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ABSTRACT 
 

 Much of the current research literature on rehearsal preparation practices 

focuses primarily on score study.  While score study is important for productive 

rehearsals, other rehearsal preparation methods should be considered.   The purpose 

of this study is to investigate the rehearsal preparation practices of middle school and 

high band directors and to determine if experience affects rehearsal preparation 

methods and practices.  Four band directors participated in one-on-one interviews to 

discuss their rehearsal preparation methods and thought processes.  Through coding 

the interview transcripts and cross comparing, the researcher found four themes 

common among the participants: 1) Rehearsal Preparation Practices; 2) Instructional 

Practices; 3) Learning and Development; and 4) Reflection of Early Teaching.  The 

interviews revealed similarities between directors of shared experience.  

Experienced directors were focused on designing their rehearsals around building 

skills sets, while inexperienced directors were focused on designing rehearsals 

around address performance problems in their musical literature.  It is hoped this 

study will inform practicing band directors and music educators about how 

experience affects rehearsal preparation.
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CHAPTER 1 

INTRODUCTION 
 
 

Much effort has been devoted to the research of effective teaching strategies 

in the wind band rehearsal.  These strategies range from conducting methods, 

student-teacher interactions, instructional delivery processes, and pacing/flow of 

rehearsals (Forsythe & Woods, 1983; Henley, 2001; Montemayor & Moss, 2009; 

Williams, 2016).  Additional research has focused on different levels of teaching 

experience, ranging from 1st year undergraduate music majors to career/expert 

band directors (Bergee, 2005; Goolsby, 1996, 1997, 1999; Worthy, 2006).  The 

differences in teaching methods, pacing, and error detection based on experience 

are well documented and supported.  Even different levels (i.e. middle school, high 

school, university) (Sherrill, 1986) and different mediums (i.e. wind band, 

orchestral, choral) (Williams, 2016) have been compared.  

While a substantial amount of research has focused on live rehearsal 

teaching, (Bergee, 2005; Goolsby, 1996, 1997, 1999; Williams, 2016; Worthy, 2006) 

less literature has been devoted to the preparation process by the teacher prior to a 

rehearsal.  This study sought to add to the literature regarding rehearsal 

preparation by conducting a qualitative analysis of the practices of select early and 

mid-career band directors, analyzing similarities and differences in their rehearsal 

preparations and instructional decisions.  The current investigation also looked at 

the similarities and differences of directors leading bands of different age levels to 

understand if student age groups affected rehearsal planning.  
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CHAPTER 2 

REVIEW OF RELATED LITERATURE 

 

The available literature contains many investigations regarding the 

comparisons of early and mid-career music directors.  These comparisons often 

focus on in-rehearsal teaching methods, time management and conducting 

behaviors (Bergee, 2005; Goolsby 1996; 1999; Silvey, 2011).  By studying the 

rehearsal behaviors of both novice and expert conductors, researchers have gained 

a better understanding of the effect experience has on those behaviors.  When 

justifying a study on the rehearsal process of expert wind band conductors, Worthy 

(2006) stated that:  

While it is generally the finished product that brings notoriety to the 
conductor, the rehearsal process prior to performance is extremely 
consequential in arriving at a finished product of high artistic merit. Many of 
the characteristics that distinguish expert rehearsal techniques are still being 
identified in research literature. Clearly describing the rehearsal processes of 
the leading practitioners in the field may benefit conductors and teachers at 
every level of music performance. (pg. 51). 

 
Other researchers (Bergee, 2005, Corporon, 1997; Wagar, 1991) echo Worthy’s 

statement as their findings also emphasized the importance of understanding that 

the end goal of excellent teaching or a polished performance, one must look at the 

rehearsal preparation. 

The common starting point for understanding how a conductor prepares for 

a rehearsal is through their individual score study.  Many expert conductors agreed 

that score study is an essential component of rehearsal preparation (Ellis, 1994).  It 

is only logical to imply that comparing the score study habits of novice and expert 

conductors could also reveal similarities and differences in their rehearsal 

preparation.    
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Expert Conductors and Teachers 

Several studies focused on the conducting and teaching behaviors of expert 

conductors, often at the university or professional levels (Worthy, 2006; Yarbough, 

2002).  Through examination of the rehearsal preparation and planning techniques 

of expert conductors and teachers, practicing conductors who are less experienced 

as well as conducting students may gain valuable information to improve their 

preparation strategies (Bergee, 2005; Silvey, 2011; Worthy, 2003, 2006). 

Ellis (1994) conducted a qualitative study in which he interviewed five 

collegiate conductors considered by many to be some of the best conductors in the 

field of directing wind bands.   He established the qualifications of an expert director 

through considering the following:  recommendations from practicing teachers, 

years of experience, and a track record of “success” as defined in the study.  The 

study included interviews with five now-retired collegiate band directors: Harry 

Begian, University of Illinois; Kenneth Bloomquist, Michigan State University; James 

F. Keene, University of Illinois; Craig Kirchhoff, University of Minnesota; and H. 

Robert Reynolds, University of Michigan.  Through intensive interviews with these 

five expert conductors, Ellis reported not only their individual score preparation 

and rehearsal methods, but the mindset of each conductor prior to a rehearsal.  He 

found that all five expert conductors believed in the importance of score study prior 

to the first rehearsal, and that subsequent rehearsal preparation was of utmost 

importance to the success of each rehearsal.  The five expert conductors also held 

the shared belief that rehearsal preparation not only included the elements of score 

study but also the skill of critical listening to recordings of their ensembles after a 

previous rehearsal. 

A more recent qualitative study by Feyes (2017) focused on the specific score 

study preparation procedures of three collegiate wind band conductors.  The three 

conductors were selected based upon holding a terminal degree in music and their 

perceived success in performance and teaching as defined by Feyes.  The study not 

only focused on score study, but also on the beliefs and thoughts held by the 
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conductors about rehearsal preparation and its impact on their own ensemble’s 

success.  Feyes reported how each conductor saw their rehearsal preparation with 

regards to their ensemble: 

Another common interaction was discovered as each conductor 
regularly referenced their own ensemble’s abilities to successfully perform 
the music being studied. As Conductor #1 formed his aural image and made 
discoveries, his attention quickly transition to the anticipation of ensemble 
or conducting concerns. He was frequently drawn to the performance 
abilities of the individual students in his group. While engaging in score 
reading, Conductor #2 would also acknowledge the potential ensemble 
issues within the score. Conductor #3 did not become overly concerned with 
potential ensemble issues until after he obtained a clear aural concept of the 
music. It appears that the conductor’s perception of the quality of his 
ensemble is a factor that influences the priority of concern pursued in score 
study.  (pg. 87-88) 

 
Thus, Feyes suggested that college wind band conductors often take into 

consideration the abilities of their ensembles during the rehearsal preparation 

period.  

  

Experienced Teachers vs. Novice Teachers 

Several researchers have compared experienced teachers to inexperienced 

or novice teachers.  Many of these studies focused on the actual rehearsal, which 

researcher found important in understanding the differences between experienced 

and novice teachers.  As a natural extension, one would expect experience to 

influence rehearsal preparation as it does rehearsal teaching behaviors.  Three 

studies by Goolsby (1996, 1997, 1999) found that in rehearsals experienced 

teachers tend to spend more time in non-talking behaviors than novice teachers, 

such as performance and modeling to students.  Importantly, Goolsby observed that 

when preparing identical music experienced teachers spent overall less time 

compared with novice teachers and were less likely to stop and start in rehearsals 

(1999).  

  Goolsby (1996) reported that experienced band directors talked significantly 

less than the novice teacher, gave more time on breaks between pieces and spent 
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time proportionately on two rehearsed pieces.  In this 1996 study, 30 band directors 

(divided into three groups based on experience) were video recorded in rehearsals 

to compare time usage as well as normal rehearsal tasks such as band performance, 

non-verbal instruction, off-task comments and talking (both teacher and 

student).  Goolsby observed that “experienced teachers spent more rehearsal time 

in warm-up than did the student teachers or the novice teachers” and, “the 

experienced teachers also spent more time rehearsing the second musical selection 

than the first” (Goolsby, 1996, pg. 299).  This finding was confirmed in later studies 

with similar investigative parameters (Witt, 1986; Worthy, 2003 & 2006). 

In a subsequent study (1997), Goolsby examined the verbal instruction used 

in rehearsals between three different groups of directors grouped by 

experience.  Goolsby recorded and analyzed 60-minute rehearsals of 30 teachers 

(10 experienced, 10 novice and 10 student teachers) and observed 15 performance 

variables and 10 rehearsal variables.  Comments by the teacher and students as well 

as the number of complete sequential patterns of instruction were also recorded.  

Evidence suggested that all three groups of teachers addressed rhythm/tempo most 

frequent.  Expert teachers devoted more time to overall ensemble sound (including 

more demonstrations, instruction/explanations on intonation, and guided 

listening); of their rehearsal segments, 23% were complete sequential patterns 

(Duke, 1997; Goolsby, 1997).  The study also suggested that experienced teachers 

spoke less but with more focused questions, as opposed to younger teachers who 

were vaguer in their questions.  While tuning, articulations and correcting wrong 

notes and rhythms were observed, most experienced teachers tended to focus on 

tone and balance more so than younger teachers. 

In yet a third study, Goolsby (1999) observed that novice teachers used more 

time overall and spent more time in verbal instruction when preparing a 

composition compared to experienced teachers preparing the same work (Goolsby, 

1999).  10 experienced and 10 novice teachers prepared an identical composition 

for a rated performance.  A total of 216 rehearsals were analyzed to establish 
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frequency distributions for 30 teaching and performance variables and for 

sequential patterns of instruction as established by previous research (Duke, 1994, 

1999; Price & Yarbrough, 1989).  Experienced teachers spent a greater percentage 

of the rehearsals performing.  Novice teachers stopped and restarted more 

frequently without providing instruction; experts addressed balance, style, tone, and 

intonation more than novices did.  The study also found that experienced teachers 

completed 30% of full teaching cycles, compare to only 3% by novice teachers.  

Goolsby concluded that “novice teachers used more time than the expert teachers - 

more of which was spent in verbal instruction than in performance - while the 

expert teachers spent close to twice as much time in performance than in verbal 

instruction” (Goolsby, 1999, pg. 185). 

 When comparing the rehearsal preparation activities of experienced and 

novice teachers, Silvey, Montemayor, & Baumgartner noted that the novice teacher 

often studies scores as a way of preparing to lead band members through a musical 

selection: 

Overall, participants in both groups tended to mark or otherwise highlight 
the most salient features of the music, particularly dynamics and primary 
and secondary melodic lines. Relatively few participants added information 
of their own into the scores. This may suggest that novice conductors are 
most concerned with "getting through" the score--that is, knowing when 
conducting patterns ought to be larger or smaller in order to reflect the 
dynamics and being aware of which melodic lines to cue. Despite the 20 min 
they had to study a comparatively brief piece of music, few conductors added 
expressive or interpretive indications into their scores.  (Silvey, 
Montemayor, & Baumgartner, 2017, pg. 64) 

 
They further noted that novice teachers were observed marking scores for 

cuing/melodic information and dynamic/time signature information that would 

dictate conducting patterns, but their markings reflected very little interpretive 

information (Silvey, Montemayor, & Baumgartner, 2017).   

Bergee (2005) reported a similar trend with novice teachers when compared 

to more experienced expert teachers.  His study found that expert conductors did 

not verbalize much regarding “surface” instruction (i.e. correct notes/rhythms) but 
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focused more on establishing large scale issues such as balance, style, and musical 

phrasing. Novice conductors were more concerned with initial problems such as 

rhythm and cuing.  Silva (2011) found that familiarity with a musical score showed a 

favorable increase in attention to details such as eye contact and score familiarity 

from ensemble members, and that novice teachers were more likely to make deeper 

musical decisions when actively studying a score.  

 

Rehearsal Preparation 

As noted above, conducting and score study has been well documented as 

important preparation tools for band directors prior to a rehearsal.  The score study 

approaches of expert conductors often show less marking in scores and more 

internalization of sound (Ellis, 1994; Worthy, 2006; Feye, 2017).  Often a “macro-

micro-macro” approach allowed a conductor to deconstruct a score and develop an 

aural image of the music (Battisti & Garofalo, 1990; Ellis, 1994; Grunow, 1980; 

Wagar, 1991; Williams, 1998).  Expert conductors readily agreed that a systematic 

approach to score study, with the ultimate goal of developing an aural image of the 

score, is the most important method to preparing for a rehearsal (Battisti & 

Garofalo, 1990; Corporon, 1997; Crowe, 1996; Ellis, 1994; Grunow, 1980; Wagar, 

1991; Williams, 1998).   

Prior studies indicate that less experienced conductors have demonstrated 

perceived struggles with comprehensive score study.  Lane (2006) interviewed 21 

undergraduate music majors in which he had participants "think out loud" as they 

studied one solo score and one full score of music by various composers. Through 

interviewing each participant, Lane reported three primary themes: (1) a lack of 

transfer of preexisting knowledge into certain score-study procedures, (2) an 

increase in specificity of verbal responses that seemed to correspond with education 

and experience, and (3) a lack of audible sound used during score preparation 

within full-score settings. He suggested that score study practices were possibly 

developed through experience and musical knowledge.  
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How conductors mark their scores in preparation for rehearsals has also 

been the subject of study.  Wine (1995a) used survey measures to assess differences 

in score marking among 60 first-year undergraduate, second-year undergraduate, 

and graduate conducting students.  Responses indicated that participants’ score 

marking focused predominantly on elements of meter, tempo, dynamics, and cueing.  

Additional findings suggested that graduate students mark scores less and spend 

less time engaged in score study than undergraduates. This finding is consistent 

with other research regarding the lack of score marking exhibited by expert 

conductors (Battisti & Garofalo, 1990; Ellis, 1997), but opposed to the observation 

of more experienced conductors spending more time in preparation. 

In a related study, Wine (1995b) used survey data to assess the effectiveness 

of a methodology in score marking.  Twenty-eight undergraduate choral conducting 

students were provided self-instructional material in the form of handouts that 

demonstrated a method of score miniaturization in three different musical styles.  In 

the context of Wine’s study, score miniaturization referred to a process of 

synthesizing a four-part choral score into a format of one or two lines consisting of 

only elements of rhythm, meter, tempo, and markings for cueing important musical 

events. In general, participants responded positively to the use of score 

miniaturization as a study tool.  Most participants indicated that they used the 

method less in later stages of the project than they did during initial stages.  

