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      Preface

    


    
      About This Book


      After teaching instrumental conducting as well as conducting various instrumental music ensembles for more than 40 years, I believe there exists a major deficiency in the teaching of this area of musical performance. There are many excellent textbooks and treatises on the subject of conducting technique. These books cover the basic elements of conducting technique thoroughly as well as focusing on many of the other important aspects of conducting. However, most of these books contain a chapter or less about what is really involved with the rehearsing of the instrumental music ensemble. There are also many other books available for continuing and supplementing the music education of the maturing conductor. Again, these books contain little specific information directed toward the actual rehearsal process. Ironically, however, I believe that most conductors would concur that being able to conduct and rehearse the instrumental music ensemble effectively and efficiently is the most important characteristic for being a successful conductor.


      The realization of this apparent void in the teaching of conducting often appears during the student teaching or intern experience in college or at the outset of the first conducting employment. When developing conductors were asked what was not being covered adequately in the conducting classes, the response overwhelmingly was that when stopping the ensemble in the rehearsal process, the conductors were not always comfortable or decisive about what they should do or say—and this involves the conducting technique, the rehearsal scenario, the rehearsal essentials, the rehearsal priorities, the rehearsal teaching strategies, and also selecting the appropriate concert repertoire.


      The premise of this book is that it is possible to raise the competency level for maturing conductors through specific training in how to conduct and rehearse the instrumental music ensemble. In this way, these conductors will be better prepared to be effective in the actual rehearsal process. The main emphasis of this book is to present ideas and suggestions for designing teaching strategies that will work in the various rehearsal scenarios. I hope that this book will fashion some realistic principles for the developing conductor to follow in preparing for and guiding the ensemble in the rehearsal process. The whole focus of this book is knowing what to do or say in the rehearsal process to achieve success with the instrumental music ensemble. The conducting technique is usually in place, but rehearsing skills tend to be left to practical experience in front of the ensemble. A secondary aspect, but very important for the maturing conductor, is that of selecting repertoire for the performing ensemble. This book provides lists of some standard music material for the various instrumental music ensembles (see Appendix A). Often, advanced conductors are left on their own in acquiring the appropriate repertoire for concert performances. I offer suggestions on how to research and collect this information on music material in chapter 3: The Ten Essentials of the Rehearsal Process Scenario (under Essential No. 2: Music Material).


      The problem with most advanced conducting curricula is that the focus is on certain selected conducting problems with very few opportunities to actually conduct or rehearse an instrumental music ensemble, and therefore, with limited regard for either the evaluation or improvement of the conducting student (see Appendix F). What I have tried to do with this book is to develop a flexible curriculum with many options for the conducting teacher in providing the conducting student with the background to conduct and rehearse the instrumental music ensemble. It is based on the ideas of apprenticeship and hands-on work as opposed to attending class and absorbing some miscellaneous ideas about conducting and rehearsing. The reality is that the student conductor must have the opportunity to stand in front of an ensemble and pursue many of these multifaceted aspects of instrumental music conducting and rehearsing, thereby producing the music and experiencing what is involved with being a competent conductor.


      The conducting teacher has good information but does not necessarily have the organized activities to deliver this information. This study guide suggests and offers these organized activities (see Appendix I). These activities require a great deal of advance planning. For example, if extra players are used from beyond the conducting class, then the music should be given to these players in advance of the class to prepare their parts. If the players are sight-reading this music, it will not be a good experience in terms of either conducting or rehearsing such an ensemble. This is also true for the conducting classroom, where the students must have read the assigned material in order to contribute to a quality discussion of the material and to participate in the activities involving the conducting class. The conducting class needs to be free of egocentricity in order to profit from these activities. There must be a sense of freedom to try various things without embarrassment or self-consciousness. If these ideas are fostered then there should be some real improvement with the conducting students during these activities.


      The Purpose of This Book


      The purpose of this book is to continue the education of the maturing conductor beyond the initial stages of the basic conducting technique course into that of the varied approaches for conducting and rehearsing the instrumental music ensemble. It is assumed that the following competencies have been achieved or are being developed and refined by the advancing conductor: (1) conducting patterns, (2) preparatory beats, (3) releases, (4) conducting pattern subdivisions, (5) conducting the basic styles, (6) handling fermatas, (7) cueing properly, (8) using the left hand effectively, (9) conducting the various meters and meter changes, (10) indicating tempos and tempo changes, (11) indicating dynamic and nuance variations, and (12) acquiring background in clefs, transpositions, and musical terms or symbols to expedite score reading and study. All of these items are generally covered in the beginning collegiate conducting course.


      This book offers information and ideas for the maturing conductor who has developed these basic conducting skills, but needs to grow into a leader capable of conducting and rehearsing the instrumental music ensemble. The general performance goals for any conductor should be (1) to build a cohesive, musical ensemble; (2) to sustain a climate for individual and ensemble growth; and (3) to prepare the ensemble to produce exciting, musical performances. The bottom line for the inclusion of information in this book is the relevancy to the advanced conductor’s progress and what he or she needs to know to be successful. These ideas are offered to provide a basis for the student conductor in creating and designing the appropriate rehearsal teaching strategies for producing a quality ensemble, for enhancing the musical growth of the individual players and the ensemble as a whole, and for achieving superior instrumental music ensemble performances.


      Is there an educational gap after the basic conducting skills are in place? The answer would appear to be that there is an educational gap and it is mainly concerned with the stated void of competently rehearsing (and conducting) the instrumental music ensemble. In many instances after the initial conducting course, the college conducting curriculum tends to fragment into the study of a few selected musical works or one of random content about certain conducting techniques and problems. Simply articulated, the purpose of this book is to organize the conducting curriculum, beyond the initial conducting course, whereby the developing conductor will gain the skills and acquire the information necessary to successfully conduct and rehearse the instrumental music ensemble. For this reason, the subtitle of this book is A Study Guide for Advanced Instrumental Conducting.


      The Limitations of This Book


      In general, there is minimal information provided here covering the multifaceted areas of score reading, study, and preparation. These areas I leave to the continued study, research, and practical experience of the conductor. (The omission of this information in no way diminishes the importance of these musical activities. Some basic ideas concerning score reading, study, and preparation have been included in chapter 5.) Guidance in these areas is offered in numerous books and is also in the domain of other collegiate music courses such as music theory, music history and literature, music composition, and orchestration. Score reading and study are fostered and improved through concentrated work in this area. The rationale behind score study is that the conductor is able to assimilate the details in the score of a particular work with the objective being to conduct and rehearse the music properly. Score preparation involves the conductor devoting the necessary time and effort to study, learn, and mark the score thoroughly and meticulously before the rehearsal process begins. Musical interpretation of specific repertoire is a topic generally relegated to the course content of graduate conducting offerings at the collegiate level and in regional or national conducting seminars. Certainly the pursuit of information about musical interpretation continues throughout the entire career of the conductor. Musical selections suggested at the end of the chapters starting with chapter 4 could be used for conducting/rehearsing projects, score study, and/or program building. The conducting teacher must decide if these suggested musical selections are of value for these various purposes in the conducting class. I include alternative selections in Appendix A.


      Likewise, this book does not attempt to scrutinize the rehearsal process unique to the jazz ensemble or marching band. The jazz ensemble rehearsal process would necessitate working on certain stylistic and phrasing considerations along with improvisation, and the marching band rehearsals would need to underscore the personnel movement on the field (or in parade) in addition to the technical and musical problems that surface during the rehearsal process. Musically speaking, however, there should be considerable carry-over in the rehearsal process from the concert ensemble to that of the jazz ensemble or marching band.


      This book is intended to be a continuation of the basic conducting course, or depending on the curriculum sequence, in the second year (or semester) of conducting study. In most college conducting curricula, after the basic conducting course is completed, the student would select either an instrumental or a vocal emphasis. The focus of this book is intended for the instrumental music conductor in the conducting curriculum. The book is not necessarily a textbook for a music education methods course or in an instrumental pedagogy course, even though some of the information included would be a part of these courses. Certainly, the maturing conductor will need teaching strategies and pedagogical information in order to rehearse the instrumental music ensemble effectively.


      Teaching the Art of Conducting and Rehearsing


      Conducting and Rehearsing Can Be Taught


      There are specific elements in conducting and rehearsing that certainly can be taught. The basic conducting patterns and gestures are examples of such elements. Likewise, rehearsal scenarios, rehearsal essentials, rehearsal priorities, and rehearsal teaching strategies can be suggested, demonstrated, and creatively developed as part of the education of the conducting student. Also, the understanding of various interpretive aspects of conducting and rehearsing can be emphasized. In the reality of the conducting classroom and rehearsal process lab environment, the conducting teacher should try to convey information and ideas that can actually be employed in the rehearsal process. In addition to this, the conducting teacher should provide practical opportunities for the students to develop the conducting technique and rehearsing skills by creating rehearsal process lab environments (see Appendix H).


      It is crucial that the presentation of these rehearsal scenarios, priorities, essentials, and teaching strategies for the maturing conductor be a part of the conducting curriculum. Only in this way can the association of conducting and rehearsing be related, as it should be in the actual rehearsal process. The conducting technique is an interlocking part of the rehearsal process, and this should not be disassociated from the actual rehearsing of an ensemble. The teaching aspect in the rehearsal process should be accomplished in conjunction with both the conducting and rehearsing of the ensemble. In other words, the conductor should integrate all of these conducting and rehearsing elements in order to be effective in the rehearsal process. This book makes an effort to identify these various conducting and rehearsing elements within the conducting curriculum. There are limits as to what can be taught in the two areas of conducting technique and rehearsing skills. In reality, much of what transpires in the rehearsal process will require the conductor to be creative and musical. However, it would seem that in many of the college curricula, insufficient or at least disorganized content has been taught in such conducting courses in the past. The focus of this book is to provide the needed information and skill development in an organized fashion for developing conductors as they move confidently toward the podium in the rehearsal process scenario.


      There is a time when the conductor should become quite self-reliant. Eventually, the maturing conductor will personalize the conducting technique and rehearsing, select repertoire based on an extensive knowledge of the literature, and guide ensembles in successful musical performances. Beyond a certain point, the background, talent, and creativity of the maturing conductor will come into play. (This is not to say that the education of the developing conductor stops when formal education is completed.) The conductor must continue to grow throughout his or her career. The struggle to discover and improve goes on.


      Being a Successful Conductor


      In many instances, the developing conductor has a distorted or “fuzzy” view of what it takes to be a successful conductor. The initial training of the conductor must center on conducting patterns and gestures. There is no question that the development and correct execution of these patterns and gestures are an important part of the conducting curriculum, and serve as a foundation for the developing conductor’s growth. However, these basic elements of conducting begin to pale in comparison to the other skills that the conductor must develop and the knowledge that he or she must acquire in order to be a successful conductor.


      The conductor of a professional ensemble will devote most of his or her efforts to the musical interpretation of the selected repertoire, although there are also many related duties such as organizing, selecting personnel, programming, and public relations. In reality, the conductor in an educational scenario has all of these above responsibilities plus the added tasks of promoting music reading with the ensemble, encouraging the development of technical skills, and fostering collective musicianship within the instrumental music ensemble environment.


      A very important part of being a successful conductor is that of being a good musician. Musicianship development is contingent on the training and industry of the developing conductor as well as the continued exposure to quality musical performances. Serious study on a musical instrument with a competent teacher is the initial step in this musicianship development. Musicianship is an all-encompassing term and must be pursued diligently throughout the conductor’s career. Private study with a master conductor would provide insights into musicianship development as well. It is important to realize that when there is an “artistic” performance presented by an ensemble, it is usually because the conductor possesses this higher level of musicality.


      Some conductors will choose to be elementary school, middle school, or high school music directors, while others will continue on into graduate school programs to become college and university conductors. Others may wish to conduct on a semi-professional (community orchestras or bands) or on the professional level. I intend this book to present information and ideas that are usable at all of these levels. When the conducting student begins to make decisions about which level to pursue, I hope this background of conducting and rehearsing will serve as a solid foundation for the continued study in the specific direction.


      Likewise, the choice of the type of ensemble to conduct (concert band, wind ensemble, brass band, orchestra, chamber orchestra, string orchestra, pit orchestra, contemporary music ensemble, woodwind ensemble, brass ensemble, percussion ensemble, and other mixed ensembles) will influence this preparation for the maturing conductor. In the beginning, these conducting goals may not be clearly defined or differentiated. Later on, however, such conducting aspirations may become quite specialized. In some circumstances, the conductor may find it advantageous to prepare for several of these avenues of performance.


      The maturing conductor must realize that the development of good conducting technique is an important part of the preparation necessary to becoming a competent conductor. Subsequently, there is a great deal more preparation to be done in order to reach this level of conducting competency. With these thoughts in mind, I have attempted to disseminate the following information as well as offer some specific ideas that the instrumental music conductor should grasp on the way to achieving this competency as a conductor. Because of the diversity of knowledge and skills required in being a conductor, the task is continuous. For example, knowing the literature and keeping up with new works necessitates investigation, constant research, and continual exposure to fine musical performances. At the beginning, the conductor should accept most conducting opportunities to gain experience in this area of musical performance and then continue to study scores and develop the conducting technique and rehearsing skills in preparation for future opportunities.


      In summary, the maturing conductor should nurture a number of specific qualities in the quest to be a successful conductor. These qualities include (1) a congenial personality, (2) effective leadership and organizational skills, (3) superior musicianship, (4) meticulous attention to details in score study and preparations, (5) clear conducting technique, and (6) effective and efficient rehearsing skills. Conducting classes are very important in the conductor’s training and education, because this is what conductors will be spending much of their careers doing, that is, conducting and rehearsing! Consequently, conducting students need realistic opportunities to conduct and rehearse an instrumental music ensemble in the conducting curriculum (see Appendix H).


      The Training and Education of the Conductor


      Courses in basic conducting and score reading, music theory, counterpoint, form and analysis, music history and literature, orchestration, and musical interpretation are all important ingredients in the education of the developing conductor. I recommend that keyboard study, orchestra/band instrument study, and solfège instruction (sight-singing and ear-training) are included in the background of the conducting student. Additionally, such areas as languages, acoustics, visual arts, theater, dance, literature, poetry, architecture, and extensive travel would definitely broaden and enhance the education of the maturing conductor.


      As a culmination or outcome of all of this study, the evolving conductor must strive to develop the mastery for critical listening so that the time spent on the podium in the rehearsal process translates into good performance productivity. Hearing acutely from the podium is a crucial part of being a conductor. This skill will not develop instantly when the advanced conductor steps on the podium, but unless there is a concerted effort toward and focused sensitivity regarding this important aspect, proper development will simply turn into toleration and moderation from what actually should be heard during the rehearsal process.


      I also strongly recommend that the maturing conductor consider the study of composition and orchestration as a part of the conductor’s education because it will help the conductor to understand the creative process. Specifically with composition and orchestration study, the conductor will recognize good voice leading, have a better understanding of the harmonic analysis, have a precise grasp on the rhythmic and formal structures, and become more fully aware of the elements of orchestration. By dealing with these aspects in actual practice, the conductor will deepen his or her insights in terms of score study and with the realization of what the composer was attempting to communicate musically.


      Perhaps one of the most relevant parts of the developing conductor’s education is that of being a competent ensemble performer. Until the maturing conductor has had considerable performance experience in a quality ensemble, the musicianship and musical sensitivity needed to lead or perform with others will be lacking. In order to transfer these two qualities into conducting and rehearsing an ensemble effectively, the conductor must have had this practical experience of performing in such instrumental music ensembles. In addition to this, chamber music performance and keyboard accompanying would also greatly enhance these two qualities. Finally, during the conducting classes offered, the developing conductor should become aware of the standard instrumental ensemble repertoire in preparation for program building. The conductor needs to develop a perspective about this instrumental music ensemble literature.


