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Abstract 

 

Despite a growing volume of research into the issues faced by women 

conductors, there are still very few women conducting at the tertiary and 

professional levels in Australia. Recent research relating to women and 

conducting has highlighted the masculine stereotypes associated with the 

conducting role and the impact that they have had on women aspiring to 

conduct at the highest levels. It is in changing these stereotypes that the 

challenge lays. Current research, however, has focused primarily on the 

experiences of professional level orchestral conductors and has not yet delved 

into the experiences of women in other areas. This dissertation explores how 

these other areas of the conducting profession, including wind band conducting 

and the school context, might help to redefine the conducting role so that it is 

more accessible to women. 

 

The aim of this dissertation is to give voice to the many women that conduct 

daily in school instrumental music programs across Australia. Through these 

discussions, the responsibilities of conductors at primary school, secondary 

school, tertiary and professional levels will be considered with regard to gender, 

including an in-depth discussion of the specific areas of teaching ability and the 

musical knowledge, skills and training of the conductor. This investigation will 

open the discussion of the role of the conductor and create a broader and richer 

understanding of the discipline, encompassing all of its fields. Furthermore, it is 

hoped that this more inclusive approach will validate the experiences of women 
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currently working in the conducting profession and encourage future 

generations of women to pursue this career. 
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Chapter 1: Introduction 

 

In recent years there has been a growing interest in the status of women in 

professional conducting positions throughout the world. Researchers such as 

Bartleet (2002, 2003, 2005, 2006 & 2008 (forthcoming)), Lebrecht (1997 & 

2000) and Cheng (1998) have discussed and recorded the experiences of these 

women, investigating not only the challenges, sacrifices, and triumphs that they 

have endured, but also the underlying social discourses that have made their 

climb to the top so challenging. The focus of these studies, however, has been 

on professional orchestral women conductors in the international arena. 

Additionally, while many of these studies have given a voice to these women 

conductors, there has been little that examines the role of the conductor outside 

the professional
1
 domain giving scope only to the opinions of those within that 

realm. Researchers in the United States have contributed to an extent in this 

area, documenting the difficulties of women in College band directing positions 

(Gould, 2001 & 2005; Jackson, 1996 & 1998). The reality is, however, that 

there are both women and men conducting in a variety of other positions whose 

experiences and opinions have not yet been fully documented. Further to this, to 

date, there has been no research that specifically investigates Australian women 

conductors and, more distinctively, Australian women in the wind band 

conducting scene.  

 

                                                 
1
 For the purpose of this research, a professional conductor is defined as one conducts a 

professional level ensemble. That is, an ensemble in which both the conductor and the players 

are paid. At the time of this research, the only professional level wind bands in Australia are 

within the military sector. 
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The focus of this dissertation is to examine the specific culture of the wind band 

conducting setting with a particular interest in the experiences of Australian 

women. In this dissertation, however, I do not aim to reproduce a similar study 

to those mentioned above or to determine the cause of the apparent low number 

of women in professional and tertiary level wind band conducting positions in 

Australia.  

 

When speaking of the low number of university level band directors in the 

United States, Gould (2005) states,  

The profession of conducting university bands exists within the 

profession of music education in general, which, of course, exists within 

the profession of music. Clearly, one cannot be adequately understood 

without placing it in the context of the others. What is needed, then, is 

richer more substantive, and meaningful understandings of the 

professions in general and of specific questions within them in 

particular, as they may provide the basis on which change can be 

possible (p. 148) 

The rationale for this study, therefore, is that while the tertiary and professional 

levels of conducting may still be male-dominated, there are a multitude of 

women who conduct daily in school instrumental music programs across 

Australia (and indeed the world). These women have a wealth of knowledge 

and experience that can inform and enrich our current understanding of what it 

is to be a conductor and more specifically, a woman conductor. The aim of this 

dissertation is to give voice to conductors working at all levels of the 
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conducting profession and in particular, the women who work daily with the 

next generation of musicians. In addition, it is hoped that it will promote a 

broader understanding of the role of the conductor in all its facets. 

  

Methodology 

A variety of research methods have been used throughout this dissertation. As 

part of this study a questionnaire and online interviews were undertaken with 

Australian wind band conductors. While mostly qualitative in nature, elements 

of quantitative data collection were used initially to give scope and background 

to the project. Brannen (2005) affirms this convergence of methodology styles, 

stating that the use of quantitative data collection is able to assist in identifying 

relevant individuals or groups for further, more extensive study. Therefore, 

questionnaire data comprised of both quantitative and qualitative generated 

questions.  

 

Forty possible questionnaire participants were selected as a result of their high 

level of involvement in well-established school, tertiary or professional wind 

band conducting positions across Australia. It was determined that both women 

and men would be approached so as to achieve a broad understanding that 

would encompass the experiences of all conductors despite gender. Those 

selected were located in the following Australian States: Queensland, New 

South Wales, Victoria and Western Australia. These potential participants were 

then contacted either in person, via email or phone and invited to participate in 

the research project. All participants agreed and questionnaires along with their 
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consent forms were mailed to them. Of the forty questionnaires distributed, 

fifteen were completed and returned; however, as participants were given the 

option to remain anonymous, it is not possible to determine with certainty, the 

location of all participants. It is possible although, to confirm the participation 

of Queensland, New South Wales and Victorian residents.  

 

Questionnaire respondents were asked to reply to a series of quantitative 

questions relating to their gender, age, length of conducting experience and the 

level of bands that they currently conduct to establish important demographic 

and contextual information. Subsequently they were asked to respond to 

questions regarding their beliefs, motivations and experience in relation to 

conducting. The questions were constructed as a result of issues identified in 

preliminary literature readings and also through personal experience as a 

primary and secondary school band conductor. Topics of inquiry included 

motivations for conducting, measures of success for themselves and others, and 

questions relating to women and conducting (See Appendix A). Participants 

were also asked to volunteer contact details should they be willing to participate 

further in the research project. An analysis phase then followed which included 

the identification of themes through breaking down respondents’ comments into 

single ideas and categorizing them accordingly (Bryman & Burgess, 1994; 

Ryan & Bernard, 2000). Comments were also analyzed holistically to draw out 

essential meaning and intent (Miles & Huberman, 1994). This allowed for a 

general understanding of the respondents’ underlying perceptions, influences, 

and interpretations of the discourses and ideology associated with conducting 
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and women conductors. Results from this data were then collated and analyzed 

to establish directions for the remainder of the research and to select 

interviewees.   

