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Rehearsing and Conducting

HARRY E. PRICE & JAMES L. BYO

Conducting and rehearsal behaviors play a role in establishing an
appropriate and effective rehearsal atmosphere. Situations in which
conductors provide predominantly positive feedback result in bet-
ter attitudes, attention, and performance. Fast paced rehearsals are
usually the most effective, and comprise frequent and generally brief
episodes of teacher talk and ensemble performance. Enthusiastic or
dynamic rehearsing features stark contrasts of behavior at optimal
times—Iloud and soft talk, expressive and neutral conducting, group
and individual eye contact. Rehearsals should be structured to in-
clude processes of diagnosis, presciption, presentation, monitor-
ing, and feedback, with brisk paced and clear directions. Essentially,
a conductor should focus on making verbalizations efficient and
keeping them to a minimum, while enhancing nonverbal behav-
iors to include large amounts of eye contact and clear and unam-
biguous conducting gestures.

“From the moment a conductor steps on the podium & special world is in the
process of being constructed” (Faulkner, 1973, p. 149}. By definition, conductors
are leaders. Leadership requires competence, credibility, and charisma, and these
qualities can influence musicians’ attitudes and performances (Parasuraman &
Nachman, 1987).

The current role of the conductor dates back to the late eighteenth century.
Not until the mid-twentieth century, though, did a traditional focus on gesture
or baton technique svolve to include issues of rehearsal technigue. The applica-
tion of scientific inquiry to rehearsing and conducting is a recent phenomenon,
and the psychology of large ensemble leadership, even in a popular sense, re-
mains insubstantially addressed.

One might consider conducting and rehearsing as distinctly separate acts,
conducting being a nonverbal physical act, and rehearsing being conductor-led
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mwmmBE.w preparation {largely verbalizations) for musieal performance, It i

view that conducting and rehearsing are inextricably linked. When done S »upm .
are complementary, even indistinguishable. In the school music envi sy
where the focus is on the nature of the rehearsal process with the conc MouEm.E.
to set a context (Reimer, 2000), rehearsing and teaching are analogous M mmﬂ.abm
argue that everything involved in rehearsing and conducting can mm om o Emm_“;
via a teaching paradigm, even in a professional ensemble mu&aogm“. terized

The Rehearsal

Rehearsal Atmosphere

wth actions that occur before the first words are uttered or downhb i
influence ensemble members’ perceptions of a conductor’s abilities >m” itant
approach to the podium, fumbling of materials, low levels of eye n.oa mﬁm:mbﬁ
poor posture and hand position have a negative effect on perception of o _Qmum
tor competence, while the converse of these behaviors has a ltive offoct
(Fredrickson, Johnson, & Robinson, 1998). postiive effect
OoﬂacnﬂoH behaviors play a role in establishing authority. The likelihood
mcﬁ_un.uzq figures are persuasive is in part dependent on the extent to r_.uor oy
are viewed as decisive. Conductors who are inspiring and wmwmcmmmdm,” :W Ew%
ta wm. mxm.wn»mwﬂm a form of domination over the performers (Faulkner wa&m.mﬂwm
domination, however, does not preclude the necessity of no:mwow.mﬂwou b g )
n.ou&:uow. and ensemble. The rehearsal atmosphere must be such that :.Hm .
gﬁm@ou of conductor persuasiveness and collaboration results in an mbm ooM.-
an is responsive and receptive to the conductor’s verbal and nonverbal mwmhm :
iors. F&mm&.. performances appear to benefit when ensemble members feel mm HH
c.m the learning process rather than functioning as passive recipients of inf o’
tion: (Hamann et al., 1990). d o