      Segments, Procedures, Priorities, and Teaching Strategies


      Rehearsal Segments and Procedures


      Conducting teachers often assume that students have played in various concert bands, orchestras, and other instrumental ensembles rehearsed by a conductor and have learned about rehearsal segments and procedures through this exposure. Obviously, this is not always so. As players, the ensemble members probably focus less on what the conductor is actually doing in the rehearsal process, and are more concerned with the playing of their individual ensemble parts. Acquiring adequate conducting technique and rehearsing skills along with the awareness of the various rehearsal segments and procedures is a continued investigative, developmental, and hands-on process.


      Learning about rehearsal segments and procedures involves serious study and observation of the rehearsal process managed by successful and established conductors. The maturing conductor needs to observe quality conductors and ensembles in the rehearsal process. Only in this way will the developing conductor begin to feel confident about standing in front of an ensemble and making it all happen successfully. Maturing conductors must seek out opportunities to improve rehearsing skills by making an effort to discover and devise these rehearsal segments and procedures usable in many dissimilar scenarios.


      Rehearsal Segments and Procedures Are Somewhat Personal


      It is important to realize that this whole area of rehearsal segments and procedures is an individual and somewhat personal one. Perhaps such a book as this has not been brought forth previously because of the very nature of the content. Subsequently, the approach to rehearsing the instrumental music ensemble for the conductor is greatly influenced by his or her personality, the performance level of the ensemble being conducted, and the amount of rehearsal time available before the next concert performance.


      However, it may be time to face the reality that many conductors are expected to conduct and rehearse an ensemble with less than adequate background. With trial and error, some of these conductors may succeed in spite of this lack of background. Other conductors will fail miserably in realizing the performance potential of the ensemble. I hope that this book will provide information and direction in the development of this crucial rehearsal process background. Ultimately, the conductor should progress into a “personal” style of rehearsing based upon a solid rehearsal approach, thoughtful planning, and meticulous preparations.


      Rehearsal Priorities


      The maturing conductor should be aware of the numerous rehearsal priorities involved within the instrumental music ensemble rehearsal process scenario. The conductor must determine which rehearsal priorities are most important in achieving the formulated rehearsal process objectives and ensemble performance goals. These priorities shift constantly throughout a single rehearsal and from rehearsal to rehearsal. This is expectable while rehearsing the selected concert repertoire with the ensemble. Many of these priorities will become evident by the performance level of the ensemble rehearsing. The conductor should be aware of the strengths and weaknesses of the ensemble and then adjust the rehearsal priorities to meet the needs of the players and the ensemble as a whole.


      It is impractical to try to list the many and varied approaches to rehearsing an instrumental music ensemble because the priorities keep changing constantly. Chapters 8 through 16 deal with the various priorities and teaching strategies. The conductor should use these priorities as a basis for designing teaching strategies. For example, if a section in the ensemble seems to be weak in the area of intonation, then the conductor must confront this particular priority with the appropriate teaching strategies.


      Teaching Strategy Designing for the Rehearsal Process


      The intentions of this book are not to dictate specific rehearsal teaching strategies based on a researched or comprehensive collection of successfully employed methods from the past, or to conclude empirically that specific procedures or teaching strategies should be employed in the instrumental music rehearsal process. Rather, many suggestions and options are presented that can be applied to teaching strategy design in the resolution of technical or musical problems that confront the conductor in the instrumental music rehearsal process. With these ideas in mind, the conducting teacher and students are encouraged to expand these strategy lists (found in chapters 8 through 16) with their own creative ideas. These teaching strategy tables at the end of the various chapters advance the idea of opening up discussions on the designing of these teaching strategies.


      The Rehearsal Plan and Schedule and Teaching Strategies


      The conductor must develop a rehearsal plan and schedule (or general strategy) as well as acquire many teaching strategies to rehearse effectively the instrumental music ensemble. First, the conductor should develop a comprehensive plan or strategy for the rehearsal process that also involves the progression of the rehearsals that follow (that is, an overall rehearsal plan). It is not enough to just study the musical score and then react to what happens during the rehearsal process. The conductor must have a plan and vision to anticipate what is needed to be done in the rehearsal process. Unless the conductor conceives this planning carefully, the rehearsal process will have little or no direction.


      The conductor comes to the rehearsal process as a teacher and conductor. A rehearsal plan and schedule allows the conductor to teach in a sequential way, and through the various teaching strategies, improve the technical and musical priorities for the ensemble performance. Teaching strategies are important in solving the problems that might occur during the rehearsal process. Varying these teaching strategies should also make for a more interesting and effective rehearsal process for the players.


      The comprehensive rehearsal plan and the teaching strategies are designed and revised through careful score study, planning, and preparations before each rehearsal process. As the conductor studies the score, he or she should design teaching strategies to solve specific problems for the upcoming rehearsal process. It is the purpose of this book to offer ideas and suggestions for the designing of these teaching strategies.


      Too often, the conductor comes to the rehearsal process totally unprepared to rehearse the instrumental music ensemble. There may be some score study done, but as far as preparing to rehearse the ensemble, the conductor has given little consideration as to how to accomplish this. If the conductor expects to rehearse effectively and efficiently the instrumental music ensemble, this plan and schedule must be in place.


      The Structure of This Book


      For Class Discussions, Class Demonstrations, and Class Assignments


      Sections called Practical Application (Discussion/Demonstration) will, I hope, stimulate class discussion, encourage teaching strategy designing, and crystallize ideas to be used in the rehearsal process. They can serve for class discussion or demonstration of the material contained in each chapter. They could also serve as a basis for written examination questions over the various chapters.


      Sections called In the Rehearsal Process (Lab) Environment provide an opportunity to design teaching strategies for use by the advanced conductor in the rehearsal process. These sessions also stand as a mock instrumental music rehearsal process in which the conducting teacher and/or the conducting students can replicate what might happen during the rehearsal process.


      The Demonstration sections at the end of selected paragraphs in chapter 4 (Conducting Technique) offer possibilities for use by the conducting teacher in demonstrating for the conducting students certain aspects of the conducting technique. The conducting teacher through speaking, counting, or singing while simultaneously showing these conducting patterns and gestures could enhance these demonstrations. Starting with the premise that “a picture is worth a thousand words” and that the conducting technique is a “silent art,” the conducting teacher may be more effective with the conducting students, in many instances, through demonstrations as opposed to that of simple verbalization. The idea of these demonstrations may then be employed by the conducting teacher in having the students show their understanding of the particular conducting technique or rehearsing skill through their own conducting or rehearsing demonstrations.


      At the end of chapters 8 through 16, there are Teaching Strategy Tables relating to the material in those chapters. The conducting teacher can use these tables to advance various ideas and suggestions with the conducting student in developing teaching strategies for the rehearsal process. At the bottom of each table, there is a challenge to the conducting teacher and conducting students to come up with other ideas and suggestions in developing these teaching strategies for use in the rehearsal process.


      Suggestions for Student Conducting/Rehearsing Projects, Listening Assignments, and Score Study Analysis Assignments are found at the end of each chapter starting with chapter 4: Conducting Technique. The use of these lists by the conducting teacher may be tempered by the availability of the scores and the ensemble music. If recordings are the alternative to the live ensemble, then this may also be a somewhat limiting factor. A reasonable number of conducting/rehearsing projects should be assigned for student evaluation throughout the semester (or year). In Appendix F, there are performance area comments and score sheets to evaluate these Student Conducting/Rehearsing Projects by the conducting teacher.


      Appendix G provides assignment forms for both CD listening assignments and score study analysis assignments. I suggest that the conducting student should begin to become familiar with some of the standard ensemble literature by being exposed through the listening aspect as well as that of the basic score study analysis. The conducting teacher may ask for these forms to be completed by the end of the semester (or sooner) for the academic grading process.


      Appendix H offers ways of creating a rehearsal process (lab) environment so that the students have an opportunity to stand in front of an ensemble and conduct and rehearse. Within these rehearsal environments, the conducting teacher for the purpose of evaluating, maintaining, or improving the conducting technique and the rehearsing skills, can then view and critique these developing conducting students, and use the performance area comments and score sheets found in Appendix F for the various Student Conducting/Rehearsing Projects.


      Appendix I lists possible class activities, projects, discussions, demonstrations, and assignments for the conducting teacher and student conductors using this book. The conducting teacher would decide this sequence of events for the maximum benefit of the conducting students. These various activities could then be a basis for the academic grading process.


      The Many Uses of This Book


      Finally, this book could be used in various advanced conducting courses as well as in many other ways:


      
        	As a continuation undergraduate instrumental conducting course textbook following the initial (or beginning) conducting course.


        	As a semester instrumental conducting course textbook or as a full-year (or more) instrumental conducting course textbook.


        	As material for conducting master classes in which topics discussed or demonstrated could be selected based on need depending on the participants involved. (The Power-Point presentation that accompanies this book, www.advancedconducting.com, could be effective here.)


        	As a study guide for pursuing a master’s degree in orchestral or wind-percussion ensemble conducting.


        	As a study guide for pursuing a doctoral degree in orchestral or wind-percussion ensemble conducting.


        	As a review for conductors who have been away from the academic areas of conducting and rehearsing for some time.


        	As a general review for all conductors by exploring the Recommended Reading at the end of each chapter, by becoming more familiar with the Standard Ensemble Repertoire found in Appendix A, and by viewing some of the Conducting/Rehearsing Videos listed in Appendix E.


        	As a library reference concerning the conducting and rehearsing of the instrumental music ensemble


        	To enhance one’s personal and professional growth as a teacher, musician and conductor.

      


      What is involved here—no matter at what level of competency—is that the conductor should always find himself or herself striving to improve the conducting and rehearsing. With this idea in mind, the conductor’s success will only be realized if he or she is producing better ensembles, musicians, and performances. It is a continuous struggle. However, the “joy of music” and the “thrill of music” are certainly immeasurable!


      Such items as organization, score study, conducting technique, rehearsing skills, phrasing, musicality, listening, sensitivity, communication, and musical interpretation can all continue to be improved through the efforts of the conductor. Advanced conductors might periodically review chapter 17: Conductor Profile and Self-Evaluation to remind themselves of those areas that may need to be improved.


      As you begin to work your way through this book, keep in mind that the conducting and rehearsing information and the skills acquired will depend on how diligent and creative you are in applying this information within the given scenario. Since conducting and rehearsing are unique areas of study, strive to always share your musicianship with others and be ready to grasp all you can learn from the conducting teacher and through your own individual study.


      Conclusion: An Exciting Career Ahead


      The humorous work by Paul Dukas, “A Sorcerer’s Apprentice,” which became well known through the Walt Disney film, Fantasia (or Fantasia 2000) offers some food for thought about how things can get out of control if the main character (the conductor) does not understand what should be done (or is incapable of conducting and rehearsing the instrumental music ensemble in an effective and efficient manner). The “Conductor’s Apprentice” (or the developing conductor) will find that this can happen in front of an ensemble unless there is adequate score study, careful planning, and meticulous preparation. I hope that this book will give maturing conductors the needed practical information and options for conducting and rehearsing the instrumental music ensemble as they begin an exciting career in music. I also intend this book to serve as a reminder to the experienced conductor of the possibilities that exist for creative leadership. In summary, it is my intent to put forth ideas that will assist and guide the developing conductor in organizing the rehearsal process, selecting appropriate music material, and effectively and efficiently conducting and rehearsing the instrumental music ensemble to produce exciting musical performances. Therefore, the focus of this book is to offer these insights and this guidance in the preparation for a successful conducting career. The following information is the next step on an exciting journey to becoming a competent instrumental music conductor!
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      The Rehearsal Infrastructure


      The rehearsal scenario should have a solid infrastructure on which to conceive and build an effective rehearsal process. The rehearsal process needs to have this architecture or framework to guide the conductor in the formulation of the various rehearsal segments, rehearsal procedures, rehearsal priorities, rehearsal plan and schedule, and rehearsal teaching strategies. The rehearsal process should not simply be structured based on conducting and rehearsing the selected concert music; this will achieve only a part of the necessary rehearsal objectives for the ensemble. Rather, envision the rehearsal process as a whole in which the ensemble performance goals and the rehearsal process objectives can serve as the foundation for the formulation and realization of a successful rehearsal process scenario.


      The rehearsal process infrastructure components will help the maturing conductor to effectively organize and execute the segments and procedures in the instrumental music ensemble rehearsal process. These infrastructure components are as follows:


      
        	Ensemble Performance Goals


        	Rehearsal Process Objectives


        	Rehearsal Essentials


        	Rehearsal Priorities


        	Rehearsal Plan and Schedule


        	Rehearsal Teaching Strategies

      


      All of these components must be integrated into a whole—the rehearsal process scenario. The conductor needs to consider these components as he or she formulates what should happen in the rehearsal process. The rehearsal process objectives should connect with the ensemble performance goals in a very real way. The ten rehearsal essentials must become a major part of any rehearsal preparation and rehearsal process. At this point, the rehearsal priorities that need attention in the rehearsal process will begin to surface. Only when the conductor has conceived a rehearsal plan and schedule will it be possible to anticipate the possible problems encountered in the rehearsal process. The rehearsal teaching strategies are then important for the resolution of these technical and musical problems and for the refinement of these various rehearsal priorities.


      Ensemble Performance Goals and Rehearsal Process Objectives


      The instrumental music rehearsal process scenario involves the planning and execution of the segments and procedures in the rehearsal process; that is, what should actually happen during the ensemble rehearsal process. Ensemble performance goals and rehearsal process objectives are important parts of this planning and execution. The difference between the goals and the objectives tends to become a “gray area” in many publications. In his book, Teaching Music, Dr. Darwin Walker defines a goal as “to be considered long-range in scope, broad in direction, and can be regarded as general in nature” (Walker 1998, 2). However, he defines a rehearsal process objective as “an accomplishment that is short-term in scope, is easily verified and specific in direction, and when properly implemented supports progress toward goal achievement” (3). I use these definitions throughout the book to differentiate between ensemble performance goals and rehearsal process objectives.


      Formulate ensemble performance goals based on the given scenario. The goals should be realistic and achievable. In the final analysis, these goals are a conception of what the conductor wants to realize and achieve with the ensemble. The rehearsal process objectives are formulated based on these ensemble performance goals. These ensemble performance goals are achieved through well-conceived rehearsal process objectives. The rehearsal process objectives are the means to the end (of the ensemble performance goals). The conductor must come to the rehearsal process with clearly defined rehearsal process objectives. Failure to do this will result in a poorly organized rehearsal process and very little accomplished during the rehearsal process.


      The three general ensemble performance goals for any instrumental music ensemble as stated previously in the preface are (1) to develop a cohesive, musical ensemble; (2) to improve the performance of the individual players and the ensemble as a whole, both technically and musically; and (3) to prepare repertoire for an authentic, musical, and exciting performance. Certainly, along with these three main goals, the ideas of musical sensitivity, artistic playing, and aesthetic awareness must be fostered. Other more specific ensemble performance goals conceived and designed by the conductor would depend largely on the given scenario.


      Goals are viewed as important achievements; in most cases they are long-range in scope. (These are not to be confused with rehearsal process objectives, which are short-term in nature, but eventually lead to the achievement of the ensemble performance goals.) In addition to skill development and the dissemination of information in the rehearsal process, other factors in designing goals should include the cooperative attitude of the individual players and the aesthetic aspects of music performance in general. Specifically, goal formulation involves what the conductor intends to do with and for the ensemble. How these goals are achieved will vary depending on the conductor, the maturity and performance level of the ensemble, and the timetable of rehearsals and performances. In all cases, formulate these goals for the particular scenario. Evaluate goals periodically to determine the future direction and achievements for the ensemble.


      The conductor must conceive and delineate rehearsal process objectives for the players. These objectives should go far beyond simply selecting the music. They must include what the rehearsal process should achieve through the specific music material. These rehearsal process objectives then act as stepping-stones to the various formulated ensemble performance goals. The objectives should inherently lead to achieving these ensemble performance goals. Without these clearly defined rehearsal process objectives, the rehearsal process lacks focus and organization. When these objectives are well conceived and defined for the ensemble, positive results should occur in the rehearsal process. The conductor should conceive these rehearsal process objectives before the rehearsal process begins. When the conductor states these rehearsal objectives during the rehearsal process, the players feel that they are a part of a cooperative effort, rather than simply following what the conductor might dictate. If the players understand what is to be accomplished in the rehearsal process, they will “be of one mind” with the conductor. Design rehearsal objectives so that they are achievable during the rehearsal process, that is, by being conceived realistically.