 

Five possible interviewees were selected for participation in an online interview 

process and were contacted to ascertain their willingness to contribute. Three 

were chosen as a result of their extensive conducting experience of 20 years or 

more, and the other two who had less experience, were selected for the reason 

that they have ongoing experience conducting specialist, extension ensembles 

for secondary school students. All potential participants were female so as to 

enable the specific experiences of women to be documented, and were located 

in the Australian states of Queensland and Victoria. As there were no women 

wind band conductors working at a professional level during the time of my 

research, only women conducting at primary school, secondary school and 

tertiary levels were chosen. It is important to note that at the time of my 

research the only professional wind band conducting positions available in 

Australia were those within the defense forces. While many respondents 

identified that they currently conduct in a community context, exploring the 

subtleties of this setting is not within the scope of this dissertation. Of the five 

selected women, four completed the interview process. These women spanned 

the primary, secondary and tertiary levels of conducting, and all were currently 

conducting in a school context. The interview questions were derived from the 

issues elicited from the questionnaire results and related to the personal and 

musical experiences of these conductors, their opinions regarding conducting 
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roles and gender, and their conducting aspirations (See Appendix B). Comments 

made by interviewees were then considered in conjunction with research 

literature and questionnaire data, shaping the design for the remainder of the 

research project. 

 

Ethical clearance was obtained for this project and permission was given by the 

participants for their comments to be included in this thesis. However, to 

preserve confidentiality, the names of participants will not be disclosed and 

identifying information will not be included. Quotes from respondents that are 

integrated into the text are followed by parentheses that, in the case of 

questionnaire respondents, identify gender, years of conducting experience and 

the levels at which they currently conduct. These details provide useful 

contextual information that allows the reader to position these statements. As all 

interviewees are female, only their experience and conducting levels are 

identified. In addition to the experiences of questionnaire and interview 

respondents, elements of my own self-reflections have been incorporated. The 

use of self-reflection, according to Tedlock (2000), will allow for a more 

meaningful interpretation of the research data and will “invite audiences to enter 

actively into horizons of the human condition” (Bochner & Ellis, 1996). It is 

through the exploration of the experiences of these practicing conductors along 

with reflection on my own conducting experience that I aim to generate greater 

understanding of women’s experiences in wind band conducting in Australia.  
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Dissertation Outline 

This dissertation has been organized into five chapters. Chapter 1 introduces the 

project and outlines the methodology and research questions employed. Chapter 

2 will explain the background for the study including a brief history of 

conducting and the issues that continue to challenge women in this profession 

through a review of the current research literature. It will also discuss the 

findings of the questionnaire. Chapter 3 and 4 will present an in-depth 

investigation of the identified areas of teaching ability and the knowledge, skills 

and training requirements for conductors, exploring the role of the conductor 

and practical implications at various levels of the profession. Finally Chapter 5 

will summarize and draw together the research findings, and consider the future 

implications of gaining a more inclusive understanding of the conductor’s role.  
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Chapter 2: Current Status of Women Wind Band Conductors in 

Australia 

 

In a study that aims to delve into the perceptions associated with the role of the 

conductor and the issues connected to the challenges that have confronted 

women in this area, it is first necessary to investigate the past. Through an 

understanding of this history an informed discussion of future discourses 

becomes possible. In this chapter I will consider the history of traditional 

conducting practices and the more recent wind band conducting genre, in light 

of the ramifications of the masculine stereotypes that dominate the podium. In 

order to do this, I will draw on literature in the areas of musicology, gender 

studies and leadership studies. With these as a foundation, I will discuss the 

findings of the questionnaire, also citing comments from the interviewees, 

highlighting their relevance to the abovementioned literature, and identifying 

areas for further investigation. 

 

Conducting – A Brief History  

According to Grove Music Online (Spritzer, Zaslaw, Botstein, Barber, Bowebe, 

& Westrup, 2006), conducting, in some form, has been documented as early as 

the fifteenth century. While its mode is not entirely agreed upon amongst 

scholars, there is evidence that its form ranged from regular audible beating of 

time to visual cues such as the raising of arms to indicate entries. This later 

developed to include other performance aspects such as dynamics and 

articulation. However, it was not until the mid 1800s that the formal tradition of 
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conducting, as we know it, began to grow in popularity and status, with the 

conductor taking on “the role of a leading stage personality and [becoming] the 

focus of adulation, criticism and applause” (Spitzer et al., 2006, p. 6). It was in 

this spotlight that the image of the tyrannical, all knowing and artistically 

superior conductor was born.  

 

In nineteenth-century writings on the art form, the conductor is described with 

admiration, as “a formidable personage, who knew how to make himself 

respected at his post – sure of his business, strict, despotic, and by no means 

polite” (Wagner, 1887, p. 4). In the following 100 years, it appears that little 

changed with Schonberg’s (cited in Page, 2005) description of the conductor 

echoing with familiarity:  

He is of commanding presence, infinite dignity, fabulous memory, vast 

experience, high temperament, and serene wisdom. He has been 

tempered in the crucible but he is still molten and he glows with a fierce 

inner light. He is many things: musician, administrator, executive, 

minister, psychologist, technician, philosopher and dispenser of 

wrath…Above all, he is the leader of men. His subjects look to him for 

guidance. He is at once a father image, the great provider, the force of 

inspiration, the Teacher who knows all (p. 2). 

While modern perceptions of the conductor have changed somewhat, the 

ramifications have carried on throughout the 20
th

 century and into the 21
st
. As 

Bartleet (2003) points out, it has historically been men who have had the power 

to construct this role, and therefore, the masculine conductor ideal became the 
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norm. The result has been that anyone who disrupts this ideal, through 

behaviour or appearance, has not been readily accepted on the podium. Women 

have come face-to-face with this obstacle and it is only recently that they have 

been accepted into the highest levels of the profession. In the mid 1980s, Hinely 

observed that “performing and teaching careers [in music] presented women 

with perplexing problems and slow progress toward recognition, but conducting 

was an even less obtainable career goal. The highest hurdle for women in music 

was the one up to the conductor’s podium” (p. 42). More recently, Bartleet 

(2008 – forthcoming) writes, “while many of the world’s leading orchestras are 

approaching a fifty-fifty representation of men and women in their 

organizations, I discovered that a markedly different situation is occurring on 

the podium” (p. 4). This statement illustrates that while the area of performing 

has become much more open to the inclusion of women at the highest levels in 

the past 20 years, the area of conducting has not witnessed the same 

transformation. Further to this, it was noted by one of the questionnaire 

respondents in this study that “until recently there were very few women 

conducting more advanced ensembles even at a high school level” (Female, No 

age given, 20 years experience, Secondary). She continues on to say that at a 

secondary school level this has changed dramatically in the past few years 

indicating that more rapid changes appear to be happening at the lower levels of 

the profession.   

