1 Ravel Daphnis and Chloe Suite 
1 Read Music Notation 
1 Reed Style and Orchestration 
1 Reed, Alfred ElCamino 
1 Reynolds Wind Ensemble Literature 
1 Riley Graduate Music Theory 

Review 
1 Robinson The Choral Experience 
1 Rorem Setting the Score 
1 Ross Techniques for Beginning 

Conductors 
12 Rudolf The Grammar of Conducting 
2 Scherben Conducting Handbook 
2 Schoenberg The Great Conductors 
2 Schumann Chester Ov. 
1 Schwantner and the mountains rising 

nowhere 
1 Shostakovich Festive Ov. 
1 Simms Music of the 20th Cent. 
1 Simon Sounds of John P. Sousa 
1 Sinetar Ordinary People as Monks 

and Mystics 
1 "Smith music of Claude T. Smith 
1 Smith Emperata Overture 
1 Smith March Music Notes 
3 Smith/Stoutmire Band Music Notes 
1 Sousa Pride of the Wolverines 
1 Springer Maintenance and Repair of 

Band Instruments 
1 Starr Music and the Mind 
1 Stauffer Intonation Deficiencies of 

Wind Instruments 
1 Stein Anthology of Musical Forms 
1 Stein The Art of Clarinet Playing 
1 Strauss Tone Poems 
1 Stravinsky Rite of Spring 
1 Taylor Intro to Score Playing 
3 Thurmmand Note Grouping 
1 Tock The Shaping Forces in Music 
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TITLE 

Errata Studies 
Expression is Music 
Wind Ensemble Repertoire 
Of Music and Music Making 
Anthology of 20th Century 

Music 
Guide to Teaching Woodwinds 
Symphonic Suite 
The Brass Instruments 
Mannin Veen 
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OPINIONNAIRE STATEMENTS AND MEANS 

PURPOSE 

The conducting student must learn score study, because score study: 

ROUND 
I II 

A. Opens opportunities for problem solving and discovery activity to 
approach questions of musical style. 6 6 

8. Encourages opportunity to recreate the composer's intent. 6 6 

C. Develops interpretive ideas. 6 6 

D. Develops an "inner hearing" concept of the music (to audiate the musicK 6 6 

6, Previews how the music should sound. 6 6 

F. Brings insight to issues of balance, blend, color, and texture. 6 6 

G. Identifies points of articulation. 6 6 

H. identifies points of attacks and releases. 6 6 

1. Identifies elements which hold the piece together. 6 6 

J, Identifies how the music moves. 6 6 

K. Identifies where the music is goinQ. 6 6 

L. Aids in the comprehension of stylistic differences. 5 5 

M, Reveals how the piece is unique. 5 5 

N. Distinguishes norms of the style period. $ 5 

0, Distinguishes departures from the style period norm. 5 5 

P. Establishes a rehearsal and performance plan. 6 a 

Q, Helps in pacing (for each rehearsal and towards performance). 6 6 

R. Helps identify technical and musical problems for the conductor and performers. 6 6 



PRELIMINARY 
ROUND 

I 
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To establish ancillary factors which may have an impact on the composition, students should: 

A. Examine the title page. 6 6 

8. Know the composer's name. 6 6 

C. Research biographical information on the composer. 6 6 

D. Establish where the composition falls chronologically in the composer's work. 5 5 

E. Find out where the piece was composed, 4 4 

F. Find out why the piece was composed. 5 S 

G. Find out for whom the piece was composed. 4 4 

H. Place the composition m its cultural and historical perspective. 6 6 

1. Establish date of the first performance. 4 4 

J. Find out how the first performance was received {reviews}. 3 3 

K, Find out if the piece was ever revised. 5 5 

L, If the piece was revised, find out which edition is most reliable. 6 6 

M. If the piece is a transcription, find out how it compares to the original. 6 6 

N. Find out how the composition compares to similar works by the same composer. 5 5 

0 . Find out how the composition compares to similar works by contemporaries 
of the composer. 

4 4 

P, Discern if there is a text or lyrics for the melodies used in the composition. 5 5 

Q. Find out if there is a derivative text. 5 5 

R. Gain knowledge about the composer's life. 5 5 

S. Research the style perrod from which the composition comes. 6 6 
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PRELIMINARY 
ROUND 

I (I 

To establish ancillary factors which may have an impact on the composition, students should: 

T. Know the opus number, if one is listed. 4 4 

U. Fmd out if the composition is programatic. 5 5 

V. Find out if the title is descriptive of the composition. 5 5 

W. Establish when the composition was written. 5 5 

X. Obtain an analysis of the composition to be studied. 5 

Y. Obtam information about the piece written by a conductor or the composer. 5 

2. Fmd out the composer's experience in the media (other works for winds). 5 

AA. Find out the composer's piaying experience (instrumental specialty). 3 
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ORIENTATION 

To acquire an overview of the entire work the conducting student should read ail 
information printed on the cover and introductory pages to the score to: 

A. Decide if the score is in C or a transposed score. 

ROUND 
II I 

6 6 

B, Establish the instrumentation and medium. 6 6 

C. See if the composition is written m standard notation or other forms of notation. 6 6 

D. Establish the key. 6 6 

E. Determine which clefs are used. 6 6 

F, Determine transpositions. 6 6 

G. Translate terms. 6 6 

H. Translate names of instruments. 6 6 

1. locate tempo changes. 6 6 

J. Locate meter changes. 6 6 

K. Locate key signature changes. 6 6 

L. Identify and clarify unfamiliar musical terms. 6 6 

M. Identify and clarify unfamiliar notation. 6 6 

N. Identify the large form or movements of the composition. 6 6 

0 . Determine an appropriate slow reading pulse for closer study. 5 5 

P. Graph the high and low points and climaxes of the piece. 5 

Q. Create a list of sensory oriented adjectives for the general mood or feeling 
the piece is trying to convey. 5 

R. Determine the difficulty level of the composition. 5 

S. Identify areas of potential ensemble difficulty (attacks, releases, pitch, etc.). 6 

T. Determine instrument or part assignments and cues for missing instruments. 
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MACRO ROUND 
il 

