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CHAPTER I 

INTRODUCTION 

The purpose of this study is to determine, to de­

fine, and to describe the responsibilities of the compe­

tent band director in the public school system. 

The public school band director must be efficient 

in a nu,inber of varied areas. Not only is he keenly aware 

of professional musical obligations and prof\cient in 

performing them, but he also needs to be cognizant of 

certain adjunct areas. 1 

This research focused on the public school band 

director because of the need to inform future band di­

rectors of the broad spectrum of activities involved in 

the profession. Also, those who have the task of train­

ing future band directors need to be aware of the varied 

competencies necessary for success. 

Future band directors should be informed of the 

myriad elements involved in the profession. Consequently, 

those who have the duty of training band d.irectors need 

to h~ aware of these competencies. 

1Jack W. White, "Want To Be a Band Director?" 
Music Journal 27 (December 1969): 35. 
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The band director must, of course, h~ve talent, 
thorough musical training, technical skill and 
mature musical judgment. He must also have 
imagination and a wide range of musical inter­
ests, in addition to a special enthusiasm for 
the various aspects of bands and band music • 
••• the school band director 1s 1n a favorable 
position to "bridge the gap" between high 
school and ad.ult age groups and. to guide both 
toward developing a discriminating sense of 
musical values • 
••• The young band directors have had the ad.­
vantage of superior training. They have bet­
ter instruments with which to work. They 
have more carefully planned methods and cour­
ses of study for the various instruments. 
They have vastly improved means of communica­
tion, and electronic and. visual teaching aids , 
that were not available to band. directors of 
an earlier era. And they have access to a 
far greater variety of worthy and. distinctive 
literature for public programs. 

Daniel J. Henkins, 4 Hullfish and Allen,5 and 

Jack White6 agree that the future directors have to be 

skilled conductors, thorough musicians, selectors of 

appropriate music, politicians, public relations agents, 

adjusters of sched.ules, repairmen for all types of instru­

ments, counselors, d1sc1plinar1ans, planners of concerts 

and marching routines, rehearsal technicians, and busi­

ness agents. 

4oan1el J. Henkins, "The Profundity of Your Role 
as Bandmaster," Conn Chord 12 (May 1969): 18-19. 

5Hullf1sh and Allen, "The Band. Director: Jack of 
All Trad.es, .. The School Musician Director and. Teacher, 
March 1969, p. 49. 

6wh1 te, "Want to be a Band Director?" Music Jour­
!!!1, p. 35. 
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PROFESSIONAL 

Professional musical capab1lit1es form the core of 

the band director's work. These responsibilities are 

discussed in the following order: (1) conducting, (2) 

rehearsal techniques, (3) teaching fundamentals of music, 

(4) selecting music, (5) seating band members for the 

best sound, (6) preparing for concerts, and (?) planning 

the details of marching shows. 

Conducting 

Conducting the band to an excellent performance 1s 

the first aim of any band director. However, even this 

basic duty of the conductor is a respons1 bill ty involving 

.a variety of facets. Michael Walters15 states: 

Conducting, by necess1 ty, extends into vir­
tually every area of musical knowledge. In 
developing a craft of conducting, one at­
tempts to probe these areas to acquire the 
techniques, abilities, background, and re­
sources as a skilled interpreter of music 
literature. 

The conductor should be knowledgeable of the 

scores, the composer, and the history of the selection 

to be performed. Although Eugene Ormandy was primarily 

associated with orchestra, his observations apply to the 

15Michael J. Walters, "Aspects of Applied Instru­
nebtal Conducting: 1969-1971," Dissertation Abstracts 
J2A (1971): 4054. 
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director of a, band. also. As cited by Elizabeth Green, 16 

the three levels on which the conductor functions are 

personal study, rehearsal, and performance: 

Personal Stugz. On the first level, his per­
iod of study, the conductor prepares himself 
both technically and artistically. On this 
level he must be musician, historian, stylist, 
orchestrator, and listener. He must study 
the score so that he "hears" it in his mind. 
Rehearsal. The second level upon which the 
conductor functions 1s the rehearsal, in 
which he prepares the orchestra both tech­
nically and artistically. It is on this 
level that he acts as a guide to the or­
chestra, build.ing up in their minds a con­
cept of the work parallel to h1s own; for 
the eventual public performance requires an 
enlightened and sensitive orchestra playing 
not "und.er" a conductor, but rather "w1 th" 
him. 
Performance. It 1s in performance that the 
conductor operates upon the highest and 
most demanding level. Here the work is fin­
ished technically; the orchestra 1s fully 
prepared for all of its demands; the con­
ductor, his study and preparation behind 
him, now immerses himself in the music, 
identifying himself with it both emotion­
ally and mentally. 