      One of the objectives of any rehearsal process is for the players to understand the basis of the particular work. Another is for the conductor to make clear to the players what is expected of them in terms of achievement in the rehearsal process. This assumes that the conductor knows what the ensemble is able to accomplish in a single rehearsal process. By having these specific rehearsal process objectives formulated, the conductor should be able to plan the rehearsal more precisely and measure the results more accurately. With the formulation of these rehearsal process objectives, the conductor can illuminate problems and solutions for the players. In general, some of the rehearsal process objectives might be to (1) acquaint the players with the selected music, (2) solve specific technical and musical problems, (3) capture the beauty, essence, and spirit of the works being rehearsed, and (4) further the progress of the ensemble by concentrating on certain rehearsal priorities that need attention. Having specific rehearsal process objectives should also help keep the rehearsal process moving forward as well as ensure the musical progress of the ensemble.


      The rehearsal process objectives of a specific rehearsal defy a listing. There are too many variables involved in a given scenario to make such a listing of any consequence. This is not to say that the conductor should avoid or ignore the formulation of these rehearsal process objectives in the planning of the rehearsal process. On the contrary, this is one of the most important parts of the rehearsal preparation. Without rehearsal process objectives, the rehearsal will lack direction and the steady progress of the ensemble will be curtailed during the rehearsal process. Carefully formulate, and then subsequently evaluate these specific rehearsal process objectives in terms of achievement after the rehearsal process.


      Some examples of rehearsal process objectives (depending on the situation) include (1) the rehearsing of specific repertoire for the concert performance, (2) the development of reading ability, (3) developing good precision with the ensemble, (4) improving the musical sensitivity of the ensemble, (5) strengthening specific weaknesses within the ensemble, and (6) playing in-tune (intonation). Then, from these general rehearsal process objectives, the conductor should formulate more specific ones that serve the ensemble’s needs in the given rehearsal scenario. These detailed rehearsal process objectives are formulated with the consideration of the rehearsal essentials (chapter 3) and the rehearsal priorities along with rehearsal teaching strategies (chapters 8–16).


      Rehearsal Essentials


      Rehearsal essentials represent the necessary ingredients in any rehearsal scenario. Some of these are part of the planning and preparation before or after the rehearsal process (ensemble personnel, music material, and rehearsal time) and others (pacing the rehearsal, warm-up routine, tuning, listening, sensitivity, communication, music reading, detecting errors, and striving for musicality) occur during the rehearsal process. The essentials during the rehearsal process will also need some advance planning and preparation. I delineate these ten essentials below. They represent those areas that one should consider a part of the basic development of any successful instrumental music ensemble program.


      The ten essentials of the rehearsal process scenario are an important part of the infrastructure of the rehearsal process. These essentials serve as a basis for the conductor in organizing, preparing, and executing the rehearsal process effectively. I detail the following ten rehearsal essentials in chapter 3:


      
        	Selecting and Evaluating Ensemble Personnel—Performance Level, Maturity Level, and the Growth Factor


        	Selecting Appropriate Music Material (see Appendix A)


        	Utilizing Rehearsal Time and the Continuity Factor


        	Pacing the Rehearsal Process


        	Conceiving and Executing the Warm-up/Tuning Period with the Ensemble during the Rehearsal Process


        	Promoting Listening and Sensitivity with the Ensemble during the Rehearsal Process


        	Communication with the Ensemble during the Rehearsal Process


        	Developing Music Reading Skills with the Ensemble during the Rehearsal Process


        	Detecting and Correcting Errors with the Ensemble during the Rehearsal Process


        	Striving for Musicality with the Ensemble during the Rehearsal Process

      


      The planning of the whole rehearsal process is critical in formulating rehearsal process objectives and in planning rehearsal segments and procedures. The conductor must see to it that these preparations take place before or after the rehearsal process (wherein memory can aid in anticipating problems for the following rehearsal process). The essentials during the rehearsal process can be accomplished only if this planning and preparation have been done before the rehearsal process begins. This will require the conductor to be highly organized and willing to spend sufficient planning and preparation time before or after the rehearsal process.


      Some of the rehearsal essentials that the conductor should consider and execute before and during the rehearsal process may require this advance planning and preparation. For example, pacing the rehearsal will be successful only if there is a rehearsal plan and schedule in place and the conductor has thoroughly studied the musical scores. The conductor will need to determine selection of music material for the warm-up/tuning period before the rehearsal process begins. Likewise, there must be a plan as to how to implement ideas such as listening and sensitivity in the rehearsal process. Communication with the ensemble during rehearsal process will require the conductor to have studied the score and prepared to make the players aware of the many performance aspects and provide solutions for various performance problems. Selection of the musical material for sight-reading and the improvement of the music reading process will also need some pre-rehearsal planning. The detection and correction of errors can be accomplished only if the conductor has assimilated the score and is ready to conduct the ensemble properly through the selections. Again, if the conductor has not prepared the scores well, the idea of striving for musicality will be impossible during the rehearsal process. The conductor should be prepared technically and musically in order to gain credibility with the ensemble.


      Rehearsal Priorities


      Rehearsal priorities are those performance aspects that one needs to confront with the idea of improving and refining these priorities during the rehearsal process. The conductor needs to consider these rehearsal priorities so there is direction, progression, and ultimately, ensemble improvement during the rehearsal process. If the conductor carefully identifies these rehearsal priorities, then he or she can anticipate and implement the rehearsal plan and teaching strategies properly. The conductor has a clear responsibility for training players in all of the various performance aspects during the rehearsal process. Only if the conductor identifies and addresses these priorities in the rehearsal process will the ensemble begin to show real and steady progress toward achieving the rehearsal process objectives and the ensemble performance goals.


      The identification of specific rehearsal priorities to be addressed in the rehearsal process will depend greatly on the particular scenario; the conductor should determine in what order these priorities are addressed beyond the actual rehearsing of the selected repertoire. To some extent, the repertoire may dictate the priorities. However, the performance level of the ensemble, the maturity level of the ensemble, and the rehearsal time available will affect which priorities need to be addressed immediately in the rehearsal process. The conductor should confront these priorities. I have divided these priorities into technical and musical priorities for better definition. Here are my formulated rehearsal priorities:


      Technical Priorities


      
        	Intonation and tuning


        	Rhythms and rhythm patterns


        	Ensemble sonority elements: tone, balance, blend, color, and texture


        	Articulation and bowings

      


      Musical Priorities


      
        	Tempo and ensemble precision


        	Phrasing and the musical line


        	Style and musical interpretation


        	Dynamics, nuances, and musical expression

      


      Once the conductor confirms and ranks these rehearsal priorities, it then becomes necessary to identify in a particular rehearsal scenario the specific reason behind such rehearsal problems (priorities involved). The conductor should then implement solutions to these problems for the improvement of the ensemble. Some examples of such rehearsal problems might include:


      
        	Flute intonation problems in the upper register


        	The performance of certain rhythms and rhythm patterns with the ensemble


        	Dynamic levels in the brass sections or percussion section


        	Blend and balance problems within the trumpet section


        	Slurring (legato tongue technique) in the trombone section


        	Phrasing problems in relationship to breathing or bowing


        	Style in the saxophone section concerning the articulation and/or vibrato


        	Improvement of precision within the whole ensemble or with a particular section of the ensemble (such as the French horn section that tends to respond somewhat late because of the tone production aspect)

      


      This list of priorities and problems could run on in relationship to the performance level of the ensemble and difficulty of the selected repertoire. The more specifically the conductor can identify these rehearsal problem areas, the more efficient and effective the rehearsal process can be.


      How I group these priorities in this book may be a point of contention with other conductors and musicians, but what really is important is that these groupings provide an organizational basis for rehearsing the instrumental music ensemble. Some conductors might consider the various ensemble sonority elements (tone, balance, blend, color, and texture) individually. Likewise, they might consider tempo and ensemble precision separately. However, the categorizing of these priorities is not as critical as the fact that all of these priorities must be dealt with (at some point) during the instrumental music ensemble rehearsal process.


      The conductor must formulate and clarify specific rehearsal objectives based on these priorities. The rehearsal segments and procedures should connect with the priorities that need attention in the rehearsal process. As players, we have all suffered through rehearsals that went nowhere and accomplished very little. To make progress in the rehearsal process, the conductor must establish these priorities in order to plan the rehearsal teaching strategies. Likewise, the conductor must keep adjusting these priorities to meet the needs of the ensemble. It is difficult to work on musical priorities such as phrasing and style in the rehearsal process when the ensemble focuses on “chasing notes and rhythms.” With such a situation, the conductor must evaluate whether the ensemble is ready for the technical or musical challenges of the selected repertoire. The conductor should treat these priorities with flexibility depending on what occurs in the rehearsal process. Only by identifying the top priorities for the rehearsal process can the conductor then devise the segments and procedures for the rehearsal process, including those priorities that need more immediate attention. As rehearsals continue, the top priorities may change with the ensemble’s development and improvement.


      Looking at these priorities, the conductor must decide which are the most important of these priorities in a given scenario. Certainly, working on these priorities is necessary in developing a cohesive, musical ensemble. Which priorities demand immediate attention is a decision the conductor must make. In general, some conductors might feel that the rhythmic aspect is most important while others might emphasize the importance of style, balance, or intonation. The conductor must strongly determine top priority (or priorities) by the actual performance level and the maturity of the ensemble. As rehearsals proceed, he or she must evaluate these priorities according to the ensemble progress and in terms of what the performance of the selected repertoire dictates.


      When the conductor works with the ensemble in the rehearsal process, the selected priorities should match with the problem areas that continually occur during the rehearsal process. If intonation is one of the main problems, then the conductor should include in the rehearsal process teaching strategies and procedures to improve this performance aspect. Only by confronting this problem will the intonation be improved. As a specific example, part of the solution might be a more effective tuning procedure to establish pitch level. Other solutions for this problem might be making the players more aware of what to listen for or how to adjust the pitch on their instruments. Only by identifying the specific rehearsal problem areas and working on the solutions to these performance priorities in the rehearsal process will the ensemble ultimately realize its potential.


      Some of the problems, such as rhythm patterns, intonation, articulation, balance and blend, could be worked on during the warm-up period with school groups. Other problems might be best resolved in the rehearsal process through the performance of the selected repertoire. In general, rehearsals are for improving these priorities with the ensemble, solving the technical and musical problems, and bringing the ensemble to the highest possible performance level. The level of the ensemble performance, technically and musically, is ultimately determined by what is accomplished in improving these priorities in the rehearsal process. Every time a selection is played, there should be some noticeable improvement over the last playing of this selection.


      Rehearsal Plan and Schedule and the Teaching Strategies


      The rehearsal plan/schedule and the teaching strategies are two aspects that will improve the performance level of the ensemble in the rehearsal process. There needs to be careful planning by the conductor in devising a rehearsal plan and schedule along with these teaching strategies. The rehearsal strategy is a general plan (or outline) of what the conductor wants to happen during the rehearsal process. Rehearsal process objectives are a part of this plan. This plan and schedule also involve the warm-up period, the tuning segment, rehearsing of selected repertoire, and other rehearsal segments and procedures as needed. The teaching strategies would be designed based on score study and the anticipation of technical or musical problems as well as what actually occurs during the rehearsal process. The rehearsal plan and schedule and the teaching strategies vary greatly depending on the particular scenario.


      There is a continuum of rehearsal preparation for the conductor before the rehearsal process begins, which should include:


      
        	Score study (preparing to conduct and rehearse the music)


        	Conceptualizing the musical interpretation (of the various works)


        	Discovering the conducting problems (and solving them)


        	Anticipating the playing problems (before the rehearsal process begins)


        	Preparation of the parts (marking the parts for the bowings, breathing, phrasing, and many other performance aspects)


        	Conceiving and planning the rehearsal process (plan and schedule)


        	Designing applicable teaching strategies before the rehearsal process begins

      


      I address the last two items on this continuum of rehearsal preparation in this section. The rehearsal plan and schedule is an outline of what should happen in the rehearsal process and this should influence what happens in subsequent rehearsals. This involves the segments, procedures, and sequence of events in the rehearsal process. The teaching strategies are the approaches used by the conductor to improve the performance level of the ensemble and to solve specific problems that occur during the rehearsal process. The conductor should be prepared to adapt the various teaching strategies within the context of the particular scenario.


      The rehearsal plan and schedule needs to be considered beyond the single rehearsal to the subsequent rehearsals and should be revised throughout the rehearsal timetable to maximize performance achievement and ensemble improvement. The conductor should constantly evaluate and revise the rehearsal process to meet the needs and progress of the ensemble. In general, the rehearsal process must be devoted to realizing the potential of the players and that of the ensemble as a whole. A carefully conceived rehearsal plan and schedule allows the conductor to formulate the rehearsal objectives to be achieved during the rehearsal process (and to design teaching strategies). The conductor must consider the specific timing of the various rehearsal segments so that sufficient rehearsal time can be devoted to each work. Finally, the rehearsal plan and schedule should give purpose and direction to the entire rehearsal process.


      The rehearsal plan and schedule represents a plan of action for the conductor to use in the rehearsal process. It allows the conductor to determine the segments, procedures, and sequence of events in the rehearsal process. The starting point for the plan is the musical material selected for rehearsal. From here, the conductor must decide what to cover in each particular rehearsal segment. Perhaps the ensemble cannot play and/or rehearse the entire concert repertoire in a single rehearsal. The assumption is that there will be a warm-up period and a tuning period before the rehearsing of repertoire begins. The music material used in the warm-up period should be determined in advance and the exact procedure for tuning planned. Each selection may require a different approach because of the various stages of preparation. Some specific details for each of the selections need to be spelled out so that the impression is one of organization and direction in the rehearsal process. Of course, there should be some flexibility if the reality of the rehearsal process takes a different turn than expected. (It is a questionable rehearsal strategy for the conductor to decide to work on some priority at a given rehearsal without relating it to the selected repertoire being rehearsed.) Finally, the conductor may need to change the rehearsal plan for the subsequent rehearsals, depending on what has occurred in the previous rehearsal process.


      In developing a rehearsal plan and schedule and in designing the various teaching strategies, the conductor should evaluate the previous rehearsal process. If these teaching strategies do not receive some careful consideration, the conductor may find serious problems and ineffective results in the rehearsal process. The conductor must evaluate the actual ensemble performance level in advance in order to know what he or she can demand or expect of the individual players and the total ensemble. The maturity level will determine the approach (or rehearsal strategy) that the conductor should employ. The conductor should evaluate and anticipate what the realistic potential and expectations are for the specific group before and during the rehearsal process.


      The conductor needs to be creative when designing teaching strategies for the rehearsal process. The key to designing these teaching strategies is to have a wide range of options for use in a particular scenario. Teaching strategies are designed by careful planning, by consideration of what works and what does not work, and by rehearsal experience in front of the ensemble. By gradually accumulating numerous teaching strategies over time, the conductor will be prepared to lead the ensemble effectively and efficiently in the rehearsal process. The conductor must continue to experiment during the rehearsal process to find new ways to solve problems as well. In the following chapters, I offer ideas and suggestions to help the maturing conductor in devising these teaching strategies in alliance with the rehearsal priorities.