The use of recordings of music as part of rehearsal preparation has been a 

source of disagreement among experts.  Numerous studies implied that using a 

recorded model during score study has mixed results in its effectiveness 

(Hochkeppel, 1993; Hopkins, 1991; Montemayor & Moss, 2009; Morrison, 2002; 

Morrison, Montemayor, & Wiltshire, 2004).  Ellis (1994) reported in his interviews 

of five collegiate band directors that only a minimal use of a recorded model was 

used by the directors to prepare for rehearsals.  Battisti & Garofalo (1990) warned 

against use of recordings to serve as a substitute for intensive score 

study.  Conversely, Kohut & Grant (1990) reported that listening to recorded models 
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could possibly help guide conductors’ attention to the most important elements of 

the literature.  Labuta (2004) recommended that novice teachers should use 

recordings after studying a score to gain an aural image of the piece.  As part of the 

preparation process for music ensemble rehearsals, using a recorded model may 

have both positive and negative impacts on the overall effectiveness of score study. 

 Score study has been well-documented as an important pre-rehearsal 

activity, and how it affects musical decisions and interpretations of a musical 

score.  As stated, experience often influences the decisions and methods used in the 

process of score study and applying preparation in rehearsals.  Differences in how 

novice and expert conductors have prepared musical scores through score study is 

also well-documented.  Score study is an important tool of rehearsal preparation, 

and other methods may help teachers make decisions on rehearsal preparation and 

instructional planning.  This study examined the rehearsal preparation methods of 

experienced and novice teachers and how those methods influenced their 

instructional decisions for a band rehearsal.  
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CHAPTER 3 

METHODOLOGY 

 

 The purpose of this study was to compare the rehearsal preparation 

processes of experienced and novice band directors at the middle school and high 

school levels.  The researcher was interested in the following three major research 

questions:  

1. How did each participant prepare for rehearsals?   
2. How were aspects of rehearsal preparation practices of early career and mid-

career directors at the middle school and high school levels similar or 
different; and  

3. How did successful mid-career directors reflect on their preparation 
practices from early in their careers? 

 
Study Design 

The researcher chose to conduct a qualitative study utilizing personal 

interviews with a typical, purposeful sample as defined by Merriam and Tisdell 

(2016).  The researcher felt that conducting personal interviews would allow 

participants to adequately share their experiences and thoughts regarding their 

rehearsal preparation practices.  A list of questions (See Appendix B) was designed 

by the researcher to guide the conversation yet allow the participants freedom to 

speak openly about their rehearsal preparation methods.  The researcher secured 

all necessary permission from the Texas Tech University Institutional Review Board 

for the current study (See Appendix A). 

 

Participant Criteria and Selection  

 Band directors in a multi-county metropolitan region of a mid-Atlantic state 

were invited to participate in the study.  The criteria for participation selection were 

established based on the following: 

1. Comparing early career and mid-career directors: The researcher defined 

early career as directors having 2-3 years of teaching experience in a public 
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school, with at least the most recent two years at their current school.  Mid-

career was defined as a director having between 10-15 years of experience, 

with at least the most recent two years at their current school.  The 

researcher felt that two years at the same school would allow participants to 

be more specific in their rehearsal preparation practices due to having 

consistency in their teaching placement (i.e. students were used to their 

director’s methods). 

2. Comparing middle school and high school directors: Participants had to teach 

either middle school (grades 6-8) or high school (grades 9-12) band.  

3. Four Participants: The qualifications listed above naturally led the researcher 

to determine that four participants would be acceptable, one of each 

classification.  Thus, one would be early career high school, one would be mid-

career high school, one would be early career middle school, and one would 

mid-career middle school.  The researcher limited the field to four 

participants in order to keep the amount of data manageable. 

4. How did successful mid-career directors reflect on their preparation 

practices from early in their careers?   An additional interest of the 

researcher was to learn from mid-career directors if there were any changes 

in their approach to rehearsal preparation as they gained experience.  Thus, 

the researcher felt it necessary to add the additional criteria of recognized 

consistent success through concert band festival ratings.  To be considered 

successful, a participant had to demonstrate a history of earning superior 

and excellent ratings similar to those qualifications in a previous study 

involving band and orchestra directors (Williams, 2016).  Due to their 

inexperience, the researcher felt it unfair to place the same criteria on the 

early-career participants.   

 

To select participants for the study, the researcher emailed an informal 

request to a regional listserv of band directors in a multiple-county metropolitan 
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area of a mid-Atlantic state.  15 responses were received, and the researcher 

selected the first four directors who replied and met the criteria established above.  

A formal invitation was extended to the four selected directors via telephone stating 

the purpose of the study and notifying them of their acceptance into the 

study.  Interview dates and times were established.  The interviews were recorded 

using an Apple© iPhone 7© and Voice Memos© software through Apple iOS©.  Each 

interview began with the researcher asking each participant to share their 

educational background and teaching experiences.  After the interviews were 

completed, the researcher compiled additional information regarding each 

participant’s school, including school district data, in order to add context to the 

narrative of each participate.   

 

Data Analysis and Coding 

The researcher transcribed the interviews (see Appendix C) and reviewed 

them several times.  Common themes emerged in each transcript as described in 

previous qualitative research studies (Ellis, 1994; Feyes, 2017) as well as qualitative 

research texts (Merriam and Tisdell, 2016).  Analysis of the interview transcripts 

revealed several themes that were common among the participating directors.  Each 

transcript was codified.  Codes were assigned a broad descriptive word or phrase 

based on different emerging attributes.  Through the coding process, the researcher 

organized the data into four themes or categories.  These were labeled as: 1) 

Rehearsal Preparation Practices; 2) Instructional Practices; 3) Learning and 

Development; and 4) Reflection of Early Teaching.   

The researcher then compared the themes between the four directors, 

looking for similarities and differences due to experience (experienced directors vs. 

inexperienced directors) and teaching level (middle school vs. high school).   A 4x4 

matrix was created that allowed the researcher to organize the categories in a clear 

visual format (See Figure 1 in the Results Chapter).  The final question for the two 

mid-career directors during the interviews asked them to reflect on how their 
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rehearsal process had changed and evolved over time, and those answers were 

compared to find similarities and differences in a separate chart (See Figure 2 in the 

Results Chapter).   To protect identities and encourage honest responses, each 

director was referenced with an anonymous name designated by the researcher. 

 

Unintentional Biases 

During the selection process, the researcher noticed several biases that were 

unintentional.  First, all four participating directors were white males.  This 

occurred because the researcher selected participants based partly on the order 

they responded to the researcher’s initial email.  Female directors and directors of 

other races did respond to the initial email, but they were not the first to respond in 

each category.  This unintentional bias limited the participants to white male band 

directors. 

The other unintentional bias was the selection of directors who followed a 

traditional college to job pathway.  All four directors indicated that they moved into 

full time jobs immediately after receiving their undergraduate degrees, and all four 

entered colleges immediately following graduation from high school.  The 

researcher recognizes that there are alternate pathways to receiving an 

undergraduate degree in music education as well as entering the profession of band 

directing.    
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CHAPTER 4 

RESULTS 

 

 The purpose of this study was to investigate the similarities and differences 

that might exist between early career and mid-career band directors during the 

rehearsal preparation process, as well as to investigate if similarities and differences 

in practice of preparation existed between middle school and high school band 

directors.  The following narrative was written to share the responses of each 

participating director and his emerging thought process when describing his 

rehearsal preparation practices.  Each participant is introduced through a brief 

summary of his background and experiences, followed by discussion of the research 

questions: (1) How did each participant prepare for rehearsals?; (2) How were 

aspects of  rehearsal preparation practices of early career and mid-career directors 

at the middle school and high school levels similar or different?; and (3) How did 

successful mid-career directors reflect on their preparation practices from early in 

their careers?  As stated earlier, four large scale themes emerged after analysis of 

the interview transcripts: 1) Rehearsal Preparation Practices; 2) Instructional 

Practices; 3) Learning and Development; and 4) Reflection of Early Teaching.   

 
Summary Presentation of Data 

PARTICIPANT 1 - The Mid-Career High School Director 

Participant 1 was the mid-career high school director.   He was interviewed in 

late January of 2018 at a regional honor band clinic.  He holds a Masters Degree in 

Music Education (MME) and is in his 13th year of teaching.  His teaching positions 

included 3 years at his current school as the Assistant Director, followed by 8 years 

at a large urban high school as the Band Director, and then 2 years at his current 

school as the Head Band Director.  He currently serves at a large suburban high 

school that is a part of a small suburban school district.  The racial profile of the 
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school is 70% White, 18% Black, 10% Hispanic, and 2% other1.  The student 

population is 28% socio-economically disadvantaged2.   

 
INSTRUCTIONAL PRACTICES  

Participant 1 spoke of his instructional practices as consistent and focused on 

“establishing skill sets through warm ups”.  He viewed warm ups as important and a 

daily necessity.  When asked about his warm up routine, Participant 1 shared that 

he created a slideshow presentation that included different skill sets he wanted the 

band to master:  

… for the most part I don’t fluctuate on the warm ups in terms of the time I 
commit to it. I call it fundamental times… something I’ve stolen from Scott 
Rush’s book [Habits of a Successful Musician3].  Basically, I’ve taken all the 
things, all the skill sets I want the band to master and I work on those 
throughout our warm ups.  I have 13 or 14 warm up slides so every two 
weeks or so we start over again, so those two weeks are packed with any 
kind of skill set I want the band to accomplish. 

 
Students cycled through the slideshow every 14-15 rehearsals, and about 15-20 

minutes were devoted each rehearsal to warm ups and fundamentals.  Participant 1 

shared that he believed that warm ups were best used as a reinforcement tool of 

necessary skills needed to perform concert literature, and while concert literature 

was different each cycle, skill sets remained the same.   

Participant 1 chose literature based on three factors: 1) What was deemed 

educationally appropriate for the ensemble; 2) how much time and resources were 

available before a concert date; and 3) what the students might enjoy or find 

interesting.  Participant 1 more specifically stated: 

I think the first thing I do is do a lot of listening, and then after I’ve listen to 
several pieces I try to think of things that will be educationally appropriate 
for that ensemble.  Then after I do a lot of listening, I’ll decide on pieces that I 
would like to do and sight read those with the group.  Ultimately I try to pick 
pieces that the kids like playing.  I don’t always choose things the kids like… 
sometimes I’ll choose something based on it’s an educational piece and “I 
want you to learn certain skill sets because I picked this”.  Anytime the kids 
“hem” and “haw” about that, I say, “well, you have three pieces in the folder 
that are for you and one piece is for me. It’s for me to teach you something.”  
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 Method books used in rehearsal warm ups included Foundations for Superior 

Performance4 and Habits of a Successful Musician.  Participant 1 indicated that while 

method books were used in rehearsal, other material borrowed from other 

directors or exercises written out were also included so that all skill sets were met.  

 

REHEARSAL PREPARATION 

 When preparing for a concert cycle, Participant 1 would first map out the 

number of rehearsals until a scheduled performance.  Initially, rehearsals were 

planned week by week early in the concert cycle, and then narrowed to day by day 

as a performance date drew closer.  Using the term “macro-micro-macro”, 

Participant 1 described the week by week planning as “achieving large ideas”.  For 

example, weeks 1 and 2 may be sight reading literature, and weeks 3 and 4 may 

conclude with working out rhythms and notes.  During the micro stage, Participant 1 

would get more detailed with student performance issues and individual 

contributions.  The final macro stage would be a week or two prior to a performance 

and focus on performing entire pieces in class to build endurance.   

Participant 1 believed that score study prior to a rehearsal was the key to 

achieving success.  Score study included reading through a score and listening to 

professional or collegiate recordings.  He spoke of recording and listening to his own 

ensemble several times, and reiterated that when listening to his ensemble, he had 

to be as unbiased as possible and have “honest ears”.  Participant 1 shared with the 

interviewer a score study method using sticky notes to mark areas of the piece that 

need to be worked out or corrected:   

I’ll start recording the ensembles and I’ll listen to those recordings for just 
about every rehearsal and make what I call “performance notes” based on 
those recordings.  You try to catch everything as a band director in class, but 
somethings having that extra recording where you can pause it and go back 
and listen again.  You really don’t miss anything when you have that 2nd and 
3rd filter of listens.  I’ll also use what I call my “sticky note process” which 
after I listen to a recording if there are any errors in their performance, I’ll 
write it on a sticky note and put it in the score so it almost becomes like 
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game.  I tell the kids the next rehearsal that this is a sticky note rehearsal and 
we need to fix as many sticky notes as we can. And any sticky note that I’m 
talking to you about is specific problem that we need to fix in our 
performance.  

 
 Participant 1 shared that he believed the sticky note process forced him to 

be honest with his ensemble’s performance and allowed him to hear a rehearsal 

objectively.  He felt that that by listening to rehearsal recordings, he could make 

musical decisions without taking time away from rehearsals.  He also believed that 

the use of sticky notes allowed students to visually see when areas of concern were 

addressed and accomplished and acted as a motivator for students to accomplish 

tangible goals. 

 

LEARNING AND DEVELOPMENT  

   Participant 1 reiterated several times that much of his growth and 

development as a band director came from finding mentor directors and attending 

clinics and conferences.  He referred to his experience as an assistant director right 

out of college, and “following around” the head director at events:   

I’ve stolen a lot of warm ups from [director name] who was the high school 
director in [current school] before me and I was his assistant. I just borrowed 
a lot of his things… actually what happened was when I knew I was leaving 
and taking over my own program, I went into the band room one night and 
just copied everything that I liked and just stole it.  I don’t think to this day he 
knows that I did that! 
 

He went on to say: 

… that is the reason I think I am the band director today because I had a very 
close… who became a very close friend and is still a very close, friend in 
[director name], … and I just felt like he could do no wrong in my eyes.  I was 
his mini-him… in fact, people just called me “junior” because I was always 
following him around and I just picked his brain constantly.  I watched him 
teach constantly. 

 
These statements demonstrated that Participant 1 valued his relationship with a 

prominent director who was a mentor, and who influenced many of his choices 

regarding rehearsal preparation and warm up materials.  Participant 1 also 
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mentioned that he incorporated other warm up materials and exercises based on 

observing guest conductors at conferences and honor bands and would pick and 

choose what to incorporate based on what he liked and how he saw that technique 

or warm up working with his teaching style.   

 

REFLECTION OF EARLY TEACHING 

 Participant 1 stated that he spent more time score studying inefficiently as a 

younger teacher.  He explained: 

I spent hours trying to decide what order I was going to approach things and 
then I get into rehearsal and it would all change anyway because of the 
dynamics of the rehearsal.  I think the older you get, the better your ears get, 
and you don’t need to necessarily map out every 30 seconds of your 
rehearsal. 

 
This statement established Participant 1’s belief that experience brings an 

understanding that allows directors to view rehearsals through a wider lense.  He 

continued on the discussion by stating that he spent a lot of time lesson planning out 

details instead of asking critical questions: 

My lesson plans were kinda detailed in that fashion, and now that I’m older 
and my ears are better, my ears are better trained.  I just say, “Alright I need 
to work on the intro and the first strain of the march, and work on the slow 
lyrical section, middle section of this piece, and the ending of this one”.  So 
you sorta have more of a bulleted list of what you’re wanting to do and you 
just know what needs to be fixed.  I hear the band playing and go, “Alright, I 
know exactly what to do now to fix you up, to make you sound like a good 
band”, whereas before, I really didn’t know...  It took me awhile to decipher 
performance errors, and now I just know exactly what to do.  I can stop a 
band and go “Baritones, let me hear that.”  Things just happen faster, more 
efficient.  On rehearsal, on score study, on lesson planning. 

