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Providing a thorough introduction to both choral and instrumental conducting, this textbook offers a complete package of teaching, study, and assessment materials to support a single-semester foundational conducting course.

The book is designed to address the needs of students and instructors in mixed-discipline classrooms, giving equal weight to the conducting skills and repertoire of instrumental and choral ensembles. The 22 chapters are intended to fit comfortably into a single-semester course with two weekly classes. The authors cover key topics including conducting body alignment, breathing, the conducting box, baton use, cutoffs, left-hand use, conducting patterns, conducting styles, conducting subdivisions, accents, syncopation, score preparation and score reading, transpositions and clef reading, ensemble familiarity, error detection, rehearsal planning, and rehearsal techniques.

This textbook and its accompanying supplemental materials are uniquely designed for the instructor to achieve an efficient and readily organized class, and for the students to receive essential fundamental conducting skills on both instrumental—including orchestral and band instruments—and choral ensembles. Addressing the conductor’s role, basic conducting skills, makeup of instrumental and choral ensembles, and solutions to common issues, the text prepares all students to engage in higher-level conducting courses.

Selim Giray is Director of Orchestral Studies at the University of Mississippi, USA, and conductor of MYSP Repertory Orchestra. Giray performed as cover conductor for the Memphis Symphony Orchestra, and conducted the California High School All-State String Orchestra. Giray is the author of String Methods for Beginners (2020).

Michael Hanawalt is Director of Graduate Choral Studies at Florida State University, USA, where he conducts the Chamber Choir and teaches courses in conducting and choral literature. He is also Artistic Director of the Tallahassee Community Chorus.
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Foreword

Fundamentals of Instrumental and Choral Conducting, co-authored by Dr. Selim Giray and Dr. Michael Hanawalt, presents a text encompassing necessary conducting fundamentals for all beginning conducting students, but just as importantly, it contains vital information for students developing skills associated specifically with choral and instrumental conducting. The book chapters are presented in a logical progression allowing proper development of conducting skills. Chapters 1–6 focus on an introduction to the physical body alignment, conducting patterns, use of the baton, terminology, score reading, and aspects of programming. Chapters 7–9 introduce the reader to instrumental setup and choir configuration, terminology, and application of conducting of varying dynamics. Chapters 10–16 focus on conducting tempo and meter changes, compound meters, preparatory beats, additional score study, rehearsal planning, and error detection. Chapters 17–22 offer a concentration on the left hand, style and phrasing, irregular meters, and other articulative matters. Many collegiate conducting curriculums combine all first-year conductors into one class, but lack a text that is appropriate to all students. This text is designed specifically to guide these students in developing solid fundamental skills in a logical manner, and at the same time focus on necessary matters beyond physical movement. I am certain students and teachers alike will enjoy using this text.


Dr. Donald Trott University of Mississippi





Foreword

Does the world need another conducting textbook? After perusing the present volume authored by Drs. Giray and Hanawalt, the answer is a resounding “Yes!” The current range of choices is seemingly endless—and of varying degrees of quality and practicality. While watershed texts from such pedagogues as Max Rudolf, Elizabeth A. H. Green, William J. Finn, and Robert L. Garretson continue to illuminate and instruct, they do so within a paradigm that essentially separates the disciplines. Fundamentals of Instrumental and Choral Conducting, a visionary and groundbreaking accomplishment, illustrates the tremendous benefit provided by the transfer of salient aspects of practice and pedagogy between the instrumental and choral arts.

Giray and Hanawalt achieve a carefully considered balance with sensitivity and grace. While acknowledging and addressing techniques and pedagogy that distinguish the choral and instrumental genres, they present most effectively and compellingly the myriad skills and characteristics common to both areas. Moreover, the authors deftly highlight and underscore the many ways in which instrumental conductors may benefit from knowledge of the choral discipline and vice versa. In doing so, they have dealt a formidable blow to the silo mentality that has plagued music education in general, and conducting pedagogy in particular, for generations.

What further distinguishes Fundamentals is the courage and foresight to address challenges and opportunities unique to ensemble leadership in the twenty-first century. Conductors working today must weigh issues of diversity, equity, and inclusion as related to ensemble leadership; this is one of the first pedagogical textbooks to attempt a frank and clear-eyed discussion of these topics. Giray and Hanawalt also encourage the reader to carefully consider a programming philosophy that includes underrepresented composers, a worldview that enables every ensemble member to be seen and represented in the literature performed.