Feedback

..PSommmH aspect of conductor behavior that is relevant to rehearsal atmosph
is conductor feedback. Feedback is necessary in order to achieve the ::w mﬂm
wm_.wo.ﬂbmbnm envisioned. Situations in which conductors provide predomi E._Mm
.ﬁomwﬂ:..m feedback result in better attitudes, attention, and vmwmoawbnm th: 1 ones
in which nwbaﬁnﬁowm provide instruction without feedback (see Huiommw%m%m
H.E_mmm. positive rehearsal environments tend to result in better mbmmEE.m mmmu.. :
:wmummm and attitudes than do negative ones {e.g., Madsen & Yarbrough, 1985;
wdnm. 1992). In E.unc,mm.r there are accomplished conductors and Smnm_mnm :h :
Hﬂhjﬁmun& music who use more negative than positive feedback, which re-
UEAM HM wWHWMMmFH m.mmmoﬁumu.nmm. and positive student attitudes (Cavitt, 1998;
e K F nger, 1 @m.u. Hw is important to consider that negative feedback
ivere .noumﬂ.:ncﬁmq is likely to function quite differently from that deliv--
ered angrily. Negative feedback is necessary and can function well if the combi-,
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pation of instruction and feedback, both negative and positive, leads to accom-
plishment of musical goals. If, however, the rehearsal is characterized by inor-
dinate amounts of ensemble failures, the potential for negative feedback to be

detrimental to attitude and attentiveness is increased.

Pacing
In general education, fast pacing of instruction has been linked to effective teach-
ing, though it is recognized that in seeking an optimal pace one must consider
the nature and complexity of the subject matter being taught as well as the so-
phistication of those being taught (e.g., Brophy & Good, 1986). Slow pacing is
not necessarily an indication of ineffective teaching.

There is no unequivocal definition of rehearsal pacing nor of an optimal pace
of activity. However, frequency and duration of ensemble performance episodes,
conductor talk, lag time between cutoff and conductor talk, and conductor rate
of speech are thought to be components of pacing. Experienced observers have
been asked to view videotaped rehearsal examples and rate conductor pacing
on a scale from very slow to very fast, and the responses correlated fast pace to
fast rate of conductor speech {Single, 1990). This association is reinforced by
findings in rehearsal settings, including a professional orchestra with Bruno
Walter conducting that found most teacher/ conductor verbal behaviors occurred
in short bursts (Yarbrough, 1988).

In an attempt to describe pacing empirically, Duke, Prickett, and Jellison
{1998) selected fasl- and slow-paced videotaped examples of rehearsal conduct-
ing and music teaching, based on observers* personal perceptions of pacing, not
on one prescribed definition. Fast and slow paces were then described accord-
ing to the frequency and duration of conductor versus ensemble activities. They
found that fast paced rehearsals comprised frequent and generally brief episodes
of teacher talk and student performance.

Tn one of the few longitudinal studies of the rehearsal process, pacing was
defined as change of focus of activity between direcior and ensemble (Yarbrough,
Dunn, & Baird, 1996). An examination of rehearsals with the lowest and highest
performance ratings found that the lowest performance rated rehearsal, which
was the first rehearsal of a work, had a considerably slower pace than the higher
rated and later rehearsal. These findings suggest that pacing should be exam-
ined as a change in activity and a function of the relative familiarity and diffi-
culty of the literature being rehearsed.

A conductor might endeavor to guicken the rehearsal pace by speaking more
succinctly, thus reducing the duration of talk episodes. While less-accomplished
conductors stop and restart ensembles frequently, as is suggested by the preceding
description of fast pace, they tend to do so without providing instruction (Goolsby,
1999). In addition, expest band conductors vary the rate of alternation between
conductor talk and student performance episodes according to the issue being ad-
dressed (Cavitt, 1998). Thus advising a novice conductor to quicken the pace by
working faster fails to acknowledge the fact that some performance errors and re-
hearsal conditions simply require more time to correct than others do.
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Performance Error Detection