To achieve an overall sound image, or MACRO analysis, of the music in the mind 
the student should: 

A. Use a comfortable slow reading pulse. 5 5 

B. Read through the score. 6 6 

C. Sing through the score vertically. 5 5 

D. Smg through the score horizontally, 6 6 

E. Identify large sections within the composition. 6 6 

F. Identify the compositional use of repetition. 6 6 

G. Identify the compositional use of contrast. 6 6 

H. Identify the compositional use of texture. 6 6 

1. Identify the compositional use of dynamics. 6 6 

J. Identify the compositional use of rhythm. 6 6 

K. Identify the form of the composition, or movements within the composition. 6 

L Identify climax points within the composition. 6 

M. Determine compostte rhythms (how the different parts fit together rhythmically 1. 6 
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MICRO 
ROUND 

I II 
To acquire a detailed knowledge of all components of the composition, or MICRO analysis, 

the student should: 

A. Analyze the range of each melody. 5 5 

B. Analyze the pitch relationships of each melody. 5 5 

C. Complete a harmonic analysis. 5 5 

D. Complete a chorda! analysis. 5 5 

E. Complete an analysis of the counterpoint. 5 5 

F. Decide if the composition is tertian, quartel, polytonal, or a combination. 6 6 

G. Complete a form analysis of the composition. 6 6 

H. Complete an analysis of all motives. 5 5 

1. Complete an analysis of all phrases, 5 5 

J. Identify melodic climax points. 6 6 

K. Identify harmonic climax points. 6 6 

L. Identify rhythmic climax points. 6 6 

M, Identify large formal structures {binary, three part, sonata, etc.) 6 6 

N, Complete a rhythmic analysis of the composition. 5 5 

0, Identify the tempo and changes of tempo. 6 6 

P. Identify the meter and changes of meter. 6 6 

Q. Decide the duration of each note. 5 5 

R, Decide how rhythmically complex the composition is. 5 5 

S. Complete an orchestration and texture analysis. 5 5 



MICRO ROUND 
I II 

To acquire a detailed knowledge of ail components of the composition, or MICRO analysis, 
the student should: 
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T. Identify areas in the composition which use dense and sparse orchestration. 5 5 

U. Identify the tessitura used for all instruments. 5 5 

V. Identify the use of choirs (brass, woodwind, percussion, etc.) 6 a 

W. Identify the use of any non traditional instruments. 6 a 

X. Complete a dynamics analysis. 5 5 

Y. Identify contrasts in dynamics. 6 a 

Z. Identify dynamic climaxes. 6 a 

AA. Decide how articulations should be played to be stylistically correct. 6 a 

8B, Define expressive terms used in the composition. 6 a 

CC. Identify the use of special effects {mutes, false tones, multiphonics, etc.) 6 a 

DD. Identify technical problems for the conductor. a a 

EE. identify technical problems for the players. 6 a 

FF. Mark the score. a a 

GG. Mark important cues. a a 

HH. Mark difficult rhythmic frames. 5 5 

II. Mark fermatas, 5 5 

JJ. Mark dynamic changes. 5 5 

KK. Label the form in the score. 4 4 

LL. Label problems of technique, balance, and intonation. 5 6 
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MICRO ROUND 
I I! 

To acqu're a detailed knowledge of ail components of the composition, or MICRO analysis, 
the student should: 

MM. Use the piano to help create a sounding representation of the composition. 5 5 

NN, Use recordings to help create a sounding representation of the composition. 5 5 

00. Complete a composite analysis of the composition. 5 6 

PP. Complete an analysis chart of the composition. 4 4 

QQ. Complete an analysis in prose of the composition. 4 4 

RR. Complete an analysis checklist of the composition. 4 4 

SS, Complete a time line of the most important elements of the composition 
(textures, form, dynamics, tonality, meter, etc.). 4 
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INTERPRETATION 
ROUND 

I II 

A, The student must achieve a personal interpretive image of the music 
to be conducted, 6 6 

Students must resolve questions beanng on the interpretation of musical elements such as: 

B. Tempi, 7 7 

C. Melodic phrasing. 7 7 

D. Harmonic phrasing, 6 6 

6. Rhythmic phrasing, 6 6 

F. Balance. 7 7 

G. Dynamics, 6 6 

H, Timbres. 6 a 

1. Textures. 6 6 

J. Ornamentation, 6 6 

K, Feeling or emotion the piece is trying to convey, 6 

L. The student should develop a feeling or emotion about the piece. 6 
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EVALUATION ROUND 
I I! 

The evaluation of the student's score study ability should be made by; 

A, Evaluating the written composite analysis of an assigned composition. 5 5 

B. Observing the student conducting a rehearsal on the studied composition. 6 6 

C. Asking students to respond to questions about their studied compositions. 6 6 

D. Requiring students to conduct a rehearsal of the studied composition from 
memory. 

4 3 

E. Asking students to critique other performances • live or recorded. 5 

F. Asking students to compare and contrast two recordings of the same piece. 5 
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