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ABSTRACT 

 

The purpose of this thesis was to examine whether different levels of conductor 

magnitude affect students’ perceptions of inspiration in a rehearsal setting. This thesis sought to 

answer the following questions: 

1. To what degree do high and low levels of conductor magnitude affect a volunteer collegiate 

choir’s musical performance of a piece of music? 

2. How often does utilizing high or low aspects of conductor magnitude (i.e., conductor gesture, 

verbal activity, facial expression, verbal inflection, and posture) inspire students? 

3. How deeply or strongly does utilizing high or low aspects of conductor magnitude inspire 

students? 

4. Is there a relationship between aspects of conductor magnitude and students’ perceptions of 

inspiration? 

A volunteer men’s choir composed of undergraduate students (n = 46) was subjected to 

six 15-minute rehearsal treatments. Rehearsals were conducted by an experimental conductor 

who alternated between high and low magnitude from one rehearsal to the next. After each 

rehearsal, undergraduate participants completed a response sheet containing definitions of all 

aspects of conducting listed previously. These definitions were followed by questions used to 

measure “how often” and “how deeply or strongly” participants were inspired. This sheet also 

asked if participants “perceived a sense of inspiration during rehearsal.” Questions provided used 

7-point Likert type scales to rate frequency and intensity of perceived inspiration. After all 

treatments were conducted, 20 graduate music education students completed a musical 

performance post-test in order to assess whether high and low magnitude affected musical 

performance of the ensemble. 
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With regards to each research question respectively, overall results from rehearsal 

treatments and musical assessment post-tests indicated the following: 

1. Low and high conductor magnitude had little effect on musical performance assessments. 

2. Minimal connection was observed between high and low conductor magnitude and how often 

students were inspired. When comparing high rehearsal treatments and low rehearsal 

treatments separately, however, results did indicate increases over time for how often 

students were inspired. 

3. Minimal connection was observed between high and low conductor magnitude, and how 

deeply or strongly students were inspired. When comparing high rehearsal treatments and 

low rehearsal treatments separately, however, results did indicate increases over time for how 

deeply or strongly students were inspired. 

4. Minimal to no connection was observed between conductor magnitude and students’ 

perceptions of inspiration. When comparing high magnitude treatments and low magnitude 

treatments separately, however, results did indicate an increase in perceptions of inspiration 

over time. 

Despite certain circumstances, including variable subject attendance that hindered the 

study, individual comments indicated that some participants did notice differences and 

inspirational moments. Participant and conductor comments are discussed. 
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CHAPTER ONE 

 

INTRODUCTION 

 

Conducting 

 

 “To be a conductor, first it helps to be able to read a score. If you can read a score, you then 
need to learn to beat time… If you can do that, you then need to be able to use this arm 

[GESTURES TO LEFT ARM] independently of this arm [GESTURES TO RIGHT ARM]. So 

that when you’re going [CONDUCTS LYRICALLY WHILE SINGING] with [the right arm], 
[the left arm] is shaping a phrase. You then got to be able to know what’s coming next, and you 
then finally got to be able to galvanize everybody underneath you, so that while [the right arm] is 

going on and [the left arm] is going on independently, [GESTURES TO EYES] these are going 

on, and they’re watching for anything that might go wrong, or anything that is going right. And 

then – if you can manage it on top of that, [WIDENS FACIAL EXPRESSION] to express in 

your face what you are feeling in your body – then, you’re about ten percent on your way to 
becoming a conductor.” (Rusmanis, 1993) 

 

Robin Ray 

Writer, Broadcaster, and Musician 

 

 

Since its inception as a noteworthy profession, conducting has developed into a 

multifaceted art. Aside from the physical act of “waving one’s arms,” the conductor of any 

ensemble is faced with a long list of responsibilities. Included in this list are the abilities to lead, 

teach, and inspire, all of which are both independent of and related to each other. 

Leading, Teaching, and Inspiring 

 

In order to lead, the conductor must understand the fundamental relationship that exists 

between themself and their ensemble members. This requires the conductor know what the 

musicians want or need; and how they themself can use that knowledge to convey a level of 

excitement and commitment that energizes the musicians (Wittry, 2007, p. 79). According to 

Wittry (2007), one of the ways in which conductors energize or motivate musicians is by 

imparting an artistic vision. Wittry states, “The artistic vision for an organization incorporates 

why you exist, identifies where you currently are, and then focuses on where you want to be in 
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the envisioned future” (p. 83). A conductor who leads with vision sees the potential of their 

ensemble and sets goals in order for them to reach that potential, which provides musicians with 

a sense of “direction and purpose” (Wis, 2007, p. 23). Additionally, conductors often lead by 

sharing their feelings and emotions about the music, both verbally and nonverbally. Harris 

(2001) addresses this point, and refers to an important review of literature pertaining to 

nonverbal communication in conducting (Ostling, 1977). After reviewing Ostling’s research, 

Harris (2001) concludes that “when a conductor has an emotional connection to a piece of music 

and it is communicated through facial expressions and other various nonverbal means, the 

players are affected and feel differently about the music” (p. 14). This creates a genuine 

connection between conductor and musician, which further motivates musicians to create a 

worthwhile musical product. 

In order to teach, the conductor must first study and analyze the score they wish to 

rehearse. According to Meier (2009), “Analysis is at the heart of the conductor’s learning 

process… Approaching each work with analytical scrutiny leads to a deep appreciation of the 

composer’s vision and offers the possibility of an illuminating re-creation in performance” (p. 

131). Score study is an integral step in the process of teaching music and should take place prior 

to when rehearsals have even begun. This is not unlike how a math or science teacher reviews a 

textbook before the school year has started. Once the conductor understands their score, they 

then must learn to understand their students. According to Boardman (1989), “Knowledge of 

how people learn, and how to use that understanding when planning classroom instruction, is of 

the utmost importance” (p. 101). Without a basic understanding of how students learn, it would 

be nearly impossible to teach the basic concepts necessary to even play the music, such as 

articulation, intonation, pitch, and rhythm to name a few. 
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In order to inspire, the conductor requires a combination of skill sets needed to 

masterfully execute how they lead and teach, as well as a sound understanding of their purpose. 

This sense of purpose translates directly to their overall vision for the ensemble. In order to 

achieve this vision, the conductor uses specific instruction and feedback to continually support 

and challenge their ensemble during the music making process. During his professional career, 

conductor Benjamin Zander realized his purpose, and described it as the ability to “awaken 

possibility in other people” (Zander, 2008). This idea is transferable to the concept of inspiration. 

While a difficult thing to quantify, Zander wanted to find out if he was indeed awakening 

possibility in others or not. In his mind, Zander found the best way to figure this out was to look 

at his students’ eyes; if their eyes were shining, he knew he was doing it (2008). While a 

thoughtful sentiment, there is unfortunately no way to measure “shining eyes” quantitatively. 

Zander’s comment, however, does provide the opportunity for further discussion on the idea of 

inspiration as both an abstract and measurable construct. 

Inspiration 

 

 Until recently, writings on inspiration have been primarily philosophical. The concept of 

inspiration has not always been considered an empirical one. Operationally speaking, in order to 

study a variable empirically, that variable must be definable. Williams and May (1996) write 

from the perspective of social research and provide the example of devising a critical test for the 

social theory of “class.” They argue, “The difficulty…of devising a test for class would lie in 

coming up with an adequate definition of class in the first instance. Different definitions would 

lead to different tests, some of which may falsify the theory, while others might not” (p. 91). The 

same idea is true for inspiration, an abstract concept by nature that is often perceived as not 

having a unified definition in the first place. Williams et al. acknowledges how “the difficulty in 
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producing definitions of [such concepts] has discouraged researchers from even attempting to 

measure them” ( pp. 91–92). This leads to an additional factor needed in order to study a variable 

empirically: the variable must also be measurable. A common credo of operationalism states, “If 

you can’t measure it, it doesn’t exist” (Williams & May, 1996, p. 92). This statement, when 

related to inspiration, is concerning. While past literature has observed inspiration’s existence 

and influence, the researcher found no research prior to the twenty-first century attempting to 

measure it. 

One of the first studies to observe inspiration empirically was a psychological study 

conducted by Thrash and Elliot (2003). This study conceptualized inspiration as a general 

construct, spanning “multiple content domains, sources, triggers, transcendent qualities, and 

targets” ( p. 873). Ultimately, the researchers sought to develop a working scale meant to 

quantify frequency and intensity of inspiration. The scale was used by the same researchers in a 

later study meant to measure inspiration contagion in relation to the creative writing process 

(Thrash et al., 2016). This research provides foundations for further study of inspiration in 

specific content domains such as music, or more specifically, the music rehearsing process. 

The Rehearsal 

 

There is much to be said about the intricate process and environment known as the music 

rehearsal. Every conductor approaches the rehearsal differently, placing certain emphasis on 

specific elements meant to enhance the quality of the rehearsal. According to Dr. James Croft, 

“Every rehearsal must have variety, challenge, and that moment of satisfaction that provides 

performers with a sense that this has been a worthy use of time and effort” (Gabriel, 2017, p. 68). 

This is one expert’s perspective on the music rehearsal, and while every conductor may have 

their own unique approach to rehearsing, the overarching rehearsal process for most standard 
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large performing ensembles (i.e., band, orchestra, and choir) is similar. Conductor Jack Stamp 

describes the process of a successful rehearsal as an equal combination of three things: 

preparation, implementation, and evaluation (Stamp, 2011b). Within the larger scope of the 

rehearsal exists smaller rehearsal frames. According to Duke (1999), these frames consist of a 

teacher’s “implicit or explicit identification of a proximal performance goal,” followed by a 

“series of performance trials” played by the student in order to “effect a positive change in the 

target” (p. 20). The conductor should be aware of the process of rehearsing, as well as how they 

utilize rehearsal frames during rehearsals, in order to maximize the amount of content that will 

be delivered by the conductor and executed by the student. 

Within the framework of the process, it is up to the conductor to not only teach the music 

to their students, but continually motivate them to want to attend rehearsals. Motivation can be 

viewed in one of two ways: extrinsic or intrinsic. Extrinsic motivation is associated with factors 

outside the learner that cause individuals to partake in an activity, not for the activity’s sake, but 

rather for what they will gain by participating in it. These factors include avoiding a 

consequence, earning a reward, or pleasing someone. Intrinsic motivation is associated with 

internal or personal factors such as needs, interests, curiosity, or enjoyment. Individuals who are 

intrinsically motivated do not require a reward or punishment to perform; rather, they “derive 

desire from within” to learn and perform (S. N. Kelly, 2016, p. 106). 

  The rehearsal environment is where all the previously mentioned roles of a conductor 

come together. According to Carnicer, Garrido, and Requena (2015), “During rehearsals, the 

conductor fulfills the role of teacher as well as performing the functions of the director and 

leader of the group” (p. 86). The conductor combines their teaching and leadership attributes to 

create an environment that is conducive of both creativity and inspiration. Their use of effective 
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conducting characteristics and sound knowledge of the material taught provides students with a 

sense of intrinsic motivation – a wanting to attend rehearsals. It is through the rehearsal process 

that conductors are best able to inspire their students to make music to the best of their abilities. 

Rationale and Purpose Statement 

 

Researchers have clearly defined the behaviors often used by conductors, as well as 

conductor behaviors that have the most impact on student’s perceptions of conductor 

effectiveness. However, no research exists that observes if these behaviors, as well as the 

magnitude at which they are delivered, affect if students are inspired during music rehearsal or 

not. The purpose of this thesis was to examine whether different levels of conductor magnitude 

affect students’ perceptions of inspiration in a rehearsal setting. This thesis sought to answer the 

following questions: 

1. To what degree do high and low levels of conductor magnitude affect a volunteer collegiate 

choir’s musical performance of a piece of music? 

2. How often does utilizing high or low aspects of conductor magnitude (i.e., conductor gesture, 

verbal activity, facial expression, verbal inflection, and posture) inspire students? 

3. How deeply or strongly does utilizing high or low aspects of conductor magnitude inspire 

students? 

4. Is there a relationship between aspects of conductor magnitude and students’ perceptions of 

inspiration? 

Scope, Preexisting Biases, and Delimitations of the Study 

 

 This study was concerned with students’ perceptions of inspiration during music 

rehearsals when subjected to high and low levels of conductor magnitude. Subjects for this study 

were undergraduate students (n = 46) attending a comprehensive university in the Southeastern 
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United States. These students were members of a social music fraternity and all identified as 

male. No further demographic information was collected from participants during this study. 

These individuals met once a week as a large men’s chorus to rehearse various men’s choir and 

fraternity repertoire. This sample was chosen because of its ease of access for the researcher, as 

well as for the fact that this group rehearsed regularly. 

At the time this study was conducted, the researcher served as the Music Director for this 

ensemble and rehearsed the group weekly. This created an inherent bias between the researcher 

and the subjects and vice versa. Biases and their potential effects on the results of this study are 

discussed later in Chapter Five. 

While the researcher did have some experience with choral conducting and education 

prior to this study, their program of study was not heavily focused on teaching and rehearsing 

choirs. Also, the researcher did not have a comprehensive working knowledge of the works 

considered canon to the men’s choir repertoire. When picking music and creating warm-ups, the 

researcher would refer to the experimental conductor, whose primary focus was choral 

conducting. 

Primary data were collected using Likert-type scales and assessed through means and 

standard deviation. Likert-type data are ordinal by nature, meaning after data collection, “relative 

differences between observations cannot be assessed” and “interval measurement cannot be 

achieved” (Madsen & Madsen, 1978, pp. 70, 78). While parametric and descriptive statistics, 

such as means and standard deviation, have unclear meanings when applied to Likert-type scales 

(Sullivan & Artino, 2013, p. 541), the researcher chose to assess collected data through means 

and standard deviation in order to provide the reader with round numerical figures to help make 

sense of students’ relative perceptions of a highly abstract concept, inspiration.  
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CHAPTER TWO 

 

REVIEW OF LITERATURE 

 This chapter attempts to provide the reader with a broad scope of literature, as well as 

several audio and visual sources, pertaining to the following topics: (1) conducting, (2) the 

modern conductor, (3) research on conductor characteristics, (4) inspiration, and (5) rehearsing. 

Conducting 

 

A Brief History 

 

 Prior to the nineteenth century, the conductor role as perceived today did not exist. There 

were no men or women wielding batons to symbolize sounds and musical phrases through 

physical gesture. The task of leading ensembles fell on the capellmeisters of the Western world 

during the seventeenth and eighteenth centuries. These individuals focused heavily on time-

beating, using various tools and instruments (violin bows, three- or four-foot batons, rolls of 

paper, etc.) to provide a steady beat for the ensemble to follow (Schuller, 1997, p. 78). Along 

with time-beating, conductors of church choir music had other responsibilities as well. 

According to Holsinger (1954), “It was up to the conductor to signal the proper entrance by the 

individual part or choir,” as well as establish the correct tempo of the piece and signal attacks 

(pp. 230–231). This style of choral conducting was contrasted with another practice, conducting 

from the keyboard, which was common in opera at the turn of the seventeenth century. Holsinger 

writes, “The keyboard conductor was expected to give cues to soloists, especially vocal soloists. 

He was to detect mistakes with alacrity and use the keyboard as a means to recover from them” 

(p. 244). 

The baton was first introduced in orchestral settings by composers who took on the role 

of conductor in the early 1800s. According to Bernstein (2004), “The first real conductor in 
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[today’s] sense of the word was Felix Mendelssohn, who founded a tradition of conducting based 

on the concept of precision, as symbolized in the wooden stick [often called] the baton” (p. 134). 

Other composer-conductors during this time include Carl von Weber, Hector Berlioz, and Louis 

Spohr, who, in 1820, is said to be the first in his profession to use a baton (Fuchs, 1969, p. 23). 

While these conductors focused on accuracy of beat, it was Richard Wagner who strayed from 

this framework of conducting, and demonstrated through his gestures that music has an 

emotional or intellectual content (Hwang, 2018, p. 11). He believed that “any conductor worth 

his salt should personalize the score he was conducting by coloring it with his own emotions and 

his own creative impulse” (Bernstein, 2004, p. 134). Wagner’s reconception of the role of the 

conductor influenced future conductors, including Gustav Mahler, who developed a style of 

conducting that replaced vehement gestures with quiet inflections that effectively conveyed 

musical expression (Hwang, 2018, pp. 11, 13–14). This style was viewed as economic 

conducting, which soon became a topic of study in the early twentieth century. Writings of that 

time led the way for up and coming conductors in the field, including Arthur Nikisch, who was 

one of the founders of modern conducting (Hwang, 2018, pp. 15). According to Hwang (2018), 

“His conducting gesture was elegant with intensity and effectiveness… His conducting style was 

quite remarkable and efficient with gesture, masterful control, and interpretation of music” (p. 

15). 

During the mid-twentieth century, orchestral conductors such as Arturo Toscanini and 

Wilhelm Furtwängler rose to prominence, expressing their own views on conducting technique. 

According to Hwang, “[Toscanini] was noted for accuracy, directness, precise time-beating, and 

the concept of textual fidelity to actual interpretation of music;” whereas Furtwängler “continued 

to follow a Romantic tradition which was subjective, expressive, free and flexible” (pp. 15–16). 
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These two styles carried into the late twentieth century with notable conductors such as Herbert 

von Karajan and Leonard Bernstein. Hwang writes, “Karajan’s conducting was very controlled, 

and, he often closed his eyes when he conducted, on the other hand, Bernstein’s conducting was 

emotional, with a highly expressive face, hand gestures and body movements” (p. 16). 

Choral conducting was not shaped until the 1920s, when an interest in choral singing was 

instituted by high schools, colleges, and universities, providing the basis of significant change in 

choral music (Hwang, 2018, p. 17). Notable conductors of that time include F. Melius 

Christiansen, who conducted the St. Olaf Choir of St. Olaf College, and John Finley Williamson, 

who conducted the Westminster Choir. According to Hwang, “Their choral programs provided a 

model for subsequent choral conductors such as Robert Shaw and Roger Wagner” (2018, p. 17). 