 
Participant 1 ended the interview by stating that experience also brought 

confidence in his own abilities as a director, and that students responded better as a 

result of that confidence.  Participant 1 encouraged less experienced directors to 

seek out mentoring directors and to talk with them frequently.  He stated that his 
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mentoring director early in his career was a major contributing factor in developing 

successful habits of rehearsal preparation and planning. 

 
PARTICIPANT 2 - The Mid-Career Middle School Director 

Participant 2 was the mid-career middle school director.  He was interviewed 

in late January of 2018 at a regional honor band clinic.  He earned a Bachelor’s 

Degree in Music Education (BME) and is in his 14th year of teaching.  Participant 2 

taught for 12 years at a large, urban middle school before moving to his current 

school within the same district.  His current school is a large, urban middle school 

with a racial profile of 61.5% White, 19.3% Black, 6.9% Asian, and 4% others5.  The 

student population is 23.7% socio-economically disadvantaged6.  

 

INSTRUCTIONAL PRACTICES 

 Participant 2 began the discussion of instructional practices by recalling the 

lesson structure as adopted by his school administration.  All class periods were to 

follow a similar structure of a focused warm up, three major teaching components 

or lessons, and a “warm-down” or wrap-up session.  Participant 2 shared that this 

structure allowed for consistency and a built in time for warm ups and 

fundamentals every day.  When describing the breakdown of average time spent on 

warm ups and the fundamentals taught and reviewed, Participant 2 shared the 

following: 

The warming up process... stretching, breathing, some long-tones, is probably 
5-8 minutes, but then I also consider the dexterity and the technical, or 
ensemble skills, as part of the warm up too, and that’s another 15 minutes. So 
total, before we even start to rehearsing, we’re probably in the 20 to 25-
minute range.  

 
Participant 2 was adamant that tone was the number one priority during the 

warm up time.  He also stated that concepts were introduced through teacher 

created material then reinforced by a method book.  Participant 2 advocated for 

Band Expressions7, but recently became acquainted with Habits of a Successful 

Musician.  Regarding his beliefs of method books: 
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... method books I would say have not been a primary utensil for our 
lessons.  Even in 6th grade.  I’ve really have gotten to the point where a 
method book is more supplemental to my handouts, really, to my scale 
studies, to my rhythm studies and articulation studies, which are just 
handouts, things I’ve collected over the years from other colleagues. Even in 
7th grade, the method book really becomes a sight-reading book, to be 
honest, because once everything's been established… tone, rhythm, 
articulation, everything else… if they comprehend all those things, they 
understand all those things… the method book can sometimes introduce new 
things, but I’ve already introduced everything so the book becomes a sight-
reading tool.  And that’s just me. 

 
Here Participant 2 states his position on supplementing instruction with a method 

book, but not using it as the sole curriculum.  He believed that by introducing 

concepts and skill sets through created material and handouts, students were able 

to understand those concepts before using the method book as a reinforcement. 

 

REHEARSAL PREPARATION 

Participant 2 planned out concert cycles by number of available rehearsals, 

often two months or so at a time.  He also planned out lessons day by day, stating 

that subsequent rehearsals were influenced by what happened in prior 

rehearsals.  He explained further:  

I have the whole unit basically planned out … I have 15 rehearsals so I know 
in my mind I’m going to devote the first four rehearsals to “I want to get all 
the notes and rhythms, [and] I’m going to to devote the next three rehearsals 
to articulations and dynamics. And then the next chunk will be more like 
balance and musicality type things.” So that’s how I plan out probably for two 
months at a time… But, I don’t make specific lesson plans a week in 
advance.  Those are day by day based on the previous day’s events.  The big 
structure is in place in terms of what I want to accomplish in the next 8 
weeks, but I can’t plan lessons a week in advance because each day is going 
to determine the next for me.  

 
Literature selection also dictated how the structure and lesson planning were 

determined.  Participant 2 discussed his process for selecting literature: 

… I will start with MPA8.  I really just want to find a march that will be 
comfortable for my kids and is not going to be stressful. Something this going 
to be nice and tuneful… something that they’re going to be humming when 
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they leave the bandroom… I’m a really big [James] Swearingen fan, so I 
always play a Swearingen, because I just like his melodies and everything like 
that. So I just find a Swearingen that fits my particular band that year, like 
this year trombone is weak so I’m searching through, I’m listening, trying to 
find something that doesn’t require the strongest trombone section, and then 
I try to find a contrasting piece that is slightly out of the box, something I 
think the kids would enjoy… regular spring concert or other concert, just a 
nice middle of the road march, again nice and tuneful, and then kinda of a 
serious piece where I can get into the musicality and teaching for the kids, 
and then a really wacky fun piece that they’re gonna remember for a long 
time, and then I usually try to incorporate also some type of movie theme or 
something as well… 

 
Participant 2 stated that he makes literature selections based on the strengths and 

weaknesses of the band, and tries to find pieces that will challenge his students yet 

be enjoyable.  He also indicated that creating a memorable experience for the 

students through “wacky, fun pieces” as well as movie themes could be an important 

aspect of middle school band teaching. 

 

LEARNING AND DEVELOPMENT 

 Participant 2 named several older directors who served as mentors, and 

emphasized the importance of attending conferences and clinics.  He stated: 

[Two retired directors] have been kinda of my bigger influences in terms of 
resources and strategies of getting the kids technically where they need to 
be. Those are probably my biggest influences at this point…. things have been 
shared with me from workshops, things have been shared with me from 
colleagues, things on the internet, you know you can find all types of stuff and 
over the years you find things that address all of your specific needs and then 
you just sorta taylor which things you want to use at which time to get your 
kids from point A to point B.  It’s just a wide range of staff that I’ve come 
across that I’m using.  
 

 Participant 2 went on to emphasize that his preparation practices and 

decisions were influenced by specific needs, and that a one-size fits all strategy did 

not work for him, such as a single method book.  Instead, all decisions were made 

with an end goal in mind, and instruction preparation adjusted as Participant 2 saw 

a need to address. 
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REFLECTION OF EARLY TEACHING 

 Participant 2 stated that he spent more time lesson planning as a younger 

director.  He also stated that earlier lesson plans were typically general in nature 

and did not address rehearsal goals in detail.  He explained: 

Well, I do remember the fact that I spent a lot more time as new teacher 
planning and preparing then I do now, and I think that was just a product of 
where I was mentally and kinda just understanding what I had to do… And 
then over the years, as I learned a little bit more, I became a lot more specific 
and mindful about what strategy I was actually going to use, and what was 
the point. 

 
Participant 2 made it clear that with experience, he was able to be more specific in 

his teaching, and planning and preparation for rehearsals became more detailed. He 

finished the interview with advice for less experienced directors: 

Know the end goal, or know where you are heading. Some people call it 
“backwards planning”, and I kinda alluded to this beforehand.  I map out… if 
I’m preparing for my winter concert, I start with the fact that I have 16 
rehearsals or whatever, and I have the 6 concepts that I need my band to 
accomplish to sound good. 

 
Here, Participant 2 went back to the planning method of mapping out concert 

cycles.  He used the term “backwards planning” as a way of understanding the larger 

picture of preparing for a performance, which in turn would be accomplished by 

having detailed plans for each rehearsal and working on larger concepts.   

 

PARTICIPANT 3 - The Early-Career High School Director 

Participant 3 was the early-career high school director.  He was interviewed 

in late February of 2018 at a local coffee shop.  He earned a Bachelor’s Degree in 

Music Education and had taught for 3 years, all at his current school.  Participant 3’s 

school is a large suburban high school with a student racial breakdown of 55% 

White, 22% Black, 16% Hispanic, and 7% other9.  The student population is 44.5% 

socio-economically disadvantaged10. 
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INSTRUCTIONAL PRACTICES 

 The discussion with Participant 3 revealed several details regarding planning 

instructional decisions.  He stated that identifying large concepts (i.e. dynamics or 

articulations), and then picking literature that addressed those concepts was very 

important to him.  To start identifying large concepts, Participant 3 stated that he 

prepared concert programs for the entire year during the summer months, and built 

each concert cycle to lead to the next cycle: 

I think the best way is that the start of my rehearsal planning is usually a 
month before we start rehearsing the music, or especially during the summer 
time… the beginning of each year I’ll program for the most part the whole 
year, knowing that it will change depending on the classes and as we get into 
each ensemble. I like to sequence things that way so that it goes from the fall 
concert all the way through to the spring concert and we’re always building 
upon what’s happening before.  Usually I try to get most of my scores for the 
whole year in hopefully during the summer time, and looking through that 
the summer for key concepts that we’ll probably need to be working in the 
fall to prepare us for the spring and so forth.  

 
Participant 3 went on to say that by determining key concepts for the year, he could 

find literature and develop warm ups that addressed those areas and build off of 

each concert cycle.  

 Each warm up that Participant 3 used was directly affected by the identified 

key concepts that each concert cycle would address.  Participant 3 mentioned that 

he did not use a specific method or warm up book, but rather pieced together warm 

ups based on the current literature and identified concepts.  He explained the 

genesis to this method of creating warm ups: 

I started to realize that that wasn’t the most efficient use of time [referring to 
playing warm ups with no end goal in mind], and I was always so confused of, 
“well, we did our warm ups, great, we’re having some good technique and 
fundamentals down”, then we get into our rehearsal and they’re still 
struggling so much in the music and I realized that I was running out of 
time.  So that’s when I started to kinda cater them towards hopefully 
whatever was going on in the rehearsal… 
 

This statement established his reasoning for customizing warm ups, and he went on 
to state: 
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… there are some situations where I just want us to play the Bb scale today 
because we just haven’t touched it in a while, but for the most part, if we are 
not playing a single piece in Db, on that concert cycle, I’m probably not going 
to play a whole lot [of that key] in warm ups, just because unless it’s just a 
reminder, it’s not the best use of the limited amount time that we have in the 
rehearsal. I am a firm believer that there are lots of different things you need 
to touch on. 

 
Participant 3 finished the discussion of building warm ups to address concepts in 

the performance literature by speaking about his belief in addressing tone as the 

most important concept, followed closely by scale exercises.  Participant 3 believed 

that each concept had to build on each other, and that mastery of one concept would 

lead to the next one.  He explained: 

Tone in my book is the most important we have [as a concept]… if we don’t 
sound good, no one cares.  So we alway start with our tone because we’re 
establishing our sound, and then we’ll hone in a little further and we’ll do 
some lipslurs [with the brass] to get the versatility, as well as the woodwinds 
have a lot of fingerwork… Then we get into scale work because that’s the 
building blocks of musicality and musical notation.  And then going from 
there, we start to focus on articulations and hopefully creating dynamic 
contrast on whatever we’re warming up on. But to kinda focus in on the most 
important concepts… not that articulations aren’t important, but you have to 
build from the foundation up.  

 
Participant 3 saw key concepts as building blocks, and wanted the warm up to focus 

on establishing each concept as students progressed through the school year.   

 

REHEARSAL PREPARATION 

 When the researcher asked Participant 3 about rehearsal preparation tactics, 

he recalled his method of marking the score during rehearsals and then studying 

those sections later in the day. 

I spend the first two weeks really hounding notes and rhythms and reading 
through the music and making sure they understand the generalities.  So like 
right now we’ve kinda gotta through that point in our MPA cycle, and I’ll be 
listening in rehearsal and I’ll highlight or mark things as I hear them that are 
really big issue items…  I’m usually highlighting lots of things as we go 
throughout our rehearsal process, and selecting either new things that 
maybe just played through, it wasn’t the focus for that day, and I know I’m 
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going to put it on the agenda for the next day, or ok we tried this in class 
today, didn’t quite go so well so let’s read this the next day. So it’s kinda like 
keeping a tally list of things that aren't going so well, especially at this point 
in the rehearsal process. 

 
When the researcher inquired about whether rehearsal plans were made weekly or 

daily, Participant 3 responded that he typically took the weekend to plan out the 

coming week, but more specifically where he was in a particular concert cycle.  He 

explained: 

I usually spend Thursday and Friday, if I don’t have some time over the 
weekend, where I start very generally… I know this section of the piece needs 
the work, and I get all of those sections down, and then I get specific about 
[why] this section is not sounding so great... And then once I have all of those, 
I have a big agenda that I have both classes, a section on each side, and I’m 
writing lots of notes down. 

 
After identifying musical sections that need work, Participant 3 goes on: 

And then once I have those big pieces in place, I’ll then go to the warm ups 
and say, “OK, how can we make the warm ups fit into the sequence?” That 
way it can transition as seamlessly as possible so maybe we’re looking at a 
tricky rhythm so we’re going to use a Bb scale just to play that rhythm over 
and over again, and then we directly into that part of the piece. So kinda 
looking at a macro, then going down to a micro through the planning process.  

 
This statement reaffirms Participant 3’s belief that warm ups are critical to 

addressing performance issues.  This statement also gave the researcher some 

insight into how Participant 3 uses concert literature to inform his warm up 

routines and sequences.  

 Another rehearsal preparation technique that Participant 3 spoke about was 

audiating the score during score study:  

Usually I try to get most of my scores for the whole year in hopefully during 
the summer time, and looking through that the summer for key concepts that 
we’ll probably need to be working in the fall to prepare us for the spring and 
so forth.  Right now I’m thinking about the MPA cycle… right around the time 
of our winter concert in December, I’d pulled out all the scores for our MPA 
music and audiate through all the parts, trying to find any tricky rhythms that 
I knew at least for my kids knowing their background and what they’re going 
to struggle with… 
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This statement shows Participant 3’s use of audiation as his primary method of 

studying scores.  Through audiation, Participant 3 would identify not only the key 

concepts that he would focus on, but also areas of the scores that could pose issues 

for students.  That would in turn inform warm up decisions, and planning day to day 

rehearsals to address key concepts.  

  

LEARNING AND DEVELOPMENT 

 Participant 3 was in his 3rd year of teaching at the time of the current study, 

and had entered the profession immediately upon graduation from college.  He 

spoke about being influenced in his rehearsal preparation practices and decision 

making primarily through two areas of influence: 1) cooperating teachers during 

student teaching, and 2) participation in drum and bugle corps.   

 Participant 3 shared that many of his warm ups were taken from his time 

during student teaching.  He explained: 

I take a lot from my cooperating teacher when I was student teaching... Just, 
basically I stole kinda [his] warm up packet that he made himself. It’s kinda 
of an amalgamation of lots of things.  We always started with Remingtons for 
our long tones. I have a complete of different lip slur exercises that I stole 
from him, even putting in some chromatic woodwind stuff. 

