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ABSTRACT
The purpose of this document is to guide students and instructors of music
through the process of assessing their performance skill-levels through the use of direct
assessment. This project investigates and defines the process of effectively assessing the
musical skills, both expressive and technical, of a performer as well as those required to
execute a work of music at a high level. The assessments are executed through the use of
rubrics specifically designed for each of the three areas; skills of the performer, skills
required for the piece of music, and musical expression. This three-part approach to
assessment should be used as a means for performers to enhance their practice habits.

Keywords
assessment, music performance, musical skills, musical expression
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PREFACE
This project focuses on assessment in music performance on various levels. The
first deals with assessment of the technical proficiency of the performer, the second with
assessment of expression, and the third with assessment of the composition. Also
discussed here is the development of a curriculum to help a performer prepare for the
performance of a specific piece of music. This project springs from a desire to streamline
my own preparations as a performer.
Through observations, personal experience as both a performer and instructor, and
also through conversation with Dr. Kevin Wass I have, begun to recognize the need for
methods of performance preparation to be improved. I have noticed also that there are
very few journal articles or studies which deal with assessment in music performance.
The target audience for this work was initially advanced brass performers who sought to
enhance their skills. The language here is in fact directed towards college-level tuba
players. However, upon reflection it has become apparent that the concepts expressed
herein may be applied to any level of musicianship; from students receiving their first
instruction in music to professional musicians preparing for a recital, solo performance,
or audition.
I have, for as long as I can remember, been fascinated by evaluation and
assessment. So, it seems quite natural for me to write on this topic and combine several
things for which I care very deeply. There are two primary reasons for writing on this
subject. First, as the amount of time available to me for practice on my tuba decreases,
the necessity for efficiency goes up. Also, this topic is of great use to an applied private
lesson instructor. Applied faculty should always be searching for ways to improve
viii
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student’s practice efficiency. As I write this I am completing my fourth year as Instructor
of Tuba and Euphonium Studies at West Texas A&M University.
For this project I have drawn heavily from online journals such as the Journal of
Research in Music Education, Psychology of Music, and Psychological Review. Other
sources of inspiration include David McGill’s Sound in Motion and James Morgan
Thurmond’s Note Grouping.
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CHAPTER I
INTRODUCTION
Combining assessment of the performer, the piece, and of expression can be a
valuable catalyst for improvement. It is this which this project attempts to enhance.

Background of the Research
As an applied tuba and euphonium instructor at a university one may encounter
many different levels of ability in the performers who choose to major in music. Abilities
may range from the beginner to one who performs at the professional level. It has become
apparent that many musicians prepare without much forethought into what will be
involved in actually performing a piece of music and thus are not practicing deliberately.1

Problem Statement
Average performers often make preparations for recitals or concerts in a manner
which involves very little planning or focused practice methods and a great deal of guesswork when choosing pieces. They might attempt to make improvements within a piece of
music by practicing various aspects of the work and breaking it down into manageable
portions.2 This method has been successful for many musicians throughout the years.
Many players go about the process of learning a piece with no defined idea of their

1
2

Bruser, The Art of Practicing, pg. 10.
Ibid.
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current level of performance.3 It is this aimless preparation which may be removed from
the practice sessions of performers. There is a limited amount of research into the areas of
expert performance and practice in general.
Relevant sources such as Madeline Bruser’s The Art of Practicing, David
McGill’s Sound in Motion, James Morgan Thurmond’s Note Grouping, and numerous
journal articles and studies will be explored in the present research synthesis. Bearing in
mind that no two musicians will have the same needs as learners and that every musician
will arrive with a different set of skills on the instrument, there is a rising need for
changes to be made to the curriculum and methodology of practice.4 This project forms
an objective process of deciding what each performer will be studying throughout any
given time-period. The ultimate goal in doing so is to perform a specific piece of music
as the capstone achievement of the process.

Research Objectives
The purpose of this document is to explore and define methods of assessing the
technical and expressive aspects of music.
The following research will guide this study and review of literature:
1. What is it that separates the expert performers from those musicians who are
considered merely good or great in their performance medium?
2. How best may a piece of music be fragmented into distinct musical skills?
3. What are the best methods for assessment of musical skills, pieces, and
expression?

3
4

Hill, Collected Thoughts, pg. 62.
Bruser, “The Art of Practicing”, pg. 9.
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The first research objective is the design of a rubric for the assessment of a
performer. Next, discussion of a rubric for the assessment of the skills required for a
piece of music. Finally, the assessment of expression in music performance will be
discussed.

Significance of this Research
The significance of this research is to address and discuss the topic of assessment
in music performance skill. In addition, it addresses and discusses the assessment of
expression in music performance. This resource will be useful to performers seeking to
improve practice efficiency and productivity by providing the spectrum of skills which is
unique to that performer. This is achieved through the combination of assessing their
skills as well as the pieces of music which they will be practicing. By understanding their
strengths and weaknesses each performer is able to proceed with improving by focusing
deliberately on those weaknesses.
Conceivably, the most valuable tool which a teacher possesses is that of
assessment. This project places that tool in the hands of every performer such that they
may be their teacher. The included research will not seek to be comprehensive as the field
of music performance is a dynamic and fluid entity. However, this will for the time being
be an authoritative glance at the methods and techniques involved in becoming an expert
performer.

3
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CHAPTER II
RESEARCH DISCUSSION
The following is discussion of research which is relevant to the topic of music
assessment or exposes problems which may be solved through the aid of assessment.

Deliberate Practice
The research conducted by Anders Ericsson, Ralf Krampe, and Clemens TeschRomer was designed to examine the role deliberate practice may play in expert
performance. Geoff Colvin stated this regarding deliberate practice: “It is activity
designed specifically to improve performance, often with a teacher’s help; it can be
repeated a lot; feedback on results is continuously available; it’s highly demanding
mentally; and it isn’t much fun.”5 Deliberate practice is unlike other activities. It is
specifically planned to ensure that the present skill-level of the performer is increased.6
Becoming an expert in a field is a very difficult task and involves on average ten
years of deliberate practice.7 Ericsson, et al. cite these three reasons that people perform
far below potential; they have not found ways of directing practice for improvement,
improvements elsewhere are too numerous, or improvement is not a paramount concern.8

5

Colvin, Talent is Overrated, pg. 66.
Ericsson, Krampe, and Tesch-Romer, “The Role of Deliberate Practice,” pg. 368.
7
Ibid., pg. 366.
8
Ibid., pg. 365.
6
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This concept is vital to improvement of the performer and is the logical next step after
assessment.
Applied Private Lessons
Previous research by Jane Davidson, Derek Moore, John Sloboda, and Michael
Howe as well as Mark Montemayor indicates that there are many studies which address
the personal and professional characteristics of an applied teacher9, 10 Robert Duke and
Amy Simmons identify that there are common instructional traits shared by many expert
teachers.11 Another topic which has been studied at length is that of the means by which
expert-level performance is attained.12, 13, 14 However, there are few which address the use
of customized curricula in applied private lessons.
A. C. Lehmann and Anders Ericsson stress the importance of training one-on-one
or in applied study in the development of expert-level performers and also the necessity
for the presence of long term goals as a motivating factor.15 The study also suggests that
goal setting and proper feedback from the applied instructor will entice effective
practice.16
In a study examining differences between high school music programs and those