Leaders in choral conducting later published treatises on conducting technique. Such writings 

include The Art of the Choral Conductor by Father William J. Finn (1939), Choral Conducting 

Symposium by Harold Decker (1988), Choral Conducting: Focus on Communication by Harold 

A. Decker and Colleen J. Kirk (1995), and Foundations of Choral Conducting 2nd Edition by 

Kevin Fenton (2008). Through the history of modern choral conducting, multiple outlets have 

risen to prominence for the choir conductor from children’s choirs to professional and 

educational groups. Hwang quotes American choral conductor Vance George, who wrote, “At 

this time opportunities in the choral field far exceed those in orchestral work, and the quality of 

today’s choirs has created new respect for choral conducting” (2018, p. 19). 

While perspectives on conducting have shifted since its introduction to the field centuries 

ago, certain fundamentals of the art of conducting have remained constant. In Johann 

Mattheson’s The Complete Capellmeister, published in 1739, “Mattheson characterized the 

conductor of his time – at least the ideal conductor – as a broadly educated artist, who was as 
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knowledgeable in literature, poetry, painting, philosophy, and languages as in the various realms 

of music: harmony, counterpoint, orchestration, composition, and the art of singing” (Schuller, 

1997, p. 67). Schuller quotes Mattheson, who writes, “All sciences [and arts] are linked together 

chain-like in a circle. He who knows only his [one] craft, knows nothing, for he is but a pedant, 

even were he a general” (1997, p. 68). Robert Schumann echoes this statement nearly a hundred 

years later, stating: 

What the composer created out of his inner self must be recognized by the conductor, 

who can only achieve understanding through vast knowledge. The spiritual greatness of 

music cannot be apprehended solely by learning the figured bass, or by studying and 

serving an apprenticeship, but by diligent study of every science connected with music. 

(Schuller, 1997, p. 68) 

 In the twenty-first century, the significance of studying to become a “broadly educated 

artist” is still emphasized for the budding conductor who wishes to lead an ensemble of their 

very own. Wittry (2007) writes how important it is for the young conductor to have adequate 

training on how various instruments function separately and together; study and develop fluency 

in languages other than English; develop a deep knowledge of harmony, composition, and ear 

training; and understand the progress of musical style throughout history (pp. 8–11). Rigorous 

learning to develop one’s skills and understand the practical, theoretical, and aesthetic precepts 

surrounding the profession, has become a constant throughout the history of conducting. For the 

determined student conductor, this journey of training and study will inevitably lead them to 

their own choir or instrumental group. Here, the young conductor must mount the podium and 

utilize their acquired knowledge to make well informed musical decisions, execute proper 

conducting technique, and lead musicians in numerous rehearsals and performances. This is the 
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obvious responsibility of the conductor, one that has been observed throughout history. 

However, this is not the sole role the conductor must fill. In the words of Wittry, “What about 

the growing list of other responsibilities that a conductor must assume, off the podium?” (2007, 

pp. 3–4). 

The Modern Conductor 

 

 According to Gumm (2012), “The art of conducting…has progressed beyond [the] 

traditional foundation of [mechanical beat patterns and expressive gestures]” (p. 43). The modern 

conductor is faced with an ever-growing list of responsibilities that stem from more than simply 

beating a baton. These include things that have nothing to do with making music, from raising 

funds and supervising personnel, to programing and working in educational settings (Keene, 

1982, p. 47). To emphasize this point, band director Scott Rush, author of Habits of a Successful 

Band Director, published in an appendix his own overwhelming list of responsibilities as a band 

director, most of which focus heavily on organization and planning (2006, pp. 127–133). 

The following subsections will focus on three prevalent responsibilities of the modern 

conductor in relation to their ensemble: leading, teaching, and inspiring. 

Leading 

 

When one thinks of the definition for conductor, the term leader is usually one of the first 

words that comes to mind. This is because for many, “the words conducting and leading are 

synonymous” (Wis, 2007, p. x). In fact, they even appear in the same formal definition. 

According to the New Harvard Dictionary of Music, conducting is defined as, “The art of 

leading and coordinating a group of instrumentalists and/or singers in a musical performance or 

rehearsal” (Apel, 1986; Quoted in Wittery, 3). 
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As a leader, several things are required of the conductor. For one, the conductor must 

connect with every musician in their ensemble and cause them to play or sing “like one 

[musician] with a single will” (Bernstein, 2004, p. 134). This requires the conductor to inspire a 

shared vision for the ensemble, respect the individual musicians for who they are, model how 

they desire the musicians to act, and empower individuals to realize the shared vision in concert 

with the group (Armstrong & Armstrong, 1996). Additionally, in order to effectively lead, the 

conductor must come from a place of vulnerability, allowing themself to express how they truly 

feel in the moment. According to Berlioz, when the conductor presents himself on the podium, 

“[the] players must feel that he feels, understands and is moved; then his emotion communicates 

itself to those whom he conducts. His inner fire warms them, his enthusiasm carries them, he 

radiates musical energy,” which is exactly what his players need in order to follow him without 

faltering (Bamberger, 1965, p. 25). 

The modern conductor is a leader on and off the podium. In the case of conductors 

working in educational settings, when not rehearsing or performing, they are leading the greater 

community, showing them the importance of what the conductor and their students do. 

Conductors who lead outside of the rehearsal room are constantly advocating for their music 

programs to administrators, board members, parents, and community members. According to 

Lisk (2007), “[a conductor] needs to guide parents and administrators to recognize the critical 

areas of music value, appreciation, and discrimination” in order to “increase a support base for a 

comprehensive music education program” (p. 102). This is a particularly difficult task to 

accomplish, considering everyone approaches a music program with their own idea of what it 

should be. In the case of administrators and parents, their image of the perfect program may be 

limited by factors beyond the conductor’s control, such as the program’s past director, dislike of 
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music programs in general, or something unexplainable (Gackstatter & Sikes, 2017, p. 46). It is 

the conductor’s responsibility to lead not only their students, but their community members, in 

order to further music making and enhance the quality of their music program. 

Teaching 

 

 Another major responsibility of the conductor is teaching. All conductors teach, 

regardless of the level of musicianship of the performers they conduct. According to Wis (2007): 

Even with the most experienced or professional ensembles, relaying information, 

interpreting musical intent, engaging musicians in the discovery of what the music has to 

offer and developing individual and ensemble skill and understanding all fall under the 

“teacher” part of the conductor’s role. (p. 69) 

The “teacher part” is an ongoing endeavor, the primary work of which, according to Colwell and 

Goolsby, “takes place before stepping onto the podium” (1992, p. 90). The process of teaching 

begins by first developing an understanding of the material that is to be taught. Teachers in any 

subject tend to teach from a textbook, a source through which students learn and study the course 

material. In the case of music, the conductor’s “textbook” is their score. Just as a teacher 

review’s a textbook before ever stepping foot into their classroom, it is the conductor’s job to 

study their score thoroughly if they are ever to teach their students effectively. Battisti and 

Garofalo write in their introduction to Guide to Score Study for the Wind Band Conductor: 

To communicate the expressive potential of a musical composition to an ensemble in an 

effective and efficient manner, a conductor must first acquire an understanding of the 

score. Interpretive decisions are based on imaginative study of the score. Hence the 

conductor’s first task is score study. (1990, p. 1) 

This “first task” is crucial for any conductor hoping to be a successful teacher. 
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As a teacher, conductors are charged with the responsibility of researching not only how 

to teach music effectively, but how their students learn new information. This is referred to as a 

student’s preferred learning style. According to Claxton and Murrell (1987), in college and 

university settings, “Information about [learning style] can help faculty become more sensitive to 

the differences students bring to the classroom” (Claxton & Murrell, 1987, p. iii). This awareness 

of how students learn allows for more effective teaching in the rehearsal room. These remarks 

lend themselves to a deeper responsibility of the conductor as teacher – understanding their 

students, not only as musicians, but as people. Lisk quotes notable conductor Nadia Boulanger, 

who states: 

As a teacher, my whole life is based on understanding others, not on making them 

understand me. What the student thinks, what he wants to do…that is the important 

thing. I must try to make him express himself and prepare him to do that for which he is 

best fitted. (2007, p. 15)  

It is the duty of the conductor to learn about their students – where they are socially and 

culturally; what motivates them to participate and stay engaged in making music – and establish 

honest relationships with them. Through this process of learning and teaching, conductors afford 

themselves the opportunity to “share [their] knowledge of and passion for music” with their 

students both on and off the podium (Wis, 2007, p. 102). 

Inspiring 

 

In interviews with various American choral conductors, when asked “What are the most 

important musical and personal qualifications for a successful conductor?” several conductors’ 

responses included variations on the phrase “to inspire” (Glenn, 1991, pp. 108, 111, 113). This 

idea of being the source of inspiration for students in any musical setting is commonly associated 
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with conductors across all fields of music and is regarded in multiple texts as necessary for the 

profession. According to McElheran (1989), “the most important requirement in a conductor is 

the ability to inspire the performers” (p. 3). Craig Hella Johnson, Artistic Director of Conspirare, 

agrees with this point, and adds, “Either in rehearsal or performance, the conductor’s role is to 

inspire—first, last, and always” (Salveson et al., 2008, p. 63). 

It is the role of the conductor to be a conduit from music to musicians, encouraging them 

through the music making process, and inspiring them to greater heights (Gumm, 2012). 

According to Wigglesworth (2019), “A talent for inspiring others remains the key component in 

a conductor’s life. However strong our musicianship, it is an irrelevance if we cannot impress it 

on others” (pp. 9–10). Bernstein adds, “the conductor must not only make his orchestra play; he 

must make them want to play” (2004, p. 162). This is one of the ultimate goals the conductor 

strives for – inspiring musicians in such a way that they want to perform to the best of their 

abilities.  

One could presume that inspiring people is a difficult and delicate matter, considering 

what it means to truly inspire (Bailey & Payne, 2015, p. 4). It takes true commitment to the 

profession to be an inspirational conductor; one who is dedicated to combining the skill sets of 

leadership and teaching to create an environment where students want to learn and make music. 

If approached whole-heartedly, this is a taxing endeavor. Craig Johnson provides his own insight 

and opinions on the matter: 

Frankly some days, though, it might seem a lot easier not to have to be committed to 

inspiration – it takes a lot of commitment and energy to follow that, doesn’t it? Are there 

days I fall short? You bet, but I do think that is our role. We are the ones who need to 



17 

lead there and we need skill sets, and we are teachers, and we are many things – but we 

gotta [sic] be the leaders of inspiration. (Salveson et al., 2008, p. 63) 

Research on Conducting Characteristics 

 

 The scope of research concerning conducting has grown significantly in the last few 

decades, most of which focus on concepts that when studied and dissected, are meant to heighten 

and perfect the art of conducting. Such concepts are also observed in the context of music 

teacher research, the results of which are highly transferable for any conductor hoping to 

advance their craft. Studies mentioned in this section observe the following teacher/conductor 

concepts: effectiveness, expressivity, intensity, and magnitude. 

Studies Concerning Effectiveness 

 

 The execution of effective teaching/conducting is a complex endeavor that requires years 

of experience, superior organizational skills, and expertise in the academic subject matter. After 

synthesizing the research of numerous educational researchers, Bruning (1994) identified the 

following nine characteristics of an effective teacher: 

 Effective Teachers Will: 

1. Have a sense of personal responsibility for their classroom; 

2. Have realistic attitudes toward students; 

3. Run classrooms that are smooth and almost automatic; 

4. Have a quality called ‘withitness;’ 

5. Make appropriate seatwork assignments; 

6. Make and check homework assignments; 

7. Communicate clearly defined classroom rules; 

8. Pace their instruction according to student background and ability; and 
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9. Give praise for students during teacher-initiated contacts. (Bruning, 1984, p. 

86; Quoted in Weeks, 7) 

Most research concerning teacher/conductor effectiveness focuses on students’ 

perceptions of what they consider to be the most effective teaching and conducting practices. 

Weeks (1984) examined differences in student perceptions of three teacher intensity components 

(academic expertise, effective delivery, and classroom control) using a researcher-developed 

questionnaire. Subjects consisted of eighty music students representing an equal mixture of 

seventh graders (n = 40) and eleventh graders (n = 40). Results suggested that students most 

valued the way in which teachers deliver information, followed by academic expertise, and 

lastly, classroom control. 

Brown (2004) investigated high school students’ perceptions of teacher effectiveness in 

non-music settings. The researcher surveyed students (n = 206) attending one of two high 

schools in the southwestern part of the United States. Subjects were surveyed using the SEEQ – 

Students Evaluation of Educational Quality – in eight required courses, four math (Algebra II) 

and four Humanities classes. Results showed that students described effective teachers as 

knowledgeable, helpful, nice, organized, patient and as being clear, having a sense of humor and 

teaching for understanding. These findings are supported in a later study (S. N. Kelly, 2008) 

observing high school instrumental students’ perceptions of effective music student teacher 

traits. Kelly surveyed three-hundred fourteen high school instrumental students using a 34-item 

survey. Items 1 to 31 listed several skills and behaviors that could be viewed as effective and 

were intended to be rated by students on Likert-type scales from 1 (not very important) to 5 (very 

important). Results indicated that skills and behaviors receiving the highest mean scores were “Is 
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able to apply knowledge; being competent” (M = 4.595) and “Has a positive behavior” (M = 

4.586). 

Heath-Reynolds (2014) observed effectiveness in relation to varying levels of expressive 

teacher nonverbal behaviors in an elementary music class setting. The researcher sought to 

answer the following questions: (1) Do teacher demonstrations of low, medium, or high 

expressiveness have an effect on participants’ ratings of teacher effectiveness? (2) Is there a 

relationship between participants’ frequency ratings of nonverbal behaviors and ratings of 

teacher effectiveness? (3) Is there a relationship between participants’ perceptions of teacher 

expressiveness and enthusiasm? (4) Do teacher demonstrations of low, medium, or high 

expressiveness have an effect on ratings of lesson content? The stimulus teacher for this study 

was video recorded delivering a scripted music lesson to a hypothetical class of elementary-aged 

children, exhibiting either low, medium, or high levels of expressive nonverbal behavior. One-

hundred sixty college students were randomly assigned to view one of the three video conditions 

and provide ratings on the teacher’s effectiveness, expressiveness, enthusiasm, nonverbal 

behaviors, and lesson content. An additional 114 fourth- and fifth- grade students were randomly 

assigned to the same video viewing conditions and asked to complete a 10-question Student 

Learning Assessment based on the video lesson content. Results revealed that higher levels of 

teacher expressiveness resulted in higher ratings of teacher effectiveness, and higher ratings of 

teacher nonverbal behaviors were related to higher ratings of teacher effectiveness. 

Studies Concerning Expressivity 

 

Research concerning expressive conducting often focuses on its effects on ensemble 

performance. Sidoti (1990) observed the effects of expressive and non-expressive conducting on 

the performance accuracy of selected markings by individual high school band students. The 
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researcher sought to determine “the extent to which individual high school band musicians were 

able to respond to indicated expression markings in the music while simultaneously following 

the conducting gestures of the conductor;” and “if there [were] significant differences in the 

performance of the selected expressive markings, with and without expressive conducting” (p. 

9). Subjects for this study were 192 high school band students from four randomly selected high 

schools in Ohio. These bands received “Superior” ratings in Class “B” in the large group contest 

sponsored by the Ohio Music Education Association. For the eight musical expression markings 

selected for the study (accelerando, crescendo, decrescendo, fermata, legato, marcato, ritardando, 

and staccato), students executed the fermata most accurately when exposed to expressive 

conducting. While no significant overall interaction between the conducting condition and the 

expression markings was noted, almost all the eight musical expression variables were rated 

slightly higher in the expressive conducting condition as compared to the non-expressive 

conducting condition. 

Laib (1993) also observed the effects of expressive conducting on band students and 

outside listeners. Subjects for this study were members of ten Georgia concert bands: eight high 

school bands and two college/university bands. Each of the two bands were video and audio 

taped while performing two pieces of music twice, one conducted expressively, and one 

conducted non-expressively. Audiotapes were sent to six university band directors, who were 

asked to determine if they perceived a difference between the two performances, and if so, which 

performance they preferred. Their responses indicated they preferred the expressively conducted 

performance in each pair most of the time. Also, according to data collected from open 

questionnaires administered to students performing in the ensembles tested, student subjects had 

more positive opinions after the expressively conducted treatments. 
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Researchers have also studied the reverse effect of ensemble performance on the 

evaluation of conducting expressivity. Silvey (2011) observed this phenomenon in the context of 

college-level wind band playing. Videotapes were created of two conductors conducting one of 

two excerpts from an arrangement of Frank Ticheli’s Loch Lomond. These videos were 

duplicated and synchronized with either excellent or poor performances that previously had been 

recorded with a university wind ensemble. College band, choir, and orchestra members (n = 120) 

viewed each of the four 1-minute excerpts and rated conductor expressivity and ensemble 

performance quality on 10-point Likert-type scales. Subjects also provided one brief written 

comment about each video. Results indicated ensemble performance quality significantly 

affected ratings of conductor expressivity. However, subjects’ written comments were directed 

most frequently to the conductor in the excellent-performance condition and to the ensemble in 

the poor-performance condition, suggesting that subjects were able to perceive similarly positive 

or negative qualities about each conductor’s expressivity. 

Brooks (2015) attempted to evaluate how effectively current high school orchestra 

directors demonstrate the elements of conducting. The researcher selected what elements of 

conducting would be evaluated (preparatory beat, dominant hand, non-dominant hand, release 

gesture, efficient joints, and conducting area), defined what would be an effective use of each, 

and created an evaluation form rating each element from 1 (Not Effective) to 5 (Effective). 