 
Participant 3 explained further that borrowing other technique exercises and warm 

ups helped him find new ways to address rehearsal issues during the planning 

process.  Creating new warm ups based upon discoveries learned at conferences 

helped him to address rehearsal issues: 

I went to the scale clinic at our [music education] conference this year. Took 
a lot [away] like, “we shouldn’t just play the scales in the audition patterns 
every day.”  So, I went and created lots of different… we call it ‘scale pattern 
sheet’ where I went through a couple of method books.   

   
 The other major influence on his rehearsal preparation practices according 

to Participant 3 was his involvement in Drum and Bugle Corps.  Participation 

influenced the way concepts were viewed as a hierarchy: 
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When I was in drum corps, we talked about the concept of physically 
warming up, how it was always good to warm-up the big muscles and work 
down towards the smaller muscles, so I kinda do that with concepts of “Let’s 
start with the most important concepts and work our way up the pyramid.” 
 
Later on during the interview, Participant 3 came back to the idea of creating 

warm ups from a wide variety of methods: 

I stole a lot from some different warm up packets from what teachers have 
shown me… I just asked them to send me and I wrote them out for the 
kids.  I’m sure you come look at every one of the exercises I have and say, 
“well, that’s from this book” and “that’s from that book.” or “that’s from that 
certain technique.” 

 
This statement led Participant 3 back to the idea of creating his own warm ups to 

address literature performance issues:  

… my first year I went and found all the different type of scalar patterns in 
the music we were playing which are also lot of common ones, whether just 
scales in thirds or going up by one note [sings example].  And so I kinda 
created a sheet like that on my own … 

 
Throughout most of the interview, Participant 3 frequently returned the 

conversation back to the use of tailoring specific warm ups to addressing either 

concepts identified early in the year, or addressing performance issues in the 

literature of a particular concert cycle.  Even when discussing what methods he used 

or how he prepared for daily rehearsals, Participant 3 often spoke about always 

thinking about the warm up process and constructing warm ups to address issues.   

 

PARTICIPANT 4 - The Early-Career Middle School Director 

Participant 4 was the early-career middle school director.  He was 

interviewed in early May of 2018 at the participant’s residence.  He holds a 

Bachelor’s Degree in Music Education and has taught for 2 years, all at his current 

school.  Participant 3’s school is a large urban middle school with a student racial 

breakdown of 41.5% Black, 33.3% Hispanic, 15.4% White, 6% Asian, and 3% 

others11.  The student population is 62.4% socio-economically disadvantaged12. 
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INSTRUCTIONAL PRACTICES 

 Participant 4 often referred to his instructional practices as “intentional” and 

“a strict routine”.   He desired to have a clear plan of attack for each class in order to 

create stability.  Sharing that his classes only met every other day, Participant 4 

stated: 

I do a mega-planning session on Sunday, kinda of creating goals for what I 
would like to get accomplished in rehearsals.  I kinda take it one week at a 
time because I feel that sometimes with teaching band that you have to kinda 
address what’s currently going on and you have to be able to be flexible and 
adapt to what’s going on, so I don’t try to plan super far in advance but I think 
a week, I usually have a pretty good grasp of where we’re going to go… So I 
think about, “where did we end last week?” because I only see my kids every 
other day. So I feel that I have to be very intentional of what’s going on in my 
rehearsals because I only see them every two days or so.  So I think, “where 
did we end, and where are we at with the structure? Where are we at with 
the rhythm? Where are we at with the notes?” And then I kinda take those 
into consideration when I’m planning, and then I’ll try to pick things that 
need to be reinforced, and I’ll try to swing back to those things. 

 
Participant 4 spoke about identifying concepts that were to be addressed, and the 

importance of using concepts that were familiar to introduce more unfamiliar ones: 

I’ll try to pair some area of weakness that I’ve assessed with the next level, so 
I’ll be like, “so, I want you thinking about this, but then we’re also moving 
towards this.” 

 
Participant 4’s warm up routines and methods also addressed concepts that 

he wanted to teach his students.  He often used warming up as a way of either 

introducing new concepts through a method book, or reinforcing learned material: 

So, with my 6th grade... “here is our warm up sheet, we have the same ones 
we’re doing”, I try to work on things that I’m working on with them in their 
music… “are you holding the whole notes out for four counts? Are you 
finishing that phrase? Are you playing with a good sound?  Are you doing 
that?”  With the older groups, I kinda focus more like; “these scales are the 
basis of any song you are going to play. If you don’t know them, probably you 
will not be able to be successful.” 

 
The material used by Participant 4 for warming up combined a method book with 

self-created packets: 
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My school uses the Sound Innovation13 method book, but I try to build a good 
relationship between the method book and things that are not the method 
book, because I don’t think the kids necessarily have the attention span to sit 
and do the method book … every day, and that’s the only thing we’re working 
on. So I’ll have like, I know for my beginner classes I’ll have like, 3-note song 
packets and 5-note song packets of easy things you can play after you know 
like 3 notes, or easy things you can play after you know 5 notes.  

 
He continued with the discussion on combining the method book and self-created 

things to help reinforce older concepts while introducing newer concepts: 

I use a rhythm power point that for the beginners goes through the 8th note 
rhythm, and for the other groups it adds rests and dotted-halfs, and dotted-
quarters, things like that. The way I use it is that I project it up on the screen 
and build it into those warm ups with scales, so they’ll have to play the scale, 
but every four beats they have a different rhythm they have to play based on 
the rhythm they’re seeing on the board. So it’s like a sight-reading tool, 
rhythm tool, but it’s also reinforcing those rhythms.  I’ve kinda built a lot of 
things that I use like that as supplementary to the method book stuff because 
I think there needs to be a balance between the two.  

 
REHEARSAL PREPARATION 

 Participant 4 spoke of rehearsal preparation through referencing his “mega-

planning sessions” on Sundays.  He used those planning sessions to evaluate where 

his classes were in a concert cycle, and what needed to be taught over the next week 

of classes: 

I think, “where did we end, and where are we at with the structure? Where 
are we at with the rhythm? Where are we at with the notes?” And then I 
kinda take those into consideration when I’m planning, and then I’ll try to 
pick things that need to be reinforced, and I’ll try to swing back to those 
things. 

 
Participant 4 also spoke of score studying as a way to inform them of what 

technique needed to taught to students or how warm-ups could reinforce identified 

concepts.  He explained: 

In terms of score studying, I don’t do a ton of score study but I do enough to 
understand the piece and the concepts of what’s going on.  I don’t feel like I 
spend hours poring over it. Especially for middle school… “OK, there’s this 
format going on, or there’s this theoretical thing happening.”  You know, it’s 
kinda of low key, lower level theoretical stuff going on so I don’t have to dig 
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in, like “this is this chord, or this is this chord.”  So I don’t spend a whole lot of 
time doing that kinda of stuff, but I definitely spend time listening to the 
music and finding what’s happening, what’s the big idea here, what’s the 
concept that I’m teaching, what’s the concept that we’re working on.  

 
Participant 4 believed that through planning a week out at a time, he could 

evaluate where his students were developmentally, and what to introduce next.  He 

spoke of concepts that needed to be taught and reinforced, and found literature that 

would support his teaching.  Participant 4 also hinted at cyclical instruction; using 

previously taught material to introduce new material while reinforcing the 

previously taught material.    

 

LEARNING AND DEVELOPMENT 

 When asked about his development as a director and outside influences, 

Participant 4 contrasted what he learned in undergraduate music education courses 

against what he observe his cooperating teacher during student teaching:  

In college there was a very strict method.  “Here’s your lesson plan sheet, you 
have to use this.  You have to fill out eight boxes that have different things in 
them… what you’re working on, what you’re going to do, what’s your plan, 
what’s your steps 1-8” … and I don’t do that anymore. [laughs] Because it was 
a waste of time, and because I know the process of what I’m going to do in my 
head.  

 
Participant 4 placed much emphasis on following the example of his cooperating 

teacher’s rehearsal preparation practices.  He recalled how his cooperating teacher 

would plan lessons and think through the rehearsal process: 

… observing my cooperating teacher, who didn’t really plan [laughs], but was 
like, we walk in and say “so, what are we working on today? … hmm, this is 
kinda of interesting, let’s do this.”  ... obviously my cooperating teacher had 
been teaching for so long, she knew what she needed to do. For her, it wasn’t 
like, “I don’t know what I’m going to teach today, let me just try and throw 
something together.”  She knew what she needed to get done, but she didn’t 
have a strict written plan.  So I kinda do a merging, where it’s like I will write 
things down.  I have a plan everyday… “I want to work on X, Y, and Z.  This is 
my goal for the week.” 
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Participant 4 clearly saw a need to find a balance between a strict written 

plan as often taught in undergraduate music education courses, and having the 

knowledge to show flexibility on instructional and preparation decisions for each 

rehearsal.  Participant 4 also spoke of borrowing material from other teachers, 

including his cooperating teacher: 

… I feel like in my first two years of teaching I’ve created a lot of things that I 
saw other people doing, and then I kinda adapted them to the way I wanted 
to use them. 

 
Using borrowed material from other teachers, and planning out rehearsals a 

week at a time, Participant 4 focused on concepts and rehearsal structure.  He saw a 

combination of method book usage and self-created warm up packets and power 

point presentations as the best way for them to address concepts.   Listening to 

recordings and quick score study also helped reveal methods that he could use to 

reinforce concepts and introduce new concepts through sequencing information.   
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CHAPTER 5 

DISCUSSION 

 

 The purpose of the current study was to examine the rehearsal preparation 

practices of band directors through a qualitative analysis.  Through a system of 

codification of their responses, similarities and differences in their rehearsal 

preparations and instructional decisions emerged and were examined.  The 

researcher was also interested in possible comparison between middle and high 

school band directors to learn if student age groups affects rehearsal planning.  Each 

interview yielded an in-depth narrative of each director’s thought process that 

informed rehearsal preparation decisions, and the external influences that also 

contributed to each director’s preparation practices.  Findings suggested that 

experience and student age group did influence rehearsal preparation practices and 

decisions.  The themes that emerged from each interview are shown in summary 

below (Figure 1). 
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Participant 1 - Mid Career High School 
Instructional Practices 

 Consistent 
 Warm-ups occur everyday 
 Skill Set → established through warm-

ups 
 
 
 
Rehearsal Preparation  

 Score study before rehearsals begin 
 Lots of Listening to other recordings 
 Select pieces students will enjoy 
 Select pieces student that are 

educationally appropriate 
 “Sticky Note Process” 
 Listen to ensemble recordings → 

honest 
 Weekly → Daily 
 Plans out concert cycles 

Learning 
 Mentor band directors → borrowed 

warm-ups 
 Attending clinics/professional 

conferences 

Participant 2 - Mid Career Middle School 
Instructional Practices 

 Structure → school based components 
in lesson plans 

 Introducing concepts → reinforced with 
method book 

 Skill sets → established through warm 
ups 

 Warms-up everyday 
Rehearsal Preparation 

 Some score study 
 listing/bulleted list of areas to work 
 Plan out concert cycles → # of 

rehearsals unil concert 
 Day to Day planning 
 Pick pieces that students enjoy 
 Pick pieces that are educationally 

appropriate 
 
 
Learning  

 Several mentor band directors → 
warm-ups/materials 

 Experience 
 Attending clinics/professional 

conferences 

Participant 3 - Early Career High School 
Instructional Practices 

 Concepts → yearly key concepts 
 Program for entire year → each concert 

builds to the next 
 Warm-ups → makes own sheets 
 Builds warm-ups to address literature 

performance problems 
 Tone is very important 

Rehearsal Preparation 
 Program for entire year  
 Studies score a month out  
 Auditation is key 
 Highlight/mark score during rehearsal 

Learning  
 Borrowed many warm-up materials 

from Cooperating Teacher (CT)  
 Created own warm-ups 

Participant 4 - Early Career Middle School 
Instructional Practices 

 “Mega-Planning on Sundays” 
 Concepts drive instruction 
 Strict routine → intentionality 
 Created warm-up packets to 

supplement method book  
 
 
Rehearsal Preparation 

 “Mega-Planning on Sundays” 
 Week by week 
 Listening to recordings 

 
Learning 
Borrowed things others were doing 
Saw how Cooperating Teacher (CT) planned 

Figure 1 - Participant Theme Matrix 
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Early Career vs. Mid-Career 

 The first research question asked: Do similarities and differences exist 

between early career and mid-career band directors regarding their rehearsal 

preparation practices?  Directors of shared experience appeared to share many 

similarities when comparing their rehearsal preparation practices.  Both mid-career 

directors used similar wording and phrasing to describe their rehearsal preparation 

practices.  In Instructional Practices, both Participants 1 and 2 spoke about 

establishing skill sets through daily warm-ups.  They both used the word 

“consistent” to describe their warm-up process.  Participants 3 and 4 spoke about 

their warm-up process as “sequential”, and that identified concepts would influence 

the warm-up decisions.  It appeared that the mid-career directors were concerned 

with establishing skill sets necessary to develop as an ensemble, while the early 

career directors sought to address concepts identified as necessary to perform the 

selected literature.  Thus, warm-ups for the mid-career directors did not appear to 

change as much as the warm-ups of the early career directors.   

 The Rehearsal Preparation practices showed similarities and differences 

among the directors when regarding literature choices.  For the early career 

directors, both cited literature choices as influenced partially by identified concepts.  

Participant 3 stated that they picked literature to address the concepts was 

important to them, while Participant 4 instead found literature by focusing on 

intentional questions, such as, “What large concept am I addressing with this 

piece?”, or “How does this piece reinforce a new concept?”  Both Participants 1 and 

2 made literature choices based on a balance between educational pieces (i.e. pieces 

that could teach/reinforce skill sets) and pieces that students enjoyed performing.    

Participants 1 and 2 stated that concert cycles were planned out in terms of 

number of rehearsals and the goals of larger groups of rehearsals.  Participant 1 was 

unique in his extensive use of sticky notes in the score against an in-rehearsal 

recording.  Participant 2 made bulleted lists of areas in the score that needed 

improvement, with each rehearsal directly influencing the next.  This contrasts to 
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Participant 4, who planned out week by week, partly influenced by his limited 

rehearsal schedule of every other day.  Participant 3 mentioned audiating the score 

before rehearsals and highlighting troubled areas during a rehearsal.   When 

compared by experience, the mid-career directors were more articulate in their 

preparation thought process through breaking down the concert cycle and daily 

preparation, while the early career directors were more focused on addressing 

general concepts.   