R
HcmWMM% to conductor feedback and rehearsal pacing is the conductor’s re.
ormance errors. How best to pre ive RN
. nce e pare prospective conduct
mmomcm.wm.q with a “great confusion of sound” (Bruno Walter in nrmmnww” oy
. . an
%Eﬁm HM Hmwmmwm& wmm v.mmu the object of study in performance error amﬁmMM o
he Gﬁowo _uw.mwmﬁm hierarchy, by difficulty, across the different types moF
, T . articulation, etc.) that ma i oy
i : , etc. v occur in rehearsals (B
" WMM.HHEmbnM error is more or less audible depending on its Gﬁmm Mﬂmo .mHmmd.
o o _.Mum mms tempo of the music, whether the listener is ooum“pnmh - and
N T Wm istener opts for a focused or unfocused approach to the :mm. w..ba
&Em&um.wmhmmwmwmg‘ 2000). HM may be advantageous for conductors to be Mﬂ“w
erformance tendencies, such as rushi i
and playing sharp rather than flat. ngsether han drgging tempi
C : AR
mnwuowmznﬁmum may improve their abilities to detect performance errors b
o g -.moM %ﬁmnﬁoﬁ (Byo, 1997). It is tempting to assume that tasks such mwﬁw.mo-
m<mm:%u an ﬁmugoﬂn dictation enhance skill in error detection. Research _m“m_un
ove .mww%dam at this may u”._oﬁ be the case (Brand & Burnsed, 1981). Tt is WEM _m?
hat n~E exror detection is most affected by practicing it directly. There s -
H..mim%nﬂ mmmo_uwmnw_ m:.zmhﬁ& 5 structuring personal error detection m_umnmowmwg ;
perionc: .o&m_mE. with one line of music only. If one line of music is approach VM
ey _H_EME y ﬂn.&. nou.wﬁsmrmnm?m entity it can be (involving issues of tem y
wummmm mu“ _.Mwﬂmim%ou. intonation, dynamics, and interpretation), it %mw
ormidable challenge to the intellect and :
ability to detect errors effecti i ot bogton it e s e
tively, in any context, begi i abili
. vely, , begins with the ability ¢
MMMOMMmeﬁﬁm one Mﬁm of music completely and precisely. Further, EmwQOHM H_MMMH
at error detection skill increases when cond . ,
: . . uctors go to rehearsal wi
MMMHM Mﬂiﬂﬁm internal sound image of the score (Byo & Sheldon NQQSSM_*.MM
sound mMmm owledge of the score can reduce or override aural &mqmoﬁmum i
rehea M - Conductors should study scores in such a way that they are able to M
ot Mm MMM&W they hear from mu.mﬁ. ensemble what they expect to hear, Then SHMMb
Lo ensen e's performance fails to match their internalized images of Em_w ideal
, they will be able to begin the process of error detection.

Conductor Demeanor

wam“.w““nmw ﬁWmmMMmMm of nomeUSH enthusiasm on ensemble performance, at-
von: ' ” ude, one H.EmE expect an enthusjastic conductor to be more
s m%w MHMMMHJOHM effective, than a dull one. However, the musicians in
. study, in a statistical sense, did not perform better fi .

more attention to, the enthusiastic conducter. This result caused the _.bmh o._. or
%H me HMMMMMW%@ mﬁﬁ precisely SF”# enthusiastic conductors do. A quMMNmMMw., .
N Hmﬁm%\ m.uEJEHn might have the same concern. Yarbrough
Lypothe R.E usiastic rehearsal conductor is one who makes high

eye contact with the ensemble and varies it from group to individual

[requently approaches the ensemble by moving or leaning forward manipulates - :
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speech acrossa wide range of volumes, and gestures expressively with hands/arms
nts and contrasts of facial expression).

and face {i.e., using a variety of moveme:
Notice a recurring theme—that is, the behaviors of an enthusiastic conductor

are not static; rather, they vary. Results of a detailed analysis that used an obser-
vation form designed to isolate these hehaviors made apparent what was not
readily seen through more casual observation—that variation in conductor be-
havior is perhaps more salient than doing more of a behavior {e.g., talking louder
without contrast or conducting expressively without contrast). It appears that
enthusiastic conducting (dynamic conducting, if you prefer) might best be de-
scribed in terms of the conductor’s ability to exhibit stark contrasts of behavior
at optimal times—loud and soft talk, expressive and neutral conducting, group
and individual eye contact (Byo, 1990}, Much as music without appropriate

variety and contrast is typically uninteresting, so is a rehearsal. By analyzing

one’s own conducting via videotape in combination with a conductor observa-
procedure in order

tion form, the aspiring conductor can apply a tested research
to see more clearly the behaviors related to enthusiastic rehearsing and conduct-
ing (Madsen & Yarbrough, 1985).