 

It is interesting to evaluate these changes against the trends in other areas of 

leadership. Women in the area of business have been documented to have 
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experienced a similar plight as women conductors with many achieving success 

in small to medium sized organizations but still having difficulty breaking into 

the top levels. Additionally, women aspiring to these positions have found it 

necessary to conceal their gender through their behaviour and appearance 

(Sinclair, 1998). These are the same hurdles faced by women conductors that 

Bartleet (2002, 2003, 2004, 2005, 2006 & 2008 – forthcoming) has documented 

in her research. She (2008 – forthcoming) found that, based on orchestras with 

an artistic budget of over one million dollars, only just over 4% of the top level 

orchestras in the United States employed a female Music Director or Principal 

Conductor. However, a step down at middle-tiered and semi-professional 

orchestras saw a slight increase, with women holding close to 7.5% of the 

Music Director or Principal Conductor positions.  

 

Despite similarities in those areas, leadership paradigms in our culture are 

shifting with great momentum and the conducting profession has been slow to 

keep in line with those changes. Only 10 years ago, Sinclair (1998) noted that, 

“conceptions of leadership are locked in a time-warp, constrained by lingering 

archetypes of heroic warriors and wise but distant fathers” (p. 2). However, only 

one year later, Neill (1999) observes, in light of new global trends that 

“traditional approaches to organisation, management and leadership are now on 

trial as old beliefs are being interrogated to establish their usefulness, or 

irrelevance” (p. 116). She continues on to provide a framework of new ideas in 

the area of leadership that include an “increasing emphasis on problem solving, 

flexibility, creativity, networking and team work” (p. 117). In light of this new 
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ideology, the long-established perceptions of the conducting role that describe 

the conductor as an all-knowing, almost divine force, leave the role looking 

antiquated and for the most part, redundant. It is, therefore, imperative that this 

role be reconsidered and brought in line with current practices.  

 

An additional consideration in this discussion is the role that the wind band 

conductor has played in shaping the conducting role. Until the institution of 

school band programs in both Australia (Steven, 1997) and the United States 

(Fennell cited in Garofalo, 1981) in the 1920s, the wind band conducting role 

was restricted to the military tradition. While the specifics of the military 

tradition are outside the scope of this study, it is my observation that school 

band conducting positions in Australia have often been occupied by ex-service 

men and women, and at least one questionnaire respondent identified himself as 

ex-military. While the full extent of the influence of the military conducting 

tradition cannot be determined within this study, there is evidence of its impact 

on the wind band tradition in general. This includes much of the traditional 

repertoire considered ‘standard’ for the wind band such as Holst’s First Suite 

for Military Band Op.28 No.1, which is considered as the earliest, significant 

original wind band work, along with pieces by composer Percy Grainger such 

as Lincolnshire Posy (Reynish, 1999). Nevertheless, since the 1920s, there has 

been an explosion of school wind band programs in both Australia and the 

United States, both with differing contexts but similar philosophies.  
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Fennell (cited in Garofalo, 1981), when speaking of the United States public 

school music system observed that “suddenly there was a need for every school 

to have something. No school today wants to consider itself twenty-fifth down 

the line” (p. 23). This can also be said of Australian school band programs with 

the majority of schools, in both public and private sectors, offering a band 

program to their students. Additionally, opportunities for women conductors 

have been found more recently at this level, so that one is just as likely to see a 

woman conductor, as a man in these settings. In light of the large number of 

band conducting positions in Australia and the United States, and the higher 

proportion of women conductors in this area, what impact has this had on the 

conducting tradition as a whole and the experiences of women at the higher 

levels? It seems, very little, with research from the United States concluding 

that women band conductors face the same uphill climb that women orchestral 

conductors do at levels beyond the school context (Gould, 2001 & 2005; 

Jackson, 1996 & 1998). This research, while carried out in the United States, 

could also have implications for the Australian context. Additionally, Gould 

(2001) identifies that women band conductors do not only face the challenge of 

lesser status as a woman but also as a non-orchestral conductor:  

Among music ensembles, orchestras certainly have more status than 

bands, and among college faculty, band directors correspondingly tend 

to have less status than orchestra directors. Similarly, college band 

directors tend to have more status than elementary (beginning) band 

directors, while men band directors tend to have more status than 

women band directors, demonstrated by the gender of incumbents at the 
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most prestigious college band conducting positions, officers in the most 

prestigious band organizations, and editors of the most prestigious band 

journals (p. 16). 

She goes on to argue that strengthening the ties between tertiary and school 

level conductors would be of benefit to the whole profession (p. 17). While 

Gould is speaking of the situation in the United States, Bartleet’s (2002) 

research finds that Australian conductor, Simone Young, has had similar 

experiences in the professional orchestral realm as Marin Alsop, a conductor 

from the United States. Therefore, one might suggest that this correlation 

between experiences of conductors in Australia and the United States extends to 

wind band conducting also. 

 

With leadership traditions evolving and the role of the leader being redefined, I 

am led to question the reason for the comparatively slow change in the 

conducting discipline as a whole. Are dated understandings of the role of the 

conductor and the perceived hierarchy of orchestral and wind band conducting 

codes continuing to inhibit the conducting profession? Would a broader and 

more inclusive knowledge of the conducting role give us a greater 

understanding that would enable women to gain acknowledgement for their 

conducting work in educational contexts and more success in the higher levels 

of the profession?    
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Results of Research 

While the questionnaire is small in sample size, the qualitative research methods 

that have been employed throughout this project have allowed for deeper 

reading of this data. The personal experiences and beliefs of the women and 

men surveyed certainly provide a significant insight into the role of the 

conductor as seen by conducting practicians across the primary school, 

secondary school, tertiary and professional levels in Australia.  

 

In light of the aforementioned literature research and the thematic analysis of 

the questionnaire responses, it was discovered that the responses relating to the 

conductors’ personal motivations for conducting, personal measures of success 

and the qualities required of conductors at the various levels of the profession 

were of the most significance to my research. Therefore, the results of these 

questionnaire responses will be briefly examined here with their relevance to 

the literature and then further explored in Chapter 3. 