Subjects for this study consisted of high school orchestra directors from all parts of Virginia and 

portions of Maryland and Washington D.C. Results indicated that high school orchestra directors 

demonstrated least effectively the expressive elements of conducting: efficient joints, style in 

both non-dominant and dominant hands, and dynamics in both non-dominant and dominant 
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hands. While a restricted sample size, this study demonstrates the idea that the concept of 

expressivity can be a difficult one for some conductors to execute effectively. 

Studies Concerning Intensity 

 

Much research in music education has focused its efforts on the study of teacher 

intensity. According to Madsen, intensity is defined as “(1) sustained control of the 

student/teacher interaction with (2) efficient, accurate presentation of subject matter combined 

with (3) enthusiastic affect and pacing” (1990, p. 38). This concept has been studied in multiple 

contexts and across various musical disciplines. Byo (1988) attempted to determine if high and 

low conductor intensity could be demonstrated by undergraduate beginning conductors and if 

independent observers could recognize these contrasts. He developed one-minute stimulus 

videotapes of beginning conductors demonstrating high and low intensity contrasts. Graduate 

and undergraduate music majors, undergraduate non-music majors, and high school band and 

choir students (N = 320) observed 20 one-minute conducting segments and labeled each 15-

second interval according to perceived contrasts of intensity. Results indicated that observers 

overall were able to recognize high and low intensity in the conducting gestures of beginning 

undergraduate conductors with a 77% correct response rate.  

Similarly, Madsen, Standley, and Cassidy (1989) investigated whether “high and low 

contrasts in teacher intensity could be quickly taught to and then demonstrated by prospective 

music education student teachers and whether subjects untrained in the concept of intensity could 

recognize contrasts” (p. 87). All subjects were college level music students (N = 94) divided into 

one experimental and three control groups. The experimental group (n = 20) consisted of music 

education majors in their final week of on-campus preparation. The three control groups were 

differentiated according to level of preparation: freshmen (n = 23), senior (n = 22), and graduate 
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students (n = 29). Results of the study indicated that not only can intensity as a concept be easily 

and ably demonstrated, but also recognized with an extremely high degree of reliability. 

 Yoder-White (1993) observed teacher intensity in the context of a sixth-grade general 

music classroom, attempting to investigate its effect on sixth-grade students’ general music 

achievement, music attitudes, and recorder performance. Two intact classes of general music 

students served as subjects, with one group (n = 22) receiving high teaching intensity treatments, 

and the other group (n = 21) receiving low teaching intensity treatments, for eleven consecutive 

school days. Following the treatment period, the researcher-designed Achievement Test, Music 

Attitudes Profile, and Recorder Performance Test were administered to determine effects of 

instructional treatment, gender, and music background. While no significant effects of teaching 

intensity on music achievement, music attitudes, and recorder performance were found, 

univariate analyses indicated significant effects of teaching intensity on student attitudes. 

A similar study was conducted by Freeman (2011), who sought to investigate the effects 

of teaching intensity on ninth to twelfth grade band students’ music achievements, music 

attitudes, and instrument performance. Student subjects (N = 45) in an intact concert band class 

were split into two groups: one group (n = 24) was engaged by the researcher using a high 

teaching intensity treatment; the other group (n = 21) was introduced to a low teaching intensity 

treatment. A researcher-developed Music Achievement Test, Music Attitudes Profile, and Music 

Background Questionnaire were used to test for student music achievement, music attitude, and 

instrument performance. Results indicated that the effects of high intensity teaching on the 

subjects’ music achievement, music attitudes, and keyboard percussion performance were 

significant. 
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Research has also observed the effects of intensity on perceptions of teacher 

effectiveness. Kaiser (1998) investigated the effect differentiated high and low intensity teaching 

had on band musicians’ evaluation of teaching effectiveness within a band rehearsal. Subjects (N 

= 480) were music majors and non-music majors participating in band programs at four different 

universities. Three conductors were video recorded in both high and low intensity renditions of a 

simulated band rehearsal of Gustav Holst’s First Suite in Eb. Subjects for this study viewed one 

of twelve stimulus tapes created. Results indicated that subjects perceived high intensity teaching 

as more effective than low intensity teaching. Also, subjects consistently rated high intensity 

teaching as more effective. 

Redding (2011) conducted a similar study that observed the effect of high/low teacher 

delivery. The concept of delivery is directly related to that of intensity and refers to how material 

is taught by a conductor or teacher. Definitions of teacher delivery have included teaching 

attributes such as teacher posture, eye contact, gestures, facial expression, and vocal inflection, 

which are like the definitions provided by Yarbrough [see Figure 1]. Participants (N = 210) were 

experienced classroom music teachers (n = 30), experienced classroom non-music teachers (n = 

30), undergraduate music majors (n = 30), and students in grades 9-12 involved in classroom 

music instruction (n = 120; 30 per grade). Participants observed a stimulus video that included 

eight teaching segments and rated it using the Effective Teaching Response Form, which asked 

participants to rate each teaching segment for overall teaching effectiveness on a 10-point Likert-

type scale. Results indicated that high teacher delivery resulted in high evaluative ratings from 

groups of people who represent various levels of experience, and low teacher delivery resulted in 

very low evaluative ratings from experience groups who have some knowledge or expertise in 

the subject matter. Furthermore, participants provided more written comments referencing 
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teacher delivery to explain their numerical ratings than they did about instruction or classroom 

management. This further supports that teacher delivery is an imperative variable to consider 

when regarding teacher effectiveness. 

Napoles and MacLeod (2013) observed the influence teacher delivery had on preservice 

teachers’ perceptions of teaching effectiveness. Six experienced teachers were videotaped 

teaching mini applied lessons under four conditions: (a) high teacher delivery and more student 

progress, (b) high teacher delivery and less student progress, (c) low teacher delivery and more 

student progress, and (d) low teacher delivery and less student progress. Participants were 75 

music education majors attending large state universities in Utah and North Carolina. Results 

indicated that preservice teachers perceived teachers with high delivery as more effective than 

teachers with low delivery. 

Studies Concerning Magnitude 

 

 The term magnitude as it relates to the field of music education was first used by 

Yarbrough (1973), who defined it as “intensity of teaching style” (p. 2). As previously 

mentioned, research emphasizes the importance of varying the intensity by which teachers teach, 

utilizing qualities such as interest, excitement, and suspense to aid students in the learning 

process (Englemann, 1971; Cited in Yarbrough, 2-3). O’Leary and O’Leary (1972) recognize 

this importance as well, stating: 

The teacher or therapist who is maximally effective probably frequently exhibits a variety 

of affective behaviors – she is soft and gentle on one occasion while on another she is 

ebullient and ecstatic with excitement about a child’s progress. She probably reprimands 

occasionally but in a firm manner… More importantly, when she is approving, she also 

acts as if she really means it. When such warmth and love are systematically channeled, 
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their potential for changing behavior is enhanced immeasurably. (p. 48; Quoted in 

Yarbrough, 3) 

Magnitude, as it relates to the conductor, is used to describe the behavior of the conductor 

and how that behavior is varied during rehearsal and performance settings.  Yarbrough specified 

overt conductor behaviors and investigated their effects on performance, attentiveness, and 

attitude of students in mixed choruses (1973, p. ii). Hers is the first study to use and operationally 

define the phrase “magnitude of conductor behavior,” as well as operationally define and 

examine certain aspects of teacher behavior in relation to high and low conductor magnitude [see 

Figure 1]. Operational definitions were used as reference and adapted by the researcher for the 

present study. 
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Figure 1. Operational definitions of aspects of teacher behavior as described by Yarbrough 

(1973, pp. 23-24) 

 

In Yarbrough’s study, four mixed choruses (one university and three high school) were 

observed for this study. They were each exposed to three rehearsal environments: (1) with a 

regular conductor, (2) with a high magnitude conductor, and (3) with a low magnitude 

conductor. Rehearsals were audio and video recorded. Following each experimental rehearsal, 

students were administered an attitude scale to rate student attentiveness. After the experiment, 

two trained observers recorded student attentiveness by observing for off-task behavior. A panel 

of expert judges rated overall performances of the mixed choir using a pre-designed scale. While 

no significant differences were observed in musical performance, attentiveness, or attitude 

towards music, rehearsal, and participation across control and experimental groups, Yarbrough 

found that students preferred the high magnitude conductor, which has consequential 

implications for educators and effective teaching strategies. 

Inspiration 

 

Definitions and Discussion 

 

 According to the Oxford English Dictionary, inspiration is defined figuratively and 

generally as “a breathing in or infusion of some idea, purpose, etc. into the mind; the suggestion, 

awakening, or creation of some feeling or impulse, especially of an exalted kind” (“Inspiration,” 

1989, p. 1036; Quoted in Thrash and Elliot (2003), p. 871). This is a formal definition of a highly 

abstract concept, that draws upon centuries of writings from some of the greatest thinkers across 

multiple disciplines. These individuals observed inspiration in relation to their respective fields 

of study, trying to make sense of it by linking it to what they knew and were familiar with. 

Ancient philosophers attempted to link inspiration with the supernatural. It was Socrates who 

“[spoke] of inspiration as ‘a divine and daimonic [sic] element’…that acts as a starting 
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point…for the human in the ascent to the divine” (Götz, 1998, p. 512). His student, Plato, viewed 

inspiration as “the madness of those possessed by the muses” (Götz, 1998, p. 512). According to 

Götz, “Plato saw inspiration as an irruption [sic] of the divine into the ordinary” (1998, p. 512). 

Musicians and composers often wrote about inspiration in relation to the creative process. 

According to Mozart:  

Those ideas that please me I retain in memory, and am accustomed, as I have been told, 

to hum them to myself. If I continue in this way, it soon occurs to me how I may turn this 

or that morsel to account so as to make a good dish of it… All this fires my soul. 

(Oleynick et al., 2014, p. 1) 

While Mozart does not reference inspiration directly, Oleynick, LeFew, Moldovan, and 

Kieffaber (2014) acknowledge how the depiction of inspiration “possesses all of the core 

elements of the modern scientific inspiration construct – appreciation of new or better 

possibilities (‘ideas that please me’), passive evocation (‘it…occurs to me’), and motivation to 

bring the new possibilities into fruition (turning a morsel into a dish; ‘fires my soul’)” (p. 1). 

The Moment of Inspiration 

 

While much dissention exists about inspiration as a construct, researchers tend to agree 

on one commonality concerning inspiration. According to Searle and Hanrahan (2011), 

“Inspiration is a temporary state…and occurs in a moment” (pp. 736–737). Thrash et al. 

postulates that during this moment, a relationship is formed between two entities: a trigger or 

stimulus object that evokes inspiration (e.g., a person or idea); and a target or object toward 

which the resulting motivation is directed (e.g., a possible self, personal goal, or creative 

product) (2003, p. 871). It is through this relationship of trigger and target that one may 

experience a moment of inspiration where one is simultaneously being inspired by a stimulus 
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object to actualize a then desired outcome (Oleynick et al., 2014). Past literature has kept record 

of multiple statements regarding the triggers or sources of inspiration that exist during the 

moment inspiration occurs, all of which are both independent of and related to each other. Such 

sources include supernatural influences, intrapsychic processes, and external environments 

(Thrash & Elliot, 2003). 

In Relation to Leading 

 

According to Searle et al., “The term inspiration has been synonymous with leadership 

for many years” (2011, p. 738). Based on previous research, Searle et al. writes that effective 

leaders inspire followers to achieve performance beyond expectations and enable transformation 

in others (2011, p. 738). This is true for several reasons. For one, leaders who inspire are usually 

characterized as charismatic. These individuals exhibit personal characteristics such as energy, 

self-confidence, determination, intellect, verbal skills, and strong ego ideals (Bass, 1990, p. 26). 

According to Bass (1990), “Charismatic leaders have great power and influence… Charismatic 

leaders inspire and excite their employees with the idea that they may be able to accomplish 

great things with extra effort” (p. 21). Charismatic leadership and the characteristics associated 

with it have also been observed in the context of teaching. According to a study observing 

college-level teachers as charismatic leaders, Archer (1993) found that “charismatic teachers 

were perceived as exhibiting caring and concern for students, and were seen as energetic and 

enthusiastic in the classroom” (p. 98).  

Another factor that defines inspirational leaders is they lead with a vision in mind. 

Interestingly, all great leaders think, act, and communicate from the inside out (Sinek, 2009). 

These individuals operate under the pretense that they know why they do what they do. 

According to Sinek (2009), a leader’s “why” refers to what the leader’s purpose, cause, or belief 
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is, which translates directly to what they do and how they do it [see Figure 2]. He states, “…it’s 

those who start with ‘why’ that have the ability to inspire those around them or find others who 

inspire them” (2009). 

Figure 2. The “Golden Circle” as outlined by Simon Sinek (2009) 

 

Inspirational leaders are driven by a compelling vision they have created from 

their why and share that vision with those who follow them. This is an observed 

phenomenon for historical leaders such as the Wright brothers, Martin Luther King, and 

Steve Jobs (Sinek, 2009). According to Armstrong and Armstrong (1996), through a 

shared vision, these individuals “inspire belief and trust, which allow those they lead to 

suspend their doubts and ‘get with the program’” (p. 23). This has also been observed as 

the case for Olympic coaches, who follow a similar model when training athletes: “(a) 

[create] an inspirational vision of the future; (b) [provide] the necessary support to 

achieve the vision; and (c) [provide] the challenge to achieve the vision” (Arthur et al., 

2012, p. 3) [see Figure 3]. According to Arthur, Woodman, and Hardy (2012), “The 

coach is at the [center] of [the athlete’s much anticipated Olympic greatness]… Coaches  
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Figure 3. Vision, support, and challenge model as outlined by Arthur et al. (2012, p. 8) 

 

 

who can provide the right balance of vision, support, and challenge will inspire their 

athletes to realize [their dreams of Olympic glory] and achieve Olympic greatness” (p. 8). 

In Relation to Teaching 

 

 One of the most important qualities of a teacher is the ability to inspire their students in 

the classroom. This is a belief that has been sustained for quite some time. In a 1909 issue of The 

Journal of Education, Thomas J. Kelly published a report of an address given by Past-

Superintendent of Schools for Omaha, Nebraska William M. Davidson. According to Davidson, 

the greatest of all teachers are the ones who can “bring out of the printed words the breath of life 

which the author ‘breathed into’ them or inspired them with,” so that the student can “feel what 

the author felt and see what the author really saw” (T. Kelly, 1909, p. 206). These teachers do 

not just present facts to their students. They reach into the material that they teach (a poem, a 

song, a book, etc.) and understand how it itself has become an inspiration, an embodiment of the 

composer’s own life (T. Kelly, 1909, p. 206). Once that is made clear to the teacher, they teach 
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the material in such a way that the inherent inspiration of the material is obvious to their students 

and inspires them. 

The lasting impact inspirational teachers have on students is exceptional. When asked 

who his most influential teachers have been, Jameson Marvin, Director of Choral Activities at 

Harvard University, responds, “George Houle at Stanford University remains the best teacher 

I’ve ever had; I took Renaissance, Baroque, and Classical Performance Practice courses with him 

and the knowledge and inspiration he gave me are still with me today” (Salveson et al., 2008, p. 

53). In a collection of interviews conducted by Paula Crider (2010) of some of the most 

experienced wind conductors of this generation, when asked “Who were your first teachers and 

sources of inspiration?” participants usually had a specific teacher in mind who led them down 

the path of music education, and provided a positive memory to go with it. 

While teachers who inspire tend to instill passion for the subject in their students, the 

opposite is true for unmotivated teachers. According to Edwards (1970) who writes from the 

perspective of the private piano instructor, “It is a true if sad admission that some teachers turn 

pupils away from the piano by their…lack of inspiration and a distaste for their job” (p. 116). If 

the teacher is not inspirational or motivated to teach, then they are less likely to provide their 

students with the motivation to learn or develop as a student. A lack of inspiration from the 

teacher also affects the quality of the content taught to the student. According to Cheyette 

(1940), “[The music educator] must…have the gift of inspiring his performers. Unless he can 

transfer the spark of inspiration, his music will be lifeless” (p. 23). It is the duty of the teacher to 

provide students with what Kelly (1909) considers the “greatest type of teaching, …the 

supplying of a nobler ideal” (p. 206). 

In Relation to Conducting 
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 As previously discussed, “the conductor must have the ability to…inspire large groups of 

people, especially in the rehearsal setting” (Bailey & Payne, 2015, p. 4). To accomplish this, two 

relationships must be well established during rehearsal – between the conductor and students, 

and between the conductor and the score. It has been stated that building and maintaining 

relationships with students is essential for the conductor in order to push students to reach their 

full potential. Fuchs (1969) writes, “[The conductor] may possess the finest technical equipment, 

the most phenomenal sense of interpretation, the most perfect ear, but if he cannot find a 

psychological bridge to the people who produce the sound for him, he is bound to fail” (p. 39). 

For the conductor to inspire their students to want to play well during rehearsal, they must first 

understand their students, and vice versa. 

While knowing the students is important, this is not enough for the conductor to be 

considered inspirational. In order to inspire others, the conductor must first be inspired themself 

by an outside source, in this instance, the score. Just as the teacher searches for the inherent 

inspiration of a poem, song, or book so their students may understand how the author felt or what 

they saw (T. Kelly, 1909); the conductor studies their score in order to find out why the 

composer wrote it. Marvin states: 

In studying the score (mostly at the keyboard), I try to understand “why” the composer 

wrote what they did and determine what the musical gesture is behind the symbolic 

notation. If I understand the “why question” I can bring it to rehearsal as the foundation 

for teaching… [Uncovering] “why did the composer do this?” educates and inspires 

students. (Salveson et al., 2008, p. 54) 

Score study is a crucial part of the conducting process. Along with allowing the 

conductor to audiate the music on the printed page and conceptualize which gestures would be 
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most appropriate in rehearsal and performance, score study also allows the conductor to link the 

music to specific feelings or emotions. Once the conductor has realized what the music means to 

them, it is up to the conductor to express that through their gestures. Wind conductor H. Robert 

Reynolds describes this as one of three aspects of conducting. He states, “The third aspect… is 

certain things that are inspirational like I want the feeling [of the music] to be just the way I feel 

it and I want to inspire [the musicians] to feel that way” (Nicholls et al., 2009). 

