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High school band members (N=13) and their teacher were observed during six 

rehearsals of two contrasting band compositions over a six-week period. The 

contrasting compositions were selected by means of a detailed process between me 

(the researcher) and the teacher (the conductor).  One 60-second excerpt of each 

composition was selected, during the performance of which, the students were 

observed. Three video tapings of each composition was done in order to capture 

occasions when the students would look up from their music. Using a technique 

adapted from Ekman (1997), the band members and teacher were then interviewed in 

order to reveal the reasons they recalled for looking up from their music. The results 

showed that the band members looked up in places where the teacher expected eye 

contact, that the frequency of eye contact changed little from one rehearsal to the next, 

and that the frequency of eye contact changed little between the two contrasting 

compositions. In all cases, the band members were able to recall the reasons for 

looking up from their music, a fact which led to a detailed analysis about the students’ 

own thoughts while they were engaged in playing as an ensemble. The results are 

discussed in terms of strategies for teaching practice and implications for future 

research. 
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CHAPTER I 

RATIONALE, PURPOSE OF STUDY, AND RESEARCH QUESTIONS 

Rationale  

Conducting an ensemble is a physical endeavor. Using gestures from small nods 

of the head or a glance of the eyes to large sweeps of the arms, a conductor can 

communicate nearly every nuance of a musical performance. However, it is not just in 

the performance in which this communication takes place. Such gestures occur in the 

day-to-day rehearsals as well. 

The act of conducting, whether in performance or rehearsal, should be an 

efficient means of communication and teaching. Common conducting gestures such as 

beat patterns, cut-off motions, and expression movements of the hands not only 

communicate to the students how the music is to be played, but also instruct them as to 

the proper places where those things should be done. A nodding of the head to cue an 

entire section or a raising of the hand to make the ensemble “crescendo”, expresses in 

simple gestures what, if spoken, would take several sentences. Visual affirmation, such 

as a glance in the student’s direction, is understandable above the sounds of the 

rehearsal classroom where spoken words could not be heard. Conductors must use 

their bodies to say what otherwise would be impractical, if not impossible, under any 

playing condition.  

In both the music classroom and in performance venues, players and conductors 

communicate to one another during the music-making process through gestures. 

Sometimes it is the raising of an eyebrow or a slight swaying of the upper torso. It can 
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be a purposeful look from the performer as if to ask, “What would you like me to do?” or 

it can be a look by the conductor, saying, “That was just right.” The performers may also 

look at one another as if to communicate a shared musical experience or perhaps to 

ask, “Are you as bored with this piece as I am?” A smile or body movement can also be 

triggered, consciously or unconsciously, by a particular passage in the music. In fact, 

those who have conducted a musical ensemble and those who have played in such an 

ensemble can recall many such moments where something occurred because of the 

music and heightened their awareness of the music. These shared experiences become 

unique to the moment and unique to the persons involved.  

Simpson (1986) clarified this communicative process in general by stating: 

The parties to the communication at the time of the communication create 
the relationship, which gives meaning to a communication. In other words, 
the meaning actually transmitted cannot be entirely predetermined. 
Rather, it is created out of the dynamics of the relationship at the time of 
the communications. (p.41) 
 

In the music classroom, the parties are the conductor, the players, and the music being 

played. Because the ever-changing dynamics of this triadic relationship make each 

performance unique to the moment, the meaning can change. These ever-changing 

dynamics also bring different meanings to similar gestures. A gesture may carry with it 

an instructional message at one moment while, yet at another, that same gesture may 

indicate social intent. Pointing a finger as if to dot a small case “i” can cue a soloist or 

put a fine pianissimo point on a final tutti note; that same gesture could also be 

perceived as an accusatory signal.  

Thus, a gesture can have many different meanings unless it is placed within a 

specific meaning system, in this case the music-making process. As Fezereisen and 
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Lannoy (1991) claimed, “the meaning of a nonverbal signal may vary according to the 

other verbal and nonverbal signals that are simultaneously present or according to the 

context of the occurrence” (p.58).  

If a student were to raise his hand in a classroom, he would signify having a 

question or comment and wanting to be called upon by the teacher. However, that same 

gesture given by a conductor could be a signal for attention from the performer or it 

could signal a decrescendo. Coupled with a facial or other bodily gesture, it says what it 

could mean. Again, what occurs within the music at that specific moment determines 

the meaning of the gesture and, subsequently, the response to the gesture. 

Mukarovsky (1977), speaking specifically of the visual arts, said: 

The material is not merely a passive basis of artistic activity, but is an 
almost active factor that directs the activity and constantly intervenes – 
whether positively or negatively – in it. (p.235) 

 
 Mukarovsky goes on to say that music, along with dance, is not only a ‘thing’, 

‘aesthetic object’, and a ‘context’, but it is also a medium out of which communication 

occurs. Thus, in the music classroom, all interactions are defined by the ongoing 

relationships between the teacher as conductor and educator, the students as learners, 

and the music that is being rehearsed. 

 Different styles of music can change the meaning of gestures as well. 

Experienced band directors tend to be more formal in both gestures and behavior when 

conducting wind literature. However, when leading a jazz band, they tend to be more 

relaxed and informal. Conversations with colleagues tell me that I am not alone in 

having made these observations. 
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 While gestures can aid in musical instruction, Berz (1983) suggested that the 

face holds perhaps the greatest potential as a communication outlet (p.22). Before Berz, 

Daellenbach (1970) had referred to the face as a basic channel of communication 

(p.103). However, the muscles of the face that produce facial gestures are also directly 

involved in the playing of wind instruments. Only the eyes remain free from the physical 

act of music making, but only during those times when they are not engaged in reading 

the notes on the page. 

Eye contact between individuals signals that an interaction between them has 

occurred. The meaning of that interaction, however, lies within the context of the music 

and the purpose behind a person’s need to make eye contact. That meaning could be 

instructional, such as the conductor cueing an entrance or a dynamic change. Likewise, 

a student may be seeking help or feedback on a section of music. These are moments 

associated with the learning of a piece of music and are part of any musical instruction. 

Thus, eye contact is integral to the music learning and music making process. 

Performers look to the conductor for musical cues such as entrances or cut-offs 

or for dynamic changes or tempo changes. The conductor, in turn, looks to the 

ensemble or individuals within the ensemble to prepare them for one of these musical 

events. But what has occurred before this familiarity with the music has been 

established? Did the conductor have to teach the ensemble the importance of looking 

up? Was eye contact as frequent? Did eye contact occur consistently in specific places? 

These are the questions that guided this study. 

 My own informal observations have shown that during the initial readings of a 

piece of music, visual attention is generally fixed upon the printed page by both students 
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and teacher even though there are recurring places where I can expect to make eye 

contact such as tempo changes, dynamic changes, and phrase endings. It is in these 

places where I instruct players to watch me – to look up out of their music. Only after 

some familiarity with the music do we begin to make eye contact and we begin to look 

at one another more often, whether for cues or from some other response to the music. 

No longer does eye contact occur just to look for cues or cut-offs. It also occurs in 

places where eye contact may not be necessary. 

Eye contact can mean different things at different times. It can be the “teacher 

look” that controls an unruly classroom or  affirms a person’s presence and is 

unassociated with the music making process. Eye contact can be a passing glance or 

an extended gaze that embraces an entire class or a single individual. It can also cue a 

soloist or a section to reflect an instructional objective. Students may make eye contact 

in order to seek musical direction or to share some unspoken thought. However, 

whether eye contact is controlling or affirming, whether it is a glance or a gaze, or 

whether it is to cue a soloist or section, eye contact remains a signal of social intent and 

plays an important and continuous role in the music rehearsal setting. This point has not 

been sufficiently explored in music rehearsal research. 

Understanding the varied and different functions of eye contact in the music 

performance rehearsal may lead to more effective instructional practices and give a 

better insight into the music making and music learning process. However, since eye 

contact in the music classroom can have many different functions, it is necessary to limit 

observation to specific moments. It is also necessary to identify those moments within 

the context of the music being rehearsed and at different learning levels. Therefore, the 
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purpose of this study was to investigate the frequency of eye contact exhibited by 

selected students and a teacher in the music classroom as they rehearse music of 

different styles that contain a variety of musical events and examine those frequencies 

at three performance levels: first rehearsal, mid-point, and final rehearsal before a 

performance. Eye contact was defined as any situation during the performance of a 

composition when a student was observed looking up from the printed music. 

Background of the Study 

 Both verbal and nonverbal interactions in rehearsals have been established as a 

significant part of the classroom environment. The essential characteristics of 

interaction are the reciprocity of actions and responses that can be verbal and 

nonverbal, conscious and nonconscious, enduring and casual. The observation of 

classroom behaviors has been a long-standing research practice out of which has come 

many different systems by which to observe and record those behaviors. Systems 

studying nonverbal communication in music have been reported in the literature since 

the 1930’s (Dorman, 1978, p.35), the majority of which have been usable within many 

different subject areas. As these systems evolved, they became tailored to fit the needs 

of the specific research area. Some described current classroom practice while others 

were used in the training of teachers. Still others monitored instruction and systems to 

find a correlation between student growth and instructional practice. 

Interaction Research in the Music Classroom Setting 

 The types of research named by Dorman generally relied on the development of 

observation forms that contained predefined categories of behavior that the researcher 

was interested. As long ago as 1978, Dorman counted nearly one hundred systems for 
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observations. The most common early observational system was that conceived by 

Flanders (1970). Many adaptations of this system came about because of the nonverbal 

component of music making. Nolin (1971) had this to say about the Flanders system in 

its application to music: 

It was assumed prior to the conduct of this study that the performance 
classroom (band, chorus, orchestra) would not be appropriate for analysis 
through the use of a behavioral scale designed primarily to measure 
verbal behaviors because of the autocratic dominance of the performance 
classroom teacher and excessive nonverbal behaviors. (p.325)  

 
Other adaptations include the Erbes’ Rehearsal Interaction Observation System or 

RIOS (1972), a system by Reynolds (1974), and a system devised by Hicks (1976). 

These researchers dealt primarily with the observation of interaction behaviors of 

teachers. While Flanders’ categories  considered student behaviors, none of these 

studies investigated the interaction behaviors among students themselves. 

Verbal and Nonverbal Behavior 

 Interaction implies behaviors between two or more persons. Not only do the 

teachers exhibit verbal and nonverbal behaviors, but the students do as well. In fact, 

they continually communicate among and between themselves. Studies prior to 1970 

focused primarily on teacher verbal and nonverbal behaviors as they interacted with 

their students. This means that all observed students’ behaviors were placed in direct 

relationship to the teacher’s actions, thus implying causality between the two. Very few 

studies have examined student-to-student interactions in music instructional settings. 

This dimension, I suggest, is of particular importance in understanding the music 

making process and its function in all of music teaching.  
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Conductor and Student Behaviors 

Daellenbach (1970) devised a tool to measure the verbal and nonverbal 

behaviors of both students and teachers. Daellenbach stated, “research limited to the 

study of verbal behavior may not present a comprehensive view of the learner” (p.80). 

He noted that much of the activity that occurred in the music classroom was visual in 

nature. Using the then-new videotape technology, Daellenbach devised a measurement 

tool that focused upon student nonverbal behaviors. His study is significant in that he 

was among the first to recognize the importance of observing students’ verbal and 

nonverbal interactions 

 Seventeen students, ages three to eighteen, were randomly selected and studied 

in a variety of instructional environments. These environments consisted of private 

lessons, small groups of two to three students, larger groups of over three students, and 

large groups consisting of an entire band. Daellenbach then categorized the behaviors 

into three areas: Verbal (elicited and emitted), Motor (performance and non-

performance, as well as performance only), and Attending (nonverbal behaviors). Of the 

three, Attending Behaviors was the area where many of the overt manifestations were 

found: “Subjects exhibited a great deal of visual activity while in their learning 

environment” (p.87). 

 In a pilot study, Daellenbach (1970) had noted that more than fifty percent of 

instructional time was taken up with nonverbal behaviors and also reported that little 

class time was spent on verbalizing. However, he did find a positive correlation between 

age level of the students and verbal comments directed toward the instructor with older 

students exhibiting higher frequencies of verbal behaviors. He concluded his study by 
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saying, “It is important to continue one step further to consider instructor activity in 

relation to the response elicited from the learner, and the reverse of this” (p.95). 

 Roshong (1978) set out to inventory nonverbal communication of conductors and 

to see if relationships existed between observed nonverbal behavior and the nature of 

the task being performed at the time the behavior occurred. He outlined five 

assumptions regarding nonverbal communication: 

1) Nonverbal is a relationship language that provides silent cues signaling 
change or continuity for an interpersonal relationship. These silent cues can 
be the primary means of expressing attitudes of concern, aloofness, or 
indifference. 

2) Nonverbal communication is the prime vehicle for the expressions of emotion. 
3) Nonverbal behavior can intensify, negate or modify the verbal content of a 

statement. Where incongruency between the verbal and nonverbal exists, the 
recipient tends to believe the nonverbal. 

4) Because one tends to disregard his own nonverbal behavior, it is difficult to 
control. He cannot take the continuous self-corrective measures. 

5) As in verbal communication, there are learned patterns of nonverbal behavior 
that reflect the social self-awareness of the individual. (p.10-12) 

 
From these silent cues, expression of emotion and social climate that Roshong refers 

to, it becomes apparent that nonverbal behaviors can have a powerful influence upon 

interaction, especially in the social-affective climate of the music classroom. He 

succeeded in developing an instrument to inventory nonverbal communication, and his 

findings showed that climate and context are a part of the observation process. 

However, climate and context were not included in his observational instrument. 

 Berz (1983) addressed the issue of conductor nonverbal communication by 

stating: 

There are few objective studies that have evaluated the conductor’s 
effectiveness as a communicator, particularly on the nonverbal level. Little 
research has been performed relating to how a conductor communicates 
nonverbally. (p.1) 
… 
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In common applications outside music, most nonverbal communication 
techniques are sometimes not as deliberate as are the techniques utilized 
by the conductor, where nonverbal techniques may be deliberately 
planned and employed (p.7). There is a uniqueness of music when 
compared to other academic areas, particularly in nonverbal 
communication research. Music’s uniqueness is quite evident because of 
the deliberate intent of the conductor to portray both verbal and musical 
concepts through nonverbal communication. (p.9) 

 
 Berz’ concept of nonverbal communication in the music classroom was indicated 

by the use of a code that showed a shared meaning between the sender and the 

receiver. This code occurred in the form of conducting beat patterns, gestures indicating 

dynamic changes, and cueing gestures. He also noted that individualistic gestures were 

learned by the parties over time.  

Berz videotaped 15 conductors as they directed various kinds of performing 

ensembles. Each tape was then viewed repeatedly to establish seven common 

conductor behaviors. These behaviors included (1) gaze, (2) facial expression, (3) 

posture/body movement, (4) proxemic, (5) right hand, (6) left hand, and (7) vocalic. He 

then developed his Music Conductor Observation Instrument (MCOI) as a reliable 

means of coding and classifying conductor behaviors. Berz categorized conductor 

behaviors as: 

1. viewed as being sent intentionally by the conductor or viewed with potential 
for perceived intent by the receiver, and/or 

2. viewed as having a shared meaning between the conductor and performer or 
having the potential for shared meaning. (p.98) 

 
In his review of literature, Berz found a large body of research to relate solely to 

facial expression and concluded, “the face holds tremendous potential as a 

communication outlet” (p.22). Citing Harper, Wiens, and Matarazzo (1978), Berz added, 

“in many respects the face may be the single most important body area and ‘channel’ of 
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nonverbal communication” (p.22). This is in keeping with Daellenbach’s (1970) 

statements that “the face is an important and basic channel of social communication” 

(p.103) and “it is possible to devote an entire study to the learner's face alone” (p.51). 

This statement connects studies in the music classroom to those studies done in the 

psychological fields. Berz also stated that the face holds tremendous potential as a 

communication outlet. Among some of his recommendations were: 

1. to investigate and evaluate the use and meaning of specific conducting 
gestures in an effort to determine which gestures hold degrees of shared 
meaning between sender and receiver, 

2. to investigate both conductor and student by using multiple cameras and split-
screen replay, 

3. to account for the musical response to the conductor’s nonverbal activities 
leading to a greater understanding of conductor communication. (pp.148-149) 

 

Experimental Research on Facial Expression 

 Research on facial expression can be traced back to 1867 when G.B. Duchenne 

explored the reaction of the face to electrical stimulation. At the forefront of 

contemporary research in facial expression and human emotion is Paul Ekman. 

According to Harper (1978, p.79), “No one has elevated research in this area to its 

present state of scientific respectability as Ekman”.  

 In his 1997 study, Ekman examined facial expression and emotional response by 

having subjects view an emotionally evocative group of short films. These films were 

then replayed and the subjects were asked to remember what they felt during the initial 

viewing. He found that there is coherence between facial expression and self-report of 

emotion at specific moments which indicated that people can remember having felt a 

certain way at a specific time. He also cautioned that facial expression must be judged 

relative to the context of the judgment. 
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Context 

Taylor (1995) investigated the student interpretations of teacher verbal praise 

and examined the effect familiarity with a teacher had on student interpretations of that 

verbal praise. Her assumptions were: 

1. Familiarity with context affects the understanding that students have of their 
teacher’s verbal praise, and 

2. Student self-awareness of ability in choir influences interpretations of teacher 
praise as deserved or instructional. (p.52) 

 
Taylor identified four uses of verbal praise: (1) for a good performance, (2) to 

provide encouragement to the students, (3) to show that the teacher liked what the 

students did in order to show what is considered a good performance, and (4) to get the 

students to cooperate or participate more in class. Video clips were then prepared 

which showed four teachers who demonstrated each of these four uses. Students (N = 

80) were shown the videotapes and then asked to mark on a form which of the four 

uses they thought the teacher intended. She found that students unfamiliar with the 

teacher differed from the teachers’ own students in their interpretations of praise 

although students were sensitive to the use of praise as a means to send a message to 

other students.  

Taylor’s findings suggest that observation instruments which rely on a single 

category for praise might be missing information. It would also appear that student’s 

familiarity with classroom context is a major contributing factor to their understanding of 

teacher behaviors.  

Eye Contact 

Researchers have examined the issue of student response to conductors’ 

nonverbal behavior. Yarbrough (1975, 1981) looked at nonverbal communication in the 
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music classroom. Using the term magnitude to describe varying strengths of personality 

traits, she looked at several conductors whom colleagues deemed either outgoing or 

introspective. While she found that magnitude had no effect on performance itself, eye 

contact dominated the high magnitude rehearsal. Yarbrough also noted eye contact, 

along with facial expression, to be the most promising observable variable. Fredrickson 

(1994), Skadsem (1997) and Cofer (1998) followed her studies by observing the music 

classroom for nonverbal behaviors focusing mainly on eye contact. However, none dealt 

with eye contact as an instructional tool germane to music. 

Yarbrough and Price (1981) investigated student attentiveness in the music 

classroom. This was a follow-up study of a 1975 investigation by Yarbrough in which 

she found that 

Data from a study on magnitude of conductor behavior indicated that, 
when a conductor’s behavior is dynamic and dramatic, it might affect 
student performance, attentiveness and attitude. (p.20) 

 
Yarbrough did not go so far as to equate eye contact with student attentiveness, 

however. That came in a later study by Price (1983) who dealt with conductor approval 

and disapproval in the classroom setting. While Price focused mainly upon verbal 

approvals and disapprovals, he included facial expressions, as did Daellenbach. Facial 

approval was expressed by nodding the head, grinning, laughing, smiling, raising the 

eyebrows, and widening the eyes. Disapproval was expressed by shaking the head, 

frowning, knitting the eyebrows, pursing the lips, and narrowing the eyes.  

Price found that feedback to the students increased attentiveness, attitude, and 

performance. Eye contact was included in that feedback. Daellenbach, on the other 
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hand, did not address the issue of student approval or disapproval, choosing only to 

develop an observational instrument. 

Using two video cameras (one focusing on the conductor and the other focusing 

on no more than six students at a time), trained observers recorded instances of eye 

contact along with other nonverbal behaviors. The conductor eye contact was separated 

into individual eye contact and group eye contact.  

Price found significance in the effects of compositions, conductors, and 

interactions (alpha = .05) and stated 

The music used and the conductor had an effect on the manner in which 
the students responded to all the survey items. In addition, a significant 
treatment effect was found for the students’ ratings of rehearsal 
enjoyment, affective state (“turned on”), and the conductor as a good 
teacher; however, no treatment was indicated in rating the liking of the 
music or conductor. (p.252) 

 
Price did not differentiate between those behaviors that were instructional and those 

that were affective. A frown, for example, could indicate disapproval or a profound 

emotional response to a particular passage in the music. The affective climate in which 

the behaviors were exhibited was not included in the interpretation of the behaviors. 

Mayne (1992) looked to instrumental performers’ ability to interpret common 

conducting gestures with and without supporting facial expressions. Two videotapes of 

a conductor demonstrating 53 common conducting gestures were made. One videotape 

demonstrated the gesture while the other incorporated facial expression with the 

gesture. Junior high, high school, and college instrumentalists were randomly selected 

to view one tape or the other. The results were that the use of facial expression did not 

significantly affect or increase the performers’ ability to interpret the 53 gestures. 

Mayne’s study did show, however, significant differences between age levels and the 
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students’ ability to identify the gestures. This finding led Mayne to suggest that training 

and experience in conducting gestures is a variable in interactional research. 

Skadsem (1997) dealt with the students’ dynamic response to conductor gesture 

and verbalization. Using previously learned songs, 144 singers composed of 

conductors, college singers, and high school singers were asked to sing and respond to 

a conductor’s gestures as shown on a television monitor. She found a steady increase 

in eye contact as the excerpts progressed and stated, “This might suggest that the level 

of eye contact may be a function of experience or confidence” (p.518). Findings in her 

study showed a significant positive correlation between the scores on the gestural 

excerpts and eye contact. “This means that those singers who engaged in more eye 

contact with the conductor responded better to gestural changes” (p.518). 

Yarbrough (1999) looked at student achievement as a variable in her study of 

teacher/conductor effectiveness. She questioned whether it was possible for a teacher 

to get a good teacher evaluation if student achievement was poor. Using university 

music majors comprised of both instrumental and vocal majors (N = 176) from four state 

universities, she randomly assigned them to two experimental group. Each group 

evaluated one of two choral excerpts that had been previously videotaped. One 

recording was focused on the conductor while the other was focused on the ensemble. 

She found that the subjects’ ratings were higher for the tape that was focused on the 

teacher than the tape focused on the students. In her discussion, Yarbrough stated that 

“it seems clear that evaluations are indeed different when the focus of observation 

changes” (p.314). She went on to say that young conductors are taught to concentrate 

on the musical score and not on the ensemble or individual members. Many of the 



16 
 

subjects in her study remarked about the lack of eye contact when the teacher 

interacted with the ensemble. 

Following along the line of the 1999 Yarbrough study, Harden (2000) sought to 

determine the effect that conductor eye contact would have on conductor effectiveness 

ratings. Using groups of 20 high school students (N = 339) from five Kansas City 

metropolitan area schools, Harden had them view one of four videotapes of a conductor 

exhibiting one of four previously determined levels of eye contact. The students were 

then asked to rate the conductor’s effectiveness. His findings were that the highest 

ratings were for the constant and moderate overall eye contact. Harden concluded that 

this suggests that students do not need constant eye contact, but only at significant 

moments. He did not define what a significant moment was.  

Williams (2004) examined the effect of nonverbal rehearsal techniques versus 

verbal instruction by looking at the frequency of eye contact of students to the 

conductor. She videotaped 11 clarinet players as they rehearsed a piece of music. The 

rehearsal was divided into three sections with the first section being an explanation of 

the nonverbal gestures the conductor would use. The second section of the rehearsal 

was a conventional rehearsal, while in the third section, the conductor switched to 

nonverbal instruction. The results were that there was a higher frequency of eye contact 

for the nonverbal section of the rehearsal. For further research, she recommended 

using a piece that was further along in the rehearsal process and focusing on the 

musical aspects of music such as phrasing, dynamics, tempo, or rubato. 
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Summary 

The music making process is unique in the study of nonverbal interaction. It 

contains both planned and mutually agreed upon instructional gestures (beat patterns, 

eye cues) as well as those gestures that are not associated with the actual music 

learning process but rather arise as a result of and in response to the music.  

Eye contact is a part of nonverbal interaction. Whether it is a passing glance or a 

deliberate gaze, whether it encompasses a group of individuals or a single person, 

whether it is planned or occurs by chance, it is an interactional gesture. Likewise, it 

could be a signal of social motivation, a response to either the music or to the musicians 

around, or a reaction to the surrounding environment.  

Studying eye contact within the context of the music rehearsal could shed light 

on those places in the music where eye contact is most likely to occur; whether or not it 

could be an indication of mastery of the music through the rehearsal process; and if eye 

contact comes out of a directional or instructional need or some other need such as a 

communicative need. It could offer some insights into the meaning contained in those 

other needs or if the frequencies and meanings are affected by different styles of music.  

It is important to understand that the music rehearsal is a community unto itself in 

that the participants have established unique relationships among themselves. Only 

those participants can understand the meaning of eye contact. Therefore, it is essential 

that what they interpret eye contact to mean is included as a variable in any type of 

interactive research. 

The reasons for which eye contact occurs can be numerous. Discovering when 

and why it occurs might lead to a better understanding of the interaction which occurs in 
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the music classroom between the teacher, students, and the music. Having this 

understanding may enable the teacher to structure classroom instruction more 

efficiently and with a greater awareness of what is going on among the students. For the 

purposes of this study, eye contact was used as a general term to describe any time a 

participant is looking up from the printed music. This includes looking at the teacher, 

looking at another student, or looking around the room. 

Purpose of the Study and Research Questions 

The purpose of this study was to describe the frequency of eye contact between 

selected students and their teacher as they rehearsed two stylistically different band 

compositions in each of three rehearsal settings. Eye contact was defined as any 

situation during the performance of a composition when a student was observed looking 

up from the printed music. The questions and their sub-questions were: 

1. In three rehearsal sessions of a slow/expressive piece and a fast/technical 

piece, did eye contact occur in the same measures during the first rehearsal, 

the mid-point rehearsal, and the final rehearsal before a concert? 

a: which measures exhibited the largest number of eye contacts? 

b: was there a change in frequency of eye contacts from one rehearsal to 

the next? 

c: was the change of frequency of eye contact the same for each style of 

music? 

2. What did the teacher and students recall and describe about the reasons for 

specific eye contacts during the observed rehearsal periods, for each style of 

music, and at each rehearsal level?  
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a: did those reasons pertain to specific musical events in measures 

identified by the teacher and where he expected eye contact to occur? 

b: what were other musical or non-musical reasons identified by the 

students, not the teacher? 



20 
 

CHAPTER II 

REVIEW OF RELATED LITERATURE 

In reviewing related literature, I came across several meanings of the term 

interaction. There is interaction research in the music classroom which defines those 

observed behaviors related to teaching and the training and evaluation of teachers and 

teaching practices. There is also research on constructs derived from social and 

symbolic interaction theory.  

Classroom climate research and social science research in the music classroom 

seek to describe those behaviors associated with the acts of teaching and learning by 

examining behaviors of teachers and students in order to improve classroom instruction. 

Research on constructs of interaction theory looks at behaviors in order to describe the 

act of music making and its relation to society as a whole. Both areas of research fall 

under the broad heading of Social Interaction but I am concerned mostly with studying 

variables that are observable within the context of a specific music classroom. In 

particular, I am focused on the study of behaviors in the instructional process that 

characterize certain types and patterns of communication between the teacher and the 

students and the description and analysis of all communications as a result of the 

ongoing triadic relationship that inevitably exist when the teacher communicates with 

the students through the music they perform.  

Interaction Research in the Music Classroom 

There exists a great deal of research regarding classroom interaction. Classroom 

observational systems have been reported in the literature since the 1930’s (Dorman, 
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1978) and because of the vast scope of that research, I relied to some degree upon the 

use of secondary sources.  

Numerous studies, of which only a small portion will be described below, have 

been conducted where the researchers used preconceived categories by which to 

describe observed behaviors. These studies generally were concerned with the 

development of observation forms. In the mid-1960’s, a system developed by Flanders 

gained widespread acceptance. It contained ten categories that addressed teacher 

versus student-centered verbal forms of classroom discourse (see Table 1). 

By 1978, over one hundred observational systems were in existence. Some of 

them were used to describe classroom practice, some were used in teacher training, 

some were used to monitor instruction, and some attempted to find a correlation 

between instruction and learning. The Flanders system was one of the few to 

incorporate all four purposes. However, Flanders system was found to be limited in 

recording some of  

the discrete classroom behaviors unique to the music classroom. Consequently, a 

number of modifications were made to the Flanders categories, yet they still preserved 

the original concept of interaction analysis. Most of these systems were designed for 

use in subjects such as mathematics, science and general academic classes. 

 Modifications to the Flanders system for use in the music classroom were made 

by Hough in 1966. This was the first modification to “categorically account for certain 

nonverbal behaviors often present in the general music classroom” (Nolin, 1971, p.315). 

This allowed for a more complete analysis of music classroom behaviors than the 

system by Flanders could accomplish. 



22 
 

Table 1. Flanders’ Ten Categories 
 

 

1. Accepts Feelings: accepts and clarifies feeling tone of students in non-
threatening manner. Feelings may be positive or negative. Predicting and 
recalling feelings included. 

 
2. Praises or Encourages: praises or encourages student action or behavior. 

Jokes that release tension not at expense of another individual: nodding head 
or saying, “go on” are included. 

 
3. Accepts or Uses Ideas of Students: clarifying, building, or developing ideas or 

suggestions by a student. As teacher brings more of his own ideas, shift to 
category 5 

 
4. Asks Questions: asking a question about content or procedures with intent 

that a student answers. 
 

5. Lectures: giving facts or opinions about content or procedures: expressing 
own ides: asking rhetorical questions. 

 
6. Give Directions: directions, commands, or orders with which a student is 

expected to comply. 
 

7. Criticizes or Justifies Authority: statements intended to change student 
behavior from nonacceptable to acceptable patterns: bawling someone out: 
stating why the teacher is doing what he is doing: extreme self-reliance. 

 
8. Student Talk-Response: talk by students in response to teacher. Teacher 

initiates the contact or solicits student statement. 
 

9. Student Talk-Initiative: talk by students that they initiate. If “calling on” student 
is only to indicate who may talk next, observer must decide whether student 
wanted to talk. If he did, use this category. 

 
10. Silence or Confusion: pauses, short periods of silence, and periods of 

confusion in which communication cannot be understood by observer. 
 

(Flanders, 1965) 
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Among the studies centered on the instructional settings unique to music, the 

one conducted by Erbes (1972) was one of the first. Discovering that none of the 

previous studies directly addressed the type of activities associated with music classes, 

Erbes set out to develop his own observational instrument. The categories for the 

instrument were developed by recording 18 rehearsals of 10 instrumental and vocal 

groups from seven different school districts comprised of 16 different teachers. These 

recordings were transcribed verbatim, out of which a 12 category system was 

constructed. Activities such as demonstrating a phrase by singing, beating time, or 

giving directions while the group was performing were found to make up a substantial 

portion of the band rehearsal and could not be codified using the existing instruments. 

Noting that 89 percent of teacher behaviors are in giving directions, critiquing, 

correcting, and demonstrating, a new system was devised by Erbes and a training 

manual was developed. His Rehearsal Interaction Observation System (RIOS) was 

used to record verbal interaction behaviors between conductors and students in the 

large ensemble rehearsal setting. 

Erbes wanted to see if his RIOS could adequately describe the verbal interaction 

of teachers and students during the large group rehearsal setting. He concluded that 

there was a difference in student-teacher interaction in rehearsal settings as compared 

to regular classroom settings. He also found that 15 hours of self-instruction and 

practice in the coding system were necessary for consistent observer coding, although 

a minimum proficiency could be obtained in four hours of self-instruction and practice. 

 Erbes’ system received high praise in a review by Rainbow (1974), who stated 

There is a need for studies that investigate the verbal and 
nonverbal communication in music classes. To properly investigate that 
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communication, reliable data gathering is essential. The RIOS, devised by 
Erbes, may prove to be a device that will aid future researchers. 

The care Erbes took in developing and refining the observational 
instrument, from its conception through the determination of its 
usefulness, is fully reported. The training manual and all relevant 
information pertaining to the RIOS is presented in the appendix. The study 
represents an example of excellent research reporting. (p.55) 

 
Verrastro’s study (1970) was the first of the three studies that investigated the 

interaction analysis of preservice music teachers. Verrastro set out to see if the use of 

verbal behavior analysis as a supervisory technique affected student teachers’ ability to 

objectively assess their teaching effectiveness. The major finding of his study was that 

the use of learner-centered instructional behaviors was not common among student 

teachers of music (Dorman, p.37). 

 In 1976, Hedrick modified the Amidon-Hunter Verbal Interaction Category 

System to create his Verbal Behavior Analysis/Evaluation System for Preservice Music 

Teachers (VAST). This system coded teacher responses to nonverbal behavior, the 

separation of feelings and behaviors, physical freedom allowed pupils, inter-pupil talk, 

and silence separate from confusion. Hedrick’s finding was that VAST could be used for 

self-evaluation by preservice teachers regarding their verbal teaching behaviors. 

 The third study dealing with teacher training was done by Hicks (1976). Using 

Erbes’ system, Hicks investigated the effect of training in interaction analysis on the 

teaching behaviors of instrumental music education students. Hicks found that those 

students trained in interaction analysis were generally more aware of a wider variety of 

verbal behavior, used more indirect verbal behaviors, and were less dogmatic in their 

thinking. His conclusion was the VAST system could be helpful in training teachers to 

become more flexible. 
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Reynolds (1974) modified Hough and Duncan’s Observational System for 

Instructional Analysis (OSIA) (1972) to analyze appraisal behaviors of music teachers in 

small performance groups. She found that student response, teacher solicitation, and 

teacher musical direction were about 70 percent of the total data tabulated. As in the 

Erbes study, the reliability (in this case .80) was lower than that generally accepted by 

researchers in interaction analysis. 

 One of the last of the classroom studies of this era was Froehlich’s (1976) in 

which she developed an observational instrument which isolated variables that might 

contribute to the teaching of singing. Froehlich devised four major categories of 

activities to be observed: area of instruction, teacher activity, student activity, and 

materials/media. Each of these categories was then broken down into specific 

subcategories. Despite the sample’s being limited to fourteen music teachers and the 

acknowledgement that not all observational variables were included due to low 

reliability, she concluded that 

The assumption was strengthened through this study that the teaching of 
singing in the general music classroom can be observed in terms of 
variables derived from the act of teaching music itself and not from 
theories that may neglect the structure of content that is taught. The 
observational variables discriminated differential performance qualities 
and teaching backgrounds. (p.129) 

 

Verbal and Nonverbal Behavior 

 The studies in the 1970’s were primarily focused on the verbal behaviors of the 

teachers. While those observational instruments were useful, they really only looked at 

part of the interaction that occurred in the music classroom. It became clear that other 

behaviors manifested themselves in the climate unique to the music classroom. Student 

verbal and nonverbal behaviors were becoming recognized as part of interaction 
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analysis. Daellenbach (1970) did the one study of the time in the area of music that 

addressed the nonverbal behaviors of the students. 

 Daellenbach investigated the overt verbal and nonverbal behaviors exhibited by 

students actively involved in a music performance-learning environment (p.13). Most 

prior studies had focused on verbal behaviors because there were relatively easy to 

record and analyze and were often assumed to be the controlling factors in teaching 

and learning. Due in large part to the development of the videotape recorder, 

Daellenbach was able to accurately observe nonverbal behaviors through repeated 

viewings. He found that much of the activity which occurred in the music classroom was 

visual in nature. The subjects who were studied included randomly selected wind 

players, string players, percussionists, and singers. 

 In the development of his measurement tool, Daellenbach found that devising a 

comprehensive instrument to record every classification of every observable movement 

was going to be too complex to accomplish. He then focused on three areas: verbal 

behaviors, motor behaviors, and attending behaviors. The goal was to devise a system 

that was simple to use and still allow for identification of a wide range of behaviors. 

Thus he devised his Observable Performance Learning Behavior Classification Index 

(see Table 2). 

 Four steps were necessary to encode the behaviors: identify the behaviors in 

each category, classify each behavior, time occurrences, and document onto the 

instrument. This was done by viewing each videotaped section seven times, each time 

focusing on only one area. He found that there were relatively few occurrences of verbal 

behaviors and little class time was spent in this area. This gave support to his claim that 
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research limited to verbal behaviors may not give a total picture of classroom 

interaction. Attending behaviors were found to constitute a large part of the learning 

time. It is in these attending behaviors that examination should occur in order to 

complete the picture. 

Daellenbach concluded: 

The present study was designed to consider the behavior of learners 
separate from specific teacher behavior, in spite of this, interaction was 
implied throughout from the kind of behaviors in evidence – response (“to 
instructor” implied) or self-initiated behaviors. It is important to continue 
one step further to consider instructor activity in relation to the response 
elicited from the learner, and the reverse of this. The results of that 
interaction would then be available for detailed analysis: Stimulus – 
Response – Consequence. (p.95) 

 
Daellenbach categorized observable behaviors in the music classroom but did not 

consider them within the context of the music being performed. Nor did he attempt to 

discover if student response reflected the intended meaning of the gesture. 

Nor did he attempt to discover if student response reflected the intended meaning of the 

gesture. 

 During this period of time, other researchers were gradually beginning to 

recognize the importance of nonverbal communication unique to the music classroom. 

Along with this recognition, the development of the videotape recorder allowed for more 

accurate cataloging of observed behaviors. 

 An instrument to inventory the nonverbal communication of conductors was 

developed by Roshong (1978). He also investigated whether there was a relationship 

between the observed nonverbal behavior and the nature of the task that was being 

performed and attempted to account for the intensity of these behaviors. 
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Table 2. Observable Performance Learning Behavior Classification Index 
 

TYPE I BEHAVIORS: VERBAL 

A. Response Verbal Behaviors (Elicited) 
1. Directed to Instructor 
2. Directed to Another Student 

 
B. Stimulus Verbal Behaviors (Emitted) 

1. Directed to Instructor 
a. Question 
b. Statement 
c. Interjection 

2. Directed to Another Student 
a. Question 
b. Statement  
c. Interjection 

 
C. Nondirected Verbal Behaviors (Random) 
 

TYPE IIA BEHAVIORS: MOTOR (Performance and Nonperformance Related) 
 
A. Visual Contact 

1. Directed toward Instructor 
2. Directed toward Another Student 
3. Directed toward Music (Score) or Book 
4. Directed to Musical Instrument 
5. Other Directed 
6. Nondirected (Random) 

 
B. Arm and Hand Movement 

1. Raised (Attention Seeking) 
2. Directed to Music (Score) or Book 
3. Directed to Musical Instrument 
4. Other Directed 
5. Nondirected (Random) 

 
C. Fingers 

1. Directed to Musical Instrument 
2. Pointed to Printed Material 
3. Other Directed 
4. Nondirected (Random) 

 
D. Paralinguistic Facial Expression 

1. Positive (Pleasure) 
2. Negative (Displeasure) 

 
Table continues on following page. 
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Table continues from previous page. 
 
 
E. Body (Trunk) Position 

1. Seated 
2. Standing 
3. Walking 

a. Directed 
b. Nondirected 

 

TYPE II B BEHAVIORS: MOTOR (Performance Related Only) 
 
A. Response Performance Behaviors (Elicited) 

1. Performance Alone (Solo) 
a. Initial 
b. Subsequent (Adjustive Behaviors) 

2. Performance with Instructor 
a. Initial 
b. Subsequent (Adjustive Behaviors) 

 
B. Stimulus Performance Behaviors (Emitted) 

1. Performance Alone (Solo) 
2. Performance with Instructor 
3. Performance with Other Students 

 
TYPE III BEHAVIORS: ATTENDING (Nonverbal) 
 
A. Listening to Aural Behaviors 

1. Listening Directed to Instructor While He: 
a. Verbalizes 
b. Performs 

2. Listening Directed to Other Student While He: 
a. Verbalizes 
b. Performs 

3. Listening to Recorded Stimulus 
 
B. Attendance to Instructor’s Motor Behaviors (Nonperformance) 

C. Attendance to Other Student’s Motor Behaviors 

D. Attendance to Nondirective Stimuli 

(Daellenbach) 
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Identifying activities of the conductor in the band rehearsal (aside from managerial 

duties), Roshong listed four basic activities: 1) starting the ensemble, 2) stopping the 

ensemble, 3) instructing the ensemble while stopped, and 4) sustaining or 

allowing the music to continue (p.34). The following criteria were to be met: 

1. the categories would be complete but not so minute that the training of the 
observers would require an expansive amount of time 

2. each category would have a corresponding intensity scale 
3. the instrument would provide a system for placing the behaviors in 

sequence.(p.40) 
 
Roshong studied three nonverbal areas with this system: 1) kinesic, to include 

facial expression, eye contact, and conducting gestures, 2) proxemic, and 3) vocal and 

paralanguage. Each area was then placed into six categories which utilized a five-point 

scale with polar descriptors to account for intensity (see Table 3, Roshong’s Six 

Categories). 

Roshong found that the most often marked categories were movement toward 

the ensemble, looking at the music, and facial approval. In the facial approval category, 

74 percent of all facial expressions were approval gestures. Facial approval and forward 

movement occurred during starting, stopping, and sustaining events while facial 

disapproval and movement away from the group occurred during instruction. Sustaining 

and instructing events had the highest occurrences of eye contact while gazing at 

individuals received the smallest number of tallies. 

Berz (1983) developed an instrument designed to classify observed nonverbal 

communication behaviors of conductors (see Table 3). Using an inductive approach 

similar to Daellenbach’s, Berz began a pilot study by videotaping conductors and noting  

the observed behaviors on index cards. Each card was then sorted and grouped Table 
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Table 3. Roshong’s Six Categories 

FACIAL EXPRESSION 
Approval Mild  1       2       3       4       5 Intense 

Disapproval Mild  1       2       3       4       5 Intense 

CONDUCTING GESTURE 
Right Hand Relaxed  1       2       3       4       5 Very Tense 

Left Hand Relaxed  1       2       3       4       5 Very Tense 

Mirror Hands  Relaxed  1       2       3       4       5 Very Tense 

EYE CONTACT 
Group Encouraging  1       2       3       4       5 Restrictive 

Individual Encouraging  1       2       3       4       5 Restrictive 

BODY MOVEMENT 
Toward Small 

Movement  

 1       2       3       4       5 Large 

Movement 

Away Small 

Movement  

 1       2       3       4       5 Large 

Movement 

VOCAL QUALITY 
Speech  Comfortable  1       2       3       4       5 Abusive 

Speech over Music Sustaining  1       2       3       4       5 Interruptive 

Singing over Music Sustaining  1       2       3       4       5 Corrective 

SILENCE 
1. Relaxed  1       2       3       4       5 Distressed 

 

 

(Roshong)  
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according to similarity and compared with behaviors lists previously developed and 

according to his framework for the study. Observed behaviors were viewed 

1. as being sent intentionally by the conductor or viewed with potential for 
perceived intent by the receiver and/or 

2. as having a shared meaning between the conductor and performer or having 
the potential for shared meaning. (p.98) 

 
Each tape was viewed five times – once for each category using time sampling at 

a five-second interval. Gaze/facial expression, posture/body, movement/proxemic, right 

hand, left hand, and vocalics were the categories viewed. The refinement of this 

procedure led to the development of his Music Conductor Observation Instrument 

(MCOI).  

In contrast to Flanders and Roshong, Berz’s observation system only categorized 

nonverbal conducting behaviors. Berz began his study by repeatedly viewing a 

videotape of a well-known college level conductor, each time focusing on a particular 

behavioral pattern. Out of these observations emerged a long list of behaviors. Berz 

then videotaped 15 conductors who were engaged in various kinds of performing 

ensembles. By repeatedly viewing these videotapes, the initial list of behaviors was 

refined and reduced to seven general behaviors: gaze, facial expression, posture, 

proxemic, right hand, left hand, and vocalic. 

His conclusion was that his MCOI was an effective means of coding and 

classifying nonverbal communication behaviors. Among the recommendations for 

further research, Berz suggested 

an investigation and evaluation of the use and meaning of specific conducting 
gestures in an effort to determine which gestures hold degrees of shared 
meaning between sender and receiver; 
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 an investigation for using multiple cameras and split-screen replay to allow the 
observation of both conductor and student; 
 
an accounting for the musical response to the conductor’s nonverbal activities 
leading to a greater understanding of conductor communication. (p.148, 149) 

 
 In a review of Berz’s study, Verrastro (1983) called Berz’s study “a well-

intentioned and disciplined attempt to develop a process for coding nonverbal 

communication of conductors in rehearsal settings” (p.84). While Verrastro appeared to 

have some reservations about the validity of Berz’s study, he did make note of Berz 

bringing the literature and theory of nonverbal communication into focus as an important 

aspect of the conducting process. 