 

The motivation of the conductors surveyed was of particular interest for the 

reason that those who work at the primary and secondary school levels may 

only conduct out of necessity. This factor is of great consequence to the 

argument that the number of women conducting in the school context is much 

higher than the number conducting at tertiary and professional levels as one 

could suggest that the higher number of women is the result of job necessity.  
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Questionnaire respondents were asked to respond to the question, ‘Why do you 

conduct?’ Many respondents listed more than one motivation for conducting. 

The responses, in general, could be categorised into three themes:  

• Job requirement,  

• Enjoyment, and  

• Benefit to others.  

Approximately 50 percent of the respondents, both male and female, listed job 

requirement as a reason for conducting. While most of these respondents were 

women, only one respondent listed this as her sole grounds for conducting, 

stating, “I conduct because I have to” (Female, 36-45, 20 years experience, 

Secondary). Close to 70 percent of the respondents, equally weighted male and 

female, indicated that for them conducting was an enjoyable experience and 

many of these specified that they chose to take on additional conducting 

responsibilities, either in the community or associated with their job, that were 

beyond the requirements of the position. In the third category, benefit to others, 

it is significant to note that all of the respondents that indicated this as a 

motivation for conducting were female. This theme was also highlighted by 

Interviewee B (21 years experience, Secondary/Tertiary) who shared her belief 

that the reason why there are more women in school conducting positions than 

in the higher levels is because typically women are more ‘others focused’ rather 

than ‘self focused’. Green (1997) argues that this is a result of the social 

constructs of femininity and masculinity, which shape the behaviour of men and 

women. She, along with Brannock (1999), explains that women are taught from 

an early age to be nurturing and sensitive to the needs of others. Judith Butler, a 
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feminist theorist (cited in Koza, 2005) further expounds on this stating that 

“when a particular child is born, the child is cited as a girl at birth and many 

times afterward; each citation helps to constitute that child as a girl and also to 

reinforce the discursive formation ‘girl’” (p. 188). This tendency for women to 

be ‘others focus’, motivated to conduct not for themselves per se, but for the 

benefit of others, may not stem solely from personal preference but be a learned 

attitude constructed by social expectations of women. While other factors such 

as the cut-throat nature of the professional conducting realm, travelling 

commitments and significant sacrifices to home and family life (Bartleet, 2003) 

may explain the reluctance of some women to conduct at the higher levels, the 

influence of the discussed social discourse cannot be ignored. Consequently, the 

suggestion made by one respondent that “conducting at the highest levels does 

not [appear to] appeal to the same amount of women that it does men” (Male, 

46-55, 25 year experience, Primary/Secondary), and therefore, women are not in 

tertiary or professional conducting positions as a result of their preference, is 

called into question.  

 

Personal measurements of success were also of interest in this research as they 

provided insight into the respondents’ assessments of themselves as conductors 

and what they perceive as being valuable to the conducting role. Additionally, 

the measures they use for self-assessment are likely to influence their judgments 

about others, and therefore, have the potential to shape their general perceptions 

of the conducting role. Responses were highly individual and while general 

themes may be present in a larger sample size, none could be reliably 
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established in this study. Responses such as “When I see an ensemble perform 

to their best ability (or beyond expectation) I feel successful” (Female, 26-35, 7 

years experience, Primary/Secondary) and “the ensemble attaining the highest 

musical standards possible” (Female, 26-35, 9 years experience, 

Secondary/Tertiary) indicate that performance outcomes were important to 

many of the respondents. Also, the question posed by one respondent, “Are they 

[the ensemble] playing what I am conducting?” (Female, 25 years & under, 8 

years experience, Primary/Secondary/Tertiary/Professional) appeared to 

resonate with other respondents who specified the significance of the ensemble 

players’ attention to the conductor. Some respondents indicated that “feedback 

from [their] peers” (Male, 36-45, 21 years experience, Primary/Secondary) and 

“feedback from the band members and public” (Male, 46-55, 26 years 

experience, Secondary/Tertiary) was also important to their personal measure of 

success as a conductor. It is interesting to note at this point, that the above 

comments are divided in their focal point with success either measured on the 

one hand by the outcomes or performance of others (the ensemble) and on the 

other hand by the reactions of others about the conductor personally, a more 

self-focused perspective. Furthermore, the ‘others focused’ comments are 

generally made by the female respondents whereas male respondents made 

statements that focused on their personal outcomes and achievements. This 

observation is in agreement with the earlier argument that women are more 

likely to be ‘others focused’. This noted trend is also supported by my own 

experiences within the primary and secondary school contexts where I have 



 20

observed that many women are driven more by the need to create success for 

their students than for themselves.   

 

The inquiry that was most illuminating in this questionnaire, however, was the 

section which asked participants to list the qualities of successful wind band 

conductors at primary school, secondary school, tertiary and professional levels. 

These responses add a deeper layer to the previous discussion about women’s 

segregation at the more junior levels of conducting. The respondents described a 

total of 242 characteristics or qualities across these four levels that highlighted 5 

major themes. These themes were:  

• Personality and character, which included traits such as patience, 

passion, and enthusiasm while also referring to abilities in relating and 

motivating specific age groups, 

• Teaching ability, which concerned pedagogical approaches including 

knowledge of appropriate educational practices and methods of delivery, 

• Musical knowledge, skills and training, which included general musical 

knowledge as well as knowledge and skills considered specific to 

particular levels of players and age groups 

• Organizational skills, which incorporated planning ability along with 

time management issues, and  

• Conducting ability, which applied to general conducting experience as 

well as gestural ability and technique. 
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Table 1 represents the weighting of comments in each area. Interestingly, 

conducting ability, along with organization, did not show a marked increase at 

the higher levels as could have been expected. Qualities such as “Good 

conducting skills” (Male, 36-45, 21 years experience, Primary/Secondary) and 

“Good rehearsal and conducting technique” (Female, 26-35, Experience not 

noted, Primary/Secondary/Professional) are mentioned as desirable qualities in 

a primary school conductor and are repeated in various, forms throughout the 

higher levels without much alteration. Additionally the volume of comments 

associated with these areas only changes marginally across the levels. 

 

 

 

 

 

 

 

 

 

 

 

 

 

Table 1: Weighting across the conducting levels of themes associated with success  

 

0

10

20

30

40

Primary Level Secondary Level Tertiary Level Professional Level

Personality &
Character

Teaching Ability

Musical Knowledge,
Skills & Training

Organisation

Conducting Ability



 22

As Table 1 demonstrates, the respondents felt that the qualities associated with 

teaching ability, and musical knowledge, skills and training, and to some extent, 

personality and character, played differing roles of importance at the four levels. 