9

Davidson, Moore, Sloboda, and Howe. “Characteristics of Music Teachers,” pg. 143.
Montemayor. “Flauto: an Ethnographic Study,” pg. 286.
11
Duke and Simmons, “The Nature of Expertise,” pg. 7.
12
Ericsson, Krampe, & Tesch-Römer, “The Role of Deliberate Practice,” pg. 363.
13
Ericsson and Lehmann, “Expert and Exceptional Performance,” pg. 273.
14
Lehmann and Ericsson, “Research on Expert Performance,” pg. 40.
15
Ibid., pg. 50-51.
16
Ibid.
10
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in universities, Glen Caruthers found that on occasions there is a fissure between what the
instructor intended for the student to learn and what the student actually learned.17 It is
this gap that applied music instructors must attempt to fill.
In a research project on the practice habits of college-age students and their
applied instructors, Marilyn Kostka realized that students and instructors agreed that
repertoire was the aspect of practice in which the most time should be spent.18 In their
examination of three expert-level applied music teachers, Duke and Simmons discovered
nineteen common elements amongst the instructors who were examined in the study. The
teachers were considered expert-level because each of them had received the 2002-03 the
University of Texas Distinguished Teaching Award. One of the common elements was
that each of the expert teachers’ students was learning standard repertoire that satisfied
two qualifications: the music was not too difficult for the student, but difficult enough
that the student would need to exert themselves in order to attain success.19 Another
element identified by Duke and Simmons was: “The teachers select lesson targets (i.e.,
proximal performance goals) that are technically or musically important.”20 The
instructors continuously select repertoire which is oriented towards a specific goal for the
students’ improvement which was both achievable and would push the student. “The fact
that students are performing selections from the standard repertoire that are well within

17

Carruthers, “Education Professional Musicians,” pg. 132.
Kostka, “Practice Expectations and Attitudes,” pg. 147.
19
Duke and Simmons, “The Nature of Expertise,” pg. 11.
20
Ibid., pg. 12.
18
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their technical and musical capabilities affords more time to focus on the consistent
application of excellent fundamental technique in the context of expressive music
making.”21 This coincides with the way students who were examined in a study
conducted by Montemayor were treated. The instructor in the study selected only
repertoire which would maintain the students’ interest while simultaneously requiring
that the student improve. 22
In a recent study, Carruthers suggests that a new approach to teaching music at
the university level is warranted for the state of music education to progress. According
to Carruthers, “In performance programmes, the goal is to hone, often through mindnumbing repetition and dogged perseverance, technical facility and musical insight that
will give elite performers a competitive edge.”23 The study suggests that modern music
education has become product-centered driven by a desire to produce a result. Carruthers
suggests that a return to focusing on the process of music education would be much more
beneficial to the student.24 Carruthers mentions a discrepancy between what is ultimately
learned by the student and what the instructor wishes the student to learn.25
In their study on children’s satisfaction with private lessons, Nora Rife, Zachary
Shnek, Jennifer Lauby, and Leah Blumberg Lapidus state that satisfaction is essential for

21

Ibid., pg. 11.
Montemayor. “Flauto: an Ethnographic Study,” pg. 292.
23
Carruthers, “Educating Professional Musicians,” pg. 130.
24
Ibid.
25
Ibid.
22
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the improvement on the instrument.26 Rife, et al. add, “Thus, the satisfaction of
performing and mastering a musical instrument, as well as the overall enrichment that
music brings, provides the motivation for children to participate in an activity that
furnishes the factors needed for their positive development.”27 If the student can
understand the link between success, satisfaction, and improvement they will be more
likely to keep up the forward progress.

Assessment
Martin Bergee examined the performer, rater, occasion, and sequence. The
analysis was designed to scrutinize sources of variability in music performance
assessment,28 and noted that raters accounted for a large portion of error in the
generalization study especially with regard to a single rater on a single occasion.29 The
author later suggests: “To help establish acceptable levels of agreement, further research
should examine the effect of training evaluators to the assessment protocols they will
use.”30 Bergee was able to show that the rater was a significant cause for variability
within assessment in music performance.
Harold Ables developed a student evaluation for applied music instructors. The
instrument was used to measure the students’ perceptions of their instructor. The students

26

Rife, Shnek, Lauby, and Blumberg Lapidus, “Children’s Satisfaction,” pg. 22.
Ibid.
28
Bergee, Performer, Rater, Occasion, and Sequence,” pg. 344.
29
Ibid., pg. 354-55.
30
Ibid., pg. 356.
27
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were surveyed regarding such topics as rapport, instructional systemization, instructional
skill, musical knowledge, and general instructional competence.31
According to Bruser, every musician has a definable set of skills related to the
performance on their chosen medium.32 In order for a performance to be successful the
performer has to meet or exceed the skill-level of the piece.

Expression
In his book, Sound in Motion, McGill attempts to codify a concept of musical
phrasing.33 He states that there is a belief that expression in music is something which is
thought by many to be innate and either a person is born with it or they are not.34 In their
study on developing expressive performance, Marchand found that expressive
performance can be taught.35 They also argue that the most effective means of learning
expressive musicianship is dependent upon the learner’s level of experience. According
to Marchand the participants with the highest level of experience benefited most from
instruction in a lecture format. However, the participants with the lowest level of
experience improved more through a student-centered method of instruction.36

31

Ables, “Student Perceptions of Characteristics,” pg. 150.
Bruser, “The Art of Practicing”, pg. 9.
33
McGill, Sound in Motion, pg. ix.
34
Ibid., pg. 18.
35
Marchand, “Study of Two Approaches,” pg. 21.
36
Ibid., pg. 22.
32
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CHAPTER III.
ASSESSMENT IN MUSIC PERFORMANCE
Assessment in music performance is a valuable process for revealing the
deficiencies of a performer. Many of the problems associated with inefficient or
ineffective practice may be solved by addressing the topics set forth in the previous
chapter. Assessment in music can provide the insight needed by a performer into their
skills and deficiencies. This insight in turn can allow them to design a practice plan to go
about alleviating those deficiencies. Private lesson instructors may consequently utilize
assessment in a way which will allow them to accurately choose the curriculum for
members of their studio.
Each performer has a unique skill-set and so too should have a unique curriculum
which is designed to improve upon their unique deficiencies. The following assessments
for the performer, skills required, and expression seek to shed light upon the process of
discovering that which needs to be developed as a practice curriculum. Each assessment
is performed with the aid of a rubric which details the requirements for each of three
levels of proficiency; intermediate, accomplished, and professional.