      Teaching strategies involve both conducting the ensemble and verbally explaining, modeling, or demonstrating the necessary performance aspects during the rehearsal process. The better the conducting technique, the less need there will be for the conductor to stop the ensemble for explanation, modeling, or demonstration. The only way that the conductor can be effective in using the various teaching strategies is to have the undivided attention of the ensemble throughout the rehearsal process. The players must learn to watch the conductor and to follow the conducting patterns and gestures meticulously. When it is necessary for the conductor to stop the ensemble, the conductor should be ready to proceed with the selected teaching strategy and then to immediately indicate to the ensemble where to begin again. Unless the ensemble focuses strongly, the teaching strategies (conducting or verbal) cannot be implemented successfully. Specifically, chapters 8–16 offer ideas and suggestions for designing these teaching strategies within the parameters of the various performance priorities and problem areas.


      The Rehearsal Process


      Specifically, the rehearsal process scenario is an abstract of the segments, the procedures, and the sequence of events in the rehearsal process. The segments in the rehearsal process might consist of announcements, warm-up period, tuning, rehearsing concert repertoire, reading and/or rehearsing new repertoire, sight-reading, and solving the various technical and musical problems. The rehearsal procedures involve the strategy or the course of action to achieve the objectives of the rehearsal process. The sequence of events in the rehearsal process is the order of segments and procedures as determined by the conductor. These segments and procedures are very important for the success of the rehearsal process. The conductor should give considerable thought to planning the sequence of events before the rehearsal process begins. There are many factors involved in determining this order.


      Many conductors allow an hour or so before the rehearsal to prepare. This is essential especially in terms of preparing the physical aspects (chairs, stands, music, equipment, etc.). However, it is definitely insufficient time for score study along with these other preparations. The most important preparation is that of score study. There will need to be other times scheduled for score study. Some conductors may prefer time after the rehearsal to review what has transpired in the rehearsal process and to prepare for the next rehearsal. If you have recorded the rehearsal process, evaluate the taping at this time. In reviewing the tape, write specific notations in anticipation of the next rehearsal process. It is also a time for some serious self-evaluation concerning the conductor’s role and his or her effectiveness during the rehearsal process.


      The actual conducting of the repertoire and the solving of technical and musical problems should be a large part of the rehearsal process. If this is the focus in the rehearsal process, then there is good reason to believe that the conductor is getting things done. Focusing on these two aspects will avoid too much talking by the conductor and keep the ensemble working on solving problems. The conductor must avoid getting distracted from these two main areas during the rehearsal process. If the conductor has carefully conceived the rehearsal plan and has planned the segments and procedures in rehearsing the ensemble, the conducting and the solving of problems should be a very natural part of the rehearsal process. Unexpected problems that surface in the rehearsal process may be taken care of immediately or else may need to be deferred (and written down) by the conductor in order for these problems to be resolved in future rehearsals. However, the conductor must be careful not to overlook these items at the following rehearsal; these technical or musical errors would then become reinforced without the proper solutions.


      Segments and Procedures in the Rehearsal Process


      By devising a list of segments and procedures similar to the lists below, the developing conductor can use it as a checklist of options during rehearsal, and then subsequently to evaluate the productivity of the rehearsal process. Below is a partial list of some rehearsal segments and procedures that the conductor could employ during the rehearsal process:


      Rehearsal Segments


      
        	Warm-up period


        	Tuning and periodic tuning


        	Conducting and playing


        	Modeling and imitation (by the conductor or player)


        	Vocalizing or playing for demonstration purposes (by the conductor)


        	Ensemble detailed work (and feedback by conductor)


        	Employing teaching strategies during the rehearsal process


        	Music reading (and sight-reading)


        	Problem-solving during the rehearsal process


        	Fostering listening and musical sensitivity during the rehearsal process


        	Fostering musicianship and artistry during the rehearsal process

      


      Rehearsal Procedures


      
        	Conducting and playing


        	Teaching performance concepts


        	Teaching for learning transfer


        	Making players aware of various performance aspects


        	Verbal explanations


        	Tuning procedures


        	Listening and musical sensitivity procedures


        	Training the ensemble to watch the conductor


        	Repetition of passages (detailed work)


        	Modeling and imitation


        	Demonstrations by the conductor


        	Rehearsing for details and continuity


        	Questioning players for understanding


        	Providing players with feedback


        	Confrontation and persistence in solving technical and musical problems

      


      The rehearsal process should have a shape and design. Coming to the rehearsal process without a rehearsal plan and schedule can only lead to a less-than-constructive rehearsal process, void of direction and purpose. The segments of the rehearsal process will involve both technical and musical considerations and will vary from detailed rehearsing to playing repertoire straight through to establish continuity. This planning should act as an outline to guide the conductor throughout the rehearsal process. There should be room for flexibility with the rehearsal segments and procedures. However, simply reacting to what might occur during the rehearsal process will not provide sufficient direction for a productive rehearsal process.


      All of the items listed above show the kind of segments and procedures that might transpire in the rehearsal process. Psychologically and musically, there are undoubtedly many omissions with these lists. However, this does present a variety of usable options that the maturing conductor should consider in planning the segments and procedures of the rehearsal process. Only by accumulating these usable options through score study, practical rehearsal experience, and observations of other conductors and ensembles will the evolving conductor grow into becoming an effective conductor of the instrumental music ensemble. The advanced conductor should grasp as many opportunities as possible to watch and hear other conductors and ensembles in the rehearsal process in order to acquire these usable options.


      Variables in the Rehearsal Process Scenario


      It would be a simple task to prepare the advanced conductor to be successful if every instrumental ensemble scenario were similar. However, there are numerous variables in the rehearsal scenario including the performance level of the ensemble, the difficulty of the selected repertoire, and the rehearsal time available before the concert performance. Likewise, if it is the very first rehearsal, then the rehearsal segments and procedures might be quite different than if it were the final dress rehearsal before the concert performance. The rehearsal process will vary considerably depending on many factors involved in the given scenario. The segments, the procedures, and the sequence of these events are all dependent largely on the succession of rehearsals in relationship to that of the concert performance.


      The conductor should do preliminary research to determine the technical and musical level and aptitude of the ensemble. Questions need to be asked in order to evaluate the given scenario properly. For example, is this a guest-conducting situation or is the regular conductor rehearsing this ensemble? Is this a school ensemble as opposed to a semi-professional or professional group? Is the ensemble cooperative or is it somewhat hostile and undisciplined? Is the ensemble of superior quality or in need of remedial attention? All of these questions plus many more need to be answered so that the conductor is aware of these variable scenarios. How the conductor approaches the rehearsal process is extremely important for the success of the ensemble performance and the instrumental program as a whole. No matter what the scenario might be, the conductor needs to consider these variables and plan carefully.


      Specifically, the conductor needs to be concerned about the performance level and the maturity level of the ensemble. In addition, the difficulty of the selected repertoire is a variable factor in terms of the approach to the rehearsal process. The amount of rehearsal time available before the concert performance influences the conductor in evaluating and adjusting the rehearsal process schedule. The conductor must approach the rehearsal process based on the technical and musical background and experience of the players in the ensemble. Adjustments to these rehearsal variables might include the pacing of the rehearsal process, the expectations of the conductor, and the planning of the rehearsal segments and procedures. These rehearsal process variables also affect the priorities addressed and the teaching strategies employed.


      Rehearsal Format, Timetable, and Progression


      Many of the conducting books touching on the subject of rehearsal segments and procedures concentrate on presenting a specific format for the rehearsal process. This is rather restrictive and perhaps not too imaginative. Creatively, the conductor needs to proceed according to a preconceived schedule without being locked into a strict format of rehearsal segments and procedures. Specific rehearsal objectives will need to be formulated, and thereby, guide the conductor throughout the rehearsal process. It is important to have some routine in the rehearsal process, but not to the extent that it is predictable or that it leads to loss of interest and concentration on the part of the players.


      The “opening” and “closing” of the rehearsal process are important considerations. The opening will set the focus and concentration level for the rest of the rehearsal process. This is why the warm-up period is so crucial in establishing this concentration and focus for the school ensemble. Likewise, the opening should reflect the planning and conceived rehearsal process objectives as well as the sequence of events in the rehearsal process. The “closure” planning will also help conclude the rehearsal process satisfactorily. Even if there have been some unexpected changes in the rehearsal process, the conductor should strive to bring the rehearsal process to this “closure.” In this way, the players will leave the rehearsal with enthusiasm and excitement in anticipation of the next rehearsal process. This will also encourage the players to practice their parts outside of the rehearsal process.


      As mentioned above, the conductor should design an exact timetable not only for planning a single rehearsal process but also to be conscious of the continuity of rehearsals leading up to the concert performance. In many cases, this timetable may need revision as rehearsals go forward. The pace of this progression will be somewhat dependent on the frequency, spacing, and continuity of these rehearsals. Continuity of rehearsals is an impacting factor on the success of the ensemble. If there is only one rehearsal per week as opposed to two or three, then the approach to rehearsing might need to be designed differently. With one rehearsal per week, the conductor will probably want to cover the entire concert repertoire at each rehearsal; otherwise the players might only rehearse a selection every two weeks. This would lead to considerable loss of memory as to what had occurred in the previous rehearsals.


      Finally, the conductor must carefully plan the progression of rehearsals to ensure that the ensemble has accomplished the technical and musical performance aspects by the time the scheduled performance arrives. It is very easy to misjudge this progression. The results will then be a less-than-satisfying concert performance. The conductor should know exactly the length of each piece so that the rehearsal schedule can be determined properly. If the work is a difficult one, then the conductor must allow for additional detailed work and repetition on that particular work during the rehearsal process. As the conductor and ensemble approach the concert performance time, they should place more emphasis on the musical aspects of the concert performance.


      There is always a lurking danger of under-rehearsing or over-rehearsing the ensemble for a concert performance. The conductor needs to evaluate the performance level and potential of the ensemble, so that the rehearsal preparation is adequate for the concert performance. Under-rehearsing usually results in an erratic performance and over-rehearsing causes a lack of freshness and vitality in the concert performance. This is why it is so important to plan carefully and continue to revise the overall rehearsal plan to avoid either of these pitfalls. Continuity between rehearsals is a factor to consider in the problems of under-rehearsing or over-rehearsing. In a sense, there is never enough rehearsal time, so the danger of over-rehearsing is less than that of under-rehearsing. In the final analysis, the conductor must devote the rehearsal process to those priorities and performance problems that need attention.


      While preparing for the concert performance, the conductor should continually strive to raise the performance level of the ensemble during the rehearsal process. This is where the rehearsal priorities (listed earlier in this chapter) become important factors in raising the level of the ensemble performance. Most ensembles have weaknesses that need to be confronted and improved. The conductor should determine the priorities that need to be refined with the particular ensemble, and subsequently devote more rehearsal time to those priorities. For example, such priorities as intonation and precision are crucial to raising the ensemble performance level. By focusing on these rehearsal essentials and rehearsal priorities, the conductor and ensemble should be able to achieve this higher performance level.


      Unpredictable Events and Problems in the Rehearsal Process


      Realistically, some of the events and problems that may occur in the rehearsal process are unpredictable. The better the conductor knows the score and the ensemble’s performance potential, the less will these unpredictable events and problems impact. In a sense, the conductor must be ready for any such eventualities. How does the conductor do this? The answer is in good preparation. The main consideration must be the music; this involves careful score study, good rehearsal planning, and meticulous preparation. If the conductor comes into the rehearsal process unprepared, the ensemble will not make much progress. Through careful score study, planning, and preparation, the conductor can guide and instruct the ensemble, resulting in a productive rehearsal in spite of unpredictable events and problems.


      These unpredictable events during the rehearsal process are probably too numerous to mention. However, most of these events concern the music being rehearsed. The absence of specific players would curtail the rehearsing of certain repertoire. There may be unavailable instruments or equipment. In both of these instances, good rehearsal planning prevents such negative events. There might be events that are uncontrollable by the conductor, in which case the conductor should simply proceed on to Plan B. When these unpredictable events do occur, the conductor must show some flexibility and patience in dealing with these particular events. Such circumstances will present an opportunity for the conductor to remain calm and continue in a creative manner. The ensemble players will appreciate this kind of a response rather than one of frustration or possibly anger from the conductor.


      One of the main reasons for having rehearsals at all is solving technical and musical problems in preparation for the concert performance. The experienced teacher and/or “master” conductor will have anticipated these problems in the rehearsal process. The maturing conductor will need to consider such problems as a learning experience in the early years of his or her conducting career. If he or she views the experience in this manner, the advanced conductor will soon find that there are fewer unpredictable problems occurring in the rehearsal process. The maturing conductor should prepare as well as possible for the rehearsal process, and when confronted with the unpredictable problems in the rehearsal process, proceed by trying to solve these problems or delay them until a proper solution can be devised for the next rehearsal process. The players will respect the conductor more if the conductor defers solving these problems immediately, as opposed to “covering up” such deficiencies during the rehearsal process.


      In the final analysis, the conductor must “be in charge” during the rehearsal process. The conductor must be assertive, and thereby, determine the direction of the rehearsal process. If unpredictable events or problems do occur, the conductor should decide whether to solve them immediately in the best interest of the ensemble during the rehearsal process. If not, then the conductor must find a way to return to the planned events quickly and effectively. If a problem warrants an immediate solution, the conductor can resolve it and return to the planned rehearsal process. Unpredictable events or problems must not distract or interfere with the rehearsal process. Wasting time in the rehearsal process will result in a loss of conductor credibility and will curtail preparation for the concert performance. I discuss this area of guiding the rehearsal process by the conductor in more detail in Chapter 3: Ten Rehearsal Essentials (specifically Essential No. 3—Rehearsal Time and Essential No. 4—Pacing the Rehearsal Process).


      Keeping Records of Progress and Noting the Problems in the Rehearsal Process


      Conductors should keep good records of what transpired from one rehearsal process to the next. This can be done in two basic ways: (1) If the conductor feels that memory is strong, then he or she can immediately following the rehearsal process note what needs to be taken care of for the next rehearsal process (I recommend that this be done soon after this rehearsal process), or (2) either an audio recording or an audio/visual recording of the rehearsal process can make a more permanent record of the problems encountered. The use of superior recording equipment will result in a more realistic “picture” of what occurred particularly in terms of precision, intonation, balance, blend, articulation, phrasing, etc. and this will dictate where more work is needed. The recording of rehearsals can be very beneficial for the conductor in checking tempos, rehearsal decorum, discipline, and the results achieved from the conducting technique. Recording the rehearsal process will provide another evaluation tool for the conductor.


      Tape-recording the rehearsal process allows the conductor to listen, and then evaluate the results of the rehearsal process. In many instances, the conductor will find that he or she has overlooked certain items during the rehearsal process. Because there are so many things occurring at the same time in the rehearsal process, the conductor will focus on a specific problem and may be distracted from other problems that have surfaced. With the recording, the conductor can listen to the rehearsal process in a less complicated environment and prepare more meticulously for the next rehearsal process. After the conductor has had considerable experience in front of the ensemble, the need to record all of the rehearsals may be somewhat mitigated. However, if the rehearsals are intermittent or occur infrequently, the conductor may need to record the rehearsal process so as not to overlook important items during the intervening time but use them to prepare for the next rehearsal process. The conductor should make thorough notes from the recording in preparation for the following rehearsal process.


      Reviewing the tapes of the preceding rehearsal process in preparation for the upcoming one allows the conductor to revise the rehearsal process objectives, determine the future segments and procedures, organize the sequence of rehearsal events, design teaching strategies for learning efficiency in the next rehearsal process, and realize musical interpretation. Also, the conductor should keep these rehearsal notes for comparison with previous rehearsals and evaluations. The conductor should continue to study the score to discover more details, such as subtle nuances, and to improve the musical interpretation of the concert repertoire. The conductor should continually evaluate the preparation status of each work in readiness for the concert performance.


      Teaching for Learning Transfer in the Rehearsal Process


      In the rehearsal process, the conductor becomes a teacher. To be an effective teacher, the conductor must accumulate and design teaching strategies. Daniel Kohut gives two options about teaching music in the rehearsal process: (1) teaching through demonstration, and (2) analytical teaching (1996, 9). This implies that the conductor must make careful preparation to ensure that effective teaching and learning take place. The “hands-on” approach of instrumental music performance by the conductor will maximize learning and skill development in the rehearsal process. Finally, it is important to remember that teaching and learning are most effective in a positive rehearsal environment. If there is sound teaching, then learning transfer occurs in the rehearsal process. Effective teaching involves learning that will transfer from one situation to another; rote learning procedures do not accomplished this. In any good teaching and learning situation, there must be an understanding of these music performance concepts that will transfer to other rehearsals, performances, and ensembles.