Challenges Facing the Scientific Study of Inspiration 

 

In an article on inspiration and impediment as they relate to poetry, Zagajewski (2012) 

solemnly admits: 

It’s fashionable, I’m afraid, to deny the survival of inspiration, to regard it as another case 

of a stubborn afterlife of Greek and biblical legends and superstitions. Many sober 

modern minds… would dismiss the very notion of the Muse, of a special state of mind, of 

listening to a voice coming from some other place. It’s good to talk about craft, 

technique, intertextual references, and the social implications of a work of art; it’s much 

less good to discuss the meaning of the word “enthusiasm” and its theological 

connotations. (p. 12) 

As can quite well be assumed, inspiration has not developed into what would be 

considered a scientific topic of study. Thrash et al. (2003) concedes this point, and adds, “…the 

topic [of inspiration] has received little sustained attention within psychology and has been 

virtually ignored within personality and motivation psychology” (p. 871). This is due to several 

reasons. For one, inspiration is so often associated with abstract or theoretical thought that the 

study of it from a psychological perspective seems pointless. According to Oleynick et al., in 

numerous writings found on inspiration, “…the term…is referenced only to be critiqued as 
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mythical, unimportant, or unscientific” (2014, p. 1). Another reason is the narrow 

conceptualization of inspiration within a single domain. Oleynick et al. again writes, 

“…inspiration historically has been studied in a domain-specific manner, with little 

communication between researchers across domains” (2014, p. 1). Both reasons lend themselves 

to an overarching issue as to why psychologists pay no mind to this seemingly abstract concept – 

the lack of a unified, integrated definition of the inspiration construct. In previous writings, 

“[often] the term is not defined, is used interchangeably with other constructs,” or is used in 

combination with various other terms (Oleynick et al., 2014, p. 1). Searle et al. explains how “the 

distinction between inspiration, motivation, hope, and creativity are blurred,” which only adds to 

the complexity of this perceived abstract concept (Searle et al., 2011, p. 736). 

Inspiration as a Psychological Construct 

 

The study of inspiration as a psychological construct is a recent endeavor. One of the first 

studies to seriously consider inspiration as a scientific topic of study was conducted by Dr. Todd 

Thrash and Dr. Andrew Elliot. They concluded that inspiration was characterized by evocation, 

motivation, and transcendence, three characteristics that are observed in the contributions of 
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Skinner, Freud, and Maslow, respectively (Thrash & Elliot, 2003, p. 871). They also 

conceptualized inspiration as both a “trait and a state, because it is presumed to vary both  

Figure 4. “Inspiration Scale” as outlined by Thrash et al. (2003, p. 889) 
 

between and within individuals” (Thrash & Elliot, 2003, p. 886). In an attempt to measure 

frequency and intensity of inspiration within individuals, Thrash et al. developed the Inspiration 

Scale (IS), a Likert-type response sheet composed of four statements that are further divided into 

two sub-questions focusing on frequency and intensity of inspiration respectively [see Figure 4]. 

 This scale led to further research on inspiration, including a study by Thrash, Maruskin, 

Moldovan, Oleynick, and Belzak (2016) focusing on inspiration contagion. They postulated that 

inspiration is infectious, specifically in the case of poetry, and observed whether inspired writers 

inspired readers through the poetry they wrote. To test this, 195 undergraduate students were 

asked to write one poem. Two-hundred twenty separate undergraduate students read all the 

poems. An adapted form of the IS was used to measure writer and reader inspiration. What 

Thrash et al. found was that “writers who were more inspired elicited higher levels of inspiration 

in the average reader” (2016, p. 2). Based on their results, they concluded that “the potential for 

inspiration contagion via the written word lies in most individuals but tends to be manifest only 

in those who are sufficiently open to the more exotic (i.e., novel and sublime) writings in which 

inspired and inspiring (i.e., insightful and pleasant) ideas tend to be found” (2016, p. 42). 

Rehearsing 

 

The Rehearsal Process 

 

According to Hanson (2018), “…the rehearsal environment is a living, breathing event 

that begins long before the first downbeat and continues far after the final announcements” (p. 

49). This is an accurate statement considering everything that goes into the rehearsal process 
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before, during, and after. While delivering a session at a conducting symposium, conductor Jack 

Stamp stated, “The key to great performances is successful rehearsing… But what [conductors] 

don’t do very well sometimes is the process [it takes] to get there. And the process is preparation, 

implementation, and evaluation” (Stamp, 2011b). For the conductor, preparation mainly refers to 

score study, which, as has been stated before, should ideally begin well before the conductor 

steps foot into their first rehearsal. Interestingly enough, music is the only academic area where 

the teacher selects their instructional materials for their students (Stamp, 2011b). Because of this, 

the conductor is faced with the responsibility of not only knowing the musical content within the 

score, but knowing for certain that after successful rehearsing, the score they selected for their 

ensemble will lend itself to a great performance. 

Once the music has been selected and thoroughly prepared, the conductor starts to 

implement the music into the rehearsal and teaches the content within it to their students. This is 

when the act of rehearsing takes place. In an article published by Robert Duke, Duke outlines a 

framework he refers to as the “Rehearsal Frame,” which can be used to observe and analyze the 

act of rehearsing [see Figure 5]. According to Duke, the idealized Rehearsal Frame, 

…begins when the conductor first identifies a problem in need of correction in the 

ensemble… During subsequent performance episodes, the conductor may direct either 

the entire ensemble or some portion of the ensemble to perform a sequence of tasks 

toward the goal of remediating the identified problem… The Rehearsal Frame ends when 

the identified problem is performed in is original context by the full ensemble. (1994, p. 

84) 

This cycle is one that has found itself into common rehearsing practice across multiple 

disciplines, in which conductors utilize macro playing (i.e., when every member of the  
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Figure 5. The “Rehearsal Frame” as outlined by Duke (1994, p. 85) 
 

 

ensemble is being rehearsed) and micro playing (i.e., when only a section or individual 

from the ensemble is being rehearsed) in order to assess and fix problems as they present 

themselves in the rehearsal.  

The effective use of macro/micro rehearsing has been referred to as “hourglass 

rehearsing” (Dunnigan, 2007, p. 105; Stamp, 2011a). Written in the perspective of the marching  

band director, Dunnigan (2007) refers to the analogy of the hourglass when rehearsing musical 
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concepts. He writes, “The rehearsal begins with broad concepts (the top of the hourglass). In the 

middle the focus is on important small details… Toward the end of a rehearsal these details are 

reassembled into a segment of the [marching] show” (Dunnigan, 2007, p. 105). Stamp outlines 

the hourglass rehearsal as an opportunity to rehearse a portion of the music with everyone 

playing (macro), followed by the same portion with only a section of the ensemble playing 

(micro), and ending with the whole ensemble playing again (Stamp, 2011a). This allows for the 

conductor to dissect what the issues are within the individual sections of the ensemble, and for 

the ensemble members to recontextualize what was highlighted during micro rehearsal into 

macro rehearsal. This type of rehearsing was observed by Gabriel (2017), who analyzed video 

recordings of master wind conductor Dr. James Croft in rehearsal. Gabriel states, “This 

‘hourglass’ macro to micro to macro shape is common for rehearsal frames within particular 

rehearsals” (Gabriel, 2017, p. 82). In the context of his study, Gabriel observes that, when 

present, this rehearsal shape “was successful because it was idiomatic to the given amount of 

rehearsal time (relatively little), musical difficulty (very high) and ensemble skill level (very 

high)” (Gabriel, 2017, pp. 82–83). 

Returning to the discussion of the Rehearsal Frame as outlined by Duke, this framework 

could be simplified into two components: conductor instruction (i.e., conductor verbalization) 

and student response (i.e., performance episode[s]). The problem with this framework, however, 

is that there is no explicit mention of a third component that is equally as important: conductor 

feedback. Once the students have performed what has been verbalized by the conductor, the 

conductor must provide some sort of verbal or nonverbal feedback for the students to know if 

what they played was what the conductor wanted or not. This feedback is an evaluation of sorts 

and can be delivered as either an approval (either verbal or nonverbal) or disapproval (either 
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verbal or nonverbal). Research has been conducted on the effect approvals and disapprovals have 

on students in rehearsal settings. In a study conducted to observe the effects of different ratios of 

teacher approval/disapproval on musical performance, student attentiveness, and student 

attitudes in high school choral rehearsals, Murray (1972) found that “four of the six choruses 

[observed] received their highest rating on [a] performance rehearsed under the 80 percent 

approval condition,” and “student attitude ratings were significantly higher for selections 

rehearsed under the 80 percent approval condition than for selections rehearsed under the 20 

percent approval condition” (pp. iii–iv). Because every ensemble is different, it is the 

responsibility of the conductor to be aware of how to effectively utilize approvals and 

disapprovals in order to enhance not only the rehearsal process, but the perceptions students may 

have towards the music rehearsal. 

Conductors in Rehearsal  

 

Aside from delivering approvals and disapprovals, conductors utilize various 

verbal/nonverbal attributes and behaviors in order to maximize the rehearsal experience for 

everyone. Several studies have observed conductors in rehearsal to find what behaviors are most 

often used in specific teaching/conducting settings. Ihas (2011) investigated the frequency with 

which high school orchestra directors engage in seven specific teaching behaviors (nonmusical 

behavior, nonverbal instruction [direction], verbal instruction [direction], noninteractive 

listening, nonverbal feedback, verbal feedback, and conceptual teaching) in rehearsal settings. 

Participants (N = 12) were full-time middle and high school orchestra directors teaching in 

Washington, Oregon, or California. 20-minute video recordings of participants rehearsing were 

observed to determine frequency with which each behavior occurred. Average time for each 

behavior expressed in minutes and seconds and the percentage of time used on each behavior 
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were also observed. Results indicated most of the instructional time on average was used on 

nonverbal instruction (28.15%) and verbal instruction (27.76%). 

 Worthy (2006) observed three expert wind conductors (Eugene Corporon, Jerry Junkin, 

and Robert Reynolds) rehearsing intercollegiate honor bands. Rehearsals were video recorded 

and assessed using the rehearsal frame as the unit of observation. After observing approximately 

1,476 minutes of total rehearsal time, the researcher found “conductors tended to focus on 

multiple rehearsal targets simultaneously, spent approximately half of the time talking and 

modeling and approximately half of the time engaging in performance, and rehearsed at a pace 

characterized by frequent episodes of conductor talking and modeling for short durations” 

(Worthy, 2006, p. 60). Barry and Henry (2014) conducted a similar study. They observed three 

exemplary university and high school band conductors in rehearsal to gain an in-depth 

understanding of the cognitions, instructional philosophy, teaching approach, and rehearsal 

decisions of those conductors. Results from qualitative data indicated that exemplary conductors 

demonstrated educational connoisseurship, meaning they understood the complexities, nuances, 

and subtleties of the music. Exemplary conductors also appropriately paced rehearsals and 

assessed students, as well as reflected and planned for future rehearsals. 

Student Motivation 

 

 Another factor that should be considered when discussing the rehearsal process is student 

motivation. According to Kelly, “Motivation is usually defined as an internal state that arouses, 

directs, and maintains behavior” (S. N. Kelly, 2016, p. 105). Claxton et al. (1987) describes two 

kinds of student motivation: 

The first is instrumental, where a person engages in an activity to achieve a practical 

payoff. For example, a person studies the rules of safe driving to pass the examination to 
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get a driving license. The second motivation is developmental or expressive, where the 

reward is in the act itself. For example, one visits an art museum not for pragmatic 

reasons but for the pleasure and the learning that are involved in the visit. (p. 46) 

“Instrumental motivation” and “developmental motivation” may also be viewed as extrinsic 

motivation (i.e., motivation reliant on external factors) and intrinsic motivation (i.e., motivation 

reliant on internal or personal factors). 

Whether students are motivated extrinsically or intrinsically to play music, the level at 

which they are motivated will directly relate to the overall quality of the music rehearsal, either 

for better or for worse. Plainly speaking, if students are motivated to be in rehearsal, they will 

likely make better music. If they are not motivated to rehearse, the music quality will suffer. 

Ideally, the conductor should strive for a balance of extrinsic and intrinsic motivational 

approaches in order to keep students interested in making music. Bruner concurs with this point, 

and adds that motives for learning “must be based as much as possible upon the arousal of 

interest in what there is to be learned, and they must be kept broad and diverse in expression” 

(1960, p. 80). 

Of course, there is no “one size fits all” solution for student motivation. Every conductor 

will need to approach their ensemble differently in terms of how they maintain a high level of 

motivation from one rehearsal to the next. Past research contains implications in terms of what 

teacher/conductor characteristics motivate students. In a study concerning student perceptions of 

appealing and effective music rehearsals, Owens (1992) observed which of a variety of 

teaching/conducting presentations from the podium appeals to the individual members of a band. 

Participants were twelve students, with equal numbers representing a middle school and college 

band, and their teacher/conductors. Results indicated that “students were most motivated when 
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they sensed involvement in various and diverse rehearsal activities; they felt modality balance in 

instructional strategy; they were challenged to think; they played to the best of their ability; and, 

they perceived that the teacher/conductor was approving, both of them and the ensemble” 

(Owens, 1992, p. 169). 

Putting It All Together 

 

As can now be assessed, the rehearsal process/environment encompasses a wide scale of 

factors and variables. According to Duke: 

…the process of conducting effective rehearsals comprises such a vast array of musical, 

intellectual, perceptual, physical, and communication skills, all of which work in concert 

to inform, instruct, direct, motivate, inspire, evaluate, chastise, praise, and ultimately 

coordinate and lead a group of musicians in the performance of a musical work. (1994, p. 

79) 

Roles of the conductor (leading, teaching, and inspiring), characteristics of conducting 

(expressivity, intensity, magnitude), and student perceptions of inspiration and motivation all 

exist and co-mingle within the microcosm of the rehearsal. According to Colwell et al.: 

The rehearsal depends on the conductor. Ideally, she has the following qualifications. 

First, as a good musician who reads the full score with an understanding of transpositions 

and terms, she knows how to get at the subtleties of the music once the major technical 

problems have been overcome. Second, as a good teacher, she is acquainted with bowing, 

fingering, and the unique problems of each instrument. Third, as a good conductor, she 

can use the baton to help her group understand what she wants from them. Fourth, as a 

receptive human being, her mannerisms, appearance, and attitudes do not alienate her 

from students. (1992, pp. 89–90) 
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It is up to the conductor to equip themself with these necessary skills (musicianship, sound 

teaching, good conducting, and receptiveness/approachability) in order to connect with, educate, 

and inspire their students. These comprise the ultimate goals of effective rehearsing. 
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CHAPTER THREE 

 

METHOD 

Participants 

 

 Participants for the first phase of this study were 20 college students enrolled in a 

graduate music education program at a large comprehensive university in the Southeastern 

United States. Participants for the second phase of this study were 46 undergraduate students 

enrolled at a large comprehensive university in the Southeastern United States. The 

undergraduate participants were all members of a national music fraternity who participated in 

weekly music rehearsals focusing primarily on men’s choir repertoire. Undergraduate 

participants were representative of a wide variety of studies offered at the university and ranged 

from freshman to senior level students. Because their involvement in this study was voluntary, 

not every participant actively contributed to the data collection for this study [see Appendix E]. 

Participants for the third phase of this study were 20 college students enrolled in a graduate 

music education program at a large comprehensive university in the Southeastern United States. 

All participants completed an informed consent, which had been approved by the university’s 

institutional review board [see Appendix A]. 

Conductor for Study 

 

 When first considering an appropriate candidate to be the conductor for this study, the 

researcher referred to Yarbrough’s description of the experimental conductor for her study 

(1973, p. 25), as well as Goolsby’s research on comparisons between experienced, novice, and 

student teachers (1996, p. 289). The conductor for this study was a PhD Music Education 

candidate enrolled at a large comprehensive university in the Southeastern United States. The 

conductor was a person who had taught for ten years at the secondary (6-12) and collegiate level, 
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with experience conducting treble, bass-clef, and mixed voice ensembles, as well as community 

and church choruses. They had also been an invited clinician for multiple honor choirs across the 

United States. In order to eliminate conductor differences as a confounding variable, the same 

conductor was used throughout the study and alternated between high and low magnitude. Prior 

to his involvement, the conductor completed an informed consent, which had been approved by 

the university’s institutional review board [see Appendix A]. 

Selection of Music 

 

 Four months prior to the experimental phase of the study, the researcher and conductor 

met to discuss which musical score would be used for the duration of the study. Considering the 

researcher had very minimal knowledge of the existing repertoire for men’s choir, the music 

selection was a collaborative effort between the researcher and conductor. Several factors 

prescribed by the researcher affected the music selection process. For one, the conductor had to 

be familiar with the scores they picked. This was based on previous observations that familiarity 

with a score affects how conductors interpret the music through their conducting (Ewen, 1937, 

pp. 93, 95). Because of this, the researcher aimed to find a piece the conductor felt comfortable 

with in hopes that the conductor would adequately express high levels of conductor magnitude 

when needed. Additionally, the researcher outlined specific criteria based on previous research 

for the conductor to consider when selecting literature: 

1. The piece had to be relatively unfamiliar to the choir members. 

2. The piece had to be simple enough for non-vocal majors to achieve an adequate 

performance level within a fifteen-minute time period, as well as difficult enough to 

make the participants interested in rehearsing the music. (Yarbrough, 1973, p. 20) 
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Based on these factors, one TTBB choral work, “The Road Home” by Stephen Paulus, 

was chosen by the researcher and conductor. Because the piece was strophic and repetitive in 

nature, the conductor was free to rehearse any and all parts of the score during their 15-minute 

rehearsal treatments with the choir. 