 Curtis (1986) devised a study to analyze the behavior of successful junior high 

teachers. His reasons for doing so were that the existing instruments were either too 

general or too specific, ignored behaviors with opposing qualities, or failed to focus on 

characteristics that are recognizable and applicable to teachers in the field. Curtis then 

set out to develop an instrument with which to measure body movement, eye contact, 

positive and negative facial expressions, positive and negative touching, hand gestures, 

and neutral facial gestures. Verbal behaviors included open and closed questions, 

lecturing, praising, silence, music, direct and indirect problem solving, and positive 

pace. As Berz had done, ten teachers were videotaped and time-sampled at five-

second intervals. Curtis found that eye contact occurred 89 percent of the time, hand 

gestures were used 36 percent of the time, and teachers moved around the room 22 

percent of the time. He also found that teachers did little negative touching, rarely 

solicited student opinion, and wasted little classroom time. 
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 In her critique of Curtis’ study, Wing (1986) took him to task regarding his lack of 

implementation of prior studies by saying 

In many studies, the explicit acknowledgement of limitations is sufficient basis for 
vindication (particularly those dependent on human subjects and naturally 
occurring events). Curtis, however, cannot be forgiven for failing to design, 
conduct, and interpret his work in the light of what had been done in and learned 
through observation studies prior to his investigation. (p.61) 

 
Wing also criticized Curtis for lack of consideration of context or instructional activities 

occurring within the classroom by saying 

Current research on teacher behaviors emphasizes the importance of the subject 
matter context, yet Curtis consciously excludes any attention to the instructional 
activities in these class sessions. Only one paragraph is devoted to description of 
context. (p.61) 

 
 Another issue in the study of verbal and nonverbal communication is the 

congruency of these behaviors when they occur simultaneously. People can often say 

one thing and do another. McClung (1996), citing Allen Dittman, said, “People 

communicate through words, tone of voice, facial expressions, body movements, 

proxamic behavior and by psychophysiological responses such as blushing and speed 

or depth of breathing” (p.17). McClung went on to state that when nonverbal behaviors 

are given with verbal behaviors, there exists the chance that mixed or conflicting 

messages are given. Unconscious nonverbal behavior can lead to confusion about the 

intended message. A speaker, for example, may speak with a calm and steady voice 

while rocking back and forth or shuffling his feet, causing confusion for the listener. On 

the other hand, when both words and behaviors are in agreement, the meaning is 

intensified. 

 Stauch (1987) investigated whether the verbal behaviors of choral conductors 

supported or contradicted their nonverbal behaviors. Using a random sample of 
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collegiate choral conductors, Stauch videotaped three conductors. A data sheet was 

developed and tested and the observations were recorded on the data sheets. Findings 

disclosed 23 different types of gestures. Among these types were right hand/left hand 

mirroring, speed and size of the gestures, and sequential gestures. He also looked at 

non-gesture behaviors such as gaze and facial expressions and found higher levels of 

facial expressions when the conductor looked at the performers rather than the music. 

Increases in facial expression occurred prior to cues or with preparatory beats. 

 Banbury (1992) stated that nonverbal communication plays a significant role in all 

classroom interactions (p.34). She went on to say studies have revealed that 82 percent 

of teacher messages are nonverbal. Banbury’s article focused on the person’s use of 

space (proxemics) and a person’s facial and body cues (kinesics). Citing Marsh’s 1988 

work, she said, “The eyes transmit the most expressive nonverbal messages. They 

indicate mood, emotion, and feelings; they can also warn, challenge, or reassure” (p.35) 

and, citing Woolfolk and Brooks, that: 

Although there are exceptions, most students associate wide-open eyes, raised 
brows, and frequency of eye contact with approval, acceptance, and concern. 
Research demonstrates that direct and frequent teacher eye contact can improve 
attention, intensify participation, increase the amount of information students 
retain, and boost self-esteem. (p.35) 

 
 Banbury went on to explain that eye contact can express domination, 

disapproval, or dislike. It can serve as a restraining or corrective measure as well as to 

guide discussions, promote student participation, and regulate verbal exchanges. 

Combined with other facial features, eye contact can communicate basic emotions. 

However, Banbury cautions that not all students are adept at interpreting facial affect or 

social cues. 
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 In an article addressing the training of instrumental conductors, Byo (1995) 

developed a conductor observation form (see Table 4) which employed documenting 

across time such conductor actions as left hand and arm motions, right hand and arm 

motions, eye contact, and facial expression. He termed this documenting scripting. This 

script showed the sequence and frequency of isolated nonverbal behaviors. One 

conductor was then videotaped and using the scripting form, the observer marked the 

appropriate letter(s) in each column for each musical episode. This script was designed 

to focus on specific aspects of conducting technique. 

 Byo found that two congruent nonverbal gestures often strengthened the 

message. He stated that  

One clear example of the cumulative effect of this sort of gestural piggybacking 
by expert conductors is the apparent profound influence of eye contact on other 
nonverbal behaviors. (p.42) 

 
Summary. Compared to general educational research, there exists only a small 

body of research on verbal and nonverbal behaviors in the music classroom. Many of 

the studies have roots that can be traced to the works of Flanders. Music education 

often modified existing classroom observational instruments in order to accommodate 

the unique qualities of the music classroom. Those studies did bring to light the very 

complexity of behaviors unique to the music classroom. Accounting for and cataloging 

all of those behaviors can be a formidable task even with the use of modern 

technologies such as videotape recording, stop-action and slow-motion playback, and 

split-screen viewing.  



37 
 

 

Table 4. Byo’s Scripting Form 
 

Musical 
Episode 

Left 
Hand/Arm 

Right Hand/Arm Eyes Body Face 

 
#1_____sec NP EP O____    EG MG MP C N___     S G O___  S E___        NE___         
 NP EP O____     EG MG MP C N___     S G O___ S E___        NE___         
 NP EP O____     EG MG MP C N___     S G O___ S E___        NE___         
 NP EP O____     EG MG MP C N___     S G O___ S E___        NE___         
#2_____sec NP EP O____     EG MG MP C N___     S G O___ S E___        NE___         
 NP EP O____     EG MG MP C N___     S G O___ S E___        NE___         
 NP EP O____     EG MG MP C N___     S G O___ S E___        NE___         
 NP EP O____     EG MG MP C N___     S G O___ S E___        NE___         

 
Abbreviation Key: 

Left Hand/Arm Right Hand/Arm Eyes Body Face 
NP-Neutral Pattern        EG-Expressive Gesture    S-Screen St-Static        N-Neutral 
EP-Expressive Pattern   MG-Mirrored Gesture     G-Group   E-Expressive E-Expressive 
O-Other                      MP-Mirrored Pattern       O-Other   
 C-Cue    
 N-Nothing    

 
Byo (1995) 

______________________________________________________________________ 
 

Student Response 

The studies in the field of music education reviewed up to this point have 

primarily concerned themselves with those behaviors and gestures of the teacher as 

conductor. However, gestures and behaviors are meaningless until they are placed 

within a certain context and have someone to perceive them. Therefore, an examination 

of the student responses to teacher/conductor gestures is necessary. 

Yarbrough (1975) investigated the effect of magnitude of conductor behavior on 

students in a mixed chorus. In her review of literature, she found that in studies of social 

behavior, academic behavior, and music preference/attitude that the teacher was not 
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the source of reinforcement that maintained appropriate behavior. Rather, she 

suggested that the music itself was the reinforcement that maintained attending 

behavior. It would appear that musical performance improves regardless of the ratio of 

teacher approvals or disapprovals. Her research also suggested that high approvals 

influenced attitude and preference.  

In the 1975 study, Yarbrough randomly selected mixed student choruses. One-

and-a half rehearsal periods were used to acclimate the choruses to the conditions of 

the experiment. This included the video cameras, audio microphones, and associated 

technicians to operate the equipment. At the beginning of the experiment, verbal 

instructions were written in the score to insure that all groups received the same 

instructions. High and low magnitude teacher behaviors were defined a priori. The 

operational definitions of high and low magnitude behaviors were classified as shown in 

Table 5. 

 Trained observers recorded student off-task behaviors as seen on videotape. 

One camera was focused on a minimum of five students during each ten second 

“observe” period and then was rotated so all members of the chorus were observed. 

On-task behaviors were defined as those behaviors when a student was supposed to 

be singing, he/she must be singing and looking at either the music or the teacher. When 

not singing, he/she must be looking at the music, the teacher, or other chorus members 

who are singing. Off-task behaviors were defined as “observably not on-task” (p.140). 

 The frequency of off-task behaviors, teacher approval/disapproval responses, 

and rehearsal time were recorded using Murray’s Choral Rehearsal Observation Form 

(CROF). This form has eight categories: activity, body movement, conducting gestures,  
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Table 5. Operational Definitions of High and Low Magnitude Behaviors 

Teacher Behavior High Magnitude Low Magnitude 

Eye Contact Maintains with group and 
/or individuals throughout 

rehearsals 

Never looks at individuals 

Closeness  Frequently leans toward 
chorus 

Stands behind music stand 
at all times 

Volume and Modulation of 
Voice 

Volume constantly varies 
and reflects enthusiasm 

and vitality 

Voice remains audible but 
with same pitch and volume 

Gestures Uses arms and hands to 
aid in musical phrasing 

Strict conducting patterns – 
never varying 

Facial Expressions Face reflects sharp 
contrasts between 

approval/disapproval 

Neutral mask. No frowns or 
smiles 

Rehearsal Pace Rapid and exciting. Minimal 
talking 

Slow and methodical. Stops 
for directions 

 
(Yarbrough, 1975, p.138) 

 

eye contact, facial expression, speech speed, voice pitch, and voice volume. A 

“mannerism” category was also included to account for individual gestures. 

 The tapes for all the students were viewed three times. The first viewing recorded 

the number of off-task behaviors by the students while the second observation recorded 

teacher approvals and disapprovals. The third viewing recorded teacher and student 

activity. Yarbrough’s Music Conductor Observation Form, which was developed for this 

study, recorded activity/body movement in the first viewing; eye contact and facial 

expression in the second viewing; and speech, voice pitch, and volume in the third 

viewing. 

Results showed that conductor magnitude had no effect on performance, 

attentiveness, or attitude. However, eye contact and facial expression dominated the 

high magnitude rehearsal. Yarbrough concluded her study by stating, “Future research 
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might focus on increasing the variety of conductor behavior within each category or the 

isolation of specific categories of behavior” (p.145). It is noteworthy that eye contact and 

facial expression were the two variables that dominated the high magnitude rehearsals 

as it is in these high magnitude rehearsals that students were most on-task and 

attentive. This suggests that they may be the most promising variables to isolate in 

future studies. I chose to only look at eye contact because I believe that in music it is 

the more direct indicator of nonverbal communication because the face is actively 

engaged in the playing of a wind instrument. I also defined eye contact as any time a 

participant looked up from the printed music either to look at the teacher, another 

student, or looking around the room. 

In 1981, Yarbrough examined the prediction of performer attentiveness based on 

rehearsal activity and teacher behavior. In this study, Yarbrough videotaped six high 

school ensembles to determine the predictability of off-task behavior by examining 

performance/nonperformance times, social and academic approvals/disapprovals, 

stops, and complete/incomplete teaching units and eye contact. The high school 

ensembles consisted of two mixed choruses, three bands, and one orchestra which 

were videotaped.  

Their videotapes were observed by trained observers who noted student off-task 

behaviors and teacher eye contact. The latter included the conductor’s looking at the 

group, the individual, the music, or things such as the ceiling or floor. The eye contact 

by the students, whether with the conductor, was not considered per se, but rather 

included in the on-task student behavior category. 
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 Yarbrough found that there were more on-task behaviors exhibited during 

performance time than nonperformance. This was supported by prior research. 

Students were more on-task for teachers exhibiting the most eye contact and most off-

task with those teachers exhibiting the least eye contact. Among Yarbrough’s 

recommendations for further research were comparisons of different age groups and 

groups with differential learning experiences and exposure to formal music study. 

 In Price’s (1983) review of literature, he cited a long list of studies on 

teacher/conductor behavior, including reinforcement. His study controlled for the 

teaching presentation of a music performance task, student response, and teacher 

reinforcement/feedback while measuring for the effect of those variables on student 

attentiveness, attitude, and performance. 

 Using a band comprised of non-music majors, two conductors were videotaped. 

The sight-reading of the musical examples served as the pre-test. Among the 

treatments were directions regarding where to begin; academic task presentations 

followed by directions and ensemble performance; and academic task presentation, 

directions, ensemble performance, and reinforcement. In the third treatment, the facial 

approval was expressed by nodding the head, grinning, laughing, smiling, raising the 

eyebrows, and widening the eyes. Disapproval was shown by shaking the head, 

frowning, knitting the eyebrows, and narrowing the eyes (p.248). Viewing tape-recorded 

student off-task behaviors and eye contact was done in a manner similar to the way it 

was done in Yarbrough’s 1981 study. Price found that feedback and reinforcement had 

an effect on student attentiveness, attitude, and performance. High teacher affect 
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behaviors such as eye contact were found to have a direct effect upon the performance 

of students.  

 Mayne (1992) looked to instrumental performers’ ability to interpret common 

conducting gestures with and without supporting facial expressions. Two videotapes of 

a conductor demonstrating 53 common conducting gestures were made. One videotape 

demonstrated the gesture while the other incorporated facial expression with the 

gesture. Each tape presented the gestures in the same order. Junior high, high school, 

and college instrumentalists were randomly selected to view one tape or the other. 

Using a paper/pencil instrument, subjects were asked to select the answer which best 

described the conducting gesture. The results were that the use of facial expression did 

not significantly affect or increase the performers’ ability to interpret the 53 gestures. 

Mayne’s study did show, however, significant differences between age levels and the 

students’ ability to identify the gestures. This finding led Mayne to suggest that training 

and experience in conducting gestures is a variable in interactional research. 

 Fredrickson (1994), as part of a longer study, looked to the frequency and 

magnitude of the musicians’ eye contact with the conductor in the ensemble setting 

during a playback test. Using a videotape of a conductor directing Grainger’s Irish Tune 

from County Derry, Fredrickson had four groups of individuals play along to the tape 

while listening to the audio and watching the video. The control group heard the entire 

64-measure song, while one of the experimental groups had the audio portion cut after 

sixteen measures, another experimental group had the video cut, and the last group 

had both audio and video cut. The individuals were also videotaped during their 
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performance to provide information about the frequency of player eye contact with the 

conductor video. 

 Evaluation of the performance was done by a panel of experts. Those students in 

the control group (audio/video of the entire performance) were given statistically 

significant higher accuracy ratings than the other groups. The group for whom the audio 

portion was cut showed a tendency to get lost in the music but appeared to look at the 

conductor as much as the control group. Those in the group that had the video cut 

tended to jump ahead, while those who lost both audio and video gradually sped up. 

The data regarding eye contact for the visual-aural group indicated that players looked 

at the conductor nearly 28 percent of the time. Among Fredrickson’s suggestions for 

further research were to investigate players’ eye contact in various musical settings 

(large/chamber ensembles), music of different tempos, styles, performers’ expertise, 

and familiarity with the music. 

 Along the same line as Fredrickson’s study regarding teacher feedback and 

reinforcement, Taylor (1995) looked to student interpretations of teacher verbal praise. 

Although Taylor’s study dealt with verbal communication, it belongs within the category 

of student response in that she was looking to find if students could accurately discern 

the intent of teacher praise. Her study was different than the previous studies in that the 

participants themselves were also the observers and Taylor took into account their 

familiarity with the context of the teacher and classroom. 

 Taylor first identified four uses of verbal praise and termed them: (1) “deserved”, 

(2) “encouragement”, (3) “send a message to other students”, and (4) “to seek student 

involvement and cooperation”. She then developed a stimulus tape of 16, 30-second 
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video clips of four teachers which contained each of these examples of verbal praise. All 

four teachers taught either in a middle school setting or at a junior high, had at least five 

years’ experience, were favorably regarded by their peers, and were teaching in three 

suburban school districts. 

 A teacher questionnaire was devised (see Table 5) which aided the four teachers 

in evaluating their instances of teacher praise. The teachers were instructed to view 

their own performances and respond appropriately on the questionnaire as to their 

intent in the use of praise. 

 In a similar manner, a student questionnaire was devised (see Table 6) which 

aided the students in their interpretations of teacher praise. This questionnaire came out  

of interviews with the students prior to the study. Students were asked to describe  

Table 6. Taylor: Teacher Questionnaire 
 
I. 
 
EX.#___ 
 
_____1. The student/s performance or behavior was good and deserved to be praised. 
 
_____2. I wanted to provide encouragement to the student/s. 
 
_____3. I liked what the student/s did, and I wanted the other students to know that this 

is what I consider a good performance or good behavior. 
 
_____4. The praise in this situation is intended to get the student/s to cooperate, or to                          
               participate more in class. 
  
II. Usually, how important is it to you to do each of the following? Use the rating scale 
below and place a number in the blank to indicate your response. 
 

Not very important  1  2  3  4  5  6  7  very important 
 
_____A. Provide support to student by praising them when they try. 
 
_____B. Use praise as a way to encourage students to participate more. 
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_____C. Praise students when the performance deserves it or when they have a 
 good/right idea. 
 
_____D. Praise students for good behavior. 
 
_____E. Praise a poor performance if it is the best the student/s can do. 
 
_____F. Use praise of student good behavior as a way to let other students know what  
 you expect of them. 
 
_____G. Praise a good performance so that other students can learn from it. 
 
 
Table 6. Taylor: Student Questionnaire 
 
 
1. Place an X in the space next to the statement that best completes this statement… 

 
“If this teacher were speaking to you, how likely is it that this praise would have been 
given to you because…..” 

 
2. Circle the number that indicates how likely it is, or how sure you are of your decision. 
 
 
 
TEACHER_____________________ 
 
EX. 

1      2     3     4     5     6     7 
 SOMEWHAT VERY 
 LIKELY LIKELY 
 
_____1. You deserved it because your performance or behavior was good. 
 
_____2. The teacher wanted to encourage you. 
 
_____3. The teacher liked what you did, but praised you because she wanted the other  
 students to behave or perform the same way. 
 
_____4. The teacher is trying to get you to be more cooperative, or to participate more. 
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moments when teachers used praise. Two broad categories of praise emerged – 

deserved and instructional. Demographic information was also included on the 

questionnaire which was a self-assessment of the student’s grades and ability as a 

choir student. 

 Four choirs consisting of 80 total students participated in the study. The students 

were shown the videotaped clips and asked to mark the questionnaire forms. From the 

data collected, comparisons were made between choirs in the labeling of praise. 

Comparisons were also made between the teacher’s stated purpose of a particular 

praise episode and those interpretations done by the choirs familiar and unfamiliar with 

the teacher.  

Taylor found that those students unfamiliar with a teacher’s use of praise differed 

in their responses from those students familiar with that particular teacher. Students 

familiar with a teacher recognized, 75 percent of the time, the teacher’s purpose of the 

praise whether it was deserved or some form of instructional praise. Students across all 

the choirs were able to recognize praise sent as a message to others. These findings 

point to the importance of context in which praise is given (i.e. – familiarity with a 

particular teacher/classroom environment). They also show that students are keen 

observers of teacher praise and the importance of how praise is intended. The evidence 

suggests that students apply context knowledge to interpreting eye contact between 

themselves and a teacher. 

Skadsem (1997) studied the effects of conductor verbalization, dynamic 

markings, conductor gesture, and choir dynamic level on individual singers’ dynamic 

responses in music. Singers sang along with nine renditions of a song while watching a 



47 
 

videotape of a conductor, referring to the music, and listening to a choir through 

headphones. Instructions for dynamic levels were given four ways: verbally, written, 

conducting gesture changes, and volume changes in the choir. Eye contact was 

considered in reference to prior studies such as Yarbrough’s. The singers were 

videotaped in order to evaluate dynamic change as a function of eye contact in the 

attempt to answer one of the research questions which was, “Will there by any 

correlation between the amount of time singers watch the conductor and their 

responses to instructions about dynamics?” (p.511). Verbal instruction was shown to 

have had a significantly stronger influence than the other three modes of instructions 

and high school singers performed significantly better than college students when given 

appropriate instructions but lower than college students in response to gestural 

changes. 

 As to the issue of eye contact in her study, it was found that there was a steady 

increase in the amount of eye contact with the television monitor as the experiment 

progressed. Skadsem’s assumption was that singers are more likely to look up as they 

become more familiar with the music and therefore will respond better to gestural 

changes by the conductor. 

Carvalho (1997) explored the relationship between the use or non-use of a score 

by the conductor and choral students’ attentiveness and attitude. Members of two choral 

ensembles from a large Midwestern university participated in the study. Two conductors 

directed two pieces of contrasting styles while the students were videotaped for their 

eye behavior. The frequency of eye contact was recorded for each 15-second interval. 
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Attentiveness was determined by post-rehearsal review of the videotapes while student 

attitude was examined by using a student questionnaire. 

 Findings of the attentiveness variable were not conclusive; rather, Carvalho 

suggested that the students’ behavior was more conditioned to aspects related to the 

pieces rather than to the factors the study set out to examine. This suggests that music 

is an important variable to consider in music classroom research. Responses to the 

questionnaire showed that students generally favored eye contact with the conductor, 

but also felt more secure when the conductor referred to the score while conducting.  

Cofer (1998) investigated the effects of conducting-gesture instruction on 

seventh grade band students’ performance response to conducting ensembles. He 

stated  

Previous studies have important implications for instrumental conductors 
(but) there has been little research on the effect of a conductor’s 
nonverbal behavior on the perception ad performance of junior high and 
middle school band students. (p.36) 

 
Cofer began his study by analyzing the contents of four popular elementary band 

method books and by focusing on the concepts of musical expression introduced in the 

first two years of musical instruction. These concepts included forte, piano, crescendo, 

fermata, decrescendo, etc. The concepts were then paired with appropriate conducting 

gestures and using two groups, an experimental group and a control group of junior 

high band students, instruction in the meaning of the gestures was given. The test, 

consisting of a videotape of conducting gestures and a paper/pencil instrument, was 

administered. The second part of the test was a performance response where the 

students played on their instruments. Cofer found that short-term conducting gesture 

instruction on the experimental group had significant effects on their recognition and 
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performance response to conducting gestures on the paper/pencil part of the test but 

did not score as well on the performance response portion. This could be attributed to 

“sensory blocking”, or the overriding of some senses in favor of others, as mentioned by 

the aforementioned Fredrickson (1994). The control group, however, was unable to 

respond to many of the gestures either on the paper/pencil or performance tests. 

In contrast to her previous studies (1975, 1981), Yarbrough (1999) looked to 

student achievement as a variable in the study of teacher/conductor effectiveness. She 

questioned whether it was possible for a teacher to get a good teaching evaluation if 

student performance was poor. Two contrasting pieces of choral music were selected. 

The two pieces were a lyrical arrangement of the folk song Shenandoah and the up-

tempo spiritual Daniel, Daniel. Short excerpts from each were then videotaped. Using 

university music education majors (N = 176) from four state universities, Yarbrough 

randomly assigned them to two experimental groups. Each group evaluated one of two 

videotaped choral rehearsal excerpts: one where the camera was focused upon the 

conductor and the other where the camera was focused on the students. The subjects 

were then asked to evaluate either the conductor or the students on a scale of 1 to 10 (1 

being poor while 10 being superb). Enthusiasm, intensity, pacing, and personality were 

among the characteristics the subjects evaluated. 

Yarbrough found that subjects’ ratings were higher for the teacher focus tape 

than for the student focus tape; there was a difference in ratings between the four 

university subjects; there was a difference between the ratings of the excerpts although 

high agreement for one particular excerpt; and that the categories of time use, accuracy 

of task presentation, performance quality, and musicianship ranked in the top five while 
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intensity, enthusiasm, and personality ranked in the bottom five categories. From these 

results, Yarbrough stated that “it seems clear that evaluations are indeed different when 

the focus of observations changes” (p.314). She concluded her discussion by stating 

While it is clear that both teacher and student excellence are required to 
achieve quality in musical performance, achieving reciprocity in musical 
communication between teacher and student seems to be a neglected 
aspect of music teacher training. Often, young conductors are taught to 
concentrate on the musical score, thereby neglecting the individual 
members within the ensemble. In this study, subjects’ comments 
contained many references to lack of eye contact and lack of positive 
facial expressions when the teacher interacted with the ensemble. 
Developing the ability to both concentrate on the score and pay attention 
to interpersonal interaction is paramount for good teaching to occur in 
ensemble rehearsals. (p.316) 

 
 From this study, it would appear that reciprocity of musical communication is an 

influencing variable in the music rehearsal classroom. It also appears that eye contact 

between participants in that rehearsal classroom is an important part of that reciprocity. 

Harden (2000) sought to determine the effect that conductor eye contact would 

have on overall conductor effectiveness ratings (p.2). His hypotheses were 

1. There will be no significant differences in subjects’ ratings of a conductor 
exhibiting four levels of eye contact; constant; nearly constant but not present 
at significant points (entrance cues and cadence points); moderate overall but 
present at significant points; and no eye contact. 

2. There will be no significant difference in conductor effectiveness evaluations 
as a function of subjects’ familiarity with compositions being conducted. 

3. There will be no significant difference in categorical distribution of subjects’ 
comments describing conductor effectiveness across the four levels of eye 
contact. 

4. There will be no significant difference in conductor effectiveness evaluations 
as a function of subjects’ length of membership in a high school ensemble. 
(p.2) 

 
High school choral students (339) from five high schools in the Kansas City 

metropolitan area volunteered to participate in the study. The subjects were primarily of 

middle and upper middle class and had at least one semester of choral experience. 
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One model conductor was chosen for videotaping during which he would exhibit 

one of the four levels of eye contact listed in hypothesis 1 while conducting. Four choral 

selections were chosen from a list of recommended compositions published by the 

Music Educators National Conference for high school choruses. Four sets of videotapes 

were made of the conductor conducting the four selected songs. Each set of songs was 

conducted using one of the four levels of eye contact. Groups of 20 students would then 

view one of the four videotapes while responding to a questionnaire. 

Results of the study showed that the highest ratings for the conductor were for 

the constant and moderate overall eye contact conditions. From these findings, Harden 

suggested that students do not need constant eye contact, but only at significant 

moments. He also suggested that while this study applied only to the eye contact from 

the conductor, it could be reversed and replicated from the point of the chorus (p.55). To 

date, no researcher has looked at eye contact of both student and conductor and at 

musically significant moments. 

Byo (2001) examined student musicians’ eye contact with a conductor in order to 

find which musical events and under what conductor behaviors students tend to look at 

the conductor. Noting that eye contact is a basic human interaction skill, he stated 

We know little of a specific nature about the conditions under which 
student musicians look at the conductor (and) what is known is not backed 
by systematically obtained data. (p.22) 
 

  Twelve high school band members were observed as a conductor directed two 

contrasting styles of music which consisted of a chorale and a march. He found that 

slower (chorale) music gave more opportunities to look at the conductor than the faster 

music (march) and that music which changed frequently tended to elicit more eye 
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contact. Eye contact was nearly the same whether the conductor looked at the students 

or at the score. Byo claimed that this tended to indicate that eye contact with the 

conductor was more influenced by the music rather than the conductor, although he 

stated that more research is necessary in order to verify this claim and cautioned that 

his study was an exploratory examination and had limited generalizability. 

Williams (2004) investigated the frequency of eye contact of students to 

conductor and the effect of nonverbal rehearsal techniques versus verbal instruction. 

Williams videotaped 11 clarinet players as they rehearsed a selected piece of music. 

The rehearsal was divided into three sections. The first section was an explanation of 

the nonverbal gestures and signals which would be used by the conductor. The piece 

was then sight-read. The second section of the rehearsal was a conventional rehearsal 

for approximately 12 minutes, while for the third section, the conductor switched to 

nonverbal instruction and the rehearsal continued for eight minutes. 

The results showed that there was a higher frequency of eye contact for the 

nonverbal portion of the study. The results showed a statistical difference in eye contact 

for the verbal and nonverbal portions. Eye contact for the verbal portion was higher. 

Williams acknowledged that variables such as the presence of the video camera 

and the early stage of the music learning process could have been an influence on how 

much eye contact was exhibited. She did not say whether the students were 

accustomed to being video taped, but allowed that  repeated videotaping may have 

reduced the distraction factor of the camera. Williams cautioned that “It should not be 

assumed that nonverbal techniques elicit more eye contact from subjects” (p.41) as this 

was one isolated experiment, and suggested further research using a selection farther 
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along in the learning process and focusing on musical aspects such as phrasing, 

dynamics, tempo and other musical elements.  

Summary 

Research in the music classroom has shown to be filled with many variables 

common to other classroom disciplines, but unique and somehow different when the 

music-making process is included. Those researchers in music quickly realized this 

uniqueness when they discovered that traditional classroom observational instruments 

were not adequate to measure all that occurs in the music classroom. As research 

evolved, virtually every study which included nonverbal interaction, as well as those 

studies within the field of facial expression, acknowledged the variable of eye contact. 

The studies in the area of the music classroom dealt primarily with teacher/conductor 

one-way eye contact behavior while those in the experimental area viewed it as a two-

way communication – whether it was affect or intent.  

 In both fields, eye contact remains an important variable. Studies done in the 

music classroom have treated eye contact in terms of teacher control, 

teacher/conductor effectiveness, magnitude of teacher behavior, and students’ being 

able to follow and interpret conductor gestures. Those studies within the experimental 

field treated eye contact as containing some meaning. The meaning may be an 

emotional response or a signal of social intent, and disagreement in the experimental 

community exists as to which meaning eye contact signals. However, researchers in the 

experimental community do agree that context must be considered. 

Context in the music classroom is the music itself. It is out of and through this 

element that communication takes place. The frequency of eye contact between student 
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and conductor is one variable which reflects this communication. The eyes are the most 

important variable to examine because they are the least affected by the process of 

playing a wind instrument. They are free to look at the music or not. They can look to 

the conductor for instructions or around the room to signal “hello” to a friend. They can 

look to either conductor or friend as if to say, “Did you hear that? Did you feel what I 

felt? Watch me. I’m going to do something different here.” 

 Studying eye contact within the context of the music rehearsal could shed light 

on those places in the music where eye contact is most likely to occur; whether or not it 

is an indication of mastery of the music through the rehearsal process; and if eye 

contact comes out of a directional need or some other need such as a communicative 

need. It could offer some insights into the meaning contained in those other needs and 

if the frequencies and meanings are affected by different styles of music and age and 

experience levels of groups. 

Experimental Research on Facial Expression 

 The scientific study of nonverbal communication is more than a century old. This 

has led to a preponderance of literature, some applicable to this study and some not. 

Because it is such a vast field of inquiry in itself, I have relied on some secondary 

source material to provide the necessary background material. 

 Harrison and Cohen (1972) named French neurologist G.B Duchenne and 

Charles Darwin among the earliest researchers in their historical overview on facial 

expression research. Duchenne’s research in 1867 explored the reaction of the face to 

electrical stimulation while Darwin, in turn, drew upon Duchenne’s research while writing 
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his classic book The Expression of Emotions in Man and Animals. In 1972, Harrison 

and Cohen stated that” 

Research on the face is one of the oldest, one of the most complex, and one 
which has recently seen some significant breakthroughs which may herald future 
trends in other areas of nonverbal behavior. (p.34) 

 
They went on to explain that there have been two different approaches to the study of 

facial expression: the anthropological and the psychological. According to the authors at 

the time of their writing, recent research has begun to combine these two approaches. 

Emerging from this combination is a meaning-centered approach which classifies 

behaviors according to the function they perform. Ekman and Friesen pioneered this 

approach as early as 1968. In 1972, Harrison commented: 

The Ekman, Friesen, and Ellsworth volume, Emotion in the Human 
Face…might well have been titled: “All you ever wanted to know about 
facial research; and never would have thought to ask.” It is a thorough, 
critical review of a century of research on the face and emotion. As such, it 
is must reading for any modern researcher who would study facial 
expressions. And it is an instructive reference book for any scholar with a 
general interest in nonverbal communication. (Harrison, Cohen, Crouch, 
Genova, and Steinberg, 1972, p.467-468) 

 
To be certain, Paul Ekman has been at the forefront of research on facial 

expression. Since 1972, one can find Ekman’s name either associated with or 

mentioned in the literature relating to studies of facial expression. “No one has elevated 

research in this area to its present state of scientific respectability as Ekman” (Harper, 

1978, p.79). Among the myriad of studies done by Ekman, one of the variables common 

throughout is that of context. 

In an address given before the 100th Annual Convention of the American 

Psychological Association, Ekman (1993) stated that “the studies that determined the 

information observers obtain from facial expressions when they are seen out of context 
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– disembodied – answers the question of what the face can signal, not what information 

it typically does signal” (p.387). This is an elaboration of a 1970 comment stating that, 

“the face is judged not in an absolute manner but relative to the context of the judgment” 

(p.169). Thus any facial expression, of which eye contact is a part, must be considered 

within the context of events surrounding it.  

Ekman (1997) noted that “research in emotional response has been limited to 

aggregated occurrences of emotional response across blocks of time. No research has 

looked to emotional response at specific points in time” (p.63) and “to the best of our 

knowledge, no research has examined whether coherence between facial expression 

and self-report is discernible on a moment-by-moment basis (p.67). In his 1997 study, 

Ekman chose to deal with temporal and memory limitations of the self-report by having 

subjects rate their emotions on a momentary basis and by providing cues to aid in their 

remembering. He outlined several problems associated with research in emotional 

response: 

1. The problem of symbolic representation. 
2. Memory reconstruction. 
3. It is unknown to what degree the demands of self-reporting during an episode 

influence subsequent emotional responses. 
4. Speaking aloud of one’s experience may increase self-consciousness and 

may alter affect as well as expressivity. (p.65-66) 
 

With these problems in mind, Ekman designed a study where subjects were 

shown an emotionally evocative group of short films and then were asked to report on 

their emotions using a moment-by-moment procedure. The subjects then viewed a 

replay of the stimulus film and then reported what they remembered having felt during 

the initial viewing. He called this process-cued review. During the cued review portion of 

the replay, the subjects were instructed to stop the video at those places where they 
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remembered having their first emotion. They then used a report form to rate what they 

remembered feeling at that point. This process continued to the end of the film.  

The findings supported the hypotheses that there is coherence between facial 

expression and self-report of emotion at specific moments. Ekman cautioned, however, 

about the existence of an intensity threshold, suggesting that only the more intense 

emotions were remembered thereby washing out memory of the less intense emotions. 

Emotions may also have to reach a certain level of intensity in order to reach conscious 

awareness (p.81). This may be a significant factor to consider in the recollection of the 

reasons and purposes of eye contact in my study. It may be that only the strongest and 

clearest reasons or purposes can be recalled. 

Reliability and Validity in Observation Research 

 Systematic observation as a technique in educational research is based upon the 

assumption that both description and analysis are necessary requisites. According to 

Froehlich (1995), description tells the researcher “what is there” while analysis shows 

the relationship of all the component parts to each other (p.183). The assumption that 

behaviors can be both described and explained leads to the belief that relationships 

between observed behaviors can be established and their causes can be found. If these 

found relationships and causes are to be a true representation of what is observed, then 

they must be both reliable, in that the observed behaviors are consistent over time, and 

valid, in that the observed behaviors are what they purport to be. These criteria are 

necessary not only for showing valid and reliable behaviors in general terms, but also in 

showing those valid and reliable behaviors in terms of measurement tool development. 

In either case, test-retest is of prime importance. 
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Reliability 

Longstanding research practice in observational studies seems to have accepted 

that agreement by two or more coders at any given moment, as well as over time, is 

sufficient to establish reliability and validity. Froehlich (1995) stated that 

Observation reliability refers to the observed behavior itself and not to the 
observation system used to describe the behavior. Reliability of behaviors 
requires proof of consistency over time, that is, knowledge of its 
dependability as a descriptive measure. Dependability of behaviors, thus, 
becomes an issue of validity. (p.182) 

 
Establishing consistency of relationships between observed behaviors, then, requires 

high observer agreement at any time and over time.  

High observer agreement also requires reliability of observed behaviors in that 

those behaviors are consistent over time. This raises the question of the test-retest 

situation where behaviors may change. Although this may appear contrary to the 

concept of reliability at first glance, Cohen, Swerdlik, and Phillips (1998) addressed this 

seeming contradiction by saying 

(The) degree of consistency is the person’s relative standing among 
others on the same test. If all improved or lowered by approximately the 
same magnitude and an individual’s relative standing remained the same, 
the stability coefficient would be high. (p.285-286) 
 

While Cohen, Swerdlik, and Phillips were speaking specifically about a particular 

subject’s score, the concept holds true for observer consistency as well. Observers 

must exhibit agreement relative to one another both within each observation session 

and across all observation sessions. 

 Erlich and Shavelson (1978) claimed that correlations between teacher behaviors 

and student outcomes are unstable because teaching acts themselves are unstable and 

unrelated to student outcomes. The purpose of their study was to 
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1. Provide data on the generalizability of measures of teacher behavior and 
2. Determine whether lack of significant correlations between measures of 

teacher behaviors and student achievement is due to problems in the 
generalizability of their measurement, in their conception, or both. (p.78) 

 
In their study, they observed ten fifth-grade teachers with at least five years’ of 

teaching experience and each observed (videotaped) on three occasions over a six-

month period. The teachers were videotaped twice each occasion – once during a 

reading lesson and once during a math lesson. The generalizability design consisted of 

three facets: 1) occasions, considered a random facet, 2) subject matter, considered a 

fixed facet and, 3) raters, considered a random facet. The teachers were observed for 

their presentation, questions, feedback, interpersonal behavior, and classroom 

management. Citing generalizability theory, they said that the coefficient of 

generalizability is analogous to the reliability coefficient in classical theory. They then 

set a minimum level for a generalizability coefficient (.70) which allowed for the 

combinations of number of raters and occasions.  

They found that the small sample of teachers, raters, and occasions precluded 

definite and conclusive generalizations. This lack of a relationship was attributed to 

either measurement problems, conceptual problems, or both (p.88). They stated that 

“the major measurement problem is that an unreasonable number of raters and 

occasions are required to measure certain variables reliably” (p.88). They went on to 

say that  

Measures of (teacher) behaviors may contain several potential sources 
(facets) such as observation occasions, observers, and subject matters. 
The generalizability of measurements is not a function of each of these 
facets separately, but rather a function of them considered simultaneously. 
(p.77) 
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In the measurement of eye contact between students and teacher and in the 

development of a measurement tool, one must be aware of and take into account all of 

these facets.  

Validity 

 Research has shown that eye contact is a valid descriptor of music instructional 

practice (Daellenbach, 1970; Yarbrough, 1975). Agreement by all (or to the degree that 

all agree) as to the interpretation of when eye contact occurs leads to the accuracy of 

measurement. 

 Ebel (1961) stated that “test validation is widely regarded as the least satisfactory 

aspect of test development” (p.640). He attributed this aspect to the lack of good 

criterion measures. This was not due to inadequate criteria but due to the operational 

limits of the concept of validity. This concept needed a more restricted and specific 

definition for observational research than generally is the case.  

 Ebel found that some of the difficulties with validity include the wide definitions of 

validity. Among them are the correlation of the test with some criterion, correlation 

between raw test scores and the true criterion scores, the accuracy with which it 

measures that which it is intended to measure, the extent to which it is useful for a given 

purpose, and its interpretability. He went on to say 

It would be difficult to state in words a core meaning common to all the 
various definitions of test validity, of which the foregoing is only a sample. 
Such a conceptual definition, even if it could be formulated satisfactorily, 
would probably be too abstract to contribute to more effective test 
validation. What the test developer needs is an operational definition. 
(p.640) 

 
Ebel identified four difficulties with test validity: 1) definitions, 2) types, 3) 

evidence and, 4) essentiality. These difficulties occur because of the scientific 
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inadequacy, the philosophic inadequacy, and the overgeneralization of validity. The 

scientific inadequacy suggests that a test is valid when validity of criterion is 

established. However, this leads to an ad infinitum of that criterion validity being 

measured against another. Ebel suggested that criterion measures should be ratings 

based on direct observations of behavior under presumably natural conditions. The 

philosophic inadequacies stem from the varying viewpoints of empiricism, realism, and 

positivism while the overgeneralization of validity is due to the concept being too broad. 

According to Ebel, meaningfulness should replace validity as a desirable 

characteristic of an observational instrument by relating those scores to other measures 

of the same person. Other things which help make scores meaningful are descriptors of 

the operations by which the scores are obtained, covering the critical procedures of test 

construction and test administration, and how the test is scored. 

Ebel named three characteristics which determine the quality of a test or 

measurement procedure: 

1. The importance of the inferences that can be made from the test scores. 
2. The meaningfulness of the test scores based on: 

a. an operational definition of the measurement procedure; and 
b. a knowledge of the relationships of the scores to other measures. 

3. Convenience of the test in use. (p.646) 
 
Thus, the test must be clearly described, contain usefulness of the knowledge or 

abilities as required by the test, and be easy to use.  

Ebel stated that “validity is specific to a group of individuals tested, to the 

treatment given them, and to a given purpose for testing” (p.645). In the development of 

a measurement tool, the researcher can use other researchers’ tools as models, but 

must design a measurement tool specific to the characteristics described. 
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O’Sullivan (1984) addressed the issue of validity by saying a test is valid if it 

samples the domain of interest adequately. She went on to outline a validation model in 

four stages: 

Stage I:  The construct of interest is defined and discussed at a logical level. 
Theory relevant to the construct is reviewed. Provide a clear 
acceptable definition for the terminology associated with the theory. 
Congruence between the construct of interest and the task chosen 
to do it. One measures what one wishes to measure – not what one 
can measure. 

 
Stage II: Specify alternative ways to measure the same construct or test-

retest. 
 
Stage III: Use a different measure of the same construct and relate them to 

one another – “reification”. 
 
Stage IV: Elaborations and relations with other constructs “are an important 

aspect of construct validation, then, is demonstrating what a test 
does not measure”. (pp.256-260) 

 
In her previously cited article, Froehlich (1995) described Rosenshine and Furst’s 

descriptive-correlational-experimental loop where the researcher first identifies the most 

important variables; second, examines the degree of relationships between those 

variables; and finally, manipulates one of the variables to determine its effect on other 

variables (p.189). Following this line of reasoning, Froehlich added that valid 

observations require 

(a) that they be derived from a specific instructional theory; 
(b) that, once collected, they are examined within the context of the chosen 

theory; 
(c) that the observational data, when gathered by observers with high coder 

agreement, may be considered an accurate reflection of the reality of the 
classroom or rehearsal as intended and perceived by the teachers and the 
students participating in those instructional situations. Accuracy, however, is 
dependent not only on the construct of interest to the researcher, but also on 
the observed participants’ agreement that what was observed reflected their 
own interpretation of the behavior under study. (p.188) 

 



63 
 

This last statement is the crucial difference between longstanding observational music 

research practice in establishing reliability and validity and the current thinking towards 

this issue. All of the participants in the study must agree as to what is observed, not just 

the observers. It is therefore necessary to include the subjects’ interpretation of the 

observed behaviors when establishing reliability and validity. This inclusion of the 

subject’s interpretation guided my study, not only to aid in establishing reliability and 

validity, but also to give a trustworthy picture of what actually occurred. 
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CHAPTER III 

METHODOLOGY 

The purpose of this study was to describe the frequency of eye contact between 

selected students and their teacher as they rehearsed two stylistically different band 

compositions in each of three rehearsal settings. Eye contact was defined as any 

situation during the performance of a composition when a student was observed looking 

up from the printed music. The questions and their sub-questions were: 

1. In three rehearsal sessions of a slow/expressive piece and a fast/technical 

piece, did eye contact occur in the same measures during the first rehearsal, 

the mid-point rehearsal, and the final rehearsal before a concert? 

a: which measures exhibited the largest number of eye contacts? 

b: was there a change in frequency of eye contacts from one rehearsal to 

the next? 

c: was the change of frequency of eye contact the same for each style of 

music? 

2. What did the teacher and students recall and describe about the reasons for 

specific eye contacts during the observed rehearsal periods, for each style of 

music, and at each rehearsal level?  

a: did those reasons pertain to specific musical events in measures 

identified by the teacher and where he expected eye contact to occur? 

b: what were other musical or non-musical reasons identified by the 

students, not the teacher? 
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Time Frame of Study 

Beginning with the spring term of 2004, I developed an observation form, an 

interview guideline, and instruments necessary for recording all data. While the actual 

data were collected over an approximately six-week time span in the spring semester of 

2005, all design procedures were repeatedly tested and refined prior to data collection. 

This included testing the setup of all videotaping procedures for (a) capturing eye 

movement, and (b) determining the number of students who could be videotaped at any 

one time. All data gathering and analysis procedures were completed in the summer of 

2005. 

Selection of Participants  

The School  

The high school where the study took place was in a rural, Midwestern city with a 

population of 14,000. The community is situated about 12 miles from the capital city, but 

is not considered a suburb. Prior to conducting the study, I interviewed the high school 

principal and had him describe the general demographics of the high school. According 

to the principal, the high school had approximately 1,000 students with about 250 

students per class in grades nine through 12. The students were described as generally 

middle-class, white, and from blue-collar families. District-wide, 20 percent of the 

students qualify for free and reduced lunches, but many of the students at the high 

school do not take advantage due to, in the principal’s words, “a pride factor”.      

Academics. The principal related that the State Board of Regents found that the 

students in this school do better, academically, than students in most other schools in 

the state. However, there were deficiencies within the mathematics standing. Scores 
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from the Iowa Test of Education were high compared to other schools. Over 80 students 

in the senior class had a 3.6 grade point average or higher. The principal stated that “A 

number of students qualify for the talented and gifted program but don’t participate for 

fear of being labeled a bookworm”. He went on to say that those students were placed 

in advanced placement courses and/or courses at a nearby community college. 

 School climate. Students come to school dressed appropriately and according to 

the school dress code. For example, hats are not allowed to be worn during the school 

day, nor is clothing with suggestive slogans, in the opinion of school administrators. 

Students are required to carry and display signed planners when in the hallways while 

classes are in session. According to the principal, fights seldom occur and suspensions 

and expulsions, while rare, do occur. It was his opinion that the students appear to be 

better behaved both in school and out in public than other area schools and that they 

seem to be down-to-earth and not elitist in their behavior. 