      The conductor must teach performance concepts for the transfer of playing skills and the acquisition of information for future repertoire and in other music environments. In this way, by teaching for learning transfer, the players will become less dependent on the conductor (teacher) and will begin to make their own valid musical decisions. As the players begin to make such decisions, the conductor can bring the ensemble to the next higher level of performance. Likewise, when the players respond properly to the conductor’s patterns and gestures, the ensemble will begin to move from one rehearsal to the next with a real sense of progress.


      The conductor should be disseminating information in the form of performance concepts as much as possible in the rehearsal process. A concept is an idea or group of ideas summarized into a statement that will apply to situations beyond the immediate concern. Teaching by concepts encourages players to solve technical and musical problems by themselves. When the conductor makes a correction, the players should be aware of and understand the concept and its application in other performance scenarios. The players need some latitude in solving performance problems. Verbal comments or musical demonstrations by the conductor concerning either a technical or musical problem should also get a response from the players that may apply to more than the immediate problem or situation. In most scenarios, the players are there because they want to improve the performance level of the ensemble; the conductor should realize this and approach the rehearsal process from this standpoint. The conductor should guide the players in making their own musical decisions through the teaching of performance concepts in the rehearsal process.


      Sound teaching in the rehearsal process involves the fundamental elements of instrumental performance as well as those of musicianship. These two basic components of sound teaching will carry the conductor through the rehearsal process and prepare the players for artistic performances. However, the conductor who is constantly under pressure to produce the next performance will tend to manage the rehearsal process for expediency, thereby ignoring the more valuable teaching aspects of the rehearsal process. The conductor will be forced to proceed in a manner that will negate sound teaching of the music fundamentals and the transfer of information and skills in such scenarios. Only if there is sufficient time in the rehearsal process will the conductor be able to teach soundly in a calm and focused atmosphere. The conductor should not try to cover too much repertoire in one rehearsal process. It may be necessary for the conductor to evaluate the schedule and repertoire selection, and then revise the schedule or repertoire so that sufficient time is allowed for sound teaching in the rehearsal process.


      Rehearsal efficiency improves by finding some similar items to pursue during the rehearsal process. If the problem in the rehearsal process is a particular rhythm pattern, all of the players that have that particular rhythm pattern in the selection can rehearse. This will require the conductor to grasp where in the score all of these rhythm patterns exist and who is playing these patterns. Such an example can be found in Beethoven’s Seventh Symphony with the performance of the dotted-eighth, sixteenth, and eighth-note rhythm pattern. This is an example of the kind of rehearsing that will make the players realize that the conductor is well prepared and trying to be as efficient as possible in the rehearsal process. Throughout the rehearsal process, the conductor should also try to keep the whole ensemble involved in the rehearsal process so that player concentration does not wane.


      Dr. Edwin Gordon defines aptitude as a product of innate potential and musical exposure (1971, 25). The idea of teaching concepts will only be effective if the aptitude of the players is such as to understand these conceptual statements and their application for later use in their musical performance. The conductor can only make effective demands on the ensemble if the aptitude of the players is sufficient to comprehend these concepts. In many instances, the conductor’s comments should suggest a transfer or progression to the next similar occurrence in future rehearsals. The conductor must work at this in the rehearsal process by reinforcing performance concepts with the specific intent of the player transferring these concepts to other rehearsals and performances. In summary, the conducting patterns and gestures of the conductor along with verbal comments on performance concepts should act as stimuli for the players during the rehearsal process, and thereby, carry these concepts over to these other rehearsals, performances, and ensembles.


      Miscellaneous Items in the Rehearsal Process


      During the rehearsal process, no matter how carefully the conductor has studied the score, there are interpretation details to confirm. This is not to say that the conductor should come to the rehearsal process in order to practice on the ensemble. The conductor needs to come to the rehearsal totally prepared musically. However, in the rehearsal process, the conductor should constantly be comparing his or her conception of the musical interpretation to exactly what is occurring. Only in this way can the conductor bring the ensemble to a reality that is in agreement with that of the previous score study. During the rehearsal process, the conductor may also discover a better interpretation of the passage than originally conceived. Then this change of musical interpretation needs to be reinforced with the ensemble in the subsequent rehearsals. Another situation to confirm in the rehearsal process is tempo. Even though the conductor may have decided on the tempo(s) for the work, it may become apparent in the rehearsal process that this tempo will be impossible for the clean execution of a particular passage. The conductor will have to reconsider these tempo decisions. There are numerous other ways whereby the actual rehearsal process may confirm or change the conceived musical interpretation somewhat.


      The conductor should consider the rehearsal plan and schedule in light of the repertoire to be rehearsed. He or she should come to the rehearsal process with a plan and schedule of segments and procedures written out. This plan and schedule should also show the estimated time to be spent on a particular work, and where and what will be rehearsed in detail. The total length of each piece may influence some of the rehearsal plan. There may be some digression from this plan and schedule if it is warranted during the rehearsal process. The conductor should devise this plan and schedule beforehand and revise it after the rehearsal process in anticipation of the next rehearsal. Simply rehearsing by going from one selection to the next is an indication to the players that the conductor does not have a rehearsal plan and schedule. The players will notice this quickly and the conductor’s credibility will certainly suffer.


      When certain personnel are no longer needed during the rehearsal process, players may be excused from the rehearsal process. The conductor should try to arrange the schedule to accommodate the larger ensemble instrumentation at the beginning of the rehearsal process. This will occur more often with the orchestral ensemble, because instrumentation varies from one musical period to another. The players do appreciate this consideration by the conductor so that they can pursue other activities or obligations in their otherwise busy schedules. This also helps build respect and credibility for the conductor, who then appears to be organized and sensitive to the needs of the players. If the ensemble members are in a school situation, however, it may not be possible to excuse the players from the school schedule.


      Building a Cohesive, Musical Ensemble


      Building a cohesive, musical ensemble must be a continuous performance goal of the conductor. This is a long-range goal in most cases. If possible, during each rehearsal process, devote some time to pursuing this goal. This performance goal may be interspersed in conjunction with the solving of technical and musical problems and the rehearsing of the concert repertoire. Certainly, formulate the rehearsal objectives with the idea of building this cohesive, musical ensemble. These rehearsal components must exist if the ensemble is to grow to the next level of performance. In all of this, it is important for the conductor to gauge how much can be expected of the ensemble at any given time. If these expectations are unrealistic, then the conductor and ensemble will experience considerable frustration in the rehearsal process. The two important factors in achieving this main goal of a cohesive, musical ensemble are ensemble precision and musicianship.


      The factor of uniformity is also important in the rehearsal process; this involves many performance aspects such as tone quality, balance, blend, intonation, articulation, and bowing as well as those of dynamics, style, and phrasing. In developing a cohesive, musical ensemble, the conductor must consider this idea of uniformity because without it, the ensemble will tend to sound erratic and inconsistent. Much of the rehearsal time must be devoted to the development and achievement of this uniformity. For example, uniform bowing in an orchestral ensemble will immediately make the ensemble more cohesive. Another aspect of uniformity involves watching the conductor. Unless the entire ensemble is watching the conductor and striving for this uniformity, the quality of the performance will be less than desirable. Only by reinforcing this uniformity idea in the rehearsal process can the concert performance be successful.


      In building a cohesive ensemble, the conductor should focus on ensemble precision. It is important to realize that without good ensemble precision many of the other performance aspects will be difficult to improve. Everything must be performed together before such aspects as intonation, rhythm, balance, blend, articulation, phrasing, and style can be adjusted properly in the ensemble rehearsal process. To achieve good ensemble precision, the players must watch the conductor as well as listen to the rest of the ensemble. The attacks at the beginning of phrases and the releases at the end of the phrases are important performance areas that will need constant attention. The conducting technique should be so clear that the players are confident about these attacks and releases. I address details of ensemble precision in Chapter 12: Tempo and Ensemble Precision, and details on listening and musical sensitivity in Chapter 3: The Ten Essentials of the Rehearsal Process Scenario, Essential No. 6.


      There can be little hope for fine leadership of an instrumental music ensemble unless the conductor has proper training. Unfortunately, there are too many poorly trained conductors or “time-beaters” in the profession. In some cases, the would-be conductor has no conducting background whatsoever. The reality of this situation is that many musicians find themselves on the podium without a sufficient background in conducting technique and/or without adequate rehearsing skills. They have gained this “conductor” status by being fine musicians in an ensemble or as an instrumental soloist or music teacher, but have not studied the art and craft of conducting. Conducting involves developing this conducting technique in the same way as a player would on the specific instrument. The second leadership problem is that many conductors do not allow sufficient time to study the score, and therefore, depend almost totally on learning the score during the rehearsal process. This makes effective communication with the ensemble impossible. With this lack of communication, poor and unmusical playing will result both during the rehearsal process and in the concert performance.


      If the ensemble is aware of both the technical and musical problems of a particular work, the ensemble will then tend to project itself to a higher performance level. This awareness must come forth based on the conductor’s musicianship and leadership. The authentic interpretation of a work requires continuous score study and the designing of teaching strategies by the conductor to communicate the composer’s intentions to the ensemble. It cannot be stressed too strongly how important the conductor’s musicianship and leadership are in the rehearsal process. Even during the rehearsal process, the players should be experiencing an expressive and musical performance; the conductor has the responsibility of seeing to it that this happens. In the rehearsal process, the conductor should strive to inspire the players. Unless the conductor has shown this musicianship and leadership in the rehearsal process, the ensemble will not reflect this inspiration during the concert performance.


      Unity or cohesiveness is the key to developing a fine instrumental ensemble. Add to this the qualities of musicianship and musical sensitivity and the rehearsal process begins to move in a very meaningful direction. The conductor should try to give the players as much insight into what is involved in a “musical” performance as possible during the rehearsal process. Certainly one of the aspects that the conductor must stress is practicing the music before the rehearsals, so that the rehearsal process can then be devoted to ensemble considerations rather than to just “chasing notes and rhythms.” The conductor can help this expectation by providing a schedule for the following rehearsal or rehearsals, so that players will know what they are expected to practice. On occasion, the conductor might distribute a detailed sheet to the players delineating those places that need practice and improvement in their parts. The conductor must strive to create an atmosphere of musicality and musical sensitivity in the rehearsal process. This will require the conductor to be creative and ask the question, What could be more important in the rehearsal process than to focus on musicianship and musical sensitivity?


      In summary, ensemble precision, musicianship, musical sensitivity, communication, and uniformity during the rehearsal process will happen only if the conductor is well prepared through meticulous score study and the organizational aspects have been put in place before the rehearsal process begins. It is crucial for the conductor to realize that a great deal of preparation must go into all of this before the actual rehearsal process will be successful. During the rehearsal process, there should be an integration of these five elements as the rehearsal progresses. The musicianship and leadership of the conductor should be very evident in every rehearsal process.


      Practical Application (Discussion/Demonstration)


      
        	Make a list of some ensemble performance goals to achieve within a specific rehearsal scenario.


        	What are some rehearsal objectives that the ensemble might achieve immediately in the rehearsal process? What rehearsal objectives might take more time to achieve?


        	What would you (as a conductor) want the rehearsal process scenario to be like? (How would you get this done?)


        	Review and discuss briefly the Ten Essentials of the Rehearsal Scenario as outlined above (see chapter 3 for details also).


        	What items should the conductor note in studying the score that would anticipate conducting and playing problems?


        	What are the eight (technical and musical) rehearsal priorities? What might your top priorities be in a given scenario? Why?


        	How would the rehearsal priorities dictate the teaching strategies in the rehearsal process? What is the reason behind the problem?


        	What items would you include in the rehearsal process schedule and plan?


        	What are some of the rehearsal segments and procedures to you would use in the rehearsal process as listed in this chapter? (Discuss these areas briefly.)


        	What are some of the rehearsal variables present and/or unpredictable events and problems that might occur in the rehearsal process?


        	How would you proceed to keep records of ensemble progress and begin to solve problems for the next rehearsal process?


        	How should the conductor approach teaching for awareness and learning transfer in the rehearsal process?


        	What are some specific factors involved in building a cohesive, musical ensemble?


        	Discuss the ideas of leadership and musicianship for the conductor in the rehearsal process.


        	Discuss briefly some of these conductor leadership characteristics: score study, rehearsal preparation, organization, conviction, confidence, punctuality, cooperation, persistence, enthusiasm, credibility, patience, consistency, flexibility, spontaneity, creativity, and musicality.


        	Begin to gain familiarity with the standard repertoire found in Appendix A of this book through CD listening, score study, and guidance from the conducting teacher. (See Appendix G for assignment forms.)
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      Chapter Two


      Creating the Rehearsal Environment and Climate

    


    
      Creating the rehearsal environment and climate involves three distinct categories: the physical aspect, the psychological aspect, and the musical aspect. These three aspects require careful planning and thorough preparation. To a greater or lesser extent and depending on the given scenario, the conductor is responsible for the planning and execution of all three of these aspects. The rehearsal environment and climate should reflect the conductor’s organizational ability. Pre-rehearsal planning might include among other things such items as meetings about bowings (with the concertmaster or section principals), conferences with staff members as well as players, run-through with the soloist, and guidance for the librarian and equipment manager by the conductor. In addition, the planning and preparation should also include everything that would ensure a successful rehearsal process.


      The rehearsal environment and climate may seem like rather similar terms. Specifically, the rehearsal environment refers to the scenario in a physical sense. The idea behind the rehearsal climate (or aura) is the “prevailing quality in thought, behavior or attitude of the people participating in the rehearsal process” (Roget’s Thesaurus, 1988). The climate relates more to the psychological and musical aspects of the environment. Establishing a good rehearsal scenario by the conductor allows the players to realize their potential and ensures the improvement of the ensemble. A disorganized, ill-equipped, poorly disciplined, or unmusical environment would all contribute negatively to any rehearsal process. Two of the most important items in creating the rehearsal environment and climate are the planning and preparation.


      To establish this “right” environment and climate is a critical part of the conductor’s work. Progressing as an ensemble involves raising the performance level. An environment and climate that is not conducive to concentrated and focused rehearsing will fail to produce this higher performance level. The ensemble will not realize the rehearsal process objectives and performance goals unless the “right” environment and climate exist. The conductor must be in charge of this rehearsal process. The ensemble must be cooperative and ready to respond to the conductor’s patterns and gestures, to go forward with the rehearsal procedures selected, and to understand the explanations and teaching strategies employed during the rehearsal process.


      A Utopian Rehearsal Environment and Climate


      The ideal (or utopian) rehearsal environment and climate can be realized only through the efforts and guidance of the conductor. It will not happen automatically or instantly. However, if after some length of time this “right” environment and climate are not well established, the conductor may need to reconsider what is happening that prevents the rehearsal process from approaching this utopian rehearsal environment and climate. Then it is up to the conductor to make some changes in the scenario so that the ensemble members will achieve their highest possible performance level and realize their potential.


      The conductor must envision exactly what the rehearsal environment and climate should be in the particular scenario. It is the conductor’s responsibility to implement this before, during, and after the rehearsal process. Here are some considerations:


      
        	Is there good organization in the rehearsal environment?


        	Is the ensemble of one mind as to what to accomplish in the rehearsal process?


        	Is the conductor prepared for the rehearsal process?


        	Have the players prepared their parts well before the rehearsal process?


        	Are the conductor and players ready to concentrate intensely during the rehearsal process?


        	Have the players progressed to the point of playing sensitively and musically with the other members of the ensemble?


        	Are all of the players in the ensemble watching the conductor to respond to the nuances and subtleties of the musical interpretation?


        	How much should the conductor tolerate in the rehearsal process in terms of talking, distractions, and other possible losses of concentration?