Stimulus Recordings 

 

 The researcher created two videos of the conductor exhibiting high and low conductor 

magnitude while conducting a hypothetical choir along with a recording of Paulus’ “The Road 

Home.” In each video, the experimental conductor altered five aspects of conducting to relay 

either high or low conductor magnitude. These five behaviors were obtained from previous 

research (Yarbrough, 1973, pp. 34–37) and adapted for this study: 

1) Gesture: movement of the arms and/or hands to express different aspects of music. 

2) Verbal activity: the use of any verbal instruction. 

3) Facial expression: any use of facial contortion to express approval or disapproval. 

4) Verbal inflection: any alteration of speech speed, voice pitch, and/or voice volume. 

5) Posture: how one holds their body while conducting. 

From each recording, the researcher created five shorter recordings ranging from fifteen to thirty 

seconds. Each of these shorter stimulus recordings reflected one of the five conductor behaviors 

utilized in either a high or low magnitude setting. 

 Each rehearsal treatment was audio recorded. When creating the original protocol for this 

study, the researcher intended to take audio from the final two rehearsal recordings in order to 

rate musical performance of the ensemble. It was assumed these rehearsals would yield higher 

quality music making, considering at that point participants had been exposed to the music for an 

extended amount of time and should have become familiar with it. Recordings of the final two 
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rehearsals were edited into one-minute audio clips. These clips were meant to be rated on the 

following areas of musical performance: note accuracy, rhythm accuracy, tone quality, 

intonation, expressiveness, and overall artistic effect (musicality). 

Materials 

 

 The stimulus video recordings were recorded using a Canon XA11 Video Camera. 

Following the initial recording process, the recordings were edited using Windows Video Editor, 

resulting in ten shorter recordings. Rehearsal treatments were recorded using a Tascam DR-40 4-

Channel Voice Recorder. The stimulus recordings used to rate musicality of the ensemble were 

edited using Audacity. Pre and post-tests were administered in classrooms equipped with a 

projector, white screen, desktop computer access, and stereo speaker system. 

Procedures for Conductor 

 

 Prior to the conductor’s involvement, the researcher and conductor met to discuss the 

definitions for high and low magnitude provided in Yarbrough’s study (1973, pp. 23–24), as well 

as how to utilize these descriptions in a rehearsal setting. During this conversation, the two also 

discussed music selection, rehearsal planning, a rehearsal schedule for the experiment, and 

alternating between high and low magnitude from one rehearsal to the next. The conductor was 

then video recorded conducting to an audio recording of the musical score used in this study, 

while expressing high and low conductor magnitude. Results from a reliability pre-test to 

observe effective execution of high and low conductor magnitude were recorded and assessed to 

allow the conductor to make any necessary changes for future rehearsal treatments. 

 During the experiment, responsibilities of the conductor included studying the score to be 

used for the study and developing an understanding of the text; rehearsal planning for every 

treatment; and executing either high or low conductor magnitude. To collect further qualitative 
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data, as well as a note-worthy perspective from the point of view of the conductor, the conductor 

was also prompted to answer the following question following each treatment: “How did 

rehearsal go today?” These correspondences were all audio recorded and later transcribed by the 

researcher [see Appendix I]. All responsibilities of the conductor were outlined to them prior to 

their initial involvement. 

Reliability for Execution of High and Low Conductor Magnitude 

 

 In order to evaluate the reliability for proper execution of high and low conductor 

magnitude, a pre-test was constructed to rate the conductor’s use of gesture, verbal activity, 

facial expression, verbal inflection, and posture on 7-point Likert-type scales [see Appendix B]. 

Two sets of five video clips ranging from fifteen to thirty seconds were designed that alternated 

between expressions of high and low conductor magnitude [see Figure 6]. Stimulus recordings 

and pre-tests were administered to 20 graduate music education students attending a 

comprehensive university in the Southeastern United States, with 10 viewing Set A and the other 

10 viewing Set B. After each video clip, participants answered the prompt that directly related to 

the conducting behavior displayed in the video (i.e., participants watched Video 1: Gesture, then 

answered the prompt for gesture on their form). 

 Set A Set B 

GESTURE High Magnitude Low Magnitude 

VERBAL ACTIVITY Low Magnitude High Magnitude 

FACIAL EXPRESSION Low Magnitude High Magnitude 

VERBAL INFLECTION High Magnitude Low Magnitude 

POSTURE Low Magnitude High Magnitude 

 

Figure 6. Pre-test stimulus recordings 
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Experimental Environment 

 

 The experiment was conducted during the regular rehearsal time and in the normal 

rehearsal room for the undergraduate participants. The ensemble rehearsed in a music education 

classroom at a comprehensive university in the Southeastern United States. The room was 

equipped with a desktop computer, projector, stereo speaker system, and upright piano. 

Rehearsal Treatments 

 

 Each rehearsal began with a 2-minute warm-up led by the ensemble’s regular director. 

Because the director was worried they would miss several rehearsals throughout the experiment 

due to other obligations, and in order to control for any variation in the warm-up process from 

week to week, the director made an audio recording with prompts for physical stretching and 

vocal warm-up exercises. This recording was played prior to every rehearsal. 

 Rehearsal treatments were 15-minutes each and were timed and audio-recorded by the 

researcher. Undergraduate participants were voluntarily subjected to six non-consecutive 

rehearsals. The two independent variables, high and low magnitude, were rotated to control for 

order effect. Rehearsal treatment design is outlined in Figure 7. 

Rehearsal Treatment #1 High Magnitude 

Rehearsal Treatment #2 Low Magnitude 

Rehearsal Treatment #3 High Magnitude 

Rehearsal Treatment #4 Low Magnitude 

Rehearsal Treatment #5 Low Magnitude 

Rehearsal Treatment #6 High Magnitude 

 

Figure 7. Magnitude level assignments for each rehearsal 
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Most of each rehearsal consisted of several rehearsal frames as described by Duke (1994) 

prepared and delivered by the experimental conductor. The delivery of all instruction and 

feedback for any given rehearsal was entirely dependent on the level of magnitude the conductor 

had to display for said rehearsal (i.e., during a low magnitude rehearsal, the conductor was 

constrained to only exhibit low levels of voice activity, facial expression, and voice inflection 

when delivering any and all instruction and feedback). 

Procedures for Undergraduate Participants 

 

 Upon completing informed consent, undergraduate participants were provided with 

physical and electronic copies of Paulus’ “The Road Home.” They were given two weeks to 

practice the music on their own before the first rehearsal treatment. This was done in hopes to 

familiarize participants with the music in order to minimize rehearsing arbitrary aspects of the 

music during rehearsal (e.g., notes, rhythms, etc.) After each rehearsal treatment, participants 

were asked to complete a response sheet meant to rate perceived frequency and intensity of 

inspiration during rehearsal [see Appendix D]. Response sheets were adapted from a scale 

devised from a previous study observing inspiration as a psychological construct (Thrash & 

Elliot, 2003, p. 889). 

Procedures for Graduate Participants 

 

 Graduate students participating in the reliability pre-test were asked to watch five video 

recordings and rate what they saw and heard on 7-point Likert-type scales [see Appendix B]. 

Involvement for the pre-test sample lasted approximately fifteen minutes each. A second sample 

of graduate students were collected to rate musicality of the ensemble. These participants were 

asked to listen to two audio recordings and rate what they heard on 7-point Likert-type scales 

addressing several areas of musical performance [see Appendix G]. Musicality post-tests were 
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adapted from a study observing learner-centered and teacher-centered instruction (Goff, 2016, 

pp. 67–70).  



54 

CHAPTER FOUR 

 

RESULTS 

 

 This chapter is a report of the results from both the reliability pre-test and research 

questions. Data, data analyses, and summary statements are included for each of the four 

research questions. For ease of understanding, treatments 1, 3, and 6 were exposed to high 

conductor magnitude (HCM), while treatments 2, 4, and 5 were exposed to low conductor 

magnitude (LCM). 

Pre-Test 

 

 Reliability for the conductor’s execution of HCM and LCM was gathered using a pre-test 

meant to rate the conductor’s use of gesture, verbal activity, facial expression, verbal inflection, 

and posture on 7-point Likert-type scales [see Appendix B]. The pre-test was completed by 

twenty graduate music education students. Means, standard deviations, and ranges of execution 

of HCM and LCM are outlined in Table 1. Visual representation of data is provided in Figure 8. 

Graduate students perceived effective execution of HCM with regards to gesture (M = 6.4, SD = 

0.66), verbal activity (M = 6.4, SD = 0.66), and facial expression (M  = 6.5, SD = 0.5); and LCM 

with regards to gesture (M = 2.7, SD = 0.78), verbal activity (M = 1.2, SD = 0.4), and facial 

expression (M = 2.5, SD = 1.2). Results for verbal inflection and posture had the most variability 

in magnitude. 

Table 1: Means, Standard Deviations, and Ranges of Reliability Pre-tests According to 

Magnitude Level 

 

  
 

Low 
 

 

High 

 

Variable 
 

 

M 
 

SD 
 

R 
 

 

M 
 

SD 
 

R 

 

Gesture 
 

 

2.7 
 

0.78 
 

2 
 

 

6.4 
 

0.66 
 

2 
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Verbal Activity  1.2 0.4 1  6.4 0.66 2 

Facial Expression  2.5 1.2 3  6.5 0.5 1 

Verbal Inflection         

Speech Speed  5.4 1.11 4  4.4 1.11 3 

Voice Pitch  3 0.63 2  3.9 1.04 3 

Voice Volume  3.6 0.49 1  3.6 1.02 3 

Posture  4.8 1.4 5  5.6 0.8 3 

 

 

 

Figure 8. Means of reliability pre-tests 

 

Results were discussed with the experimental conductor prior to rehearsal treatments so 

they could adjust conducting behaviors as needed. 

Research Question 1 

 

To what degree do high and low levels of conductor magnitude affect a volunteer collegiate 

choir’s musical performance of a piece of music? 

 Participant ratings of musical performance were used to answer Research Question 1. 

Graduate music education students completed a musical performance assessment post-test [see 
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Appendix G] meant to gauge note accuracy, tone quality, intonation, expressiveness, and overall 

artistic effect of two recordings. Due to technical difficulties and inconsistency in attendance for 

each rehearsal, the researcher prefaced each recording with a pre-written script addressing the 

non-musical variables that may affect what participants were about to hear [see Appendix H]. 

After listening to each recording, graduate participants rated what they heard. Aside from 

standard deviations for intonation, variability in means and standard deviations between both 

recordings did not exceed 0.5. No notable differences in musical performance were found 

between either recording. Means, standard deviations, and ranges of perceptions of each variable 

are shown in Table 2. Visual representation of data is provided in Figure 9. 

Table 2: Means, Standard Deviations, and Ranges for Perceptions of Musical Performance 

According to Recording 

 
 

 
 

Recording 1 
 

 

Recording 2 
 

Variable 
 

 

M 
 

SD 
 

R 
 

 

M 
 

SD 
 

R 

 

Note Accuracy 
 

 

4.3 
 

1.23 
 

4 
 

 

4.1 
 

1.26 
 

5 

Rhythm Accuracy  5.1 1.55 6  5.05 1.07 4 

Tone Quality  4.05 1.07 5  3.75 1.04 4 

Intonation  3 0.71 3  3.2 1.12 4 

Expressiveness  3.75 1.26 6  3.65 1.46 5 

Overall Artistic Effect 

(Musicality) 

 3.45 0.97 3  3.55 1.16 4 
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Figure 9. Means for perceptions of musical performance according to recording 

 

Summary Response to Research Question 1 

 

 The data analyses indicate HCM and LCM had little effect on musical performance. 

Outside variables that may have affected musical performance are discussed in Chapter Five. 

Research Question 2 

 

How often does utilizing high or low aspects of conductor magnitude (i.e., conductor gesture, 

verbal activity, facial expression, verbal inflection, and posture) inspire students? 

 Undergraduate participants were asked to complete a response sheet following each 

rehearsal. The sheet was devised to gather data for Research Questions 2, 3, and 4; it included 

questions to be answered with Likert-type scales and an optional comments section [see 

Appendix D]. There was also a question addressing whether or not  participants had worked with 

the experimental conductor prior to this study. Response sheets that were marked “No” were 

used for quantitative and qualitative data. Sheets that were marked “Yes” were used for 
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qualitative data only. Appendix E provides a breakdown of attendance for each rehearsal, as well 

as how many sheets returned were marked “Yes” or “No.” With regards to Research Question 2, 

participants rated the frequency at which they were inspired by aspects of conductor magnitude 

under low and high conditions. Questions pertaining to frequency were measured on a 7-point 

Likert-type scale, with 1 being “never” and 7 being “very often.” Answers to sub-questions 1a, 

2a, 3a, 4a, and 5a were compiled and assessed.  

When referring to potential connections between frequency and aspects of conductor 

magnitude, a “positive” connection denotes a mean value greater than four, and a “negative” 

connection denotes a mean value less than four. In order to observe potential increases or 

decreases in mean scores between HCM (1, 3, and 6) treatments and LCM (2, 4, and 5) 

treatments respectively, mean results from one treatment were compared to the previous 

treatment that displayed the same level of conductor magnitude (i.e., Treatment 3 was compared 

to Treatment 1 to see if results from Treatment 3 showed higher numerical values or lower 

numerical values than those of Treatment 1). 

Results from Treatment 1 revealed a minimal positive connection between conductor 

magnitude and how often students were inspired. Results for Treatments 3 and 6 showed 

increases in how often students were inspired by activity, gesture, facial expression, and verbal 

inflection. Results for “posture” decreased in Treatment 3 (M = 4.42, SD = 1.73), then increased 

slightly in Treatment 6 (M = 4.5, SD = 1.8). Means, standard deviations, and ranges for HCM 

treatments can be seen in Table 3. Mean scores for HCM treatments can be seen in Figure 10. 
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Table 3: Means, Standard Deviations, and Ranges of How Often Students Were Inspired During 

HCM Treatments 

 

 

 

Figure 10. Mean ratings of how often students were inspired during HCM treatments 

 

Results from Treatment 2 revealed a minimal negative connection between conductor 

magnitude and how often students were inspired. Results from Treatment 4 showed a slight 

increase in how often students were inspired by all aspects of conductor magnitude. 
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Treatment 3 
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Activity 
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Gesture  4.56 1.68 6  5.16 1.42 5  5.75 0.83 2 

Facial Expression  4.78 1.73 6  5.58 1.35 5  6.5 0.5 1 

Verbal Inflection  4.59 1.62 6  5.42 1.23 4  5.75 0.83 2 

Posture  5.09 2.07 6  4.42 1.73 6  4.5 1.8 5 
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Interestingly, mean results from Treatment 5 displayed the highest increase of mean scores for 

all aspects of conductor magnitude. Means, standard deviations, and ranges for LCM treatments 

can be seen in Table 4. Mean scores for LCM treatments can be seen in Figure 11. 

Table 4: Means, Standard Deviations, and Ranges of How Often Students Were Inspired During 

LCM Treatments 

 

  
 

Treatment 2 
 

 

Treatment 4 
 

 

Treatment 5 

 

Variable 
 

 

M 
 

SD 
 

R 
 

 

M 
 

SD 
 

R 
 

 

M 
 

SD 
 

R 

 

Activity 
 

 

3.22 
 

1.32 
 

6 
 

 

3.92 
 

1.55 
 

6 
 

 

6 
 

0.71 
 

2 

Gesture  3.38 1.7 6  3.92 1.75 6  6.38 0.7 2 

Facial Expression  2.91 1.63 6  3.38 1.91 6  6.38 0.7 2 

Verbal Inflection  3.53 1.44 5  4.29 1.88 6  5.38 1.87 6 

Posture  3.56 1.85 6  3.88 1.92 6  5.75 1.48 4 

 

 

 
 

Figure 11. Mean ratings of how often students were inspired during LCM treatments 
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Summary Response to Research Question 2 

 

 Based on results from HCM treatments, it does not appear that a positive connection 

exists between exposure to HCM and how often students were inspired in rehearsal. Based on 

results from LCM treatments, it does not appear that a negative connection exists between LCM 

and how often students were inspired in rehearsal. Overall results indicate minimal connection 

between HCM and LCM and how often students were inspired. Nevertheless, when comparing 

high rehearsal treatments and low rehearsal treatments separately, results did indicate increases 

over time for how often students were inspired. Furthermore, the highest increase in mean results 

was unexpectedly found during the fifth rehearsal treatment under LCM. 

Research Question 3 

 

How deeply or strongly does utilizing high or low aspects of conductor magnitude inspire 

students? 

The rehearsal response sheet was used to rate the intensity at which participants were 

inspired by aspects of conductor magnitude under low and high conditions. Questions pertaining 

to intensity were measured on a 7-point Likert-type scale, with 1 being “not at all” and 7 being 

“very deeply or strongly.” Answers to sub-questions 1b, 2b, 3b, 4b, and 5b were compiled and 

assessed.  

Results from Treatment 1 revealed minimal to no positive connection between conductor 

magnitude and how deeply/strongly students were inspired. Results for Treatments 3 and 6 

showed increases in how deeply/strongly students were inspired by activity, gesture, facial 

expression, and verbal inflection. Mean results for “posture” decreased slightly in Treatment 3 

(M = 4.53, SD = 1.63), then increased in Treatment 6 (M = 5.5, SD = 0.87). Means, standard 
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deviations, and ranges for HCM treatments can be seen in Table 5. Mean scores for HCM 

treatments can be seen in Figure 12. 