 The principal. The principal described himself as “rigid” and that he holds 

students to high standards. He stated that he had “high expectations” for his students 

and that he “always thought that if you treated everybody with respect, that respect 

would be returned for the most part”.  

 The teacher. The male teacher who participated in the main study had been 

teaching for 11 years, five of which were at the school where the study took place. We 

had team-taught the high school band chosen for the study for four of those years. Prior 

to teaching at the school where the data were collected, he had taught for six years in a 

rural, class 1-A school where he taught band in grades 5-12.  
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 The band students. The high school band department had 189 students from 

grades nine through twelve, another director besides me, and two bands from which to 

select students. One of the bands was composed of ninth and tenth graders while the 

other was composed of eleventh and twelfth graders. I chose the eleventh and twelfth 

grade band from which to draw the student population for my study since the 

upperclassmen tended to have more study halls or open periods in which to interview 

them. The average cumulative grade point for the students in this band was 3.56. None 

of the students were involved in any of the earlier pilot testing of the observation form or 

the form by which the interview responses were recorded. 

 Prior to meeting with the ensemble, I had contacted the building principal and the 

band director to explain the study, its goals, and approximate time frame. Both the 

principal and the band director were advised of the guidelines for research by the 

Institutional Review Board at the University of North Texas. Consent was given by the 

principal to proceed with the study under the condition that I notify the district 

superintendent of the project. 

 After I met those requirements, I explained the purpose of the study to the 

ensemble. A letter describing the study and a Human Subjects Consent Form (see 

Appendix Form One) was distributed to each student for signing. Since I was observing 

high school students, a letter was sent to each student’s parent(s) which also explained 

what I was doing and why (see Appendix Form Two). Of the 85 forms distributed, 79 

were signed and returned. Of the six students not returning the consent forms, three 

students (one bass clarinet player, one trumpet player, and one percussionist) were 

absent the day I distributed the forms. The other three students (one percussionist, one 
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tuba player, and one trombone player), along with the three students who were absent 

were not included in the study.  

The students involved in the main study were selected based on (a) having 

turned in a signed consent form and (b) having a “study hall” or open period in which to 

be interviewed. Out of 79 students returning the consent forms, 47 met the criteria. The 

final twelve students were selected based on the limitation of the viewfinder, the 

instrument they played, and their gender in order to obtain a somewhat even distribution 

of male and female students as well as instruments representing both the woodwind 

and brass sections of the band. These sections were situated on both the left and right 

side of the band. The gender and instrument distribution was: (a) two female flutists, (b) 

one female clarinetist, (c) one male saxophonist, (d) two male trumpeters and one 

female trumpeter, (e) two male trombonist and one female trombonist, and (f) 2 male 

horn players.  

Selection of Music 

 The first task in selecting music was to determine what constituted contrasting 

styles of music. The criteria for music selection were that the compositions (1) be listed 

in and selected from the Iowa High School Music Association’s Suggested Contest List, 

(2) be standard wind literature of a Grade Three or Four difficulty as listed in the 

Association list, and (3) reflected a variety of band styles.  

The teacher who participated in the study and I examined 25 band compositions 

customarily used for band performances (see Table 7). The band styles were 

categorized into: (1) overtures; (2) marches; (3) suites; and (4) program music. Scores 

which we could not place into any of these categories were not considered. The 
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scores were then sorted and grouped into similar styles by the teacher and me working 

 independently from each other (see Table 8). Those musical scores which we 

disagreed upon as well as those that did not meet the established criteria were removed 

from consideration. The scores that did not meet the criteria were compositions that we 

determined as either being too difficult or unsuitable for the ensemble. Those scores 

which did not meet our criteria and those scores which met our criteria are shown in 

Table 7. Selected Band Compositions 

1. Flourish for Wind Band –  R. Vaughan Williams 
2. Marche des Parachutistes Belges – Leemans/Wiley 
3. William Byrd Suite – Gordon Jacob 
4. An Irish Rhapsody – Clare Grundman 
5. Amazing Grace – Frank Ticheli 
6. Festivo – Vaclav Nelhybel 
7. Emperata Overture – Claude T. Smith 
8. Alamo March – Karl King 
9. Chorale and Shaker Dance II – John Zdechlik 
10. A Longford Legend – Robert Sheldon 
11. On a Hymnsong of Lowell Mason – David Holsinger 
12. Air for Band – Frank Erickson 
13. On a Hymnsong of Philip Bliss – David Holsinger 
14. Cajun Folk Songs – Frank Tichelli 
15. The Light Eternal – James Swearingen 
16. Masque – Francis McBeth 
17. Toccata for Band – Frank Erickson 
18. Ponte Romano- Jan Van der Roost 
19. Courtly Airs and Dances – Ron Nelson 
20. Havendance – David Holsinger 
21. Encanto – Robert W. Smith 
22. Little English Suite – Clare Grundman 
23. Variation Overture – Clifton Williams 
24. Incidental Suite – Claude T. Smith 
25. Linden Lea – R. Vaughan Williams 
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 Table 9. The scores which met our criteria were then examined for contrasting styles.  

Considerable discussion was held as to what constituted contrasting styles of 

music. We agreed that a slow and expressive piece of music would contrast with a 

piece which was fast and technical. Those compositions which we deemed slow and 

expressive were Amazing Grace, On a Hymnsong of Philip Bliss, Flourish for Wind 

Band, Linden Lea, and Air for Band. The remaining compositions were considered fast 

and technical, although Chorale and Shaker Dance II, Little English Suite, Toccata for 

Band, Cajun Folk Songs, and Masque contained slow and expressive sections. Those 

sections were not observed during the study.  

Since the style of composing for wind band has changed over the years, we 

agreed that an older style of music would contrast with a more recent one. Recognizing 

that it was beyond our expertise to pinpoint a specific year when writing styles changed, 

we chose 1970 as the demarcation point. The criteria compositions written prior to 1970 

were Little English Suite, Toccata for Band, Alamo, Flourish for Wind Band, Masque, 

and Air for Band. The remaining compositions were written after 1970. We then agreed 

upon two compositions, one of which represented a fast and technical style, the other a 

slow and expressive style, with both being representative of different eras of band 

composition. The two compositions chosen for the study were Amazing Grace by Frank 

Ticheli and Masque by W. Francis McBeth and were subsequently performed at an 

independent music festival. 
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Table 8. Style Groupings 

My Style Groupings:    Teacher’s Style Groupings: 
 
Overtures:     Overtures: 
Emperata Overture    Emperata Overture 
The Light Eternal    The Light Eternal 
Chorale and Shaker Dance II  Chorale and Shaker Dance II 
Ponte Romano    Ponte Romano 
A Longford Legend    A Longford Legend 
Cajun Folk Songs    Cajun Folk Songs 
Toccata for Band    Toccata for Band 
Havendance     Havendance 
Encanto     Encanto 
Variation Overture    Variation Overture 
Masque     Masque 
      Irish Rhapsody* 
      Festivo* 
 
Marches:     Marches: 
Marche des Parachutistes Belges  Marche des Parachutistes Belges 
Alamo      Alamo 
 
Suites:     Suites: 
William Byrd Suite    William Byrd Suite 
Courtly Airs and Dances   Courtly Airs and Dances 
Little English Suite    Little English Suite 
Incidental Suite    Incidental Suite 
Irish Rhapsody* 
 
Program Music:    Program Music: 
Amazing Grace    Amazing Grace 
Linden Lea     Linden Lea 
On a Hymnsong of Philip Bliss  On a Hymnsong of Philip Bliss 
Air for Band     Air for Band 
On a Hymnsong of Lowell Mason  On a Hymnsong of Lowell Mason 
Flourish for Wind Band   Flourish for Wind Band 
Festivo* 
       
(* = those we disagreed upon) 
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Table 9. Scores Meeting or Not Meeting Our Criteria 

Scores Not Meeting Our Criteria 

 
The Light Eternal    Ponte Romano 
A Longford Legend                        Havendance    
Marche des Parachutistes Belges           Variation Overture 
Courtly Airs and Dances   Incidental Suite    
On a Hymnsong of Lowell Mason  Emperata Overture   
William Byrd Suite    Festivo      
An Irish Rhapsody 
 
 

Scores Meeting Our Criteria 
 
 
Chorale and Shaker Dance II  Cajun Folk Songs 
Little English Suite    Flourish for Wind Band 
Toccata for Band    Encanto 
Amazing Grace    Linden Lea 
On a Hymnsong of Philip Bliss  Air for Band 
Alamo      Masque 

 

The next step in the music selection process was to determine what section of 

each style of music was to be rehearsed and observed. Since this study examined eye 

contact in a manner different from previous studies, regular sampling intervals would not 

be specific enough because I wanted to observe every instance of eye contact. In order 

to accomplish that, it was necessary to find sections of each composition which were 

similar in either length of time span, in number of measures, or some proportional ratio 

thereof.  

Finding equal sections presented two challenges: time span and number of 

measures. A fast-moving piece of music covers a substantial number of measures in a 

relatively short time while a slow and expressive piece takes a considerably longer time 

to cover a similar number of measures. The participating teacher and I agreed that the 
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musical/melodic line was an important element to consider so that the students and 

teacher were being observed while playing complete phrases or melodic ideas. 

 To determine which section of each piece of music to observe, we examined 

both compositions for sections with complete musical phrases of approximately a 

minute in duration. We found sections in each composition which both contained 

complete musical phrases and were of a similar time span.   

 Description of the selected music. Masque was composed in 1967 during a 

period of time when a considerable number of original works were being composed for 

band. Written in a twentieth-century romantic style, it contains compositional techniques 

such as the use of wide dynamic ranges, varying tempi, and various percussion colors. 

There is no key signature, but the melodic structure is based upon the development of a 

three-note motive and a rhythmic sixteenth note ostinato motive, both being centered in 

the key of C. Textural contrast is maintained by alternating between families of 

instruments. The work begins with both motives being presented and immediately 

begins development of the two motives. The score is marked “allegro agitato”. In 

measure 22, the three-note motive is played in unison by the clarinets and piccolo. The 

low brass continues the development which is subsequently picked up by the trumpets. 

This contrast in textures leads to a crescendo into measure 57, which is where the 

selected measures for this study end. 

 Amazing Grace is Frank Ticheli’s seventh work for band. Written in 1994, it is 

based on the well-known spiritual of the same name. The work is in E-flat major, 3/4 

time, and opens with a flowing eight measure introductory statement. At measure nine, 

the melody is heard as a solo for alto sax and one flute with one clarinet joining in two 



74 
 

measures later. The score is marked “slower, senza rubato” and pianissimo. At 

measure seventeen, the second clarinets enter with solo trumpet. The alto sax 

continues with the melody statement as staggered entrances from the rest of the 

ensemble fill out the harmony. By measure 25, the entire band has entered and the 

flutes and horns have the melody. The work crescendos to a fortissimo going into 

measure 33 where the selected measures for this study end.  

Videotaping Procedures and Interviews 

Videotaping of the Rehearsals 

On the days that I taped, two Panasonic AG-188 camcorders were set up at the 

front of the band and focused on the selected students of both sides of the band. A 

Sony Handycam CCD-TR70 was set up behind the band and focused on the teacher’s 

podium. Connecting the front cameras to a 27-inch Toshiba color television monitor 

gave a much clearer indication of what was actually being videotaped. It also allowed 

me to ensure that only those students who had returned permission slips were 

videotaped. The monitor was situated so that none of the students could view it. The 

selected excerpts from both pieces of music were then played and the students and 

teacher videotaped.   

Viewing the Tapes and Interviewing the Students 

The interviews for both teacher and students were conducted as soon as was 

practical after each recording session, but all were accomplished before the end of the 

day in order to minimize memory fading. Each individual was taken into an unused 

practice room where I had set up a television, VCR, a tape recorder, and two chairs. For 
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this interview process, I used a Radio Shack cassette recorder which I use when I judge 

ensemble contests. A Toshiba 27-inch color television was mounted on a cart with a 

Toshiba DVD/VCR and was used for viewing the videotapes. 

The students and teacher were instructed to watch themselves on the videotape 

playback and note when they saw themselves looking up from their music. I paused the 

tape and asked if they could recall for what reason(s) they looked up from their music. If 

their response matched a possible response on the Interview Response Coding Form, I 

entered the number that corresponded with the reason they gave in the appropriate 

measure line on the form. If their response did not appear on the form, I wrote what they 

said, verbatim, in the appropriate measure line. The tape was then restarted and the 

process repeated. 

Each interview session was audiotaped for later transcription in order to ensure 

accuracy of the Coding Form and to provide for easier analysis and discussion. Since 

the rehearsal period ran from 7:55 a.m. until 8:45 a.m., it was possible to complete the 

interviews before school was dismissed on that particular day. Students were able to 

come out of study halls, lunch periods, and after school. Transcribing took place within 

one day of interviewing. This process was repeated for every rehearsal session and for 

each composition.  

Development of the Interview Response Coding Form 

 Research has shown that students’ familiarity with context affects the 

understanding that those students have of their classroom (Roshong, 1978, Wing, 1986, 

Taylor, 1995). To get a sense of  students’ familiarity with the rehearsal context for this 

study, I had informal conversations with 28 students, other than those I had selected for 
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videotaping, regarding why they would look up during rehearsals. These informal 

conversations took place in early winter of 2004 and subsequently led to the 

development of the Coding Form which was the primary data collection form.  

The informal conversations yielded six reasons students would look up. 

According to the students’ own testimony, they would look up from their music to: (1) let 

the teacher know that they were paying attention; (2) check with the teacher to see if 

they were making mistakes; (3) see if someone else was making any mistakes; (4) look 

around the room to see who was there; (5) communicate with someone while playing; 

(6) look for musical cues such as entrances and cut-offs.  

As the students talked, several of them also became curious as to what their 

peers might be thinking. I therefore initiated a class project to see if there were general 

thoughts during music rehearsals that the students shared. Their assignment was to 

devise a way to find out what their classmates thought about during rehearsals. The 

idea of a general class discussion was rejected because the students felt that their 

classmates might not be willing to talk about their thoughts for fear of being ridiculed. 

However, the students felt that a paper survey would allow for anonymity in their 

responses. This activity led to the development of the Interview Response Coding Form. 

Using the six reasons obtained from the informal conversations and adding an “Other” 

reason in which students could use their own words or contribute a new reason for 

making eye contact, the students’ survey was distributed to both the 9/10 band and the 

11/12 band (see Table10). They were instructed to try to recall any reasons for which 

they might look up from their music during rehearsal and circle on the form any that may  
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Table 10. Sample Student Response Form 

Instructions: 
  
Below are possible reasons why you may make eye contact during a band rehearsal, 
either with the teacher or another student. Circle any and all reasons for which YOU can 
recall ever having made eye contact during rehearsal. 
 

1. Cues from the teacher (entrances, cut-offs, etc) 
2. To let the teacher know I am paying attention 
3. To see if I am making any mistakes 
4. To see if someone else is making mistakes 
5. To look around the room to see who is there 
6. To communicate with someone while playing 
7. Other (specify) 

  
 

Table 11.  Breakdown of Returned Responses 
 
Reasons for eye contact Responses for each category 
1. Cues from the teacher  129 
2. To let the teacher know I am paying attention  85 
3. To see if I am making any mistakes  67 
4. To see if someone else is making mistakes  29 
5. To look around the room to see who is there  83 
6. To communicate with someone while playing  58 
7. Other (specify)  58 

Breakdown of the “Other” Responses 

Reasons for eye contact     Responses for each category 
1. When there is a part we have an inside joke about 2 
2. Confusion 2 
3. To see if I am going fast enough or slow down 4 
4. Distractions – laughter, talking, wrong notes 6 
5. I’m lost 7 
6. Thinking about the music and the action people are going through 3 
7. To see what time it is 10 
8. Cute guys 4 
9. To think about the feeling to put into the music 3 
10. See the look on the teacher’s face during a powerful section 2 
11. Not really paying attention 7 
12. To see people’s faces turn red or contort while playing 3 
13. Communicate with friends 6 
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apply. Space was also provided for them to write any other reasons or comments as to 

why they may look up. These responses were returned to me at the end of the class 

period. Out of the total 189 students in the two bands, 137 returned the forms and their 

responses were entered into a spreadsheet (Table 11). The remaining 52 forms not 

turned in were due to students unwilling to participate or being absent the day the forms 

were distributed. The numbers in the “Responses” column reflect how many students 

gave the same response. Many of the responses given in the “Other” column were 

similar in intent as the original six reasons, but different in how they were worded. I 

wrote all of the “Other” responses on index cards and then had them sorted into 

categories by three judges, consisting of a high school band director, a high school 

vocal director and the researcher working as a panel. We reached a general consensus 

as to which responses belonged in which category. Some of the responses, such as 

“communicate with friends” and “cute guys” were in the already established categories 

while other reasons were new, such as “bored” and “to see what time it is”.  

Out of this sorting process came six more reasons to look up: (1) to look at the 

clock; (2) no particular reason; (3) bored; (4) distraction in the classroom; (5)  confusion; 

and (6) sharing an inside joke with someone. These six reasons, along with the six on 

the initial survey were incorporated into the interview form which would serve as a 

guideline and response recording instrument for the interviewer during the interview 

sessions (see Table 12). 
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Table 12. Interview Response Coding Form 

 
Rehearsal Session (First, Second, Final):_ ______________ 
 
 
Name:        
 
 
Selection:___        
 
 
Instrument:        

 
 
1. Cues from the teacher 8. No particular reason 
2. To let the teacher know I am paying attention 9. Bored 
3. To see if I am making any mistakes 10. Distraction in the classroom 
4. To see if someone else is making mistakes 11. Confusion 
5. To look around the room to see who is there 12. Sharing an inside joke 
6. To communicate with someone while playing 13. Can’t recall 
7. To look at the clock 14. Other (student’s own words) 
 

Meas. Number                         Reason 
 1.          
 2.            
 3.          
 4.          
 5.            
 6.          
 7.          
 10.          
 11.          
 12.          
 13.         
 14.         
 

(measure numbers continue to end of selected measures) 
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Space was again provided to include responses which did not fit into any of these 

reasons. This guideline was utilized during the interview sessions with each student 

who was videotaped and interviewed. I marked the appropriate number on the 

appropriate measure line when the students responded. Their exact words were 

entered if their response was not among those listed on the form.   

Content Validity of the Interview Response Coding Form 

 Content validity of the Coding Form was determined by of three judges: a 

university music education teacher, a high school band director with a PhD in music 

education and considerable experience in research, and a high school chorus teacher 

with 21 years of experience. Acting as a panel, they examined the form for matters of 

content, clarity, and appropriate terminology. There was consensus that such responses 

would be typical for a high school band rehearsal, that the responses were clear in their 

meaning, and that the terminology was appropriate for the age level to which it applied. 

Data Analysis 

Answering the first question required three steps in the data analysis: (1) a 

frequency count per measure of any of the students looking up from the music, (2) a 

comparison of frequency counts across rehearsals, and (3) a comparison of frequency 

counts across rehearsals for both compositions, respectively. The second question 

ascertained specific reasons from the students for their observed behavior.  

Frequency counts per measure, across rehearsals, and for both compositions. The 

number of eye contacts per measure came from the Coding Form and were entered into 

a table which showed the total number of eye contacts per measure for all rehearsals. 

Each composition required a separate table.  
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To compare the frequency counts across rehearsals, the frequencies of eye 

contacts were converted into percentages by calculating the percent of the total 

students who exhibited eye contact in a particular measure. The percentages were 

placed into a table and two tables were required for each composition. One table 

showed the percent of change for each measure from the first rehearsal to the second, 

while the other table showed the percent of change for each measure from the second 

rehearsal to the final. 

Since both compositions were unequal in the number of measures and musical 

events, I calculated the percent of change for each rehearsal by multiplying the total 

number of observed measures in each composition by the number of participants. This 

gave the total number of possible eye contacts. That total was divided by the number of 

observed eye contacts which gave the percent of change for each rehearsal and for 

each composition making comparisons across the compositions possible. 

Reasons for Looking Up from the Music 

 The data to answer question two came from the Coding Form and the transcripts 

of the audio taped interviews of the teacher and the students. The reasons were divided 

into those measures that the teacher expected eye contact (sub-question 2.a.) and 

those where he did not expect eye contact (sub-question 2.b.).  

Measures in which the Teacher Expected Eye Contact 

 Prior to the observations, the participating teacher had done a measure-by-

measure analysis of both compositions by examining the scores for measures in which 

he might expect eye contact due to musical elements such as entrances, cut-offs,  

dynamic changes, tempo changes, and phrase endings (see Table 13). The transcripts 
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.  Table 13. Musical Analysis of Excerpts 

Name of Selection: Amazing Grace (measures 9-32) 

Measure 
Number 

Measure Analysis Musical 
Event 

9 Sax solo enters on upbeat – mp 
Clarinets/flutes release 
Eye contact could be expected 

Entrance 
Release 

10  None 
identified 

11 One flute and one clarinet enter on beat 2 – pp 
Eye contact could be expected 

Entrance 

12  None 
identified 

13  None 
identified 

14  None 
identified 

15 Second clarinet enters – ppp 
Eye contact could be expected 

Entrance 

16  None 
identified 

17 Trumpet and horn enters on beat 2 – mf 
Clarinets and flute continue 
Eye contact could be expected 

Entrance 

18  None 
identified 

19 Third Clarinet/bass clarinet/baritone/tube enter on beat 2 – p 
Eye contact could be expected 

Entrance 

20 Third clarinet/horn/tuba release on beat 3 
Second alto sax enters 
Eye contact could be expected 

Release 
Entrance 

21 All winds in on beat 1 except trumpet and trombone 
Eye contact could be expected 

Entrance 

22 Band crescendo to mf 
Eye contact could be expected 

Dynamic 
 

23  None 
identified 

24 Phrase end on beat 2 
Flute/horn/trumpet have pickup on beat 3 
Eye contact could be expected 

Phrase end 
Entrance 

25 Winds enter on beat 2 (-baritone) – p 
Eye contact could be expected 

Entrance 

 
This table continues on following page. 
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This table continued from previous page. 
 

26  None 
identified 

27  None 
identified 

28  None 
identified 

29 Baritones enter on beat 2 
Eye contact could be expected 

Entrance 

30 Phrase ends on beat 2 
Eye contact could be expected 

Phrase 
end 

31 New phrase crescendos for two measures 
Eye contact could be expected 

Dynamic 

32 Continue crescendo – pick-up to new phrase 
Eye contact could be expected 

Dynamic 
Entrance 

 

Name of Selection: Masque (measures 1-56) 

Measure 
Number 

Measure Analysis Musical 
Event 

1 Full band enters on downbeat – fortissimo 
Eye contact could be expected 

Entrance 
Dynamic 

2  None 

3 Trumpets enter, rest of band cuts off on beat 1 
Eye contact could be expected 

Release 
Entrance 

4 W/w’s and low brass enter on beat 3 
Eye contact could be expected 

Entrance 

5 W/w’s and low brass release on beat 3, trumpets 
continue 
Eye contact could be expected 

Release 

6  None 
identified 

7 W/w’s and low brass enter on beat 4 
Eye contact could be expected 

Entrance 

8 Trumpets/horn end phrase on beat 3 
Eye contact could be expected 

Phrase end 
Release 

9 W/w’s low brass release on beat 1 
Eye contact could be expected 

Release 

10 W/w’s and low brass enter on beat 1 
Eye contact could be expected 

Entrance 

11  None 
identified 

 
This table continues on following page. 
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This table continued from previous page. 

 
12  None 

identified 
13  None 

identified 
14  None 

identified 

15 Upper w/w’s and high brass release on beat 1 
End of phrase 
Eye contact could be expected 

Release 
Phrase end 

16 Upper w/w’s and high brass enter on beat 3 
Eye contact could be expected 

Entrance 

17  None 
identified 

18  None 
identified 

19  None 
identified 

20 Winds release on beat 3 – Percussion continues 
Phrase end 
Eye contact could be expected 

Release 
Phrase end 

21  None 
identified 

22 Clarinets and piccolo enter pp 
Eye contact could be expected 

Entrance 
Dynamic 
change 

23 Triangle enter  
Eye contact could be expected 

Entrance 

24  None 
identified 

25  None 
identified 

26  None 
identified 

27  None 
identified 

28  None 
identified 

29 Contra clarinet and flutes enter 
Eye contact could be expected 

Entrance 

30  None 
identified 

 
This table continues on following page. 
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This table continued from previous page. 

 
31  None 

identified 
32  None 

identified 
33  None 

identified 

34 Alto saxes enter 
Eye contact could be expected 

Entrance 

35  None 
identified 

36 Tenor sax enters 
Eye contact could be expected 

Entrance 

37 Bari sax and oboe enter 
Eye contact could be expected 

Entrance 

38 W/w’s crescendo, end phrase on “and” of beat 4 
Eye contact could be expected 

Dynamic  
Phrase end 

39 Low brass/timpani enter pp 
Eye contact could be expected 

Entrance 
Dynamic 
Change 

40  None 
identified 

41  None 
identified 

42  None 
identified 

43  None 
identified 

44  None 
45 Trumpets and saxes enter mp 

Eye contact could be expected 
Entrance 
Dynamic  

46  None 
identified 

47  None 
identified 

48  None 
identified 

49  None 
identified 

50 Brass and saxes crescendo, end of phrase 
Eye contact could be expected 

Dynamic  
Phrase end 

51 Low clarinets/low brass enter beat 1 
High clarinets/flutes enter beat 3 

Entrances 

This table continues on following page. 
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This table continued from previous page. 

 
52  None 

identified 
53  None 

identified 
54  None 

identified 

55 Full band crescendo for two measures 
Eye contact could be expected 

Dynamic  

56 Continuation of crescendo 
Eye contact could be expected 

Dynamic 
Change 

 

of the interviews were then placed into this table. The results for the first sub-question 

were then extracted from that table. 

Measures in which the Teacher Did Not Expect Eye Contact 

The six interviews for each student were converted to narratives as described by  

Creswell (2005) who recommended reading each interview transcript and noting in the 

margins what theme(s), if any, emerged from a particular paragraph. These themes 

formed the basis for the written narratives that focused on each student’s reasons for 

looking up. Those narratives were read by each student for verification as well as for 

ethical reasons. 

Reliability  

To establish data reliability in this study, trustworthiness that the students did 

what they said, consistency of responses, and agreement of judges/observers had to be 

ascertained. 

Trustworthiness of Student Responses. After each observation and transcription 

of the interviews, each participant was shown their transcript and asked if what was 
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written was what they recalled saying during the interview. All but two agreed that what 

was written was what they had said. Of the two who did not outright agree, one 

remarked “I really can’t remember what all I said” while the other could not say “for 

certain”. Trustworthiness was 85 percent. 

The reasons to look up were (1) looking at the teacher, (2) looking at other 

students, (3) listening to the music, and (4) familiarity with the classroom. Thus, 

compared to the 14 reasons the students had mentioned as possibilities in the pilot 

study, only four were consistently brought up in the main study. At first glance, this 

might be that the students in the main study were keenly aware of the research context 

itself, an issue impacting trustworthiness of the data. However, there were indications 

that the students also responded willingly and openly by volunteering such statements 

as “Just checking in”, “I was checking Kelsey”, and “We were really out of tune”. This 

means that the students appeared to feel free to make non-music related comments in 

my presence as well, suggesting to me that they felt comfortable to say what was on 

their minds. Clearly, only a small percentage of the reasons, both musical and non-

musical were on the students’ minds in comparison to the long list that they had given 

earlier. 

Consistency of responses. Showing consistency of responses and of eye contact 

required that all of the responses and eye contacts from every observation be 

examined. This will be presented in Chapter IV. 

Agreement of judges/observers. Two procedures were necessary in order to 

establish that the judges agreed on what the students did and said. One procedure 

consisted of listening to the audiotape of each interview while reading the transcript 
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while the other procedure consisted of viewing the videotapes and following the 

transcripts and the musical score. To avoid a fatigue factor in the judge, both 

procedures took place at different times. 

To determine if what I had transcribed from the audiotapes was accurate, an 

independent judge, a high school chorus teacher with 21 years experience, read at 

random 20 percent (16) of the total 78 transcripts while listening to the audio recording 

of each interview. 

For the second procedure, the same judge who viewed the videotape while 

following along in the musical score and noting whether the students looked up in the 

places that were indicated on the coding form. The judge found no discrepancies 

between the observations and transcripts: the students looked up in those measures 

marked on the Coding Form and the transcripts showed, verbatim, how the students 

had responded. 

Results of the Pilot Study 

 A pilot study was conducted in the spring term of 2004 in order to establish 

procedures and necessary forms. After following the procedures required by the 

Institutional Review Board of the University of North Texas, the students and their 

teacher (N=16) for the pilot study were selected from the 9th and 10th grade band. They 

were observed on three occasions while rehearsing On a Hymnsong of Philip Bliss by 

Frank Ticheli and Toccata for Band by Frank Erickson. However, the students and the 

teacher were interviewed only twice due to the end of the school year. 
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The results showed that the students looked up primarily where the teacher had 

expected eye contact to occur. However, there were also measures in both 

compositions where students looked up and eye contact was not expected. 

Both compositions showed an increase of eye contact frequency from the first 

rehearsal to the second and from the second rehearsal to the final. However, the 

measures that exhibited change were not the same in either composition. 

Neither composition showed a dramatically higher percent of change from one 

rehearsal to the next. Toccata for Band showed a one percent increase from the first 

rehearsal to the second and a three percent increase from the second rehearsal to the 

final. The Hymnsong showed a six percent increase from the first rehearsal to the 

second and a 13 percent increase from the second rehearsal to the final.   

Five students were interviewed after each observation and their responses were 

marked on the Coding Form, and also audio taped. The data from this form, along with 

the teacher’s measure-by-measure analysis, provided the raw data for compiling a 

master table from which individual tables were constructed in order to answer the 

research questions. As I read each transcript and compared them to each other, I saw 

commonalities within each student’s interviews that were not clear from raw data alone 

and, given the magnitude of the raw data table, would be difficult to show.   While 

writing the narratives of the pilot subjects, recurring themes emerged that went beyond 

those in the initial Coding Form.  

The transcriptions of the pilot interviews revealed what the students were able to 

recall about their thinking when they looked up from their music. the students’ 

transcripts and subsequent narratives suggested that they looked up primarily for cues 
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from the teacher and in the places where he had expected eye contact. However, 

students also recalled looking at other students and gave reasons such as “Lisa counts 

the measures on her lips and if I forget where I’m at, I can look at Lisa and tell what 

number we’re on”. Other recollections included the distraction of the video recorder(s), 

listening to other sections play, to see who was making mistakes, and sharing an inside 

joke about the face the teacher would occasionally make.   

Procedure Changes for the Main Study 

Most of the procedures for the pilot study worked as planned. However, some 

changes were made for the main study. The selection of subjects came from both the 

left and right sides of the band in order to minimize the teacher’s possible preference to 

look at one side of the band more than the other. This necessitated the use of three 

cameras instead of two: one focused on the left side of the band, one on the right, and 

one on the conductor. The benefit of using three cameras was that it allowed for a 

tighter focus on the participants’ eyes. However, there was some concern that using this 

many cameras could be a distraction for the students. This effect was minimized by 

setting the cameras in the room for a few days prior to testing in the main study. 

Review of the videotapes showed that it was possible that some students sitting 

at the extreme left or right sides of the camera frame could not be observed because 

the viewfinder on the camcorder was not large enough to give an accurate view. I 

corrected it during the second taping session by connecting the two student cameras to 

a 27-inch color television monitor. That way I obtained much clearer indication of what 

was actually being videotaped as well as what the students were viewing during their 

interview sessions. It also allowed me to ensure that only those students who had given 
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permission slips were videotaped. The monitor was situated so that none of the 

students could view it. 

Pilot testing also showed that the conductor could move out of camera range due 

to normal conducting motions such as leaning one way or another if the camera was 

focused too closely. This was corrected in the main study by zooming out the lens, but 

still being able to capture eye movements. 
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CHAPTER IV  
 

RESULTS 
 

The purpose of this study was to describe the frequency of eye contact between 

selected students and their teacher as they rehearsed two stylistically different band 

compositions in each of three rehearsal settings. Eye contact was defined as any 

situation during the performance of a composition when a student was observed looking 

up from the printed music. The questions and their sub-questions were: 

1. In three rehearsal sessions of a slow/expressive piece and a fast/technical 

piece, did eye contact occur in the same measures during the first rehearsal, 

the mid-point rehearsal, and the final rehearsal before a concert? 

a: which measures exhibited the largest number of eye contacts? 

b: was there a change in frequency of eye contacts from one rehearsal to 

the next? 

c: was the change of frequency of eye contact the same for each style of 

music? 

2. What did the teacher and students recall and describe about the reasons for 

specific eye contacts during the observed rehearsal periods, for each style of 

music, and at each rehearsal level?  

a: did those reasons pertain to specific musical events in measures 

identified by the teacher and where he expected eye contact to occur? 

b: what were other musical or non-musical reasons identified by the 

students, not the teacher? 
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The results are presented in the order of the research questions and, where 

appropriate, their sub-questions. The large amount of raw data yielded by the questions 

were tabulated and can be found in the Appendix. This chapter presents those data 

needed to answer all research questions. 

Largest Number of Eye Contacts for Each Composition and Across Rehearsals 

The first sub-question looked at measures where the participants as a group 

exhibited the largest number of eye contacts. The second sub-question examined if 

there was a change in frequency of eye contact from one rehearsal to the next, while 

the third sub-question sought whether or not the change of frequency was the same for 

both styles of music. 

Largest Number of Eye Contacts in Each Composition  

Table 14 shows the observation data of each participant. The first column 

represents the total number of eye contacts observed across the three rehearsals while 

the second column represents the measures in which the teacher expected eye contact. 

The third column represents the measures in which the teacher did not expect eye 

contact.  

The largest number of eye contacts (16) for Amazing Grace occurred in measure 

32. The teacher had indicated expecting eye contact in this measure. Measure 32 is 

also the end of a phrase, contains a crescendo, and has the pickup into the next 

phrase. The largest number of eye contacts (16) for Masque occurred in measure 22. 

This measure was also a measure where the teacher had indicated expecting eye 

contact. In this measure, the clarinets enter along with the solo piccolo at a pianissimo 

dynamic level. 
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Change of Frequencies from One Rehearsal to the Next for Each Composition 

To determine change of frequencies from one rehearsal to the next for each 

composition, the frequencies of eye contacts were first converted into percentages by  

 

Table 14.  Total Eye Contacts Across Rehearsals by Composition 

Total Eye Contacts Across Rehearsals – Amazing Grace 
 

Total Eye Contact Measure Number* Measure Number 
16 32*  
12 17* 14 
10 9*  

  8 11* 12 
  7 22*, 10, 16, 23 
  6 15*, 25* 13,18 
  5 20*, 21*, 24*, 31*  
  4 29*, 30* 26, 27, 28 
  0  19 

* = measures where the teacher indicated expecting eye contact and eye contact occurred. 

Total Eye Contacts Across Rehearsals - Masque 
 

Total Eye Contact Measure Number* Measure Number 
16 22*  
12 1*, 23* 26 

11 56* 27 
10 29* 24, 40 
  9 4*, 39*  
  8 38* 2 
  7 20* 25 
  6   41 
  5 34*, 37* 14, 28, 30, 42 

  4 5*, 7*, 8*, 10*,15*,16*, 36*, 13, 31, 32, 54 
  3 3*, 9*, 45*, 50*, 51*,  21, 33, 35, 44, 46, 47, 49, 52 
  2  12, 17, 43, 48, 53 
  1 55* 6, 11, 18, 19 
  0   

 

* = measures where the teacher indicated expecting eye contact and eye contact occurred. 
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Table 15. Percentage of Change  

Percent of Change First Rehearsal to Second – Amazing Grace 

Percent Change Measure Number and Direction of Change (+/-) 

46 14- 

38 13- 

31 10- 

23 11-, 31-, 28+ 

15 21-, 25-, 26-, 19+ 

8 9-, 16-, 17-, 20-, 23-, 24-, 27-, 29-, 15+, 18+ 

0 12, 22, 30, 32 

 

Percent of Change Second Rehearsal to Final – Amazing Grace 

Percent Change Measure Number and Direction of Change (+/-) 

46 None 

38 17+ 

31 10+, 29+ 

23 28-, 32+ 

15 15-, 13+, 14+, 25+, 31+ 

8 9-, 12-, 16-, 20-, 21-, 23-, 27-, 30-, 11+, 18+, 19+, 24+, 26+ 

0 22 

 

Percent of Change First Rehearsal to Second – Masque 

Percent Change Measure Number and Direction of Change (+/-) 

46 None  

38 56- 

31 39+ 

23 13-, 12+ 

15 3-, 10-, 19-, 20-, 22-, 26-, 35-, 38-, 44-, 54-, 4+, 24+, 25+, 37+, 41+, 42+,  

8 6-, 18-, 32-, 34-, 39-, 45-, 47-, 48-, 53-, 1+, 8+. 7+, 11+, 15+, 21+, 23+, 
27+, 29+, 31+, 40+, 46+ 

0 5, 8, 9, 14, 16, 17, 28, 30, 33, 43, 49, 50, 51, 52, 55 

 

Percent of Change Second Rehearsal to Final – Masque 

Percent Change Measure Number and Direction of Change (+/-) 

46 56- 

31 20-, 39+, 41+ 

23 1-, 5,- 40+ 

15 3-, 10-, 22-, 25-, 26-, 29-, 37-, 54-, 4+, 9+, 36+, 47+ 

8 6-, 7-, 12-, 18-, 31-, 32-, 38-, 42-, 44-, 46-, 48-, 53-, 55-, 2+, 14+, 16+, 24+, 30+, 34+,  

0 13, 15, 17, 19, 21, 23, 27, 35, 43, 45, 50, 51, 52, 8, 11, 28, 33, 49 
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dividing the number of eye contacts in each measure by the total number of participants 

(Table 15). The first column represents the percent of change from one rehearsal to the 

next while the second column represents those measure(s) exhibiting that percent of 

change. 

The majority of measures exhibiting change fall into the range of 15 percent or 

less. In both selections, very few measures showed a substantial change of frequencies 

between rehearsals. This suggested that the frequencies of eye contact for both 

selections remained consistent throughout the rehearsals. However, the same 

measures did not always exhibit the same percent of change from one rehearsal to the 

next.  

Comparison of Musical Compositions 

 To determine which of the compositions exhibited more or less change from one 

rehearsal to the next, I calculated the percent for each rehearsal by multiplying the total 

number of observed measures in each selection by the number of participants. This 

gave the total number of possible eye contacts. This total was divided by the number of 

observed eye contacts which gave the percent figure.  

Amazing Grace showed a nine percent decrease from the first rehearsal to the 

second and a five percent increase from the second rehearsal to the final. Masque 

showed a seven percent decrease from the first rehearsal to the second and a one 

percent decrease from the second rehearsal to the final. Neither style exhibited a 

particularly large amount of change between rehearsals which implies that the 

rehearsals were consistent for eye contacts observed. 
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Reasons for Eye Contact 

The data for research question two came from the transcripts of the audiotaped 

interviews with the teacher and the students. The interviews are presented in narrative 

form, representing summaries of the full interviews. A brief description of each student 

precedes the interview summary. The full transcripts are found in the Appendix. 

Narrative for Student 1, H.K.  H.K. was a junior male alto saxophone player who 

had been in band for seven years and sat second chair in the section. He was a 

member of the top jazz ensemble, played in the pit band for show choir, and was an 

honors student. He was outgoing, articulate, and personable to both peers and 

teachers.  

Three major themes ran through H.K.’s interviews: 1. looking for direction, 2. 

listening to other sections, and 3. familiarity with the teacher style and expectations. In 

all six interviews, H.K. recalled looking up several times to find the beat and get the 

tempo from the teacher. He was also concerned about getting the releases of the tied 

notes right.  

H.K.’s listening skills also manifested themselves in his comments about listening 

to other sections of the band. He would listen for other sections which were playing a 

similar passage as the saxes which would help him with the counting. At one point, he 

mentioned getting “a lot of guidance from the trombones since they sort of play the 

same thing as we do” and then mentioned it again a little later. He may have listened to 

the trombones more because the saxes sit directly in front of the trombones, not only in 

concert band, but also in jazz band. He also listened to other sections just to hear the 

sound of the group. His remarks about “where the low clarinet comes in and (I) was 
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thinking how that was sort of a cool sound way down low like that”  when the 

bass/contrabass clarinets entered and accompanied a piccolo solo, go beyond just 

hearing what was happening in the band and demonstrated that he was aware of wind 

colors. At one point during a rest, H.K. mentioned thinking about how he liked a section 

“because it’s more normal harmony and stuff and the low brass are really starting to 

play it well”.   

The third theme was his familiarity, not only with the teacher’s “sweeping” 

gestures, but also with other pieces of music of similar style. H.K. commented 

specifically how the teacher would stretch a note occasionally and that would cause him 

to pay attention. He then went on to compare Amazing Grace to another piece which 

the band had played. 

H.K.’s recollections were consistent in light of the findings in the question that 

asked if frequencies changed. During one of the interviews for Masque, he commented 

that he might not look up as much as he gets to know the music better. However, in 

Amazing Grace he commented that he tries to look up more in slow pieces. He 

attributed that behavior to having to watch the teacher more because he was stretching 

beats and conducting rubato. In fact, he looked up less in subsequent rehearsals. H.K. 

made two comments which were unrelated to the rehearsal but affected his responses. 

The first was his concern for an assignment in another class while the second was 

being tired from staying up late the night before studying for an exam.  

Narrative for Student 2, K.S. K.S. was a senior female clarinet player who had 

been in band for eight years and sat first chair in the clarinet section. She was an All-

State clarinet player this year and earned the “Best in Center” award for two 
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consecutive years at solo/ensemble contest. She was involved in the top show choir 

and planned to major in music education in college following graduation. K.S. was an 

honors student and although she was very quiet and reserved, was well liked by both 

peers and teachers. She was also focused when it came to matters of playing her 

instrument and this trait was revealed in her interviews. 

Four themes emerged for K.S.: 1. she was focused on playing her part, 2. she 

worked hard to stay with the teacher, 3. she tried to lead by example, and 4. she was 

aware of and able to listen critically to what was going on around her. The first theme, 

which emerged from the interviews, was how focused K.S. was on playing her part and 

trying to get it all right. However, she went beyond her own part and wanted others in 

her section and the rest of the band to work as hard. Two comments she made revealed 

that part of her focus had to do with how the music felt. At one point she mentioned, “It 

doesn’t feel comfortable” and later said “today it felt like a few measures after the 

beginning we weren’t together. There were some parts that were slowing down a lot. It 

wasn’t a comfortable feeling and I wasn’t secure with time”.  

In all six interviews, K.S. mentioned many times looking up in order to stay with 

the teacher. This was by far her most frequent comment. However, the reasons for 

looking were varied. Sometimes it was to get the beat or to “just check in” while other 

times it was to look to see if there was something more she could do or looking for 

feedback. She also noted that there were places where the teacher would change 

something with his conducting and that she would try to anticipate it.  

Consistent with K.S.’s focus was her trying to lead by example. This was 

particularly demonstrated during the first rehearsal of Masque where an eighth grade 
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clarinet player who was job shadowing that day was sitting next to her during the 

rehearsal. K.S. commented that she was “kinda like thinking about wanting the clarinet 

section to sound good and stay together” and in a later rehearsal saying “but (I was) 

looking up and seeing if there’s anything else I can do to help the section stay together”.  

The narrative for K.S. suggests that she had an acute ability to listen critically to 

what was going on around her. Throughout the interviews, this awareness evolved from 

listening to her own part, to others in the clarinet section, to listening to other sections, 

to trying to work with the teacher to help the band as a whole play better. Her comment 

during Masque saying, “oh, that’s a really neat effect” and her comments regarding how 

things felt reveal that she was listening beyond just getting notes and rhythms. She had 

begun to hear tone colors and how the different sections of the band contributed to the 

performance while her critical listening skills showed an awareness of musical style. 

While K.S. did not come out and say it, it was obvious that she was upset with other 

players when it came to matters of intonation in Amazing Grace. She stated, 

“Sometimes people are just going through the motions in playing or they just don’t hear 

the intonation”. During the rehearsals of Amazing Grace, intonation was a serious issue 

which other students made a point to mention. However, this was the first and only 

mention K.S. made of the problem.  

Narrative for Student 3, K.S. K.S. was a junior flute player who had been in band 

for seven years and sat first chair in the flute section. She also played violin in the 

orchestra, was a member of the show choir, was a member of the All-State Chorus this 

year and was considering a future career in music. K.S. was outgoing and at times 

opinionated, but still popular with her peers. 
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Three themes emerged from K.S.’s interviews: 1. concern about staying with the 

teacher, 2. interacting with other students, and 3. listening critically. Her biggest concern 

was staying with the teacher, particularly in Masque. The band struggled to maintain a 

steady pulse and tempo and K.S. was somewhat frustrated by that. She mentioned on 

three occasions that it felt “uncomfortable” and “unsettled”, as well as being “irritated” by 

this problem. Some of this frustration came as a result of other players not playing their 

parts well. When asked how she thought Masque was going, K.S. responded, “I think 

we pull along a lot of people. If everyone knew their part as well as me or Callie or 

Kristine, we’d be great”. Another element of staying with the teacher was concerned 

with looking up at him. She mentioned that since she sits in the front row, she does not 

need to look up, but uses her peripheral vision instead, saying that his hand is “right 

there”. This may account for her being among the lowest exhibitors of eye contact.  

The second theme which emerged from the interviews was how much she 

interacted with other students during rehearsal, particularly those in the flute section. 