ASSESSMENT OF THE PERFORMER
The Rubric
According to Brian C. Wesolowski, there are two types of rubrics; holistic and
analytic. Holistic rubrics are those which may be used generally for a wide variety of
assessments. These types of rubrics tend to be unspecific and do not usually relay
detailed information to the performer, group, or person being assessed on how they may
improve. The second type of rubric is analytic. Analytic rubrics are focused and convey
10
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useful information to those being assessed. This is due to the large-scale concepts of
music being reduced to more manageable parts.37
This is exemplified by technique being broken down into more specific items
such as linear double tonguing, double tonguing while leaping across melodic intervals,
slurred technique, et cetera. Double tonguing is a technique in which the performer uses
not only the front portion of the tongue for articulation, but also the back in alternation.
This is done by utilizing syllables such as “tu” and “ku.” Linear double tonguing involves
the double tongue technique on repetitive notes, see Figure 3.1.

Figure 3.1 Jerry Young and Wesley Jacobs, “77” from Arban Complete Method for the Tuba.38

Double tonguing while leaping across melodic intervals involves a passage of music
which makes use of intervals larger than a second.
Figure 3.2 displays this technique.

Figure 3.2 Jerry Young and Wesley Jacobs, “94” from Arban Complete Method for the Tuba.39

The holistic rubrics make use of blanket statements by discussing very large scale
ideas. Chapter IV includes an analytic rubric designed for the assessment of a tubist

37

Wesolowski, “Understanding and Developing Rubrics,” pg. 38.
Young and Jacobs, Arban Complete Method for the Tuba, pg. 181.
39
Ibid., pg. 185.
38
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ranging from an intermediate level through professional. This rubric is based on the one
presented in Wesolowski’s article.40 The purpose of the rubric is to assess the skill level
of any tubist and relay those skills which are strengths and those which are deficiencies.
Ideally, the performer will be able to glean precisely which skills need to be developed
and those which are already proficient. Recognizing this and working towards the
reconciliation of the skills will produce a well-rounded player.

40

Wesolowski, “Understanding and Developing Rubrics,” pg. 40.
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Table 3.1 is a brief explanation of the criterion for the Performance Assessment
Rubric (PAR).
Table 3.1 PAR Skills

Skill
Sound Quality

Description
Considerations include prevalence or existence of distortions in the
sound quality of the performer and consistency of the sound quality
throughout the range of the instrument.

Range

Considerations include the highest and lowest notes available to the
performer without sacrificing sound, endurance, dynamic range, or
other performance skills.

Rhythm

Considerations include the ability of the performer to keep a steady
pulse within through the spectrum of meters, syncopation, or changing
meter.

Flexibility

Considerations include the ability of the performer to change
smoothly from one partial of the harmonic series to another through a
wide range of tempi.

Velocity

Considerations include the ability of the performer to use singletongue, multi-tongue, or slurred technique and the maximum tempo of
said technical proficiency.

Phrases

Considerations include the ability of the performer to complete
phrases of varying length, space between adequate required time, and
breath control.

Dynamic Range Considerations include the ability of the performer to play at different
volumes throughout the range of the instrument.

13

Texas Tech University, Jeremy Lewis, August 2012

Each criterion within the PAR will consequently be scored between zero and two
points. Each point increase in score signifies an increase in the proficiency of the
performer’s abilities. Table 3.2 displays the scores and descriptions for each skill.
Table 3.2 PAR Points System

Point Value Description
indicates an Intermediate-level skill proficiency
0
1

indicates an Accomplished-level skill proficiency

2

indicates a Professional-level skill proficiency

The Assessment
The Assessment of the Performer (AP) packet, found in Chapter IV, includes a
succession of compiled exercises within the large-scale skill areas: sound, flexibility, and
technique. Each of the large scale skill areas are divided into smaller skills. Sound is
overall tone quality of the performer and consists of timbre, consistency, range, and
dynamic range. In general, a great sound is free of obstruction and open. Flexibility
consists of the facility with which the performer can move from one note to the next. The
transition should be smooth, unless noted in the score. Flexibility can be fragmented into
accuracy and lip slurs. Technique involves how quickly a performer is able to play and is
divided into single tongue, double tongue, triple tongue, and slurred-technique.
The sound section of the AP contains exercises which are generally slurred and
make use of a broad range. These exercises should be performed throughout the entire
functional range of the performer, into both extreme high and low registers even if the
range lies outside of the exercises included in this project. Functional range is the range
in which the performer is able to produce their best sound quality, flexibility, velocity,

14
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and dynamic range. This, of course will not only help with the assessment of the
performer’s sound quality, but also their range. For example, “Smooth Air Movement”
possesses a range from C1 through C4. Should the performer be capable of producing
notes external to this then they will need to proceed upwards or downward beyond the
written music in order to locate the limit to their functional range. Also tested in this
section is phrasing. As the performer plays lower more air is required to sustain each note
at the same dynamic level. Each octave down necessitates a doubling of air volume to
produce a note of identical volume.
The section of the assessment devoted to flexibility is comprised of several types
of exercises that have been selected to bring attention to varying aspects of flexibility
such as valve and lip flexibility.

Figure 3.3 Chromatic Flexibility.

Figure 3.3 has the performer playing over the break. Playing over the break is a phrase
penned by Roger Bobo which describes the action of ascending while adding tubing by
depressing the valves.41 This process can be difficult since it requires the player to
compensate for a higher degree of air pressure in the instrument (due to the lengthening

41

Bobo, Mastering the Tuba, pg. 57.
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of the instrument) and also a higher pitch at the same time.42 Figure 3.3 exposes this
easily.
Excerpts 3.4-3.9 require increasingly higher proficiency in lip flexibility. Notably,
the range expands via additional partials of the harmonic series with each subsequent
excerpt. Figure 3.4 is relatively slow and provides a sufficiently long amount of time for
the performer to move from one partial to the next through the use of long note-values.
The range for this example is a single octave and all note changes are to neighboring
partials.

Figure 3.4 Bai Lin, “5” from Lip Flexibilities.43

Figure 3.5 is also limited to a single octave, but involves a quicker rhythm throughout.
The note changes for this example move from one partial to the adjacent partial.

Figure 3.5 Bai Lin, “6” from Lip Flexibilities.44

Figure 3.6 increases the range to an octave and a third and the rhythm to eighthnotes. This excerpt leaves the C3, or fourth harmonic, out between G2, the third harmonic,
and E3, the sixth harmonic. This requires an added level of flexibility.