Of course, effective rehearsing and conducting extend beyond the mere de-
livery of information to include the accuracy of information conveyed by the
conductor, both verbally and nonverbally, and the quality of the interaction
between conductor and ensemble {Standley & Madsen, 1987). Conductors’ abili-
ties to create and sustain an intense rehearsal atmosphere hinge on their abili-
ties to handle the subject matters of music, rehearsal, teaching, and group psy-
chology accurately, appropriately, and in an engaging manner. This intensity
can be reduced or lost by a conductor’s mistake, slow or dull delivery, or casual
demeanor (Madsen, 1990). For a conductor who lacks rehearsal intensity (or
whose passion is not apparent to ensemble members), observation from analy-
sis combined with videotape review can offer specific diagnosis of the problem

and suggest corrective action (e.g., Cassidy, 1990; Kaiser, 1998).

Rehearsal Structure

Although originally it referred to the interaction of child with environment,
Vygotsky’s Zone of Proximal Development (ZPD) construct is pertinent to struc-
turing rehearsals. ZPD, in the context of the rehearsal, can be thought of as the
difference between what an ensemble can achieve without and with the direc-
tion of a conductor. It is the distance between what problems individuals can
fix independently and the possible solutions that can be achieved in collabora-
tion with peers or under the guidance of an authority {Vygotsky, 1978). As en-

semble members become more sophisticated, they are increasingly independent
of the conductor in their abilities to make appropriate decisions about the music
and its performance. A group of students in a secondary school would require
more basic direction about phrasing, articulation, and intonation tendencies than
would a professional ensemble. It may be said that the conductor’s task is to move

the ZPD forward toward independence. Here the metaphor of scaffolding may

be useful. It refers to establishing a situation in which musicians can achieve at
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a higher level when provided external support. For example, a conductor mj ht
structure rehearsals and organize appropriate tasks so that an ensemble is gm@.
able to interpret and perform the music than if it were unaided. Studio teachers
employ scaffolding strategies to help student progress across the zone by assist-
ing students in moving from what they can accomplish dependently to reachig
their potential to function independently (Kennell, 1989). With increased mom
phistication (independence), ensembles approach what may be comparable to
self-regulation in individuals; thus less scaffolding is necessary to achieve a
performance goal.

Rehearsing music is typically a process of successive approximations or smal}
steps toward performance objectives. A rehearsal consists of any number of units
or rehearsal frames in which the conductor identifies a problem in need of re-
hearsing, extracts it from the music, divides the problem into parts, rehearses
the parts {by providing information, giving directions, asking questions, model-
ing, modifying a part for rehearsal purposes, providing feedback), and finishes
with the problem being performed in context before the conductor moves on to
other material (Duke, 1999/2000). “Accurate finger technique in the woodwind
ostinato leading to letter D” might be considered a performance objective. A
rehearsal frame would comprise all conductor and ensemble interactions as they
relate to the development of accurate finger technique. A conductor’s ability to
clearly articulate and order instructional steps such that there is fairly constant
improvement in the performance of this passage would likely be a major factor
in an ensemble’s perception of success—and perception of success by the en-
semble is no trivial matter. .

By viewing ‘a videotaped rehearsal in these small units rather than as one
complex whole, developing conductors are likely to see more clearly and with
fewer distractions the elements involved in their decision-making processes.
Knowledge of one’s own sequencing of rehearsal instruction is possible through
the use of formal observation tools designed to illuminate forward, failed, and
repeated approximations of objectives (Duke & Madsen, 1991). Without struc-
tured videotape review of the rehearsal, it is difficult to obtain a precise evalu-
ation of the conductor’s ability to organize primarily in a forward or positive
direction. .

Basic to effective teaching in general education is a three-step sequence of in-
struction that involves (1) teacher task presentation, (2) student response, and {3}
teacher feedback (Becker, Englemann, & Thomas, 1971). In music education, a
parallel instructional model (conductor presentation of a task, ensemble interac-
tion with the task, and conductor feedback} has been applied to and studied across
many levels of ensemble sophistication (e.g., Arnold, 1995; Price, 1983; Tipton,
1996). Though many interaction patterns can be found in any rehearsal, the pre-
ferred complete sequential pattern is one that begins with the conductor provid-
ing a musical task for the performers, followed by the ensemble attempting to
perform the task, and ending with descriptive, positive feedback from the con-
ductor. In fact, experienced band conductors tend to use complete patterns more
so than do less-experienced conductors (Goolsby, 1997). This three-step model
holds promise for providing conductors with a scaffold on which to develop 1e-