The main cause of this was the intonation of the band in places. When asked at one 

point what she was thinking about when she looked at a particular flute player she 

responded, “I don’t know. It was like wow, what was that? Or we were thinking the 

piccolo was really out of tune”. K.S. went on to say that she and this particular flute 

player look at one another “a lot”. She also interacted with and encouraged the piccolo 

player who sat next to her. On one occasion reaching over to tap her as if to say “you 

go, girl”.  

The third theme which emerged was her ability to listen critically. Not only was 

she aware of the tempo and intonation problems, she was also able to identify what was 
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contributing to those problems such as the percussionists not watching and people not 

tuning before rehearsal. She was able to relate Masque to another piece by the same 

composer saying that she liked the other piece better because Masque “stays too long 

with the melody idea”. However, in a later interview she stated that she liked the way he 

puts the chords together. During one of the interviews of Masque, K.S. stated that she 

did not particularly like the piece. She thought that it was because the band did not 

blend well. In the same interview, she also spoke about the emotion in music saying 

that “normally, like, with this sort of piece you can feel, like, that power. And, like, you 

can feel that on Masque every once in awhile. It feels cool”.  

Narrative for Student 4, A.H. A.H. was a senior male trumpet player who had 

been in band for eight years, was a member of the top jazz band, and sat fourth chair in 

the concert band trumpet section. Because of the way the teacher assigned parts, he 

sometimes played first part and at other times he played second part. A.H. was a good 

student academically, popular with his peers, and possessed a quirky sense of humor. 

There were no clear themes for A.H. because his comments from one interview 

to the other were not consistent. For example, he appeared seemingly unfocused at 

times although he was reflective of his own ability and interacted with other students. 

A.H. mentioned that he was “kind of apathetic” towards the music during the first 

interview of Masque and that he was tired. Later, he noted that he yawned during the 

rehearsal, but was not especially tired. In the second interview, he mentioned that he 

and his stand partner did not like the piece. By the third interview however, he said that 

he likes the piece better now since he knew all the rhythms and that it sounded “cool” in 
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some places. During the same interview, he related that he was not paying much 

attention because his best friend, who usually sat next to him, was absent.  

The interviews for Amazing Grace revealed a similar pattern. During the first 

interview, A.H. mentioned that he had “just sort of spaced off” the entire song and was 

not paying much attention. He also admitted that he would not count the measures of 

rest. Instead, he would wait until other members of the section picked up their 

instruments in order to get a cue as to when to play. However, in the third interview, he 

stated that he looked over at the first trumpets as if to cue them for their entrance. There 

were also places where he looked up and could not recall a particular reason for doing 

so. A.H. mentioned looking at the teacher only twice during the six interviews. Once was 

when he noticed some motion and looked towards the teacher and the other was when 

the tambourine was off. 

In another interview, A.H. talked about his own ability as a trumpet player. He 

mentioned that the songs were “really hard” and high for his range and that he was 

embarrassed when he could not hit the high F’s and G’s. At one point, he said that he 

would like to get better as a player because he felt “bad” when he played a solo line 

badly. However, during the last interview for Masque, he stated, “we would like this 

(piece) more if we really played it good or if we’d get into it more”. This comment was 

similar to the comments from the clarinet and flute players.  

A.H. also stated that he and his stand partner had talked about and disliked 

playing first parts and that they got excited when they are asked to play second trumpet 

parts. His stand partner was one of the best trumpet players in the band, but they traded 
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off playing solos. A.H. and his stand partner also talked briefly during rehearsals, but he 

was not able to recall, specifically, what was said.  

Narrative for Student 5, C.A. C.A. was a junior male trumpet player who had 

been in band for seven years and sat third chair in the band.  Sometimes he was 

assigned first trumpet to play while at other times he played the second trumpet part. He 

also played lead trumpet in the second jazz band, was active in the theater department, 

and was an above average student.  

Three themes surfaced from the interviews with C.A. The first was looking to the 

teacher for direction. During the early rehearsals of Masque, he mentioned having to 

look up to find the beat and that it was “a little hard to follow the teacher at times”. He 

also mentioned being somewhat lost during the second and third rehearsals and 

glanced up several times in order to find the beat. C.A. experienced similar problems 

with the beat in Amazing Grace.  

The second theme for C.A. was looking at other students, primarily to find the 

melody line and figure out where he was in the music. On two separate occasions, he 

looked at other students because he saw motion. When I asked him if that was a 

distraction, he commented, “I think that when you see movement, you just sort of 

naturally look at it”.  

The most prominent theme which emerged from C.A.’s interviews was his 

listening to the music. During the first rehearsal of Masque, he was able to identify that 

the saxes had the melody and listened to them in order to find where he was in the 

music. He also noted that the parts moved independently and at different times. C.A. 

stated, during the last interview of Masque, “I’m hearing different things now that I 
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wasn’t hearing before and it’s kind of interesting to listen to when you can pick out the 

different parts”. He noted in Amazing Grace  that when the saxes were obviously out of 

tune and he was “wondering why he (the teacher) wasn’t stopping to fix the problem”. 

This shows that he was not only listening, but was familiar with teacher behavior. 

Probably much of C.A.’s listening in Amazing Grace was because the trumpets did not 

have much to play in the selected section. He commented that it was boring to sit and 

not do anything and that he would “rather be playing than counting rests”. Later in the 

same interview, he stated, “It’s not like I could read a book or something. I’m sure that 

would not make Mr. C. happy”. 

 Narrative for Student 6, A.K. A.K. was a senior male trombone player who had 

been in band for eight years and sat second chair in the trombone section. He was also 

the bass player for the first jazz band, played string bass in the orchestra and an All-

State string bassist, and was active in choir and show choir. In addition, he was an 

honors student and will attend the Air Force Academy after graduation. 

Three themes emerged from A.K.’s interviews. The most prevalent theme was 

that of interacting with other students. There were several times he and his stand 

partner would exchange words regarding the music or the way a section was playing. 

He mentioned on two occasions seeing motion and looking towards it. When I asked 

him if those things were distractions, he replied, “Maybe, but you just sort of notice 

motion sometimes”. At one point in the third rehearsal of Amazing Grace, the sax solo 

squeaked noticeably and A.K. commented, “he never screws up and this was a surprise 

to hear him make a mistake like that”. The sax playing the solo was also the lead alto in 

the top jazz band so A.K. would be familiar with his abilities. A.K. went on to talk about 
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the sax player saying, “he does something with his face when that happens” and “he 

just makes a weird face”.  

The second theme was listening to what was going on around him, particularly 

the intonation. There were several occasions when he mentioned how bad the 

intonation was and that he tried to adjust his own instrument for it. From the first 

rehearsal of Masque, he was aware of dynamic changes and transitions in the melody. 

During the last interview of Amazing Grace, A.K. noticed the trumpet part for the first 

time and said “most for the time you don’t hear the trumpets there”. When I asked him if 

hearing them for the first time was because he was more familiar with his own part, he 

responded, “I never thought of that. Yeah, I suppose it could be that too”.  

The third theme was watching the teacher for direction. Because of the tricky 

counting in Masque, A.K. looked to the teacher frequently in order to stay with him or to 

find the beat if he felt he was lost. He also looked up to be sure that he was phrasing 

the way the teacher wanted. When I asked him why, he responded, “Well, to be sure I 

don’t breathe there and maybe to show him that I wasn’t breathing there in that 

phrase…especially after he’d said something to us earlier about not breaking the 

phrase”.  

Narrative for Student 7, D.A. D.A. was a junior female trombone player who had 

been in band for seven years and sat third chair in the trombone section. She also 

played in the top jazz band, was active in chorus and show choir, and was academically 

above average.  

The most prominent theme that emerged from D.A.’s interviews was how much 

she listened to what was going on in the rehearsal. This was surprising since during the 
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first rehearsal of Masque, she was reading her textbook for a government class. During 

the first rehearsal of Amazing Grace, she was reading a textbook for an American 

history class. When I asked her if she was counting rests during those times, she 

stated, “I can sort of hear where it’s going… like when the phrases begin and end” and, 

“it just sort of makes sense to me.” During the last rehearsal of Masque,  D.A. noted the 

section where the piccolo and the contra clarinet had a little soli section and said, “it’s 

kind of a neat sound with the really high piccolo solo and the really low contra part with 

it”. She also liked the fact that the trombones played long notes but that the music 

moved along and that some of the other parts were “cool”. In the last rehearsal of 

Amazing Grace, she noted, as did A.K., that she heard the trumpet entrance for the first 

time and looked over to see who was playing the part.  

D.A. also looked at other students during the rehearsals. In addition to looking to 

his stand partner, she mentioned the same alto sax solo in the third rehearsal of 

Amazing Grace. She stated that she tended to watch whoever was playing and when 

the sax player squeaked, she laughed and leaned over to her stand partner and pointed 

out the face that he made when it occurred. 

The last theme that emerged from the interviews with D.A. was her way of 

looking at the teacher for cues. While she did not look at the teacher as much as other 

students, she acknowledged that she used her peripheral vision in order to get direction, 

although she stated, “when it’s an important thing like an entrance or something, I look 

directly at him (the teacher)”.  

Narrative for Student 8, J.H. J.H. was a senior male trombone player who had 

been in band for eight years, sat first chair trombone, and was the lead trombone in the 
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first jazz band. He was outgoing and personable, conscientious, and an honors student. 

Important about this particular student was that J.H. and the teacher conversed often 

not only about music and band, but also about things in general. This explained how 

familiar he was with the teacher’s expectations and mannerisms. The first example of 

this came during the second interview for Masque. At one point in the music, the 

teacher switched from conducting in 4/4 to conducting in 2/2. J.H. stated that the 

teacher looked at him at that point and began the new conducting pattern. When I 

asked him why he thought the teacher looked at him, J.H. responded, “He does that all 

the time. He looks at me and when Adam’s (J.H.’s stand partner) there, he catches him 

too”. He went on to add, “And I can change what I’m doing depending on what he 

wants. Sometimes, you know, he just looks at me like for little stuff and I can change 

that little stuff since we’re playing top part we hear it a little more. He does it all the 

time”.  J.H. interpreted that particular moment as the teacher wanting the passage to be 

a little more flowing and legato saying, “He gets really round with his hands and stuff”. 

During the third rehearsal of Masque, J.H. stated that he could “feel” when the teacher 

was looking at him. The first rehearsal of Amazing Grace showed another example of 

J.H.’s familiarity with the teacher. Towards the end of a major section, J.H. stated, “He 

(the teacher) was leaning forward and I thought he was getting ready to do something. 

You know, like how he likes to change the music”. In a later rehearsal, J.H. talked about 

how the teacher made “the face” whenever he wanted the band to do something 

different. 

An example of J.H.’s familiarity with people’s behaviors around him was when 

the sax solo player squeaked during his solo section in Amazing Grace. As the soloist 
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was playing, J.H. was listening to him for all the little rubato things he was doing with the 

tempo and then, when he squeaked, he thought it was sort of funny because “Paul 

hardly ever makes a mistake. He’s a really good player and he puts so much expression 

into it and so this squeak just comes out of nowhere”.  

Another theme that emerged from J.H.’s interviews was his listening to what was 

going on in the music. During the first rehearsal of Masque, he noted the wrong note in 

the bass clarinets and how the music was building up in a particular section which 

caused him to look up. In a later rehearsal, J.H. commented on how bad the intonation 

was and was somewhat upset that the band could not get in tune. By the third 

rehearsal, he was listening more to what was going on outside the trombone part. He 

stated that the first time they had played the piece, he had heard only two parts and 

now he was hearing five parts and that “there’s more going on in the piece than I heard 

at first. It’s more interesting”. He added that after a person became more familiar with a 

piece, they began to hear other parts that they did not hear before. 

Narrative for Student 9, K.K. K.K. was a junior female trumpet player who had 

been in band for seven years and sat second chair trumpet. She also played trumpet in 

the first jazz band, was active in choir where she was an All-State chorus member, an 

accomplished pianist, and an honors student. She was one of three drum majors for the 

marching band, personable, and intended to major in music education after graduation.  

The predominant theme for K.K. was listening to what was going on in the music. 

The first example of that came in the first rehearsal of Masque where she stated that 

she was thinking about a section when the trombones entered and that it was sort of a 

“cheesy” part that she did not care for. However, in the second rehearsal, she talked 
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about the piccolo and bass clarinet soli section and how the combination of the two 

instruments sounded “interesting”.  She added that the song itself “sort of trudges” and 

that she did not particularly like the song. When I asked her if she needed to like a song 

in order to work hard on it she responded that she just wanted to be a better player but 

“it’s easier to work on something if you like it”. By the last rehearsal of Masque, she had 

changed her opinion and liked the song better. K.K. attributed that to being able to hear 

more how the song connected and the fact that they were not stopping and starting so 

much and that she was hearing the transitions to different sections. During rehearsals of 

Amazing Grace, she mentioned watching two saxes playing a solo section and that the 

intonation was “awful”. She also said that she was asking, “Why they (the two saxes) 

don’t fix that spot?” and that they did not sound that bad during jazz band rehearsals. It 

was also in the rehearsals of Amazing Grace that she admitted not paying a lot of 

attention to the rehearsals since they had many rests. During one rehearsal, K.K. said 

that she was playing with a triangle clamp while at another time, she was reading an 

information sheet regarding an upcoming festival which was handed out to each band 

member at the beginning of the rehearsal. 

Narrative for Student 10, A.C. A.C. was a junior male horn player who had been 

in band for seven years and sat first chair horn in the band. He was a member of the All-

State band, played trombone in the first jazz band, was active in choir and show choir, 

and was an honors student. He was somewhat quiet and serious and not particularly 

outgoing. These traits were revealed during his interviews. Most of his responses and 

reasons for eye contact were direct and to the point. Two themes emerged from his 

interviews. 



111 
 

The first theme was listening to what was going on with the music. During the 

second rehearsal of Masque, A.C. commented that the tambourine was off and that the 

horn part moved with the trombone part. In the next rehearsal, he mentioned that the 

low clarinets were “really out of tune” in one section. By the third rehearsal, A.C. stated 

that he did not count as much because he just “knew” when to come in. When I asked 

him if he liked this particular piece, he responded, “It’s different every time we play it. It 

might just depend on the mood I’m in or whatever” and that he began to hear different 

things with subsequent rehearsal. He thought mainly about playing the part right, 

however. 

During the second rehearsal of Amazing Grace, A.C. noted that, from an 

intonation standpoint, having one sax play the solo part was much better than having 

two. In the next rehearsal he was surprised by the sax soloist’s squeak saying, “He 

never makes mistakes”. When I asked him at the end of the interview for the third 

rehearsal if there was anything he particularly remembered, he remarked about hearing 

the trumpets for the first time stating, “I’ve never heard that part before”.  

Narrative for Student 11, C.F. C.F was a senior female flute player who had been 

in band for eight years and sat third chair flute in the section. She had auditioned for the 

All-State band, participated in sports activities, and was an above average student. She 

was also outgoing and personable. 

The predominant theme which emerged from the interviews with C.F. was how 

aware she was about what was occurring in the music. This was evident from the first 

interview of Masque where in the second measure she commented about the tempo 

slowing down and that the tambourine was dragging the tempo in a later section. C.F. 
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turned and said something to her stand partner about it and noted that she and her 

stand partner often talked about the music during rehearsal. By the second rehearsal, 

she said that the piece changed ”a lot” and that it sounded like a different song. When I 

asked her in what way it sounded different, she responded, “I don’t know. It’s just like 

something different is going on here than what was happening at the beginning and it 

sort of makes me not real secure” and, “I’m sure when we play it more I’ll sort of know 

what to expect”. Later in that rehearsal, C.F. noted that the band was not moving 

together and it sounded “muddled and confused”.  

During the first interview of Amazing Grace, C.F. talked about how the teacher 

was breathing with the band and made “that face” he made when he is trying to 

demonstrate a phrase. C.F. acknowledged that she and her stand partner have talked 

about “that face” and laugh about it. It was also during this rehearsal that she noted that 

band was making a number of counting mistakes even though some of the parts come 

back around.  

Intonation was an issue for C.F. throughout both pieces and rehearsals. She 

appeared to be especially sensitive to the problem but offered an explanation that “they 

don’t ever establish a center of pitch to begin with and don’t adjust again later after 

they’ve warmed up”.  

It was interesting to hear C.F. talk about her stand partner and how much the two 

of them talked about what was going on in the music during rehearsals. When I asked 

her if they talked during rehearsals, she stated, “Yeah. Well, sometimes when we’re 

playing too. She is really good at noticing like pitch and when she hears people are 

wrong, she can pick them out. She’s like ‘oh, that was the sax’ or whatever. She just 



113 
 

picks it straight out even if it’s like the bari sax in the low part. She can hear the pitch 

problems. She’s always like ‘man, they’re slowing us down’ and stuff like that”.  

Narrative for Student 12, D.M. D.M. was a junior male horn player who had been 

in band for seven years and sat second chair in the horn section. D.M. was also active 

in chorus, was an All-State chorus member, and a top student academically. He was a 

fairly quiet and serious student and this trait manifested itself in the interviews.  

The predominant theme which emerged from the interviews with D.M. was that 

he was business-like during the rehearsals. He acknowledged this trait during the first 

interview of Masque when he noted that he “looked up a lot” which was somewhat 

surprising to me as it was the first time the band had read the piece and it moved at a 

rapid tempo. This behavior continued throughout the three rehearsals. A little later, 

however, he stated that the piece was repetitive and that he was not particularly 

impressed with it. D.M. went on to say, “Sometimes the simple pieces of music can be 

the most challenging. Just stylistically and when you’ve got all these different parts 

going on at the same time. It can get pretty confusing”.  

D.M. was focused during the three rehearsals of Amazing Grace as well. Nearly 

all of his eye contacts were related to what was going on with the music, either to get 

cues from the teacher or to “check in” with the teacher. However, he did mention the 

squeak in the sax solo during the third rehearsal interview, although he did not 

elaborate on his thoughts about it. He also mentioned hearing the trumpets for the first 

time during that rehearsal.  

Narrative for the Teacher, C.C.  C.C., the teacher, was in his middle 30’s and had 

been teaching for 11 years. Both of his parents were band directors resulting in his long 
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association with wind bands. His students both respected him and liked him as a 

teacher because he was personable and outgoing. C.C. enjoyed sharing stories about 

himself and his father which related to music. His rehearsal room was organized and 

clean and his rehearsals were run in an orderly manner. Discipline was seldom a 

problem but when it occurred, it was dealt with promptly and fairly.  

The two major themes which ran through C.C.’s interviews was conveying 

through his conducting gestures how he wanted the music to be played and analyzing 

the music performance of the students. As could be expected, the majority of his 

comments were focused on how, by his conducting gestures, he wanted the band to 

execute the music. Early in the first rehearsal of Masque, he commented on how he 

wanted to get the articulations correct and “drive into the next section”. Later in the 

same rehearsal, he mentioned having “to figure out a way as a teacher to link all that 

rollercoaster together to keep the piece moving”. During the second rehearsal, he 

switched from conducting in 4/4 to conducting in 2/2 in order to give “a little more flow” 

to a particular passage. He made a similar comment for the same measure during the 

third rehearsal.  

During the first rehearsal of Amazing Grace, C.C. commented that he wanted a 

smooth, connected phrase and tried to convey that by using a “smooth conducting 

gesture”. In the second rehearsal, he mentioned that the band had a nice, warm low 

sound, but that it needed to be balanced because it was “a little top-heavy” and tried to 

convey that to the band. He made a similar comment for the same measure during the 

final rehearsal of the piece and in both cases, tried to convey what he wanted to the 

band by looking up. 
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The second theme which ran through C.C.’s narratives was analyzing what was 

occurring in the rehearsals and was not associated with cueing or conducting, but 

associated with what he was hearing. During the first rehearsal of Masque, he related 

that he looked at the contra clarinet and was “thinking how nice that sounds with the 

solo piccolo”. In the final rehearsal of Amazing Grace, C.C. commented about a specific 

student’s sound saying, “Paul’s still not playing that very well (alto sax solo). His tone 

isn’t focused and pitch is suffering. I’m wondering what mouthpiece he’s playing on and 

if we maybe need to change it”.  

In addition to analyzing a specific student or the entire band, C.C. did self-

analysis while watching the videotape during the interviews. After watching the first 

rehearsal of Masque, he realized that he was “too busy with (his) hands and it’s 

confusing to the students” and that he needed “to be more strict in (his) patterns”. This 

was reiterated both during the second and third interviews when he said, “Maybe 

because I’ve seen myself on film once and with a piece this rhythmic, you’ve got to be 

precise”.  

The rest of C.C.’s reasons for looking up were concerned with looking at a 

particular section and cueing them. This was the primary reason for his looking up and 

accounted for 74 of the instances of eye contact. In contrast, looking at a particular 

individual occurred only 11 times. 

Summary of the Transcripts 

The transcripts of the interviews defined two distinct components of eye contact. 

These components were identified as (1) where eye contact was directed and (2) the 

reason for the eye contact. The reasons for eye contact appear as emerging themes.  
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Where eye contact was directed.  Where eye contact was directed was 

categorized as: (1) looking at teacher, (2) looking at other student(s), (3) cannot recall, 

and (4) miscellaneous which included looking at the floor, at one’s horn, reading a book, 

or looking at the clock. Table 16 shows those measures where the teacher expected 

eye contact and where eye contact was directed as well as those measures where the 

teacher did not expect eye contact. The tables were organized by the measures in 

which the teacher-indicated eye contact (Y), measures where the teacher had not 

indicated eye contact (N), and from highest frequency of eye contact to lowest. The 

table shows that, for the most part, students looked at the teacher in those measures 

where the teacher indicated it should occur. In those measures where the teacher had 

not specifically expected eye contact, the students were split between looking at the 

teacher and looking at other students. 

 After looking at these reasons, and in order to explain things further, I examined 

the teacher-indicated measures, the full transcripts of the interviews, and the musical 

analysis. This led to a more detailed analysis which allowed for categorization and 

revealed four themes: (1) looking at the teacher, (2) looking at other students, (3) 

listening to the music, and (4) familiarity with the context of the class. 

Students look at the teacher. The first theme was that of looking at the teacher. 

Looking for cues from the teacher evoked the most responses and occurred in 

measures 1, 5, 9, 15, 20, 34, 37, 45, 50, and 55 in Masque. These comments included 

“checking in”, “checking time”, “looking for an entrance”, “cut-off”, and “watching for the 

beat”. Students look at other students. A student looking at other students during 

rehearsal was the second theme. This consisted of watching another student as they  
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Table 16. Where Eye Contact was Directed by Composition 

 
Direction of Eye Contact – Amazing Grace (answers question 2.a.) 

 
Measures in which the teacher expected eye contact and eye contact was observed.  

 
Measure Looking at 

Teacher 
Looking at  
Other Student(s) 

Cannot Recall Miscellaneous 

32 Y 12  1 3 
17 Y 4 7  1 
9 Y 3 4  3 

11 Y 4 3  1 
22 Y  2 1 4 
15 Y 1 4  1 
25 Y 6    
20 Y 2  1 2 
21 Y 2 1 2  
24 Y 4  1  

31 Y 4 1   
29 Y 3 1   
30 Y 4    

 
Y = teacher expected eye contact 
 

Direction of Eye Contact – Amazing Grace (answers question 2.b.) 
 

Measures in which the teacher had not expected eye contact and eye contact occurred. 
 

Measure Looking at 
Teacher 

Looking at  
Other Student(s) 

Cannot Recall Miscellaneous 

14 N 5 5 1 1 

12 N 2 5  1 
10 N  6  1 
16 N 1 5  1 
23 N 3 3  1 
13 N  4  2 
18 N 1 4  1 
26 N 3   1 

27 N 3   1 
28 N 3  1  

 
N = teacher had not expected eye contact 
 

Table continues on following page. 
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Table continues from previous page. 
 

Direction of Eye Contact – Masque (answers question 2.a.) 
 

Measures in which the teacher expected eye contact and eye contact was observed.  
 

Measure Looking at 
Teacher 

Looking at  
Other Student(s) 

Cannot Recall Miscellaneous 

22 Y 5 9 1 1 
23 Y 6 6   
1 Y 12    

56 Y 11  1  
29 Y 2 8   
39 Y 4 4 1  
4 Y 7 2   

38 Y 5 2 1  
20 Y 6 1   

37 Y 3 1 1  
34 Y 3 2   
36 Y 1 2  1 
16 Y 3 1   
15 Y 4    
10 Y 4    
8 Y 2 1 1  

7 Y 4    
5 Y 2 1 1  

51 Y 3    
50 Y 3    
45 Y 3    
9 Y 3    

3 Y 3    
55 Y 1    

 

Y = teacher had expected eye contact 

 

Table continues on following page. 
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Table continues from previous page. 

Direction of Eye Contact – Masque (answers question 2b) 

Measures in which the teacher had not expected eye contact and eye contact occurred.  
 

Measure Looking at 
Teacher 

Looking at  
Other Student(s) 

Cannot Recall Miscellaneous 

26 N 3 6 2 1 
27 N 2 7 2  
40 N 6 4   

24 N 1 7 2  
2 N 6  2  

25 N 3 4   
41 N 5 1   
42 N 2 2 1  
30 N 2 3   

28 N 2 3   
14 N 3 2   
54 N 3  1  
32 N  4   
31 N  4   
13 N 3 1   
52 N 3    

49 N 2  1  
47 N 1 1 1  
46 N 2 1   
44 N 3    
33 N 1 2   
21 N 1 1 1  

53 N 2    
48 N 2    
43 N 2    
17 N 1   1 
12 N 2    
19 N 1    
18 N   1  

11 N   1  
6 N   1  

 

N = teacher had not expected eye contact 
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played a solo part, watching a section, or looking around at the band in general. The 

most frequent comment in Amazing Grace was in reference to the alto sax solo. The 

soloist (Paul) squeaked noticeably during an extended solo passage. The comments 

ranged from “just watching Paul” (meas. 9, 11, 12, 17, 20, and 22) to more elaborate 

remarks such as “It’s just so unusual of him to do that” (measures 9, 12, 17). The 

shortest remark was “Paul’s saxophone malfunction” (meas. 9). 

Students listen to the music. The third theme was listening to what was going on 

within the music itself. The most prevalent comment had to do with the intonation of the 

band or a section at a particular moment. However, their listening was not limited to 

issues of intonation. There were comments regarding the tone colors of a particular mix 

of instruments or hearing another part for the first time. There also was a tendency for 

the students to be more aware of other parts during subsequent rehearsals and that 

there was a general increase of liking the pieces better as they learned them.  

The most-frequent comment from the students was concerned with the intonation 

of the band (measures 9, 12, 15, 17, 29, 31) in Amazing Grace. One student recalled 

thinking about “how bad it sounded” and that “the intonation was awful” (measure 9) 

while another student also remembered thinking about the saxes being out of tune in 

that measure. A trumpet player noted that the saxes were out of tune and recalled, 

“wondering why he (the teacher) wasn’t stopping to fix the problem”. 

In measure 12, one flute player recalled that her stand partner said something to 

her about the intonation and then later commented, “It’s hard to listen to” (measure 15). 

She also remarked, “Oh my gosh. I can’t listen to it” (measure 17). She went on to 
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elaborate that they did not establish a center of pitch to begin with and then did not 

adjust after they warmed up.  

During one rehearsal, there was only one sax playing the solo which caused a 

horn player to remark that “It’s better having one sax playing the solo because with two 

it’s really out of tune” (measure 12). One trombone player said that he needed to tune 

better (measure 29) while a clarinet player commented, “I remember us being terribly 

out of tune and especially in that song, particularly because of the slowness” (measure 

31). 

In measures 20, 21, 22, and 24, students reported, “daydreaming during that  

part”, being “zoned out”, “spaced off”, and “bored”. One trombone player was studying 

for an upcoming exam while another trombone player looked up and yawned. He stated 

that the music is, “slow and sorta soft there and it’s not real exciting”. These students 

were resting during that span of measures and were not playing their instruments.  

Student comments in Masque were in regards to time and tempo. They not only 

commented to that, but that the problem also gave some of them an uncomfortable 

feeling. One clarinet player stated that it felt, “a little unsettled” while a sax player 

recalled, “It didn’t feel good anywhere until we stopped at one point later and started 

over” (measure 3). The rhythm in measure four is two eighth notes followed by a quarter 

rest followed by a half note and at tempo is difficult to play together correctly. A clarinet 

player who stated, “It was not a comfortable feeling and I wasn’t secure with time”, 

noted this as well as a flute player who said, “We’re not exactly right”.  

A similar passage occurred in measure five where a trombone player looked up 

and started laughing. When I asked him why, he said, “I looked at Bryan (stand partner) 
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because he came in early. He’s supposed to wait for that one beat and I sorta started 

laughing. It just struck me funny”. The same rhythm passage occurred in measure 

seven and was noted by a different trombone player who said, “I remember right there I 

was watching because we always screw that part up, because there’s a little rest and 

we always jump in on it”. A flute player stated, “I was worried I wasn’t on the beat” and 

that it did not feel comfortable in that measure.  

One of the horn players noted the tempo fluctuations in measure eight. In the 

same measure, one of the flute players remarked, “It changes a lot and it’s really fast 

and the entrances are really big and you have to hit it exactly” while after a later 

rehearsal she remembered looking up because they were all cutting off and starting 

together in that measure.  

In two separate rehearsals, one of the sax players looked up in measure ten and 

remembered thinking, “I was checking in because that’s another one of those two eighth 

notes-quarter rest-half note places that we had to work to get right”. This was a similar 

passage which other students commented on earlier. 

Measure 23 showed two references to the tambourine being off the tempo. One 

of the flute players looked up because she felt that the piccolo player had come in at the 

wrong time and she was not sure she was on the beat. When I asked her if it threw her 

off, she responded, “Well, it was either her or the tambourine. They weren’t together 

and so I wanted to make sure where the beat was”. A horn player remembered, 

“thinking the tambourine is off”. He was looking at the teacher at the time and I asked 

him if he was trying to tell him (the teacher) something. He responded, “I’m sure he can 

tell”.  
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The problem with time and tempo continued in measure 36 where a flute player 

said, “That was sort of a mess”. She went on to explain: “We’re not moving together. No 

one’s counting and this sounds so muddled and confused”. The problem continued into 

measure 39 where a different flute player remarked that she “was just irritated that we 

were slowing down so much”.  

On two different occasions, the same flute player remarked that the tempo 

slowed down in measure 56. She thought it was “tricky” there and explained: “Cutting off 

the phrase and then beginning a new one, especially as fast as we play this…you don’t 

have a lot of time and if you take too long to end the phrase and come back in on the 

new one, it slows the tempo down”. 

A sax player remembered listening to the tone quality of the clarinets in measure 

22 while a trombone player was wondering, “Who made that horrendous sound” and 

explaining why he laughed, “That was just one of those things, you know. You look up 

and sort of snicker and glad it wasn’t me sort of things”. A clarinet player explained the 

horrendous sound when she said, “I think it’s someone in the bass or alto clarinet that’s 

missing that first note. We have a B-natural in our part and that note gets missed a lot”.  

One of the trumpet players remembered looking at the piccolo soloist in measure 

22 saying, “She’s up high and all the clarinets are playing really low” and, “It’s sort of 

interesting with the two sounds. You know, high and low”. However, a flute player 

expressed a different feeling in that measure. She said, “It sounds like a completely 

different song and it throws me off. It’s like something different is going on here than 

what was happening in the beginning and sort of makes me not real secure”. This was a 

similar reaction a trombone player had (measure 22) when he stated, “I know that 
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somewhere in here I got lost. If I’m not paying attention, it’s real easy to lose the beat 

and your place because the rhythms aren’t what you’d expect”.  

When the piccolo was out of tune in measure 23, a sax player looked up and 

smirked. At that point, he recalled thinking: “I’m glad it’s not me”. The tambourine was 

also off in that measure and a trombone player stated, “It was a distraction”.  

The same trombone player was looking at the contra clarinets in measure 29. 

When I asked him why, he remarked, “They come in there and that’s kind of a neat 

sound with the really high piccolo solo and the really low contra part with it”. A sax 

player agreed in that measure saying, “That’s where the low clarinet comes in and I was 

thinking how that was sort of a cool sound way down low like that”.  

Students observe classroom context. The fourth theme was one of familiarity with 

the context of the classroom. There were comments from several students regarding 

the teacher’s conducting mannerisms. This showed that they were aware of how he 

conducted things. The students were also aware of other students’ abilities and 

behaviors. Several students commenting on one of the alto saxophone player’s squeak 

during a solo section also showed familiarity with context. The students all mentioned 

that it was unusual for him to make a mistake. One of the flute players noted that her 

stand partner was adept at hearing and identifying mistakes a particular section or 

player had made while another said that the band does not retune during the 

rehearsals.  

 The most frequent comment in Amazing Grace was in reference to the alto sax 

solo. The soloist (Paul) squeaked noticeably during an extended solo passage. One 

trombone player remarked, “Oh, he was playing really good. Sorta rushed a little bit, but 
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he sounded good and I was just listening to him so….” In a different rehearsal, he 

commented, “And I was listening to Paul and it was amusing because of just the things 

he does with the tempo and he squeaked that one time and that was sort of funny 

because Paul hardly ever makes a mistake. He’s a really good player and he puts so 

much expression into it and so this squeak just comes out of nowhere”.  

Another student remarked similarly saying, “He never screws up”, and was 

surprised that he made the mistake. This reaction to the solo extended into measure 12 

where yet another student also remarked that he never makes mistakes and continued 

into measure 17 where a student commented that he was still thinking about Paul’s 

mistake.  

Comments regarding the teacher occurred in measures 11, 25, 29, 30, 31, and 

32 of Amazing Grace. One sax player, who found it difficult to keep the beat in a slow 

song, remarked, “I watch Mr. C. a little bit more when he’s conducting through songs 

like Amazing Grace and Holsinger stuff especially”. In measure 29, he explained why it 

was difficult to keep the beat because the teacher will “stretch a note” particularly in 

slow, “sweeping” songs. He again referred to the teacher stretching the beat in measure 

30 and demonstrated the big conducting gesture that the director often exhibited. 

A trombone player remembered not breathing in measure 30 and looked at the 

teacher to be sure. When I asked him, “To be sure of what”, he replied, “To be sure I 

don’t breathe there and maybe to show him that I wasn’t breathing there in that phrase, 

especially after he’d said something to us earlier about not breaking the phrase”.   

A flute player glanced up in measure 25 and remembered that she was breathing 

and he (the teacher) was breathing with the band and he had made “that face”. She 
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went on to elaborate, “The funny face that he always makes when he does that 

breathing/phrasing thing”. Later (measure 32) she remarked that she looks up at the 

end of the phrase because he “messes with time a lot” and that he gave “a breath cue 

thingy”.  

Another trombone player had similar comments in measure 32 saying, “He 

leaned forward and I though he was getting ready to do something. You know, like how 

he likes to change the music” and “He tends to get dramatic”. In another rehearsal, the 

trombone player commented that the music was getting higher and louder and that he 

had looked up to see what the teacher was going to do. He noted that the teacher had 

made “that face thing”.  

Students comment on miscellaneous themes. There were a few comments which 

could not clearly be placed into a specific theme. In Masque, one of the sax players had 

looked over at another sax and noted, “Paul sort of tanked that low D and it’s not like 

him to miss very many notes, so I was thinking what was wrong”. In the same measure, 

a clarinet player remarked, “There are parts moving, like in different places. I’m just 

being sure we’re all the same, like on the beat when we move. I try to focus on what I’m 

doing, but when I notice that things in our section aren’t right…I know there’s nothing I 

can do about it, but it’s kind of frustrating and distracting”. The same clarinet player 

looked up in measure 51, “To get the style of the music and the tempo”. She also noted, 

“It switches from the woodwind tone to the brass section and then we come back in”.  

Summary of all Results 

The findings show that in each composition, the largest frequency of eye contact 

occurred in those measures where the teacher had indicated expecting eye contact 



127 
 

(sub-question one). Those measures contained musical events such as phrase endings, 

crescendos, or cut-offs. 

 Very few measures exhibited a substantial percent of change from one rehearsal 

to the next (sub-question two). Of those that did exhibit change, that change was often 

not consistent from one rehearsal to the next. There was a general decrease of eye 

contact from the first rehearsal to the second and a small increase from the second 

rehearsal to the final for both compositions. Amazing Grace showed a nine percent 

decrease from first rehearsal to second and a five percent increase from second to final. 

Masque showed a seven percent decrease from first rehearsal to second and a one 

percent increase from second to final (sub-question three) . 

The participants’ recollections and descriptions revealed four major reasons to 

look up: (1) Looking at the teacher for musical direction such as a cue or to “check in” 

with the teacher. (2) Looking at other students as they played which included watching 

the soloist, watching a section, turning to a stand partner, and looking around the room 

to “see who’s there”. (3) Listening to the music, which included hearing a part for the 

first time, rhythms, and intonation. (4) Familiarity with the classroom and specifically, the 

behaviors and mannerisms of the teacher and other students.  

While it is possible that the responses during the interviews were due to a “halo-

effect” in that they wanted to please me, I believe that the participants had a sense of 

how important the study was and that their answers were truthful. This was particularly 

evident as students admitted to studying during rehearsal and playing with small 

percussion instruments.  
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CHAPTER V 

 
SUMMARY, CONCLUSIONS, AND DISCUSSION  

Summary 

The purpose of this study was to describe the frequency of eye contact between 

selected students and their teacher as they rehearsed two stylistically different band 

compositions in each of three rehearsal settings. Eye contact was defined as any 

situation during the performance of a composition when a student was observed looking 

up from the printed music. The questions and their sub-questions were: 

1. In three rehearsal sessions of a slow/expressive piece and a fast/technical 

piece, did eye contact occur in the same measures during the first rehearsal, 

the mid-point rehearsal, and the final rehearsal before a concert? 

a: which measures exhibited the largest number of eye contacts? 

b: was there a change in frequency of eye contacts from one rehearsal to 

the next? 

c: was the change of frequency of eye contact the same for each style of 

music? 

2. What did the teacher and students recall and describe about the reasons for 

specific eye contacts during the observed rehearsal periods, for each style of 

music, and at each rehearsal level?  

a: did those reasons pertain to specific musical events in measures 

identified by the teacher and where he expected eye contact to occur? 

b: what were other musical or non-musical reasons identified by the 

students, not the teacher? 
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Methodology 

 The study was conducted at a high school in the Midwest during the academic 

semesters of spring, 2004 and spring, 2005. The band program had two bands from 

which to select participants. One band was comprised of 100 9th and 10th graders while 

the other was comprised of 89 eleventh and twelfth graders. I limited the number of 

participants to those who (a) could be seen through the viewfinder, (b) had turned in a 

signed consent form, (c) represented as many different instruments as possible, and (d) 

reflected equal gender distribution. I further took into consideration whether the students 

had a study hall or open period in which they could be interviewed so that the interviews 

could be completed before the end of the school day. The application of these criteria to 

the eleventh and twelfth grade band class of 89 students resulted in the selection of 12 

students who were observed and interviewed. 

 The teacher and I selected the music based upon the following criteria: (1) the 

music had to be of grade three or four difficulty level and suitable for the ensemble, (2) 

the music had to be listed on the Iowa High School Music Association Suggested 

Contest List, and (3) we had to agree on what constituted contrasting styles of music. A 

rather lengthy selection process (described in detail in Chapter 3) resulted in two slow 

and expressive compositions and two fast and technical compositions: On a Hymnsong 

of Philip Bliss by David Holsinger (1999), Amazing Grace by Frank Ticheli (1994), 

Toccata for Band by Frank Erickson (1957), and Masque by W. Francis McBeth (1967).   

 Out of each of these four compositions, one excerpt of 60 seconds in duration 

was identified that contained complete phrases or sections. The teacher examined each 

excerpt for musical elements where eye contact could be expected because of specific 
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entrances, cut-offs, phrase endings, or dynamic changes. The two excerpts for the main 

study (spring semester, 2005) came from Amazing Grace and Masque while excerpts 

from the other two compositions were used in the pilot study (spring semester, 2004).  

 For a period of six weeks, the 12 selected students were observed and 

videotaped three times for each composition. As soon as practical after the videotaping, 

but in all cases before the end of the school day during which the rehearsal had taken 

place, each student was individually interviewed. The instruction was to watch the 

videotape playback and indicate to me when a student saw him- or herself looking up 

from the music. As soon as I received that cue from the student, I paused the tape at 

that very moment and asked him or her to recall the reason(s) for looking up. All 

responses were recorded on the same form that also contained my own observation 

codings. Each of the interviews was completed before the end of the school day during 

which the rehearsal had taken place. 

 Tables of frequencies showed (a) in which measures the participants looked up 

from their music most often, (b) if there was a change of frequency from one rehearsal 

to the next, and (c) if one composition exhibited more change than the other. Interview 

transcripts served as the basis for personal narratives for each student, the analysis of 

which resulted in the themes that explained the observed student behaviors.  

Findings 

Measures exhibiting the largest number of eye contacts (1.a.) According to the 

teacher’s analysis of the compositions, he expected eye contact to occur in 

approximately half of the measures in each composition. While playing Amazing Grace, 

students looked up in 14 measures where the teacher had expected them to because 
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these measures contained cues to entrances, dynamic changes, cut-offs, or phrase 

endings. The largest number of eye contacts in Amazing Grace occurred in measure 32 

which contained a crescendo, a phrase end, and a pickup into a new phrase. 

While playing Masque, students looked up in 23 measures where the teacher 

had expected eye contact and those measures also contained cues to entrances, 

dynamic changes, cut-offs, and phrase endings. The largest number of eye contacts 

occurred in measure 22 where the clarinets and piccolo played the melodic theme in 

unison octaves. With the exception of one measure in Masque, every measure 

exhibited at least one incidence of eye contact during one or more rehearsals. Someone 

was looking up nearly all of the time.  

Change of frequency from one rehearsal to the next (2.b.) From one rehearsal to 

the next, both compositions showed a change of frequency of students looking up. This 

frequency decreased for both compositions from the first rehearsal to the second when 

the participants exhibited 25 fewer instances of looking up for Amazing Grace and 56 

fewer instances of looking up from the first rehearsal to the second for Masque.  From 

the second rehearsal to the last, the frequency of looking up increased by 15 for 

Amazing Grace and decreased by 56 for Masque.  

Change of frequency for each style of music (1.c.) The percent of change of eye 

contact from the first rehearsal to the second and from the second rehearsal to the final 

remained consistent for both compositions in that the difference between rehearsals for 

each composition was less than five percent. However, the measures that exhibited 

change were not the same for each rehearsal.  

What the participants recalled and described (2.a., 2.b.) The analysis of the  
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narratives describing each interviewed student’s self-observed behavior yielded four 

themes, stated here in order of most frequent theme to least-often mentioned: (1) 

looking at the teacher, (2) looking at other students, (3) listening to the music, and (4) 

paying attention to classroom surroundings.  

Of the four themes, looking at the teacher for direction was the most prevalent. 

Comments included “checking in”, “looking for an entrance”, “cut-off”, and “watching for 

the beat”. There were more instances of these comments for Masque than for Amazing 

Grace. 

 The second theme was students looking at other students. This behavior 

involved two types of eye contact: (1) looking around the room to watch other students 

play or to see who was there and (2) talking to another student or looking specifically at 

another student, such as a soloist. These two types of eye contact were linked to the 

third theme in that a student would comment to another student about mistakes, such 

as intonation or hearing mistakes by a soloist.  

 Listening to the music was the third theme mentioned as a reason for looking up 

from the printed score, particularly in Masque. Mentioned were the unsteady tempi in 

Masque, along with paying attention to the tone colors of a particular mix of instruments. 

As the study progressed from one rehearsal to the next, the students also tended to be 

more aware of other parts and commented about hearing other sections of the band. 

 Familiarity with the classroom context was the fourth theme. Students were 

familiar with and commented on the conducting mannerisms of the teacher, particularly 

in, but not limited to, Amazing Grace. Students also commented on other students, 
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predominantly the alto sax soloist. The main comment about him was surprise when he 

made a mistake. 

Conclusions 

The importance of nonverbal communication in the music classroom is 

evidenced by the number of studies that have examined it. Three approaches have 

generally been taken:  

(1) studies of the nonverbal behaviors of teachers (Berz, 1983; Curtis, 1986; 

Harden, 2000; Roshong, 1978; 1986; Stauch, 1987);  

(2) student response to teacher behaviors (Fredrickson, 1994; Mayne, 1992; 

Price, 1983; Skadsem, 1997; Yarbrough, 1975, 1981), and  

(3) specific nonverbal behaviors such as eye contact (Byo, 2001; Daellenbach, 

1970; Skadsem, 1997; Williams, 2004).  

It was through these three approaches that I sought to understand teacher and 

student behaviors within the specific context that is provided by being involved in the 

performance of a particular piece of music. My study incorporated Taylor’s (1995) 

suggestions that students are familiar with and keen observers of classroom context. I 

extended that premise to include student’s knowledge of the musical context that 

shapes a rehearsal. In my review of the literature, I did not find that prior observational 

research had sufficiently examined whether the performed music itself connected to and 

possibly shaped any or all interaction between students and their teacher. 

Although the results of this study cannot be generalized beyond the 12 students 

and their teacher, the results give an insight as to what the students thought about when 

they were making music. In those measures where the teacher expected eye contact, 
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students sometimes recalled looking up for reasons related to the musical element(s) in 

the score. In other instances, students looked up for musical reasons unrelated to the 

performance of their printed part because they were stimulated by what they had heard. 

Sometimes they recalled, “Just looking around the room” in order to see if others had 

heard what they heard, or “watching a soloist playing”. Nearly all of the students 

commented on the intonation between the flute and saxophone solos as they looked at 

them, a clear sign that the students paid attention to the task at hand.  