42

Ibid.
Bai Lin, Lip Flexibilities, pg. 7.
44
Bai Lin, Lip Flexibilities, pg. 10.
43
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Figure 3.6 Bai Lin, “8” from Lip Flexibilities.45

Figure 3.7 decreases the range to one octave, but increases rhythmic speed to
eighth-note triplets. The third harmonic between C2 and C3 is omitted during the final two
notes of the exercise.

Figure 3.7 Sam Pilafian and Patrick Sheridan, “From the Root,” from The Brass Gym.46

Figure 3.8 increases the range to an octave and a fifth and retains the rhythmic speed of

eighth-note triplets. Again, the third harmonic between C2 and C3 is omitted during the
final two notes of the exercise.

Figure 3.8 Sam Pilafian and Patrick Sheridan, “From the Fifth,” from The Brass Gym.47

45

Bai Lin, Lip Flexibilities, pg. 11.
Pilafian and Sheridan, The Brass Gym, pg. 67.
47
Ibid., pg. 68.
46
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Figure 3.9 omits harmonics on numerous occasions as well as repeats three times.

Figure 3.9 Sam Pilafian and Patrick Sheridan, “Remington’s Moguls,” from The Brass Gym.48

The section of the assessment which is devoted to technique tests the performer’s
ability to play quickly and fluidly both by using slurs and through articulations. This is
accomplished through the use of excerpts which have the performer execute exercises
with linear double tonguing, play slurred passages, combinations of slurs and
articulations, stepwise excerpts, and excerpts with larger intervals. As with the sound
assessment, the performer should execute the technique assessment in each register of the
instrument to locate their functional range.
The exercises of the assessment packet are drawn from several sources of brass
pedagogy: Samuel Pilafian and Patrick Sheridan’s The Brass Gym, Claude Gordon’s
Clarke-Gordon Technical Studies for Bass Clef Instruments, Jerry Young and Wesley
Jacobs’ J. B. Arban Complete Method for Tuba, and Bai Lin’s Lip Flexibilities. The
performer is instructed to play through the assessment from beginning to end without
stopping.
The performer should allow themselves one week to learn the excerpts in the AP
packet as seen in Chapter IV: Assessments. One week is a sufficient amount of time to

48

Ibid., pg. 68.
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ensure the player is comfortable with the excerpts, but conceivably not enough time to
make significant gains on the performance skills needed to perform the excerpts. The
packet includes excerpts which expose each of the performers’ weaknesses to direct
assessment. Technique excerpts should be performed at the fastest achievable tempo with
100% accuracy.
Video and audio from the assessment should be used for future reference by the
performer. This will have the benefit of allowing the performer to observe their progress
over the course of extended periods of time and also permit them to re-evaluate
performances during the assessment. In this scenario, a performer will be able to see
improvement or decline over long periods of time. See Chapter IV: Progress Spreadsheet,
as a sample spreadsheet which may be used by the performer to track progress. Progress
is incremental and the increments may be quite small. For this reason, the musician may
be discouraged by measuring skill-level too frequently. In addition, if the performer waits
too long between reassessments then it may be difficult to judge whether any progress is
being made. Thus, it is recommended that the musician perform an assessment on
themselves no more than once monthly.
During the assessment the student should perform each excerpt in turn, in order,
and without stopping while the performance is recorded. Each aspect of performance
should be scored on a scale of zero through two with two being the best. The composite
score (which is the sum of the scores from sound quality, range, rhythm, flexibility,
velocity, phrases, and dynamic range) will be kept as a measure of overall progress. As
demonstrated in Appendix B, each score will be associated with a performance level and
the level will dictate the curriculum for the Cycle of Improvement (CI). A CI is the
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amount of time required for the score of the most deficient skill of a performer to increase
by one point.
For example, a player has produced an assessment for themselves consisting of 1
for sound quality, 1 for range, 1 for rhythm, 0 for flexibility, 1 for velocity, 1 for phrases,
and 1 dynamic range. The deficiency for this player is clearly Flexibility, which is one
point behind the rest of their skill-levels. This gives the performer a composite score of 6
points, or Accomplished-level skill. The first CI should be devoted to improvement in the
skill of flexibility.
After the initial cycle of improvement the performer should repeat the same
assessment process as for the initial assessment. The purpose of the second assessment is
to verify the progress being made and to make minor corrections to the curriculum if
needed. The final assessment will make use of a similar assessment packet. The
composite scores from the first, second, and third assessments will be compared to assess
improvement.
The assessment is designed in order to have a flexible structure on which the
performer can build a customized private curriculum which allows them to work on
deficiencies while coincidentally improving upon strengths. In addition, performers will
have a more accurate measure of their progress as the assessments will each measure
their standing for each of the performance abilities. They will be able to ascertain these
scores at any point during the semester and compare the results. Weaknesses of this
method may be that some performers will not respond well to the structure of the
curriculum for reasons unforeseen. Benefits to performers will include verifiable progress
if the performers choose to improve their playing.
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Understanding the performer’s skill level is of crucial importance to the progress
as a player. Once the performer is able to recognize their strengths and deficiencies they
will be able to choose music within the proper skill range. Selection of the right piece is
extremely important to the player as a piece which is too difficult may inhibit the
progress of the performer in the learning process.49

ASSESSMENT OF REQUIRED SKILLS
According to Janette Ralston, there is no consistent grading scale for works of

music.50 As such, the first task is to establish a grading scale which will be suitable to the
assessment of a piece of music and will accurately depict the difficulty of the piece.
Included in Chapter IV: Musical Work Assessment Rubric (MWAR) is a scale which is
based upon that proposed by Ralston.51 Examples drawn for this project are: Air and
Bourée by Johann Sebastian Bach, Concerto for Tuba and Piano by Ralph Vaughan
Williams, and Concertino pour Tuba et Piano by Eugene Bozza. These works were
chosen because they are a part of the standard repertoire for tuba and meet the criteria for
intermediate, accomplished, and professional-levels in difficulty respectively.
Each piece of music has a certain and unique set of skills which are necessary for
a performer to possess in order to execute the piece at a given level. The assessment of a

49

Ralston, “The Development of an Instrument,” pg. 163.
Ibid.
51
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work of music will be treated like the assessment of the performer. This involves a rubric
designed for such a task as well as an overview of the assessment.

The Rubric
As mentioned previously, this rubric is based on the concepts presented by
Ralston and is structured much like the rubric for the assessment a performer. There will
be seven criteria on which a piece of music will be graded. Table 3.3 provides an
explanation of the criterion for the MWAR and is based on the Rallston Repertoire
Difficulty Index (RRDI):52

52

Ibid., pg. 167
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Table 3.3 MWAR Skills

Skill
Range

Description

Rhythm

Considerations include how complex the rhythm of the piece is and
whether or not the piece contains mixed meter or frequent alternation
of meter.