      


      Certainly, in order to achieve a utopian-type environment and climate in the rehearsal process, much long-range planning and careful preparations are necessary. Not every rehearsal process will be perfect; such a rehearsal environment and climate will take time to evolve, and in some circumstances may never quite be realized. However, as time goes on, the conductor with some concerted effort in these various rehearsal aspects should see improvement within the rehearsal scenario. The following sections cover the specific aspects that will lead to this kind of a rehearsal environment and climate—now let us consider the physical aspect, the psychological aspect, and the musical aspect in detail.


      The Physical Aspect


      The conductor must consider the necessary preparations of the physical aspects of the rehearsal environment. The physical aspects include the chairs, the music stands, seating arrangements, the music, the music library, the music folders (with pencils), the folio cabinet or rack, the chalkboard or other visual displays, the tuner and other electronic devices (including recording equipment), lighting, temperature/humidity/ventilation control, instrument storage, access to special instruments and equipment (such as harp, synthesizer, metronome, mutes, etc.) and risers, shells, podium, a rehearsal resource center as well as other equipment needed to enhance the rehearsal environment. Even though many of these physical aspects seem rather pedestrian, these are items that should be anticipated; the conductor will need to spend time and effort in planning and seeing that these physical aspects are available and “in place” for the rehearsal process.


      The chairs and music stands can be considered together. With some instruments, it will be one chair and one stand, but generally it is two chairs and one stand. (There should never be three players on one stand; this will prevent at least one of the players from watching the conductor because of poor sight lines.) One of the main considerations with chairs and stands is that there is adequate performance space for the various instruments. Some players physically need more space than others, due to the size and technical nature of the particular instrument. String players need more space than do the wind instrumentalists in most instances, because of the motion of the bow. Cellists and bassists in particular need more space because of the size of the instrument along with the bow motion. (Usually the bassist will be most comfortable with one on a stand; however, this could hamper difficult page turns.) French horn players and flutists also need space because of the way in which they hold the instrument to the side. The percussion section, depending on the kind and number of instruments, generally requires a large amount of space as well as careful organization. Space requirements here are concerned with music stands and the various percussion instruments; most percussion playing takes place in a standing position (exceptions are the timpani and trap set). Percussionists need many separate stands because of the size and spacing of instruments; they also need music stands to keep sticks, mallets, and other equipment handy. When using a music stand as a table to lay this equipment on, it is advisable to have a protective carpet, towel, or cloth to eliminate the possible noise of placing sticks, mallets, and other equipment on these stands.


      Instruments needing additional space in a seating plan include flute, bassoon, saxophone, horn, trombone, tuba, and string instruments (for bowing). If the rehearsal hall or concert stage will allow it, the conductor should experiment with opening up the spacing between players to enhance the sound of the ensemble. Besides the sound aspect, the visual aspect is an important factor in the successful performance of the ensemble. The view of the ensemble should give the impression of planned organization and neatness within the ensemble. As mentioned previously, risers and platforms can help the sound and visibility of the ensemble for the audience in a performance. In consideration of chairs and stands, here are some thoughts about ensemble seating:


      
        	Players should have the stands at a height and placement that will allow good sight lines to the conductor and yet be able to read the music without the constant adjustment of the eyes or head.


        	Conductors should experiment with space between chairs; Dr. John Paynter, late Director of Bands at Northwestern University, recommended placing chairs some distance apart to allow the sound to reverberate, in contrast to those conductors who choose to compact the ensemble (supposedly) for security purposes.


        	Use risers and platforms for both audio and visual advantages. The riser or platform will expose the ensemble for better visibility to the audience and aid the players in watching the conducting patterns and gestures. Woodwind sounds tend to be buried in the orchestral ensemble unless they are placed on a higher level with risers or platforms.


        	Horns need to have some reflection of their sound either against a wall or with some material placed behind these players.


        	Do not point directional instruments within a section at a 90-degree angle to each other; this will negate the sound and cause some unevenness in terms of the sectional balance.

      


      At this point, it would seem proper to discuss the positioning of the various instruments in a specific seating plan or arrangement. There are many published seating diagrams, and therefore, a repeat of this material would be redundant. Sources listed at the end of this chapter contain some examples of these diagrams. This does not mean that such matters are unimportant. Decisions regarding the placement of the instruments are crucial in terms of ensemble tone, balance, blend, precision, and the general performance success of the ensemble. The conductor is responsible for the instrument placement in the ensemble. The conductor should use standard seating arrangements until he or she finds a more suitable one for the ensemble. On pp. 391–94 in The Art of Conducting, Hunsberger and Ernst present some standard seating diagrams.


      The final decisions about the seating arrangement are best left to the discretion of the conductor based on (1) previously published seating charts, (2) standard or traditional seating plans, (3) the creativity of the conductor, (4) the acoustics of the rehearsal and performance halls (including curtains and shells), (5) the size of the ensemble, (6) such practical performance considerations as strengths and weaknesses within the ensemble, and (7) the placement of the directional instruments. Some experimentation may be necessary to determine the most effective seating plan. The available space in the particular performance facility may be a contributing factor in this instrument placement. Duplicate this placement in the rehearsal hall.


      The orchestra seating is standard with some slight variations. These variations include the interchange of the viola and cello sections and the placement of first and second violins on opposite sides of the conductor. Occasionally, the string basses are placed in a slightly different position. The woodwinds have a standard placement with the principal players together to improve hearing among these parts. There are sometimes slight changes in the brass and percussion families due to space availability. The placement of special instruments, such as harp, piano, celesta, and saxophones, tends to be determined by the prominence of their parts in the musical context of the ensemble. Piccolo, English horn, bass clarinet, and contrabassoon are usually placed at the end of their respective sections.


      The concert band traditionally has shown more flexibility in instrument placement. Because much of the concert band instrumentation consists of wind instruments, the conductor must take care to place the various instruments in a position that will enhance the balance and blend of the ensemble. Some of the instruments, such as the trumpets and trombones, are directional instruments and can pose balance problems in relationship to instruments that have less projection potential. For example, one could place these directional instruments in a straight line and played toward the conductor. If some of these directional instruments are placed so that they are playing directly into each other, there will be a cancellation of the sound. The strengths and weaknesses of the various sections of the ensemble in a given scenario could also be determining factors in the concert band seating arrangement.


      The wind ensemble instrumentation tends to be placed in straight lines facing out toward the conductor and audience rather than in the semi-circle arrangement of the band and orchestra. This is because the wind ensemble as constituted has many parts with only one musician on a part (or two musicians depending on the projection potential of the instrument), and the point is that the conductor with this ensemble should be concerned with good clarity of the lines and balance of the parts. Positioning the instruments may require some experimentation to discover what will work best for the particular ensemble and the selected repertoire. Risers and platforms can enhance the wind ensemble performances.


      Smaller combinations of instruments could be based on the orchestra or band alignment with adjustments to suit the selections and the ensemble space. In some works for special ensembles, the composer may provide a seating plan within the score. Particularly in contemporary music, the composer may wish to space or group the instruments in such a way as to enhance a certain combination of instruments. On occasion, there may be a need to place the instruments in an antiphonal situation to realize the composer’s intentions. There are many ways to configure this seating. Smaller ensembles may need to use shells.


      Base the decision about instrument placement in the ensemble on five main points: (1) the directional sound of the particular instruments, (2) the proximity of the related voice parts to each other (such as soprano, alto, tenor, and bass), (3) the family of instruments, (4) similarity of parts, and (5) the overall balance and blend of the ensemble. Certainly the volume of sound that potentially can be produced by the specific instruments, and the placement of instruments with unique considerations, such as the French horn where the sound is delivered backward, or the percussion section (although they may be the most visually attractive instruments in the performance), seem to be relegated to the back of the ensemble or to the conductor’s left side and these should also be considered in terms of placement. The percussion section can also benefit from having more space so that the taller instruments do not obstruct the vision of the players toward the conductor. Seating of the ensemble can be problematic because of weak sections, balance problems, and general acoustics. The conductor might experiment with various seating arrangements from time to time. Therefore, the conductor should carefully plan the physical rehearsal environment (such as positioning the strings somewhat obliquely so that all of these players can see the conductor better).


      Dealing with the Music


      Obtaining the music can be problematic in certain situations. A knowledgeable and efficient music dealer can be of great help for the instrumental conductor in locating the various selections. These music dealers are in constant contact with the publishers and distributors, and are able to locate the desired composition. Likewise, the conductor can search the Internet for music material through large music establishments or by the specific selection. Particularly with the orchestra, much of the repertoire is available through rental. The standard orchestral repertoire is available for purchase or through rental from Edwin F. Kalmus, a music publisher in Florida, or Luck’s Music Library in Michigan. In some instances, the individual composer or publisher of the work may need to be contacted directly to obtain the specific music. There are also other publishers and outlets such as Educational Music Service, Boosey and Hawkes Rental Library, G. Schirmer, Inc., Presser Music Company, and Broude Brothers that handle music above and beyond this standard repertoire. With more recent works, the conductor may need to do some research to find who is publishing or handling the newer compositions. In many cases, the publisher will be able to furnish perusal scores to help the instrumental music conductor decide on the particular selection before making the purchase or rental. An important source for orchestra repertoire is David Daniels’s Orchestral Music: A Handbook, 4th ed. For the concert band, Frank L. Battisti’s The Winds of Change is one of the current literature resources.


      The music, music folders, music cabinet or sorting rack, and the music library are considerations in establishing the physical rehearsal environment. The conductor who does not have the music “ready to go” before the rehearsal process risks losing some respect from the players because of the obvious lack of good organization. This also involves some advance planning and preparation of the music. These items include selecting the music, obtaining the music (purchase or rental), marking the music, having it placed in the music folders or assigned to players, and then organizing the folders in a cabinet, sorting rack, or another system for quick access. (In some scenarios, the music librarian is responsible for having this music in the folders or placed on the proper music stand before the rehearsals begins.) Especially with orchestra music, the conductor and/or librarian needs to be knowledgeable about instrument names in foreign languages for the correct organization of the music into the folders (such as fagotto, cor, tromba, tamburo, pauken, gross trommel, and many other foreign words for the various instruments).


      Along with score study, the conductor may find it necessary to mark the parts with bowings and fingerings (positions), meter changes, key changes, dynamics, articulations, accents, phrasing (breathing and bowing), balance changes, and vertical marks for both pulse identification and style indications before they are placed in the folders. In addition, the conductor could highlight certain instructions such as pizzicato, arco, mute, open, clef changes, cuts, repeats, special effect markings, and many other kinds of indications. Marking the parts before the rehearsal in this manner will save time during the rehearsal process. The conductor must take into consideration the maturity level of the players when deciding which items in the parts to mark. Student and amateur groups probably need more help than does the professional ensemble in this regard.


      Check rehearsal numbers or letters to determine that there is a sufficient amount of these numbers or letters as this will save considerable time in locating specific measures during the rehearsal process. Sometimes having each measure numbered can be beneficial in identifying the spot. Likewise, score and parts comparison can detect printing errors or omissions. Having music folios with a pencil pocket and pencil can provide for the quick marking of parts during the rehearsal process. Inevitably, some marking will be necessary during the rehearsal process as the occasion arises.


      The music library must be well organized with cross-indexing of the composer and the selection for efficient access. Today most music libraries are cataloged on database software. With this technology, the conductor or music librarian can now organize music into many different categories and access it quickly for consideration. A large sorting table, a music sorting rack, or a music folio cabinet will make it easier to organize and distribute the music. Keep the music in score order. (This requires that the music librarian knows score order for the particular ensemble.) Replace lost or damaged parts and scores immediately. In some cases, the musical scores may be indexed and kept in a separate place for conductor access.


      Visual Strategy


      The attractiveness and organization of the rehearsal room is an important consideration for the conductor. Chalkboards, bulletin boards, or other ways of displaying material and disseminating information in the rehearsal room or hall are appropriate in organizing the rehearsal environment. Visual strategy should also be aesthetically pleasing to enhance the environment. Colorful (and musical) posters or pictures add to the aura of the rehearsal facility. In educational settings, display playing and rehearsal concepts in large print as a reminder to the players—such as “Listen!” The rehearsal area should be clean, neat, and organized to reflect the efficiency of the conductor. In this way, the conductor has the opportunity to be creative and enhance this visual environment.


      All kinds of important announcements can be displayed in the rehearsal environment to reinforce what the conductor might otherwise announce during the rehearsal process. This could save some valuable rehearsal time by simply calling these announcements to the attention of the players for them to follow up after the rehearsal process, with a reminder if needed. Likewise, the conductor should list the order of pieces for the rehearsal process with not only the title, but also the composer and other significant musical information. This is so that the ensemble is ready for the next selection in the rehearsal process. A PowerPoint presentation might be a possibility to display these important announcements or the repertoire.


      The chalkboards or bulletin boards in the rehearsal environment could be used to show (1) the order of selections to be rehearsed, (2) a list of scheduled coming events, (3) other important announcements and reminders for the ensemble, and (4) the displaying of this needed information as a teaching tool (on a lined chalkboard) during the rehearsal process. Chalkboards, bulletin boards, charts, pictures, posters, and other wall displays serve to inform the participating musicians of important items and at the same time keep the surroundings attractive. PowerPoint technology (if this equipment is available) in the rehearsal hall could certainly be an effective means to use for visual strategy. By listing the repertoire for the upcoming rehearsal process on the chalkboard, the players can be ready to rehearse the next selection. This is particularly helpful for the percussion section because they must organize the various instruments. Such a listing also indicates to the ensemble that the conductor is organized and prepared for the rehearsal process.


      Special Instruments and Equipment


      An electronic tuner, recording equipment, and other necessary devices should be available in the rehearsal area. In addition, there should be access to special instruments, such as piano, harp, synthesizer, and unusual percussion instruments (wind machine, thunder sheet, bell tree, etc.). Special equipment such as a metronome, mutes, and video equipment should also be a part of the rehearsal environment. In the orchestra rehearsal area, there are such items as bass chairs or stools, cello boards or stoppers, available strings, and storage racks for cello and bass. In the band and orchestra rehearsal area, the percussion instruments and equipment would predominate in terms of special needs. Organize sticks and mallets for quick access during the rehearsal process. In both ensembles (orchestra and band), there might be a need for special mutes for brass instruments or for reeds and pads for the woodwind instruments. The more permanent equipment found in the rehearsal environment could be obtained through the Wenger Corporation in Owatonna, Minnesota.


      There are numerous tuners available for use in the rehearsal process. The stroboconn, strobotuner, Johnson tuner 520 model, and the Korg AT-12 are examples of these tuners. I recommend employing a tuner that sounds the pitches (tone-generated) before the tuner that visually indicates pitches as flat, sharp, or in-tune. If the common procedure is for a particular instrument (and player) to sound a pitch in establishing a pitch level for the ensemble, it is important for that player to have a tuner available to secure the accuracy of the pitch. Then another tuner could also be available for the players to check individual pitches before the rehearsal process begins.


      The recording equipment needed in the rehearsal process should include a stereo playback system, along with a turntable, CD player, double cassette deck with remote control, high-quality speakers, and good microphones. The quality and placement of microphones in the rehearsal environment will greatly enhance the recording fidelity of the ensemble during the rehearsal process. A review of this rehearsal tape by the conductor can help to evaluate the ensemble progress in the rehearsal process and be a rehearsal evaluation tool in general. Recording the rehearsal process can be of tremendous value in preparing for future rehearsals and the concert performance. Consideration of the recorded quality is important to the conductor during this evaluation of the rehearsal process.


      Since the percussion section comprises so many and varied instruments, this is also a consideration for the conductor in having the needed instruments and equipment available in the rehearsal environment. The percussion section leader should be the driving force in seeing that the instruments and equipment are organized, maintained, and available as requested by the conductor and as needed for the work at hand. Cymbal stand, percussion workstation, timpani mallets, concert snare drum sticks, gong mallet, bell mallets, chime hammers, and much more are all part of this percussion equipment. It is crucial that all of these percussion instruments and equipment are organized and in satisfactory playing condition. Contemporary music demands a great variety and number of percussion instruments as well as the auxiliary equipment to be available. The percussionist should be encouraged to purchase some of these sticks and mallets and to be able to wrap mallets and maintain this equipment.