These three areas that were identified by the questionnaire respondents are 

supported by research conducted by Vallo (1999). Through literature review 

and surveys of orchestra and band directors he identified three categories of 

qualities required for success. They are:  

• Personal qualities, which refer to personality and character and 

determine the quality interaction between the conductor and ensemble,  

• Musical qualities, which include the conductor’s personal level of 

musicianship as well as general musical knowledge, and 

• Pedagogical qualities, which incorporate educational philosophy and 

knowledge of teaching methods (p. 29).  

These areas will be further examined here and subsequently in more detail in 

the following chapters. The aim of this discussion is to achieve a broader 

understanding of the role of the conductor at all levels so as to encourage more 

inclusive practices. This inclusive role will then allow women to have greater 

success in entering the higher levels of the conducting profession. 

 

Key Areas in the Role of Conductor 

Not unexpectedly, a conductor’s ability to teach is highly valued in the primary 

and secondary school situations. “A commitment to laying very solid and 

trustworthy musical foundations” (Female, 26-35, 9 years experience, 

Secondary/Tertiary), is seen as being of high importance at this level. Creating a 
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solid musical foundation in a student’s playing while having the ability to 

communicate at a level appropriate to the students’ cognitive ability is 

paramount and evident in many of the responses. It is at this elementary level 

that the highest concentration of women band conductors is found (Gould, 

2005). One respondent indicated that women conductors are sometimes better 

suited to younger groups as a result of their rapport, patience and 

“understanding of developmental needs” (Female, 36-45, 14 years experience, 

Not currently conducting), further reinforcing the nurturing and caring female 

stereotype previously investigated.  

 

While many of the comments made by respondents at the primary school level 

are echoed at the secondary level, highlighting the continued importance of 

solid teaching from the podium, these remarks are accompanied by clarification 

that the expectations must be higher. They emphasize that the conductor at a 

secondary school level needs to be conscious of encouraging students and 

whole ensembles to strive for a higher level of musicality. While the 

respondents’ comments indicate that an ability to teach is still necessary after 

the secondary school level, there was a lower expectation of this at the tertiary 

and professional levels, particularly at the professional level. The focus of the 

respondents’ comments changed at these levels to indicate that an adjustment in 

the educational approach is required.  

 

While the importance of the conductor’s teaching ability decreased as the ability 

level of the players increased, the desired level of the conductor’s musical 
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knowledge, skills and training increased dramatically. Desirable qualities in a 

conductor at these levels included knowledge of music history and theory and 

musicianship skills along with other, non-musical skills. Respondents also 

indicated that additional training was essential to those conducting at the tertiary 

and professional levels. This topic of further training is an area that Bartleet 

(2008 – forthcoming) has also identified as significant, as women are still in a 

minority at graduate level conducting courses. Her research highlights that 

common perceptions of the requirements of conductors, even those seemingly 

unrelated to gender, can continue to perpetuate male dominance at the higher 

levels. She suggests that:  

Critiquing some of the basic assumptions in conducting pedagogy – 

relating to the body and authority, for example – could lead to a more 

inclusive approach to learning, which acknowledges the experiences of 

those who differ from Western masculinized norm on the podium”  

(pp. 11-12). 

Further, I would suggest that these revised approaches for conductor training 

would not only be beneficial to those participating but would be highly 

influential to the future generations of musicians who work in the ensembles of 

these conductors in the school and tertiary contexts. By modelling new 

discourses to students early in their musical experiences and then continuing 

this throughout their playing careers, there is an opportunity to break the cycle 

of outdated perceptions.  
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Finally, while personality and character comments do not show the same 

dramatic shift as the previous two themes that have been discussed, and will not 

be further explored later in this dissertation, many of the comments made by the 

respondents warrant some mention. In fact, Green (1981), in her book The 

Modern Conductor, states that conductors at a school level need a “pleasing 

personality” (p. 2). Comments made by respondents articulate the importance of 

the conductor’s ability to engage and to some extent, entertain the players in a 

school context. However, in the higher levels personality appears to play a 

different role and comments are more about the ability to gain respect from the 

players. Interestingly, more than one questionnaire respondent noted that male 

conductors often have “a natural ‘presence’ and players tend to have instant 

respect for them” (Female, 26-35, 7 years experience, Primary/Secondary). 

Such a comment reveals a correlation between the perceived requirements of 

the higher conducting levels and accepted characteristics of masculine 

behaviour. As Bartleet (2003) has argued, this has major implications for how 

women conductors deal with leadership and authority on the podium. 

 

Conclusion 

In this chapter, two areas were recognised as having the potential to be highly 

influential in redefining the role of conductor. These are teaching ability, and 

the musical knowledge, skills and training of a conductor. I believe that further 

exploration of these areas has the potential to create a more rich and inclusive 

understanding of the conducting role and as this chapter has shown, there is 

evidence to suggest that there are correlations between these and arguments and 



 26

gender expectations. Traditional descriptions, such as those by Wagner (1887) 

and Schonberg (cited in Page, 2005) referred to earlier in this chapter, have 

drawn attention to the masculine stereotypes associated with the conductor. 

Recent research by Bartleet (2002, 2003, 2004, 2005, 2006 & 2008 – 

forthcoming) has discussed the challenges that this stereotyping has had for 

women entering the higher levels of the orchestral conducting field, 

documenting the personal experiences of some of these women. With this in 

consideration, my research indicates evidence that the social norms associated 

with femininity seem to be in support of women’s involvement in the lower 

levels of conducting while masculine stereotypes appear to compare more 

favourably with the higher levels. This is particularly evident in issues 

associated with respect and traditional conductor training methods. Through the 

following discussions I will investigate these topics with a particular focus on 

the areas of teaching ability and, the musical knowledge, skills and training of a 

conductor. Of utmost importance in these discussions will be their capacity to 

define the role of the conductor and thus, promote a broader understanding of 

the role in all its elements. 