According to their recollections, the students sometimes looked up for cues from 

the teacher for such musical elements as entrances, cut-offs, or phrase endings. This 

implies that musical context knowledge was present. While the finding may also appear 

to support Harden’s (2000) suggestion that students need eye contact only at 

“significant moments”, the results go further than Harden’s because looking up from the 

music also occurred beyond what the teacher expected. Students’ recollections of why 

they looked up beyond what Harden called “significant moments” (as defined by the 

teacher), suggest that there are other, possibly equally significant moments in the minds 

of the students. Those moments had less to do with what was in the printed score, but 

more to do with the audible characteristics of the music and what transpired from 

moment to moment during rehearsal. It may be important, then, that “significant 

moments” in instructional situations be determined from the perspective of both the 

teacher and the students. 

Finally, the percent of change in looking up from the printed score across the two 

compositions was very similar. However, the measures in which those behaviors were 

observed were not exactly the same for each rehearsal. Since the printed page and the 



135 
 

participants did not change, the inconsistency of observed as well as self-described 

behavior during the performance of those measures could be attributable to changes in 

how students listened to intonation, balance, or wrong notes while learning the music. 

Thus, as the music became more familiar to the students, their musical awareness may 

have changed as well. 

A logical assumption, first articulated by Skadsem (1997), would be that students 

look up more frequently as they become more familiar with the music. However, my 

findings of this study do not support Skadsem’s. Also, the students did not look up 

substantially more often in the slower composition than in the faster composition. While 

it is reasonable to assume, as Byo (2001) suggested, that more opportunities exist in a 

slower composition, the students in this study did not exhibit substantially more eye 

contact in the slower composition.  

It was the students’ recollections of what they heard and observed in the 

classroom which suggests to me that observational studies such as this should use the 

students’ understanding of what goes on in the music and in the interactions between 

themselves and their teacher as the gauge by which to observe. In my study, the music 

itself, from less familiar to more familiar, and as described by the measure-by-measure 

analysis of the musical compositions, became the context in which the interviews were 

placed. The interviews themselves showed that the students were remarkably 

perceptive about the behaviors of their peers as well as those of the teacher, thereby 

confirming Taylor (1995) findings that students are keen observers of the instructional 

process. My findings suggest that the students also acted as keen observers of the 

musical process in which they and their teacher were engaged.  



136 
 

It is possible that the interview responses were partially influenced by demand 

characteristics in that the students were saying what they thought I wanted to hear. 

However, several students admitted to studying during rehearsal, playing with small 

percussion instruments, or simply letting their eyes wander. Two students were honest 

in saying that they did not remember why they had looked up from the music. The fact 

that such statements were part and parcel of responses that spoke to watching the 

teacher or listening to what they heard around them, gave me confidence in their 

responses being truthful and open. And even if their responses during the interviews 

may have been given in part to please me, the majority of students knew what they had 

heard. Therefore, they came across as astute participants in the rehearsal process. 

This study went beyond what previous studies have been able to provide in that 

all data were interpreted within the context of what occurred in the measure-by-measure 

analysis of the compositions themselves. The study added context to Harden’s 

definition of “significant moments” as teacher-driven. It questions Byo’s suggestion that 

eye contact may be more a function of the printed music than conductor influence in 

that Byo did not mention the audible characteristics of music. The interviews confirmed 

the need to include what students hear and pay attention to even if they may signify 

such moments by looking around the room or seeking contact with others in the room.  

Yarbrough (1981) categorized looking anywhere but at the music or the teacher 

as “off-task”. While often times these behaviors can be perceived by teachers as being 

off-task, there may be more to it than meets the eye of the non-participant observer. I 

learned that during those times when students were looking at other students, they 

commented that they were either listening to the music or thinking about how the music 
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sounded. The students were not only just hearing what was going on around them, but 

they were often listening critically to specific elements such as intonation, tempo, and 

tone color. 

In summary, I believe my findings reinforce Mukarovsky’s (1977) statement that 

the material, in this case the music, is not a passive basis, but an active factor that 

intervenes and directs the nature of all artistic interactions. This may be accurate for a 

music studio as it is for a music classroom, a band hall, or any other instructional place 

where music is being taught. 

Discussion  

While conducting, there have been many times I have looked up from the score 

and made eye contact with a student. It was during those times that I felt as if 

something unspoken had passed between us and I often wondered what he or she was 

thinking. At other times, a particularly climactic section of the music would cause some 

emotional response within me and I would wonder if my students had experienced the 

same feeling that I did. I also wondered if they were paying attention to what was going 

on around them and what they were thinking about the music. Through the findings of 

this study, I got some answers to my questions.  

I learned that students can recall in quite some detail what goes on during a 

rehearsal, both musically and instructionally. At times, it was the music itself that acted 

as a catalyst for remembering, similar to when a song evokes memories of previous 

experiences. Further research into this phenomenon may reveal how music affects a 

person through particularly evocative qualities and how such qualities can shape the 

instructional context in the music. In other words, the dynamics that result from the 
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interactions between a teacher, his or her students, and  particular compositions under 

study need further examination. The inclusion of a measure-by-measure description of 

the each composition would be essential in that regard. 

Perhaps the most important finding of this study was what it means for me as a 

teacher. As a research practitioner, I live in a world that endeavors to merge the 

practical world with the theoretical and the familiar with the ground-breaking. The use of 

Ekman’s (1993) cued-review procedure proved to be an effective technique as I 

embarked to learn more about what students thought about while playing music and the 

role that the music played in their thinking. 

Implications and Recommendations for Teaching and Future Research 

 Overall, the study suggests the value of (1) participant observation in the 

classroom as a tool for the teacher to improve his or her own teaching strategies, (2) 

listening to one’s students not only as informants about musical interactions in the 

classroom, but also as critical evaluators of their own performances, and (3) being 

cautions about judging what appears to be non-attentive behavior as “off-task”. 

The largest number of eye contacts for both compositions occurred in measures 

where the teacher had expected it. As a teacher, I frequently ask the students to “look at 

me” at a particular place in the music. It may be to watch for the release of a phrase 

ending or it may be a cue for an entrance, because there are places in the printed score 

where I feel that visual attention is necessary. However, visual attention is a two-way 

street and I suggest that teachers might want to pay more attention to students who are 

looking up from their music even if they do not look at the teacher at all times. Too 

often, teachers focus their attention on the printed score and miss the nonverbal 
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indicators such as when students look up for reasons not apparent to the teacher. 

Those moments could be significant, instructional clues for the teacher, possibly leading 

to substantive discussions about intonation, balance, or tone color and blend. The 

teacher could also ask the students simply to describe what they heard in order to talk 

about the music in general.  

Asking students what they heard or what was wrong and how to fix the problem 

actively engages them in the music learning process, presents opportunities to set goals 

collaboratively, and presents problem-solving opportunities. This activity coincides with 

one of MENC’s Nine Performance Standards in Music (7. Evaluating music and music 

performances). Similar interviewing techniques used in this study can be an important 

instructional tool to engage students in self-reflection and assessment of their own 

musical behavior and in a large group rehearsal setting. 

The music chosen for this study appeared to have an influence upon how the 

students responded. However, neither composition exhibited a substantially higher 

frequency of eye contact than the other. I suggest that it is not so much the style of 

composition that determines how much interaction occurs, but rather how the music 

sounds to the student. Examining student responses by using different styles or genres 

of music may corroborate the findings. In any event, playing a varied repertoire is a 

necessary component of music education. This activity coincides with one of MENC’s 

Nine Performance Standards in Music (2. Performing on instruments alone and with 

others a varied repertoire of music). Investigations of music classroom behavior should 

therefore take into account the music itself which would help establish a body of 

literature by which to explain specific interactions in the music classroom.  
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In studies of nonverbal communication, it is important not only to examine the 

communicants, but also the context in which the communication occurs. Not only did 

this study provide an insight into the interaction between student and teacher, it also 

provided an insight into the interaction between student and student within the context 

of the specific music being rehearsed. It shed some light on the dynamics of the 

relationship between teacher, student, and music in the music rehearsal classroom. It 

showed that students interacted not only with the teacher and the music, but also with 

other students and the aural qualities of the music itself. The students were also very 

aware of the abilities and mannerisms of one another. Understanding the extent of such 

context knowledge among the students would allow the researcher-teacher to tailor his 

or her instructional style to the musical needs and strengths of the students. 

Extended measures of rest can lead to what appears to be “off-task” behavior 

during rehearsals. Because “spacing out” during those moments can lead to 

misbehavior, the teacher may need to anticipate such moments and consider engaging 

students in tasks that ask them to listen for specific audible elements during those 

periods of rest and be prepared to give a critical analysis of what they heard. 

Several of the students did not particularly care for the compositions during early 

rehearsals saying that they “trudged” and were “cheesy”. Most, however, changed their 

opinion of the compositions as they learned the music. This may be due to a sense of 

accomplishment in mastering a piece of music or simply beginning to enjoy a 

composition. It may be that the teacher should invite constructive commentaries 

throughout the rehearsal process in order to determine why the students feel a certain 

way about a composition. This then turns the focus of attention from liking or disliking a 
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composition to thinking critically about the elements of music and how those elements 

affect their preferences. This activity also coincides with one of MENC’s Nine 

Performance Standards in Music (6. Listening to, analyzing, and describing music).  

A possible shortcoming of this study was that I only asked the students to recall 

what they were thinking when they looked up from their printed music. It might be useful 

in a future study to carry the question further by asking what they were feeling. On 

several occasions, students commented that they were “uncomfortable” with what was 

going on in the music or that they felt “unsettled”. Clarifying those comments or 

exploring those feelings with more students may give new insights into how students of 

different ages or ability levels think about the music they perform. 

This study was limited to a small sample of students in a concert band rehearsal 

setting. Studying a larger sample may reveal more and varied responses while 

examining students in a jazz band setting, an orchestra setting, or a choral setting may 

reveal if what was found in this study is consistent across music disciplines and may 

reveal if those students have similar thoughts and responses while rehearsing. The 

question is whether the ensemble type is an influencing factor in how students respond. 

Since the body and the face are actively engaged in the playing of a wind instrument, 

this study focused on eye contact as the dominant variable in nonverbal communication. 

Replication of the current study using other types of ensembles may reveal what other 

body movements can function as indicators of important communicative processes in 

music classrooms of different types. 

The students in this study were close in both age and years of experience in 

band. Examining middle school or college students may show if age and experience are 
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an influence and if they are determining factors in student eye contact and responses. 

Examining students from other schools or age and grade levels would provide valuable 

insights into whether students, in general, exhibit similar behaviors or thoughts. 

This study was conducted in a classroom that was familiar to the students in that 

the physical arrangement of the room never changed and that a consistent routine was 

followed every day. Examining students under different conditions, such as a 

competition or a public performance, may show if the physical environment affects 

student eye contact and responses as well. 

No matter the direction of future research on eye contact, it is my firm belief that 

all researchers, just as I experienced it, can confirm Patton’s (1990) observation: 

The moment you turn off the tape recorder, say goodbye, and leave the 
interview, it will immediately be clear to you what perfect question you 
should have asked to tie the whole thing together…but didn’t. (p.371) 
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(Form One) 
 
 

UNIVERSTIY OF NORTH TEXAS 
 

COMMITTEE FOR THE PROTECTION OF HUMAN SUBJECTS 

RESEARCH CONSENT FORM 

Page 1 of 2 
SUBJECT NAME:_________________________________________DATE_________ 
Title of Study: OBSERVED EYE CONTACT BETWEEN STUDENTS AND TEACHER IN 

THE MUSIC MAKING PROCESS 
 

Principal Investigator: Phil DeLong 

Before agreeing to participate in this research study, it is important that 
you read and understand the following explanation of the proposed 
procedures. It describes the procedures, benefits, risks, and discomforts of 
the study. You have the right to withdraw from the study at any time. It is 
important for you to understand that no guarantees or assurances can be 
made as to the results of the study. 

 
PURPOSE OF THE STUDY AND HOW LONG IT WILL LAST: The purpose of this 

study is to investigate the frequency of eye contact between students and their teacher 

during the music learning process in the band rehearsal setting. The study will last 

approximately six weeks, during which time six videotaping sessions will occur. 

DESCRIPTION OF THE STUDY AND THE PROCEDURES TO BE USED: This study 

uses standard educational research procedures in that the classroom will be 

videotaped. The camera will be focused upon the facial area of the subjects during a 

band rehearsal and then viewed by the investigator to determine those times of eye 

contact. In addition, immediately after the rehearsal, the subjects will view the videotape 

and be interviewed. 
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Page 2 of 2 

 

REVIEW FOR PROTECTION OF PARTICIPANTS: 

This research study has been reviewed and approved by the UNT Committee for the 

Protection of Human Subjects (940) 565-3940. 

RESEARCH SUBJECTS’ RIGHTS: I have read or have had read to me all of the above. 
Mr. DeLong has explained the study to me and answered all of my questions. I have 
been told the risks or discomforts and possible benefits of the study.  
 
I understand that I do not have to take part in this study, and my refusal to participate 
will involve no penalty or loss of rights to which I am entitled. The study personnel can 
stop my participation at any time if it appears to be harmful to me, if I fail to follow 
directions for participation in the study, if it is discovered that I do not meet the study 
requirements, or if the study is canceled. 
 
In case there are problems or questions, I have been told I can call Mr. DeLong at 515-
961-9510 ext. 203 (work) or at 515-962-9486 (home). 
 
I understand my rights as a research subject and I voluntarily consent to participate in 
this study. I understand what the study is about and how and why it is being done. I will 
receive a signed copy of this consent form. 
 
_______________________________________________    
_______________________ 
Subject/Parent or Guardian Signature        Date 
 
For the Investigator: 
 
I certify that I have reviewed the contents of this form with the person signing above, 
who, in my opinion, understood the explanation. I have explained the known benefits 
and risks of the research. 
 
_______________________________________________    
_______________________ 
Principal Investigator’s Signature      Date 
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(Form Two) 
 
 
 
 
 
 
 
 
25 January, 2005 
Instrumental Music Department 
Indianola High School 
Indianola, Iowa 50125 
 
 
Dear Parents, 
 As part of the degree requirements of my continuing education, I need to conduct 
a research study which, hopefully, will contribute to a better understanding of music 
education. I would like to include your son/daughter in this study. 
 Basically, I will be videotaping the facial area during band rehearsals to examine 
those times they make eye contact with the conductor. The procedure will require that 
they do nothing different from the normal classroom procedures during those 
rehearsals.  

After each recording session, I will have each student view themselves on the 
videotape, mark a form, and participate in an interview session. No names will be used 
and all material will remain confidential. 

The enclosed form is required by the University of North Texas and explains the 
study and procedures which will be used. Please sign the second page if you agree to 
let your son/daughter participate. Also, feel free to call me (961-9510 ext. 203) if you 
have any questions or concerns. 

Thank you. 
 
 
Sincerely, 
 
 
Phil DeLong 
Associate Director Instrumental Music 
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 (Form Three) 
 
 

 
 
 
 
 
 
 
 

STUDENT SURVEY FORM 
 
 

Instructions: 
 Below are possible reasons why you may make eye contact during a band 
rehearsal, either with the conductor or another student. Circle those reasons for which 
YOU can recall making eye contact. 

 
1. Cues from the conductor (entrances, cut-offs, etc) 

 
 2. To let the conductor know I am paying attention 
 
 3. To see if I am making any mistakes 
 
 4. To see if someone else is making mistakes 
 
 5. To look around the room to see who is there 
 
 6. To communicate with someone while playing 
 
 7. Other (specify) 
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(Form Four) 

INTERVIEW RESPONSE CODING FORM 

Rehearsal Session (First, Mid-Point, Final):____________________ 
Name_____________________________________ 
Selection__________________________________ 
 
For the Interviewer: 
This form serves as a guideline for the interview process. After each participant has 
viewed the videotape and marked their Form Three, use this form to aid the participant 
in recalling what, if any, reason they can give for making eye contact in a particular 
measure. Mark the measure number where eye contact occurred and determine what 
reason it occurred.  
 
1. Cues from the conductor     8. No particular reason 
2. To let the conductor know I am paying attention  9. Bored 
3. To see if I am making any mistakes    10. Distraction in the classroom 
4. To see if someone else is making mistakes  11. Confusion 
5. To look around the room to see who is there   12. Sharing an inside joke 
6. To communicate with someone while playing  13. Cannot recall 
7. To look at the clock      14. Other (student’s own words) 
 
MEAS # REASON     
1._____ ______________________________  
2._____ ______________________________  
3._____ ______________________________  
4._____ ______________________________  
5._____ ______________________________  
6._____ ______________________________  
7._____ ______________________________  
8._____ ______________________________  
9._____ ______________________________  
10.____ ______________________________  
11.____ ______________________________  
12.____ ______________________________  
13.____ ______________________________ 
 
This form continues as necessary to include all measures of a performed composition. 
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Table 17. Organization of Audiotape Transcriptions H.K. 

The numbers in the code column correspond to those from the Interview Guideline 

Form while the letters represent the coding agreed upon with the student. 

Name: H.K.       Grade: 11 

Instrument: Alto Sax     Gender: Male 

1. Cues from the conductor    8. No particular reason 
2. To let conductor know I am paying attention  9. Bored 
3. To see if I am making any mistakes   10. Distraction in classroom 
4. To see if someone else is making mistakes  11. Confusion 
5. To look around room to see who is there  12. Sharing an inside joke  
6. To communicate with someone while playing  13. Cannot recall 
7. To look at the clock     14. Other  
 

Where Eye Contact was Directed 
 

C – Conductor   M – Music   S – Student 
 
First Interview Masque 
 

Measure Number and 
Analysis 

Transcription Code 

Meas. 1 – Full band enters 
on downbeat. 

R – There. 
S – I was watching to get the beat 
and the tempo. 
R – Thinking about anything else? 
S – No, not really. 

1 
C 

Meas. 2 – None R – Same thing there? 
S – Yes.  

1 
C 

Meas. 4 – W/w’s and low 
brass enter. 

S – I was looking for the entrance 
there. 

1 
C 

Meas. 10 – W/w’s and low 
brass enter. 

R – How about that? It’s sort of like 
before where you come in. 
S – Yeah, I was a little off beat and 
wanted to make sure I was dead 
on. 

3 
C 

Meas. 16 – Upper w/w’s and 
high brass release. End of 
phrase. 

R – You just glanced over at Paul 
(another sax player) for a second. 
What’s going on? 
S – Paul sort of tanked that low D 
and it’s not like him to miss very 
many notes, so I was thinking what 

4 
 
 
S 
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was wrong. 
Meas. 20 – Winds release on 
beat 3, percussion continues. 

R – There? 
S – That’s where we end so I was 
looking for the cut-off. Mr. C. kept 
reminding us to end the notes tied 
to an eighth note right on the eighth 
note and I was looking to see if he 
was going to cue us on the end. 

1 
MC 

Meas. 22 – Clarinets and 
piccolo enter pp. 

S – We start a rest there and I think 
I was looking over at the clarinets 
and sort of listening to the sound. 
R – Were you thinking anything? 
S – Sort of. I think I was listening to 
the tone quality. 

5 
MS 
 
 
M 

Meas. 23 – Triangle enters. R – There. You just sort of smirked. 
S – Yeah, the piccolo was sort of 
out of tune right there. 
R – Was it obviously so? 
S – Oh yeah. I was thinking I’m glad 
it’s not me. 

4 
MS 

Meas. 24 – None. R – There? 
S – I can’t recall. 

13 

Meas. 29 – Contra clarinet 
and flute enters. 

R – How about there? 
S – That’s where the low clarinet 
comes in and I was thinking how 
that was sort of a cool sound way 
down low like that. 

14 
M 

Meas. 32 – None. S – We’re getting ready to come 
back in and I looked over at Paul to 
see if he was getting ready to play 
because I wasn’t real sure where 
we were right there. 

3 
MS 

Meas. 34 – Alto sax enters. R – There. You looked again. 
S – That’s right where we come in 
and I was watching the beat. 

1 
C 

Meas. 37 – Bari sax and 
oboe enter. 

R – There? 
S – I really can’t remember. We’re 
coming to the end of a section for 
the saxes. Maybe I looked up to 
see if we were playing it right. 

1 
MC 

Meas. 39 – Low brass and 
timpani enter. 

R – What’s going on with that? 
S – I don’t think we played that part 
very well and I sort of looked at Mr. 
C. to see if he noticed. 

3 
MC 

Meas. 44 – None. S – That’s the measure before we 
come in again. I was looking to 

1 
C 
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make sure I was in the right place. 
Meas. 49 – None. R – There. You looked up the entire 

measure. 
S – Yeah, we’re holding on a long 
note and we have to crescendo and 
I was watching to see if Mr. C. was 
cueing the crescendo. 

1 
 
MC 

Meas. 54 – None. R – What’s going on there? 
S – That’s the spot where everyone 
moves at different times in the 
measure and it’s really confusing to 
play. I mean, you can’t really listen 
to other sections if you get off and 
this song sort of moves at weird 
times. It’s hard to count. 

1 
MCS 

 

Second Interview Masque 

Measure Number and 
Analysis 

Transcription Code 

Meas. 1 – Full band enters 
on downbeat. 

R – You’re looking up. 
S – Yes. I know what the beginning 
notes are so I look up to get the 
downbeat. 

1 
C 

Meas. 17 – None.  R – There’s one. 
S – Uh-huh. I was just checking to 
see if I was in the right place or not. 
R – Yeah. You hadn’t looked up 
since the beginning of the piece. 
Any reason why not? 
S – I know that in that part in the 
music, I get a lot of guidance from 
the trombones since they sort of 
play the same thing as we do. 

1 
C 
 
 
 
 
MS 

Meas. 22 – Clarinets and 
piccolo enter pp. 

R – What’d you just look at there? 
S – Resting. Uh…I’m not sure. 

13 

Meas. 23 – Triangle enters. S – I looked up at Mr. C. again. I 
watch a lot more during rests 
because I don’t want to get off and 
come in too late or too early. 
R – Okay. So you pretty much 
aren’t looking at your music through 
this whole section. 
S – Well, I know how many 
measures rest I have. 

2 
C 
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R – So what are you thinking about 
then? 
S – When I’m resting? 
R – Yeah. 
S – I watch Mr. C. whenever I have 
an extended rest to keep the beat in 
my head and other than that, I try to 
remember my World Civ 
assignment that’s due next period. 

 
 
 
 
MC 

Meas. 34 – Alto saxes enter. R – That’s right where you come 
back in. Is that tricky there? 
S – For some reason it’s not easy 
to get a feel for where we belong. 

1 
MC 

Meas. 38 – W/w’s 
crescendo, end the phrase 
on the “and” of beat 4. 

S – Another one. 
R – Yeah, that’s right at the end of 
the phrase. 
S – Making sure I cut off in time, I 
think. 

1 
MC 

Meas. 40 – None. S – Yeah, this is another one of 
those places where we don’t play 
for a while and I just sort of look 
around. 

5 

Meas. 55 – Full band 
crescendos. 

R – There. 
S – I haven’t looked up for awhile, 
have I? 
R – No, what’s up with that? 
S – Just that I know I listen to the 
trombones a lot. 
R – Did you do that at the 
beginning? I mean when you first 
started working on this piece? 
S – Umm. Probably watched Mr. C. 
more during that period. But I try to 
listen for who I play with in the band 
and try and focus on staying with 
them. R – Are you finding more and 
more as we go along with this piece 
that there are more sections playing 
with you? 
S – Right. And I guess that as I get 
to know a piece better that I might 
not look at the director as much 
because I take cues from other 
sections. I’ve noticed that more with 
jazz band that he’s not up there all 
the time directing and we have to 

5 
 
 
 
S 
 
 
 
 
MS 
 
 
 
 
 
 
MS 
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listen to one another and so you get 
your cues from everybody else. 

 

Third Interview Masque 

Measure Number and 
Analysis 

Transcription Code 

Meas. 3 – Trumpets enter, 
rest of band cuts off on beat 
1. 

R – There, you’re looking up. 
S – Making sure I’m still on time. 
R – Does the tempo feel real good 
yet? 
S – I don’t think when we were 
doing this that it felt good anywhere 
until we stopped at one point later 
and started over. 

1 
C 
 
M 

Meas. 4 – W/w’s and low 
brass enter on beat 3. 

S – Just checking in. 2 
C 

Meas. 10 – W/w’s and low 
brass enter on beat 3. 

R – Same thing? 
S – Yup. 
R – Is it locking in better now? Time 
and pulse? 
S – I think so. I was checking in 
because that’s another one of those 
two eight notes-quarter note rest – 
half note places that we had to work 
to get right. 

2 
C 
 
 
M 

Meas. 14 – None. S – He did something differently 
directing. 
R – Is that what you were catching? 
Something new? 
S – Yeah, I think so. 

2 
C 

Meas. 15 – Upper w/w’s and 
high brass release on beat 1. 
End of phrase. 

R – You glanced up. Same deal? 
S – Yup. Checking in. 

2 
C 

Meas. 18 – None. R – You just gave a little glance to 
the side. 
S – I don’t know what that was. 

13 

Meas. 20 – Winds release on 
beat 3, percussion continues. 

R – Right there. 
S – Do I look up more often than 
other people usually do? 
R – I don’t know yet. But you could 
come in sometime and watch the 
tape and look at other people to see 
for yourself. But why’d you look up 
there? 

1 
 
 
 
 
 
 
MC 
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S – Oh. That’s the end of our 
phrase and I wanted the cut-off. 

Meas. 26 – None. R – You just turned around and 
looked at David. 
S – I don’t remember what that 
was, but I heard something and 
turned around because it was 
coming from behind me. 
R – Did he like say something to 
you? 
S – I don’t recall, but something 
happened somewhere and 
something sounded wrong and…we 
tend to make comments to each 
other about different sections like 
piccolos and flutes. Or anything 
else. It’s not like we carry on a 
conversation, but…(shrugs). 

10 
 
S 
 
 
 
 
MS 

Meas. 33 – None. R – There you go. 
S – Just checking in on the rests. 

2 
C 

Meas. 34 – Alto saxes enter. S – Still checking in and I can tell 
that my eyebrows crease when I 
look. 

2 
C 

Meas. 38 – W/w’s 
crescendo. Phrase end on 
“and” of beat 4. 

R – There? 
S – I just kept eye contact on him 
for the release. 

1 
C 

Meas. 40 – None. R – You’re sort of looking around 
like at the trombone section. What 
are you looking at? 
S – They have that spot there and I 
think you tend to look at the people 
who’re playing while you’re not. 
R – Thinking anything? 
S – Hmm…Yeah, I’m thinking how I 
like this section because it’s more 
normal harmony and stuff and the 
low brass are really starting to play 
it well. 

14 
 
 
MS 
 
 
 
M 

Meas. 54 – None. S – No reason. 
R – Anything you remember about 
this rehearsal? 
S – Time didn’t lock in very well. I 
think that’s why I was frowning so 
much on the tape. 
R – You don’t normally frown or 
make an unconscious face when 

8 
 
 
M 
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you play? 
S – Not that I’m aware of. 
R – So the frowning was because 
the time and tempo weren’t very 
good in today’s run-through? 
S – Yeah, that’s it. 

 

First Interview Amazing Grace 

Measure Number and 
Analysis 

Transcription Code 

Meas. 11 – Entrance of one 
flute and one clarinet – mp. 
Clarinets and flutes release. 

R – There, any idea? 
S – I think I was trying to keep track 
of the time so I could accurately 
count the rests. So I was looking at 
Mr. C. 
R – Is it a problem keeping time? 
You know aurally or do you need to 
see that visually or what? 
S – Well, contrasting from jazz 
band (jazz band rehearses just prior 
to this rehearsal), I find it a little 
more difficult to keep the beat in a 
really slow song. So I watch C. a 
little bit more when he’s conducting 
through songs like Amazing Grace 
and Holsinger stuff especially. 

1 
MC 
 
 
 
 
 
M 

Meas. 14 – None. R – There was one. It was a little 
teeny one off to the side. 
S – I’m guessing I was just glancing 
up to Mr. C. 

1 
C 

Meas. 17 – Trumpet and 
horn enter on beat 2 – mf. 
Clarinets and flutes continue. 

R – Now that time it was very 
clearly at Mr. C. 
S – I think I remember a couple of 
times glancing up at the camera 
involuntarily too. 
R – Was the camera a distraction? 
S – No, not really. It’s just that I 
noticed it. 

14 
 
C 

Meas. 24 – Phrase end on 
beat 2. Flute, horn trumpet 
have pickup on beat 3. 

R – There. And what’s that/ 
S – Making sure I’m still on the beat 
before I come in. 
R – That’s where the entire section 
comes in, isn’t it? 

1 
C 

Meas. 26 – None. S – There. I guess just checking. 2 
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C 
Meas. 27 – None. R – There. You did it again. 

S – Still checking beat, I think. 
2 
C 

Meas. 29 – Baritones enter 
on beat 2. 

R – There? 
S – I just remember that this song 
especially it’s hard to keep track of 
it. There are songs that are in 3 and 
some of the more sweeping stuff it 
becomes a little more difficult to 
keep the beat. Especially when Mr. 
C. will stretch a note. 
R – So he does that a lot? Plays 
with time a little bit? 
S – Oh yeah. At least in the longer, 
more drawn out songs. 

2 
MC 

Meas. 30 – Phrase ends on 
beat 2. 

S – There’s one. 
R – Same reason? 
S – (nods yes) 

1 
C 

Meas. 32 – Continue 
crescendo. Pick-up to new 
phrase. 

R – Again? You’re going into the 
next section of the phrase. 
S – (student shrugs, meaning he 
couldn’t recall) 

13 

 

Second Interview Amazing Grace 

Measure Number and 
Analysis 

Transcription Code 

Meas. 9 – Sax solo enters on 
upbeat – mp. Clarinets and 
flutes release. 

R – What are you looking at? 
S – I was making sure I was 
accurate in my counting the rests 
before I come in after that section. 
R – So you were looking at Mr. C.? 
S – Yes. 

1 
C 

Meas. 18 – None. R – There was one. 
S – Just checking in with Mr. C. 
again. 
R – Thinking about anything in 
particular? 
S – I can’t remember at that point. 

2 
C 

Meas. 21 – All winds in on 
beat 1 except trumpet and 
trombone. 

R – There’s another one. 
S – I dunno. I was not paying too 
much attention to anything. I had a 
particularly late night of homework 
last night. 
R – So you were tired. 

14 
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S – Oh yeah. And I was just trying 
to get through the rehearsal, 
basically. 

Meas. 23 – None. R – There’s another one. 
S – Just checking in. It’s right 
before the entrance. 

2 
C 

Meas. 27 – None. S – Just checking in. 2 
C 

Meas. 28 – None. S – Another one. Just checking in. 
R – You’re looking up a lot. 
S – I try to look up more when I 
know the rhythms. I consciously try 
to watch the director more if I know 
the rhythm and everything. 
R – So you can stay with him? 
S – Exactly. 

2 
 
C 

Meas. 30 – Phrase ends on 
beat 2. 

S – Another one. Especially in a 
song like this where Mr. C. tends to 
stretch the beat a little bit. 
R – I was going to ask you about 
that. 
S – He does that little (extends his 
arms out in front of him to 
demonstrate a big conducting 
gesture that the director often 
exhibits). 
R – Oh, that big dramatic gesture of 
his. 
S – Right. 

1 
MC 
 
 
C 

Meas. 31 – New phrase 
crescendos for two 
measures. 

S – Just checking in. 2 
C 

Meas. 32 – Continue 
crescendo with pick-up to 
new phrase. 

S – Same. 2 
C 

 

Third Interview Amazing Grace 

Measure Number and 
Analysis 

Transcription Code 

Meas. 11 – One flute and 
one clarinet enter on beat 2 – 
pp. 

R – Okay, right there. That big head 
jerk…what was that all about? 
S – That would be Paul’s 
saxophone malfunction (Paul, lead 
saxophone, squeaked very 

12 
 
S 
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noticeably at that point). 
R – What were you thinking? I 
mean, you’re looking around and 
smiling. 
S – Well, Whitney, David, and I 
always made fun of the saxophones 
like during marching band. I could 
hear both of them laughing 
underneath their breath. 

 
 
S 

Meas. 17 – Trumpet and 
horn enters on beat 2 – mf. 
Clarinets and flute continue. 

R – What about there? 
S – I was just making sure I was 
counting my rests right. 

2 
C 

Meas. 24 - Phrase end on 
beat 2. Flute, horn trumpet 
have pickup on beat 3. 

R – There. You’re kind of looking 
out – just before your entrance. 
S – Trying to see the beat from the 
conductor and get prepared to 
come in. 

1 
 
C 

Meas. 26 – None. S – Just checking in basically. I’ve 
gotten to the point where I know 
this song pretty well and I’m kind of 
keeping an eye on Mr. C. more. 

2 
MC 

Meas. 29 – Baritones enter 
on beat 2. 

S – Same thing here. This is a 
pretty simple song and I can just 
keep an eye on Mr. C. and not 
fluctuate too much. 
R – Okay, but is there a real need? 
Is it necessary since we know this 
song so well to be looking up so 
much? 
S – No, it’s not really necessary, but 
for me it’s force of habit I guess. 
R – Anything else about this 
morning’s rehearsal that you recall? 
S – No. 

2 
MC 

 

Table 18. Organization of Audiotape Transcriptions K.S. 

Name: K.S       Grade: 12 

Instrument: Clarinet      Gender: Female 

1. Cues from the conductor    8. No particular reason 
2. To let conductor know I am paying attention  9. Bored 
3. To see if I am making any mistakes   10. Distraction in classroom 
4. To see if someone else is making mistakes  11. Confusion 
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5. To look around room to see who is there  12. Sharing an inside joke  
6. To communicate with someone while playing  13. Cannot recall 
7. To look at the clock     14. Other  
 

Where Eye Contact was Directed 
 
C – Conductor   M – Music   S – Student 
 
First Interview Masque     

Measure Number and 
Analysis 

Transcription Code 

Meas. 1 – Full band enters 
on downbeat – ff. 

R – There. 
S – Looking up at Mr. C. to get the 
cues for tempo. 
R – And you looked up again. 
S – I was making sure the tempo 
was staying the same. 

1 
C 
 
 
M 

Meas. 4 – W/w’s and low 
brass enter on beat 3. 

R – There, you looked up again. 
S – Just being sure that the half 
notes were being the same. Like 
getting accents and stuff. I mean, 
it’s pretty easy, but just making sure 
I’m staying with the conductor. 
R – Okay. Had it changed at all? 
S – No…nope. 

2 
MC 

Meas. 9 – W/w’s and low 
brass enter on beat 3. 

R – Was that a little look there? 
S – Yeah. 
R – Okay. You’ve got to help me 
now. So what was up with that? 
S – I’m just checking, I guess. 
Seeing that we were still together. 
R – Okay. 

2 
C 

Meas. 12 – None. R – There again. Same thing? 
S – Yup. 

2 
C 

Meas. 13 – None. R – You did it again. 
S – Same thing. 

2 
C 

Meas. 14 – None. R – Is that one? 
S – Yup. 
R – Same deal? 
S – Yup. 

2 
C 

Meas. 19 – None. R – There, what about that one? 
S – That was right after we had 
come in on different beats 
differently than how we started. The 
clarinet part…it tends…it doesn’t 

11 
MC 
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feel comfortable and so I was 
checking to see where he was to 
see if I was on the count that I 
needed to be on.  
R – Are you thinking about anything 
else besides playing the music? 
S – I don’t think so. I was focusing 
on accents and just the different 
things in the music. 
R – Okay, so you were just focused 
on just playing the music. 
S – Yeah. 

 
 
 
 
 
M 

Meas. 20 – Winds release on 
beat 3. Percussion 
continues. 

R – There? 
S – I just tend to look up a lot to 
stay with the conductor and the 
clarinet line has the melody there 
so making sure we’re all together. 

2 
MCS 

Meas. 25 – None. S – There. 
R – That was after the flutes had 
come in, wasn’t it? Same reason? 
S – Yeah. 

2 
MCS 

Meas. 31 – None. S – We weren’t playing at that time. 
I guess I was just watching to see 
what was going on. 
R – Just looking around? 
S – Yeah. 

5 
S 

Meas. 39 – Low brass and 
timpani enter pp. 

R – There? 
S – I can’t remember. 

13 

Meas. 46 – None. R – A little look there? 
S – That was again the part where 
we have an eighth rest or 
something and so trying to watch 
for where the…he was to come in. 
R – Is that tricky? 
S – Um…just coming in like at 
exactly the right moment with 
everybody else. 

1 
MC 

Meas. 52 – None. R – Same thing? 
S – Yup. 

1 
MC 

Meas. 53 – None. R – Same thing? 
S – Yup. 
R – About every measure. 

1 
MC 

Meas. 54 – None. R – Same thing? 
S – Yup. 
R – Anything about the rehearsal 
and what you saw on the tape bring 

1 
MC 
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anything back to your? 
S – I was thinking about being sure 
that I was playing all the right notes 
because Holly (an eighth-grader 
who also plays clarinet and who 
was job shadowing that day) was 
sitting next to me. And you know, 
kinda like thinking about wanting 
the clarinet section sound good and 
staying together. So I was probably 
being a little more attentive than on 
another day. 

 
MS 

 

Second Interview Masque 

Measure Number and 
Analysis 

Transcription Code 

Meas. 1 - Full band enters on 
downbeat – ff. 

R – Alright. You looked for the 
downbeat? 
S – Yeah. 

1 
C 

Meas. 4 - W/w’s and low 
brass enter on beat 3. 

R – There. There’s another one. 
S – It’s right on those eighth note 
entrances and then to get the half 
note with everybody. 
R – Does this feel like it doesn’t 
settle into time yet? 
S – At the beginning it wasn’t so 
bad, but today it felt like a few 
measures after the beginning we 
weren’t together. There were some 
parts that were slowing down a lot. 
It was not a comfortable feeling and 
I wasn’t secure with time. 
R – Okay. 

11 
M 
 
 
 
 
M 

Meas. 7 – W/w’s and low 
brass enter on beat 4. 

R – There’s another one. 
S – Yeah, right before the eighth 
note again. Just checking where the 
beat is. 

2 
MC 

Meas. 15 – Upper w/w’s and 
high brass release on beat 1. 
End of phrase. 

R – There? 
S – That was a cut off. 

1 
MC 

Meas. 22 – Clarinets and 
piccolo enter pp. 

S – I don’t know. I think it’s 
someone in the bass or alto clarinet 
that’s missing that first note. We 
have a B-natural in our part (alto 

4 
MS 
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clarinet has an F-sharp) and that 
note gets missed a lot. 

Meas. 26 – None. S – We’re moving up and I guess it 
was the melody and…I mean we’re 
all playing this together, but 
sometimes it doesn’t sound like 
we’re hitting all the notes at the 
same time. 
R – You mean like it’s not lining up 
within the measures? 
S – Right. 
R – Why do you suppose that is? Is 
it because they’re not watching or is 
it hard to follow the conductor 
there? 
S – I don’t think it’s hard to follow 
the conductor. I just think it’s a 
matter of watching. And then when 
there’s other things going on 
around you that aren’t with what 
you’re playing or with the conductor 
then if you’re not watching the 
conductor, you might be going with 
the wrong part. 
R – But you’re all moving in this 
section at the same time so it 
shouldn’t be a problem. 
S – Right. 

11 
M 
 
 
 
 
 
 
 
 
 
MCS 

Meas. 37 – Bari sax and 
oboe enter. 

S – There. We split. The clarinets 
within the section move at different 
times. 
R – And so you were watching to 
make sure you were moving at the 
right time? 
S – Yeah. 

2 
MS 

Meas. 51 – Low clarinets and 
low brass enter on beat 1. 
High clarinets and flutes 
enter on beat 3. 

S – Getting the entrance after the 
long rest. Especially after resting so 
long, just to get the tempos and 
stuff. 
R – You had been resting for twelve 
measures or so. 
S – (nods). 

1 
MC 

Meas. 52 – None. R – There’s another one. 
S – Is there a cut off or coming 
in…that might have been a cut off. 

1 
MC 

Meas. 56 – Continuation of R – There’s another one. This is a 1 
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crescendo. real active place as far as in and 
out with the instruments? 
S – Yeah. 
R – I think you’ve been looking up 
more this time than the last time. 
Why do you suppose that is? What 
accounts for that? 
S – I think I’m becoming more 
comfortable with the rhythms and 
when everything happens and now 
it’s a matter of not necessarily 
looking at the music because I 
know what the rhythms are. But 
looking up and seeing if there’s 
anything else I can do to help the 
section stay together. But it’s 
definitely staying with the conductor 
and staying with the main part. 
R – Last time you were more 
concerned about staying with the 
conductor and moving right. 
S – Today I think it was like the 
other parts as well. It wasn’t just 
staying with the conductor but I felt 
today that different parts were on 
different pages or something. 
R – So you’re starting to hear more 
of what’s outside your own part and 
in other sections? 
S – Right. 
R – Any impressions about the 
music at all? Has it changed from 
when you first read it? 
S – I don’t know. I think we do 
some things more accurately like 
we’re getting the space like after 
the eighth notes between the rest 
and the quarter notes. We’re getting 
that better. And now it’s just a 
matter of putting the different 
elements together and making it fit 
together. 

MC 
 
 
 
 
 
 
MCS 
 
 
 
 
 
 
 
 
 
 
 
 
MCS 
 
 
 
 
 
 
 
M 
 
 
 
M 

 

Third Interview Masque 
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Measure Number and 
Analysis 

Transcription Code 

Meas. 1 - Full band enters on 
downbeat – ff. 

R – There, right at the beginning 
measure, you’re looking up. 
S – Yeah, I was getting the first 
beat…the downbeat. 

1 
C 

Meas. 3 – Trumpets enter. 
Rest of band cuts off on beat 
1. 

R – There again. 
S – Yeah, right before we enter 
again. 
R – You’re just keeping track of 
where the beat is? 
S – Yup. 
R – Does it feel a little unsettled at 
first? I mean the tempo and such? 
Like locking in? 
S – Yeah, I think it does. I’m not 
sure why, but it’s just like at the 
beginning being sure we start 
together and with the conductor the 
first eight measures or so. 
R – Are you hearing anything that 
helps with that? 
S – Umm, the percussion seems to 
help with that when they’re right. 
R – You mean they’re not always in 
time? 
S – Well, at first, you know, when 
we first started working on this 
piece. They couldn’t keep time or 
tempo, but now it’s better. 

2 
MC 
 
 
 
 
 
 
M 
 
 
 
 
 
 
MS 
 
 
 
MS 

Meas. 8 – Trumpets and 
horns end phrase on beat 3. 

S – I’m not sure what that was. It 
was after a release. 
R – Sort of a reflex thing? 
S – Yeah, it could be that. 

13 
C 

Meas. 13 – None. R – There, you’re looking up again. 
S – Probably just getting the beat. 
R – Is it difficult to play there? 
S – No, no. It’s really just checking. 

2 
MC 

Meas. 16 – Upper w/w’s and 
high brass enter on beat 3. 

R – Right before you enter. 
S – Just checking to see if 
everybody’s together. When we 
start in that section and there are 
parts moving like in different places, 
I’m just being sure we’re all the 
same. Like on the beat when we 
move. 

6 
MS 
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R – Alright. Are you concerned 
about the rest of the section or just 
yourself? 
S – I think a little bit of both. I try to 
focus on what I’m doing, but when I 
notice that things in our section 
aren’t right…I know there’s nothing 
I can do about it, but it’s kind of 
frustrating and distracting. 

 
MS 

Meas. 21 – None. S – Sometimes the percussion 
there has been “uneven” and so I 
was watching that measure before 
we come in for the beat. But they’re 
playing it better now. 

14 
MC 

Meas. 28 – None. S – That’s right before the low 
clarinets come in. 
R – Right. What are you thinking 
there? Anything specific? 
S – Just trying to blend at that point. 
I think we’re still too loud when the 
clarinets alone come in, but then at 
that point trying to let the low part 
come out more. 

14 
 
 
 
MS 

Meas. 35 – None. S – That’s where the clarinets split 
up from unison into parts. And it’s 
just Andrea and I on first part. I’m 
trying to stay with her and also with 
Mr. C. because there isn’t a bunch 
of people to stay with otherwise. 
R – Everybody’s independent, 
pretty much? 
S – Yup. 

2 
MCS 

Meas. 51 – Low clarinets and 
low brass enter beat 1. High 
clarinets and flutes enter on 
beat 3. 

S – Checking in. Right before we 
come in and seeing what the rest of 
the band was doing and Mr. C. as 
far as directing. To get the style of 
the music and the tempo. 
R – Did he change his style of 
conducting? 
S – I don’t think so, but just the feel 
and the style. It kind of switches 
from the woodwind tone to the 
brass section and then we come 
back in. 

2 
MC 
 
 
 
 
 
M 

Meas. 52 – None. S – Checking glance. 2 
C 
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Meas. 56 – Continuation of 
crescendo. 

S – Looking for the beat. It’s a part 
where a lot of us are playing the 
same rhythms and stuff so being 
sure we’re all playing the exact 
same thing. 
R – Any thoughts about the music 
like looking back six weeks at the 
first read-through until now? 
S – I think we’re starting to develop 
more of the style with dynamics and 
stuff. We’re starting to get where 
you don’t have to tell us everything. 
In my mind, I think about it but don’t 
always do it. 
R – Doing all of those things…is 
that becoming a habit out of all the 
rehearsing? I mean, you guys read 
the notes and rhythms pretty well 
the first time you played it, and now 
it’s all becoming habit? 
A – Uh-huh. But at the same time, it 
becomes habit still thinking about it 
and what you’re doing. 
R – All that considered, when 
you’re playing are you thinking 
about other things like the sound or 
“oh, there’s a part I haven’t heard 
before” or… 
S – Not when I’m playing, but when 
I’m resting and then I usually start 
to notice the other sections and 
stuff and go “oh, that’s a really neat 
effect” or something. But when I’m 
playing I think I’m pretty focused on 
the playing of the music. I mean, I 
listen to the rest of the band but try 
not to think about what they’re 
doing. 
R – Your attention to the rest of the 
band is basically just to keep with 
them and not a response to them in 
another way? 
S – Right. 