Learning and Development differed greatly between the participating 

directors.  Both mid-career directors spoke about their mentoring directors, and 

how those relationships greatly influenced their decisions for warm-ups materials 

and preparing for rehearsals.  They also stated that their choices and methods were 

influenced over the years by many sources.  Both early career directors spoke about 

their collegiate experiences as well as their cooperating teachers during student 

teaching as influential on their preparation decisions.  All four directors stated that 

their warm-up routines and materials were often borrowed from others, with 

Participants 1, 2, and 3 specifying attending conferences and clinics.   Participant 4 

spoke about how his cooperating teacher planned out rehearsals, while Participant 

3 spoke about how his cooperating teacher planned out warm-ups.  Interestingly, 

the focus of the thought process for rehearsal planning by both Participants 3 and 4 

mirrored that of their cooperating teachers. 

 

Middle School vs. High School 

 The second research question stated: Do similarities and differences exist 

between middle school and high school band directors regarding their rehearsal 

preparation practices?  The results suggested that similarities and differences did 

exist.  Both high school directors stated several times that score study was an 

integral part of their rehearsal preparation and referred to a more specific method 

of studying their scores compared to the middle school directors.  Participant 1 was 

the most detailed, offering an in-depth account of his sticky note process and 
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listening to rehearsal recordings frequently.  Participant 3 was thorough in his 

literature selection for the entire year and spoke about studying scores prior to a 

concert cycle.   

While the middle school directors mentioned score study, it was not stated as 

very important, and the middle school directors spoke about introducing concepts 

through method books or supplemental material.  Participant 2 spoke about 

programming literature that would allow them to focus on teaching, while 

Participant 4 spoke about finding literature that addressed the concept they wanted 

to address.  While all four directors mentioned specific method books, the two 

middle school directors spoke about the method book being more supplemental to 

created warm-ups, while the high school directors simply mentioned a method book 

as something they used, but with no particular purpose.   

 

Reflection of Early Teaching 

Finally, the third research question stated: How did successful mid-career 

directors reflect on their preparation practices from early in their careers?  Figure 2 

compares the answers of both mid-career directors. 

Participant 1 – Mid-Career High School 
Experience 

 Spent more time score studying 
 Lesson plans were detailed down 

to the minute - not efficient 
 With more experience, more 

“Why” questions  
 More confident as a director 
 “Better Ears” - able to identify 

performance problems quicker 
 Surrounded with mentors 

Participant 2 – Mid-Career Middle School 
Experience 

 Spent more time lesson planning 
 Lessons plans were vague - bulleted 

lists that did not address specifics 
 More specific about strategies 
 Surrounded with mentors 

 

Figure 2 - Mid Career Director Experience and Reflection 

 Interestingly, the results indicated that while both mid-career directors had 

changed their rehearsal preparation practices as they became more experienced, 

they did so in different ways.  Participant 1 stated that he spent more time score 

studying, while Participant 2 stated that he spent more time lesson planning.  This 
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difference may in part exist due to Participant 1 teaching high school and 

Participant 2 teaching middle school, as results stated earlier suggested that high 

school directors may focus on score study while middle school directors may focus 

on concepts.  Yet, both Participant 1 and Participant 2 shared that as they gained 

more experience, the general time spent on planning decreased, while planning 

became more efficient and detailed.  Both directors stated that through experience, 

their rehearsals were more goal-oriented.   You did a good job of addressing each of 

your research questions in your discussion. 

 
Suggestions for Further Study 

 Based on these findings, the researcher suggests further study based on 

several observations: 

1. While this study focused on early and mid-career band directors, it did not 

include retired directors or those close to retirement age.  Understanding the 

rehearsal preparation practices of retired directors who served long and 

distinguished careers could provide valuable insight into instructing pre-

service teachers and early career directors. 

2. As stated earlier in this study, the four participating directors were all white 

males who followed a traditional pathway (all entered college upon 

graduating high school, and all were hired the year after they graduated 

college).  A follow up study could focus on directors of different races, 

genders, non-traditional pathways, and other groups. 

3. Several follow-up research questions could include: What if a larger pool of 

participants were selected?  What if they were from varying geographic 

locations or had more variation in their collegiate/professional training?  

4. This study revealed that mentoring directors could have influence on the 

instructional and rehearsal preparation practices of the mid-career 

directors.  Individual relationships and professional development can be 

crucial to the success of younger teachers.  A follow up study would benefit 
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the band directing community (and teaching community at large) that looks 

at the mentoring relationships and the impact on teacher success and 

development during their early careers.   

Rehearsal preparation is an important process to successfully ready music 

ensembles members to meaningfully share band literature through formal concerts 

and performances.  It is often the content and source of discussion through 

conducting and music education courses at the undergraduate and graduate levels 

of academia, as well as at conducting workshops and music education 

conferences.  Rehearsal pacing, goals, and decisions are all influenced by the 

planning process.  Through this study, it was suggested that the rehearsal planning 

process became more focused and detailed as a band director gained more 

experience.  While there appear to be some differences between middle school and 

high school band directors, one major similarity was that rehearsal planning is very 

important, and required the director to find a process that worked for them.  Given 

the importance of rehearsal preparation and planning, additional research on this 

and closely related topics could benefit the band directing community. 
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Notes 
 
1Moorseville Graded School District. (2018). Retrieved from 

https://www.mgsd.k12.nc.us/uploaded/schools/Mooresville_High_School/
2017_Staff_Photos/MHS_School_Improvement_Plan_2017-2018.pdf 

 
2North Carolina Department of Public Instruction. (2018). Retrieved from 

https://ncreportcards.ondemand.sas.com/src2/reports/491312_2017_High
.html 

 
3Rush, S., & Moon, R. (2011). Habits of a successful musician: a comprehensive 

curriculum for use during fundamentals time.  GIA Publications: Chicago. 
 
4King, J., & Williams, R. (1997). Foundations for superior performance.  Neil A. Kjos 

Music Company: San Diego. 
 
5Charlotte-Mecklenburg Schools. (2018). Retrieved from  

http://www.cms.k12.nc.us/cmsdepartments/accountability/spr/Pages/Sch
oolProgressReports.aspx  

 
6North Carolina Department of Public Instruction. (2018). Retrieved from 

https://ncreportcards.ondemand.sas.com/src/school?school=600353&year
=2017&lang=undefined 

 
7Smith, R.W., et al. (2014). Band Expressions.  Alfred Publishing Company: Van Nuys. 
 
8 “Music Performance Assessment” - an adjudicated music festival typically 

consisting of 3-4 stage judges and often a separate sight reading 
judge.  Often ratings of poor to superior are awarded based on a rubric. 

 
9Cabarrus County Schools. (2018). Retrieved from 

https://docs.google.com/viewerng/viewer?url=https://www.cabarrus.k12.
nc.us//cms/lib/NC01910456/Centricity/Domain/666/2017-
2018+CCHS+School+Improvement+Plan.pdf  

 
10North Carolina Department of Public Instruction. (2018). Retrieved from 

https://ncreportcards.ondemand.sas.com/src/school?school=130310&year
=2017&lang=english  

 

11Charlotte-Mecklenburg Schools. (2018). Retrieved from 
http://www.cms.k12.nc.us/cmsdepartments/accountability/spr/Pages/Sch
oolProgressReports.aspx  
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12Charlotte-Mecklenburg Schools. (2018). Retrieved from 
http://www.cms.k12.nc.us/cmsdepartments/accountability/spr/Pages/Sch
oolProgressReports.aspx  

 
13Sheldon, R., Boonshaft, P., Black, D., & Phillips, B. (2010). Sound innovations for 

concert band, book 1: a revolutionary method for beginning musicians. Alfred 
Publishing Company: Van Nuys. 
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APPENDIX A 
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APPENDIX B 

INTERVIEW QUESTIONS 

 
Questions for all interviewees: 
1) Generally, how do you plan for rehearsal?  

a) How much time do you spend in score-studying, if any? 
2) Please describe your planning process. 
3) Do you plan out an entire week’s worth of rehearsal? 

4) What percentage of the rehearsal do you normally plan to spend on warm-up?  
a) Does this change depending on circumstances? 

5) What are the primary objectives you plan for in the warm-up?  
a) Do you focus on technique, musicality, or some other musical aspect?  
b) What is most important to you? 

6) Are there specific individuals or methods that have influenced your planning 
decisions? 

7) Are there resources outside of concert/performance literature you prefer to 
use? 

8) How did you discover the methods and performance literature that you plan 
to use? 

 
Additional Questions for experienced directors: 
1) Do you remember how you use to plan for rehearsals when you were in your 

first three years?  
a) If your planning has changed, please describe how it changed. 
b) Has the amount of time spent on planning changed?  
c) Have your priorities changed?  

2) If you knew then what you know now, what would you do? 

a) What advice would you give to a young teacher on the subject of rehearsal 
planning? 
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APPENDIX C 