Flexibility

Considerations include velocity of intervals moving between partials
of the harmonic series, leaps across harmonics, and multiple
consecutive notes which are each on separate harmonics.

Velocity

Considerations include the tempo of the piece, rapidity of notes,
articulations, and slurred technique.

Phrases

Considerations include length of phrases, space between adequate
breathing time, and required breath control.

Considerations for range include how high or low the piece requires
the performer to play or how much time is spent in extended (very
high or very low) registers

Dynamic Range Considerations include overall spectrum of dynamics and expected
dynamics in extended registers.
Melodic Line

Considerations include simplicity or complexity of melody and
disjunct or conjunct intervals.

Each criterion is consequently scored between zero and two points. As with the
Performance Assessment Rubric, the MWAR individual skill scores range from zero
through two points. Each point increase in score signifies an increase in the proficiency
of the skills required to perform the piece. Table 3.4 illustrates the scores and descriptions
for each skill.
Table 3.4 MWAR Point System

Point Value Description
indicates an Intermediate-level skill proficiency
0
1

indicates an Accomplished-level skill proficiency

2

indicates a Professional-level skill proficiency
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Points are to be awarded according to the directions found in the MWAR. The
cumulative scores for all of the skills produce the difficulty rating for the piece. Scores
will range between zero and fourteen. As with the PAR, a higher score reflects a higher
level of ability. For example, a piece with scores of 1 for range, 2 for rhythm, 2 for
flexibility, 2 for velocity, 1 for phrases, 1 for dynamic range, and 2 for melodic line will
have a composite score of 11. This score is consistent with a piece with a difficulty range
of Professional-level proficiency.

The Assessment
The assessment of a piece should be based on a hypothetical flawless performance
of the work. This, of course, would be a performance ideal with no deficiencies of any
sort. The assessor must clarify what a flawless performance of their chosen piece would
require. Each of the performance skills mentioned in the previous section must be taken
into consideration and assigned a score during the assessment. The following examples
have been included to enhance discussion of certain considerations when assessing a
piece of music.
Range
Grading the range of a piece will involve not only the highest and lowest pitches,
but also how much time is to be spent in the extreme upper and extreme lower registers.
Figure 3.10 is taken from the cadenza of the first movement of Concerto for Bass Tuba
by Ralph Vaughan Williams.
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Figure 3.10 Ralph Vaughan Williams, Cadenza from movement 1 of Concerto for Bass Tuba.53

This passage is important because it includes both the lowest (F1) and highest (A flat4)
pitches of the piece within the span of a few beats. Range such as this garners a difficulty
rating of one point.
Rhythm
Several aspects of the rhythm of a particular piece should be taken into
consideration when assessing a piece of music; frequency of meter changes, simplicity if
rhythmic patterns, and the presence of mixed-meter. Figure 3.11 displays the Bourrée
from J. S. Bach’s Air and Bourrée in what is considered typical rhythmic patterns of the
movement.

Figure 3.11 Johann Sebastian Bach, mm. 70 of Bourrée from Air and Bourrée.54

Even the most complex rhythms of this work are found on the beat and there is nothing
shorter than an eighth-note. The overall rhythm is simple and the meter stays in cut-time

53
54

Vaughan Williams, Concerto for Bass Tuba, pg. 3.
Bach, Air and Bourrée, pg. 2.
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for the duration of the movement. It is for this reason that this piece receives a rhythmic
difficulty rating of zero.
Flexibility
Figure 3.12 illustrates measures seven and eight of Concertino pour Tuba by
Eugene Bozza.

Figure 3.12 Eugene Bozza, mm. 7 of movement I from Concertino pour Tuba.55

These two measures, which appear to be of representative difficulty in flexibility
for the piece, display how challenging the demands for the Concertino can be on the skill
of flexibility. In this figure, the performer is required to leap through intervals in excess
of an octave then change directions very quickly. This is tremendously difficult in terms
of demand on lip flexibility. The score for the flexibility of this piece falls easily into the
Professional-level giving the Concertino pour Tuba an overall Flexibility rating of 2
points.
Velocity
The example for Velocity, seen in Figure 3.13, is drawn from the Third movement
of Ralph Vaughan Williams’ Concerto for Bass Tuba.

55

Bozza, Concertino pour Tuba, pg. 1.
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Figure 3.13 Ralph Vaughan Williams, mm. 2 of movement 3 from Concerto for Bass Tuba.

56

This excerpt displays a quick tempo (quarter-note equals 150), rapid articulations, and a
fast tremolo. These circumstances combine to produce a difficulty rating for the Velocity
of this piece of two.
Phrases
An excerpt from the Air of Air and Bourrée by J. S. Bach is shown in Figure 3.14.

Figure 3.14 Johann Sebastian Bach mm. 10 of Bourrée from Air and Bourrée.57

This excerpt has clear and simple phrasing as it ends with a fermata. However, the length
of the phrase is three measures with no rests which raises the level of difficulty for the
phrases. In this situation the slow tempo compensates for the lack of rests by providing
ample time to breathe between quarter-notes. The difficulty of phrases for this work falls
at zero.

56
57

Vaughan Williams, Concerto for Bass Tuba, pg. 6.
Bach, Air and Bourrée, pg. 1.
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Dynamic Range
Figure 3.15 illustrates and excerpt from the first movement of Concertino pour
Tuba by Eugene Bozza.

Figure 3.15 Eugene Bozza, mm. 78 of movement I from Concertino pour Tuba.58

Considerations for this excerpt include a rapid decrescendo which occurs during a quick
ascent from B1 to E4. Further difficulty is caused by the leaps which take place at the
beginning of the excerpt. This is typical of the Bozza Concertino pour Tuba which merits
a difficulty rating for Dynamic Range of two points.
Melodic Lines
Figure 3.16 shows an example from the Vaughan Williams Concerto for Bass Tuba.

Figure 3.16 Ralph Vaughan Williams, mm. 9 of movement 2 from Concerto for Bass Tuba.59

This excerpt contains continuous conjunct intervals and a straight-forward, simple
melody. Perhaps the most problematic melodic aspect of this figure is the repetition of D4

58
59

Bozza, Concertino pour Tuba, pg. 1.
Vaughan Williams, Concerto for Bass Tuba, pg. 4.
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and the decision of which note becomes most important. 60 Conjunct intervals are
pervasive in the Concerto for Bass Tuba and it is for this reason that it receives a difficulty
rating of zero for Melodic Line.

Any piece which is assessed in this manner may have difficulty ratings for a
particular skill that is tangential to the overall score. Such anomalies are to be expected.