2 
MC 
 
 
 
 
 
M 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
M 
 
 
 
 
 
 
 
 
MS 

 

First Interview Amazing Grace 
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Measure Number and 
Analysis 

Transcription Code 

Meas. 11 – One flute and 
one clarinet enter on beat 2 – 
pp. 

R – You just looked up. 
S – I was looking right after my 
entrance. 
R – Because? 
S – There are some tempo changes 
like some stretching and pulling of 
the phrases and so when I was 
playing with the solo, I was making 
sure I was following what Mr. C. 
was trying to do. 
R – Does he do that a lot? 
S – Yeah. 
R – So you have to keep an eye on 
him. 
S – Yeah, be aware of things. 
R – Does that happen in a fast tune 
do you think? 
S – Uh…not as much. Not that I 
notice. 

1 
C 
 
 
MC 
 
 
 
 
 
C 
 
 

Meas. 14 – None. R – Same thing? 
S – Changing tempo, yeah. 

1 
MC 

Meas. 17 – Trumpet and 
horn enters on beat 2 – mf. 
Clarinet and flute continue. 

S – Dynamics. 
R – Okay, but you didn’t really look 
at anything. It doesn’t look like you 
looked all the way up at Mr. C. 
S – No. But I think I was just 
glancing. 
R – So what’s the difference 
between a look and glancing? 
S – Well, a look is longer and 
maybe for some purpose. But a 
glance is quicker and maybe you 
don’t see as much. I don’t know. 
Maybe it’s a corner of your eye 
thing. 

1 
M 

Meas. 21 – All winds in on 
beat 1 except trumpet and 
trombone. 

R – There again? 
S – The tempo and dynamics both 
change. 
R – Are you thinking of anything 
else or are you just focused in on 
things? 
S – I’m just trying to be focused, I 
think. 

1 
MC 

Meas. 26 – None. R – That was a little flick of the 13 
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eye? 
S – I think it was to check tempo. 
R – Not sure, or…? 
S – Not positive 

Meas. 28 – None. S – That. I was thinking about 
blending because we’re all playing 
where before it was just one person 
and I’m thinking that we need to 
think about listening to tuning and 
blending with other instruments. 
And I guess I was more aware. 
R – But looking up does what? 
S – Just like because I’m thinking 
about something else trying to pay 
attention to what’s going with Mr. C. 
I’m staying with him, but at the 
same time I’m thinking about what’s 
going on around me. 

14 
MS 
 
 
 
 
 
 
MCS 

Meas. 31 – New phrase 
crescendos for two 
measures. 

S – Dynamics and driving to a 
certain point in the phrase. 
R – What’s going on? A crescendo 
happens. Anything else? 
S – I remember us being terribly out 
of tune and especially in that song 
particularly because of the 
slowness. 

1 
MC 
 
 
M 

 

Second Interview Amazing Grace 

Measure Number and 
Analysis 

Transcription Code 

Meas. 11 – One flute and 
one clarinet enter on beat 2 – 
pp. 

R – You just looked up there. What 
were you doing? 
S – Getting the entrance. 
R – Is that tricky right there? 
S – Not really, but I’m the only 
clarinet and I’m with the flute and so 
I want to be sure we get in at the 
same time. There’s no one right 
around me to… 
R – Oh so you and the flute both 
enter at the same time so you want 
to be with her? 
S –Yeah. 

1 
 
C 
 
MS 

Meas. 19 – Third clarinet, S – I had taken a breath so I think I 2 



169 
 

bass clarinet, baritone, and 
tuba enter on beat 2 – p. 

usually look up when I breathe just 
to be sure I’m coming back in at the 
same spot. 
R – Like at the phrase ends, you 
usually look up? What do you 
suppose is causing that? 
S – I don’t know. I think it’s just not 
taking time to tune in the first place 
and I don’t think that some people 
are aware of it. Like, that it’s 
necessarily them or how to fix it 
without moving the instrument, but 
fixing it with their mouth. But I think 
it’s a lot of awareness as much as 
knowing what to do. 
R – Do you think that they’re just so 
focused in on playing the notes that 
they’re not hearing the intonation? 
S – Yeah. 
R – But it’s an easy piece to play. 
S – Yeah. I mean the notes aren’t 
hard or anything. I think that 
sometimes people are just going 
through the motions in playing or 
they just don’t hear the intonation. 
 

C 
 
 
 
 
 
MS 
 
 
 
 
 
 
 
 
 
 
 
 
 
MS 

 

Third Interview Amazing Grace 

Measure Number and 
Analysis 

Transcription Code 

Meas. 11 – One flute and 
one clarinet enter on beat 2 – 
pp. 

S – Just checking in for time and 
tempo 

2 
C 

Meas. 19 - Third clarinet, 
bass clarinet, baritone, and 
tuba enter on beat 2 – p. 

S – I think I’m tending to be more 
conscious during that part because 
there’s only a few of us – what 
we’re doing and the three of us 
staying together. I mean, staying 
with Mr. C. but I really notice myself 
staying with Kelsey and Paul more 
now. 
R – And you’re spread out. They’re 
sitting a long way away from one 
another. 

14 
MCS 
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S – Right. 
Meas. 23 – None. S – Right at the end of the phrase 

before everyone else comes in and 
eventually the release of the 
phrase. 
R – And you’re watching for that 
release? 
S – Yup. 

1 
MC 

Meas. 25 – Winds enter on 
beat 2 (no baritone) – p. 

R – There? 
S – Getting started together when 
the rest of the section is coming in. 
The attacks aren’t always together 
and so I kind of look up and get the 
point of when he wants them. 

2 
MCS 

Meas. 31 – New phrase 
crescendos for two 
measures. 

S – We’re starting to have moving 
notes and I’m watching to move at 
the same time. 
R – Now, you said earlier abut 
paying attention. We’ve played this 
piece a lot. Is it kind of one of those 
things that you just sort of go on 
automatic pilot or something? 
S – I think so, but I know we need 
to crescendo there and so I watch 
because sometimes it will be 
different. He’ll direct a little different 
like more of a ritardando or 
something in a place. And so it’s 
habit to know when those times are 
and that it’s important to pay more 
attention. 
R – Alright. Do you ever feel, like, 
disengaged from what you’re 
doing? 
S – Yeah, I’ve had that sometimes. 
I think I like this song so it doesn’t 
get old for me. But some songs that 
we’ve played over and over I’m 
playing the notes but not really 
focused on playing the best and 
expressing the best. 
R – For example? 
S – Well that Black Horse Troop 
march that we played. I just never 
connected with it. I mean, it had 
challenges as far as playing, but it 

2 
MC 
 
 
 
 
 
 
MC 
 
 
 
 
 
 
 
 
 
M 
 
 
 
 
 
 
M 
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never did anything for me. 
R – Anything else about this 
morning’s rehearsal? 
S – Not really. We’re getting better, 
but I think some people still aren’t 
working to their potential or 
whatever. So there are things that 
we could still improve a lot. But as a 
band, we’re starting to come 
together more. 

MS 

 

 

Table 19. Organization of Audiotape Transcriptions K.S. 

Name: K.S      Grade: 11 

Instrument: Flute     Gender: Female 

1. Cues from the conductor    8. No particular reason 
2. To let conductor know I am paying attention  9. Bored 
3. To see if I am making any mistakes   10. Distraction in classroom 
4. To see if someone else is making mistakes  11. Confusion 
5. To look around room to see who is there  12. Sharing an inside joke  
6. To communicate with someone while playing  13. Cannot recall 
7. To look at the clock     14. Other  
 

Where Eye Contact was Directed 
 
C – Conductor   M – Music   S – Student 
 
 

First Interview Masque 

Measure Number and 
Analysis 

Transcription Code 

Meas. 2 – None. S – I’ll tell you now I was thinking 
about how out of tune it was. That 
drives me crazy. 
R – But you went right back to the 
music, right? I mean, looking at the 
music. 
S – That’s true. 

14 
M 

Meas. 4 – W/w’s and low S – I looked at Callie (another flute 6 
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brass enter on beat 3. player). I always look at Callie. I 
don’t know, we make faces at each 
other. 
R – So you’ve got some sort of ESP 
thing going? 
S – Right. 
R – What are you thinking about 
when you look at Callie? 
S – I don’t know. It was like “wow, 
what was that?” (referring to the 
intonation) or we were thinking the 
piccolo was really out of tune 
(piccolo sits between student and 
Callie). 

S 
 
 
 
 
 
 
MS 

Meas. 45 – Trumpets and 
saxes enter mp. 

S – I was looking…umm, just 
checking. 
R – Where’d you look? 
S – Mr. C. 
R – Any reason why you’d look at 
him? 
S – No. Just making 
sure…checking that I was on. 

2 
C 
 
 
 
 
MC 

Meas. 51 – Low clarinets and 
low brass enter beat 1. 

R – There, you looked up. 
S – I don’t know. Make sure I came 
in on the right beat after the long 
rest. 

1 
MC 

Meas. 56 – Continuation of 
crescendo. 

R – Why are you looking up there? 
S – Because we have to double-
tongue that section. 
R – And? 
S – It’s hard to do and usually we 
slow down. 
R – Anything else you can recall 
about the rehearsal? 
S – No…I can’t remember…Callie 
and I look at each other a lot. I 
remember thinking that I like this 
song okay, but I like the other one 
by the same guy better. 
R – They Hung their Harps in the 
Willows song? 
S – Yeah, that one. I really like that 
one. This one seems like it stays 
too long with the melody idea. 

14 
MC 
 
 
 
 
 
 
MS 
 
 
 
 
 
 
M 
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Second Interview Masque 

Measure Number and 
Analysis 

Transcription Code 

Meas. 1 – Full band enters 
on downbeat ff. 

R – What do you suppose you’re 
doing there? 
S – (laughs, because it’s obvious) 
Looking for the downbeat. 

1 
 
MC 

Meas. 4 - W/w’s and low 
brass enter on beat 3. 

S – That count. We always jump. 
R – Like in measure four. 
S – Like always whenever we come 
in there. 
R – So looking up helps what? 
S – Just make sure I hit it right on. 
R – Is he clear with the beat? 
S – Yes. 

2 
MC 
 
 
 
 
 
C 

Meas. 23 – Triangle enters. S – There, because it felt that Kari 
came in late or early or something 
and so I didn’t know if I was right on 
the count. 
R – So, she kind of threw you off? 
S – Right. Well, it was either her or 
the tambourine. They weren’t 
together and I wanted to make sure 
where the beat was. 

11 
MS 
 
 
 
MS 

Meas. 39 – Low brass and 
timpani enter. 

S – That (made a face on the tape). 
R – That? Who were you looking 
at? Kari or what? 
S – No. I think, just irritated that we 
were slowing down so much. 
R – So tell me about what you’re 
thinking. Let’s compare it to the last 
time we talked. 
S – I think it’s going better. 
R – How so? 
S – Well, we seem to have a better 
idea of the way it goes. 

14 
 
 
M 
 
 
 
 
M 

 

Third Interview Masque 

Measure Number and 
Analysis 

Transcription Code 

Meas. 7 - W/w’s and low 
brass enter on beat 4. 

R – There. You just looked up really 
quick. What was that? 
S – Because I was worried I wasn’t 

2 
 
MC 
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on the beat. 
R – Did it not feel comfortable yet? I 
mean the tempo and the pulse. 
S – No. I don’t think it did. 

 
 
 
 

Meas. 23 – Triangle enters. R – Okay, right there. 
S – It never feels like he’s on the 
beat. 
R – Mr. C.? 
S – No, the timpani or tambourine 
or whoever back there in the 
percussion playing that part. And I 
don’t think he’s right. I don’t 
know…maybe I’m wrong. 
R – You’re not playing there. How 
does that affect you? 
S – Well, I don’t know. It’s just sort 
of unsettling you know? 
R – I see. It makes the piece feel 
wrong somehow? 
S – Yeah, like that. 

14 
MS 
 
 
 
 
 
 
 
M 

Meas. 56 – Continuation of 
crescendo. 

R – Right there. 
S – It’s the end of the section and 
most of the time going through 
there I think is tricky because you 
have to get that right.  
R – Tricky? How? 
S – Cutting off the phrase and then 
beginning a new one, especially as 
fast as we play this. You don’t have 
a lot of time and if you take too long 
to end the phrase and come back in 
on the new one, it slows the tempo 
down. 
R – Any overall thoughts on this 
piece after all these weeks? 
S – I still like it. I don’t know how it’s 
going to be ready by Friday. I know 
this sounds like I’m cocky or 
whatever, but I know I’m ready. It’s 
just a matter of getting everybody 
together. That’s what I worry about. 
You know, like you can feel it when 
it slows down and with me being a 
control freak… 
R – Oh really? 
S – Yeah. It makes me crazy, but I 

14 
MC 
 
 
 
 
M 
 
 
 
 
 
 
 
M 
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can’t do anything about it. 
R – Who should then? 
S – We, whoever’s conducting. But 
I’m not sure he can always do that 
when people don’t know their part 
very well yet. 
R – Do you think that’s going to 
make the band sound bad this 
Friday? 
S – Well, yeah. But how much I 
don’t know. I think we pull along a 
lot of people. If everyone knew their 
part as well as me or Callie or 
Kristine, we’d be great. I guess it 
depends on how much we can 
cover up our mistakes and stuff. 

 

First Interview Amazing Grace 

Measure Number and 
Analysis 

Transcription Code 

Meas. 32 – Continue 
crescendo-pickup to new 
phrase. 

R – Right there, at the end of the 
section? 
S – I just stopped because I knew I 
was out of tune and I wanted to fix 
it. 
R – So you didn’t look up out of 
your music at all until then. Were 
you thinking about anything else 
through that? 
S – Not the music just because I 
knew I was really bad out of tune. 
That’s pretty much what occupied 
my thoughts. 

14 
 
M 
 
 
 
 
 
M 

 

Second Interview Amazing Grace 

Measure Number and 
Analysis 

Transcription Code 

Meas. 32 - Continue 
crescendo-pickup to new 
phrase. 

R – Okay, you didn’t look up once 
until now even though you’re 
playing the solo flute line through 
those 24 bars. Why? 
S – I don’t think I needed to 

14 
 
 
 
C 
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because his hand is right there 
(flutes sit directly in front of 
conductor). 
R – Alright, so you’re catching the 
baton out of the corner of your 
eye…your peripheral vision? 
S – Yeah.  
R – Okay, so you are watching him. 
You’d think that in a piece like this 
when there’s a lot of rubato, you’d 
be looking. 
S – Yeah. But, yeah, his hand’s like 
right there in front of me. 
R – So what do you recall thinking 
when you were playing this? 
S – I don’t know. I mean, in this 
song I seem to like breathe like all 
the time. I don’t do it so much in the 
other piece. I think that bothers me. 
R – That you don’t phrase it well? 
S – Yeah. Well that, and it feels like 
I have no air. But when we play 
Masque, I seem to be able to go on 
for a lot longer. I dunno. 
R – Is it because you’re trying to get 
a bigger sound? 
S – Maybe. 
R – Anything else? 
S – Well, I don’t particularly like this 
piece that much. I think maybe 
because we don’t blend or 
something. Normally like with this 
sort of piece you can feel like that 
power. And like you can feel that on 
Masque every once in awhile. It 
feels cool. 
R – So it’s like everyone coming 
together in the same place at the 
same time? Something like that? 
S – Yeah. Once in awhile it’ll 
happen. But when it doesn’t…I 
don’t know. Like I know there’s that 
certain section I was like getting 
mad because it was slowing down 
and it’s not that hard. Like, I love 
Masque and I like the other McBeth 
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M 
 
 
 
 
M 
 
 
 
 
 
 
 
M 
 
 
 
 
 
 
 
 
 
M 
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piece. 
R – What is it you like? 
S – I don’t know. I think I like the 
way he puts the chords together 
and stuff. 

 

Third Interview Amazing Grace 

Measure Number and 
Analysis 

Transcription Code 

Meas. 10 – None. S – I hit Kari. 
R – What?! 
S – I put my hand out and hit her 
sort of to cue her for her entrance. I 
glanced over as I did it. 
R – Does Kari need to be cued? 
S – No, I don’t think so. It was more 
of a “you go, girl” thing. I didn’t 
really hit her like when you’re mad 
at somebody. 

6 
 
MS 
 
 
 
S 

Meas. 16 – None. S – I just looked up. He said “watch, 
Kelsey” and I thought he was 
yelling at me because I screwed up 
a section. He was actually talking to 
Kelsey in the trumpet section. 
R – So you were just reacting to 
him calling your name thinking it 
was you he was talking to. 
S – Yeah. 

11 
C 
 
 
 
 
 

Meas. 32 - Continue 
crescendo-pickup to new 
phrase. 

R – Okay, that’s where we stopped. 
You didn’t look up once from your 
music once you started playing until 
here. But let me ask you, you’re 
sitting right in front of the conductor 
so how much does your peripheral 
vision come into play? Do you use 
that a lot? 
S – Oh yeah. I really don’t ever 
have to look at him. 
R – But you look around at other 
people when you’re playing? 
S – Uh-huh. 
R – Like Callie said the other day 
that you and she look at one 
another a lot. 

6 
 
 
 
 
 
 
C 
 
 
 
 
 
 
MS 
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S – Not usually during the music, 
but when we’re resting. Sometimes 
we’ll talk about like “Aiee (makes a 
face and covers ears) that was 
bad”. Like when we’re out of tune or 
something. And so we can sort of 
look at each other and know what 
the other person is thinking about 
the music. 

 

Table 20. Organization of Audiotape Transcriptions A.H. 

Name: A.H.       Grade: 12 

Instrument: Trumpet     Gender: Male 

1. Cues from the conductor    8. No particular reason 
2. To let conductor know I am paying attention  9. Bored 
3. To see if I am making any mistakes   10. Distraction in classroom 
4. To see if someone else is making mistakes  11. Confusion 
5. To look around room to see who is there  12. Sharing an inside joke  
6. To communicate with someone while playing  13. Cannot recall 
7. To look at the clock     14. Other  
 

Where Eye Contact was Directed 
 
C – Conductor   M – Music   S – Student 
 

First Interview Masque 

Measure Number and 
Analysis 

Transcription Code 

Meas. 22 – Clarinets and 
piccolo enter pp. 

R – There. Where are your eyes 
looking now? 
S – I think I was looking at him. 
R – Mr. C.? 
S – Yeah. He’s still directing it and 
the clarinets are still playing. 
R – Were you looking for a cue or 
to see where you were at? 
S – Uh…I just saw motion and sort 
of looked up at it. 
R – Okay. 

14 
 
C 
 
 
 
 
 
 

Meas. 26 – Contra clarinet R – There, you were looking up. 13 
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and flutes enter. S – I’m not sure of that one. 
Meas. 29 – Continuation of 
crescendo. 

R – That whole time…are you 
reading off of Lynn’s stand or 
Kelsey’s? 
S – Yeah, Lynn’s. 
R – Okay. Anything you recall 
thinking during all of that? 
S – I was thinking about Lynn’s new 
trumpet and how much shinier it is 
than mine. 
R – Anything about the music or Mr. 
C.? 
S – Well, the music is really hard 
this year. I’m kind of apathetic to all 
of it. 
R – It doesn’t really grab you? 
S – The songs are really hard and 
they’re really high and my range is 
betting better. But, yeah, it’s just 
hard work. 

14 
 
 
 
 
 
 
 
 
 
M 
 
 
M 

 

Second Interview Masque 

Measure Number and 
Analysis 

Transcription Code 

Meas. 25 – None. R – There. Did you just look away? 
S – Yeah, I looked up a little bit. I 
looked up at him.  
R – Mr. C.? 
S – Yeah, because the tambourine 
was doing really bad. I looked up to 
see if he was directing or not. 
R – What was wrong with the 
tambourine right there? 
S – He was going like really fast 
and uneven. 

14 
C 
 
 
MCS 
 
 
 
 
MS 

Meas. 27 – None. S – There. I looked back at the 
tambourine. 
R – Who was playing that? 
S – Some little kid who always 
sleeps in the back. 

14 
S 

Meas. 42 – None. R – Okay. What’s going on there? 
S – I don’t remember that. 
R – Did Lynn say something to 
you? It looks like she’s leaning over 

14 
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towards you.  
S – Uh…she doesn’t say much. 
R – So anything else? 
S – It was all pretty ordinary for a 
Wednesday. 
R – A Wednesday. You mean the 
day has something to do with it or 
what? 
S – Kind of. I feel like I’m climbing 
up the hill from the weekend. And 
today was the first day that we were 
fast. ‘Cause we really don’t like 
Masque too much, but we still play 
it anyway. 
R – Yeah? Why’s that? 
S – Um…Lynn and I have like 
developed a dislike for first parts. 
It’s kind of a joke. You get to play 
higher. We get excited when we get 
to play second. 
R – What is it about second that 
you like better? 
S – Accompanying the melody, I 
think. 
R – Now, if you don’t like a piece of 
music, why do you work so hard on 
it?  
S – I feel like I want to get better. I 
feel bad because we have like solo 
lines and I feel bad when I play it 
bad. 
R – So liking or not liking it doesn’t 
have anything to do with how 
focused in you are and your efforts. 
S – Not really. 
R – So tell me what tunes you do 
like. 
S – I like the Fugue on Yankee 
Doodle because we have melody 
and it’s not too high and I can play 
it. I also like The Black Horse Troop 
because we play second on it and 
it’s one that sort of has the melody 
line and there’s a cool part in the 
second section of it. And Lynn lets 
me play it by myself sort of like a 

 
 
 
 
 
 
 
M 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
MS 
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little solo. She goes like “well, you 
can have it” and I’m like cool. 
R – When you have jazz band in 
the morning and have the crap beat 
out of you and then ten minutes 
later come into symphonic band 
rehearsal…how is that? 
S – It’s hard sometimes. I feel kind 
of embarrassed for myself because 
I can’t hit F’s and G’s and stuff, but 
I’m getting stronger. 

 

Third Interview Masque 

Measure Number and 
Analysis 

Transcription Code 

Meas. 23 – Triangle enters. R – Okay, you’re looking around a 
little bit. What’s up? 
S – I remember that Kelsey had like 
this “clippie” thing from Erin and she 
like clips it to her stand and I think I 
was looking at that. 

10 
 
S 

Meas. 27 – None. R – Now you’re watching that same 
thing again? 
S – Um…yeah. 

10 
S 

Meas. 56 - Continuation of 
crescendo. 

R – Can you recall anything about 
this rehearsal? 
S – I didn’t talk as much because 
Brad was gone today. He’s in 
Arizona now. 
R – How’s this tune strike you now 
that we’re playing it better? 
S – It’s not bad. It sounds cool in 
some parts and I pretty much know 
all the rhythms now. 

14 
 
 
 
 
 
M 

 

First Interview Amazing Grace 

Measure Number and 
Analysis 

Transcription Code 

Meas. 12 – None. R – There. 
S – I was looking up and shaking 
my head because Lynn had said 
something to me and I think I said 

6 
S 
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something stupid back to her like, 
uhhh, I don’t remember exactly, but 
it was kind of dumb. 

Meas. 21 – All winds in on 
beat 1 except trumpet and 
trombone. 

R – Okay, there. You set your mute 
down on the floor and… 
S – I realized that I’d kind of spaced 
off and I thought that we’d just 
played with it. We used it like in the 
first four measures or something 
and not again for the rest of the 
piece and we’re halfway through 
and I still hadn’t taken it out. 
R – Thinking about anything else? 
S – No. I just sort of spaced off the 
whole song. Not really paying 
attention. 

14 
 
M 

 

Second Interview Amazing Grace 

Measure Number and 
Analysis 

Transcription Code 

Meas. 32 – Continue 
crescendo and pickup to new 
phrase. 

R – Okay, right there. That’s where 
we stopped. Other than there, you 
didn’t look up once out of your 
music. Do you remember thinking 
about anything through all of that? 
S – I remember thinking that like 
usually we play a lot during songs 
but we have a lot of rests in this 
one. 
R – So you just follow along with 
the cues in your part? 
S –Well, the rests. And I don’t really 
count the rests. I just sort of stare at 
‘em until someone moves around. 
R – So if your neighbor picks their 
horn up then you sort of know 
where you are? 
S – Yeah. 
R – Anything about the music you 
remember? 
S – I remember thinking that at one 
point I like the song and I wasn’t 
really tired, but I yawned anyway. 

14 
 
 
 
 
M 
 
 
 
 
M 
 
 
 
 
 
 
 
 
M 
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Third Interview Amazing Grace 

Measure Number and 
Analysis 

Transcription Code 

Meas. 16 – None. S – I just remember that they come 
in right there. 
R – Who comes in? 
S – Kelsey and Brad. 
R – So you’re just looking over at 
them to watch them play? 
S – Yeah. And I was thinking I was 
kind of cueing them in my mind. 
R – like ESP or something? 
S – Yeah. 

6 
MS 
 
 
 
 
MS 
 
 

Meas. 32 - Continue 
crescendo and pickup to new 
phrase. 

R – Anything? 
S – Nothing special. I remember 
thinking, like, if we were to play this 
really awesome or something how it 
would be. You know, if we would 
like make this more if we really 
played it good or if we’d get into it 
more. 

14 
M 

 

Table 21. Organization of Audiotape Transcriptions C.C. 

Name: C.C.       

Instrument: Conductor     Gender: Male 

1. Cues from the conductor    8. No particular reason 
2. To let conductor know I am paying attention  9. Bored 
3. To see if I am making any mistakes   10. Distraction in classroom 
4. To see if someone else is making mistakes  11. Confusion 
5. To look around room to see who is there  12. Sharing an inside joke  
6. To communicate with someone while playing  13. Cannot recall 
7. To look at the clock     14. Other  
 

Where Eye Contact was Directed 
 
C – Conductor M – Music S – Student (Individual) G – Student (Group) 
 

First Interview Masque 

Measure Number and Transcription Code 
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Analysis 

Meas. 1 – Full band enters 
on downbeat ff. 

R – Right at the beginning, right? 
S – Right. Just looking up to make 
sure eyes are on me and cueing. 

1 
S 

Meas. 3 – Trumpets enter, 
rest of band cuts off on beat 
1.  

S- Cue the trumpets. 1 
MSG 
 

Meas. 4 – W/w’s and low 
brass enter on beat 3. 

R – There. You looked up again, 
too. 
S – Probably. Uh…it’s a beat 
entrance where you’ve got to cue 
them and it’s a precise entrance 
where they’ve got to be together. 
I’m probably still cueing the same 
group of people and making sure 
they’re together with tempo and 
time. 

1 
MSG 
 

Meas. 7 – W/w’s and low 
brass enter on beat 4. 

S – Cue low brass on 
entrance…saxes too. 

1 
MSG 

Meas. 10 – W/w’s and low 
brass enter on beat 3. 

S – Kind of looking over at the 
woodwinds and cueing the eighth 
notes right there about on count 
three. 

1 
MSG 
 

Meas. 18 – None. S – Helping them with the 
crescendo. There’s going to be an 
attack or two in the next bar or so 
percussion-wise, I believe. And a 
little bit more articulated attack. 

1 
MSG 
 

Meas. 19 – None. R – So you’re thinking about how 
you want to articulate it and 
crescendo? 

1 
 

Meas. 20 – Winds release on 
beat 3 – percussion 
continues. 

S – Yeah…try to get a little bit of 
drive into the next section. And the 
release…making sure we had eye 
contact. 

1 
MSG 

Meas. 21 – None. S – Looking at the percussion and 
trying to get them to stay with me. 

1 
MSG 

Meas. 27 – None. S – Making sure the piccolo is with 
us, tempo-wise. Looking at Kari 
(solo piccolo). She’s the high voice 
at that time and kind of drives the 
tempo a little. 
R – Are you communicating 
anything with her other than making 
sure she’s where she needs to be? 
S – I think she was a little late…so 

6 
MSI 
 
 
 
 
 
 
SI 
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eye contact with her saying “hey, 
let’s get going”. 

Meas. 29 – Contra clarinet 
and flutes enter. 

R – There, you’re looking over at 
the clarinets. 
S – Making sure we’re moving 
together. Are these the answers 
you want? Giving my thoughts at 
these points in time? 
R – Yeah, it’s difficult to do, but I’m 
just trying to see how much you 
recall about those times you looked 
up. 
S – Okay, sure. 

6 
 
MSG 

Meas. 30 – None. S – I looked at the contra at that 
point and was thinking how nice 
that sounds with the solo piccolo. 

14 
MSI 
 

Meas. 34 – Alto saxes 
entrance. 

S – Cue. 
R – Who are you cueing there? 
S – I believe it’s horns…do they 
enter there? Or saxophones (horns 
sit directly in front of the 
saxophones). 

1 
 
MSG 

Meas. 38 – W/w’s 
crescendo, end phrase on 
the “and” of beat 4. 

S – Percussion. The tambourine 
was off. I was checking out to see 
who was playing it…thinking we 
probably need to find a more 
accurate player at that point, I 
guess (chuckles). 

14 
MSI 

Meas. 44 – None. S – Trombones. Entrance. The 
other thing I’m doing is looking up 
to make sure I’m cueing the 
trombones and also let the 
woodwinds know where the 
barlines are. 

1 
MSG 

Meas. 45 – Trumpets and 
saxes enter pp. 

S – Cue. 1 
MSG 

Meas. 52 – None. S – It was a cue back to make sure 
we were lining up the brass attacks 
together. 
R – Anything going on other than 
doing the mechanics of 
conducting…like cueing and 
cutoffs? Anything else you’re 
thinking about? You mentioned the 
tambourine. Maybe not related to 
you job on the podium, but as to 

1 
MSG 
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how the music sounds to your….. 
Like that? 
S – For my first read-through, I’m 
probably not worried about that. 
The thing I’m probably thinking 
about when I conduct this piece is 
that there is a consistent line, but it 
moves in and out so fast with 
different instruments and notes, that 
you have to figure a way as a 
conductor to link all that 
rollercoaster together to keep the 
piece moving. That, to me, is what 
makes the piece hard. 
R – Anything else? 
S – I’m too busy as a conductor. 
R – Too busy as a conductor 
directing? 
S – No, I’m too busy with my hands 
and it’s confusing to the students. I 
have too much motion. I need to be 
a little more strict in my patterns. 
I’m trying to subdivide too much 
and the kids really need a clear and 
definite beat pattern so they can 
find where they are in the measure. 

 
M 
 
 
 
 
 
 
 
 
 
 
 
 
 
MSG 

 

Second Interview Masque 

Measure Number and 
Analysis 

Transcription Code 

Meas. 1 – Full band enters 
on downbeat ff. 

S – Cueing the downbeat. 1 
MSG 

Meas. 3 – Trumpets enter, 
rest of band cuts off on beat 
1. 

S – Cueing the trumpets. 1 
MSG 

Meas. 9 – W/w’s and low 
brass release on beat 1. 

R – There. 
S – Cueing the horns. 
R – But they’re with the trumpets. 
S – Yeah, but they were a little off 
the beat. 

1 
MSG 

Meas. 12 – None. S – There’s a glance at the clarinets 
and flutes to make sure 
we’re….together. 

6 
MSG 

Meas. 13 – None. S – Cueing the crescendo into the 1 
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cutoff at measure 14. MSG 
Meas. 14 – Upper w/w’s and 
high brass release on beat 1. 

S – Cutoff. 
R – Thinking about anything 
besides just the task at hand? 
S – Looking at it conducting-wise, 
it’s a lot more clear. 
R – Why so? 
S – Maybe because I’ve seen 
myself on film once and with a 
piece this rhythmic, you’ve got to be 
precise. 

1 
MSG 

Meas. 17 – None. S – I know what I’m thinking about 
right there. I’ve got both hands up 
and trying to keep the pulsation 
going because the snare is a little 
slow. 

6 
MSI 

Meas. 21 – None. S – Made eye contact with the 
flutes. That’s about a bar ahead of 
where they come back in. 

6 
MSG 

Meas. 23 – Triangle enters. S – Percussion and the tambourine 
is really off tempo. 

1 
MSG 

Meas. 29 – Contra clarinet 
and flutes enter. 

S – Cue to the contras. 1 
MSI 

Meas. 39 – Low 
brass/timpani enter pp. 

R – There. You changed things up. 
S – Yeah, I gave them 4/4 time the 
first measure and then switched it 
to 2/2 and I was looking up to see if 
they caught it…to give a little more 
flow to the passage. 

6 
MSG 

Meas. 43 – None. R – What’s going on here? 
S – That’s the saxes coming in. 

1 
MSG 

Meas. 46 – None. R – Here? 
S – I made eye contact with the 
trumpets…the lead players. 
R – Why? 
S – I was trying to get them to 
phrase it alike. I think that if the 
leads do that, then the rest of the 
section will follow. 

1 
MSG 
 
 
MSG 

Meas. 51 – Low clarinets/low 
brass enter on beat 1. High 
clarinets/flutes enter on beat 
3. 

S – Cued the clarinets. 1 
MSG 

Meas. 52 – None. S – Eye contact with the flutes. 
R – Yeah, and you really bent down 
to them. What was going on? 

6 
MSG 
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S – I was trying to get them to fix 
the pitch. I was pulling on my ear. 

Meas. 53 – None. S – I’ve got my hand out and with 
my fingers (makes a sideways “V”) 
trying to tell the trumpets how to 
articulate that part…tighter and 
cleaner. 

6 
MSG 

 

Third Interview Masque  

Measure Number and 
Analysis 

Transcription Code 

Meas. 1 – Full band enters 
on downbeat ff. 

S – Just making sure everyone’s 
watching to get the tempo. 

1 
MSG 

Meas. 3 – Trumpets enter, 
rest of band cuts off on beat 
1.  

S – Cueing the trumpets. 1 
MSG 

Meas. 4 – W/w’s and low 
brass enter on beat 3. 

S – There, I’m looking over at the 
horns. 
R – Because why? 
S – They’re in unison with the 
trumpets. I’m just making sure 
they’re together. 

4 
MSG 

Meas. 6 – None. S – Cueing the move in the high 
brass. 
R – Do they need that there? I 
mean, it’s unison and there’re only 
half notes. 
S – I wanted to make sure they line 
up on that note. 

1 
 
 
MSG 

Meas. 7 – W/w’s and low 
brass enter on beat 4. 

S – Cueing the entrance of the rest 
of the band. 

1 
MSG 

Meas. 10 – W/w’s and low 
brass enter on beat 3. 

S – Glanced at the clarinets and 
flutes to make sure they were 
together. 

4 
MSG 

Meas. 11 – None. S – There I looked at the entire 
band because everyone moves at 
different times through this section. 

6 
MSG 

Meas. 14 – None. S – Cueing the crescendo into the 
end of the section. 
R – Thinking anything there other 
than what you’re doing? 
S – Well, I’m thinking I’m 
conducting this a lot easier now 
than before. 

1 
MSG 
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R – Why so? 
S – Because of watching myself on 
tape the first time and saw how 
indistinct my conducting pattern 
was. A piece this rhythmic…you’ve 
got to be precise. 

 
 
 

Meas. 18 – None. S – I know what’s going on there. 
I’m using both hands and looking at 
the percussion because the 
tambourine sucks so bad right 
there. 
R – Actually it’s the snare that’s 
playing. 
S – Okay, but I feel like I’m having 
to pull them along because they’re 
dragging the tempo down. 

4 
MSI 
 
 
 
 
MSG 

Meas. 21 – None. S – Made eye contact with the 
flutes to get them ready for their 
entrance. 

6 
MSG 

Meas. 29 – Contra clarinet 
and flutes enter. 

S – Percussion cue. This is the 
place where the tambourine was so 
bad. 

1 
MSI 

Meas. 39 – Low 
brass/timpani enter pp. 

R. There. You changed your beat 
pattern and looked over at the 
horns and trombones. 
S – I gave them 4/4 time the first 
measure there so you keep the 
pulsation, but then you want it to 
flow so I went into 2/2 to delineate 
the phrasing and to make it more 
lyrical sounding through that 
passage. 
R – So you looked over at them 
to…what…prepare them for the 
change in the pattern? 
S – Yeah. Just to make sure that I 
had their attention that I was going 
to do something different. 

6 
 
 
MSG 
 
 
 
 
 
 
 
 
MSG 

Meas. 45 – Trumpets and 
saxes enter pp. 

S – I’m asking for more trumpet so I 
looked at the lead trumpet player. 

6 
MSI 

Meas. 51 – Low clarinets/low 
brass enter on beat 1. 

S – Cued the clarinet entrance. I 
also looked at the flutes. 
R – Yeah, you bent down like the 
last time and pulled on your ear. 
S – Yeah. The pitch still isn’t good 
there. I don’t know if they 

1 
MSG 
 
 
MSG 
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understand that yet or if they forget 
or what. 

Meas. 55 – Full band 
crescendos for two 
measures. 

S – Same deal here with the 
trumpets. I have cued that 
articulation I don’t know how many 
times and told them to make a note 
in their music so they remember. I 
wonder if they’ve even got pencils 
in their folders. 

6 
MSG 

 

First Interview Amazing Grace 

Measure Number and 
Analysis 

Transcription Code 

Meas. 9 – Sax solo enters on 
upbeat mp. 

S – Cue the altos. 1 
MSG 

Meas. 10 – None. S – Cue clarinets and vibes. 1 
MSG 

Meas. 11 – One flute and 
one clarinet enter on beat 2 
pp. 

S – Looked at the flutes to try and 
center tone quality. 
R – How? 
S – Just by looking at them. 

6 
MSG 

Meas. 12 – None. S – Cue the vibes. 1 
MSI 

Meas. 13 – None. S – Cue the release. 1 
MSG 

Meas. 14 – None. S – Cue the dynamic. 1 
MSG 

Meas. 16 – None. S – Cueing the trumpets. 1 
MSG 

Meas. 17 – Trumpet and 
horn enter on beat 2 mf. 
Clarinet and flute continue. 

S – Cueing the pickup to the altos. 1 
MSG 

Meas. 21 – All winds in on 
beat 1 except trumpet and 
trombone. 

S – Cued tonguing style to the low 
brass. 
R – How were you doing that? 
S – I don’t know. I think it was with 
the smooth conducting gesture and 
I think I used some sort of facial 
expression. 

6 
MSG 

Meas. 22 – Band crescendos 
to mf. 

S – Eye contact with the alto sax. 
R – Why them? 
S – They have the melody line 
there and I think I was just looking 
because of that. 

14 
MSG 
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Meas. 24 – Phrase end on 
beat 2. Flute/horn/trumpet 
have a pickup on beat 3. 

S – Cueing the clarinets and 
trumpets. 

1 
MSG 

Meas. 25 – Winds enter on 
beat 2 p. 

S – Upbeat at measure 25 where 
new voices enter. 
R – Who has that upbeat? Were 
you looking at them? 
S – Well, it’s in the flute and third 
trumpet so I looked at the trumpets 
to make sure they were with me. 

1 
MSG 
 
 
MSG 

Meas. 26 – None.  R – Right now you just glanced 
over… 
S – I looked at the trumpets to 
make sure we have the two eighth 
notes together. 

6 
MSG 

 

Second Interview Amazing Grace 

Measure Number and 
Analysis 

Transcription Code 

Meas. 9 – Sax solo enters on 
upbeat mp. 

R – There. You’re going into 
measure 9. What are you doing? 
You’re looking up and over at the 
trombones right there. 
S – Uh…probably more so alto sax 
(trombones sit directly behind 
saxes). Pitch tends to be a little 
fuzzy there on the long tones. 
R – Was it better today? 
S – No, not really. 

6  
MSG 
 
 
M 

Meas. 12 – None. S – Cueing the flutes to balance 
and blend. 

6 
MSG 

Meas. 13 – None. S – A little bit more clarinet. 
R – But you’re not looking at them. 
S – Yeah, right. I don’t remember 
where I was looking, but you can 
cue a section without looking 
directly at them. 
R – How so? 
S – Well, by pointing at them or 
something like that. 

14 
MSG 

Meas. 17 – Trumpet and 
horn enters on beat 2 mf. 
Clarinets and flutes continue. 

R – There. There’s a cue into the 
trumpets? 
S – The articulation. It’s still not 
strong enough on the sideways 

1 
 
MSG 
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accent. 
Meas. 19 – Third 
Clarinet/bass 
clarinet/baritone/tuba enter 
on beat 2 p. 

R – There’s a look over to the low 
saxes or baritone and tuba. 
Something in the center of the 
band. 
S – I’m listening for something. I’m 
thinking it was in the low 
reeds….just getting that softened 
down. 
R – And you’re looking at them all 
through that measure? 
S – Yeah. 

4 
 
 
MSG 
 
 
 
 

Meas. 24 – Phrase end on 
beat 2. Flute/horn/trumpet 
have pickup on beat 3. 

R – Are you cueing the entrance 
into measure 25? 
S – Probably more so for style. 
There’s a “trying to hold out the end 
of a phrase” going into the next 
section. 
R – Thinking about anything here? 
S – That was a nice, warm low 
sound if we could just balance it. 
We’re a little top-heavy right there. 
But that’s probably due to the 
strong first clarinet player and first 
flute player there. 

6 
 
MSG 
 
 
 
M 

Meas. 26 – None. R – There? 
S – Toning down the tubas. They 
tend to play a little blasty.  

6 
MSG 

Meas. 27 – None. R – You kind of just scanned the 
band there. The low brass section. 
What’s with that? 
S – Balance.  
R – Do you think they’re getting that 
from you? 
S – Yes and no. I probably need to 
explain verbally what I want to hear. 

14 
 
 
MSG 
 
 
 
 

Meas. 28 – None. S – Directing the decrescendo. I 
don’t think one is written in there, 
but it needs one at that point so we 
can make a more effective 
crescendo towards the end of this 
section. Back at the middle of that 
section…I’m guessing that some of 
that cueing towards the middle of 
the band was directed at the oboe. 
Our oboes can’t play anything but 

1 
MSG 
 
 
MSI 
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loud. 
 

Third Interview Amazing Grace 

Measure Number and 
Analysis 

Transcription Code 

Meas. 9 – Solo sax enters on 
upbeat mp. Clarinets/flutes 
release. 

R – There? 
S – Paul’s (solo alto sax) still not 
playing that very well. His tone isn’t 
focused and pitch is suffering. I’m 
wondering what mouthpiece he’s 
playing on and if we maybe need to 
change it. But as far as me looking 
at him, that was to cue him in. 

1 
MSI 

Meas. 11 – One flute and 
one clarinet enter on beat 2 
pp.  

S – Cueing the flutes for balance 
and blend…a little more clarinet. 
R – Yeah, but you’re not looking at 
her. 
S – No, but she follows the same 
line as the flute. 
R – Do you think she understood 
that you wanted to hear more of her 
even though you weren’t looking? 
S – Well she must’ve because she 
played up a little bit. 

1 
MSG 
 
 
MSI 

Meas. 17 – Trumpet and 
horn enter on beat 2 mf. 
Clarinets and flutes continue. 

S – Cue the trumpets. They’re still 
not strong enough…that sideways 
accent and they need to pop that 
note out. 

1 
MSG 

Meas. 19 – Third 
clarinet/bass 
clarinet/baritone/tuba enter 
on beat 2 p. 

S – Here’s a cue right 
here…probably to the low saxes. 
No, wait. That’s the baritone and 
tubas. 
R – Doesn’t look like you’re looking 
at them. 
S – I’m listening for something. I 
can’t recall. 

1 
MSG 

Meas. 24 – Phrase end on 
beat 2. Flute/horn/trumpet 
have pickup on beat 3.  

S – Trying to hold out the phrase to 
the cutoff. 
R – Where were you looking? 
S – I don’t think I was looking at 
anything or anyone in particular. I 
just sort of swept the band. 
R – Thinking about anything else? 
S – We’re still a little top-heavy in 

6 
MSG 
 
MSG 
 
 
 
M 
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the woodwinds. That would be a 
gorgeous sound if we’d balance it 
better. 

Meas. 26 – None. R – There? 
S – Tubas are still too loud there. 
Well, not loud but sort of unfocused 
and blasty. 

6 
MSG 

Meas. 27 – None. R – You kind of scanned across the 
band there. 
S – Uh-huh. To get some balance 
between sections and to keep an 
eye on the percussion. 
R – Because they were screwing 
around? 
S – Well, not at that point. But 
they’re not playing at that point and 
who knows what they might be up 
to. I mean, they’re good kids and 
all, but you have to keep ‘em busy. 

14 
 
MSG 
 
 
 
 
SG 

Meas. 28 – None. S – Directing a crescendo and the 
phrase end. 
R – Yeah, but it’s not written in. 
S – Yeah, just trying to shape 
things a bit…make it more musical.  
R – Anything else? 
S – Back in the middle section of 
what we just watched…I’m 
guessing that some of the cueing 
was directed dead center in order to 
cover the entire band. You don’t 
have to look directly at someone for 
them to see what you want them to 
do if they’re watching. 

1 
MSG 
 
 
 
 
MSG 
 

 

Table 22. Organization of Audiotape Transcriptions C.A. 
 