A similar emphasis was further reflected by Green: 17 

To stand in front of an orchestra, band or 
chorus and beat time does not make one a 
conductor. But to bring forth thrilling 
music from a group of singers or players, 
to inspire them (through one•s own per-
sonal magnetism) to excel, to train them 
(through one's own musicianship) to be-
come musicians themselves, personally to 

16El1zabeth A.H. Green and Eugene Ormandy 1 The 
Modern Cond.uctor (Englewood Cliffs: Prentice-Hall,-rri­
corporated, 1969), pp. v-v11. 

17Ib1d., p. 1. 









17 

conductor. He also states the need for directors to 

seek conducting clinics in the summer workshops. 

SharpJO added: 

As band directors step before their bands 
let them keep in mind these important 
points: (1) conducting is not merely 
"keeping time" for the group; (2) the con­
ductor must interpret the music; and (J) 
the conductor must feel the music and 
have an aesthetic experience with the 
music. 

Rehearsal Techniques 

The first responsibility of the conductor is to 

organize his rehearsal area. After the instruments are 

inventoried and in good playing condition, the chairs 

set up, the folders passed out, the rehearsal room is 

ready for the players to enter and take their seats.31 

All dates and requirements, along with other announce­

ments, are posted on the bulletin board.32 , 33 

Once the band members are seated, the first act 

is to tune the instruments. Some directors tune the band 

JOsharp, "To Conduct--or Beat Time?" p. 53. 

31Jack Bittle, "Be Organized! Good Directors Are," 
The Instrumentalis!, January 1969, pp. 75-77. 

32w1111am Edwards, "Directors, Get Organized," 
The Instrumentalist, October 1968, pp. 478-48. 

33Ralph G. Laycock, "On Saving Time," The Instru­
mentalist, October 1971, pp. 56-58. -
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to the tone of the oboe, clarinet, or one of the first­

chair players. Other directors tune their group with 

an electric tuner. The majority of directors preferred 

the use of an electric tuner.34 , 35, J6, 37 

Laycock38 and Raspillaire39 feel that tuning 

should be after the warm-up exercises. Rasp1lla1re40 

recommends a list of twelve warm-up exercise books for 

developing chords, triads, scales, rhythms, balance, 

articulations, key and tempo changes. All of these are 

books designed to develop better technique. The tuning, 

which is related to ear training, is considered to be a 

necessity. 41 At this time, students are taught to listen 

to one another and. also work on basics for better mu-. 
sicianship. 

J4E1chard A. Otto, Effective Methods for Building 
the High School Band, (West Nyack& Parker Publishing Com­
pany, Incorporated, 1971): p. 174. 

35Bittle, "Be Organized! Good Directors Are" 77 . ' p. • 

J6House, Instrument!l_Music for Schools, p. 141. 

37Eawards, "Directors, Get Organized," p. 48. 

J8Laycock, "On Saving Time," p. 57. 

39A. E. Raspilla1re, "Band Rehearsal Techniques," 
The Instrumentalist, December 1970, p. 28. 

40Ibid. 

41otto, Effective Methods for Building the High 
School Band, p.-180. 
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Following the exercises and tuning comes the real 

business of rehearsing the music. Whether the music is 

new or an old familiar piece, the conductor constantly 

strives for true musicianship from the students.42 , 4J, 44 

The new music involves the task of sight-reading, which 

serves to instill the art of music reading ability as 

one of the chief marks of musicianship.45, 46 The famil­

iar or old material is for review and also for polish­

ing for future concerts. 47 If all sections do well, 

there is no need for sectional rehearsals. According to 

Roger Heath, 48 the sectional rehearsal was: 

••• a time honored device for isolating and 
solving problems encountered by instrument­
al musicians because it affords the oppor­
tunity to work with small groups whose 
problems are similar, without wasting the 
time of the rest of the members of the 
band or orchestra. 

42House, Xnstrumental Music for Today's Schools, 
pp. 14J-144. 

4Jibid., pp. 144-145. 

44otto, Effective Methods for Building the High 
School Band, p. 186. 

45Ib1d., pp. 187-188. 

46House, Instrumental Music for Schools, pp. 14)-144. 

47Ibid., pp. 144-145. 

48Roger Heath, "Class Lesson Sectional Rehearsals,• 
The Instrumentalist, March 1969, p. 52. 
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When the director holds sectional rehearsals, there 1s 

an opportun1 ty to hear the students 1nd.1 v1d.ually and 

perhaps seat them d1fferently.49 

Rehearsal time, if used wisely, produces excel­

lent results. Once the rehearsal begins, so as not to 

lose valuable time, the conductor stops to give explana­

tions that are concise and explicit. With knowledge of 

the scores, good group control, and sectional rehearsals, 

the director should be able to receive satisfactory re­

sults.50, 51, 52 

Teaching Fundamentals of Music 

It should. be remembered that the director is pri­

marily a teacher. First of all, the director teaches the 

basic fundamentals of musicianship to the band. These 

include key signatures, meter signatures, note values, 

how to produce a good tone, intonation, phrasing, major 

and. minor sounds, musical terminology, and a basic under­

standing of the periods and styles of music. In order to 

accomplish this, Charles Sharp53 stated: 

49 · Ibid., p. 52. 