ASSESSMENT OF EXPRESSION
To attempt to evaluate the overall quality of a particular performer’s expressive
abilities is a challenging task. However, put forth here is a means of assessment of
musical expression within the philosophy of a single musician. Limiting the view of
expressive techniques will make the task of assessment far more efficient because what is
hopefully a clearly planned and laid-out means of making music express emotion or
convey an idea. Notably, by focusing on the single model, the evaluator can make direct
comparison to an established ideal.
David McGill covers a wide range of topics from note grouping and the number
system of Marcel Tabuteau to controversial issues such as ‘“Technique” vs.
“Musicality.”’61 The material which a musician needs to perform a piece of music is
stated in the score. The performer is given directions in the part on rhythm, articulation,
note endings, pitch, volume, tempo, et cetera. All are operations that may be executed

60
61

McGill, Sound in Motion, pg. 137-39.
McGill, Sound in Motion, pg. 264.
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with little interpretation.62 These are all important fundamental ideas that provide clues as
to what musicians will need to possess in order to perform expressively.63 The notions
which are not articulated are those which appear to deal most with the expressive
performance of music. The two most basic concepts to expression in music are note
grouping and phrasing. Both ideas are vital to expressive performance of music and may
be conveyed simply and elegantly.64
Note Grouping
Note Grouping is important as a basic element of expressive musical
performance. Without note grouping, music loses meaning. Understanding of this
concept shows the performer how to produce coherent musical phrases by using simple
rules. Written music is the attempt by the composer to relate emotions to the performer.65
Regarding note grouping McGill states, “Understanding note grouping unleashes the
forward motion, the expression, the music within each note.”66 When notes are not
grouped in the right way, music will sound senseless and random.67
Possibly, the best way of understanding how to group notes is through the
numbering system of Marcell Tabuteau. This system ensures that the phrase has the
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Katayose and Inokuchi, “Learning Performance Rules,” pg. 31.
Ibid.
64
McGill, Sound in Motion, pg. 264-67.
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Ibid., pg. 29.
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Ibid., pg. 35.
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proper proportion.68 Tabuteau used numbers for their inherent precision as opposed to the
relative inaccuracy of descriptive language. This system, according to McGill, makes use
of four basic criteria to be numbered; scale numbers, internal numbers, rhythmic
numbers, and phrasing numbers.69
Figure 3.17 illustrates the way in which Tabuteau used Scale numbers to indicate
the relative volume of a phrase and also to reinforce proper breathing points.70 The higher
numbers indicate higher volume of sound.

Figure 3.17 Scaling Exercise

Internal or motion numbers show the performer how small note-values lead one to
the next. Figure 3.18 displays this technique. The higher numbers indicate relative value
within a single beat. Without this type of grouping, music sounds blocky, with emphasis
on each note or beat, or it can sound plain and run together, without emphasis on any
note.

68

Ibid., pg. 78.
Ibid., pg. 75.
70
Ibid., pg. 73.
69
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Figure 3.18 Internal Motion, Johann Sebastian Bach, mm. 27 from Prelude of Suite No. 3 for Violoncello Solo.71

McGill explains that rhythmic numbers are utilized to clarify the counting of
complex rhythms such as quintuplets or septuplets, as seen in Figure 3.19.72 The numbers
involved in rhythmic grouping do not actually lead the performer to play differently in
terms of volume, but are used to show the performer how the notes of a particular rhythm
fit into a single beat. This type of numbering should be used as a tool to decipher a
rhythm.

Figure 3.19 Rhythmic Grouping, Eugene Bozza, mm. 25 from movement 1 of Concertino pour Tuba by Bozza.73

Scaling, internal, and rhythmic numbers are components of phrasing numbers.74
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Figure 3.20 Phrasing, Johann Sebastian Bach, mm. 1 from Gigue of Suite No. 3 for Violoncello Solo.75

When numbering notes in phrases, Tabuteau only used consecutive numbers. This
provided a sense of motion to the phrase.76 The numbers involved in phrasing display the
form of the phrase by indicating the pinnacle of the phrase as well as the motion towards
that pinnacle. Figure 3.20 shows this as the two C4’s carrying the most weight.
Each musical note group consists of two parts, the up and down motions.77 These
are the fundamental components of musical line and are the basis of note groups.78 The
upward motion is the more important of the two because it leads to the stronger
downward motion. This concept is shown in Figure 3.21. Upward motion is indicated by
rising number. The downward motion is the point where the highest number in each beat
has been reached.

75

Bach, Gigue from Suite No. 3 for Violoncello Solo, pg. 36.
Ibid., pg. 75.
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Ibid., pg. 80.
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Figure 3.21 Up an Down, Johann Sebastian Bach, mm. 1 from Gigue of Suite No. 3 for Violoncello Solo.79

In Note Grouping, James Morgan Thurmond refers to the upward and downward
motions of music as the arsis, or the weak beat, and thesis, the strong beat.80 He stated
that the arsis is the action which creates motion within the phrase.81
Phrasing
McGill presents several different definitions of the musical term “phrasing”. He
defines the term thusly; that phrasing is the technique of bringing out the important
aspects of the music.82 According to McGill phrasing is much like grammar in that they
both have absolute rules that are not subject to interpretation. Ultimately, he describes
phrasing in this way: “Phrasing is the crucial element of life the performer adds to the
music, whatever its vintage.”83 Philip Farkas, in his treatise The Art of Musicianship,
follows a similar tact by providing numerous definitions of the word. Farkas states this:
“But the definition I like best and which I think is most suitable for this study is the one

79

Bach, Prelude from Suite No. 3 for Violoncello Solo, pg. 26.
Thurmond, Note Grouping, pg. 28.
81
Ibid., pg. 49.
82
McGill, Sound in Motion, pg. 131.
83
Ibid., pg. 136.
80

34

Texas Tech University, Jeremy Lewis, August 2012

found in Webster’s Dictionary: “Phrase. To cause to understand”, Surely this is a primary
function of the performer-“to cause to understand”.” 84
McGill and Farkas provide the analogy of phrasing in music to reading with
inflection. Both give examples of how shifting the emphasis from one word to the next in
a sentence can change the meaning of the sentence completely.85, 86 For example, the
sentence, “I love you.” Emphasizing “I” implies that there was a question as to who was
doing the loving. Emphasizing “love” indicates that how one person felt about another
was being brought into question. Finally, emphasizing “you” answers the question of who
someone feels love for.87 Phrases in music will differ in meaning in much the same way
as a sentence with rotating emphasis. Emphasizing a different note during separate
iterations of a phrase can change the meaning of the phrase entirely. Though, according
to Farkas, there may not be a single correct manner of which note will ultimately be the
most important.88
Farkas also refers to pivot points in each phrase. The pivot point is the instance
during which the phrase is at highest tension. After such time the tension may begin to
release towards the end of the phrase. There are, according to Farkas, usually hints as to
where the pivot point may be located. Composers will occasionally highlight the pivot
point with a crescendo leading into it and a decrescendo leading away.
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Figure 3.22 Pivot Point, Eugene Bozza, mm. 63 from movement 1 of Concertino pour Tuba.89