 

 

 



Chapter 3: Teaching on the Podium 

 

The fact that all conductors need to teach at some level, despite the ability of the 

ensemble players, is a point made by Elizabeth Green (1981, p. 2), in her book 

The Modern Conductor. Such an idea dispels any notions that teaching from the 

podium may be a requirement restricted to the role of primary and secondary 

school band conductors. However, current research into conducting, which 

deals primarily with the professional level of the discipline, rarely mentions this 

aspect of the role (see for example, Schuller, 1997). While the primary and 

secondary school band conductor positions quite possibly entail a much larger 

necessity for teaching ability, Green’s statement clearly implies that it is an 

ability that all conductors should develop. What then, does this mean in 

practical terms for the conductor? Are the same skills in teaching required by all 

conductors or does this role alter at each of the primary, secondary, tertiary and 

professional levels? How can a further understanding of this area enrich our 

current perceptions of the role of conductor in general to make the role more 

inclusive and accessible to women? 

 

In this chapter I will investigate the teaching role of the conductor at each level 

of the profession within the framework of music education philosophy and 

current theories in teaching practice as well as exploring the relevant motivating 

factors behind conducting at the various levels. Furthermore, I will seek to give 

voice to the views of women who are working in the wind band conducting 

profession in Australia on these matters. 
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Motivations for Conducting  

Within the school band context, the role of the conductor is a multi-faceted one, 

with the motivations of each conductor being various and often highly 

individual. As many of the questionnaire respondents highlighted, conducting is 

just one role within a school instrumental teaching position. This, in itself, sets 

many school band conductors apart from their tertiary and professional 

counterparts, as their motivation for conducting may not necessarily be the 

conducting activity itself but a variety of other reasons. As stated in Chapter 2, 

over 50 percent of the questionnaire respondents agreed that they conducted 

because it was a job requirement. One respondent clarified this by saying, “As 

an instrumental music teacher it is part of our job to run ensembles and 

conducting is a part of this” (Female, 36-45, 20 years experience, Secondary). 

While many of the respondents identified ‘job requirement’ to be partial or 

complete motivation behind their conducting, many of these also identified 

enjoyment as an additional incentive. In fact, many identified conducting as 

being a highlight of their instrumental teaching position and that for them, 

conducting “is a passion” (Female, No age given, 20 years experience, 

Secondary & Female, 26-35, No experience noted, Primary/Secondary/ 

Professional).  

 

Testimonials such as the following seem to encapsulate the thoughts of many 

respondents; “I enjoy the excitement/thrill of helping to bring to life music – to 

share the joy of music making” (Male, 46-55, 26 years experience, 

Secondary/Tertiary). Additionally, some of the female questionnaire 
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respondents recognized that a motivating factor for their conducting was the 

benefit to their students. Their observations were that “it is a pathway to 

facilitate great music making for [the] students” (Female, No age given, 20 

years experience, Secondary) and that “conducting band is the end result of the 

group teaching experience [which] leads to ascertaining whether [learning] 

outcomes are being achieved by students” (Female, 46-55, 18 years experience, 

Primary/Secondary). This is further clarified by Interviewee B (21 years 

experience, Secondary/Tertiary) who speculates that the explanation behind 

more women being in school conducting positions than in tertiary or 

professional ones could be that “most women care more about the person – the 

individual rather than themselves …[and they] look for what is best for the kids. 

Women spend more time talking and caring for others than saying how good 

they are.” This statement is very clearly gendered; attributing specific 

behaviours and attitudes to the vast majority of women and reinforcing the 

stereotypes of masculinity and femininity that our society teaches children from 

a young age (Brannock, 1999).  

 

Further examples of the role of the social construct of femininity with regard to 

women conductors and their ‘others focused’ approach were noted in Chapter 2. 

Correlations were found between social discourse and their conducting 

motivations, leading to the postulation that the personal preference for many 

women to conduct at the school levels is in fact dictated to them. In further 

support of this is Gould’s (2005) research finding that indicates “historical 

precedence, [and] traditional socialization” (p. 147) are contributing factors in 
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the consistently low number of women in post-secondary school level band 

conducting positions.   

 

In contrast, in a documented interview with Fennell (cited in Garofalo, 1981), a 

tertiary level conductor from the United States, he was asked, ‘When you mount 

the podium, are you student centred, music centred, conductor centred?’. His 

reply was,  

My philosophy there is entirely music centred. My philosophy has 

always been to make music with the people in front of me – whatever 

group, wherever the group. I am there to fulfill something that the 

composer expects me to fulfill (p. 25).  

This statement indicates that the motivations of the conductor at this level are 

more focused on the music and the composer’s intentions, making the ensemble 

players subservient to this. That is not to say that Fennell does not care about 

the players in his ensemble or that primary and secondary school conductors are 

not subject to the composer’s intentions. It merely supports the theory that the 

priorities and motivating factors of a conductor are constructed in a different 

order at each level.  

 

Reimer (1989) confirms this difference in motivation in his discussion of the 

focus of performance programs in schools. His argument is that while in the 

school setting it is important to concentrate on teaching appropriate techniques 

to students thus creating an environment where excellence in performance can 

be achieved, this cannot be the only focus. He states that, “school music 
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educators are not professional performers and they are not professional 

conductors…they are, instead, educators responsible for teaching music and the 

performance of music to youngsters” (p. 198). He also goes on to say that “to 

perform well is to shape inner experience by shaping musical sounds artistically 

– the central reason to involve young people in performance” (p. 199). This 

does not discount the importance of the composer’s intentions at a school level.  

 

While this area was not explored in the questionnaires or interviews of this 

project, it is my experience that to teach music effectively the composer’s 

intentions must be forefront in the conductor’s mind as it is through this 

understanding that students learn the value of context when interpreting music. 

Again, I am not arguing that school band conductors are not concerned with 

‘conducting the music’ or that tertiary or professional level conductors are not 

concerned with what is beneficial to their ensemble players. This discussion 

merely highlights a shift in focus and priorities. While this is by no means an 

exhaustive discussion of the motivations behind conductors, it may identify a 

distinguishing factor in the motivations and purposes behind conducting at 

various levels. This is significant background to the following discussions on 

the role of the primary and secondary school band conductors, especially when 

understood in the broader context of the conducting profession. Additionally, it 

highlights the influence that gender constructs and historical precedence play in 

choices made by women conductors.  
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Teaching Requirements of Primary and Secondary school level conductors 

If one reads five texts on instrumental music education or conducting one is 

likely to find five varying views on the role of the school band conductor. 

However, writers unanimously agree that the central role of primary and 

secondary level band conductors is that of educator or teacher. In his book, 

Blueprint for Band, Garofalo (1983) outlines the responsibilities of the school 

band director. While Garofalo writes from a United States perspective, this 

book is also a highly regarded source for Australian instrumental music 

teachers. He identifies two main responsibilities: 

1. To organize a viable program of studies that correlates instrumental 

music performance with the study of music structure and style and 

encompasses a diversity of musical behaviours: performing, listening, 

analyzing, composing, conducting, arranging; and, 

2. To establish a stimulating musical environment in which students are 

continually brought into contact with the “creative musical 

experience” either directly or indirectly (p. 1).    