!
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hearsal structure. Again, videotape combined with relevant observation techniques
helps one to see rehearsals in the context of these smaller units of instruction.
Rehearsing should be a process of diagnesis, prescription, presentation, moni-
toring, and feedback, with brisk-paced and clear directions. It can be character-
ized by frequent use of nonverbal communication, prioritization of rehearsal
materials, task-related and contingent feedback, clear statement of rehearsal
objectives, encouragement of ensemble-generated ideas, and, depending on the
level of the ensemble, the teaching of musical in addition to performance skills
(McCoy, 1985). Model secondary school choral conductors exhibit thorough
preparation and maintain an appropriate atmosphere. Nonverbal communica-
tion tends to be positive. There is little sarcasm and a businesslike image is pro-
jected. Ensemble members talk little and disciplinary action is generally unnec-

essary (Fiocca, 1989).

Verhal Communication

Content

Verbal communication accounts for approximately 40 to 60% of ensemble re-
hearsal time (e.g., Single, 1990; Watkins, 1996; Yarbrough, 1988; Yarbrough &
Price, 1989). While this is a large proportion of the rehearsal, it may be under-
standable, given some research evidence that indicates that ensemble mem-
bers respond more accurately to verbal instruction than to conducting gestures
{Skadsem, 1996, 1997). . .

In instrumental ensembles, conductors tend to focus on rhythm and tempo,
although the sophistication of the conductor appears to have an impact on re-
hearsal emphasis. Experts tend to work more with overall ensemble sound, in-
cluding more demonstrations, instruction on intonation, and puided listening,
than do inexperienced conductors. Experienced conductors also address balance,
style, and tone more than do novices (Goolsby, 1997, 1999).

Regardless of the content, less-experienced conductors tend to spend more
time talking in rehearsals. They stop and restart ensembles more frequently
without providing instruction and are less efficient, thus taking longer to pre-
pare a piece for performance (Goolsby, 1999). Therefore, when conductors stop
ensembles, they should make concise and substantive suggestions.

Experienced teachers not only talk less, but they provide more breaks between
musical selections, spend more than half the rehearsal time performing, use more
nonverbal modeling, and use less time getting started. They appear to be more
proactive in that they use similar amounts of rehearsal time across pieces re-
hearsed, while Jess experienced conductors tend to spend more time on the first
piece rehearsed, indicating that they are in a reactive mods. Evidently, inexpe-
rienced conductors get distracted from their rehearsal plans when responding
to ensemble performance (Goolsby, 1996).

There is an evolution of focus over time as performance approaches, from
fundamental issues of accuracy and precision to more general concerns of nu-
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ance and interpretation. As the quality of performance increases or as a concert
approaches, conductors tend to talk less and focus more on ensemble perform-
ing in rehearsals (Davis, 1998].

Aural Modeling

Aural modeling alone and in combination with language is among the most fre-
quent verbal modes in rehearsals. It generally consists of a conductor providing
a demonstration—vocal, acoustical or MIDI instrument, recording—followed by
ensemble kinesthetic, vocal, or instrumental response. Models can be effective
in demonstrating hoth appropriate and inappropriate performances and can be
used to minimize verbalizations. Conductors pervasively use sung or quasi-sung
sounds or other means of demonstration (e.g., clapping, tapping), both imitat-
ing salient features of what was previously performed and presenting examples
of what they would like to hear (Weeks, 1996).

Ensemble directors’ abilities to model have a strong relationship to the qual-
ity of instrumental music student performance, and strong modelers tend to spend
more rehearsal time modeling than do less skillful modelers (Sang, 1987). Mod-
eling is critical to a rehearsal, and experienced ensemble directors use more
nenverbal instruction {e.g., modeling and demonstration) and talk less than do
novices (Goolshy, 1996).