Other times there may be a dissonant note or non-chord tone towards the mid-point of the
phrase. Additionally, Farkas mentions that the pivot point may be at the beginning or end
of the phrase.90
The next item in Farkas’ discussion are the various manners by which one may
achieve the rise and fall of tension within the phrase. He lists dynamic contrast,
manipulation of the tempo, emphasizing the pivot note through extending the note in
question, altering timbral quality, or adjusting the length and breadth of vibrato.91
Another important issue is that of deciphering where the phrase begins and ends. The
elision of adjacent phrases may sometimes yield an unclear separation of the two phrases.
The choice, according to Farkas is the point at which a wind player will require a
logically placed breath.92 This is shown in Figure 3.23.
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Figure 3.23 Breath Placement, Johann Sebastian Bach, mm. 33 from Prelude of Suite No. 3 for Violoncello
Solo.93

In his study, Alan Dodson concludes that performers will produce expressivity
based on the structure of the written music. He synthesizes this phenomenon to eight
hypotheses.94 The most salient of these hypotheses include:
1. Short and symmetrical phrases follow the “phrase arch rule” 95 where phrases
start slow, accelerate in the middle, and slow toward the conclusion.
2. Expanded phrases generally contain at least one internal point of deceleration
and the ritard at the end of the phrase tends to be less obvious.
3. The deceleration mentioned in the second hypothesis normally comes before an
important event within the phrase.
6. The importance of perfect cadences is emphasized via a more pronounced
deceleration than is observed with an interrupted cadence.96
These hypotheses become important when developing a sense of phrasing.
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The Rubric
The Assessment of Expression Rubric (EAR) is based on the concepts expressed
in Wesolowski’s research on analytic rubrics.97 There are a total of five criteria on which
the performance will be graded. Musical expression, for the purpose of this project, is
assessed with the same methodology as the skill-areas mentioned in the previous
chapters. The large scale skill areas can be broken down into component portions. In this
same manner, expression may be broken into smaller constituent parts such as note
grouping, phrasing, repetition, rallantando, and tempo. Table 3.5 shows this in more
detail.
Table 3.5 EAR Skills

Skill
Description
Note Grouping Considerations include the ability of the performer to display the
concepts discussed in Tabuteau’s numbering system.
Phrasing

Considerations include emphasis of important notes, dynamic shaping,
and breath preparation.

Repetition

Considerations include how closely a performer is able to recreate an
excerpt.

Rallantando

Considerations include gradual lengthening of notes as directed by the
rallantando.

Tempo

Considerations include whether the performer is able to recover after a
tempo change such as a rallantando or tempo marking and how quickly
recovery takes place.
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The point system for the EAR is similar to that of the previous two assessments
and is revealed in Table 3.6. Since there are five skill criteria, total scores for expression
will number between zero and ten points.
Figure 3.6 EAR Point System

Point Value Description
indicates an Intermediate-level skill proficiency
0
1

indicates an Accomplished-level skill proficiency

2

indicates a Professional-level skill proficiency

Points are to be awarded according to the directions found in the EAR. The
cumulative scores for all of the skills produce the difficulty rating for the piece. Scores
will range between zero and 10, a higher score being a higher level of ability. For
instance, a performer with scores of 1 for note grouping, 2 for phrasing, 2 for repetition, 1
for rallantando, and 2 for tempo has a composite score of 8. This score is consistent with
an expressive skill-level of professional-level proficiency.

The Assessment
The assessment of expression involves careful examination of the performance in
question. As mentioned with McGill and Farkas, there may not be a single correct
interpretation of a piece of music, but some are more correct than others.98 The
Assessment of Expression (AE) packet, found in Chapter IV includes exercises and
excerpts which are selected to expose deficiencies in the performer’s expressive abilities
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through a series. Again, the performer should practice the exercises and excerpts in the
AE for a single week before performing the assessment.
For the AE, the performer should play example 1, followed by example 2, then
repeat example 1. This is to test the performer’s abilities of repetition. Next, the
performer needs only play example 4 a single time to assess rallantando and tempo.

CONCLUSION
Combining assessment of the performer, the piece, and of expression can be a
valuable catalyst for improvement. Planning practice sessions based on deficiencies
found via the assessments is the essence of deliberate practice. While putting this project
together I have learned that it is most valuable when used to guide structured practice
sessions and discover what is needed to improve the performance standard over long
periods of time.
A weakness of this project is that the assessment packets take quite a bit of time to
play through each day. Since the assessment packets take no longer than a typical daily
routine, this issue can be alleviated through the performer replacing his or her daily
routine with the assessment packets for the week in which the assessments are being
learned or by playing only select excerpts for the assessment. Another weakness is that
dynamic range is not incorporated into the assessments further than to request that the
performer play excerpts at various dynamic levels. This problem can be solved with the
development of dedicated excerpts for dynamic range.
Further research is suggested for developing specific curricula for every
instrument based on the needs discovered after assessing the performer. The ideas
expressed here are general to brass and specific to tuba by many of the excerpts and
40
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examples which were used. The concepts, though, of focused and directed practice are
universal to music.
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CHAPTER IV
ASSESSMENT MATERIALS
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Performance Assessment Rubric

Level:

0

1

2

Sound
Quality:*

Sound quality is average
for music major. Student
may have mild distortion
or oral shape issues.

Minor sound
distortion or timbral
changes with register
such as low register.
Great characteristic
sound quality.

Range:

Range of the performer
encompasses
approximately two
octaves (F1-B flat 3).
Endurance limits the
player to isolated
incidences of the highest
notes.
Player is capable of
steady rhythm in simple
and symmetrical meters
(4/4, 3/4, or 2/2).

Range encompasses
approximately three
octaves (F1-F4).
There may be
selected passages in
the high register or
optional notes above
F4.
Rhythm is with
moderate complexity
(alternating meters).

Sound quality bears
no distortion or
disruption
throughout the entire
range. Performer
displays sound
profile befitting
professional caliber
performer.
Range encompasses
approximately three
and a half octaves
(F1-A flat 4) or more.
Player is capable of
extended passages in
the high register.

Average flexibility for
music major. Student
may have multiple issues
to overcome
(pronounced
embouchure shifting, air
assist, etc.). Has
difficulty with increasing
tempo or executing
exercises such as Bai Lin
Chapter III.

Minor flexibility
deficiency (breath
assist or tongue
assist, etc.). Can
easily execute Brass
Gym flexibility
exercises and Bai Lin
chapter III. Is
capable of most
arpeggiation.

Rhythm:

Flexibility:

55

Rhythm is mastered:
very complex with
syncopation, quickly
alternating meter,
and compound meter
(5/8, 7/8, etc.).
Flexibility is
consistent
throughout the range
of the instrument
which includes
extended leaps
through the range of
the instrument.
Performer is able to
execute any required
flexibility easily.
Performer displays
flexibility profile
befitting
professional caliber
performer.