INTERVIEW TRANSCRIPTS 
 
Joshua Stevenson – Participant 1 
 
Kevin Still: This is Josh Stevenson, band director of Moorseville High School.  Tell us 
a little bit about your background, education, and years of teaching. 
Josh Stevenson: I have two degrees in music education.  My master’s degree is from 
UNC Greensboro and then my undergrad degree is from Appalachian State 
University, and this my 13th year teaching. 
KS: This is your third school technically. 
JS: Yeah, I student taught at [David W.] Butler High School [Matthews, NC].  After 
student teaching, I became the Assistant Band Director at Moorseville High School. 
When the position at Butler came open, I went back to Butler and taught there for 8 
years.  And when the head director at Moorseville retired, I went back to 
Moorseville and I’m in my 2nd year of teaching at that school district.  So only two 
schools, really… only two school districts, and I’ve bounced back and forth between 
them. 
KS: Good. So I have a few questions for you… about 10 of them. First one is when 
you plan for rehearsal, what’s your process?  Do you score study a lot? Do you not?  
Do you do a lot of listening? 
JS: I think the first thing I do is do a lot of listening, and then after I’ve listen to 
several pieces I try to think of things that will be educationally appropriate for that 
ensemble.  Then after I do a lot of listening, I’ll decide on pieces that I would like to 
do and sightread those with the group.  Ultimately I try to pick pieces that the kids 
like playing.  I don’t always choose things the kids like… sometimes I’ll choose 
something based on its an educational piece and I want you to learn certain skill sets 
because I picked this.  Anytime the kids “hem” and “haw” about that, I say “well, you 
have three pieces in the folder that are for you and one piece is for me. It’s for me to 
teach you something.”  And after we sightread the music, I’ll start to dive in on 
exactly what we are going to perform for a concert or performance or pieces that we 
may not perform for a concert but I want to study pretty heavily.  I’ll start doing a 
little bit of score study on those, picking things that we’ll need to work on 
throughout rehearsals.  And that after we do that process, we’ll get it somewhat 
polished and I’ll start recording the ensembles and I’ll listen to those recordings for 
just about every rehearsal and make what I call performance notes based on those 
recordings.  You try to catch everything as a band director in class, but somethings 
having that extra recording where you can pause it and go back and listen 
again.  You really don’t miss anything when you have that 2nd and 3rd filter of 
listens.  I’ll also use what I call my sticky note process which after I listen to a 
recording if there are any errors in their performance, I’ll write it on a sticky note 
and put it in the score so it almost becomes like game.  I tell the kids the next 
rehearsal that this is a sticky note rehearsal and we need to fix as many sticky notes 
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as we can. And any sticky note that I’m talking to you about is specific problem that 
we need to fix in our performance.  That’s more of a detailed rehearsal but I’ll do 
that at least 3 or 4 times throughout a concert set. 
KS: So the sticky note thing, is that part of your score study?  You sit with the score? 
JS: I’ll sit with the score and I’ll listen to my own band’s performance with some kind 
of stiff drink next to me... 
KS: [laughs] 
JS: No, I’m kidding! You got to listen with very critical ears because sometimes 
you’re kinda rooting for your kids, and you hear them play something and you’re 
like “whoa, that’s close!”  You know, you’re kinda pulling for them… you have that 
bias already built into your system.  So I try to listen to it as if it was someone else’s 
band.  I don’t know who’s playing these parts, I don’t know the students at all.  What 
would I say to this group that is playing? Be really honest with yourself and what 
you’re listening to on that recording, because if they sound good on that recording, 
they’re going to sound good in performance.  If they don’t sound good on the 
recording in rehearsal, that’s how they’re going to sound in performance.  So you 
have to be very critical about what you’re listening to and how you’re listening to it, 
and then make adjustments to the music based on that. 
KS: Do you plan out daily rehearsals or do you try to plan out a week at a time? 
JS: Depends on where we are in the concert cycle.  If we’re just sightreading music 
and kinda getting pieces rolling, I’ll think about it more by the week.  So say “by the 
end of this week, I want to have sightread these pieces.”  I want to make sure they 
can play them cover to cover, and they have a decent understanding of how the 
pieces are put together and constructed.  And as we get closer to a performance, we 
go more micro and it becomes those sticky note rehearsals.  It’s like “alright, we’re 
going to work on these four measures for about 10-15 minutes until I can get the 
trumpets and clarinets and the flutes doing it exactly how I want them to do it.  
KS: Talk about your warmup in the rehearsal setting.  How long to you average 
warmup? Does that time fluctuate depending on where you are in the concert cycle? 
JS: Yes so for the most part I don’t fluctuate on the warmups in terms of the time I 
commit to it. I call it fundamental times… something I’ve stolen from Scott Rush’s 
book [Habits of a Successful Musician].  Basically, I’ve taken all the things, all the 
skill sets I want the band to master and I work on those throughout our warmups.  I 
have 13 or 14 warmup slides so every two weeks or so we start over again, so those 
two weeks are packed with any kind of skill set I want the band to accomplish.  A lot 
of them are long tones, scale passages, appedigo excises. We also will do some 
chorales, we’ll do a tuning thing… anything I’ve seen a band director do over the 
past 13 years and I’ve liked it, I’ve incorporated it in some way. So I try to do some 
type of long tone, some type of scale thing, some type of musical chorale… just to get 
the tone quality I want them to get, and I’ve rotated it through all of these slides so 
they’re not playing the same wamups everyday but they’re playing the same kind of 
reinforcing things I want them to know.  Like the lip-slurs everyday change but 
they’re still practicing the lipslur.  I’ve got some chromatic exercises or 16th-note 
rhythms that I use tfor articulation that I rotate through, but they’re still practicing 
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those skill sets on a daily basis.  I don’t waiver from that…. However long it takes me 
to finish that warmup for the day and whatever slide we’re on… that’s how long it 
takes.  Usually that’s between 15 and 20 minutes.  I kinda know where there such as 
slide 13 takes me about 20 to 25 minutes and that’s the longest one out of all the 
warmups.  I try to keep them around 15 minutes but that’s the one slide were I teach 
certain skill sets that I want them to know.  So I make sure that we do that every 14 
rehearsals… that counting rest excise that is in there. It takes a while to do but we’re 
going to do that excise.  I just rotate them through, and I know what we are on 
because I put it on the agenda. On the board I’ll say we’re doing fundamentals four 
and then the next rehearsal it will be 5 and so on.  The kids don’t have them all 
exactly memorized but they kinda have the order and the flow of the warmup.  Like I 
said, each warmup changes everyday, and I don’t waiver.  Being able to rehearse 
everyday I don’t just say “today we’re going to play a few notes and then go” unless 
there might be a day that our class is cut sort because of an assembly and we only 
have 45 minutes; then in those cases sometimes I’ll just say “OK we’ll play a few 
notes and I’ll tune you and then we’re going to start with the concert music.”  That’s 
very rare and it’s only on weird rehearsal days.  If its a normal 90 minute block, I’m 
going to stick to my plan of fundamental time. 
KS: Cool, cool! You mentioned Scott Rush, and that actually flows into my next 
question.  What specific individuals and methods have influenced your decisions on 
how you score study and warmup over the years? 
JS: So, I everything that I’ve done I’ve stolen.  I’ve used some things out of Scott 
Rush’s book, I use some things out Superior Performance for Band, which a lot of 
people like to use. I’ve stole a lot of warmups from Ken Davis who was the high 
school director in Moorseville before me and I was his assistant. I just borrowed a 
lot of his things… actually what happened was when I knew I was leaving and taking 
over my own program I went into the band room one night and just copied 
everything that I liked and just stole it.  I don’t think to this day he knows that I did 
that. [laughs] 
KS: [laughs] Don’t have to reinvent the wheel! 
JS: Yeah! I have my original set of things that I stole from him. And I incorporated it 
into my own way of doing things.  And some things I’ve tweaked over the years.  I 
use to use a lot of Ed Liske stuff when I first started teaching… I don’t use a lot of 
that with the Circle of 4ths and Circle of 5ths like I use to, and it’s mainly because 
that stuff just didn’t work for me and didn’t resonate with me in a way I felt like the 
band was improving. Over the years I’ve tweaked it to make it my own and I’ve 
gotten into a groove with what I’ve decided to do. As far as score study, I’ve 
developed my own way of doing it over the years. When I first started teaching, I did 
a lot of score study… I made a lot of notes about what we were going to do during 
that rehearsal, how we were going to accomplish that, and about how long that 
would take. The older I got, the more I realized that I know what to do.  I know what 
to do to make this march sound good, and how long it will take me to work it up for 
a concert.  So I don’t have to spend as much time on the rehearsal planning as much, 
or the score study as much.  A lot of pieces I’ve done several times, so when I’m 
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doing a piece for the 2nd or 3rd time, I don’t study it as much as I would the first 
time doing it.  My main way of score studying over the years has been that sticky 
note thing, and that’s just because I like sitting down with the recording, not feeling 
rushed and not feeling like I have to make decisions right then on the podium with 
how I want the band to sound.  I can mull it over and think about it and listen to it a 
couple of times.  What I like about that process too is that the kids, when I say “this 
is for a recording”, they sit up a little straighter because they know I’m going to 
nitpick that recording to death, and they know that if they play an E natural instead 
of an E-flat, they know I’m going to harp on that with a sticky note the next 
rehearsal.  I always tell them, “Give me your best performance quality” so it’s sorta 
of a good reherasal tool to get your kids to think about that mindset of performance.  
Now they should always rehearse like they should perform but they don’t always do 
that.  It’s a nice way to change the pace of rehearsal a little bit where you can say 
“alright we’re going to record this”... usually it’s right at the end of a rehearsal where 
we’ve been working on a section, and I’ll say “put all that we’ve been working on 
into this performance so that when I make my sticky notes, I’m not wasting my time 
or your time making a comment on a one time error that you made because you 
were not focused.” 
KS: Right, yeah.  Good.  You kinda hit on this a little bit, but what resources outside 
of concert performance literature do you like to use.   
JS: Yeah, the Foundations for Superior Performance… I use that… not as much.  I use a 
lot of Scott Rush’s books, especially the whole tone scale.  That’s one of the things I 
really like.  Here just recently something that I’ve like that the bands been doing are 
the Chicowitz studies that trumpet players typically play. I do that a lot now because 
I just like them… it’s something I just discovered last year when one of my assistant 
directors was a trumpet player and he… I had the whole tone scale, Scott Rush, that I 
was doing which is a range extender exercise, and he was like “oh, this a little like a 
Chicowitz study”, and I was like “what’s a Chicowitz study?”... I had no idea because 
I’m a trombone player. 
KS: Right, yeah. 
JS: He was like “well I write out some for the band… a band warmup of Chicowitz 
studies, and you can use or incorporate as you want to”.  Man, I love those things, so 
I use them and now I kinda switch off between one rehearsal we’ll do the whole tone 
scale, and the next rherasle we’ll do the Chicowitz study, just because they’re very 
similar in nature and they do very similar things, accomplish a very similar skill set I 
want to continue training the band to do. I just like them, the band sounds good on 
them, and the band enjoys playing them.  It’s just a good way of doing that, and I’m 
probably in the next 17 years of teaching, I’ll probably find other things and stumble 
across other things that work and I’ll incorporate them into my warmup. 
KS: How did you find these methods? 
JS: The Foundations for Superior Performance we used at at Butler.  That was just a 
book that he had a class set of those and I had those as a resource, and I liked those. I 
liked somethings out of it so I picked and choose things that I liked, and I ended up 
incorporating that.  I also used a lot of those warmups that I stole from Ken [retired 
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Moorseville director], that was sorta that foundation that I did because he had a 
really nice system in place of what he used.  It’s just things that I kinda gathered 
over the years.  Every now and then you’ll go to a clinic band or something you’ll 
hear a conductor play a chorale and you’re like “oh, I want to do that chorale, like 
I’m going to find that chorale and add that to my chorale rotation.” So I play like 4 or 
5 choralse out to the Superior Performance book, but then Scott Rush had a few 
more chorales in his book [Habits of a Successful Musician], so I just incorporated 
those.  I play a different chorale at the end of every warmup.  And when you see 
them everyday, they get used to the warmups, chorales, it’s going to be a different 
one everyday, so they don’t know which one we're going to play until I put it on the 
board. “Today is chorale number 4 or today is chorale number 10”, and I just kinda 
renumbered them so they knew which ones we were playing. We always end our 
warmup sessions with either a Bb harmonized scale, passage, which is another thing 
I stole from Leslie and Scott Claus [retired band directors], or we do a one of those 
chorales. 
KS: One of the things that I’m looking at through this study is what the guys in the 
their mid-careers are doing with regards to rehearsal preparation compared to guys 
starting out, and how much does that change over time.  Think back to your first two 
or three years of teaching, and how you prepared scores and did all of your 
preparation, how you warmed up, prior to getting into the bulk of the rehearsal.  
What has changed? What did it look like then? 
JS: Yeah, so when I first started teaching I think score study… I spent more time 
doing it.  I spent more time planning lessons, but it was not effective.  I spent hours 
trying to decide what order I was going to approach things and then I get into 
rehearsal and it would all change anyway because of the dynamics of the 
rehearsal.  I think the older you get, the better your ears get, and you don’t need to 
necessarily map out every 30 seconds of your rehearsal.  You have more of your 
bullet pointed list maybe, as opposed to “in minute 1:30 I’m going to do this, and in 2 
minutes I’m going to do this”. My lesson plans were kinda detailed in that fashion, 
and now that I’m older and my ears are better, my ears are better trained, I just 
sorta say “Alright I need to work on the intro and the first strain of the march, and 
work on the slow lyrical section, middle section of this piece, and the ending of this 
one. So you sorta have more of a bulleted list of what you’re wanting to do and you 
just know what needs to be fixed.  Like, I hear the band playing and go, “Alright I 
know exactly what to do now to fix you up, like to make you sound like a good 
band”, whereas before, I really didn’t know. “Play that again for me… ok just brass… 
just low brass… nah baritones”.  Like it took me awhile to decipher performance 
errors, and now I just know exactly what to do.  I can stop a band and go “Bartiones, 
let hear that.” Things just happen faster, more efficient.  On rehearsal, on score 
study, on lesson planning.  As far as the warmups, I didn’t have, I didn’t really know, 
I was just doing warmups because people say you should do them.  You need to play 
scales, you need to play some long tones, you need to play… I didn’t really 
understand why. So it was more of a “let’s just run through these and check them 
off” kinda of thing, as opposed to now where it’s like “alright we’re going to do this, 
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but I’m teaching you this skill set.  I want you to master this before we move onto 
the next thing” as opposed to just “Alright we played our long tones for the day… 
alright we played our scales today… alright we played a chorale today… alright 
moving on”.  You know, know it’s like I understand how I want the band to sound in 
every stage of the warmup, and I’m more particular about getting that to happen 
before we move onto the next thing.  
KS: So if you had to sit someone down who is in their first 2 years of teaching, what 
would you tell them about planning for rehearsals? 
JS: Oh wow… you gotta do what’s best for you in your current situation.  You know 
what you need at that point in your teaching career, so if you have to sit down and 
just listen to a bunch of recordings, then do that.  If you have to sit down and make 
detailed lesson plans about what you’re going to accomplish in rehearsal, then do 
that. You know your kids better than anyone else would know your kids.  But the 
biggest thing to do in your first 3 or 4 years of teaching is to find a mentor who has 
been very successful at this and call them all the time.  Become like really close 
friends with them.  That is the reason I think I am the band director today because I 
had a very close… who became a very close friend and is still a very close, friend in 
Ken Davis, who was the head director and I was his assistant, and I just felt like he 
could do no wrong in my eyes.  I was his mini-him… in fact people just called me 
“junior” because I was always following him around and I just picked his brain 
constantly.  I watched him teach constantly.  Anytime there was an issue in class, 
like a behavior or performance, I would call him and say this is what happened, 
what do I do to fix it.  And he would say “well, you need to do this, or you need to try 
this”, and some of the things that he told me worked for me, and some of the things 
didn’t and I had to develop my own version of that.  We’re all different people on the 
podium, and what would work for me maybe didn’t work for him.  The kids just pick 
up on if you know what you’re doing or you don’t.  The more confident you are and 
the more settled you get being a band director, which I felt for me was around year 
6… I was like, “I feel like I’m a pretty good band director… you know I feel like I got a 
handle on what needs to happen and what the role of a band director should be.”  Up 
until then, there were times where I was like “I don’t know what I’m doing… I’m just 
hoping this works out.”   
KS: Yeah totally! Well thank you for sharing your thoughts on rehearsal preparation 
with me.  I appreciate your time. 
JS: Not a problem!  Thanks for asking! 
 