Conceptual Teaching

While considerable proportions of rehearsals are spent in verbal activity and
modeling, principally on the part of the conductor, little of it elicits higher order
or conceptual thinking on the part of the performers, General music and ensemble
classes generally involve students in lower cognitive processes, emphasizing
mechanies of performance almost to the exclusion of the application and accu-
mulation of musical knowledge and the abilities to think about music (Goodlad,
1983). Conductors’ efforts appear to be weighted toward providing guidance on
how to make corrections or presenting exact solutions, by saying things such as
“you need more air” or “the percussion need to play softer.” This limits oppor-
tunities for self-correction on the part of the ensemblie through slight hints or
scaffolding (Weeks, 1996). In these situations, ensemble members function much
like simple machinery, rendering only specific responses to specific instructions
ahout a specific point in a specific piece of music.

Conversely, conceptual rehearsing reinforces or introduces concepts in ways
that encourage the transfer of concepts from one passage to another passage or

waork. Statements can be as simple as “whenever you see a terraced dynamic, -

take care not to anticipate it with a slight crescendo or decrescendo” or as so-
phisticated as “this section is the recapitulation; what does that mean?” In sec-

ondary school choral settings, approximately 1% of rehearsal time is spent at-

tempting to evoke higher order thinking, such as analysis, synthesis, or evaluation

(e.g., Watkins, 1996). This same automatonlike approach to rehearsing has also
been found in secondary school instrumental rehearsals, where less than 3% of
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rehearsal time is spent in attempts to improve the grasp of musical concepts
(Blocher, Greenwood, & Shellahamer, 1997). The literature, the bulk of which
comes from the United States, is quite clear with regard to learning: unless one
teaches for the transfer of ideas, there is no transfer.

Even though it appears that there is little encouragement of higher order think-
ing and the development of concepts in rehearsals, it would seem that planning
and employing strategies to promote these throughout the rehearsal would be
most effective in the long-term growth of performers and ensembles. Without
these attributes, a cenductor is condemned to reteach an idea every time a simi-
lar passage or concept is encountered, as opposed to musicians making connec-
tions cognitively and transferring knowledge and skills to new situations. More
sophisticated performers have likely attained higher order music skills through
inductive reasoning as a result of synthesis of many experiences; thus conduc-
tors of highly skilled ensembles are better able to attend to the performance
nuartices that help make music rapturous.

Nonverbal Issues

Facial Expression

The research in interpersonal communication indicates that the face is the pri-
mary nonverbal means of conveying six emotions—happiness, sadness, anger,
fear, surprise, and disgust (Bull, 1983; Ekman & Friesen. 19875; {zard, 1997).
Though it is tempting to assume that a conductor must somehow look like the
music facially in order to achieve maximum effect, there is not a research base
in music to support this notion. Research that isolates the conductor’s face has
only focused on approving, disapproving, and neutral expressions {e.g., Byo &
Austin, 1994; Madsen & Yarbrough, 1985; Price & Winter, 1991). The face has
been viewed as a means for conductors to respond approvingly {e.g., smile or
nod) to appropriate ensemble performance or disapprovingly (e.g., furrowed
brow) to inappropriate performance.

Seldom has the face been examined as a means to convey musical informa-
tion (Berz, 1983; Mayne, 1993). In fact, one conductor-training technique involves
mask work {covering the face) to prompt the conductor to focus on the expres-
sive potential of the trunk and shoulders (Tait, 1985). This focus away from the
face and toward the communicative power of the torso and breath in conductor
training is a concept borrowed from theater and mime (Qertle, 1999). It appears
that novice conductors should first develop a varied repertoire of nonverbal skills
in gesture and body {see Conductor demeanor earlier). The area of greatest con-

cern faciafly is eye contact,

Eye contact

The communicative advantages of eye contact are well documented in several
tesearch literatures (Burgoon et al. 1984; Fredrickson, 1992). Greater conductor
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eye contact with an ensemble is associated with increased attentivenass by en-
semble members (Yarbrough & Price, 1981). There is evidence, however, that
directors of school ensembles look at the score more than the ensemble
{Fredrickson, 1992; Sherrill, 1986).