      Risers or Platforms, Shells, and Conductor’s Podium/Stand


      The permanent or portable equipment such as risers or platforms, shells, and the conductor’s podium/stand are important components in the rehearsal hall or room. Having these items available and integrated properly into the particular environment helps instrumental ensemble players to hear each other and see the conductor. Portable risers or platforms, movable shells, and the adjustable conductor’s podium/stand are better for the obvious reasons that they can be adapted to the various situations. Duplicate this same setup as much as possible in the concert hall to avoid conductor or player disorientation. Risers or platforms for some of the instruments such as woodwinds and brass can enhance both the visual and audio aspects for the ensemble.


      The conductor’s podium and stand come in a variety of forms. The podium and stand differ in that the stand has little or no resemblance to the podium, and in many cases, involves a regular music stand that moves easily. In all instances, the conductor’s stand needs to be adjusted to the desired height. One of the most important considerations is the height of the podium as conductors come in various sizes from short to tall. Some conductors may need no podium at all, while others will require a rather high one. The crucial concern is always the sight lines of the players, so the conductor is able to communicate visually with the ensemble. Place the conductor’s podium and stand somewhat beyond the ensemble so that the conducting patterns and gestures are clear to all of the players. (In the rehearsal process, an additional stand could be positioned by the conductor’s stand to hold extra music or the rehearsal plan and schedule. The conductor’s stand may also have a shelf below.) A conductor’s chair or stool on the podium may need adjustment for a clear view of patterns and gestures.


      The use of risers, platforms, or staging will enhance the ensemble visually and audibly both in the rehearsal process and in the concert performance. I recommend portable risers on a flat floor above permanent, built-in risers. This allows for flexibility in positioning the various instrumental sections. The acoustical shells or panel system will reflect the sound of the ensemble forward to the audience and in most cases help the players hear the rest of the ensemble better. As mentioned previously, adjust and place the conductor’s podium and stand properly to achieve maximum visibility of the conductor by the players. In doing this, the main consideration is for the players to be able to see the conductor’s beat patterns and gestures comfortably.


      Room Controls, Instrument Storage, Instrument Repair Room, Practice Rooms, Office Space, and a Rehearsal Resource Center


      Temperature, humidity, and ventilation control and accessible instrument storage are essential aspects in making the rehearsal area as pleasant and comfortable as possible for the participants. Temperature and humidity control are absolutely necessary in places where stringed instruments, harpsichord, piano, and woodwind instruments are played and/or stored. Ventilation (air-conditioning and heating) control is important for the player’s comfort, especially in the rehearsing of large ensembles. Instrument storage should be secure, with convenient and easy access to the rehearsal area. All of this will help provide a rehearsal environment in which the players can concentrate and respond well.


      Lighting should be above or behind the ensemble and not in the eyes of the players (which often occurs with lighting trees). Ventilation (blowers or fans) should be controllable and silent during the rehearsal process. Instrument and other storage such as a percussion cabinet, string instrument storage racks (especially for cellos and basses), and other instrument and equipment storage should be a part of the rehearsal environment. There are many storage units available for these instruments and equipment.


      Instrument repair facility (containing repair equipment, workbench, supplies, etc.), practice rooms, office space, and a rehearsal resource center are important auxiliary parts to the rehearsal environment. To upgrade such an environment that presently does not have these facilities may take some long-range planning and persuasion between the administrative personnel and the conductor concerning the necessity for these changes. Purchase portable practice modules with environmental control of the acoustics if space and financial resources are available. Other larger adjoining rooms (soundproofed) can provide for smaller ensembles and sectional rehearsal space. In most instances, an office for the conductor and the music library should be in close proximity to the rehearsal facility if possible. The rehearsal resource center might contain the stereo system with speakers, turntable, cassette player, and CD player, a keyboard and a computer.


      Audio Characteristics


      Having considered all of these physical aspects above, the bottom line is whether the conductor can hear the players from the podium in terms of what is being produced in the rehearsal process. If the conductor cannot hear the various players of the ensemble with a true perspective of the sound, the efforts put forth by the players and conductor will depreciate. The acoustical characteristics of the rehearsal room are significant for performance success. The proper application of acoustical tile or panels, floor material, carpeting, adjustable curtains, adjustable doors, ceiling height, and so on are all very important elements in the physical rehearsal environment.


      I must stress two considerations here: (1) the acoustics in the rehearsal environment must be adequate so that the players can hear what is happening within the surrounding sonority, and (2) the conductor must foster in the rehearsal process the ideas of listening and musical sensitivity. If the players cannot hear each other because of poor acoustics or distortions in the room, then much rehearsal time will be wasted. (The recommended reverberation time is 1.50–2.00, although this might vary with the size and makeup of the instrumental ensemble.) If these two considerations are not present, then the ensemble will have great difficulty in achieving finesse in terms of intonation, balance, blend, and precision in the rehearsal process. I discuss this in depth in Chapter 3: The Ten Essentials of the Rehearsal Process Scenario—Essential No. 6: Listening and Sensitivity.


      If the concert is held in a different location from most of the rehearsals, then a rehearsal or two should be allowed in the concert hall before the performance. Failure to do this will mean that the players may be somewhat uneasy about playing in the new location and the performance will suffer. Most of the adjustments pertain to the acoustics in the performance facility. It will require some time and careful listening in the performance hall to achieve this desired precision, balance, blend, and intonation. With a performance hall that is considerably different from the rehearsal facility, such performance aspects as tempo, style, and dynamics may need adjustment before the concert performance. Sound checks for the ensemble before the performance will be absolutely necessary.


      The Psychological Aspect


      Creating a good climate psychologically is not nearly as concrete or easily accomplished as the physical aspects of the rehearsal environment. In essence, the various messages that the conductor sends to the players constitute the psychological aspect in the rehearsal environment. The conductor needs to convince the players that they are there for the improvement of the total ensemble as well as for their individual progress as players. The attitude and verbal feedback of the conductor in the rehearsal process should help the players become more confident about making some of their own musical decisions. Psychological messages, which should permeate the rehearsal environment and climate, are those of excitement, challenges, accomplishments, and especially musicality. The following are some of the messages that the conductor needs to transmit to the players during the rehearsal process:


      
        	I (the conductor) am interested in making this ensemble as cohesive and musical as the potential will allow.


        	I respect your ability and musicianship as players.


        	I have prepared well and I expect you to do likewise.


        	I do not intend to waste time in the rehearsal process.


        	I want to help you as individuals and as a group to play better.


        	I want to establish a rehearsal process that is efficient and effective.


        	I want to make you aware of the ensemble sonority and the relationship among the various parts (expressive and structural features).


        	I want this ensemble to be based on sound, fundamental musicianship (tone, rhythms/rhythm patterns, articulation/bowing, style, phrasing, intonation, tempo, balance/blend, dynamics/nuances/musical expression, and precision).


        	I want this ensemble grounded on the proper fundamental techniques of posture, embouchure, breath control (winds), bow control (strings), stick control (percussion), articulation, finger technique, etc.


        	I want you to feel a sense of accomplishment in the rehearsal process. Your contribution is important to the ensemble.


        	I want you to grow as a musician and ensemble member through intense concentration in this rehearsal process.


        	I want you to feel the “joy” and “thrill” of playing in this rehearsal process.


        	My praise or criticism of your performance is sincere and stated for constructive purposes only.


        	I want you always to strive to do your best.


        	I want you to feel self-confident about your playing. (The conductor should send the message that he or she has confidence in the players to make good decisions.)


        	This is a cooperative venture between the conductor and the ensemble.

      


      The conductor should deliver these and many more in a way in which the players are not getting mixed messages. This involves the quality of consistency from the conductor. In summary, in the rehearsal process, the conductor should create this positive, comfortable environment and a climate of cooperation and mutual respect with the players. This will contribute to the rehearsal process objectives and ensemble performance goals that are to build a cohesive, musical ensemble, to prepare for a musical performance, and to help realize each individual player’s potential, technically and musically. It is important to realize that in the rehearsal process, there are always elements of confrontation and compromise. This is inevitable in the process of solving rehearsal problems. How the conductor handles these problems with the ensemble will greatly determine the success or failure of the ensemble and its conductor.


      It is important in the rehearsal process that the players respond in a positive way toward the conductor and what is happening in the rehearsal process. This is not necessarily an immediate response in every scenario. However, over time this positive response must be sustained in the rehearsal environment. Otherwise, the conductor must somehow “change the game plan” so that the players’ attitude and work ethic will show this positive response. This attitude involves a number of aspects I discuss later in this chapter, such as motivation, enthusiasm, concentration, and discipline. This is necessary for the rehearsal process to be productive, resulting in the improvement of the ensemble, for the progress of the players and for the preparation of the concert repertoire. For example, if the response from the players is such that the conductor is unable to be productive in the rehearsal process, then the conductor must evaluate and discover what he or she can do to change this scenario. Leaving this situation as it exists will only cause frustration with the players and “burn-out” for the conductor.


      Motivating the Ensemble


      Motivation will be accomplished in many different ways. Every conductor must find his or her way to motivate the players in a given scenario. With good preparation for the rehearsal process, the conductor will gain considerable credibility with the ensemble. Much depends on the ensemble maturity and the formulated ensemble performance goals as to what the successful approach will be in motivating the ensemble. One very important reason in motivating any ensemble is to attain from each player individual practice outside of the rehearsal process, and thereby to maintain and improve the performance level of the ensemble, technically and musically. In the rehearsal process, the conductor should constantly strive to challenge the group to play better. Gear these motivational techniques to the level of the ensemble. The conductor should hold out the “carrot” so that the players are always striving for a higher performance level. This can be done in many different ways before, during, and after the rehearsal process.


      Rapport, cooperation, and mutual respect—all of these terms relate to motivation. The conductor must initiate this motivation. The eventual goal is to achieve self-motivation from the players. The quality of leadership in motivating players at every level becomes evident in the final product. This is not to imply that if the performance is good that the method of motivation is necessarily proper and valid. Fear and guilt—the great motivators—may achieve a good performance, but will probably not realize a great performance. Especially at the educational level, if not in the professional ranks, there needs to be some consideration given to how the players feel about the means to the end. The conductor, in most instances, should know the names of the players and call them by first names in the rehearsal process. The selection of music can certainly be a motivational factor with most ensembles. If they feel that the music is worth rehearsing and playing, they will work more intensely in the rehearsal process and practice the music outside of the rehearsal process more diligently. The challenge is in playing the music at the highest possible performance level, and not in winning superior ratings, plaques, or trophies.


      Daniel L. Kohut (1985, 90–91) recommends the following techniques for external motivation (in the school environment):


      
        	Gain the respect of your students by demonstrating your knowledge of music and ability as a musician.


        	Praise the students when they deserve it, and do it enthusiastically and sincerely.


        	Give the students specific performance goals to work toward; provide them with a sense of purpose.


        	Give your students a sense of achievement.


        	The best motivator should be the music itself.


        	Schedule enough public student performances so that students always have a concrete goal—a real reason to practice and improve.


        	Probably most important is to stress small ensembles.


        	Invite guest conductors to rehearse your ensembles, and guest clinicians to give master classes to your students.


        	Provide a good balance between the study and practice of fundamentals and real music.

      


      At the professional level, much will depend on the musicality of the conductor; it will take a very short amount of time for the players to evaluate the conductor. This positive evaluation will motivate the professional player to cooperate and achieve a great performance. The professional conductor must come before the ensemble totally prepared musically and proceed in a straightforward, businesslike manner. There may be exceptions to this approach such as Sir Thomas Beecham, who was able, through his sheer personality and uniquely humorous nature, to gain respect from the professional ensemble. (In a television interview with the young Maestro Leonard Slatkin, I asked whether he ever felt intimidated by players twice his age. His reply was that within a few minutes after the rehearsal process begins, the players will make a judgment in terms of respect and cooperation.) There is no need to present yourself in any other way than “to be yourself” and to be well prepared musically. The ensemble will make an individual and collective judgment regarding your leadership and musical qualifications. The conductor’s musical interpretation can certainly be a motivational factor for the professional ensemble.


      Concentration, Discipline, and Enthusiasm


      Rehearsal concentration involves the lack of distractions and an ensemble intensity that the conductor must initiate in the rehearsal environment. It is worth contemplating that frequent stops to make corrections in the rehearsal process may lead to these distractions and a loss of concentration. Frederick Fennell stated that in a conducting seminar with the famous Eastman Wind Ensemble, he kept rehearsals to a minimum, but the concentration level was always very high. (In some situations, this might even mean taking away a visible clock as a distraction in preventing “clock-watching.”) How the rehearsal process begins is a factor that the conductor should consider. Likewise, the conductor should find ways of involving most of the players in the rehearsal process to avoid lapses in concentration. He or she can effectively pursue this rehearsal concentration during the warm-up and tuning periods of the rehearsal process. One of the main goals for the conductor is keeping the ensemble alert for the entire rehearsal process. Discipline within the instrumental music ensemble encompasses two areas:


      
        	The usual idea of not allowing talking, inattention, or other distractions to occur in the rehearsal process


        	The mental discipline in music performance necessary to play well throughout the rehearsal process

      


      There are many points to discuss in the area of discipline. In the instrumental music ensemble rehearsal process, the conductor should acquire a sense of group dynamics; this is just as important as a psychological approach with the individual player. This is because the conductor is dealing with the whole group. The use of psychology in the instrumental music rehearsal process involves a massive amount of material; I do not attempt to include this information here. The eventual goal with any ensemble is for the members of the group to develop into a strongly self-disciplined ensemble. The conductor should avoid embarrassment to the players whenever possible; this can foster a belligerent attitude from the players or, in some cases, intimidation and a loss of self-confidence. By making the rehearsal process a cooperative effort, the conductor can diminish discipline problems considerably. The rehearsal environment needs to be a quiet, thoughtful one in character. This does not necessarily mean absolutely no talking by the players, but it depends on the scenario and whether this talking would detract from teaching and learning in the rehearsal process. The conductor should speak softly, not loudly, to get the attention of the players. If the atmosphere of the rehearsal process is one of talking or distraction, the conductor must find ways to eliminate this behavior. If the rehearsal environment will not allow for this concentration, teaching, learning, and musical improvement, then it must be changed.


      One of the keys to discipline problems in the educational rehearsal environment is consistency. The conductor must be consistent in discipline procedures and the treatment of the players. The conductor should not send mixed messages by being inconsistent from rehearsal to rehearsal. The expectations of the conductor with the players should reflect this consistency. The conductor must treat the players with respect and yet firmness. The conductor should always be consistent about his or her performance evaluations of the players. The bottom line for discipline or classroom management in the educational rehearsal environment is what the conductor will tolerate, and this should be at an attention level that will allow for effective teaching, learning, and wonderful music making. Below are some ideas proposed by Dr. Darwin Walker (1998, 57) concerning discipline principles applicable to school ensembles:


      
        	Be sure that the students understand the reasons why certain behavior is expected and what that behavior is.


        	Be generous with praise.


        	Young people need to be needed. Make them part of the ensemble.


        	Young people who are interested and active are rarely behavioral problems.


        	Keep class activities moving.


        	Be firm, be fair, and “mean what you say.”


        	Be consistent.