Table 5: Means, Standard Deviations, and Ranges of How Deeply or Strongly Students Were 

Inspired During HCM Treatments 

 

 

 

 

Figure 12. Means of how deeply or strongly students were inspired during HCM treatments 
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Mean results from Treatment 2 revealed a minimal negative connection between 

conductor magnitude and how deeply/strongly students were inspired. Mean results from 

Treatment 4 showed a slight increase in how deeply/strongly students were inspired by all 

aspects of conductor magnitude. Again, mean results from Treatment 5 displayed the highest 

increase of mean scores for all aspects of conductor magnitude. Means, standard deviations, and 

ranges for LCM treatments can be seen in Table 6. Mean scores for LCM treatments can be seen 

in Figure 13. 

Table 6: Means, Standard Deviations, and Ranges of How Deeply or Strongly Students Were 

Inspired During LCM Treatments 
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Treatment 4 
 

 

Treatment 5 
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SD 
 

R 
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SD 
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Activity 
 

 

3.44 
 

1.73 
 

6 
 

 

3.92 
 

1.55 
 

6 
 

 

5.63 
 

1.09 
 

3 

Gesture  3.56 1.9 6  4 1.68 6  5.75 0.09 3 

Facial Expression  3 1.8 6  3.58 1.91 6  6 1 3 

Verbal Inflection  3.56 1.7 6  4.21 2 6  5.38 1.8 5 

Posture  3.41 2.01 6  3.58 1.93 6  6 1.22 3 
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Figure 13. Means of how deeply or strongly students were inspired during LCM treatments 

 

Summary Response to Research Question 3  

 

 Based on results from HCM treatments, a positive connection may have existed between 

exposure to HCM and how deeply/strongly students were inspired in rehearsal. Based on results 

from LCM treatments, a negative connection may have existed between LCM and how 

deeply/strongly students were inspired in rehearsal. Overall results indicate minimal connection 

between HCM and LCM and how deeply/strongly students were inspired. Nevertheless, when 

comparing high rehearsal treatments and low rehearsal treatments separately, results indicate 

increases over time for how deeply/strongly students were inspired. Furthermore, the highest 

increase in mean results was unexpectedly found during the fifth rehearsal treatment under LCM. 

Research Question 4 

 

Is there a relationship between aspects of conductor magnitude and students’ perceptions of 

inspiration? 
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The response sheet was used to rate the frequency and intensity at which participants 

perceived a sense of inspiration when exposed to aspects of conductor magnitude under low and 

high conditions. Question 6a asked participants to rate how often inspiration was perceived using 

a 7-point Likert-type scale, with 1 being “never” and 7 being “very often.” Question 6b asked 

participants to rate how deeply or strongly inspiration was perceived using a 7-point Likert-type 

scale, with 1 being “not at all” and 7 being “very deeply or strongly.” Answers to questions 6a 

and 6b were compiled and assessed separately. 

Variability of mean results between frequency and intensity for each rehearsal treatment 

did not exceed 0.5. Results from Treatment 1 revealed a minimal positive connection between 

HCM and frequency (M = 4.53, SD = 1.82) and intensity (M = 4.97, SD = 1.76) of perceived 

inspiration. Results from Treatment 2 revealed a slight negative connection between LCM and 

frequency (M = 2.72, SD = 1.82) and intensity (M = 2.91, SD = 1.83) of perceived inspiration. 

Results from Treatment 3 revealed a slight positive connection between HCM and frequency (M 

= 5.58, SD = 1.31) and intensity (M = 5.47, SD = 1.43) of perceived inspiration. Results from 

Treatment 4 revealed minimal negative connections between LCM and frequency (M = 3.54, SD 

= 1.53) and intensity (M = 3.75, SD = 1.79) of perceived inspiration. Interestingly, results from 

Treatment 5 revealed one of the highest ratings for perceived frequency (M = 6.25, SD = 0.83) 

and intensity (M = 6.13, SD = 1.05) of inspiration, despite the fact participants were subjected to 

the low magnitude condition. Results from Treatment 6 yielded the highest ratings for frequency 

(M = 7, SD = 0) and intensity (M = 6.75, SD = 0.43) of perceived inspiration. Means, standard 

deviations, and ranges for each rehearsal treatment can be seen in Table 7. Figure 14 provides a 

visual representation of collected data for Research Question 4. 
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Table 7: Means, Standard Deviations, and Ranges of Students’ Perceptions of Inspiration 
During Each Rehearsal Treatment 

 

  
 

Frequency 
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SD 
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SD 
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Treatment 1 (H) 
 

 

4.53 
 

1.82 
 

6 
 

 

4.97 
 

1.76 
 

6 

Treatment 2 (L)    2.72 1.48 6  2.91 1.83 6 

Treatment 3 (H)  5.58 1.31 4  5.47 1.43 4 

Treatment 4 (L)  3.54 1.53 5  3.75 1.79 6 

Treatment 5 (L)  6.25 0.83 2  6.13 1.05 3 

Treatment 6 (H)   7 0 1  6.75 0.43 1 

 

 

 

Figure 14. Means of students’ perceptions of inspiration during each rehearsal treatment 
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Summary Response to Research Question 4 

 

 Overall results indicate minimal to no connection between conductor magnitude and 

students’ perceptions of inspiration. However, when comparing HCM and LCM treatments 

separately, results indicate an increase in perceptions of inspiration over time. Outside variables 

that may have affected this occurrence are discussed in Chapter Five. 
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CHAPTER FIVE 

 

DISCUSSION 

 

Restatement of Purpose and Results 

 

The purpose of this thesis was to examine whether different levels of conductor 

magnitude affect students’ perceptions of inspiration in a rehearsal setting. This thesis sought to 

answer the following questions: 

1. To what degree do high and low levels of conductor magnitude affect a volunteer collegiate 

choir’s musical performance of a piece of music? 

2. How often does utilizing high or low aspects of conductor magnitude (i.e., conductor gesture, 

verbal activity, facial expression, verbal inflection, and posture) inspire students? 

3. How deeply or strongly does utilizing high or low aspects of conductor magnitude inspire 

students? 

4. Is there a relationship between aspects of conductor magnitude and students’ perceptions of 

inspiration? 

With regards to each research question respectively, overall results from rehearsal 

treatments and musical assessment post-tests indicate the following: 

1. Low and high conductor magnitude had little effect on musical performance assessments. 

2. Minimal connection was observed between high and low conductor magnitude and how often 

students were inspired. When comparing high rehearsal treatments and low rehearsal 

treatments separately, however, results did indicate increases over time for how often 

students were inspired. 

3. Minimal connection was observed between high and low conductor magnitude, and how 

deeply or strongly students were inspired. When comparing high rehearsal treatments and 
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low rehearsal treatments separately, however, results did indicate increases over time for how 

deeply or strongly students were inspired. 

4. Minimal to no connection was observed between conductor magnitude and students’ 

perceptions of inspiration. When comparing high magnitude treatments and low magnitude 

treatments separately, however, results did indicate an increase in perceptions of inspiration 

over time. 

Limitations, Biases, and Their Potential Effects on the Present Study 

 

 Like many studies involving human subjects, the present study was subjected to several 

limitations, many of which were outside the researcher’s control. Before discussing results and 

comparing them to findings from past literature, the researcher has chosen to first expound on all 

visible limitations and reveal their potential effects on the present study. 

Technical Difficulties 

 

 As mentioned in Chapter Three, two major pieces of audio/video equipment were used 

for this study: a Canon XA11 Video Camera, used to make recordings of the experimental 

conductor for the reliability pre-test, and a Tascam DR-40 4-Channel Voice Recorder, used to 

make recordings of the experimental ensemble for the musical performance post-test. 

Throughout the experimental process, the researcher experienced a few technical difficulties that 

may have affected results gathered.  

The Canon Video Camera was meant to capture video and audio of the conductor for the 

reliability pre-test. After all recordings were collected, the researcher noticed the camera did not 

record audio, which posed a significant issue. While an audio recording of the music used during 

the conducting sessions could have easily been inserted after the fact, the conductor’s verbal 

instruction could not. The inflection of his voice in the moment of the recording could never be 
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exactly duplicated after the fact. Unfortunately, the conductor was unavailable to re-record the 

conducting sessions in-person. Instead, they offered to digitally insert audio recordings of 

themself delivering verbal instruction under the high and low magnitude conditions. While an 

attempt was made to match the same verbal inflection they had used during the original 

recording session, the element of the original delivery of the instruction was lost. This fact may 

have affected results for the initial pre-test, especially findings for questions that referred to 

“verbal inflection.” 

 Secondly, the Tascam Voice Recorder was meant to capture audio of all rehearsal 

treatments of the experimental ensemble. As stated in Chapter Three, the recordings from 

Treatments 5 and 6 were to be used for the musical assessment post-test. While the voice 

recorder was operational during Treatment 5, it was not operational during Treatment 6. In order 

to procure a recording of the rehearsal, the researcher used a voice recorder application on their 

phone. As can be assumed, the quality in audio differed between the two recordings. This was a 

matter the researcher addressed when proctoring the post-test portion of this experiment. 

Regardless, differences in quality between the two audio recordings may have affected overall 

results gathered from completed post-tests. 

Inconsistent Scheduling 

 

 Considering the ensemble used for this study met once every week, the researcher 

initially intended for the six rehearsal treatments to be consecutive week after week. However, 

that was not the case. Between Treatments 2 and 3, there was a two-week gap. Between 

Treatments 3 and 4, there was a five-week gap. Between Treatments 5 and 6, there was a two-

week gap. Appendix E provides a schedule for when rehearsal treatments took place. This lack 
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of consistency may have affected how ensemble participants rehearsed the piece, responded to 

the conductor, and retained learned musical material from one rehearsal to the next. 

Personal Biases 

 

 At the time of this study, the researcher served as the Music Director for the men’s choir, 

all from the same fraternity, used for this experiment. The researcher decided to utilize this 

ensemble for the current study under the assumption that they would have weekly access to the 

men’s choir and most participants would be willing to volunteer. As a fraternity member 

themself, the researcher had been affiliated with the choir for several years prior to his 

appointment. Due to this prior involvement, a relationship had already been established between 

the researcher and undergraduate participants, so preexisting biases between the two parties were 

present. This led to certain complications outside of the experimental environment. Members of 

the ensemble disagreed with the researcher on what was prioritized in terms of what music was 

rehearsed and how it was rehearsed. These disagreements were reflected in the present study, an 

endeavor some participants did not believe was an important one. This was explicitly stated by 

one member from a collected response sheet, who wrote how the present study was “a waste of 

chapter time” [see Appendix F].  

Tensions rose as musical differences led to unexpected actions. During the five-week gap 

between Treatments 3 and 4, the researcher stepped down from their position as Music Director 

and continued to interact with the ensemble solely during rehearsal treatments. Some members 

perceived these actions as a disregard for the welfare of the chapter. This was explicitly stated by 

one member from a collected response sheet, “[You] don't care about the chapter? Okay I don't 

care about the research” [see Appendix F]. These feelings found themselves in the quantitative 

data as well. Individuals who made these comments consistently scored on the low end of the 
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Likert-type scale, providing 1s and 2s for all questions. While it cannot be said for certain that 

personal biases played a direct role in how participants answered questions, a strong connection 

does appear to exist. 

Strength in Numbers (or Rather, the Lack Thereof) 

 

 While unfortunate circumstances may have led to unanticipated results, findings from this 

study are not entirely invalid. Some of the most revealing findings came from Treatments 5 

(LCM; n = 12) and 6 (HCM; n = 4). Results from Treatment 5 indicated that when attendance 

was lower than usual, participants rated higher levels of perceived inspiration. Furthermore, 

based on collected comments, participants generally seemed to enjoy rehearsing with fewer 

people, and felt that “having a small ensemble helped the conductor have a more intimate and 

‘impactful’ rehearsal” [see Appendix F].  Results from Treatment 6 revealed an equally positive 

experience with even fewer people. Participants believed the chamber setting for this rehearsal 

was “very fun” and lent itself to a “more intimate experience” [see Appendix F]. Interestingly, 

one participant noted while attendance was lowest for this treatment, “‘Inspiration’… was… 

highest…” [see Appendix F]. 

 Attendance seemed to have affected not only perceptions of inspiration, but student 

attentiveness. While this study did not observe student attentiveness as a dependent variable, 

observations were made that link the number of participants present to exhibited student 

behaviors. Student behavior can be described as either on-task or off-task. Yarbrough (1973) 

outlined three forms of on-task student behavior: active (i.e., singing when instructed while 

looking at either the music or teacher), passive (i.e., staying quiet when instructed while looking 

at either music, teacher, or chorus members who are singing), and other (i.e., following any 
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instruction given by teacher) (p. 28). Yarbrough defined off-task behaviors as any behaviors that 

were “observably not on-task” (p.28).  

During Treatment 3 (HCM; n = 26), student comments noted visible off-task behavior in 

the form of “talking and joking during rehearsal” [see Appendix F]. The researcher even noted 

how during the same rehearsal, “[two of the choral members]…were holding hands and swaying, 

being goofy” [see Appendix I]. However, during Treatment 5 (LCM; n = 12), participants 

described the rehearsal as “effective,” “efficient,” and “productive” [see Appendix F]. A similar 

rehearsal occurred during Treatment 6 (HCM; n = 4). During an interview done immediately 

after this treatment, the conductor stated how they “felt like [participants] were singing well, 

working hard, [and] really engaged” [see Appendix I]. Comments from Treatments 5 and 6 are 

all strong indicators of on-task behavior during rehearsals that had significantly fewer 

participants than previous rehearsals.  

Coincidentally, specific writings suggest utilizing small group learning in general and 

music education settings for these very reasons. According to a review of research on learning in 

cooperative small groups, Webb (1982) references specific educational studies that reported very 

few instances of off-task behavior during group time (p. 426). Also, according to Colwell et al. 

(1992), the establishment of small ensembles in instrumental music programs is encouraged. He 

writes, “The small chamber group presents the greatest musical challenge, the best training, the 

heaviest individual responsibility, and the highest musical pleasure of any activity” (p. 45). 

Attribution Theory 

  

 These findings could be the result of attribution theory. According to Kloosterman 

(1984), attribution theory “deals with the reasons, or attributions, individuals give for succeeding 

or failing at a task” (p. 3). There are four major causal categories commonly associated with 
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attribution theory: ability, task difficulty, effort, and luck. Kloosterman describes the relationship 

between these categories and two parameters that affect attributions – internality and stability: 

Events which are both internal and stable are perceived to be the result of a person’s inner 

capabilities which Weiner (1972, 1974) called ability. Internal but unstable outcomes are 

the result of the effort a person puts out. External, stable outcomes vary as task difficulty 

and, according to Weiner, external, unstable events are simply the result of luck. (p. 4) 

According to Asmus (1986), “Causal attributions in the four categories…are different for 

individuals of high and low achievement needs” (p. 74). High achievers tend to “feel greater 

pride after success which increases their likelihood for future achievement actions;” while low 

achievers tend to have “low levels of persistence since they view these goals as unattainable” (p. 

74). Furthermore, “greater effort is exhibited in achievement related contexts by high 

achievement individuals than those individuals with low achievement needs” (Asmus, 1986, p. 

74).  

In the context of this experiment, certain external factors such as the inconsistent 

rehearsal schedule were unstable and outside participants’ control. According to Kelly, “if 

students believe they can control the factors, they will be more motivated to work to achieve” (p. 

107). Unstable factors may have affected the level of effort participants exhibited from one 

rehearsal to the next. Referring to Asmus (1986), certain individuals may have experienced “low 

levels of persistence” after concluding the goal of rehearsal treatments was unattainable due to 

factors they couldn’t control (p. 74). It is possible that individuals who decided not to attend 

certain rehearsals focused solely on external, unstable factors.  

After reviewing comments from participants who decided to attend Treatments 5 and 6, 

results suggest these individuals tended to focus on internal, stable factors, such as ability. 
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During Treatment 5, participants perceived improvement in overall musical ability, stating that 

given the circumstances, they “sounded good” and produced a “better sound quality” than in 

previous rehearsals [see Appendix F]. Also, during Treatment 6, rather than perceiving greatly 

reduced attendance as a negative experience, individuals commented on how the exposure of 

singing in a 4-person chamber choir was “very fun” and “sounded great” [see Appendix F]. It 

can be inferred that these individuals found success in making quality music during each 

rehearsal, and thus were internally motivated to continually attend rehearsals regardless of 

external, unstable factors. This inference is supported by Kelly (2016), who states that “if 

success or failure is attributed to internal factors, success will lead to pride and increased 

motivation” (p. 107). 

Student Motivation Revisited 

 

Student motivation may have also played a role in the present study. As stated in the 

Review of Literature, the two commonly accepted kinds of motivation are extrinsic and intrinsic. 

Extrinsic and intrinsic motivation can be compared to two highly discussed concept models in 

education – product-centered and process-centered. According to Kelly (2016), product-centered 

education places more emphasis on the result rather than the “manner or process used in 

achieving the goal” (p. 38). Conversely, process-centered education acknowledges that “the 

manner or method used to achieve the results is more important than the end product” (p. 38). In 

music education, the “product” is realized during performance opportunities such as concerts and 

festivals; whereas the “process” is realized during the rehearsal, where the act of learning music 

takes place. Colwell et al. describes how these models exist in the instrumental music setting and 

the effect they have on students: 
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…the opportunity to perform will stimulate more conscientious and concentrated 

practice, prompt interest in concomitant musical learning, provide an outlet and a reward 

for students, and serve as a demonstration of the accomplishments of the music program. 

The danger is that this last consideration will take on undue importance and that 

performance will become the goal of the program rather than a vehicle for greater 

learning. (p. 53-54) 

Students who are extrinsically motivated tend to focus on the performance aspect that comes 

with being involved in music. Students who are intrinsically motivated tend to focus on the act of 

learning that takes place during rehearsal.  