Perhaps most importantly, Drs. Giray and Hanawalt bring to this project a proven track record of student-centered, process-oriented ensemble leadership and teaching. Having had the privilege of working collegially with both as faculty members at Wichita State University, I can enthusiastically and unequivocally attest to their all-embracing effectiveness in both concert hall and classroom. Dr. Giray, whose training reflects the tremendous discipline and tradition of his native Turkey as well as Florida State University, is one of the most conscientious and caring pedagogues I have ever observed, tailoring his work on the podium and in the private studio to meet the needs of every student. Dr. Hanawalt revitalized and fortified our choral program in a dizzyingly brief period. He continues to motivate and inspire musicians young and old with incomparable ingenuity. Together, their tremendous artistry and humanity radiate from every page of this innovative and essential text.


Dr. Mark Laycock Wichita State University





Preface

The purpose of this textbook is to serve as a primary resource to any college- and university-level Fundamentals of Conducting, Basic Conducting, or Beginning Conducting class. Fundamentals of Instrumental and Choral Conducting is intended to fit into a single regular semester and be utilized in full, without the necessity of any chapter omission. Toward that end, it comprises twenty-two chapters, which correspond with two hourly classes per week for a semester—which is in line with an expected one-credit course in a NASM-accredited music program that fulfills part of the expectations for a Bachelor of Music Education degree. This textbook and its accompanying supplemental materials are designed for the instructor to achieve an efficient and readily organized class, and for the students to receive essential fundamental conducting skills on both instrumental—including orchestral and band instruments—and choral ensembles. The instructor may utilize this textbook in a class designed for instrumental majors, choral majors, or in a mixed classroom of both instrumental and choral majors.

The authors presume that the instructor and students of the course have access to a music vendor with a selection of standard conducting batons—ultimately, it is the responsibility of students to purchase the required items. This course has been prepared with over forty years of combined teaching experience at the secondary and higher education levels, and professional performance experiences. This textbook was utilized at the University of Mississippi before it was published. The purpose of this book is to provide the instructor with the tools and aid required to face all eventualities of the student body: from a classroom of uninitiated music majors in conducting, to students ready for higher conducting concepts and focused content in their respective disciplines.


Notes for the Instructor

It is necessary for each student to complete the practice and exercise materials presented in this text throughout the semester. As per your prerogative, you may supplement further practice and exercise materials in addition to those provided in this textbook. To that end, additional materials and sources are provided to you through Routledge’s Download Hub for your consideration. This textbook has been designed to alternate between theoretical and practical aspects of conducting to help students build their stamina without causing undesirable tension. Theoretical and practical aspects of the course, and rotating tasks between left-hand and right-hand techniques are arranged with that interest in mind. The introduction and use of the baton is recommended for all students in the class; however, if the instructor’s choral-conducting teaching philosophy dictates otherwise, the choral students in the class can be taught without the baton. Since conducting involves breathing and use of the entire body, it is highly recommended to begin each class with breathing and stretching exercises (please see Instructor’s Packet for specifics). It is helpful for students to stand up and stretch to alleviate any possible tension during rotation of tasks. Also, this textbook introduces conducting patterns starting with the four pattern, then moves onto two and three patterns. The conducting exercises comprise most accessible musical selections that are presented in a continuous loop by way of a repeat sign. At this formative stage of conducting, this arrangement of presentation is designed to give the instructor the opportunity to walk around the classroom and make corrections to the conducting stance or body alignment and beat pattern of individual students. The instrumentation of conducting exercises has been revised to accommodate a mixed class that comprises both instrumental and choral students. To that end, instrumental exercises have been transcribed to a four-part flex ensemble. The purpose of the flex ensemble is to allow all class members to participate in an impromptu class-ensemble, made of any combination of the following instruments: C (both strings and band instruments), B-flat, E-flat, and F instruments. For both the instrumental and the choral conducting exercises, an optional piano accompaniment is provided.



Notes for the Students

Your instructor will present this course with the intention of preparing you for your continued conducting training in your corresponding area. Therefore, both the proper terminology and discipline focuses are applicable to your particular discipline. However, you will need to anticipate how to build upon the fundamental knowledge and skills we cover in this class to advanced conducting techniques in your area. As this is a competency-based course, it is up to each student to apply practice skills learned in-class, and apply those skills in individual practice time to build your conducting aptitude. The student must take initiative in becoming fully comfortable with each concept and skill presented in a class in order to build overall conducting competency successfully. To that end, in each chapter, conducting concepts of study will be presented in a single layer, and cumulatively those layers will be built upon in this text. The success of the student depends on one’s self-confidence gained through the application of determined and methodical practice regimen as presented in this text, with your instructor’s guidance throughout the semester.
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