Jason Robeson – Participant 2 
 

Kevin Still: This is Jason Robeson, band director at Crestdale Middle School in 
Charlotte.  Jason, thanks so much. Can you give us a little bit about your 
background?  Your education, how long you’ve taught, and where you taught? 
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Jason Robeson: Sure, I grew in Louisiana, actually.  Moved to North Carolina as a 
freshman in high school. Spent my high school time in Wilmington, North Carolina, 
in a really solid band program, really cool band director.  Inspired me to go into the 
field, and I started at UNC Wilmington, Bachelors in Music Education.  Decided to 
move to Charlotte to search for a job because there wasn’t really any job 
openings.  Got a job at Smith Academy [for International Languages - today known 
as Waddell Language Academy], worked there for 12 years, and recently changed to 
a new middle school called Crestdale. So that’s where I am now.  Middle school 
band... 
KS: Middle school band! And two schools? 
JR: Two schools!  I thought I was going to stay at my first school my whole career, 
but politics and other stuff… they’re basically shutting the school down and sending 
the kids around so that program is basically closing in a year or so. I found it time to 
get out and a really good opportunity, so I took it. 
KS: Awesome.  So we’re talking about prepping for rehearsals and score study.  For 
you, how do you plan for rehearsals? Do you spend a lot of time score studying? 
JR: My score study really depends on the grade level, obviously. Obviously, not a 
whole lot for beginning band, and a little bit more for 8th grade.  And also, 
depending on the time of year to be honest.  I wish I had the time to put in the score 
study for every concert I have but obviously in the spring when you’re doing 
competitions and stuff it’s a little bit more.  In terms of my preparation and lesson 
planning, my school wants me to break things down into four components in my 
lesson plan and in my rehearsal. THey want a warmup, which is 5-10 minutes, they 
want three chunks of time that are centered on different concepts.  Sometimes it 
applies to me and sometimes it doesn’t, and then  they want like a closing activity. 
So it ends up being 5-10 minutes, 15 to 20, 15 to 20, 15 to 20, and then a 5 minute 
closing.  They want me to structure it like that, and most of the time it looks like 
that.  So obviously that opening 5-10 minutes is centered around breathing 
exercises. I’ve actually started incorporating stretching as well. Mouthpiece playing 
and of course, typically some long tones and interval type stuff in that first little 
opening segment. You want me to go into all the segments? 
KS: You can if you want. 
JR: So the next segment is gonna be more technical and dexterity type things. So it’s 
going to be scale studies, articulations studies, and things like that. And even adding 
dynamic exercises and stuff like that.  And the next chunk is going to be a rehearsal 
chunk, and usually I like to have a sight-reading in there, and then whatever piece 
we’re working on, and I’ll have a bulleted list of spots I want to work on.  And then 
they like us to have a little break for the kids, so after that little chunk we’ll stand up, 
chat for minute so they can get out of their chairs.  And then we move into the next 
chunk, which is basically just another rehearsal for another piece, so we’ll just 
transition to another piece.  Same thing and then another piece, and then we’ll have 
a closing activity were we kinda wrap up the day’s discussion and playing… “do you 
have any questions?” 
KS: How long are your rehearsals? 
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JR: 78 minutes from start to finish. 
KS: You kinda went through the whole planning process, but do you like to plan out 
a whole week?  Do you try to go day by day? 
JR: Um, I have the whole unit basically planned out in terms of… ok, I have 15 
rehearsals so I know in my mind I’m going to devote the first four rehearsals to “I 
want to get all the notes and rhythms. I’m going to to devote the next three 
rehearsals to articulations and dynamics. And then the next chunk will be more like 
balance and musicality type things. So that’s how I plan out probably for two months 
at a time.  
KS: Two months at a time… 
JR: But, I don’t make specific lesson plans a week in advance.  Those are day by day 
based on the previous day’s events.  The big structure is in place in terms of what I 
want to accomplish in the next 8 weeks, but I can’t plan lesson plans a week in 
advance because each day is going to determine the next for me.  
KS: Yeah, that’s good. The warm up is really important … how long do you warmup? 
You said about 15 minutes, 
JR: Well depends on what you want to call warmups.  The warming up process, you 
know stretching, breathing, breathing, some long-tones, is probably 5-8 minutes, but 
then I also consider the dexterity and the technical, or ensemble skills, as part of the 
warmup too, and that’s another 15 minutes. So total, before we even start to 
rehearsing, we’re probably in the 20 to 25 minute range.  
KS: What are your objectives for the warmups? Do you try to incorporate technique 
or musicality?  
JR: Tone is number one. So breathing and mouthpiece, and even in 8th grade, we 
buzz mouthpieces everyday, and even the woodwinds we check the clarinet, we play 
on the barrel and once and awhile we’ll play on the neck of the saxophone from time 
to time just to make sure we’re matching the correct pitch.  So tone is number one, 
and then probably secondary to that would be clarity and the way they are 
articulating, things like that. 
KS: What specific individuals and methods have influenced your decisions on how 
you score study and warmup over the years? 
JR: For the first 12 years I used Band Expressions, which is now kinda out of print, 
which is unfortunate because I really enjoyed that method book.  
KS: Who’s that by? 
JR: Is it Robert W. Smith? 
KS: I’m not sure, I haven’t heard of that one. 
JR: It’s a collection of authors, about 10 of them I believe, but Robert W. Smith was 
the main one. So we used that for 6th grade and 7th grade. And didn’t really use a 
method book for 8th grade for the longest time, but recently I’ve started using the 
Habits of a Successful Musician for my 8th grade group… 
KS: Scott Rush. 
JR: Yeah. And method books I would say have not been a primary utensil for our 
lessons.  Even in 6th grade.  I’ve really have gotten to the point where a method 
book is more supplemental to my handouts, really, to my scale studies, to my 
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rhythm studies and articulation studies, which are just handouts, things I’ve 
collected over the years from other colleagues. Even in 7th grade, the method book 
really becomes a sight-reading book, to be honest, because once everything's been 
established… tone, rhythm, articulation, everything else… if they comprehend all 
those things, they understand all those things… the method book can sometimes 
introduce new things, but I’ve already introduced everything so the book becomes a 
sight-reading tool.  And that’s just me. 
KS: That’s very interesting!  Do you have any individuals who have influenced that 
and led you down that path? 
JR: Leslie and Scott Clowes [retired band directors] have been kinda of my bigger 
influences in terms of resources and strategies of getting the kids technically where 
they need to be. Those are probably my biggest influences at this point.  
KS: Cool. How did you find the methods at that you used over the years?  You 
mentioned that you had worksheets… are those self created? Did you borrow them 
from somebody? 
JR: Yeah, things have been shared with me from workshops, things have been 
shared with me from colleagues, things on the internet, you know you can find all 
types of stuff and over the years you find things that address all of your specific 
needs and then you just sorta taylor which things you want to use at which time to 
get your kids from point A to point B.  It’s just a wide range of staff that I’ve come 
across that I’m using. 
KS: The performance literature that you use when you’re planning for a 
performance… Talk a little about how you pick pieces and the planning behind what 
you pick for MPA [Music Performance Assessment] and concerts. 
JR: So I will start with MPA. I really just want to find a march that will be 
comfortable for my kids and is  going to be stressful. Something that’s going to be 
nice and tuneful… something that they’re going to be humming when they leave the 
bandroom.  And then for the actual MPA selections… I’m a really big [James] 
Swearingen fan, so I always play a Swearingen, because I just like his melodies and 
everything like that. So I just find a Swearingen that fits my particular band that 
year, like this year trombone is weak so I’m searching through, I’m listening, trying 
to find something that doesn’t require the strongest trombone section, and then I try 
to find a contrasting piece that is slightly out of the box, something I think the kids 
would enjoy.  Sometimes slightly programmatic but not always. So that’s where I am 
with that, and just a regular spring concert or other concert, just a nice middle of the 
road march, again nice and tuneful, and then kinda of a serious piece where I can get 
into the musicality and teaching for the kids, and then a really wacky fun piece that 
they’re gonna remember for a long time, and then I usually try to incorporate also 
some type of movie theme or something as well… 
KS: Yeah, on the pop side.. 
JR: Yeah, just one of those. One per semester is all I need, it’s all they need. So that 
usually fits the bill pretty good. 
KS: OK. That’s awesome! Think back to your early career… first few years of 
teaching.  How did you plan back then? 
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JR: Well I do remember the fact that I spent a lot more time as new teacher planning 
and preparing then I do now, and I think that was just a product of where I was 
mentally and kinda just understanding what I had to do.  Literally my first three 
years I had a notebook and made bullets of what I want them to do. And I still have a 
stack of those notebooks where it’s 6th grade band -- date -- bullet 1 -- Bb scale -- … I 
mean it was really crude and it was not a good thing at all.  [laughs]  And then over 
the years, as I learned a little bit more, I became a lot more specific and mindful 
about what strategy I was actually going to use, and what was the point of playing 
that, so instead of just writing “Bb scale”, it was like, ok, “today… tone.  Bb scale, 
whole notes… ok, tuning”.  Ok, “the leading tone in the Bb scale, the trombones.. That 
A is not really there, so we’re going to focus on that, as part of our warmup. And 
then we’re going turn the Bb scale into an articulation exercise, because we’re 
struggling to play the march in a march-style, so we’re going to play a Bb scale 
march style until we get there.”  So starting point, just Bb scale… later divide that 
bullet into 5 sub-bullets, which is much more detailed.  
KS: Yeah, that’s good. If you sat down with a 1st year teacher… fresh out of college, 
what would you tell them is important for planning? 
JR: Know the end goal, or know where you are heading. Some people call it 
“backwards planning”, and I kinda alluded to this beforehand.  I map out… if I’m 
preparing for my winter concert, I start with the fact that I have 16 rehearsals or 
whatever, and I have the 6 concepts that I need my band to accomplish to sound 
good.  We got to make good tone with the right notes… that’s number one. So you 
got to plan, “How are you going to approach that?”  Those first few rehearsals, “How 
are you going to get all the right notes at the right time?”  And then the next few 
rehearsals, “How are you going to make sure rhythmically everything is lining up 
the way it is supposed to be?”  And once everything is at the right time at the right 
place, “How are you gonna make the personality of the music come out? How are 
you going to address teaching articulations and dynamics, and next chunk how are 
you going to address balance and intonation and things like that?”  So that would be 
my biggest thing is look at the big picture, and then divide that big picture into a 
detailed map or plan of how you’re going to get from point A to point B.  Don’t just 
wander aimlessly, which is probably what I did my first few years teaching. 
KS: Thank you so much sharing your experiences!  I appreciate it. 
JR: I’m happy to do it!  
 

Tyler Stark – Participant 3 
 

Kevin Still: This is Tyler Stark, band director at Central Cabarrus High School on 
February 13, and we’ll start with… Tyler, would you share your background?  How 
long you taught, your education and where you are currently? 
Tyler Stark: So I’m want to high school in Wake County, we’re I was taught by Josh 
Potter, and then went to App[alachian] State [University] where I got a degree in 
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music education as well as a certificate of performance in percussion.  I did drum 
corps for year with Boston Crusaders, did a lot of ethnic percussion and 
ethnomusicology stuff while I was in college.  And now I teach at Central Cabarrus 
High School.  This is my third year so halfway through my third year.  So that’s in the 
Concord area… trying to think of anything else.  Describing the school… it’s kinda of 
a mix bag, kinda, all over the spectrum socioeconomically.  Kinda tends to lend 
towards medium to lower socioeconomic… we’re in a very rural area of the county.  
Think that answers all the questions… 
KS: That’s fine! Yeah, so this interview is about the preparation process for a 
rehearsal.  Not necessarily the actual rehearsal, but all the things that go into 
preparing for the rehearsal… score study and planning out a rehearsal, so that’s 
what we’re going to be focusing on.  So first question is how do you plan for a 
rehearsal? Do you spend a lot of time score studying and how often to you score 
study? 
TS: I think the best way is that the start of my rehearsal planning is usually a month 
before we start rehearsing the music, or especially during the summer time, I’ll 
spend… currently now I’ll beginning to…  the beginning of each year I’ll program for 
the most part the whole year, knowing that it will change depending on the classes 
and as we get into each ensemble. I like to sequence things that way so that it goes 
from the fall concert all the way through to the spring concert and we’re always 
building upon what’s happening before.  Usually I try to get most of my scores for 
the whole year in hopefully during the summer time, and looking through that the 
summer for key concepts that we’ll probably need to be working in the fall to 
prepare us for the spring and so forth.  Right now I’m thinking about the MPA 
cycle… right around the time of our winter concert in December, I’d pulled out all 
the scores for our MPA music and audiate through all the parts, trying to find any 
tricky rhythms that I knew at least for my kids knowing their background and what 
they’re going to struggle with, and then kinda creating kind of a document… I’ve 
done something different this year where I actually created a practice sheet for 
them, not that I’m keeping track of their practicing but every week leading up until 
the MPA concert, they have certain sections that I want them to highlight as 
‘individual’... “these are things I want you need to be doing at home to practice, and 
then there other parts of the music that we know we’re going to get taken care of in 
class. But these are some specific things in each of the pieces that you need to be 
working on this week in their practice time”.  So hopefully a guide… I’ve been 
harping them lately about practicing.  So probably studying the score for about a 
month before and I highlight all of the key concepts that we need to hit, and then 
going into the first week that we start sightreading, I kinda see how they respond to 
those things.  And then start make some detailed plans… what are we doing the 
following weeks to kinda reach our goals.  
KS: Cool, when you plan for a daily rehearsal, would you describe your thought 
process of what you’re going to do and your sequencing? 
TS: Yeah, during rehearsal, we always start with fundamentals, so we’re always 
talking about tone… playing some sort of long tone exercise and fundamental 
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techniques and get their sound moving.  Then we go into some scale pattern, 
hopefully something directly related to the music we’re doing that day, usually some 
articulation and some rhythm review, and then going into the music.  Recently since 
we… I spend the first two weeks really hounding notes and rhythms and reading 
through the music and making sure they understand the generalities.  So like right 
now we’ve kinda gotta through that point in our MPA cycle, and I’ll be listening in 
rehearsal and I’ll highlight or mark things as I hear them that are really big issue 
items, things that are high on the priority list, whether its making sure that the low 
brass understand exactly all the notes in a certain melody, even if it’s three 
measures I can hit the next day. Making sure… we’re at this point now where we’re 
having conversations about dynamics so looking at a section that we played today, 
we’re seeing “well, yeah we got down to a piano, but they’re not quite all the way 
there yet so tomorrow, let’s think of some interesting ways that we can reinforce 
that concept to get them to play even softer, like during the trio for the march. So I’m 
usually highlighting lots of things as we go throughout our rehearsal process, and 
selecting either new things that maybe just played through, it wasn’t the focus for 
that day, and I know I’m going to put it on the agenda for the next day, or ok we tried 
this in class today, didn’t quite go so well so let’s read this the next day. So it’s kinda 
like keeping a tally list of things that aren't going so well, especially at this point in 
the rehearsal process. 
KS: Yeah, that’s good. Do you like to plan out an entire week’s worth of rehearsals? 
TS: I usually spend Thursday and Friday, if I don’t have some time over the 
weekend, where I start very generally… Well, I know this section of the piece needs 
the work, and I get all of those sections down generally, and then I get specifically 
about this section’s not sounding so great, what’s the best way I can, we can then 
work through it, whether it’s a technical thing, whether it’s a concept where they 
need to understand the phrase length or be more musical. And then once I have all 
of those, I have a big agenda that I have both classes, a section on each side, and I’m 
writing lots of notes down.  And then once I have those big pieces in place, I’ll then 
go to the warmups and say, “OK, how can we make the warmups fit into the 
sequence?” That way it can transition as seamlessly as possible so maybe we’re 
looking at a tricky rhythm so we’re going to use a Bb scale just to play that rhythm 
over and over again, and then we directly into that part of the piece. So kinda 
looking at a macro, then going down to a micro through the planning process.  
KS: How long do you warmup? 
TS: Right now it's about 25 minutes out of a 90 minute rehearsal, so about a 
third.  That will probably as I get… as we get closer to the concert cycle, and I get 
more frantic [laughs], that might shorten a little bit, but I’m a huge proponent of… it 
doesn’t matter… fundamentals are always really important to me even as a 
performer and college student.  I was called the ‘scales kid’ in college because I 
would spend like 20 minutes just playing through lots of different scales on the 
marimba, and I’ve always had a hard time just saying… unless we have some zero 
block rehearsals like I was telling you earlier [prior to the start of the interview] 
where my full ensemble can meet because they’re in different classes, so that point 
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we literally play some long tones and we get into it because I only have 45 
minutes.  So we don’t have time to get into the nitty-gritty on those rehearsals 
because we don’t time, but there’s been very few times where I’ve said “We’re going 
to screw warmups today because we just don’t have time.” With 90 minutes, 
everyday, if I’m not devoting at least a third of that to fundamentals, I’m just going to 
shoot myself in the foot in the long run.   
KS: You kinda hit on this a little bit, but what are your objectives for the 
warmup?  Do you focus on technique, musicality? What’s important to you? 
TS: It’s kinda evolved as I’ve gone through my teaching.  I started off with this 
concept of “well, we just need to do warmups for the sake of warmups, and 
developing fundamentals”, because I just love teaching fundamentals, and I love 
teaching technique.  And they weren’t ever guided towards a specific point.  I started 
to realize that that wasn’t the most efficient use of time, and I was alway so confused 
of “well, we did our warmups, great, we’re having some good technique and 
fundamentals down”, then we get into our rehearsal and they’re still struggling so 
much in the music and I realized that I was running out of time.  So that’s when I 
started to kinda cater them towards hopefully whatever was going on in the 
rehearsal, like if I’m not going to rehearse… there are some situations where I just 
want us to play the Bb scale today because we just haven’t touched it in awhile, but 
for the most part, if we are not playing a single piece in Db, on that concert cycle, I’m 
probably not going to play a whole lot in warmups, just because unless it’s just a 
reminder, it’s not the best use of the limited amount time that we have in the 
rehearsal. I am a firm believer that there are lots of different things you need to 
touch on.  When I was in drum corps, we talked about the concept of physically 
warming up, how it was always good to warmup the big muscles and work down 
towards the smaller muscles, so I kinda do that with concepts of “Let’s start with the 
most important concepts and work our way up the pyramid.”  Like tone in my book 
is the most important we have… if we don’t sound good, no one cares. So we alway 
start with our tone because we’re establishing our sound, and then we’ll hone in a 
little further and we’ll do some lipslurs to get the versatility, as well as the 
woodwinds have a lot of fingerwork. Instead of warming up the small muscles, 
whether it's the fingers or the mouths.  Then we get into scale work because that’s 
the building blocks of musicality and musical notation.  And then going from there, 
we start to focus on articulations and hopefully creating dynamic contrast on 
whatever we’re warming up on. But to kinda focus in on the most important 
concepts… not that articulations aren’t important, but you have to build from the 
foundation up.  
KS: Yeah, that’s good! What specific methods or individuals have influenced your 
decisions on rehearsal preparation? 
TS: I take a lot from my cooperating teachers when I was student teaching, Rodney 
Workman and James Daughtery [Central Davidson High School]. Just, basically I 
stole kinda Rodney’s warmup packet that he made himself. It’s kinda of an 
amalgamation of lots of things.  We always started with Remingtons for our long 
tones. I have a complete of different lip slur exercises that I stole from him, even 
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putting in some chromatic woodwind stuff. For me, that way I know the woodwinds 
are always playing all the notes they can play.  And then I’ve kinda taken things 
from… I went to the scale clinic at our conference [NCMEA] this year. Took a lot… 
like, “we shouldn’t just play the scales in the audition patterns everyday.” So, I went 
and created lots of different… we call it ‘scale pattern sheet’ where I went through a 
couple of method books.  I don’t remember them all off of the top of my head, but 
they’re just differents patterns that we… actually my first year I went and found all 
the different type of scalar patterns in the music we were playing which are also lot 
of common ones, whether just scales in thirds or going up by one note [sings 
example].  And so I kinda created a sheet like that on my own.  I haven’t really 
purchased a school set of warmup books because, one there is the expense, but also 
I’m able to create a lot… like I have Sibelius [music writing software] so I’m able, if 
there is a warmup I hear someone playing, I usually write it out and have my kids 
play it, instead of paying like 30 dollars for a book to get for a class set.  That way I 
can kinda pick and choose the things that I need, especially on different rehearsal… 
there are just different concert cycles that need certain skills. So I’m constantly 
going from my initial thought of “well, we just need to know all the different 
technique” to “ well, we can get to all of that overtime if I’m picking literature that 
exposes them to lots of different things. So maybe not try to conquer the world in 
one day, but taylor to a specific piece and then making sure that I’m programing 
music that hits the broad spectrum of what they need to be good musicians.  
KS: Kinda of hit on this already, but is there a specific method that you like to use 
more specifically?  
TS: Not really. I mean, Remington is the number one thing that everyone knows.  We 
do it both going up and going down, we do it separately.  The biggest thing is that I 
use the Bach [16] Chorales, and that’s something we end with so after we tune, then 
that gets us into the balance and blending world as we always play a chorale before 
we begin our music. So I tell my kids, “we’re going to expand our ears today, we’re 
going to get really big ears.. Expand our listening.” But the Bach Chorales are the 
only set literature that I use, I don’t really have a book… and I know that’s a bad 
thing, but it’s worked out… 
KS: I wouldn’t say that’s a bad thing… it’s just different. 
TS: It’s just different, yeah.  Like I said, I stole a lot from some different warmup 
packets from what teachers have shown me… I just asked them to send me and I 
wrote them out for the kids.  I’m sure you come look at everyone of the exercises I 
have and say, “well, that’s from this book” and “that’s from that book.” or “that’s 
from that certain technique.”  I don’t know by name. 
KS: Yeah! That’s good! I got one more… thinking back to your first year of teaching, 
how do you plan differently now then you did back then? 
TS: So much different! 
KS: If you could phone yourself back then, what would you tell first year yourself? 
TS: First year Tyler took a lot of “let’s just listen to what the ensemble’s doing, and 
let’s, like, find the most glaring things and so it was very much like searching for the 
problems, it was hunt and peck kinda of method.  So I would have tons of sticky 
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notes, like I heard something and we play through a rehearsal… I would go into my 
office and I would say, “well, trombones in measure 33…”, and I would put a sticky 
note right on measure 33… “this is what we need to fix.”  And all these little things, 
and it wasn’t sequenced at all. Something I kinda learned from my orchestra 
director… “You’re wasting so much time”.  So I would I tell first year Tyler now… say, 
“Hey, let’s think about all the different concepts, whether there’s something a 
student would struggle with, or not. And let’s think about is there a way we can 
sequence this that we’re not just going to solve the notes in trombone land in 
measure 35, we’re also going to do the dynamics for clarinets in measure 1” versus 
“OK, what are the goals for the first two weeks of rehearsals? And then the second 
two weeks, and then the next two weeks following that.  And what’s kinda of the end 
goal let’s track back that way”.  Instead of, “Wow, that sounds bad hear, let’s fix it 
today.” Because at the end of the day, when you choose that first method, the kids 
learn way less.  It’s mostly just about you just spouting out information, and at the 
end of the day, there’s way more problems that need to be fixed versus, helping 
sequencing and giving them the tools to then translate that to other parts of the 
music.  So, I thought when I first came in, I had to solve all the problems, and I found 
I wasn’t making musicians, I was making people who listened to what I had to say 
and did what I said.  And now I’m much more into “well, even if the end result isn’t 
the most perfect, how can we create musicians who can problem solve on their 
own?”  I think how I’m coming about the process, and I talk alot in class about the 
process, because i want them to understand it, I want them understand we’re going 
from a macro to micro to macro.  That we’re starting to read a lot of large chunks, 
and then we’ll get really nit-picky, and then we’re going to come back out. That you 
should have the notes by the first two weeks… ok it’s four weeks out, let’s make 
some musicality here. 
KS: Yeah, OK!  Well thank you for sharing your thoughts with me on rehearsal 
preparation. 
TS: Yeah, thank you for asking me! 
 