Participants for the present study seemed to be motivated by various external and internal 

factors. These factors may have affected how frequently and intensely participants perceived a 

sense of inspiration during rehearsal; as well as whether they enjoyed the rehearsal or simply 

endured it. During a high magnitude treatment, some students noted how they were extrinsically 

motivated by the “energy of” and “professionalism exhibited by the conductor” [see Appendix 

F]. Interestingly, these individuals provided quantitative answers that suggested they perceived 

inspiration “very often” and “very deeply or strongly.” In a separate high magnitude treatment, 

one participant commented how they felt “particularly inspired when [the conductor] related with 

[everyone]” and “connected material to [participants’] personal experience” [see Appendix F]. 

This suggests how the individual may have been intrinsically motivated by the conductor’s 

actions to perform better. Not surprisingly, this participant also scored “very often” and “very 

deeply or strongly” for perceived inspiration. While an inaccurate representation of the entire 

ensemble, these singular instances do reflect the findings of Owens (1992) study that pertain to 

student motivation. 
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Instances of a lack of motivation from participants were also observed. During two 

separate treatments, a comment sheet was returned that explicitly stated the study was “a waste 

of chapter time” [see Appendix F]. The first time this comment appeared, the participant’s 

answers to all questions ranged from a neutral answer to an answer relatively close to “never” 

and “not at all.” The second time it appeared, all answers provided were very close to “never” 

and “not at all.” While it is unclear if conductor magnitude affected these results, it can be 

deduced that this individual was clearly not motivated to take part in this study. The fact that 

they perceived the study as a waste of time suggests that they believe the ensemble should have 

been focusing on other musical endeavors instead of conducting rehearsal treatments. As a 

performing ensemble, this group scheduled semesterly recitals and events that they would 

rehearse for each week. At the time of this study, a portion of each rehearsal was dedicated to 

conducting rehearsal treatments of “The Road Home.” It could be true that certain individuals 

believed fraternity performance events should have taken precedent whenever the ensemble was 

rehearsing repertoire. A product-centered mindset could explain why certain individuals were 

unmotivated to take part in rehearsal treatments. 

The Importance of “Why” 

 

As already stated, a significant drop in attendance occurred during Treatment 5. With 

only twelve participants, the conductor had to do their best to lead rehearsal under the low 

magnitude condition. Surprisingly, when asked how they thought the rehearsal went, the 

conductor was very pleased with what they heard. They even mentioned how at the beginning of 

the rehearsal, they stopped the ensemble just to give a verbal approval, “This sounds really 

good” [see Appendix I]. The conductor continues, “I think the ones who were here are the ones 
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who are dedicated and the ones who also kind of maybe get it. And that’s why they’re here and 

sticking with it cause [sic] they believe in it” [see Appendix I].  

The idea of “buy-in” plays a large role in this scenario. According to Sinek, “People 

don’t buy what you do; they buy why you do it” (Sinek, 2009). Sinek illustrates this concept 

through what he calls the “Golden Circle” [see Figure 2, p. 31]. This model outlines the fact that 

inspirational leaders start with “why,” or what they believe. Their belief translates directly to 

“what” they do and “how” they do it. In this way, “what [individuals] do simply serves as the 

proof of what [they] believe” (Sinek, 2009). The caveat for this model is it only attracts certain 

individuals. Sinek addresses this point from the business perspective, and states, “The goal is not 

to do business with everybody who needs what you have. The goal is to do business with people 

who believe what you believe” (2009). Coincidentally, “if you talk about what you believe, you 

will attract those who believe what you believe” (Sinek, 2009). 

This is what the conductor for this study deduced was happening – participants who were 

present believed that this study was important. While it is possible this may not have been the 

case, it is a logical conclusion. Based on quantitative and qualitative results, participants in 

Treatment 5 seemed to have a positive experience and generally enjoyed being in rehearsal, 

regardless of the low magnitude condition. Results from Treatment 6 with even fewer 

participants yielded similar findings. Furthermore, this entire study was completely voluntary. 

Participants were told at the very beginning they could decide not to participate at any time, 

which towards the end of the study, most participants opted to do. However, twelve participants 

attended Treatment 5, and four participants attended Treatment 6. These numbers may very well 

reflect the individuals who understood the importance of the study, were intrinsically motivated 
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to stick with it, and, because of personal bias, believed in what the researcher was trying to 

accomplish. 

Implications for Practice 

 

 The results of the present study have relevant implications for conductors of large 

ensembles. Based on the findings of this study, conductors would benefit from the following: (1) 

understanding students and what motivates them; (2) learning how to deliver their “why” in such 

a way that students are inspired to pursue it; (3) and realizing that not every student will “buy-in” 

to what the conductor believes. No matter how a conductor utilizes magnitude or stresses the 

importance of the music, it is likely some students will not be inspired to make music. 

Regardless, it is up to the conductor to utilize intrinsic and extrinsic motivators in order to 

effectively lead and teach their students. Conductors should also be aware of how they utilize 

aspects of magnitude in their rehearsals, as this may affect some students’ desire to make better 

music in rehearsal. 

Suggestions for Future Research 

 

 Further studies are needed to observe the effects of conductor magnitude on students’ 

perceptions of inspiration over a longer period of time. For example, would different results be 

found if students were consistently subjected to a similar treatment over the course of an 

academic year? Conducting a study using many choirs and choir directors of varying 

backgrounds could provide a better understanding of students’ perceptions of inspiration and 

performance outcomes when using HCM and LCM across a broader population. Could it be 

possible that students with different backgrounds perceive varying levels of inspiration when 

exposed to HCM and LCM? Do various ensembles (band, orchestra, and choir) respond 

differently to HCM and LCM? Future studies may also observe the effect of ensemble size on 
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perceptions of inspiration. Another possible area of research could be observing inspiration 

contagion and the relationship between the composer and conductor. Do compositions written by 

inspired individuals elicit higher levels of inspiration from conductors? The same could be asked 

of the relationship between the composer and performer. Do compositions written by inspired 

individuals elicit higher levels of inspiration from performers? 

Concluding Thoughts on the “Inspirational Conductor” 

 

 While writing the Discussion section of this paper, the researcher went back and listened 

to the recordings made of each rehearsal treatment. They noticed how the performance quality of 

Treatment 3 (HCM) was distinctly different when compared to every other treatment. To quote 

the conductor in rehearsal, the researcher heard specific instances where the ensemble sounded 

“stunning.” One of these moments occurred during a specific rehearsal frame when the 

conductor tried to relate the text to the participants. While identifying a target for the ensemble to 

focus on, the conductor gave the following instruction: 

Put yourself mentally in this headspace. You are a person who is… what does [the text] 

say you are doing? “All these years I have wandered, oh when will I know? There’s a 

place, there’s a road that will lead me home.” And you gotta [sic] think for a minute like 

you are on this journey, right? You are on a path, you are far from home, but there is 

hope for the future. So as you sing these “oo’s,” these are not just “oo’s.” These are an 

expression of your heart, and your longing for this place that we call home, which is 

someplace…maybe it’s not where you grew up, maybe it’s just a place where you finally 

feel like you belong. (Quoted from audio recording of Treatment 3 with permission from 

the conductor) 
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To the researcher, this was what Robin Ray was hinting at – the 90% of what it means to 

really become a conductor, or at least a portion of it [see p. 1]. This was what Benjamin Zander 

referred to as the ability to “awaken possibility in other people” (Zander, 2008). This was a 

moment where the conductor took on the role of the leader, attempting to connect with 

participants and invite vulnerability; and it worked. After the ensemble sang, the conductor 

mentioned how they noticed “a difference in [the ensemble’s] sound,” and felt it was “warmer” 

and “more cohesive” than when they previously sang (Quoted from audio recording of 

Treatment 3 with permission from the conductor). Furthermore, participants seemed to enjoy this 

approach. One participant commented how they “[appreciated the conductor’s] facial/vocal 

inflections” when communicating with the ensemble during this rehearsal [see Appendix F]. 

Another stated how they “felt particularly inspired when [the conductor] related with us, 

connected material to our personal experience” [see Appendix F]. 

While overall results for this study were inconclusive, moments during rehearsal 

treatments like the one referenced are worth mentioning. They show how at times, an 

inspirational approach to conducting is possible. Conductors can act as an external catalyst for 

their students, motivating them to continually create quality music by utilizing all the tools they 

have – leadership skills, teaching skills, conducting ability, etc. – in order to do so. The 

responsibility of the conductor is to inspire their students to want to rehearse music. Once that is 

understood, it is up to the conductor to find out how to do so. 
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APPENDICES 

 

APPENDIX A 

 

Human Subjects Approval and Consent Forms 
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Consent Form for PhD Student Conductor 
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Consent Form for Graduate Participants (Pre-Test) 
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Consent Form for Undergraduate Students 
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Consent Form for Graduate Participants (Post-test) 
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APPENDIX B 

Reliability Test for Appropriate Execution of Conductor Magnitude (Low vs. High) 

 

Video 1 

Gesture is defined as movement of the arms and/or hands to express different aspects of music. 

Please watch the following video clip and rate the conductor’s use of gesture on a scale of 1 

(Very strict) to 7 (very expressive). 

 

[Video] 

 

Please rate the conductor’s use of gesture. 

 
 

1 2 3 4 5 6 7 

   Very strict     Very expressive 

 
 

(Optional) If you feel your answer would be best justified through a brief explanation, please 

provide any comments as to why you answered the way you did. 

_____________________________________________________________________________ 

_____________________________________________________________________________ 

_____________________________________________________________________________ 

 

[Next Video] 
 

 

Video 2 

Verbal Activity is defined as the use of any verbal instruction. A basic instruction is an 

instruction meant to be taken and applied at face value (i.e. conductor says, “Play louder,” and 
students play louder). An abstract instruction is an instruction meant to engage students and 

make them think (i.e. conductor says “Play as if you are walking on air,” and students play 
lighter). Please watch the following video clip and rate the conductor’s use of verbal activity 

on a scale of 1 (Very basic instruction) to 7 (Very abstract instruction). 

 

[Video] 

 

Please rate the conductor’ use of verbal activity. 
 

1 2 3 4 5 6 7 

   Very basic      Very abstract 

 

(Optional) If you feel your answer would be best justified through a brief explanation, please 

provide any comments as to why you answered the way you did. 

_____________________________________________________________________________ 

_____________________________________________________________________________ 

_____________________________________________________________________________ 

 

[Next Video] 
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Video 3 

Facial Expression is defined as any use of facial contortion to express approval or disapproval. 

Please watch the following video clip and rate the conductor’s use of Facial Expression on a 

scale of 1 (Face expresses strong disapproval) to 7 (Face expresses strong approval). 

 

[Video 3] 

 

Please rate the conductor’s use of facial expression. 
 

1 2 3 4 5 6 7 

Strong disapproval    Strong approval 

 
 

(Optional) If you feel your answer would be best justified through a brief explanation, please 

provide any comments as to why you answered the way you did. 

_____________________________________________________________________________ 

_____________________________________________________________________________ 

_____________________________________________________________________________ 

 

[Next Video] 
 

 

Video 4 

Verbal Inflection is defined as any alteration of speech speed, voice pitch, and/or voice 

volume. Please watch the following video clip and rate the conductor’s use of verbal inflection 

in the categories of speech speed, voice pitch, and voice volume. 

 

[Video] 

 

Please rate the conductor’s use of speech speed on a scale of 1 (Very hesitant) to 7 (Very 

steady). 
 

1 2 3 4 5 6 7 

Very hesitant       Very steady 

 
 

Please rate the conductor’s use of voice pitch on a scale of 1 (Very low) to 7 (Very high). 
 

1 2 3 4 5 6 7 

     Very low         Very high 

 
 

Please rate the conductor’s use of voice volume on a scale of 1 (Very soft) to 7 (Very loud). 
 

1 2 3 4 5 6 7 

    Very soft         Very loud 

 

(Optional) If you feel your answers would be best justified through a brief explanation, please 

provide any comments as to why answered the way that you did for the last three statements. 
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_____________________________________________________________________________ 

_____________________________________________________________________________ 

_____________________________________________________________________________ 

 

[Next Video] 
 

 

 

Video 5 

Posture is defined as how one holds their body while conducting/teaching. Please watch the 

following video clip and rate the use of the conductor’s posture on a scale of 1 (Very poor) to 7 

(Very good). 

 

[Video] 

 

Please rate the use of the conductor’s posture. 
 

1 2 3 4 5 6 7 

    Very poor         Very good 

 
 

(Optional) If you feel your answer would be best justified through a brief explanation, please 

provide any comments as to why you answered the way you did. 

_____________________________________________________________________________ 

_____________________________________________________________________________ 

_____________________________________________________________________________ 

 
 

 

 

 

 

 

 

 

 

 

 

 

Thank you for your participation in this study. 
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APPENDIX C 

Collected Qualitative Data from Reliability Tests 

 

 LOW MAGNITUDE HIGH MAGNITUDE 

GESTURE “The gesture was well formed and had a 
nice sense of line/resistance between 

ictus. However, it gave little indication 

of musical intent or desire beyond 

legato.” 

 

“Very neutral.” 

 

“Left hand was only incorporated at one 
[REDACTED]1 and was not effective.” 

 

“Pretty much beat pattern the whole 
time, little use of LH and higher/lower 

plane near the end.” 

 

“Stayed primarily to pattern. Scarce use 
of left hand, little to no facial affect.” 

 

“Conductor stayed relatively simple.” 

 

“Beat 2 seemed more ‘flowy’ than the 
others but the pattern overall felt a little 

rigid and straight.” 

 

“Mostly uses right hand uses some 

meld, width, and low, high ictus. Face is 

in music uses left hand once or twice to 

help line.” 

 

“Conductor’s gesture kept time and 
generally matched the mood of the 

piece. However, the ensemble 

performed several musical motions not 

included or represented by conductor’s 
gesture. Conductor exhibited one 

musical thought that matched near the 

end of the segment.” 

“There were several times the 
conductor arrived at the downbeat. 

This gesture will elicit more 

articulation from the ensemble” 

 

“Love the facial expression of the 

conductor as it expressed the music 

in the manner it should.” 

 

“I noticed lots of expression but 
was drawn more to facial 

expression. Still great hands work.” 

 

“Melded gesture.” 

 

“Face and body very expressive 
movement. Seemed to show very 

little ‘time keeping.’” 

 
1 Redacted words were illegible for the researcher when reviewing the original response sheets. The researcher was 

not able to understand how this word was supposed to read or function within the context of the written comment. 

Therefore, it was removed from this document. 
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VERBAL 

ACTIVITY 

“Conductor used a behavior, not an 
idea.” 

 

“I would want to be a little more 
specific. Use actually dynamic (i.e. – 

piano/mezzo piano.)” 

 

“No analogy, no voice inflection.” 

 

“Gave direct instruction about dynamic 

level only.” 

 

 

 

 

 

“’As if you were setting down a 
heavy burden’ elicits a different, 
but related response from each 

singer. It seems very abstract for 

this reason.” 

 

“A heavy burden is not tangible, 
therefore this is very abstract.” 

 

“Pretty abstract but could be 
applied to a physical feeling.” 

 

“I do feel the instruction is abstract, 
but it is very vague. I’m not sure it 
would create an effect the 

conductor is looking for. As a 

singer, I’m not sure what I would 

change in that instant.” 

 

“‘As if you are setting down a 
heavy burden.’ – No technical 

feedback (louder, softer, move 

forward or open), only a 

metaphor.” 

FACIAL 

EXPRESSION 

“The conductor’s face was on the 
disapproval side of neutral. The 

conductor’s gesture was also less 
expressive.” 

 

“No eye contact – neutral but sends a 

negative message, lacks clarity – leaves 

me feeling confused.” 

 

“I feel his face is neutral.” 

 

“Very neutral expression and no eye 
contact.” 

 

“Neutral. Didn’t look like he moved his 

eyes or head at all. Looked down.” 

 

“No eye contact / no positive/approving 
facial affect.” 

“No expression either way.” 

 

“I actually felt inspired watching 

his face. It was engaging and 

inviting.” 

 

“Generally approvals but eyebrows 
down at times.” 

 

“His smile seems artificial to some 
degree, but does reflect approval.” 

 

“Seemed very approving the whole 
time, although eyes were closed a 

fair amount of the time.” 

 

“It almost seems too much. 
Overdone.” 

 

“Very positive, smiling, 
emotionally interested.” 

 

“The facial expression in my 
opinion was very positive and 
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“Since he NEVER looked up, I had a 
feeling his ‘blank’ expression could be 
considered disapproving.” 

calming. I would feel as a singer 

that I was doing what the conductor 

wanted.” 

 

“Conductor smiled consistently, 

though as the segment went on, I 

feel that his smile became a little 

wooden, as if he was intentionally 

keeping his face in that position.” 

VERBAL 

INFLECTION 

“The instruction given was steady and 
speech like. Effective, but not 

commanding and also not dismissible.” 

 

“There was very little pitch variation in 
his verbal direction – it was almost 

monotone.” 

 

“Instruction seemed to be spoken in 
normal register, at a fairly normal pace 

and mezzo volume.” 

 

“Pitch – relative to that of a female 

conductor.” 

 

“I feel the comment was very neutral. It 
was specific though.” 

 

“Conductor’s voice was calm, spoken 
only loud enough to be heard over the 

singers’ voices.” 

“The conductor used appropriate 

volume and speed of speech to 

communicate with the ensemble.” 

 

“I am not sure what he wants.” 

 

“Moderate volume and slightly 
higher speaking pitch. His pace 

seemed like it was slow on purpose 

to be between moving lines so 

singers could hear him.” 

POSTURE “The conductor’s posture communicated 
connection to the muscles of breathing 

for the ensemble” 

 

“The conductor could stand taller!” 

 

“Not lifted but not poor.” 

 

“He models a very open rib cage, but 
looking down alters that open posture.” 

 

“Lowered head detracts from good 
posture.” 

 

“The posture was strong and 
weighted and conveyed confidence. 