Name: C.A..       Grade: 11 

Instrument: Trumpet     Gender: Male 

1. Cues from the conductor    8. No particular reason 
2. To let conductor know I am paying attention  9. Bored 
3. To see if I am making any mistakes   10. Distraction in classroom 
4. To see if someone else is making mistakes  11. Confusion 
5. To look around room to see who is there  12. Sharing an inside joke  
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6. To communicate with someone while playing  13. Cannot recall 
7. To look at the clock     14. Other  
 

Where Eye Contact was Directed 
 
C – Conductor   M – Music   S – Student 
 
Narrative for C.A. First Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 24 – None. R – It’s hard to tell, isn’t it? What do 
you think? 
S – I think I’m glancing off at the 
other sections to see what they’re 
doing and using them to find the 
beat. It’s a little hard to follow the 
conductor at that time. I was looking 
at the horns. 
R – Can you remember why you 
were looking right there? 
S – Just to see where they were 
and what was going on over 
there…to see where the beat was 
and to find the beat. 
R – Is it a little hard to find the beat 
on this song? 
S – Yes, the way it moves I guess. 
It’s hard to figure out where beat 
one is. 

4 
S 

Meas. 29 – Contra clarinet 
and flutes enter. 

R – There. 
S – It looked like I looked up at Mr. 
C or I looked up more to the saxes 
to find the beat again. 
R – Why do you look at the saxes? 
S – I think they were playing at the 
time. That’s where the main melody 
is. 
R – Do you think the melody was 
helping figure out where you  were 
at? 
S – Yeah. 

2 
C 
 
 
 
 
M 

Meas. 37 – Bari sax/oboe 
enter. 

S – I was looking at Mr. C again to 
try and find the beat. 
R – Was it working for you this 
time? 

2 
MC 
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S – Yeah, sort of. I mean, 
sometimes he’s hard to follow. 

Meas. 39 – Low 
brass/timpani enter pp. 

R – Where are your eyes now? Do 
you know? 
S – Back to the horns and saxes. 
There’s the melody 

5 
S 

 
Narrative for C.A. Second Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 27 – None. R – There. What’s going on? 
S – I started losing the sense of the 
beat through that long rest and 
looked up at Mr. C. to figure out 
where the beat was. 
R – Anything else? 
S – No. I was sort of lost. 

11 
MC 

Meas. 30 – None. R – Right there. 
S – Everyone was off and I wasn’t 
sure where the beat was. 
R – So you were looking around to 
see if you could tell who was right 
and who was wrong? 
S – Yes, something like that. I 
mean, it was hard to tell who was 
right. 
R – Is this piece hard to count and 
stay together? 
S – Well, sort of. Not all the parts 
move at the same time and if you 
move at the wrong time, the song 
sounds bad. 

11 
 
 
 
 
 
MS 

Meas. 36 – Tenor sax enters. R – There too, yes? 
S – I think I’m looking at the flutes. 
Kari (piccolo) was like waving her 
hand around or something and the 
motion caught my eye. 
R – Was that like a distraction or 
what? 
S – I don’t think it was a distraction. 
I think that when you see 
movement, you sort of naturally 
look at it. 
R – Well then, what about when the 
conductor moves his arms? I mean, 

14 
S 
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you guys don’t always follow when 
he cues for, say, dynamic changes 
and such. 
S – I don’t know. I think that’s 
different. I mean, he’s always 
moving. 
R – Anything else? 
S – I think there were times we 
were like two beats off between the 
sections because everyone was 
moving at different times. 
R – What else? 
S – The half note tied to the eighth 
like at the beginning is tricky to do. 
R – Why? 
S – Just remembering to cut it off, 
because it feels like you should 
hold it longer. 
R – Does Mr. C cue the cutoff? 
S – Hmmm. I can’t recall. 
R – Anything else? 
S – No, not that I can think of. 

 
 
 
M 
 
 
 
 
M 

 
 
Narrative for C.A. Third Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 20 – Winds release on 
beat 3. Percussion 
continues. 

S – There I looked up at Mr. C to 
get the cutoff.  
R – That was the end of your 
section where you play, right? 
S – Yup. 
R – Thinking anything else at that 
point? 
S – No, not that I can remember. 

1 
MC 

Meas. 22 – Clarinets/piccolo 
enter pp. 

R – There you looked away from 
your music. 
S – Yeah. I looked over at Mr. C 
because it’s hard to tell where the 
beat is in that section. 
R – Why’s that/ 
S – All the different things going on. 
Some of the rhythms make it 
difficult to feel the tempo and stuff. 
R – Is it better than it has been? 

11 
 
C 
 
 
 
M 
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S – Yup, a lot better. We really 
struggled with this section at first. I 
think it was the percussion that 
were screwing us up. 

Meas. 26 – None. R – There. What are you looking 
at? 
S – All the different sections. 
Nothing in particular. Just looking 
around. 
R – Thinking anything? 
S – Not really. Just listening to the 
music. 

8 
S 

Meas. 30 – None. R – You’re looking at Mr. C, right? 
S – Yup. Trying to get the beat. 

2 
MC 

Meas. 40 – None. S – There. I’m looking at Mr. C 
again and then I looked over at the 
trombones too. 
R – Why? Just to watch them? 
S – Yeah, to see what they are 
doing. 
R – Any thoughts on this piece? 
We’ve been playing for a month or 
better and it’s getting close to 
performance. 
S – At first I really didn’t like it much 
and then the more we played it, the 
more it came together. It’s kind of 
grown on me. 
R – Like how? 
S – Well, I don’t know. I’m hearing 
different things now that I wasn’t 
hearing before and it’s kind of 
interesting to listen to when you can 
pick out the different parts. 

5 
MCS 
 
 
 
 
 
 
 
M 

 
 
Narrative for C.A. First Rehearsal Amazing Grace 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 9 – Sax solo enters on 
upbeat mp. Clarinets/flutes 
release. 

R – There. What are you looking 
at? 
S – The oboes had really bombed 
their part and I looked up at them 
and then also looked over to Mr. C. 

4 
MCS 

Meas. 10 – None.  R – Are you watching the oboes still S 
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or are you looking at the saxes? 
S – I believe I was looking at the 
oboes. 
R – Because the oboes don’t play 
there. 
S – Okay, maybe it was the saxes I 
was looking at. I’m not sure. 
R – Thinking anything there? 
S – No. Just sort of spacing off. 

 
 
Narrative for C.A. Second Rehearsal Amazing Grace 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 9 – Sax solo enters on 
upbeat mp. Clarinets/flutes 
release. 

R – Right there. Your eyes are out 
of the music. What are you looking 
at? 
S – I was looking at Mr. C to find 
the beats and back and forth 
between him and the saxes. They 
were really out of tune. 
R – So you were trying to tell him 
something? 
S – Well, the saxes were so out of 
tune and I was wondering why he 
wasn’t stopping to fix the problem. 
R – What about the music at that 
point? Besides the obvious 
intonation thing? 
S – Nothing else really. I was just 
thinking about the intonation at that 
point. It really bothered me. 
R – Anything else about the 
rehearsal this morning? 
S – No, nothing that I can really 
remember. 

6 
CS 
 
 
 
 
 
 
M 

 
 
Narrative for C.A. Third Rehearsal Amazing Grace 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 14 – None. S – Looking at Mr. C. 
R – Because? 
S – No reason. Just sort of 

8 
C 
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watching him. 
R – Thinking anything? 
S – I was wondering how far we 
were going to go into this piece and 
if I was going to play or not. 
R – How’s that? 
S – Well, often times we don’t play 
all of the piece. We just work on 
sections and at the beginning of this 
song, I don’t have anything to play 
and it’s kind of boring to sit there 
and not do anything. I’d rather be 
playing than counting rests.  

 
 
 
 
 
 
M 

Meas. 24 – Phrase end on 
beat 2. Flute/horn/trumpet 
have pickup on beat 3. 

S – Looking for the pickup beat cue. 1 
MC 

Meas. 29 – Baritones enter 
on beat 2. 

R – There. 
S – I think I looked at the 
percussion or something like that. 
R – Were they moving around over 
there or playing something? 
S – I think I just saw movement and 
turned to see what it was. 
R – Any other thoughts on this 
rehearsal? 
S – Well, I don’t play al that much at 
the beginning of this piece. 
R – But you do have cued notes in 
your part so you can follow along. 
S – Yeah. 
R – So, you’re watching the music 
because it gives you something to 
do? 
S – Yeah. It’s not like I could read a 
book or something. I’m sure that 
would not make Mr. C happy. 

10 
S 
 
 
 
 
 
 
 
M 

 
 
 
Table 23. Organization of Audiotape Transcriptions A.K. 

Name: A.K.       Grade: 12 

Instrument: Trombone     Gender: Male 

1. Cues from the conductor    8. No particular reason 
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2. To let conductor know I am paying attention  9. Bored 
3. To see if I am making any mistakes   10. Distraction in classroom 
4. To see if someone else is making mistakes  11. Confusion 
5. To look around room to see who is there  12. Sharing an inside joke  
6. To communicate with someone while playing  13. Cannot recall 
7. To look at the clock     14. Other  
 

Where Eye Contact was Directed 
 
C – Conductor   M – Music  S – Student 
 
Narrative for A.K. First Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 7 – W/w’s/low brass 
enter on beat 4. 

S – I remember right there I was 
watching because we always screw 
that part up. Because there’s a little 
rest and we always jump in on it 
(this is a similar passage to one that 
came earlier). 

4 
MC 

Meas. 24 – None. R – There, you’re looking over…. 
S – I looked at the tambourine 
because he was always off the 
beat. 

4 
S 

Meas. 26 – None. R – Right there. Were you looking 
at the music or at Mr. C.? I can’t 
tell. 
S – I think I was looking at Mr. C 
and I also looked at Bryan because 
of all the rests we had. 
R – So you had lost track of where 
you were at? 
S – Yeah. 
R – Why, do you suppose? 
S – Well, this piece is sort of tricky 
to count and the notes don’t 
necessarily move on beat one or 
when you expect it. 

6 
CS 
 
 
 
 
 
 
 
M 

Meas. 39-46 – Low 
brass/timpani enter pp. No 
musical event until measure 
45 where trumpets/saxes 
enter mp. 
No musical event in measure 
46. 

S – I remember this section. I was 
looking at the music and also trying 
to watch Mr. C through that whole 
passage because it’s kind of got 
some weird offbeat things. So I was 
trying to watch and make sure I was 
on the beat. 

2 
MC 
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R – Thinking about anything other 
than focusing in and being right with 
the beat? 
S – Trying to make it more melodic 
because it kind of like transitions 
from a louder part to a softer part. I 
remember the band being out of 
tune there too and the videotape 
makes it sound even worse. 

 
 
M 

 
 
 
Narrative for A.K. Third Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 24 – None. S – Dave and I are talking about the 
tambourine and how it’s always off. 
R – Is that distracting? 
S – Well, yeah. But it’s like why 
can’t they get right sort of thing. 

4 
S 

Meas. 33 – None. S – I think at one point someone in 
the clarinets moved and it caught 
my eye so I looked over. 
R – So, is that like a distraction? 
S – Sort of, but I think it’s just a 
normal reaction to look over when 
there’s something going on that 
usually doesn’t. 

10 
S 

Meas. 41 – None. S – Right there I was thinking how 
much easier it is to feel this in “2” 
instead of “4”. 
R – Was he conducting it that way 
right there? 
S – I think he was, but I think we’d 
talked about doing it in “2” there so 
the phrasing works better. 

14 
M 

Meas. 50 – Brass/saxes 
crescendo to end of phrase. 

S – I looked out of my music to get 
the beat before we came back in. 
R – Thinking anything else right 
there? 
S – No, I don’t think so. We’ve 
played this quite a bit and 
sometimes you just sort of go 
automatic or something and don’t 
think about stuff other than just 

2 
C 
 
M 
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getting your part right and the way 
the conductor wants it.  

 
 
Narrative for A.K. First Rehearsal Amazing Grace 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 9 – Sax solo enters on 
upbeat mp. Clarinets/flutes 
release. 

S – I was looking at my trombone 
right there…my tuning slide. I 
always forget to pull it out after jazz 
band. 
R – Anything else you were thinking 
about at that point? 
S – Somebody was out of tune, 
because that’s what made me think 
of pulling out my slide. 

14 

Meas. 13 – None. R – Alright. Jake was leaning over 
and said something to you and you 
looked. 
S – I don’t remember what he 
said…probably about where we 
were in the music. 

6 
S 

Meas. 16 – None. S – I looked over that way (his left). 
R – Was there something going on 
down the hall? 
S – Somebody walked by in the 
back. I don’t know who it was. 
R – So that was a distraction? 
S – Maybe…you just sort of notice 
motion sometimes. 

10 
 
 
S 

Meas. 24 – Phrase end on 
beat 2. Flute/horn/trumpet 
have pickup on beat 3. 

R – That was right before your 
entrance, wasn’t it? 
S – I looked down to empty my spit. 
R – Anything else about that 
moment? 
S – I don’t know. I usually 
daydream during that part because 
we have a lot of rests. 

14 

 
 
 
 
Narrative for A.K. Third Rehearsal Amazing Grace 
 
Measure Number and Transcription Code 
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Analysis 

Meas. 10 – None. S – Yeah. Paul just let go with that 
big squeak and I looked at him 
(Paul was playing the sax solo). 
R – Thinking…? 
S – Well, he never screws up and 
this was a surprise to hear him 
make a mistake like that. 

4 
MS 

Meas. 14 – None. R – You and David are talking 
there. 
S – We were talking about Paul’s 
squeak and how he does 
something with his face when that 
happens. 
R – Like what? 
S – Oh, I don’t know. He just makes 
a weird face like that. 

6 
S 

Meas. 17 – Trumpet/horn 
enter on beat 2 mf. 
Clarinets/flutes continue. 

S – And then when Paul squeaked 
again, I looked back over at him. It’s 
just so unusual of him to do that. 

4 
S 

Meas. 18 – None. R – There you looked over at 
the…what? Trumpets? 
S – I think it was like the first time I 
heard them play that part because 
most of the time you don’t hear the 
trumpets there. 
R – Are so hearing them for the first 
time caused you to look over at 
them? 
S – Yeah. 
R – Or was it just that you know this 
piece pretty well by now and you’re 
beginning to listen more outside 
your own part? 
S – I never thought of that. Yeah, I 
suppose it could be that too. 

14 
MS 
 
 
 
 

Meas. 22 – Band crescendos 
to mf. 

R – There? 
S – I think I just sort of zoned out. I 
wasn’t really paying attention too 
much. 

14 

Meas. 30 – Phrase end on 
beat 2. 

S – I remember thinking about not 
taking a breath right there and I was 
looking at Mr. C to be sure. 
R – To be sure of what? 
S – Well, to be sure I don’t breathe 
there and maybe to show him that I 

2 
MC 
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wasn’t breathing there in that 
phrase especially after he’d said 
something to us earlier about not 
breaking the phrase. 
R – Anything else about this 
morning? 
S – Well, I looked down at Derek 
(horn player sitting directly in front) 
twice for some reason. Once when I 
came in and once when we came in 
again, I think. You know, the horns 
are pointed right at you and so you 
really hear them really well, so 
when something sounds different 
it’s real noticeable. 

 
 
 
 
 
MS 

 

Table 24. Organization of Audiotape Transcriptions D.A. 

Name: D.A..       Grade: 11 

Instrument: Trombone     Gender: Female 

1. Cues from the conductor    8. No particular reason 
2. To let conductor know I am paying attention  9. Bored 
3. To see if I am making any mistakes   10. Distraction in classroom 
4. To see if someone else is making mistakes  11. Confusion 
5. To look around room to see who is there  12. Sharing an inside joke  
6. To communicate with someone while playing  13. Cannot recall 
7. To look at the clock     14. Other  
 

Where Eye Contact was Directed 
 
C – Conductor   M – Music  S – Student 
 
 
Narrative for D.A. First Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 1 – Full band enters 
on downbeat ff. 

S – I’m looking up right now. 
R – Why? 
S – Looking for the downbeat and 
tempo. 

1 
MC 

Meas. 2 – None. R – There. 
S – Same thing. A lot of times I just 

1 
MC 
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watch with my peripheral vision for 
stuff like that. I mean, when it’s an 
important thing like an entrance or 
something, I look directly at him.  
R – Hmmm…good point. 

Meas. 5 – W/w’s/low brass 
release on beat 3. Trumpets 
continue. 

S – There. I looked at Bryan 
because he came in early. He’s 
supposed to wait for that one beat 
and I sorta started laughing. 
R – You were laughing at Bryan? 
S – No. I think it’s like, you know, 
just struck me funny. I don’t know. 

6 
MS 

Meas. 21 – None.  R – There? What’s up with that? 
S – I’m looking above the stand, but 
not sure of what. Maybe the saxes. 
R – What do you think would cause 
you to look? 
S – We had a rest. I get bored 
when we’re not playing. 
R – So, just kind of looking around 
the room to see what’s up? 
S – (nods) 

9 
S 

Meas. 22 – Clarinets/piccolo 
enter pp. 

S – I looked to the right. 
R – Why’s that? Are you back to 
your book and studying? (he had 
been looking at a book during the 
rehearsal of another piece earlier) 
S – Yeah, but this time it’s A.P. 
(advanced placement) Government. 
Because between the songs I had 
done the history stuff so I switched. 
R – So are you counting rests 
here? Or just waiting until 
everybody sort of moves to play 
again? 
S – I can sort of hear where it’s 
going. Like when the phrases begin 
and end. 
R – Even though you’ve never 
heard this piece before? 
S – Well, yeah. It just sort of makes 
sense to me. 

14 
 
 
 
 
 
 
 
 
 
 
 
M 

Meas. 27 – None.  R – Okay, right there? There you’re 
not looking at your book. You’re 
looking somewhere else? 
S – I have no idea. Just kind of 

13 
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groovin’. 
Meas. 31 – None. R – You’re looking around the room 

here? 
S – Yeah, I was really tired so I was 
leaning on my trombone. 
R – With your eyes closed? 
S – Every now an then. 
R – Anything else you can recall? 
S – I’m not thinking much about the 
music you know. It’s not that 
interesting. 
R – Why? 
S – Well, you know. It’s not too loud 
yet, but it’s fun to play the accents. I 
don’t know the piece as well as the 
melody to Amazing Grace (because 
of the familiar tune it is based on). 
R – Were there other pieces you 
didn’t know very well in the 
beginning, but after you got to know 
them… 
S – Yeah, like a lot of the marches 
were like that. Those were fun. 
They were fast, but doable so you 
feel like you’re a better player.  
R – Anything else? 
S – Well, I was really worried about 
my A.P. Government test next 
period. 
R – So you really weren’t focused 
on the rehearsal. 
S – I was in, but I was divided (sort 
of a pause and then shrugs as if to 
say “I can’t think of anything more 
to say”). 

5 
 
 
 
 
 
 
 
 
 
 
M 

 
 
Narrative for D.A. Second Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 22 – Clarinets/piccolo 
enter pp. 

S – I just looked over at the 
tambourine. 
R – What were you thinking at that 
time? 
S – I was thinking that he was off 

4 
S 
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and someone needs to set it right. 
Meas. 35 – None.  S – I looked up at Mr. C. 

R – Why? 
S – I wasn’t counting. I kinda knew 
where and when to come in, but I 
was still looking for a cue. 
R – You’ve played this song 
enough times that you sort of have 
a sense of where you’re at or with 
about the counting? 
S – Yeah.  
R – So you don’t really need to 
count. You can just sort of feel 
when to come in?  
S – Yeah. 

1 
MC 
 
 
 
 
 
 
 
 
 

Meas. 40 – None. R – Did you notice that he went into 
a “2” pattern for a time during that 
trombone section part? 
S – Yes I did. 
R – Were you seeing that out of the 
corner of your eye, because you 
weren’t looking directly at him, but 
more off to the side a bit? 
S – Uh-huh. 
R – Anything else you remember 
about the rehearsal? 
S – I thought Amazing Grace went 
well. 
R – But how about this tune? 
S – It was pretty good too. 
R – Any feelings about the music? 
S – I like both of them…better than 
the other stuff we’re playing. You 
know, Black Horse Troop’s okay, 
but a march is a march, you know? 

2 
C 
 
 
 
 
 
 
 
 
 
M 

 
 
Narrative for D.A. Third Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 23 – Triangle enter. R – Yeah. What are you looking at 
right there? 
S – McDonough (percussionist 
playing solo tambourine part). 
R – Thinking about anything about 

10 
 
S 
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that or just watching him play the 
tambourine? 
S – They were off or they get off in 
that section. 
R – So it was like a distraction or 
something? 
S – Yeah, it is distracting. 

 
 
M 

Meas. 25 – None. S – I either looked somewhere else 
or I told Kruse that they were off.  
R – And then you said something to 
Harry too. 
S – Yeah. I don’t remember what I 
said. 

6 
S 

Meas. 27 – None. S – I’m watching Brian (tambourine) 
now because they got back on. 
R – Okay. Thinking anything? 
S – Just that it sounds better when 
he does that part right. 

14 
 
 
MS 

Meas. 29 – Contra 
clarinet/flutes enter. 

R – Okay, where’re you looking 
now? 
S – At the contras. They come in 
there and that’s kind of a neat 
sound with the really high piccolo 
solo and the really low contra part 
with it. 

14 
MS 

Meas. 38 – W/w’s crescendo 
and end phrase on “and” of 
beat 4.  

S – I just looked for the cue right 
there. 

1 
C 

Meas. 47 – None.  R – You just glanced. Did that 
mean anything? 
S – No. I was just sort of trying to 
pass the little four measure rest 
thing. 

8 

Meas. 56 – Continuation of 
crescendo. 

R – Anything else about this 
morning’s rehearsal that you can 
recall? 
S – I thought it sounded pretty 
good, I always think it’s a really long 
piece. 
R – Yeah? 
S – It’s long, man. 
R – I don’t think this thing is more 
than five or six minutes. 
S – C. said that when he timed it 
last it was like eleven minutes. 
R – Yeah, but he had kicked it off 

14 
M 
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awfully slow and then you guys sort 
of dragged the tempo down too. 
S – Maybe it’s because the low 
brass rest a lot and then we play 
half notes and then we’ll rest again. 
R – Anything else about this piece? 
S – I like it. 
R – What do you like about it. 
S – It moves. 
R – You like the fast stuff? 
S – I do. You play slow notes, but 
it’s in a fast tempo so it moves 
along and some of the other parts 
are cool. 
R – How about the trombone part, 
because it sounds to me that this 
isn’t like the typical trombone parts 
where you play chords underneath 
the melody line – you know, like 
background harmonies. 
S – Yeah. It’s alright. It’s okay to 
have the melodic line like in this 
piece. There’s no real runs in this is 
there? 
R – No, it’s pretty much what you 
described, whole notes and half 
notes. Anything else? 
S – Nope. 

 
 
Narrative for D.A. First Rehearsal Amazing Grace 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 9 – Sax solo enters on 
upbeat mp.  Clarinets/flutes 
release.  

S – I’m mostly not looking at my 
music. 
R – Just let me know when you do 
look up. Wait, you’re looking up 
right there. This is like at measure 
nine. 
S – Want me to tell you? 
R – Well, yeah. 
S – Well, I’m looking at my history 
book. I had it propped up on the 
stand next to me for when we, like, 
had rests for, like, fifty measures. 

14 
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R – Alright. So in the meantime, 
you’re not paying any attention? 
S – Well, I was listening to keep 
track of it. I’m looking at my World 
Civilization book right now and then 
back to make sure everyone’s 
coming in. 

 
M 

Meas. 23 – None. R – Okay, so that’s in measure 23. 
S – I’m looking at Brian to my left. 
R – Any reason to look at him? 
S – No, not really. I just looked over 
at him. 

8 
S 

Meas. 31 – New phrase and 
crescendo for two measures. 

R – There. 
S – I might have been scanning to 
see the other trombones still 
playing. 
R – And you guys are out there, 
right? 
S – Yeah, we’re resting. 
R – Alright. Anything else you can 
remember about that particular 
span of music? 
S – You mean like during the song? 
R – Yeah. I know you were barely 
paying attention since you were 
studying your World Civ. 
S – No, not really. I just sort of half-
heard it. 

14 
S 

 
Narrative for D.A. Second Rehearsal Amazing Grace 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 15 – Second clarinet 
enters ppp. 

S – There. I was looking at Paul 
(sax solo). 
R – Because he’s playing a solo? 
S – Yeah. 
R – Were you thinking about 
anything during that passage? 
S – I was thinking that was pretty 
cool. I like Amazing Grace and so 
when I play, I try to make it better 
sounding. 

14 
 
S 
 
 
 
M 

 
Narrative for D.A. Third Rehearsal Amazing Grace 
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Measure Number and 
Analysis 

Transcription Code 

Meas. 9 – Sax solo enters on 
upbeat mp. Clarinets/flutes 
release. 

R – Alright, you’re looking over at 
Paul. 
S – Just watching. 
R – Any particular reason you’re 
watching Paul? 
S – No, you just sort of watch 
whoever’s playing. 
R – Thinking anything there? 
S – Well, it sounds good until what 
happens a couple of measures 
later. 

14 
 
S 

Meas. 10 – None. S – I started laughing. 
R – Because of Paul’s squeak? 
S – Yeah. And I’m watching Paul 
and you see his face like go “what 
just happened?” and his eyebrows 
shoot up and I’m just watching him.  

4 
MS 

Meas. 14 – None. R – Through this whole section 
you’re watching him? 
S – Yeah, and I leaned over and 
was telling Kruse (trombone sitting 
next to him) about his facial 
expression. 

6 
S 

Meas. 17 – Trumpet/horn 
enter on beat 2 mf. Clarinets 
and flute continue. 

R – Now where? 
S – The trumpets because that’s 
the first time I heard that part. So I 
was like “whoa”. I liked it. 

14 
MS 

Meas. 18 – None.  R – You’re still looking off over 
there? 
S – I was trying to see ‘em. 
R – Who was playing the parts? 
S – Yeah. It was Kline, right? 
R – Yeah. 

5 
S 

Meas. 32 – Continue 
crescendo. Pickup to new 
phrase. 

R – Alright. After you started 
playing you didn’t look out of your 
music at all until now. 
S – Yeah. I was just like one of 
those peripherals again. It’s the 
only moving line the trombones 
have in the whole piece, so… 
R – So you don’t really need to 
watch? 
S – (nods) 
R – Thinking anything there? 

14 
 
 
 
 
 
 
 
 
 
M 
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S – That’s my favorite part of the 
piece for the trombones – where I’m 
playing that little walk-up part into 
measure whatever (32). So that’s 
about it. 

 

Table 25. Organization of Audiotape Transcriptions J.H. 

Name: J.H..      Grade: 12 

Instrument: Trombone    Gender: Male 

1. Cues from the conductor    8. No particular reason 
2. To let conductor know I am paying attention  9. Bored 
3. To see if I am making any mistakes   10. Distraction in classroom 
4. To see if someone else is making mistakes  11. Confusion 
5. To look around room to see who is there  12. Sharing an inside joke  
6. To communicate with someone while playing  13. Cannot recall 
7. To look at the clock     14. Other  
 

Where Eye Contact was Directed 
 
C – Conductor   M – Music  S – Student 
 
 
Narrative for J.H.. First Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 13 – None. R – There? 
S – Adam was, thank goodness, at 
this spot I got lost. 
R – So you were just fiddling 
around with your horn? 
S – Yeah. I was trying to get in tune 
with the other trombones. 

14 
S 

Meas. 17 – None. R – Here? 
S – Still trying to tune my horn. 

14 

Meas. 22 – Clarinets/piccolo 
enter pp. 

R – There. You just kinda looked… 
S – I looked up, ummm, you know, 
who’s Mr. C talking to  (bass 
clarinets missed a note and it was 
very obvious). Who made that 
horrendous sound. That was just 
one of those things, you know, you 

4 
MC 
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look up and sort of snicker and glad 
it wasn’t me sort of things. 

Meas. 26 – None. R – Where are your eyes right 
now? You just sort of looked off to 
the side. 
S – Clock check. 
R – Clock check!? 
S – Sorry, it was a clock check 
(laughs). 
R – Is this thing boring you or what? 
S – Ummm, I don’t like that part of 
the song. I get distracted when 
somebody, you know, honked and 
he looked up and you know, 
checked the clock. I still can’t get 
my trombone in tune and I’m a little 
frustrated by that. 

7 
 
 
 
 
 
 
M 

Meas. 47 – None. R – Just for a moment, you kind of 
looked away. Any reaction to that? 
S – I don’t think I was looking up. I 
set my horn down, but nothing 
special…kinda relaxing. 

8 

Meas. 56 – Continuation of 
crescendo. 

R – Were you looking? Major 
section? 
S – Yeah, major section. The music 
starts building up there and I kind of 
glanced up to make sure I was still 
where I needed to be. 
R – Anything about the rehearsal 
you remember that struck you? 
S – Ummm…nothing significant. 
More that I was out of tune, lost my 
place there once, and somebody 
got a wrong note. That and just 
checking on time once. 

2 
M 

 
 
Narrative for J.H.. Second Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 1 – Full band enters 
on downbeat ff. 

R – There? 
S – Just looking for the downbeat. 

1 
C 

Meas. 22 – Clarinets/piccolo 
enter pp. 

R – There. You kind of glanced 
over… 
S – I don’t know. The woodwinds 

4 
MS 
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are going and I probably just looked 
up and was looking at ‘em. I know 
that somewhere in here I got lost. If 
I’m not paying attention, it’s real 
easy to lose the beat and your 
place. 
R – Because of the way the 
counting goes? 
S – Yeah. I mean the rhythms 
aren’t what you’d expect. 

Meas. 38 – W/w’s 
crescendo, end phrase on 
“and” of beat 4. 

S – That was to get my cue to come 
in. 
R – Were you still lost there? 
S – Yeah, a little bit. I don’t know if 
he cues us there. I was just trying to 
count that. 

1 
MC 

Meas. 41 – None. S – Yeah…he changed, umm, his 
beat pattern there and started 
conducting in “2”. He looked at me 
and started that new beat thing. 
R – Why do you suppose he looked 
at you? 
S – He does that all the time. I don’t 
know. He looks at me and when 
Adam’s there (sits next to J.H.), he 
catches him too. 
R – So does he look at you like 
section leaders? 
S – Yeah. And I can change what 
I’m doing depending on what he 
wants. Sometimes you know, he 
just looks at me like for little stuff. 
And I can…and I think Adam and I 
can change that little stuff and since 
we’re playing the top part we can 
hear it a little more. He does it all 
the time. 
R – What do you suppose he was 
trying to do by conducting that 
differently? I mean, when I watched 
you, your reaction was somewhat 
surprise that there was something 
different. 
S – To make us feel the way we’re 
counting it I guess. 
R – Did it help? 

14 
C 
 
 
 
 
 
 
 
 
 
 
M 
 
 
 
 
 
 
 
 
 
 
 
 
MC 
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S – I thought it was just umm…it 
seemed like he wanted it a little bit 
more flowing and a little more 
legato. He gets really round with his 
hands and stuff. I thought it was 
better. 

  
 
 
Narrative for J.H.. Third Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 22 – Clarinets/piccolo 
enter pp. 

R- You’re kind of looking down at 
the floor. Are you trying to wake up 
or what? 
S – This morning I had jazz band 
rehearsal and a SCAB (senior 
service club) meeting that I had to 
run and it really made Mr. C mad. 
Then I sprinted back to the jazz 
band rehearsal so it’s just been one 
of those mornings. I was just 
blowing off a little steam. It wasn’t 
anything musically important. 
R – It doesn’t have to be anything 
musical. I’m just interested in what 
you guys think about when you’re 
rehearsing. 
S – Alright. Well, it was kind of a 
stressful morning because after 
we’re done here I have to go down 
and see Celeste (Athletic 
Department secretary and SCAB 
sponsor) and catch up on what I 
missed in that meeting and then 
back here to catch up with Mr. C to 
catch up on what I missed in jazz 
band. 
R – So you’re thinking about all this 
stuff while you’re playing or…? 
S – Well, not when I’m playing. 
When you’re playing you don’t think 
about anything except playing…at 
least I don’t. My mind doesn’t have 
space for that. 

14 
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Meas. 27 – None. R – Okay, you’re looking over… 
S – Probably a woodwind player. 
Fascinated by the intonation 
(sarcastic…the pitch was pretty 
bad). 

4 
MS 

Meas. 32 – None. R – You kind of turned you head 
and looked like lightning bolts were 
coming out of your eyes. 
S – It’s the same with the intonation 
and I’m thinking why can’t they hear 
that? And it’s one of those things 
where you kind of turn your head 
and you’re listening, but not really 
looking at something specific. 

4 
 
 
M 

Meas. 50 – Brass/saxes 
crescendo, end of phrase. 

R – Right there? 
S – Just getting time before we 
come back in after the rest. I really 
didn’t look up hardly at all during 
this song this morning. 
R – No. No, you didn’t. 
S – I would definitely say that I look 
up when I’m interested in the music. 
I mean, this song is getting 
interesting…certain parts of it. 
R – But what would you look up 
for? 
S – Well, Mr. C a lot of times. He’ll 
look at you and if he looks at me 
anytime we’re playing, I can always 
tell. Feel when he looks at me. And 
sometimes I just look up. You know 
even when I’m not playing. I just 
look up. Maybe over at the 
woodwinds if they’re really getting 
into it or something. And not that 
they’re playing bad or anything. 
R – So it’s like a person just likes to 
watch the people who’re playing? 
S – Yeah, like that. 
R – It doesn’t hurt that most of them 
are girls (J.H.’s girlfriend plays 
flute)? 
S – Yeah, that’s not all bad. I don’t 
always know why I look up. And I 
guess this morning I was a little out 
of sorts. And I was tired and crabby. 

5 
C 
 
 
 
 
M 
 
 
 
 
C 
 
 
 
 
 
 
 
 
 
S 
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Being late for jazz band. I hate that 
anyway because I hate being late 
for anything. 
R – So let me ask you…your mood, 
your general mood…does that 
affect how you play or how you 
perceive the music or how the 
music works on you? 
S – Oh, I’m sure it does. This 
morning, you know that part when 
the trombones were playing too 
loud? That was about sixty percent 
me, because I was angry and just 
sort of banging it out. You know, 
huge accents and I was blowing too 
hard. But this piece of music is 
becoming more interesting to me 
the longer we play it. 
R – And why is that/ 
S – Umm..well it seems like we’re 
finding new stuff and maybe we’re 
just playing better. I don’t know. 
R – Let’s go back to the finding new 
stuff. What kinds of new stuff? Is it 
that as you become more at ease 
with playing your part that you 
become more aware of what else is 
going on around you? 
S – Yeah, that’s probably so. And 
everyone else is bringing out things 
that wasn’t there before and all of a 
sudden it sort of takes off. I mean, 
the first time we played this all I 
heard was just two parts to the 
melody and now I hear like five 
parts and there’s more going on in 
the piece than I heard at first. I don’t 
know. It’s just more interesting. 
R – Have you experienced that 
phenomena with other songs? 
S – Oh yeah, I guess. I never really 
thought about it before. But yeah, I 
think that happens a lot that after 
you begin to become more familiar 
with a piece that you hear other 
parts going on that you didn’t hear 

 
 
 
 
 
M 
 
 
 
 
 
 
 
 
 
M 
 
 
 
 
 
 
 
 
MS 
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before. I can’t think of anything or 
any one song like to give for an 
example, but I think it happens that 
way. 

 
 
Narrative for J.H.. First Rehearsal Amazing Grace 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 13 – None. R – There? 
S – I was checking a rest. I 
was…uh…lost my spot counting 
rests and I checked over to Adam 
and said “measure something” and 
he just nodded. That’s the best I 
can remember. 

6 
S 

Meas. 14 – None. R – You did it again (leaned over to 
neighbor). 
S – Same thing. 

6 
S 

Meas. 17 – Trumpet/horn 
enter on beat 2 mf. 
Clarinets/flutes continue. 

 S – Looked at the kid that walked 
behind me. 

10 
S 

Meas. 25 – Winds enter on 
beat 2 p. 

R – Are you looking up there? 
S – Yeah. I looked up at C just to 
look for a cue. I thought he might be 
cue us coming in. 

1 
C 

Meas. 32 – Continue 
crescendo. Pickup to new 
phrase. 

R – Anything you can recall? 
S – Right as he was cutting us off, 
he leaned forward and I though he 
was getting ready to do something. 
You know, like how he likes to 
change the music. So I looked up 
right at sort of the climax of the 
song. Other than that, he tends to 
get dramatic. 
R – What about the music itself at 
that point? Anything about that? 
S – No, not really. 

2 
C 

 

Narrative for J.H.. Second Rehearsal Amazing Grace 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 12 – None. R – Okay, what about there? 5 
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S – I looked at Paul (sax solo). He 
was playing a solo. 
R – What were you thinking? 
S – Oh, he was playing really good. 
Sorta rushed a little bit, but he 
sounded good and I was just 
listening to him so… 
R – After all the intonation things 
we had going on? 
S – I actually don’t remember much 
about that. 

 
 
 
MS 

Meas. 32 – Continue 
crescendo. Pickup to new 
phrase. 

R – There? 
S – He (Mr. C) looked at me. I can’t 
remember what it was. He just sorta 
glanced my way and I sorta looked 
back. I don’t know. I had my head 
kind of stuck in the music. 
R – Okay, because you only looked 
up to watch Paul. 
S – Yeah, I guess. I don’t know. I 
can’t remember if I usually look up 
there or not. I just looked. 
R – Anything about that rehearsal 
that you can recall? Anything 
happen that sticks with you? 
S – Well, I kinda remember that it 
was a little bit better today. 
R – Than earlier rehearsals? 
S – Yeah. It was a little more 
interesting today…maybe because I 
was listening more to what was 
going on around. 
R – About measure 21 or so you 
made this huge yawn. 
S – Yeah, I was sorta bored. 
R – How so? 
S – Well, we’re not doing anything 
there and the music is slow and 
sorta soft and it just made me 
yawn. Besides, it’s all quarter notes 
and half notes at a slow speed so 
it’s not real exciting at that point in 
the music. 

2 
C 
 
 
 
 
 
 
 
 
 
 
 
 
M 
 
 
 
 
 
 
 
 
 
 
M 

 

Narrative for J.H.. Third Rehearsal Amazing Grace 
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Measure Number and 
Analysis 

Transcription Code 

Meas. 9 – Sax solo enters on 
upbeat mp. Clarinets/flutes 
release. 

R – Are you looking at your music 
there? 
S – No. I really wasn’t looking at 
anything. I was looking down at the 
floor. 
R – What were you thinking? 
S – I was listening to Paul play the 
sax solo there. 
R – What else were you thinking? 
S – You really want to know what I 
was thinking? 
R – Yeah. I really want to know. 
S – He (Mr. C) had those darned 
baritones move over next to me and 
Curt is always out of tune. I mean, 
more than I am. And I was listening 
to them for awhile and then I started 
listening to Paul and it was amusing 
because of…uh…just the things he 
does with the tempo and he 
squeaked that one time and that 
was sort of funny because Paul 
hardly ever makes a mistake. He’s 
a really good player and he puts so 
much expression into it and so this 
squeak just comes out of nowhere. 
Kinda humorous. 

10 
 
 
 
 
 
S 
 
 
 
 
 
S 
 
 
 
MS 

Meas. 17 – Trumpet/horn 
enter on beat 2 mf. 
Clarinets/flute continue. 

R – There? 
S – I just kind of smiled thinking 
about Paul’s mistake. It kind of 
woke me up and I started looking at 
him. 

4 
S 

Meas. 19 – Third 
clarinet/bass 
clarinet/baritone/tuba enter 
on beat 2 p. 

S – Yeah. I looked at the baritones 
right where they come in there. And 
it wasn’t bad, it was just different 
since they were moved over by me. 

14 
S 

Meas. 22 – Band crescendo 
to mf. 

S – Now I’m looking over at Curt’s 
(baritone player) music thinking 
about how it sounds with the rest of 
the band. 

14 
MS 

Meas. 29 – Baritones enter 
on beat 2. 

S – Wow. I should tune myself 
better. 
R – You can hear yourself? 

14 
M 
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S – Oh yeah. 
Meas. 32 – Continue 
crescendo. Pickup to new 
phrase. 

R – There. You looked out of your 
music. 
S – The ascending line thing. I don’t 
know, the music is sort of getting 
higher and louder and I was looking 
at Mr. C to see what he was going 
to do. 
R – You mean when he makes the 
face thing? 
S – Yeah, the face. But a lot of 
times he looks over at us and I can 
always tell when he’s looking and 
so I look up. 
R – Anything else you can 
remember about this morning’s 
rehearsal? 
S – I’d had a lot on my mind this 
morning but there wasn’t anything 
really special. I thought it was sort 
of humorous that Mr. C started 
moving everyone around because I 
thought Mr. DeLong is going to tape 
this and so I’m going “didn’t he think 
of that?”. And so I thought now he’s 
got to move the cameras and stuff 
around and reset everything so he 
could tape and I thought it was sort 
of funny. And you were just like no 
big deal and shuffled us around 
until it worked for you. 
R – Yup. That’s me. Mr. Flexible. 

1 
 
MC 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
Table 26. Organization of Audiotape Transcriptions K.K. 

Name: K.K.       Grade: 11 

Instrument: Trumpet     Gender: Female 

1. Cues from the conductor    8. No particular reason 
2. To let conductor know I am paying attention  9. Bored 
3. To see if I am making any mistakes   10. Distraction in classroom 
4. To see if someone else is making mistakes  11. Confusion 
5. To look around room to see who is there  12. Sharing an inside joke  
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6. To communicate with someone while playing  13. Cannot recall 
7. To look at the clock     14. Other  
 

Where Eye Contact was Directed 
 
C – Conductor  M – Music   S – Student 
 
 
Narrative for K.K. First Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 23 – Triangle enters. R – There. Did you look away from 
your music? That’s right where the 
flutes are in isn’t it? What are you 
thinking there? 
S – Umm…I think it’s the part 
where I have 12 measures rest. 
R – What would cause you to look 
up there? 
S – I just sort of looked away and 
started counting. 
R – You weren’t looking at anything 
in particular? 
S – I don’t think so. 
R – You weren’t thinking about 
anything other than just counting? 
That was that whole section there 
where you were looking out from 
your music. Just counting, right? 
S – Yup. 
R – Were you looking at Mr. C to 
see where the beat was at? 
S – Yeah. Sometimes I look at Mr. 
C and sometimes I look at other 
people. 
R – So just look around and seeing 
who’s doing what…not thinking 
anything about the music 
particularly? 
S – I was thinking about the part 
coming up this is the really cheesy 
part where the trombones come in 
and it goes into major and I sorta 
don’t like it. 
R – That’s interesting. This would 

5 
 
 
 
M 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
C 
 
 
 
 
M 
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be that part coming up. 
Meas. 39 – Low 
brass/timpani enter pp. 

R – You’re looking up now? 
S – Yeah. I was looking at Mr. C 
and probably at the first trombones. 
R – Because why? 
S – Because in my music I have 
cues for first trombone. 
R – And that helps you keep track 
of where you’re at in that passage? 
S – Yeah. 

14 
C 

Meas. 45 – Trumpets/saxes 
enter mp. 

S – I think I looked at Mr. C right 
before I started playing. 
R – Why would you do that? 
S – Just to make sure what beat I’m 
on. 
R – So you were looking at him for 
cue right? 
S – Yeah. 

2 
C 

Meas. 49 – None. R – Anything about this passage 
that strikes you? 
S – No, not really. Just playing. 
R – Anything that you can think of 
that just watching yourself brought 
back thoughts about the music? 
S – I remember I was thinking that I 
was really tired from jazz band 
(student had a 45-minute jazz band 
rehearsal just prior to concert band 
rehearsal). 
R – And that was bothering your 
playing? 
S – Yeah. Other than that, the 
trombone part kinda messes me up. 

13 
 
 
 
 
 
 
 
 
 
 
 
M 

 
 
Narrative for K.K. Second Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 22 – Clarinets/piccolo 
enter pp. 

R – There. That’s the first you’ve 
looked up out of your music since 
the piece began. What’s going on? 
S – When we get to that part I look 
at Kari. She’s the only one playing. 
R – What about the clarinets? 
They’re playing right there too. 

14 
 
 
S 
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S – I think that it’s that Kari sticks 
out. She’s up high and all the 
clarinets are playing really low. 
R – How does that sound to you? 
S – Well, it’s sort of interesting with 
the two sounds. You know, high 
and low. 

MS 

Meas. 31 – None. R – Lynn just leaned over and said 
something to you and you looked at 
her. 
S – I was lost. But I think we were 
talking about why we don’t like this 
song. 
R – What don’t you like about this 
song. 
S – It’s boring…so “wah-wah-
waaaaaaaah”. It trudges. 
R – What makes it “trudge”? Is it 
the way it’s written or the way it’s 
being played? 
S – I don’t know. Maybe a bit of 
both. 
R – Didn’t you hear a recording of 
the piece before you started playing 
it? 
S – Yeah, and it was sort of 
trudging then too.  
R – So you just don’t care much for 
the song is what you’re saying. But 
if you don’t care much for a song, 
why do you work so hard to learn 
it? 
S – ‘Cause I like being good. 
R – Good? For what? 
S – I don’t know. So we sound 
good. 
R – So you don’t always have to 
like a tune to work hard to learn it? 
You just want to be better is that 
what you’re saying? 
S – Yeah, but it’s easier to work on 
something if you like it. 
R – Anything else come to mind 
about the rehearsal this morning? 
S – No, nothing that I can think of. 

6 
 
 
MS 
 
 
 
 
M 
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Narrative for K.K. Third Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 20 – Winds release on 
beat 3. Percussion 
continues. 