Skill
Score:
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Velocity:

Average technical
proficiency for music
major. Single and
multiple tongue
technique need work and
are limited to sixteenthnotes at quarter-note
equals 115 beats per
minute. Slurred
technique is also limited
to 115 beats per minute.

Phrases

Performer requires
ample time (quarterrests) to breath in order
to complete a phrase.

Dynamic
Range:

Dynamic range is limited
to a full spectrum within
the middle range only
with high and low range
limited to comfortable
volume (mezzo forte).

Minor technical
deficiency (slows
single tongue or
rough multiple
tongue, etc.). Single
tongue, multiple
tongue, and slurred
technique need work
and are limited to
sixteenth-notes at
quarter-note equals
140 beats per minute.
Performer is able to
produce
opportunities to
complete phrases
with the aid of rests
and has acquired
good breath control.
Dynamic range may
have minor
deficiency in high
range or low range.

Comments:

Performer displays
technique profile
befitting
professional caliber
performer. Single
tongue, multiple
tongue, and slurred
technique meets or
exceeds sixteenthnotes at quarter-note
equals 180 beats per
minute .
Performer is able to
produce complete
phrases in spite of
lack of breath
opportunities and
possesses a high
degree of breath
control.
Dynamic range is
consistent from the
softest levels
(pianississimo)
through the loudest
(fortississimo) in
addition to
consistency
throughout the range
of the instrument.
Total
Score:

Explanation of scoring: This rubric assumes college-level performance skills and that the player
being assessed has been studying music for at least seven years (at least a college freshman).
Professional: 11-14
Accomplished: 6-10
Intermediate: 0-5
*: Sound Quality, while not essential to the execution of a piece of music is included in this
rubric because it is arguably the most important aspect of brass performance.
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Musical Work Assessment Rubric

Level:

0

1

2

Range:

Range encompasses
approximately two
octaves (F1-B flat 3).
The highest notes are
limited to isolated
incidences.

Range encompasses
approximately three
and a half octaves
(F1-A flat 4) or
more. Extended
passages in the high
register.

Rhythm:

Rhythm is simple and
symmetrical and makes
use of simple meter
(4/4, 3/4, or 2/2).

Range encompasses
approximately three
octaves (F1-F4) with
isolated notes
higher. There may
be selected passages
in the high register
or optional notes
above F4.
Rhythm has
moderate
complexity
(alternating meters).

Flexibility:

The piece requires
mostly adjacent partials
in the harmonic series
with the exception of a
few leaps (octaves,
sixths, etc.).

The piece may
require a few
extended leaps
(greater than an
octave) with as
many as three
consecutive notes on
different partials in
the harmonic series.

Velocity:

Single and multiple
tongue technique need
work and are limited to
sixteenth-notes at
quarter-note equals 115
beats per minute.
Slurred technique is also
limited to 115 beats per
minute.

Single tongue,
multiple tongue, and
slurred technique
need work and are
limited to sixteenthnotes at quarter-note
equals 140 beats per
minute.
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Rhythm is very
complex with
syncopation,
quickly alternating
meter, and
compound meter
(5/8, 7/8, etc.).
Flexibility of the
piece requires the
performer to be able
to leap across
octaves at a time
without regard to
range and at high
velocity. There may
be numerous leaps
in a row also at high
velocity.
Single tongue,
multiple tongue, and
slurred technique
meets or exceeds
sixteenth-notes at
quarter-note equals
180 beats per
minute .

Skill
Score:

Texas Tech University, Jeremy Lewis, August 2012

Phrases:

Short phrases with
ample rest for breathing
(up to two measures
depending on tempo).

Medium length
phrases which could
possibly require
moderate length of
time between
breaths (2-3
measures depending
on tempo).

Phrases may be
long, require high
degree of breath
control (up to 3-4
measures depending
on tempo), and may
not provide any
rests for breathing .

Dynamic
Range:

Dynamic range is
limited to a full
spectrum within the
middle range only with
high and low range
limited to comfortable
volume (mezzo forte).

Dynamic range may
have full spectrum
(pianissimofortississimo) into
the extended range.

Melodic
Line:

Structure of the melodic
line is simple, diatonic
with mostly conjunct
intervals.

Melodic line may
include disjunct and
difficult intervals
(minor sevenths,
major sevenths,
etc.).

Dynamic range is
consistent from the
softest levels
(pianississimo)
through the loudest
(fortississimo) in
addition to
consistency
throughout the
range of the
instrument.
Melodic line is
chromatic with
leaps of more than
an octave. Such
melodies may be
atonal or twelvetone.

Comments:

Total
Score:

Explanation of scoring: This rubric assumes college-level performance skills and that the
assesse has been studying music for at least seven years (at least a college freshman).
Professional: 11-14
Accomplished: 6-10
Intermediate: 0-5
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Expression Assessment Rubric
Level:

0

1

2

Note
Grouping:

Notes are not fully grouped
according to the rules set in
Tabuteau’s number system.
Theses may be
overemphasized giving the
excerpt a punchy sound.

Notes are fully
grouped according to
the rules set in
Tabuteau’s number
system.

Phrasing:

Performer shows rudimentary
knowledge of important points
of phrase and may emphasize
only highest points of the
phrase. Breathing can be
become an obstruction to
completion of the phrase.
Performer is able to replicate
their performance within 50%
of the initial performance.

Notes are grouped
according to the
rules set in
Tabuteau’s number
system. Some
punchiness is
acceptable.
Performer shows
knowledge of
important points of
phrase and
accurately
emphasizes them.

Repetition:

Performer is able to
replicate their
performance within
75% of the initial
performance

Performer shows full
knowledge of
important points of
phrase and accurately
emphasizes them.
Breaths become part of
the music.
Performer is able to
replicate their
performance within
90% of the initial
performance.

Rallantando:

Performer may change tempo
suddenly, too gradually, or
does not decrease the tempo
enough causing the effect of
the rallantando to be lost.

Performer changes
tempo, but tempo
gradient may not be
linear.

Performer changes
tempo through the
gradual lengthening of
successive notes.

Tempo:

Tempo may be attained within
the duration of a phrase or not
at all.

Tempo is attained
within four beats of
change.

Tempo is attained
immediately upon
change.

Comments:

Skill
Score:

Total
Score:

Explanation of scoring: This rubric assumes college-level performance skills and that the player being
assessed has been studying music for at least seven years (at least a college freshman).
Professional: 8-10
Accomplished: 4-7
Intermediate: 0-3
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Progress Spreadsheet

Skill Progress
Date

Sound Quality Range

Velocity

Rhythm

Phrases Dynamic Range

Individual Skill Total
Cumulative Total
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