I felt it extended its boundaries for 

a moment that look away from this 

effect and weakened it.” 

 

“Stance may be a little wide.” 

 

“He moved too much initially. His 
feet were a little too far apart in my 

opinion, but he was very expansive 

which I liked.” 

 

“Legs are too far apart – does not 

look steady. Body language is 
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“Very steady posture. No feet 
movement but head was down. 

Shoulders nice and low!” 

 

“The alignment from feet to shoulders is 
good but looking down at the music 

affects neck posture.” 

 

“Posture is pretty good. He makes no 
eye contact though…” 

 

“Body tall, but he NEVER looked up.” 

frantic at times and not controlled – 

open rib cage is good.” 

 

“Conductor kept tall posture – legs 

seemed spread a little too far apart 

and movement of legs at beginning 

made him seem not grounded; 

ending posture was much better.” 

 

“He’s standing tall, but too wide of 
a stance.” 

 

“Almost always very upright, with 
one sweeping gesture that had him 

leaning a little sideways.” 

“I feel posture was good, however 
the movement in my opinion was a 

bit much, but the posture stayed 

lifted and expansive.” 

 

“Conductor maintained upright 
posture through large, flowing 

gestures. The decision to place feet 

apart seems intentional and 

appropriate.” 
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APPENDIX D 

Rehearsal Treatment Response Sheet 

 

“Activity” is operationally defined as any instance when the conductor provides the ensemble 

with verbal instruction through talking or singing. Instruction can be given either while the 

ensemble is at rest and actively listening, or actively rehearsing/performing. 

 

1) I was inspired by the conductor’s use of activity during rehearsal. 

 

1a. How often     1 2 3 4 5 6 7 

did this happen?          Never         very often 

 

 1b. How deeply  

or strongly (in general)?  1 2 3 4 5 6 7 

          not at all        very deeply 

                or strongly 

 

 

“Gesture” is operationally defined as movement of the conductor’s arms and/or hands to express 
different aspects of music. Gesture can be either strict (hands and arms move in a strict beat 

pattern with no variation in size of pattern) or expressive (Any deviation from strict beat pattern 

and size for purposes of indicating dynamics, phrasing, etc.). 

 

2) I was inspired by the conductor’s use of gesture during rehearsal. 
 

2a. How often     1 2 3 4 5 6 7 

did this happen?          Never         very often 

 

 2b. How deeply  

or strongly (in general)?  1 2 3 4 5 6 7 

          not at all        very deeply 

                or strongly 

 

 

“Facial Expression” is operationally defined as any use of facial contortion to express approval 
(i.e. smiling, grinning, raised eyebrows, winking, opening and widening eyes, nodding head up 

and down) or disapproval (i.e. frowning, knitted eyebrows, looking at ceiling, smirking, 

wrinkling mouth, squinting eyes, wrinkling forehead or nose, puckering lips, grimacing, 

tightening jaw or lips, twisting side of mouth, raising lips). 

 

 

3) I was inspired by the conductor’s use of facial expression during rehearsal. 
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3a. How often     1 2 3 4 5 6 7 

did this happen?          Never         very often 

 

 3b. How deeply  

or strongly (in general)?  1 2 3 4 5 6 7 

          not at all        very deeply 

                or strongly 

“Verbal Inflection” is operationally defined as the conductor’s use of or alteration to speech 
speed (i.e. steady, hesitant, repetitive), voice pitch (i.e. low, high, variable), and/or voice volume 

(i.e. soft, normal, loud) to instruct. 

 

4) I was inspired by the conductor’s use of verbal inflection during rehearsal. 
 

4a. How often     1 2 3 4 5 6 7 

did this happen?          Never         very often 

 

 4b. How deeply  

or strongly (in general)?  1 2 3 4 5 6 7 

          not at all        very deeply 

                or strongly 

 

 

“Posture” is operationally defined as how the conductor holds their body while teaching and 
conducting in front of the ensemble. 

 

5) I was inspired by the conductor’s use of posture during rehearsal. 
 

5a. How often     1 2 3 4 5 6 7 

did this happen?          Never         very often 

 

 5b. How deeply  

or strongly (in general)?  1 2 3 4 5 6 7 

          not at all        very deeply 

                or strongly 

 

 

“Inspiration” is operationally defined as a sense or feeling of wanting to engage in a creative 
activity because of exposure to an outside catalyst (a person, the immediate environment, another 

creative work, etc.). 

 

 

6) I perceived a sense of inspiration during rehearsal. 
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6a. How often     1 2 3 4 5 6 7 

did this happen?          Never         very often 

 

 6b. How deeply  

or strongly (in general)?  1 2 3 4 5 6 7 

          not at all        very deeply 

                or strongly 

 

 

(Optional) Please provide any additional comments for your answers to Questions 6a. and 6b. 

 

______________________________________________________________________________ 

 

______________________________________________________________________________ 

 

______________________________________________________________________________ 

 

______________________________________________________________________________ 

 

______________________________________________________________________________ 

 

 

 

 

 

 

Please answer the following question with either “Yes” or “No.” 

 

Prior to this study, have you ever been led by the conductor for this study in a music 

rehearsal? 

 

 

__________________ 

 

 

 

 

 

 

Thank you for your participation in this study. 
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APPENDIX E 

 

Dates and Attendance for Each Rehearsal Treatment 

 

  

Dates of Each 

Rehearsal2 

 

Total Number 

of Participants 

 

Number of 

Participants who 

answered “No” 

 

Number of 

Participants who 

answered “Yes” 

 

Treatment 1 
 

September 22, 2019 
 

40 
 

32 
 

8 

Treatment 2 September 29, 2019 37 32 5 

Treatment 3 October 13, 2019 26 19 7 

Treatment 4 November 17, 2019 34 24 3 10 

Treatment 5 November 24, 2019 12 8 4 

Treatment 6 December 8, 2019 4 3 1 

  

 
2 Variables that affected when each rehearsal treatment occurred were outside of the researcher’s control. 
3 While twenty-four response sheets returned during Treatment 4 were marked “No,” Questions 4, 5, and 6 on one of 
the response sheets was left unmarked. Due to this incomplete form, the total number of response sheets assessed for 

quantitative data for Treatment 4 was twenty-three. 
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APPENDIX F 

Collected Qualitative Data from Response Sheets 

 

REHEARSAL 1 

(n = 40) 

“Excellent conducting and presence! Never did the rehearsal lapse in 

energy!” 

 

“This being the first rehearsal, I think the group was a bit uncomfortable 

with the music and the conductor so there will be a 'warm-up' period.” 

 

“The conductor was very effective in achieving the desired aspect. Only 

critique was that it took a while for the ensemble to respond but it may 

have been a time restraint.” 

 

“‘Inspiration’ was also influenced by the text and harmonies of the piece. 

‘Inspiration’ was facilitated by the overall on-task engagement of the 

group.” 

 

“[The conductor] never gave dynamic direction with physical 

demonstration while conducting. Felt as though all the interaction was 

verbal and after we stopped.” 

 

“Music wasn't talked about very much.” 

 

“I enjoyed the energy of the conductor and it made me fell motivated.” 

 

“The professionalism exhibited by the conductor motivated me to act the 

same.” 

 

“The conductor seemed excited to be working with us so I was excited to 

work with him.” 

 

“This research is a waste of chapter time.” 

REHEARSAL 2 

(n = 37) 

“I did not feel warmed up, as technique was flawed throughout ensemble 

due to lack of direction. Did not enjoy any aspect of the rehearsal.” 

 

“Rehearsal was more detail oriented and aimed at accuracy of pitches so 

being engaged and inspirational wasn't really a priority.” 

 

“He seemed significantly more dull and I felt tired during points of 

rehearsal.” 

 

“The energy was low today. Not sure if [sounded] by ensemble but the 

repetition of phrases did not make the ensemble sound better. Lower 

voices did not seem to react at all to conductor.” 
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“Lack of inspiration due to facial expression probably due to lack of 

change in facial expression.” 

 

“Very little eye contact made, less enthusiastic.” 

 

“This is a waste of chapter time.” 

REHEARSAL 3 

(n = 26) 

 

 

“It's particularly disruptive when people are talking and joking during 

rehearsal, especially when the conductor is super into the piece/rehearsal.” 

 

“Very personal - appreciate the facial/vocal inflections.” 

 

“I felt particularly inspired when he related with us, connected material to 

our personal experience. Bonded with us through laughter.” 

REHEARSAL 4 

(n = 34) 

“I felt as if the conductor's energy was low, and almost all of my 

inspiration came from the music itself.” 

 

“Using fingerings for instrumentalists helped us match pitch accuracy 

better.” 

 

“He was very effective at making the rehearsals feel meaningful, 

productive, and efficient.” 

“Don't care about the chapter? Okay I don't care about the research.” 

REHEARSAL 5 

(n = 12) 

“Chamber choir was lit. We sounded good and the conductor 

complemented us a lot.” 

 

“Loved the encouraging comments! Very efficient rehearsing! Good 

music-making!” 

 

“Smaller ensemble led to a more effective rehearsal and better sound 

quality.” 

 

“It was more productive with a smaller choir.” 

 

“Very positive and very encouraging – good to hear individual and 

sectional comments.” 

 

“Having a small ensemble helped the conductor have a more intimate and 

‘impactful’ rehearsal.” 

 

“Conductor feels very comfortable with the ensemble – ability to deliver 

succinct approvals heightened by comfort this rehearsal. Instruction was 

also quick and concise, which assisted with motivation.” 

REHEARSAL 6 

(n = 4) 

“4 person chamber singing was very fun!!” 
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“Small group power squad; exposure sounded great!” 

 

“‘Inspiration’ qualitatively was most highest during this rehearsal. Total  

attendance for rehearsal was lowest (n = 4).” 

 

“This was a more intimate experience with fewer people.” 
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APPENDIX G 

Musical Performance Post-test 

 

Recording 1 

 

Please listen to the following audio clip. Rate the performance of the clip from 1 (Very bad 

performance) to 7 (Very good performance). 

 

[Audio Clip] 

 

Note Accuracy 

1  2  3  4  5  6  7 

 

Rhythm Accuracy 

1  2  3  4  5  6  7 

 

Tone Quality 

1  2  3  4  5  6  7 

 

Intonation 

1  2  3  4  5  6  7 

 

Expressiveness 

1  2  3  4  5  6  7 

 

Overall Artistic Effect (Musicality) 

1  2  3  4  5  6  7 
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Recording 2 

 

Please listen to the following audio clip. Rate the performance of the clip from 1 (Very bad 

performance) to 7 (Very good performance). 

 

[Audio Clip] 

 

Note Accuracy 

1  2  3  4  5  6  7 

 

Rhythm Accuracy 

1  2  3  4  5  6  7 

 

Tone Quality 

1  2  3  4  5  6  7 

 

Intonation 

1  2  3  4  5  6  7 

 

Expressiveness 

1  2  3  4  5  6  7 

 

Overall Artistic Effect (Musicality) 

1  2  3  4  5  6  7 

 

 

 

 

 

 

 

 

Thank you for your participation in this study. 
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APPENDIX H 

 

Researcher Script for Musical Assessment Post-test 

 

Thank you for your participation in this study. You will be asked to listen to two recordings of a 

men’s TTBB choir and rate what you hear using several 7-point Likert-type scales. For each 

recording, focus solely on the following areas of performance: note accuracy, rhythm accuracy, 

tone quality, intonation, expressiveness, and overall artistic effect (i.e. musicality). No 

definitions have been provided for these terms. At this time, do you have any questions? 

 

 

I will now play Recording #1. A few comments about the ensemble you are going to here. This 

choir was comprised of 12 participants who represented an uneven distribution of parts. The 

ensemble was recorded on a Tascam audio recorder. Please do your best to focus solely on the 

musical content of the recording and relate what you hear to the six areas of performance stated 

previously.  

 

Here is Recording #1. 

 

[RECORDING 1] 

 

Please rate what you heard for Recording #1. 

 

 

I will now play Recording #2. A few comments about the ensemble you are going to here. This 

choir was comprised of 4 participants. During the time of this recording, no participants were 

present to sing the Tenor I line. The ensemble was recorded on an Android voice recorder 

application. Again, please do your best to focus solely on the musical content of the recording 

and relate what you hear to the six areas of performance stated previously. 

 

Here is Recording #2. 

 

[RECORDING 2] 

 

Please rate what you heard for Recording #2. 

 

 

 

This completes your involvement. Thank you for your participation in this study. 
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APPENDIX I 

Conductor Interview Transcripts 

 

Rehearsal Treatment 1 (High Magnitude) 

September 22, 2019 

 

Researcher (R): How did the rehearsal go today? 

 

Conductor (C): Good first rehearsal for reading. Gives me a sense of the ensemble and where 

we’re at. I think as we continue to work on it and have the ability to zero in on parts and make 
sure that everything is really note accurate, it’ll free up our chance to talk about what the piece is 

and get to some of the tales that will make it easier to use verbal instructions that correspond 

with to high vs. low magnitude. Today I could pretty much only do it with physicality and eye 

contact I felt, because there just wasn’t… the note accuracy wasn’t such that we were at a place 
where I could talk about the textual aspects or anything like that. But I feel like they are reading 

well, they respond well to direction. When I asked them for modifications of tone and sound, 

they all seemed able to do it, so I think it’s going to go well, it was a good first rehearsal. 
 

Rehearsal Treatment 2 (Low Magnitude) 

September 29, 2019 

 

R: How did the rehearsal go today? 

 

C: I felt like it was a really hard thing to do low magnitude the entire time. There were times 

where they did well and I wanted to give a lot of hefty praise, but I felt like all I could really do 

was say “good.” I had to do some nitty-gritty detail work a few times that I was able to look up 

and look around cause I was giving minimal, minimal eye-contact. I thought a lot of people were 

disengaged because I wasn’t working with all the sections at the same time, but I wanted to make 
sure we had a chance to review each individual part for the basses and baritones. Shouldn’t have 
to do that again so it’ll be more engaging even at a low magnitude setting for the next couple 
weeks. All in all, I felt like it was productive. Looking forward to the next set. 

 

Rehearsal Treatment 3 (High Magnitude) 

October 13, 2019 

 

R: How did the rehearsal go today? 

 

C: I felt like it went well today. It’s easier for me to be high magnitude then low magnitude. 
There’s so many things that I like more about it. There’s the eye-contact with the ensemble, 

there’s a chance to dig into subtext a little bit more. I felt like on the whole the ensemble sound 

was really nice today. You know we still got some note errors and things like that, but it’s 
starting to come together, which is always encouraging. 
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R: It seemed like they responded better. 

 

C: Yeah, yeah it did! It did. I felt like it…they were certainly more engaged today than the 
previous [time] when we were low magnitude. It’s just really hard. 
 

R: I don’t know if you noticed, but [two of the choral members] were off to your left, and they 
were holding hands and swaying, being goofy. But they were engaged, so that’s good. 
 

C: Yeah! Yeah, no I felt really good about it today, so we’ll see. It’s hard to go back and forth, 
probably give them whiplash a little bit, but all in all I think it’s going to end up sounding really 
nice and so, I’m happy. 
 

Rehearsal Treatment 4 (Low Magnitude) 

November 17, 2019 

 

R: How did the rehearsal go today? 

 

C: It was a good rehearsal. I felt like the sound is starting to come together. We’ve got more note 
accuracy then ever before, and in terms of musicality, it’s going to start coming together pretty 
soon I feel like. You know for me it’s still really hard to do low magnitude because, you know, 
just the lack of eye-contact alone is really challenging for me. But the simplicity of instruction 

makes it easier because it cuts through any temptation to talk or waste time, you know, it’s just 

“Do this,” “Ok, good try that again,” “Alright, let’s do this.” So in terms of rehearsal pacing I 
feel like it’s easier that way. Anyways, it was a good rehearsal and I’m excited to see where we 
go next time. 

 

Rehearsal Treatment 5 (Low Magnitude) 

November 24, 2019 

 

R: How did the rehearsal go today? 

 

C: Honestly, you know I’m…I’m really pleased and pleasantly surprised, you know? And at the 

very beginning I stopped them and said, “This sounds really good.” I wasn’t BS-ing. I think the 

ones who were here are the ones who are dedicated and the ones who also kind of maybe get it. 

And that’s why they’re here and sticking with it cause they believe in it. So, yeah. I mean, there 

are certain challenges like, you know, we only had the one tenor 1. But, overall, they took 

feedback well and were able to make transfers to new concepts and stuff. I mean, to me, this was 

just a very nice rehearsal, it follows the week after. And I think we’re really close to being able 
to say, you know, this is something we can put out in front of people put a recording to it. So, 

hopefully they all return next week, or the week after I guess. But yeah, I was pleased. I did find 

myself making… looking up more often, trying to be as encouraging as I could while still being 

low magnitude. Which was very difficult. 
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R: And I noticed [voice pitch] was a big thing, and that kind of was the same thing last week. It 

was kind of skating a middle ground of [low magnitude] and kind of [high magnitude], like 

[when you would say,] “Come on guys, let’s go!” 

 

C: Yeah, yeah. So, oh well. It was good, I was happy with it. 

 

Rehearsal Treatment 6 (High Magnitude) 

December 8, 2019 

 

R: How did the rehearsal go today? 

 

C: You know, as good as it could’ve. You know with four people there, we were missing a 

baritone part and those different things. You know it was nice. I meant everything I said in there, 

it was great to have those people who were there, I did have like a genuine little aesthetic 

moment there towards the end of rehearsal working on that climactic moment of the piece. And, 

I don’t know, for me it’s…I know it’s frustrating, you know, the participants have dwindled and 
all of that stuff, but for the people who were there, I would be curious to see how they felt about 

that. Because I think we really made the best out of a difficult situation, and I felt like they were 

singing well, working hard, really engaged. I would imagine that they had a positive experience 

just now, I mean I certainly did. So yeah, it was good.  
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