Given the potential for conductor eye contact to interact with other nonver-
bal behaviors to result in an intensified message (e.g., Burgoon et al., 1984; Price
& Winter, 1981), it is clear that conductors should look at the ensemble more
often than not, One of the variables that separates accomplished and novice
conductors is the tendency of accomplished conductors to combine expressive
nonverbal behaviors (gyes, arm/hands, body movement) for optimal effect (Byo
& Austin, 1994). By analyzing their own conducting via videotape and in com-
bination with research-based observation techniques, conductors can formulate
a clear picture of their eye contact tendencies and, if change is desired, create a
plan of action (Bye & Austin, 1994; Madsen & Yarbrough, 1985).

While there is little research that examines ensemble member eye contact with
the conductor, it is likely that the extent to which ensemble members are aware
of their rehearsal and performance surroundings bears heavily on whether E&
are in & position to receive the full impact of nonverbal messages. Byo and
Lethco (2001} examined musical events and conductor-related conditions during
which student musicians tend to look at the conductor. High school band
musicians looked up with much greater frequency during stow music than fast
music where the demands of the music superseded effects of eye contact and
expressive gesture. School-based conductors might promote watching the con-
ductor by teaching ensemble members to look up for specific reasons at pre-
determined places in the music, for example, at entrances, releases, rehearsal
numbers or letters, changes in meter, tempo, and dynamics, and the beginning
and end of the piece or movement. .

Conductors should be aware of two research findings that bear on issues of
eye contact by ensemble members: (1) eys contact by ensemble members in-
creases with musical sophistication, a result that is consistent with research find-
ings in the recognition of specific conducting gestures (Mayne, 1993; Sousa,
1988), and (2) singers performed a dynamic change most successfully following
concise verbal instructions from the conductor, despite having predicted that
they would respond best by watching the conductor (Skadsem, 1997).

Gesture

Conductors must possess a large repertoire of nonverbal behaviors from which to -
choose in order to impart expressivity within the context of the structuze and style
of any composition. They must interpret and shape the elernents that contribute to
musical expression. Expressiveness/musicianship or musical effect is one of the
primary factors in assessing performances (Bergee, 1995; Burnsed & King, 1987).
The often-quoted statement by Seashore “beauty in music largely lies in the artis-
tic deviation from the exact or rigid” (1938/1967, p. 249} would relate to both a
conductor's interpretation and ability to demonstrate these “deviations.” OEm%mm., .
a metronome at varying tempi would serve as well as a person to lead an enserible; *
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Employment of movement techniques by Rudolf von Laban, among the most
influential figures in dance and movement eduncation in the twentieth century,
can result in superior performance than that achieved by typical verbal ensemble
instruction (Holt, 1992). Laban characterized effort as having eight basic mo-
tions—thrusting, slashing, floating, gliding, wringing, pressing, flicking, and
dabbing (Preston-Dunlop, 1980). Each of these and their permutations have ana-
logues in conducting gestures and music performance. A conductor who has a
physical command and understanding of these could draw upon them as needed;
for instance, the appropriate employment of flicking, pressing, and thrusting may
yield the exact representation desired of a specific marcato style within a pas-
sage. Given a lack of body movement coverage in conducting textbooks and tra-
ditional conducting courses, the application of principles of Laban to the peda-
gogy of conducting has been advocated. Laban Movement Analysis (Laban, 1975)
is a framework within which conducting movement has been viewed and ana-
lyzed {Benge, 1996) and through which expressive gestures may be enhanced
(Miller, 1988). A better understanding of movements and their possible inter-
pretive meanings might well strengthen the communication between conduc-
tors and ensembles.

Whether individuals interpret other nonverbal behaviors consistently has
been the focus of research on conducting emblems. Sousa (1988), adopting
language from Ekman and Friesen (1969), applied the term emblems to con-
ducting gestures whose meanings were interpreted reliably by musicians (e.g.,
changed conducting pattern size to indicate piano, subito forte, or crescendo;
lowering of the left hand for decrescendo; or reboundless pattern for staccato).
Among secondary school and college musicians, the ability to identify emblems
on a paper-and-pencil test increases with years of instrumental music experi-
ence. With inexperienced musicians, even brief instruction in the recogni-
tion of emblems that reflect expressive musical characteristics such as crescendo,
staccato, legato, and tenuto resulis in increased ability to derive meaning
from gestures and perform accurately in response to them {Cofer, 1998; Kelly,
1997).