S – I looked at Mr. C. 
R – Yeah? And why? 
S – I’m not real sure, but I thought I 
looked up more than that during the 
beginning section. 
R – Is it difficult to see your eyes? I 
mean, you’re sitting way back as far 
as the camera is concerned. 
S – No, I can see them alright. I just 
thought I looked up more. Like at 
the beginning because I remember 
it being like weird because he’d… 
R – But you didn’t look up. 
S – Yeah, but at the beginning it 
was weird because it was so fast 
and he does this crazy thing with 
his hands and so I was trying to 
look to see what he was doing. 

14 
C 
 
 
 
 
 
 
 
 
 
 
 
MC 

Meas. 23 – Triangle enters. S – There. I’m looking at Kari now. 
R – Because she’s playing that 
piccolo solo and it’s someone to 
look at? 
S – Yeah. 

14 
C 

Meas. 24 – None. R – Alright now. What’s that? What 
did Lynnard (standmate) say to 
you? 
S – (laughs) She didn’t really say 
anything, but sometimes the 
percussionists give us toys (small 
percussion equipment) to play with 
during band. Like sometimes they 
give us the little bars off the bells. 
Today they gave us one of the 
triangle clamps without the triangle 
and so we had it clamped to our 
music stand and we were playing 
with it. 
R – Okay, so you were really 
focused in on playing the music 
(sarcastic). 
S – It was fun. 

6 
 
S 
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R – Okay, so you’re saying that 
you’re getting bored with the song 
or that you’ve played this enough 
times  that you know where you’re 
at without looking at the music? 
S – Yeah. Well, I know we have a 
seventeen measure rest and so I 
have time to laugh at the triangle 
holder. 

Meas. 36 – Tenor sax enters. S – Part of this time it looks like I 
was looking at the music but I 
wasn’t. I was looking at the Ankeny 
sheet (a schedule of performance 
times for a festival the band was 
attending in a couple of weeks). 

14 

Meas. 56 – Continuation of 
crescendo. 

R – From when we first started 
working on this thing until now, 
does this piece still go “wah-wah-
waaaaa” for you” 
S – It’s growing on me, but I still 
don’t like it as much as Prelude and 
Rondo from last year. But I like it 
better than when we first started 
working on it. 
R – Why? What’s different now? 
S – I don’t know. It’s probably just 
because…um…. 
R – Is it like pop radio in that the 
more you hear a song, the more 
you begin to like it? 
S – No. I don’t know. I think how I 
hear how the song connects more 
and we don’t start and stop so 
much in rehearsal and you hear the 
transitions and the different 
sections. 
R – So you’re hearing the piece in 
larger terms in that this section is 
leading to that section and so on? 
S – Yeah. 
R – Anything else you want to add? 
S – No, I don’t think so. 

14 
 
 
 
M 
 
 
 
 
 
 
 
 
 
M 

 
 
Narrative for K.K. First Rehearsal Amazing Grace 
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Measure Number and 
Analysis 

Transcription Code 

Meas. 9 – Sax solo enters on 
upbeat mp. 

R – There. Where were you 
looking? 
S – Paul and Jamille (saxes). 
R – Any reason? 
S – No. I don’t know. They were 
playing that solo section right there. 
I guess I was just looking to watch 
them play it. 

5 
S 

Meas. 14 – None.  R – You’re looking down right there. 
S – I was emptying the spit from my 
horn and trying to miss my shoes. 

14 

Meas. 22 – Band crescendo 
to mf. 

S – I’m looking over at Lynnard. 
R – Because… 
S – Because she had done a good 
job on that one passage. 

6 
 
MS 

Meas. 23 – None. R – And there? 
S – I’m looking at my horn again. 
R – Ere you thinking anything at 
that time? 
S – No. Nothing in particular. 

8 

 
 
Narrative for K.K. Second Rehearsal Amazing Grace 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 9 – Sax solo enters on 
upbeat mp. 

R – There, you’re looking up right at 
the start? 
S – Yeah. I was looking at Paul and 
Jamille. 
R – And what were you thinking? 
S – I was thinking about how bad it 
sounded. 
R – What? 
S – The intonation was awful. 
R – So you were looking at them 
because they were making a pitch 
mistake? 
S – Yeah. Something like that. 

4 
 
 
 
 
 
 
 
MS 

Meas. 19 –Third 
clarinet/bass 
clarinet/baritone/tuba enter 
on beat 2 p.  

R – How about there? 
S – I was thinking the same thing 
like why don’t Paul and Jamille fix 
that spot? I mean, they don’t sound 
that bad in jazz band. 

4 
MS 
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Meas. 22 – Band crescendo 
to mf. 

S – There I’m looking down and 
setting my mute on the floor. 
R – Thinking? 
S – Making sure my mute is on the 
floor (laughs at her joke). 

14 

Meas. 24 – Phrase end on 
beat 2. Flute/horn/trumpet 
have pickup on beat 3. 

R – There, you’re looking up? 
S – I’m looking for the pickup. 
R – Anything else? 
S – No, not really. 

1 
C 

Meas. 28 – None. R – There? 
S – I was looking at Mr. C for the 
beat. 
R – Were you lost? 
S – No. I just wanted to make sure 
that I was where I was supposed to 
be. 
R – Anything else about this piece? 
S – No. 

2 
C 

 
 
Narrative for K.K. Third Rehearsal Amazing Grace 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 17 – Trumpet/horn 
enter on beat 2 mf. 
Clarinets/flute continue. 

S – I looked up before I started for  
a cue. 
R – So that was an entrance thing. 
S – Yeah. 

1 
C 

Meas. 18 – None. S – Mr. C was trying to get us to 
play out more. 
R – So you were looking at him for 
cues? 
S – Yeah. 

1 
C 

Meas. 19 – Third 
clarinet/bass  
clarinet/baritone/tuba enter 
on beat 2 p. 

S – Same thing. 1 
C 

Meas. 22 – Band crescendo 
to mf. 

S – I was putting my mute down on 
the floor. 
R – Right and then as you sat up, 
you looked up again. 
S – Probably just looking around. 

5 

Meas. 27 – None. R – There. Just a little glance. 
S – I don’t know. Sometimes there’s 
no particular reason. I just look up. 

8 

Meas. 32 – Continue R – There? 1 
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crescendo. Pickup to new 
phrase. 

S – I looked back up at Mr. C to get 
the cutoff at the end of the phrase. 
R – Anything else you can recall 
about this morning? 
S – I was really tied. It was a long 
morning. 
R – That’s right. You had jazz band 
before school this morning and then 
right into this rehearsal. 

C 

 
 
 
Table 27. Organization of Audiotape Transcriptions A.C. 

Name: A.C.       Grade: 11 

Instrument: Horn      Gender: Male 

1. Cues from the conductor    8. No particular reason 
2. To let conductor know I am paying attention  9. Bored 
3. To see if I am making any mistakes   10. Distraction in classroom 
4. To see if someone else is making mistakes  11. Confusion 
5. To look around room to see who is there  12. Sharing an inside joke  
6. To communicate with someone while playing  13. Cannot recall 
7. To look at the clock     14. Other  
 

Where Eye Contact was Directed 
 
C – Conductor  M – Music    S – Student 
 
Narrative for A.C. First Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 1 – Full band enters 
on downbeat ff. 

S – Looking for the downbeat. 1 
C 

Meas. 2 – None. R – Second bar? 
S – that would’ve been a rest for 
the horns. 
R – So, you’re looking at what? 
S – I don’t know. Just…uh…I don’t 
know. 

13 

Meas. 22 – Clarinets/piccolo 
enter pp. 

R – There. Through that passage? 
S – I’ve got 17 bars of rest there so 
I’m sitting back with my horn on my 
lap just glancing around a lot since I 

5 
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don’t play here. 
R – Looking at anything in 
particular? 
S – No, not really. Just people in 
general. 
R – Thinking about anything 
besides counting rests? 
S – Well, the camera is sort of a 
distraction. I try not to look at it 
sometimes. 

 
 
S 

Meas. 41 – None. R – You just flicked up. Was that to 
check the beat or… 
S – Probably. 

1 
C 

Meas. 43 – None. R – There again? 
S – Might be the attack. 
R – Like how to interpret it? 
S – Yeah. 
R – Anything else? 
S – Just that I’m pretty tired at that 
time. 
R – Sure, because you’d just 
finished jazz band rehearsal. 
S – S0, I’m just maybe thinking 
about jazz music a little bit. 
R – Is it hard to switch styles? 
S – No. Hard to switch horns (A.C. 
plays trombone in jazz band and 
horn in concert band). 

1 
MC 

 
 
Narrative for A.C. Second Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 2 – None. R – There. You’re looking up? 
S – We have a bar of rest there and 
everybody else is playing there on a 
long note. Just waiting to come 
back in at measure three. 

14 
S 

Meas. 5 – W/w’s and low 
brass enter on beat 3. 
Trumpets continue. 

R – Nothing going on in the music 
there. Why’d you look up? 
S – I don’t know. 

13 

Meas. 11 – None. S – I was thinking this morning 
sometimes Mr. C looks over in my 
direction and maybe he’s looking 
over at the trombones (seated 

14 
C 
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behind A.K.) or somebody and at 
Jacob and just him glancing over 
can catch my attention and I look. 
R – You mean like when he makes 
that head motion? 
S – Yeah. 
R – Jacob feels the same thing that 
the head motion makes him look 
up. 

Meas. 12 – None. R – There. Is that a distraction 
when he does that (can’t recall what 
occurred)? 
S – No not really. 

14 
C 

Meas. 21 – None. R – There? Nice eyebrow too, by 
the way. 
S – I remember the tambourine was 
off rhythm and I caught that and did 
the funny little eyebrow thing. 

4 
 
MCS 

Meas. 23 – Triangle enters. R – There again? What were you 
thinking? 
S – Probably thinking the 
tambourine is off and… 
R – You’re looking at Mr. C right 
now. Are you trying to tell him 
something? 
S – I’m sure he can tell. 

4 
 
MS 
 
C 
 

Meas. 29 – Contra 
clarinet/flutes enter. 

R – There? You’re still looking up. 
I’m not sure where. 
S – Probably in the direction of the 
tambourine this time. 
R – Still off? 
S – (nods) 

4 
 
MS 

Meas. 30 – None. R – That was another one. Right 
were the contrabass comes in. You 
just gave a little look up. Anything 
you can recall? 
S – Just kind of glancing around. 
I’m not actually playing at that time. 

5 
 
 
 
S 

Meas. 38 – W/w’s 
crescendo. End phrase on 
“and” of beat 4. 

R – There? 
S – Probably waiting for the 
downbeat to where we come in. 

1 
C 

Meas. 39 – Low 
brass/timpani enter pp. 

R – Right there. You just started 
that little part with the trombones. 
S – Probably to find the tempo and 
getting a sense of time. 

1 
 
C 

Meas. 40 – None. R – Right there? He does 14 
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something different. Did you notice 
that? He started conducting in two. 
Remember that? 
S – Yeah. That’s one of those times 
when he glanced over in our 
direction because it’s trombones 
and French horns and we have the 
melody there. 
R – Okay, tell me what you’re 
thinking about this morning’s 
rehearsal. From when we played 
this earlier, any thought or feelings 
about the piece? 
S – Well, we haven’t worked on it 
all that much. 
R – You mean like really dug in and 
worked on a particular section? 
S – Yeah. We’ve more or less just 
played through it. 
R – What about the piece itself. 
Anything tricky about it for you guys 
to play? 
S – Well, that part with the sixteenth 
notes and I try and double tongue. 
R – What about how you react to 
the piece. Any thoughts that way? 
S – Sometimes I don’t really think 
about it. I just play. 
R – Well, what motivates you to 
work so hard on a piece like this? 
S – Generally, it’s working for the 
performance. It’s not that I like or 
dislike the piece, but want to get it 
the best I can. 
R – Okay. Anything else? 
S – No, not that I can think of. 

 
 
 
MC 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
M 
 
 
 
 
 
 
 
 
 
 
 

 
Narrative for A.C. Third Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 22 – Clarinets/piccolo 
enter pp. 

R – There? You looked up and then 
off and over… 
S – Yeah. I looked at the clarinets 
and then at Mr. C. Just checking 
the time.  

5 
 
CS 
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R – Thinking about anything right 
there? 
S – No, I was looking to see who 
was playing and stuff. 

Meas. 26 – None. S – There. I was looking because 
some of the parts are really out of 
tune. Especially in the low clarinets 
through that section. 

4 
MS 

Meas. 38 – W/w’s 
crescendo, end phrase on 
“and” of beat 4. 

R – There? That looks almost 
purposeful although you’re looking 
straight ahead and not at anyone? 
S – Yeah. He might have been 
looking over at us at that time. You 
know, to cue us. 

14 
C 

Meas. 48 – None. S – Just checking in on time. 2 
C 

Meas. 56 – Continuation of 
crescendo. 

R – You looked up there just before 
we stopped. What’s going on? 
S – It’s the end of a phrase. 
R – Anything else about the piece 
you can recall? 
S – Not really. 
R – Are you hearing the piece 
differently now than when we first 
played it? 
S – Probably. You know, we’ve 
done this piece a lot so I kind of 
know what’s coming and when you 
listen to a song or played a song a 
lot, you kind of don’t count as much 
because you sort of know when to 
come in. 
R – But no thoughts on how the 
music speaks to you or how it 
makes you feel? 
S – No. I mean, it’s different every 
time we play it. It might just depend 
on the mood I’m in or whatever. I 
start to hear different things as time 
goes on. But I don’t think about 
much other than trying to play the 
part right and watching and stuff 
like that. 

1 
C 
 
 
 
 
 
 
 
M 
 
 
 
 
 
 
 
 
M 

 

Narrative for A.C. First Rehearsal Amazing Grace 
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Measure Number and 
Analysis 

Transcription Code 

Meas. 9 – Sax solo enters on 
upbeat mp. 

R – There? 
S – Probably looking at my horn or 
something. 
R – Looks like you’re looking way 
down or something. 
S – Probably really tired this 
morning…just looking at my horn. 
R – That’s right. You guys had jazz 
rehearsal this morning (Aaron 
doubles on trombone for jazz 
band). 

14 

Meas. 13 – None. R – There? 
S – Maybe his music. I don’t know 
for sure. 

13 

Meas. 14 – None. R – Are you looking at Mr. C there? 
S – Yeah. 
R – Any particular reason? 
S – Probably just looking to get the 
time. 

2 
C 

Meas. 19 – Third 
clarinet/bass 
clarinet/baritone/tuba enter 
on beat 2 p. 

R – There? 
S – I guess I do that occasionally 
just to see the time. 
R – Okay, so you’re checking time. 
S – Right. 

2 
C 

 

Narrative for A.C. Second Rehearsal Amazing Grace 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 12 – None. R – There? You’re looking up. 
What’s going on? 
S – We had eight bars of rest I 
think, and I’m just kind of watching 
the time because I’m not playing 
right now. Probably am listening to 
Paul behind me so I might have 
glanced that way. 
R – Thinking anything there? 
S – Well, it’s better having one sax 
playing that solo because when 
there’s two there it’s really out of 
tune. 

14 
 
CS 
 
 
 
 
 
M 
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Meas. 14 – None. R – Did you just look up there? 
S – Yeah, I think so. 
R – Why? 
S – Checking in with Mr. C for time 
and stuff. 

2 
C 

Meas. 23 – None. R – There? 
S – The end of the phrase was 
probably a cutoff I’m think of. 
R – Anything you can remember 
about the rehearsal this morning 
that watching all of this brings 
back? 
S – Um…just that I’m kind out of 
shape on the French horn right 
now. 
R – Really? Why? 
S – My chops are kind of tired. 
R – Because you had an hour of 
jazz band right before this 
rehearsal. 
S – Yeah. 

1 
MC 

 

Narrative for A.C. Third Rehearsal Amazing Grace 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 10 – None. R – There. You’re looking out. 
S – It was a rest so I think I was 
looking around the room to see 
who’s there. I rest there and I don’t 
need to look at the music so just 
looking around the room. 

5 
S 

Meas. 12 – None. R – Well! There was a look 
(surprised facial expression). 
S – Yeah. It was Paul right behind 
me when he squeaked. And he 
never makes mistakes. I was sort of 
surprised. 

4 
 
S 

Meas. 13 – None. R – What’s up with that there? 
S – I was moving my horn around 
and getting ready to play. 

14 

Meas. 17 – Trumpet/horn 
enter on beat 2 mf. 
Clarinets/flute continue. 

R – There? You not only looked up, 
but your eyebrow just about 
climbed off your forehead. What 
was that about? 

14 
 
 
MS 
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S – Yeah, I don’t know. Something 
weird from the trumpets. Oh yeah, 
they came in there with the mutes 
and that was the first time I’d ever 
heard that. 

Meas. 19 – Third 
clarinet/bass 
clarinet/baritone/tuba enter 
on beat 2 p.  

S – I was probably just looking to 
see where I was at. 

2 
C 

Meas. 20 – Third 
clarinet/horn tuba release on 
beat 3. Second alto sax 
enters. 

S – Same thing. This isn’t hard to 
count so I look up a lot. 

2 
MC 

Meas. 32 – Continue 
crescendo. Pickup to new 
phrase. 

R – Okay. That’s basically where 
we stopped. Anything else about 
that tune from this morning that you 
remember? 
S – No, not too much. I just 
remember when the trumpets came 
in and I was like “I’ve never heard 
that part before”. 

14 
 
 
M 

 
 
Table 28. Organization of Audiotape Transcriptions C.F. 
 

Name: C.F..       Grade: 12 

Instrument: Flute      Gender: Female 

1. Cues from the conductor    8. No particular reason 
2. To let conductor know I am paying attention  9. Bored 
3. To see if I am making any mistakes   10. Distraction in classroom 
4. To see if someone else is making mistakes  11. Confusion 
5. To look around room to see who is there  12. Sharing an inside joke  
6. To communicate with someone while playing  13. Cannot recall 
7. To look at the clock     14. Other  
 

Where Eye Contact was Directed 
 
C – Conductor   M – Music   S – Student 
 

Narrative for C.F First Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 
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Meas. 2 – None. R – There? 
S – Whenever we start, he (Mr. C) 
counted us off at one tempo and 
then we slowed down. 
R – Any idea why the tempo 
changed? 
S – Probably just concentration. 
We’re just not exactly right. 
R – You guys or he isn’t or both? 
S – I think both. 

4 
MC 

Meas. 4 – W/w’s and low 
brass enter on beat 3. 

R – Same thing? 
S – Yeah. 

4 
MC 

Meas. 7 – W/w’s and low 
brass enter on beat 4. 

R – Here? 
S – Just checking tempo. 

2 
C 

Meas. 11 – None. R – Here? A little teeny-tiny glance. 
S – It’s really a lot of rests. 
R – So you are looking at Mr. C? 
S – Yeah. 

2 
 
 
C 

Meas. 15 – Upper w/w’s and 
high brass release on beat 1. 
End of phrase. 

R – Okay…here? 
S – I was kind of looking to come 
back in…not really thinking about it. 
R – Like a habit (of looking up)? 
S – Yes. 

1 
C 

Meas. 20 – Winds release on 
beat 3. Percussion 
continues. 

S – Looking for the cutoff. 
R – Any other reasons? Everyone 
you’ve given me has been for 
tempo and cues. Nothing else? 
S – Not yet. 

1 
C 

Meas. 22 – Clarinets/piccolo 
enter pp. 

S – Now I’m getting bored. 
R – But you’re looking at your 
music though, right? 
S – Yeah…through the entire 
piccolo solo. 

9 
 
 
M 

Meas. 24 – None.  R – What did you just look at there? 
S – That would be Kari (piccolo 
soloist). 
R – She’s the one playing the 
piccolo, right? 
S – (nods) 

14 
S 

Meas. 27 – None. S – I always hit my flute on 
Kristine’s stand (sits behind 
her…bumped her flute on the stand 
as she brought it up to play). 
R – And that’s what just happened 
there? 
S – I do that every time. 

10 
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R – Alright. So that’s a distraction. 
S – Every time I put my flute up. 

Meas. 40 – None. R – There? Even though you’re not 
playing. 
S – Right. 
R – Why would that be, do you 
suppose? 
S – Counting rests and listening to 
other people play. 

14 
 
 
 
 
MS 

Meas. 42 – None. S – That was definitely a distraction 
(stand partner turned to her and 
said something). 
R – What? 
S – Rachael was saying something 
about how I think it was the 
tambourine. She said they were off 
and I was agreeing that something 
was wrong. 
R – Are you thinking about the 
music itself other than the execution 
of the music? 
S – Sometimes Rachael and I do 
that a lot. 
R – What? Look at each other and 
talk about the music? 
S – Yeah. 

10 
S 
 
 
M 
 
 
 
 
 
 
 
 
 
MS 

Meas. 45 – Trumpets/saxes 
enter mp. 

R – There, you looked at C. 
S – Same as before (as in looking 
for tempo/beat). 

2 
MC 

Meas. 48 – None.  R – You looked up again when the 
trumpets came in. 
S – Well, every time someone 
comes in, the music changes and I 
was getting ready to play. 
R – Anything else about that span 
of time? 
S – Well, I really don’t like this 
song. 
R – Why? What is it about the song 
you don’t like? 
S – It’s not like it’s too fast that I 
don’t like it. I don’t know what…it’s 
just not my favorite. 

14 
 
MC 
 
 
 
 
M 

 

Narrative for C.F. Second Rehearsal Masque 
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Measure Number and 
Analysis 

Transcription Code 

Meas. 2 – None. R – What’s happening there? 
S – Well, when we start, we just 
kind of like start but don’t really get 
on the right beat together. 
R – So, you don’t feel time right at 
the beginning? 
S – Right, until like the second 
measure or so. 
R – So you were looking for a cue 
for tempo? 
 
S – Yeah. 

4 
MC 

Meas. 4 – W/w’s and low 
brass enter on beat 3. 

S – Looking for an entrance. 1 
C 

Meas. 7 – W/w’s and low 
brass enter on beat 4. 

S – Same thing. 1 
C 

Meas. 8 – Trumpets/horn 
end phrase on beat 3. 

S – Same thing. There’s a lot of 
those. 
R – Is this the sort of piece that 
forces you to watch? 
S – Yeah. 
R – Why? 
S – It changes a lot and it’s really 
fast and the entrances are really big 
and you have to hit it exactly. 

1 
MC 
 
 
 
M 

Meas. 14 – None. S –Just checking in. 
R – Thinking about anything else? 
S – Not yet. 
R – Not yet? 
S – (shakes head) 

2 
C 

Meas. 22 – Clarinets/piccolo 
enter pp. 

R – So…you’re having thoughts 
now right? 
S – Yeah. It sounds like it’s a 
completely different song and it 
throws me off.  
R – How does it sound like a 
different song? 
S – I don’t know. It’s just like 
something different is going on here 
than what was happening at the 
beginning and it sort of makes me 
not real secure. 
R – Like you don’t know where it’s 

11 
 
M 
 
 
 
 
M 
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going? 
S – Yeah, something like that. I’m 
sure when we play it more I’ll sort of 
know what to expect. 

 
M 

Meas. 39 – Low 
brass/timpani enter pp. 

R – You glanced over at Kari. 
S – Uh-huh. I don’t think there was 
a reason for that one. 

8 
S 

Meas. 40 – None. S – Looking at Mr. C. 
R – Why? You’re not playing there. 
S – To keep the beat. 

2 
C 

Meas. 41 – None. S – Same thing here. 2 
C 

Meas. 46 – None. R – What’s going on there? 
S – The trumpets are coming in. 
R – Why would that cause you to 
look up? 
S – I don’t know if it would. Maybe 
it’s the change in the sound that 
makes a person…it’s like when 
someone asks you a question and 
you look up with your eyes as if to 
think of the answer. You know? I 
think that’s what I was doing and I 
couldn’t turn around to look at the 
trumpets. 
R – Was it distracting? 
S – No. Maybe it was more like a 
paying attention sort of look. You 
know, like concentrating on them. 
R – Anything more you can recall 
about this morning’s rehearsal? 
S – We were really out of tune. 
R – On both pieces? 
S – Well, you can’t really tell on 
Masque but definitely on Amazing 
Grace.  
R – Anything else about the pieces 
themselves that come to mind? 
S – No, not really (nervous laugh as 
if trying to think of something). 

14 
S 
 
 
M 
 
 
 
 
 
 
 
 
 
 
 
 
 
M 
 
 
 
 
 

 

Narrative for C.F. Third Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 
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Meas. 1 – Full band enters 
on downbeat ff. 

R – Did you just look up at the very 
beginning? 
S – Yeah, to get the downbeat. I 
can see him and not even looking 
at him so really, because especially 
since Rachel and I turn stand and 
then put it way up so we can see 
him. Plus, we’re like right in front of 
him. 
R – So you really don’t have to look 
up that much? 
S – Right. 
R – So when you do look up, it’s 
that you really want to 
know…something. 
S – Yeah. 

1 
C 

Meas. 8 – Trumpets/horn 
end phrase on beat 3. 

S – I was checking Kelsey and then 
I was watching Mr. C. 
R – Why Kelsey? 
S – To stay with her. So we’re all 
cutting off and starting together on 
especially those long notes. 

6 
 
 
MCS 

Meas. 14 – None. S – Same thing. 
R – Are you looking at Kari there? 
S – Um…no, I don’t think so. Well, 
not at her but I think it was more at 
her fingers. 
R – Checking fingerings? 
S – Yeah. There’s like a D-flat or 
something here. 

14 
MCS 

Meas. 20 – Winds release on 
beat 3. Percussion 
continues. 

S – Cutoff. 1 
C 

Meas. 36 – Tenor sax enters. R – There. What are you thinking? 
S – That was sort of a mess. 
R – How so? 
S – We’re not moving together. No 
one’s counting and this sounds so 
muddled and confused. 

4 
M 
 
MS 

Meas. 47 – None. S – That was when he was 
directing in “2”. 
R – Okay. Was that distracting or 
just something different? 
S – No, I liked it. But we don’t play 
there. But I think that’s the right 
“feel” in that section. It makes 

14 
C 
 
 
M 
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sense. It’s kind of like having 
someone up there conducting in 
double time when you’re playing 
half notes. That wouldn’t make 
sense. 

Meas. 56 – Continuation of 
crescendo. 

S – I looked up a lot during that 
section. 
R – Why do you suppose? 
S – I don’t know. I guess for a lot of 
reasons like I said. 

14 

 

Narrative for C.F. First Rehearsal Amazing Grace 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 10 – None. R – There? 
S – I was looking over at Kelsey 
(first chair flute) and then for the 
cutoff. 
R – You look at Kelsey for the 
cutoff? 
S – Yeah. That way we (flute 
section) phrase together. 

6 
MCS 

Meas. 15 – Second clarinets 
enters pp.   

R – There. You looked over again. 
S – I was watching them (sax and 
flute) do their little duet. They’re 
also out of tune sometimes and 
Kelsey will look at me like “eewww”. 
R – So she’s saying that she’s right 
and Paul (sax solo) is wrong? 
S – Yeah. 

6 
MS 

Meas. 20 – Third 
clarinet/horn/tuba release on 
beat 3. Second alto sax 
enters.  

R – There? 
S – I don’t know what that was for. 
R – Okay, that’s fine. 

13 

Meas. 23 – None. R – You didn’t hit your flute on the 
stand this dime, did you (recalling 
she had done that during the taping 
of Masque)? 
S – No. 
R – But you still looked over, right? 
S – Uh-huh. It’s funny how you 
remember those dumb things. 

14 

Meas. 25 – Winds enter on 
beat 2  p. 

R – And you just glanced up.  
S – I was breathing and he (Mr. C) 

12 
MC 
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was breathing with the band. 
R – You mean to show phrasing 
and stuff. 
S – Yeah. And he made that face. 
R – That face? 
S – Yeah, that funny face he always 
makes when he does that 
breathing/phrasing thing. 
R – You ever talk about that with 
anyone else? 
S – No…well, sometimes with 
Rachel (giggles). 
R – And it’s funny for you two. 
S – (nods…giggles) 

Meas. 32 – Continue 
crescendo. Pickup to new 
phrase. 

R – There? 
S – Well, there I kind of know where 
it’s going and I look at the last few 
notes and then up so I know what’s 
coming as far as phrase endings 
and stuff. He messes with time a 
lot. 
R – Any thoughts? 
S – This song sounds a lot better 
now. 
R – How so? 
S – Well, it just does. We’re not 
making a lot of mistakes in counting 
particularly and you’re starting to 
hear some of the parts that you 
couldn’t hear before. It really makes 
this song better. 
R – But it’s the first time you’ve 
played the piece. 
S – Yeah, but parts come back 
around and it’s like you heard it 
once and learned from it. 

1 
MC 
 
 
 
 
 
M 
 
M 
 
 
 
 
 
 
M 
 
 

 
 
 
Narrative for C.F. Second Rehearsal Amazing Grace 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 12 – None. R – What are you looking at there? 
S – Well, I think Rachel said 
something about the intonation. 

6 
MS 
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R – Imagine that (intonation was a 
constant problem with this song). 

Meas. 15 – Second Clarinet 
enters pp. 

R – There, you’re looking again. 
You also look like you’re in pain 
now. 
S – It’s hard to listen to. 
R – You mean because of the 
intonation? 
S – (nods) 

6 
M 

Meas. 16 – None. R – Who’d you look over at? 
S – Kari (second chair flute player). 
R – Any particular reason (Kari has 
solo piccolo part)? 
S – Not really. I just think you tend 
to look at someone when they’re 
playing like a solo or something. 

14 
S 

Meas. 17 – Trumpet/horn 
enters on beat 2 p. Clarinet 
and flute continue. 

R – Another one. 
S – There was a lot of it today. 
R – Pitch? 
S – Yeah. 
R – And you looked at Rachel. Did 
she say anything to you? 
S – Yeah, like “Oh my gosh, I can’t 
listen to it”. 
R – Why do you suppose the 
intonation is so bad? 
S – Well, she (Kari) plays both 
piccolo and flute and moves back 
and forth and she should tune up 
better. 
R – Is intonation the fault of the 
piccolo or the flutes? 
S – We don’t ever establish a 
center of pitch to begin with and we 
do end up tuning together, but 
some people don’t adjust again 
later after they’ve warmed up. 
R – Do you think they’re even 
aware of how out of tune they are? 
S – Umm…I don’t know. I don’t 
think so other wise they’d fix the 
problem. 

6 
MS 
 
 
 
 
 
 
 
 
 
 
 
 
 
M 

Meas. 25 – Winds enter on 
beat 2 p.  

S – Checking in. 
R – Checking in? 
S – Yeah, you know. Just checking 
for the beat and all. 

2 
C 
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Meas. 27 – None. R – Same thing? 
S – Uh-huh. 
R – Does time feel vague to you 
there? 
S – He’s like coming out like this 
(throws her arms out in front to 
demonstrate how the conductor 
was cuing). 
R – Kind of like one of his famous 
big dramatic gestures? 
S – And you just have to look 
(laughs). 
R – Is that a distraction? 
S – No, and usually when he wants 
us to play quiet, he puts his arms 
way out too…over our heads. 

2 
C 

Meas. 28 – None. R – Okay, a little look over to your 
right? 
S – No…don’t remember. 

13 

Meas. 32 – Continue 
crescendo. Pickup to new 
phrase. 

R – What’s going on there? 
S – There’s the pickup to the next 
measure. 
R – Going into the next phrase? 
S – Yeah, that’s the place. 

1 
C 
 
 
M 

 

Narrative for C.F. Third Rehearsal Amazing Grace 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 14 – None. R – Now, where are you looking? 
S – Rachel said something to me. 
R – Do you remember what she 
said? 
S – No. 

6 
S 

Meas. 15 – Second clarinet 
enters pp.  

R – Do you and Rachel talk a lot? I 
mean, when you’re not supposed to 
be playing? 
S – Yeah. Well, sometimes when 
we’re playing too. She is really 
good at noticing like pitch and when 
she hears people are wrong, she 
can pick them out. 
R – Really? 
S – Yeah, and so that’s what that’s 
all about. She’s like “oh, that was 

6 
 
 
S 
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the sax” or whatever. She just picks 
it straight out. Even if it’s like bari 
sax in the low part. She can hear 
the pitch problems. She’s really 
good at it. She’s always like “man, 
they’re slowing us down” and stuff 
like that. 

Meas. 25 – Winds enter on 
beat 2 p. 

S – I think I was just looking to see 
that I was right. I mean, I was 
counting and didn’t look up until 
then. 

3 
C 

Meas. 32 – Continue 
crescendo. Pickup to new 
phrase. 

S – He gave us a breath cue 
thingie. 
R – So you were watching for the 
phrase? 
S – Yeah. 
R – Do you think you look up more 
in the slow song or the fast one? 
S – I don’t know. I think I use my 
peripheral vision more in the fast 
one and just watch for cues in front 
of my stand. When the music’s 
going fast you really have to focus 
in on the notes. 

1 
C 

 
 
Table 29. Organization of Audiotape Transcriptions D.M. 

Name: D.M.       Grade: 11 

Instrument: Horn      Gender: Male 

1. Cues from the conductor    8. No particular reason 
2. To let conductor know I am paying attention  9. Bored 
3. To see if I am making any mistakes   10. Distraction in classroom 
4. To see if someone else is making mistakes  11. Confusion 
5. To look around room to see who is there  12. Sharing an inside joke  
6. To communicate with someone while playing  13. Cannot recall 
7. To look at the clock     14. Other  
 

Where Eye Contact was Directed 
 
C – Conductor   M – Music  S – Student 
 
Narrative for D.M. First Rehearsal Masque 
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Measure Number and 
Analysis 

Transcription Code 

Meas. 1 – Full band enters 
on downbeat ff. 

S – Looked up to get the downbeat. 1 
C 

Meas. 2 – None. S – There again. 
R – To get a sense of time? 
S – Right. 

3 
MC 

Meas. 4 – W/w’s and low 
brass enter on beat 3. 

S – Same thing. 3 
MC 

Meas. 7 – W/w’s and low 
brass enter on beat 4. 

R – There. It looks like you look up 
every time the flutes enter, huh? 
S – Yup. There again. 
R – Do you suppose there’s a 
connection? 
S – I don’t know. I mean, we sit 
right behind them, but they’re 
playing something totally different 
than the horns. 

14 
S 
 
 
 
MS 

Meas. 10 – W/w’s and low 
brass enter on beat 1. 

R – Again…same thing? 
S – Yup. Well, that and to get the 
beat. 

2 
C 

Meas. 11 – None. R – Any reason here that you can 
recall? 
S – Just sort of looked. No reason. 

13 

Meas. 15 – Upper w/w’s and 
high brass release on beat 1. 
End of phrase. 

R – Same deal here? 
S – Yup. Geez, I look up a lot. 
R – Yeah, you do. And particularly 
since we’re reading it. 

13 

Meas. 17 – None. S – Looking at C. 2 
C 

Meas. 22 – Clarinets/piccolo 
enter pp. 

R – Looks to me like you’re looking 
at C right there…through that whole 
little sections. 
S – Yeah. 
R – Because you don’t have any 
other place to look? 
S – We’ve got 17 measures rest 
right there so there’s not much else 
to do except to look around the 
room. 

5 
C 

Meas. 29 – Contra 
clarinet/flutes enter. 

R –Okay? 
S – I’m looking at the other side of 
the band now. 

5 
S 

Meas. 32 – None. R – Anything musical here? Are you 
thinking about the music while 
you’re looking around? Do you 

9 
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remember anything like that? 
S – I don’t think so. Generally about 
the music other than those 17 
measures rest are really boring. 
R – Okay then. So you’d rather be 
playing. 
S – Yeah. 

 
M 

Meas. 40 – None. R – Anything? 
S – Same (look for the beat). 

2 
C 

Meas. 42 – None. R – Same thing here? 
S – Yeah. 

2 
C 

Meas. 49 – None. S – Same. 
R – Would you say that looking up 
is like a force of habit or you were 
taught always to look 
up…something like that? 
S – Yeah, pretty much. 
R – That would explain a lot of why 
you do that. 
S – Yeah. I mean, I suppose I really 
wouldn’t need to look up because 
you can hear everything around you 
and stay with it. But there’re times 
when the rest of the band is wrong 
and you have to stay with the 
conductor and check constantly to 
be able to pick up on that as soon 
as it happens. 

2 
C 
 
 
 
 
 
 
 

Meas. 56 – Continuation of 
crescendo. 

R – Right there. 
S – Cutoff. 
R – In general…anything about the 
music at all? 
S – Masque is pretty repetitive. I’m 
not overly impressed with it but, uh, 
it’s mostly quarter notes, half notes, 
and occasionally an eighth note tied 
to something. 
R – So why do you think the band 
struggles with it? 
S – I don’t know. Sometimes the 
simple pieces of music can be the 
most challenging. Just stylistically 
and when you’ve got all these 
different parts going on at the same 
time. It can get pretty confusing with 
everything going on. 

1 
MC 
 
 
M 
 
 
 
 
 
 
M 
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R – Moving at different times in the 
measure? 
S – Right. 

 

Narrative for D.M. Second Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 1 – Full band enters 
on downbeat ff. 

R – There? 
S – It’s pretty obvious I’m looking 
for the downbeat. I mean, it’s the 
beginning of the song. 

1 
C 

Meas. 8 – Trumpets/horn 
end phrase on beat 3. 

S – There. I looked up at Mr. C. 
R – Why? 
S – Probably to check time. 
R – Is it hard to keep time in this? 
S – Usually not, but sometimes it’s 
just tempo fluctuations. 

2 
C 
 
 
M 

Meas. 13 – None. R – Same deal? 
S – Yeah. 
R – Is this locking in any better by 
now as compared to the first time 
you guys played it? 
S – Yeah, I think so. I mean, we’ve 
still got some problems like the 
tambourine never gets the tempo 
right and sometimes we don’t count 
it right, but not so bad that we lose 
it. 

2 
C 
 
 
 
M 

Meas. 22 – Clarinets/piccolo 
enter pp. 

S – We have a bunch of measures 
of rest so I’m just pretty much 
glancing around. 
R – Doing what? 
S – Checking it out. I think a little 
later I look over at the clarinets and 
see what they’re playing…see 
what’s going on. No real reason. 
R – So…just checking out who’s 
there and stuff? 
S – Yeah. 
R – Thinking about anything when 
you do this? 
S – I think right then it was when C 
was making some exaggerated 
motion that… 

5 
 
 
 
S 
 
 
 
 
 
 
 
 
C 
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R – So through this whole section 
you’re looking around. 
S – Yeah. 

Meas. 37 – Bari sax/oboe 
enter.  

S – I looked up at Mr. C to make 
sure I’m on time. 

2 
C 

Meas. 40 – None. S – There. I glanced again. 
R – Alright. Did he change 
anything? Like his beat pattern? Did 
that bother you? 
S – No. I didn’t have any problem 
with it. 

2 
C 

Meas. 42 – None. S – Another little one. Mainly I’m 
just checking the beat, 
R – Anything else you can recall 
about this morning’s rehearsal? 
S – No, nothing in particular. I’m 
sure there were other random 
things going through my head, but I 
can’t recall them. I do remember 
that a couple of days ago my head 
was all stuffed up and I couldn’t 
hear very well, but today they were 
pretty clear and it was a lot better. 
Sometimes it was hard to hit the 
pitch when you can’t hear it very 
well. 

2 
C 
 

 

Narrative for D.M. Third Rehearsal Masque 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 2 – None. R – Right there. What’s going on? 
S – I’m not sure. 
R – You’re not playing in that 
measure. 
S – Yeah, I don’t know. 

13 

Meas. 10 – W/w’s low brass 
enter on beat 1. 

R – Just checking time? 
S – Right. 

2 
C 

Meas. 16 – Upper w/w’s and 
high brass enter on beat 3. 

S – Just watching for the entrance. 1 
C 

Meas. 22 –Clarinets/piccolo 
enter pp.  

R – There…where the clarinets are 
playing that part.  
S – Just looking around…no real 
reason, I guess. 
R – Thinking anything? 

8 
 
S 
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S – No…just sort of zoning out. 
Meas. 34 – Alto saxes enter.  S – I think that was the percussion. 

There was something going on 
back there in the snares. 
R – Right or wrong? 
S – No, there was somebody 
moving around back there and it 
caught my attention so I looked to 
see what was going on. 

10 
S 

Meas. 38 – W/w’s 
crescendo, end phrase on 
“and” of beat 4. 

R – Right there? 
S – Looking for the entrance. 

1 
C 

Meas. 40 – None. S – Just keeping on the beat, I 
suppose. 

2 
C 

Meas. 44 – None. R – Just a little look up. Same deal? 
S – Yup. 
R – You didn’t look up at Mr. C 
directly. Can you see him in your 
peripheral vision? 
S – Um…yeah, to an extent. 

2 
C 

Meas. 53 – None. R – Anything? Same deal? 
S – Yeah. 

2 
C 

Meas. 54 – None. R – Checking in? 
S – Yeah.  
R – Then right at the very end of 
that section? 
S – Looking for the cutoff. 
R – Anything else about this 
morning’s rehearsal? 
S – Nothing that really sticks out. 
R – How about the piece itself from 
when we first played it until now? 
S – Um…well I guess that since the 
beginning we’ve sped up quite a bit, 
especially in the sixteenth note 
section. Some of that is pretty hard 
to tongue and I’ve noticed that more 
and more the tempo doesn’t slow 
down. So I’ve had to start doing 
every other beat or some 
combination of eighth and sixteenth 
notes just to keep up. 

1 
C 
 
 
 
 
 
 
 
 
M 

 

Narrative for D.M. First Rehearsal Amazing Grace 
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Measure Number and 
Analysis 

Transcription Code 

Meas. 12 – None. S – Probably I was watching C to 
make sure I was still on the beat.  
R – So you were looking for tempo 
and cues? 
S – Yeah. 

2 
C 

Meas. 15 – Second clarinet 
enters pp. 

R – There. You’re looking over at 
Stetson (sits next to D.M.). What’s 
going on there. 
S – Probably just looking over at 
him. I don’t know. 

5 
S 

Meas. 16 – None. R – Okay, there? 
S – Looking over at Coleman (sits 
on other side). 
R – For any particular reason that 
you can recall? 
S – No, not really. Well, wait. That 
was just before we came back in 
and I was looking to see if I was in 
the right place.  
R – By looking at Coleman? 
S – Well, to see if he’s bringing his 
horn up. 

6 
S 
 
 
 
 
 
 
 
 

Meas. 17 – Trumpet/horn 
enter on beat 2 mf. 
Clarinets/flute continue. 

R – There. 
S – Looking for a cue for our 
entrance. 

1 
C 

Meas. 24 – Phrase end on 
beat 2. Flute/horn/trumpet 
have pickup on beat 3. 

R – Same thing there? 
S – (nods head in agreement) 

1 
C 

Meas. 26 -  None. R – What’s going on there? 
S – I was looking at C to make sure 
I was still on. 

2 
C 

Meas. 30 – Phrase ends on 
beat 2. 

S – There again…same reason. 
Generally when I look up it’s to 
watch C to make sure I’m still on 
the beat. 

2 
C 

Meas. 32 – Continue 
crescendo. Pickup to new 
phrase. 

R – Right there at the very end. 
What do you suppose… 
S – I glanced up to make sure the 
cutoff was at the right time. 

1 
 
C 

 

Narrative for D.M. Second Rehearsal Amazing Grace 
 
Measure Number and Transcription Code 
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Analysis 

Meas. 14 – None. R – You just looked over at Aaron? 
S – Yup. It was during the four 
measure rest. He and Stetson play 
and I don’t so I was watching his 
music to see where we were. 

14 
S 

Meas. 20 – Third 
clarinet/horn/tuba release on 
beat 3. Second alto sax 
enters. 

R – What was that? 
S – I looked at C to get a sense of 
time. 
R – You have an entrance coming 
up, don’t you? 
S – Yup. 

2 
C 

 

Narrative for D.M. Third Rehearsal Amazing Grace 
 
Measure Number and 
Analysis 

Transcription Code 

Meas. 9 – Sax solo enters on 
upbeat mp. Clarinets/flutes 
release. 

R – That was right at measure 9. 
What are you doing there? 
S – Just watching for the cutoff. 
R – Thinking about anything? 
S – Yeah. I was glancing at 
you…just for the heck of it. 
R – Was I a distraction with moving 
around? 
S – Yeah…not really a distraction. 
You just notice stuff like that. 

1 
C 

Meas. 11 – One flute/one 
clarinet enter on beat 2 pp. 

R – Yeah, you just looked up. What 
was that? 
S – I looked back at Paul for 
squeaking. 

4 
S 

Meas. 17 – Trumpet/horn 
enter on beat 2 mf. 
Clarinets/flute continue. 

R – What are you looking at there? 
S – Trumpets. That’s the first time I 
ever heard them play that muted 
trumpet part…or any trumpet part 
for that matter. 
R – They were really loud on that 
part today. It sort of caused me to 
look over at them too. 

14 
MS 

Meas. 21 – All winds in on 
beat 1 except trumpet and 
trombone. 

R – There. A little glance to the 
side. What was that all about? 
S – I guess I was just checking out 
Mr. C and getting a sense of time. 

2 
C 

Meas. 25 – Winds enter on 
beat 2 p. 

S – Another check on time…just 
seeing where I’m at in the measure. 

2 
C 
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Meas. 29 – Baritones enter 
on beat 2. 

R – Same thing? Just checking in? 
S – Yeah. 

2 

Meas. 31 – New phrase 
crescendos for two 
measures. 

S – Same thing. 
R – You’re sustaining a note right 
there, correct? So… 
S – Just watching for the cutoff. 
R – Anything you can recall when 
we rehearsed that today? 
S – Not really. Just basically having 
heard the trumpet part for the first 
time. I know on the score it says 
horn 1 and trumpet 1, but I never 
heard the muted part. 

1 
C 
 
 
 
 
M 
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