50taycock, "On Saving Time," p. 57. 

51Bittle, "Be Organized! Good Directors Are," p. 77. 

52Edward.s, "Directors--Get Organized I" p. 48. 

5Jcharles E. Sharp, "Teach Basic Musicianship to 
the Band.," The School Musician Director and. Teacher, 
April 1971, pp. 56-57. 
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or individually. In these lessons, taught by the direct­

or or a private instructor, the goal is to cover tech­

nique, musical forms, and. styles. O • Conne1159 feels the 

director could accomplish as much with a small group as 

with individual lessons. The following areas should be 

emphasized: 

1. Scales and arpeggios (played. with the mu­
sic or from memory) slurred, legato, or 
staccato, in various rhythm patterns, and 
at different dynamic levels 

2. Chorales for intonation, balance, blend, 
legato playing, attack and releases, and 
dynamic control 

J. Lip exercises for the brass players to 
develop tone and range 

4. Long tones for breath support, long bow 
control and dynamic control 

5. Unison drills from books presenting dif­
ferent problems of articulation, attack, 
rhythm, etc. 

6. Drills for evenness and control 

The general feeling 1s that directors do not teach their 

students enough factual knowledge about music theory and 

music history. When a student graduates from band, he 

should know more than how to finger a note or how to 

march. Robert W. Work60 agrees that a director, as a 

music educator, must know the field. This includes a 

knowledge of every instrument to be taught, its fingerings, 

590 •Connell, "G1 ve Your Group Pr1 va:te Lessons," 
p. 79. 

60Robert w. Work, "Are You Giving your Students a 
Rich Musical Experience in Instrumental Music?" The School 
Musician Director and Teacher, August-September 1969, pp. 
84-93. 
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and weak tuning areas. He also emphasized the necessity 

of consistency on the part of the band director. His 

formula for achieving an excellent performing high school 

band was to teach good techniques and. methods of tuning, 

as well as music fundamentals. These basic routines 

were.continued throughout beginning, intermediate, and 

advanced classes. 

Another aspect of a teacher's role is that of be­

ing a mot1 vator. According to Lile Cruse, 61 many method.s 

of motivation (point system, awards, letters, trip, festi­

vals, to name a few) have been tried in the past but all 

for the wrong reasons. The student needs to be motivated 

musically. This can be accomplished through the use of 

recorded. rehearsals, public performances, and parental 

praise. 

A method of motivation used by Paul Rosene62 was 

the "long tone contest.• He wrote that long tones accom­

plished many things for his students: 

1. Proper posture 
2. Proper instrument position 

. J. Breath intake quantity 
4. Breath intake control 
5. Air stream speed 

61t1le Cruse, "Motivate Your Students Musically," 
The Instrumentalist, March 1969, pp. 50-51. 

62Paul Rosene, '' Beginner Moti vat1on--Try a Long Tone 
Contest," The Instrumentalist, April 1969, pp. 28, JO, J2. 
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6. Air stream control 
? • Embouchure formation 
8. Embouchure control 
9. Proper tongue position 

10. Proper attack 
11. Tone quality concept 
12. Tone quality control 
13. Throat openness 
14. Tone release 

At the end of a three to four month period of daily prac­

tice, a contest was held. There were three class1f1ca­

t1ons--the woodwinds (excluding flutes); brasses {ex­

cluding tubas); and the tubas and flutes. The three 

winners received. an award plus publicity in the news­

paper. 

William Ed.wara.s6J suggests such activities as 

point systems, overnight trips, contests and festivals, 

parades, football games, medals, pins, and letters as 

motivation. The big motivator, other than parents, was 

that of constantly having something planned each month-­

a goal for the students to attain. Students wanted. to 

demonstrate their abilities to the public. He closed 

with a good summation of motivation: 

In conclusion, motivation of instrumenta­
lists 1s two-fold. First, it is the re­
sponsibility of the parents to encourage 
and. praise their child. on his or her in­
strument and. attend. all the functions 
that he or she performs before the pub­
lic. Secondly, it is the band or orches­
tra d.irector• s responsibility to keep 

6Jw1111am Ed.ward.a, "Motivating the Student," The 
Instrumentalist, November 1968, pp. 46-4?. 
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