In studies that have examined the effects of conducting gestures on perfor-
mance quality of high school musicians, investigators have found expressive
gestures to elicit better performance quality than nnexpressive ones (Grechesky,

. 1985; Laib, 1993; Sidoti, 1990}. In research that involved young band students,

however, expressive gestures did not result in better performance quality (Price
& Winter, 1991). These results taken together are consistent with the positive
relationship between performance experience and emblem recognition. It may
be expeditious to specifically teach emblems of conducting to less-experienced
musicians so they can better interpret them.

While conducting, a form of nonverbal communication, is a complex task, it
can be learned outside the traditional apprenticeship and course modes. Basic
conducting skills have been enhanced in research that focused on systematic
self-ohservation of behavier—precise definitions of conducting skills, opportu-
nities to practice, reinforcement through videotape feedback, and self-analysis

" {e.g., Madsen & Yarbrough, 1985; Price, 1983).
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Conclusion

Everything conductors and ensemble members do in rehearsals should be of
consequence, from the moment when evervone is assembled before the first
passage is rehearsed to the concert performance. Conductors therefore need tg
establish their authority and expertise immediately and wiltfully decide on the
rehearsal atmosphere to be created.

A conductor must engage the ensemble in such a way that an intense rehearsat
atmosphere is established and then maintained. This will not happen if condue-
tors fail to control the nature of their interactions with ensembles, lack overt
enthusiasm for the task at hand, provide inaccurate information either verbally
or nonverbally, or allow the pace of the rehearsal to be slow. It is the conductor’s
responsibility to bridge the gap between what the ensemble can do independently
and what it could do with carefully crafted rehearsals under the guidance of an
expert who uses well-ordered instruction. The rehearsal must be proactive, struc-
turing scaffolding that will allow for successive approximations in which every
effort will likely result in progress.

Rehearsal models must be accurate and need to address all learning styles
and modaijities by providing visual, aural, and kinesthetic experiences. Provid-
ing information in & multimodal (sensory) fashion is most effective, for example,
conducting {visual) while providing a singing (suditory) model or having en-
semble members move (kinesthetic} while singing their parts. .

The conductor must have an arsenal of verbal and nonverbal skills. Instrue-
tion is most effective when it is substantive and delivered concisely, clearly, and
without sarcasm. It should help move ensemble members beyond their current
knowledge and conceptions to higher order musical thinking. Conductors need
to maintain and elicit eye contact and have command of a large repertoire of
facial expressions, conducting emblems and movements, and other means of
communicating musical expression and precision.

In short, capable conductors must be remarkably prepared and have complete
knowledge of the score and how to realize it. They need to know what they should
be hearing, how it differs from the current rehearsal performance, and how to
get to the level needed for concert performance. All aspects of the rehearsal
should be planned. Components such as teaching conceptually and giving feed-
back are not done in isolation; the rehearsal should be imbued with these and
other activities continuously. . :

Net only do aspects of conducting and rehearsing develop through experi-
ence and practice, but rehearsals also need to be audio- and videotaped and re-
viewed by conductors, There is a consistent theme in the literature that regards

the benefits of systematic self-observation and feedback in enbancing podium

skills. This helps us to see ourselves objectively or as others do.

It is an extremist perspective to suggest that either conducting or verbaliza-
tion is unnecessary in an ensemble setting. There are those who hold the view
that if a conductor could manage to present gestures that are perfect models,

lacking in any ambiguity, there would be no need for talk. Conversely, there.are -
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those who suggest that most of the productive work in a rehearsal is done when
the conductor verbally and directly tells performers what is wanted. It is true
that nonverbal and verbal forms of communication must be done exceptionally
well; however, both are necessary.

Visual communication (nonverbal, inaudible, symbolic, or demonstrative
behavior) alone is significantly less effective in improving ensemble performance
than visual communication in combination with verbalization (oral use of mean-
ingful words to convey information} and modeling (demonstration of behaviors).
The combination of verbal and modeling communication is also more effective
than visual communication alone. However, the combination of verbal, model-
ing, and visual communication is the most effective approach (Francisco, 1994).
All must be done effectively, skillfully, and efficiently to have optimal rekears-
als for excellent performances.
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