This description outlines the role of the school band conductor as two-fold. 

Firstly, they are responsible for teaching their students, through performing, the 

breadth of musical skills and knowledge that is appropriate to their age and 

ability. Secondly, the school band conductor is to provide students with an 

environment that is inspiring; in which they can experience the creative and 

expressive process of music-making for themselves. The questionnaire 

respondents reiterate many of these thoughts with the belief that at the school 

band level, conductors need to maintain “constant reinforcement of the basics of 
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excellent wind and percussion playing” (Female, 46-55, 18 years experience, 

Primary/Secondary) and help “students understand the basic structure [and] 

form of various styles” (Male, 26-35, 10 years experience, Secondary). In 

addition to this respondents felt that instilling students with a good grounding in 

attendance, punctuality, posture and attention to the conductor also to be 

important. By expanding the concepts of conducting to embrace and value these 

additional activities, the experiences of all wind band conductors are able to 

contribute to shaping the role of the conductor. 

 

The above assertion that school band directors are responsible for instilling or 

teaching an appreciation and ultimately a love of the creative and expressive 

experience that music performance provides is further explored by Blocher 

(2001). He discusses the idea that students who continue playing music beyond 

the elementary levels are the ones that became “hooked” on music early in their 

playing experiences. Therefore, the role of the school band conductor, 

particularly in the primary school context becomes that of inspirer also. In a 

survey of over 300 band students, Blocher asked 5
th

 to 8
th

 grade students why 

they were in the band. The most common responses included: “I think it is fun”, 

“Because I love to play music”, “Because I like to play my instrument and I 

love music”, “I enjoy playing music in front of people”, “I love music and being 

part of a whole”, “I think it’s fun to create such wonderful music”, and, “I love 

making music with other people. It’s really rewarding” (pp. 6-7).  
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In the same survey, Blocher asked older students to identify the purpose of 

young bands. One student responded with this, “I believe that the purpose of 

young band is to teach children at a young age to love music, and to understand 

how to perform it and how it is put together” (p. 7) With this in mind, I am 

reminded of my experiences as an instrumental music teacher where I have 

become keenly aware of the influence that I have when I stand on the podium. 

Through my words and actions, I am shaping the musical understanding of the 

young musicians that I work with and ultimately constructing their perception 

of what it is to be a musician, ensemble player and conductor. In agreement 

with this is Interviewee A (20 years experience, Primary/Secondary) who sees 

“providing a motivating program” to be key in her role as a school band 

conductor. This is further confirmed by Interviewee B (21 years experience, 

Secondary/Tertiary) who states that “inspiring the kids to produce good music 

[and] inspiring the kids to want to produce good music” to be an important 

aspect of the school band conductor’s role. In addition, Interviewee D (7 years 

experience, Primary/Secondary) states that the most important role of the school 

conductor is to teach students the intrinsic value of music. While this task of 

inspiring the musicians is often noted in traditional conducting literature, for 

example, in Schonberg’s (cited in Page, 2005) description referred to in Chapter 

2, where he describes the conductor as “the force of inspiration” (p. 2), the role 

is very different to the one mentioned by the interviewees above. At a school 

level, the conductor must inspire their students to a love and appreciation of 

music and “[make] the performers want to do their best” (McElheran, 1989,  
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p. 3), but the inspiring role depicted in traditional conductor images is 

embedded in the description of the conductor’s persona. This attribute invokes 

images of authority and power; the characteristics that Bartleet (2002 & 2003) 

argues reinforce the masculine norm on the podium. Therefore, an 

understanding of the inspiring role of the conductor as described in the school 

band setting, may help to breakdown the gendered perceptions in the conducting 

profession.   

 

The teaching tasks of a primary and secondary school band conductor are an 

important part of their role as a conductor and incorporate much responsibility. 

This responsibility involves educating students musically and providing them 

with solid performance foundations while also giving them an opportunity to be 

inspired as musicians and to gain a love and joy for music making. The 

documented experiences of the women conductors at this level can help to 

enrich a more inclusive understanding of the broader conducting role.    

 

Teaching Requirements of Tertiary and Professional level conductors 

While many of the aspects of teaching from the podium are significantly 

reduced as a result of the higher knowledge and skill levels of the ensemble 

members at tertiary and professional levels, the role of conductor is certainly 

not devoid of the responsibility of educating the players. As was discussed in 

the introduction to this chapter, it is widely recognized that education no longer 

ends with the completion of our formal training but must continue on beyond 

that. The concept of ‘life-long learning’ is commonly discussed in educational 
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documents such as strategic plans and syllabi, promoting a continuous 

upgrading of knowledge and skills so as to produce flexible members in our 

ever-changing society (Edwards, 1997, & Field, 2006). With this in mind, a 

conductor at tertiary and even professional levels is responsible for the 

continual development and education of the ensemble players with whom they 

work.   

 

It was commonly agreed amongst questionnaire respondents that responsibility 

of teaching the basics of music becomes greatly diminished at this level and that 

the task of inspiring musicians to a love and appreciation of music is no longer 

as important as the majority of players at tertiary and professional levels have 

already gained this earlier in their playing career. It was, however established 

that conductors, particularly at a tertiary level, are accountable for extending the 

ensemble players “musically and technically while educating prospective 

teachers and performers” (Female, 25 & under, 8 years experience, 

Primary/Secondary/Tertiary/Professional). This notion is continued at the 

professional level through respondent comments that indicate that the 

“professional development of [the] individuals and ensemble” (Male, 46-55, 25 

years experience, Primary/Secondary) is a responsibility of the conductor. 

Further to this, respondents included at the professional level, the task of 

educating and stimulating of the audience members so as to broaden their 

musical tastes and experiences. Catherine Comet, a professional orchestral 

conductor from the United States, reiterates this point (cited in Scanlan & 
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Comet, 1992) when she states that part of her role is to “[continue] to challenge 

the performers and…audiences with innovative programming” (p. 43) 

 

Taking into consideration this information, I am left to question the lack of 

reference to teaching skills in much of the traditional conducting literature. 