      


      Enthusiasm in the instrumental ensemble rehearsal is an important ingredient in maintaining concentration and discipline. In selecting the music to rehearse and perform, consideration must be given to repertoire in which the conductor can generate strong interest and enthusiasm for the music. Initially, the conductor needs to be excited about the repertoire. Then the ensemble, in the way that the music is presented to them by the conductor, will “catch fire.” Closure is important at the end of the rehearsal process to give the impression of good planning in order to retain the enthusiasm for the music and for what has transpired in the rehearsal process. Enthusiasm for what is going on in the rehearsal process can decline if the conductor is constantly stopping for corrections or for detailed work that tends to disrupt the flow of the rehearsal process. If the music is too difficult presently for the ensemble, it will necessitate the conductor stopping frequently. In such circumstances, the conductor may need to consider different repertoire. Likewise, a generally negative attitude on the part of the conductor can curtail rehearsal enthusiasm as well. The conductor needs to stimulate interest and enthusiasm through various procedures in the rehearsal process and be an inspiration to the ensemble. The rehearsal process should be a rewarding experience for the players.


      Attitudes in the Rehearsal Process


      Finally, in the discussion of the psychological aspect of creating a rehearsal environment and climate, the prevailing attitude of the conductor and players becomes an important factor. The conductor must come before the group in a professional way with the thought of accomplishing as much as possible to improve the ensemble performance. The conductor’s preparations for the rehearsal process are paramount in “getting things done.” The conductor’s attitude must be a positive one and consistent from rehearsal to rehearsal. This preparation involves meticulous score study along with all of the other physical preparations discussed previously. The final ingredient would then be the musical aspect that follows this section.


      Likewise, this positive attitude by the conductor should pervade the entire rehearsal environment and climate, so that the players are motivated to acquire this same attitude. The conductor comes before the ensemble under the presumption that the players are also there to achieve the planned rehearsal process objectives. The conductor must state these rehearsal objectives clearly to the players during the rehearsal process. The development of good player attitude is both a long-range and short-term situation. The development of this attitude involves many factors before, during, and after the rehearsal process. Certainly, the personality and preparation of the conductor are important factors here. The conductor can only expect a positive attitude from the ensemble if there is rapport, cooperation, and mutual respect. Every conductor should sense how the ensemble is responding to the conductor and make changes if the response is not a positive one.


      The player’s attitude registers in various ways not only during the rehearsal process but also before and after the rehearsal. The conductor will need to observe this in the way the players behave and approach the rehearsal process. If the player seems to be intent on getting the instrument out of the case and adjusting the instrument for the beginning of the warm-up period in a constructive way, it is a good indication that the player has the right attitude. If the warm-up is done (or begun) individually, the conductor should observe whether the player executes this warm-up properly. If the ensemble warm-up is executed as a group, the conductor should observe the demeanor and attitude of the players in terms of alertness, concentration, and cooperation. The end of the rehearsal process should be one in which the conductor feels that the individual players are leaving the rehearsals enthusiastically and with a sense of accomplishment. Here, there may be some individual or section playing just to clear up a passage. There may be some discussion about the music or the whole rehearsal process in general. I hope the players are not running for the door to escape because of what has transpired during the rehearsal process!


      Teacher-Student and Conductor-Player Relationship


      Both the teacher-student and the conductor-player relationship need to be fostered carefully. Although there are similarities between these two relationships of teacher-student and conductor-player, there are obvious and yet subtle differences. In the classroom, the teacher-student relationship will vary considerably based on the philosophy of the teacher and the approach to classroom instruction that the teacher finds to be effective. The classroom teacher is dealing mostly with cognitive information and individual student evaluation as opposed to the conductor, who is trying to develop performance skills and musicianship with the ensemble in addition to the informational aspect of teaching and learning in the rehearsal scenario.


      In the conductor-player relationship, rapport, cooperation, and mutual respect must predominate. Without these qualities present in the rehearsal process, the rehearsal process objectives and ensemble performance goals cannot be achieved. With the conductor-player relationship, the development of performance skills and musicianship is a gradual task and the achievement takes place over an extended period. The conductor should evaluate where each player is in the developmental process and provide the necessary guidance for this continued development. The conductor must find the way in any given situation to impose on the players a sense of self-responsibility in order to realize this continued development in the rehearsal environment. To attempt to list ways of fostering this relationship would involve at least another volume on the psychology of conducting and teaching. This will only to suffice to say that these positive relationships are a necessary part of the conducting, the teaching, and the whole ensemble rehearsal process.


      The developing conductor must realize that these relationships between the conductor and players need to be fostered carefully. Especially for the advanced conductor, he or she must guard against being too flippant or for wanting everyone to like the conductor immediately. This relationship will need to be fostered over time and be based on respect and credibility. If the conductor has prepared well and treats people with dignity, the players will eventually respond in a positive way. This may require considerable patience on the part of the conductor in a given scenario. Again, the conductor should evaluate the progress periodically in fostering this relationship with the players, and if needed, make an effort to change the approach.


      Presence and Aura


      The rehearsal environment should have a presence that fosters this rapport, cooperation, and mutual respect. The conductor must set the tone for the rehearsal environment and climate by allowing the players to ask questions and have the freedom to be creative. However, the conductor at the same time should control this psychological environment to maintain the concentration and discipline needed in the rehearsal process. This involves both the physical aspects and the psychological aspects discussed above. The psychological environment should not be threatening or hostile to the players; otherwise, the players will not respond positively in the rehearsal process. This presence involves the conductor’s personality and attitude as well as many other physical and psychological factors in the given rehearsal scenario.


      In addition to this psychological aspect, an aura or ambience of musicality should pervade the rehearsal process. The conductor, of course, is mainly responsible for fostering this aura of musicality. This is accomplished through the conductor’s musical approach and by making musicianship and musical sensitivity the primary goals in the rehearsal process and the concert performance. In the final analysis, this will happen only if the conductor’s musicianship is on a very high level, and he or she is able to communicate this musicality and musical sensitivity to the ensemble during the rehearsal process. In the rehearsal process, the conductor accomplishes this communication through the conducting patterns and gestures along with verbal comments and demonstrations.


      The conductor should make every effort to enhance the surroundings musically. The rehearsal process must not deteriorate into just “chasing notes and rhythms,” as this will only be a very small part of what is to be accomplished in the rehearsal process. Such an approach will definitely overlook the goals of building a cohesive, musical ensemble, providing the players and ensemble with an environment for growth, and preparing the ensemble for a quality concert performance. Many performances show this lack of musicality. Most of the blame dwells with the conductor unless there are extenuating circumstances beyond his or her control. If this is the situation, the conductor must then evaluate and change the rehearsal process to improve the rehearsal surroundings musically in time. This brings us to the third aspect of establishing the rehearsal environment and climate—the musical aspect.


      The Musical Aspect


      The third aspect within the rehearsal environment and climate is one of musicality. The ensemble will reflect what the conductor does musically in the rehearsal process. If the conductor shows little concern for the musicality of the composition being rehearsed or displays a general lack of musicianship while rehearsing the ensemble, the players will tend to ignore such performance elements as style, dynamics, phrasing, nuances, and musical interpretation. It is very easy for the conductor (especially with school groups) to become enamored with only having the ensemble play together and realize most of the notes and rhythms. Too often, the musical concerns are ignored in the rehearsal process.


      Even a simple term such as “fortissimo” expressed by the conductor will tend to create a better musical climate than just saying “very loud.” Another example is the use of famous composer’s names such as Beethoven for rehearsal letter “B” or Mozart for rehearsal letter “M” to reinforce and to identify alphabetically rehearsal letters (avoiding misinterpretation of the first consonant) in the music during the rehearsal process. These two cited examples of promoting musicality may seem insignificant, but this sort of creative activity will foster a more musical scenario. The initial step for the conductor, through score study, is to assimilate the musical content of the works to be rehearsed. The conductor must communicate to the ensemble the essence, spirit, and musical details of the work in the rehearsal process. Then the rehearsal process will begin to take on a climate wherein producing music becomes an effort by the ensemble to play as musically and expressively as possible.


      Musical Conception of the Work


      To foster this musical aspect in the rehearsal environment, the conductor should be mainly concerned about presenting the composer’s intentions and in realizing his or her conception of the musical interpretation with the players. This is why careful score study becomes so essential for the conductor. Coming to the rehearsal process without a clear and musical conception of how the work should sound will waste rehearsal time and make little progress toward the concert preparation. The players will quickly discover in the rehearsal process whether the conductor has done his or her homework. Without this score study and preparation by the conductor, only the notes and rhythms will be a concern for the ensemble in the rehearsal process. The conductor will need to be ready to communicate these musical aspects to the ensemble or risk losing credibility with the players in the rehearsal process. Chapters 12–15 (Part IV: Musical Priorities and Teaching Strategies) contain additional material on musical interpretation and the various musical aspects to be pursued within the rehearsal process.


      The conductor must come to the first rehearsal totally prepared to communicate this conception of a work to the ensemble. The conductor cannot be learning the score while conducting it in the rehearsal process. If the conductor has not spent the necessary time in score study to have a clear conception of the work, what results is a rather groping approach on the part of the conductor to discover even the essence and spirit of the work. The conducting technique will be unable to express the conception because of the lack of score study. The conductor will not have anticipated the conducting or rehearsal problems, let alone have teaching strategies available for solutions to these problems. This, of course, leads to wasted rehearsal time because the conductor does not know how the work will really sound or how to approach what needs to be done in the rehearsal process. Taking care of the details in the rehearsal process will not occur if the conductor is inept or unprepared in comparing the ensemble performance with the conceived musical interpretation.


      The musical interpretation conceived in score study should be the major step toward arriving at the final concert performance. However, this conception may change somewhat as the rehearsals progress. The conductor should be open to these musical interpretation changes. Many factors may influence the conductor to revise the original musical interpretation. For example, the conductor might reconsider tempo in the light of the technical prowess of the ensemble, or the performance facility acoustics may prove to be an influence on the tempo. During the rehearsal process, the conductor may find some passages in which certain conceptions do not work, and this will demand a change in the musical interpretation. Of course, the more mature ensemble will be able to produce the musical interpretation conceived by the conductor with fewer changes because of their technical and musical advancement. However, the conductor can benefit from the rehearsal process in that this conception may change if in the judgment of the conductor the musical interpretation will be enhanced. It is obviously important to make these changes early in the rehearsal progression and not just before the concert performance.


      Ensemble Awareness


      One of the primary duties of the conductor is to make the ensemble members aware of what is happening around them. This is done in a number of ways. The conductor can call attention in the rehearsal process to certain lines, doublings, phrases, and so on, thereby identifying for the players what they should be listening for at any given point. Likewise, attention needs to be directed toward improvement of such priorities as intonation, balance, blend, articulation, and tone, and many of the other priorities in order to enhance the ensemble’s performance in the rehearsal process. The conductor can promote this awareness through:


      
        	Isolating technical and musical problems: Discover the problem and isolate the passage or phrase that needs attention. Then integrate this correction back into the phrase, section, or composition during the rehearsal process.


        	Slowing the tempo of a passage so there is more time to listen and discover the problem that needs a solution.


        	Using a model (either one of the players or the conductor) to improve many performance aspects. Imitation is an effective teaching procedure in musical performance. However, it must be used judiciously and not as a rote method of teaching for expediency.


        	Devising ways to make the players aware of the surrounding sounds and the relationships among the parts.


        	Conducting musically and expressively. This will do more toward creating the musical climate than almost any other single procedure introduced during the rehearsal process.


        	Establishing good communication between the conductor and the ensemble. This can only happen if the conductor knows the score and the ensemble is watching the conductor and responding to this guidance during the rehearsal process.

      


      Awareness of what is happening in terms of the surrounding sound is vital in the development of sensitive playing. The conductor is at least partially responsible for making the players aware of the surrounding sound. A simple example is for the conductor to isolate a passage and have certain players perform their parts so the rest of the ensemble can hear what is happening in relationship to their own individual parts. Both the conductor and the players need to be listening and adjusting constantly on several levels at the same time. The more listening that occurs within an ensemble, the more sensitive and musical the performance will be. Peripheral listening and watching by the players is necessary to fit their parts properly in the ensemble fabric. The conductor should approach the large ensemble rehearsal process with the idea of instilling in the players a sense of chamber music performance. With this approach, the players must listen to each other and be more aware of the rest of the ensemble. When the player first comes to be in an ensemble, it is a very different musical experience than with his or her individual instrument study and practice. Suddenly, the player must adjust to what is happening with the rest of the ensemble. This involves musical sensitivity toward elements such as intonation, balance, blend, precision, style, articulation, phrasing, and musical expression. All of this musical sensitivity is contingent on the player listening and reacting to the surrounding sound.


      One of the specific activities in the rehearsal process should be demonstrating or explaining the essence and spirit of the work (see chapter 14). This will certainly aid in the understanding of the work by the players and thus enhance the musical interpretation. Two of the psychological activities in the rehearsal environment are making musical decisions and solving both technical and musical problems that arise during the rehearsal process. Teaching players about musicianship, especially with less mature players, is a necessary part of the rehearsal process. Beyond the actual rehearsal process, the conductor should announce to the players upcoming musical events and encourage them to attend. Likewise, encourage the players to join other quality groups that may provide a different experience than the one in which they are presently participating. The conductor can encourage the player to study privately with a fine teacher. Many conductor-teachers are reluctant to encourage players to study with other teachers, but this can only be a win-win situation in improving the ensemble. It certainly would not be a negative reflection on the conductor. In many other ways, the conductor can be helpful and motivating in furthering the musicianship of the players in the ensemble and in stimulating a musical climate!


      Practical Application (Class Discussion/Demonstration)


      
        	Discuss what you would envision as a utopian rehearsal environment and climate. (Consider the physical, the psychological, and the musical aspects).


        	Diagram the seating plans for the various ensembles (such as orchestra, wind ensemble, and concert band).


        	How would you set up the band or orchestra? Why? What other factors might be involved in the instrument placement within the ensemble?


        	What are the responsibilities of the conductor in dealing with the music, the visual strategies, and the special instruments and equipment needed?


        	Discuss the kind of messages that the conductor should send to the players to enhance the psychological aspect of the rehearsal climate and environment.


        	Discuss ideas on concentration, discipline, and enthusiasm in establishing the right rehearsal climate. How are these three items connected?


        	List ways of motivating the instrumental music ensemble (considering the maturity and performance level of the ensemble).


        	What could you do to enhance the rehearsal hall physically?


        	How would you go about establishing the right presence and aura in the rehearsal environment?


        	List some items that the conductor should note in score study for the preparation of the rehearsal process.


        	How would you stimulate a musical approach in the rehearsal process?


        	How would you go about communicating your musical conception of a given work to the ensemble? (Should this be done mostly with the conducting technique or verbally or both?)


        	Begin to gain familiarity with the standard repertoire found in Appendix A of this book through CD listening, score study, and guidance from the conducting teacher. (See Appendix G for assignment forms.)

      


      Recommended Reading


      Casey, Joseph L., Teaching Techniques and Insights for Instrumental Music Educators. A comprehensive book that covers many aspects needed by the conductor in the rehearsal process.


      Dalby, Max F., Band Rehearsal Techniques: A Handbook for New Directors. Chapter 5: Rehearsal Psychology on the topic of discipline.


      Fuchs, Peter Paul, The Psychology of Conducting. Chapter 5: The Rehearsal is especially enlightening in terms of what should happen between the conductor and players in the rehearsal environment.


      Harris, Frederick Jr., Conducting with Feeling. Chapter 5: Communicating Musical Feeling addresses the psychological and musical environment.


      Kohut, Daniel L., and Joe W. Grant, Learning to Conduct and Rehearse. Chapter 5: Beyond Manual Technique discusses the ideas of leadership and self-confidence in being a successful conductor.


      Moses, Don V., Robert W. Demaree, and Allen F. Ohmes, Face to Face with an Orchestra. Chapter 3: Preparing for Rehearsals, Chapter 4: Adjusting your Baton Technique, and Chapter 5: Rehearsing the Orchestra.


      Walker, Darwin E., Teaching Music, 2nd ed. Specifically under Part Three: Within the School Environment delineates many aspects of the environment and climate in the rehearsal process.


      Weerts, Richard, Handbook of Rehearsal Techniques for the High School Band. Under Chapter 1: Preparing the Physical Plant, Instruments, Uniforms and Music offers some ideas about the rehearsal process physical environment.
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