Mitchell Stokes -  Participant 4 
 

Kevin Still: This is Mitchell Stokes, band director at Kennedy Middle School in 
Charlotte, NC.  Thanks, Mitchell, for chatting with me today! 
Mitchell Stokes: You’re welcome. 
KS: I have a couple of questions.  The first one is how do you plan for rehearsals, and 
do you spend a lot of time score studying? 
MS: Um, I do, currently what I do at my school is, I do a mega-planning session on 
Sunday, kinda of creating goals for what I would like to get accomplished in 
rehearsals.  I kinda take it one week at a time because I feel that sometimes with 
teaching band that you have to kinda address what’s currently going on and you 
have to be able to be flexible and adapt to what’s going on, so I don’t try to plan 
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super far in advance but I think a week, I usually have a pretty good grasp of where 
we’re going to go. So I kinda take my Sunday… I’ll plan and I’ll say “ this is what I’m 
going to do in each class this week.  This is what we’re going to work on.  This is the 
topic, this is the focus”.  And then I kinda from there.  In terms of score studying, I 
don’t do a ton of score study but I do enough to understand the piece and the 
concepts of what’s going on.  I don’t feel like I spend like hours pouring over it. 
Especially for middle school, there’s not always, like “OK, there’s this format going 
on, or there’s this theoretical thing happening.” You know, it’s kinda of low key, 
lower level theoretical stuff going on so I don’t have to dig in, like “this is this chord, 
or this is this chord.”  So I don’t spend a whole lot of time doing that kinda of stuff, 
but I definitely spend time listening to the music and finding what’s happening, 
what’s the big idea here, what’s the concept that I’m teaching, what’s the concept 
that we’re working on.  
KS: Sure, cool. I actually skipped a question, so I’m going to go back to it. 
MS: Sure. 
KS: Give us a little bit about your background.  What’s your education and how long 
have you been teaching? 
MS: Sure, yeah.  How far back? [laughs] 
KS: Ah, just college… 
MS: So, I graduated from UNC Charlotte in 2016, so two years ago.  I’m a clarinet 
major, that’s my focus, but I was strictly on the ed[ucation] path.  I’ve always wanted 
to do the ed path for as long as I can think back.  I then got my job at my current 
school, Kennedy, out of college and went there and did my first two years there.  
KS. Cool.  Think about your daily rehearsal.  How do you plan for a daily rehearsal?  
MS: So, like I said, I try to think about were we ended when I’m planning. So I think 
about, “where did we end last week?” because I only see my kids every other day. So 
I feel that I have to be very intentional of what’s going on in my rehearsals because I 
only see them every two days or so.  So I think, “where did we end, and where are 
we at with the structure? Where are we at with the rhythm? Where are we at with 
the notes?” And then I kinda take those into consideration when I’m planning, and 
then I’ll try to pick things that need to be reinforced, and I’ll try to swing back to 
those things.  I’ll also continue to try and push towards the next thing, because I 
don’t like to get bogged down.  I like to keep it rolling, so I’ll try to pair some area of 
weakness that I’ve assessed with the next level, so I’ll be like, “so, I want you 
thinking about this, but then we’re also moving towards this.”  So I might try to push 
them, I try to keep it moving, because I don’t like to get bogged down and the kids 
don’t like to get bogged down.  
KS: How long are your class periods? 
MS: Um, 50 minutes. 
KS: Every other day? 
MS: Every other day. 
KS: OK. Talking about warmups, how long do you typically warmup?  
MS: With my 6th grade students, I try to keep it moving with them, because this 
group I have right now is a little bit erratic. [laughs] So I have to be really intentional 



Texas Tech University, Kevin Still, December 2018 
 

62 
 

with the warmup because if we don’t through it really quick I’m going to lose them, 
and if we don’t move on to the next thing, they’re going to get lost in whatever thing 
is distracting them, so with them I had a very strict routine, like, especially in 4th 
quarter I had a very strict routine.  “We’re going to do these warmups.  You have a 
warmup sheet… you need to have it out. We’re going to do [gestures to show events] 
boop, boop, boop working on Bb scale. Have it out… we’re going!”  With my other 
groups, with my older kids I try to do all the scales that, because I focus on 7th and 
8th grade… that’s when I do my scale focus, so I will try to do whatever scales that 
we have worked on at the beginning of class.  So I try to hit those everyday and work 
through those with them.  Ideally, right, the things, the scales that we’ve been 
working on since August or September or October are like, we can just breeze 
through those, and as we get into some of the more difficult ones, we may break it 
down and spend a little bit more time.  “OK, like, let’s play this slower. Let’s work on 
making sure we play the right note, or play the right partial, or that we’re on the 
right thing”. So, that probably takes anywhere between 10 or 15 minutes, at the 
beginning of class, unless we’re in crunch time or something, and then I’m like “one 
scale, let’s go!” [laughs].  You know, but in the normal, typical rehearsal, like 10 to 15 
minutes.    
KS: OK, and you kinda touched on this a little bit with your objectives for the 
warmup. Do you like to focus on technique or musicality?  What aspects are 
important to you? 
MS: So, with my 6th grade, because it’s like, “here is our warmup sheet, we have the 
same ones we’re doing”, I try to work on things that I’m working on with them in 
their music.  So like, “are you holding the whole notes out for four counts? Are you 
finishing that phrase? Are you playing with a good sound?  Are you doing that?”  
With the older groups, I kinda focus more like; “these scales are the basis of any 
song you are going to play. If you don’t know them, probably you will not be able to 
be successful.”  [laughs] So with my beginner group its kinda of like, “let’s work, 
we’re working on building those musicianship skills, and with my older groups, I’m 
pretty technical. I’m like, “you need to play the right note. Now we’re going to go 
faster… you need to move your fingers.”  I kinda focus more on technique there and 
then I work on the musicianship stuff more in our concert rehearsal.   
KS: What specific individuals or methods have influenced your decisions on 
rehearsal planning? 
MS: On planning?  Well, I mean, in college there was a very strict method.  Here’s 
your lesson plan sheet, you have to use this.  You have to fill out eight boxes that 
have different things in them… what you’re working on, what you’re going to do, 
what’s your plan, what’s your steps 1-8… and I don’t do that anymore. [laughs] 
Because it was a waste of time, and because I know the process of what I’m going to 
do in my head.  Once I write it down, this is the topic… like we’re working on this 
scale and we’re going to work on increasing the tempo from quarter note 80 to 
quarter note 100.  I know that process in my head… I’m not going to spend the time 
to write it down per say.  I don’t do it as strictly as that.  But when I did my student 
teaching, having to do those types of things for like college purposes, but then 
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observing my cooperating teacher, who didn’t really plan [laughs], but was like, we 
walk in and say “so, what are we working on today… hmm, this is kinda of 
interesting, let’s do this.”  So know I kinda feel like I’m in between this super strict 
structure and like not having, cause obviously my cooperating teacher had been 
teaching for so long, she knew what she needed to do. Like for her, it wasn’t like, “I 
don’t know what I’m going to teach today, let me just try and throw something 
together.”  She knew what she needed to get done, but she didn’t have a strict 
written plan.  So I kinda do a merging, where it’s like I will write things down.  I have 
a plan everyday… “I want to work on X, Y, and Z.  This is my goal for the week.”  But 
I’m not writing like, “tell the student… they did a good job!”  I’m not doing a step-by-
step sort of listing anymore.  
KS: What resources outside of performance literature do you like to use? Method 
books, your worksheets… Where did you get those? 
MS: So, my school uses the Sound Innovation method book, but I try to build a good 
relationship between the method book and things that are not the method book, 
because I don’t think the kids necessarily have the attention span to sit and do the 
method book for… especially in 6th grade, to do the method book everyday, and 
that’s the only thing we’re working on. So I’ll have like, I know for my beginner 
classes I’ll have like, 3-note song packets and 5-note song packets of like easy things 
you can play after you know like 3 notes, or easy things you can play after you know 
5 notes.  So it breaks it up and there is still value because we’re just learning how to 
read music so like anything they can kinda practice and learn is good for them to 
have.  I also… I feel like in my first two years of teaching I’ve created a lot of things 
that I saw other people doing, and then I kinda adapted them to the way I wanted to 
use them.  Like I use a rhythm powerpoint that goes through, for the beginners goes 
through like, the 8th note rhythm, and for the other groups it adds rests and dotted-
halfs, and dotted-quarters, things like that. The way I use it is that I project it up on 
the screen and build it into those warmups with scales, so they’ll have to play like, 
the scale, but every four beats they have a different rhythm they have to play based 
on the rhythm they’re seeing on the board. So it’s like a sight-reading tool, rhythm 
tool, but it’s also like reinforcing those rhythms.  I’ve kinda built a lot of things that I 
use like that as supplementary to the method book stuff because I think there needs 
to be a balance between the two.  
KS: Sure!  Last question… thinking back to your first year of teaching and how you 
planned for rehearsals, and knowing what you know now… What do you do 
differently now? 
MS: Honestly, I don’t a lot different now then what I did when I started, in terms of 
having a mega planning session and kinda of thinking of the week as a whole.  What 
I wish I would have done was being a little more intentional about it my first year as 
I was learning those procedures and as I was learning those processes.  In saying 
like, “OK, this what I’m going to do, and this is how I’m going to do it.”  And maybe 
being a little more intentional about those things, instead of thinking, “oh, I know to 
teach the increase of tempo from this to this, so I don’t really need to think about it, I 
just need to have it on the schedule and I can do it.”  And I think now, I can definitely, 
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I understand a lot of those processes now a little further.  So I wish having been a 
little more intentional.  Because my first three months of teaching, I was running on 
pure adrenaline alone and I don’t think anything was getting taught or done.  
[laughs] 
KS: [laughs] 
MS: You know, I was just so excited, and I was just kinda like, “we’re going to do this, 
and this, and then we’re going to do this!” And I felt I was all over the place, even 
though I had a plan, I don’t think I had a very good plan.  So I think if I can taken 
maybe just a little more intentionality behind the planning process, that I would 
have been more successful faster.  Because I think I’ve done… I think I’ve hit a good 
spot for myself even now.   
KS: Sure!  Thank you for sharing! 
MS: You bet! 
  

 