Evidence in this chapter validates the importance of teaching ability for all 

conductors and the participants in this study have flagged it as a significant 

aspect of the conducting role. Therefore, in order to encourage a more inclusive 

understanding of the conducting discipline, greater emphasis must be given to it 

in future conducting literature. 

 

Conclusion 

In light of these discussions regarding teaching from the podium and the 

associated implications for conductors at the primary school, secondary school, 

tertiary and professional levels, it has been established that the ability to teach is 

a requirement of all conductors. Through the exploration of the motivations of 

conductors, it was discovered that in the school band context, conductors have 

many reasons for their involvement in conducting, although these are mostly 

linked with it being a job requirement, personal enjoyment or the benefit of their 

students. When studied in light of the literature cited in this chapter, including 

Brannock (1999) and Gould (2005), it appears that the social expectations of 

feminine behaviour and attitudes may also have influence over the motivations 

of women at this conducting level. The most salient finding was the tendency of 

the women conductors interviewed to be ‘others focused’ in their motivations. 
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This trend highlighted the impact that social discourse plays on the formation of 

gender expectations and behaviours. While the motivation behind conducting at 

the higher levels was not discussed in-depth, it was hypothesized that the 

motivation behind these conductors was driven more by the music and the intent 

of the composer than the ensemble members. Schuller’s (1997) notion that a 

musician, including the conductor, “ought to serve the music – rather than the 

music serving the musician” (p.4), is in support of this hypothesis. These ideas, 

however, do not allow for motivations that are extra-musical in nature, resulting 

in exclusion in current conducting discourse of the experiences of many of the 

school band conductors surveyed in this study. This, therefore, does not 

encourage an inclusive understanding of the conducting role. As these primary 

and secondary school conductors are responsible for the fundamental musical 

education of students and for instilling a love and appreciation for music, a 

recognition of the experiences of those in this study is not only beneficial to a 

broader understanding of the conducting role but also has the potential to 

empower the future generations of musicians toward a more inclusive approach 

of the conductor’s role.  



Chapter 4: Knowledge, Skills and Training 

 

When speaking of the skills required in conducting, Fennell (cited in Garofalo, 

1981) states that “the most important thing of all for every conductor [is] 

knowledge” (p. 24). This remark exhibits the high level of importance that is 

placed on musical knowledge in conducting literature. Welke (1964) takes this 

statement further by asserting that “the basics of all conducting must be 

musicianship. A thorough knowledge of music in all its aspects gives authority 

to interpretation. Conducting is a science, an art, and an obligation” (p. 129).  

 

The above statements embody some of the concepts that will be explored in this 

chapter and exemplify the views that can be found in many conducting texts. 

Many of these texts, however, do not acknowledge many areas of knowledge 

that are used by conductors outside of the professional realm. Drawing on 

relevant literature and the data from my questionnaire and interviews, I will 

explore these ideas and delve further into the different types of knowledge and 

skills required by conductors at various levels to gain a broader understanding 

of the role of the conductor. The discussion will focus on the experiences and 

views of women conductors as these views will allow for a more inclusive 

approach to the conducting role. Finally, I will discuss further training for 

conductors and the pedagogical implications of such training when it embraces 

all of the facets of the conducting role.  
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General Knowledge and Skill Requirements for the Conductor 

In his book, The Compleat Conductor, Schuller (1997) outlines the essential 

skills or knowledge of a fine conductor. His belief is that to be a conductor of 

great caliber one must first be curious about the creative process of composition 

and with that have respect and integrity where the musical score is concerned. A 

conductor, according to Schuller, must also have the capacity intellectually, to 

analyse a score and to understand the “myriad of internal details and 

relationships” (p. 7) and consequently be able to translate this understanding 

into an imaginative and expressive performance. This is in addition to good 

baton technique, discerning aural ability, effective rehearsal technique, a 

thorough knowledge of the instruments of the ensemble including their 

technical capabilities and limitations, and a healthy respect for the musicians 

that he or she conducts (pp. 6-7). This appraisal of the conductor has a strong 

emphasis on the musical skills and knowledge of the role.  

 

The questionnaire respondent’s mirrored several of Schuller’s ideas but also 

supplemented them with further experiences of their own. They identified five 

general skills or knowledge requirements of a conductor at any level of the 

profession and suggested these to be key in determining the conductor’s 

effectiveness on the podium. These included:  

• Knowledge of instruments, including playing technique and instrument 

limitations,  
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• Knowledge of high-quality wind band sound, referring to the 

conductor’s concept of wind band sound and the ability to gain this from 

the ensemble, 

• Knowledge of repertoire appropriate to the level of ensemble, through 

an understanding of the capabilities, strengths and weaknesses of a 

particular ensemble and a wide knowledge of repertoire at an 

appropriate level for those players, 

• Knowledge of musical styles and genres, including history, context and 

specific stylistic consideration for performance, and,  

• Skills in musicianship, which incorporates the conductor’s personal 

musicianship including aural perception.  

While respondents indicated that these five were homogeneous despite the level 

of the ensemble, the importance of some of these appeared to shift depending 

upon the level. Those that appeared to have equal weighting across the levels 

were knowledge of high-quality wind band sound and knowledge of repertoire 

appropriate to the level of the ensemble, neither of which were included in 

Schuller’s evaluation above. The practical implications associated with both of 

these areas, perhaps more particularly the knowledge of high-quality wind band 

sound, would vary according to the level of the ensemble. For example, a 

conductor would require the same knowledge when working with any level of 

ensemble so that they have an understanding of the ultimate goal for balance 

and tone (Fonder, 1998), but be required to apply this knowledge in a more 

simplistic format with a younger ensemble. Interviewee B (21 years experience, 

Secondary/Tertiary) clarifies this explaining that “sometimes a description of 
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what you want the sound to be or the technical aspects of playing are just too 

much for kids.” She goes on to say that to combat this in the school setting she 

makes use of stories, imagery and even physical sensations to give her players a 

better understanding of the music and its requirements. This demonstrates the 

need for a school band conductor to have a high level of knowledge and 

understanding but to also have skills that allow them to offer this knowledge to 

the students in an appropriate and often creative form.    

 

With regards to knowledge of repertoire, questionnaire respondents made 

comments that were restated across the four levels acknowledging that 

conductors must have a “good understanding of the level of repertoire for [the 

level of the ensemble] and a willingness to develop this area” (Female, 36-45, 

20 years experience, Secondary). While the importance of this knowledge does 

not vary throughout the levels, each level would require vastly different 

knowledge in this regard. Not only must the repertoire of a particular difficulty 

level be a consideration, but a conductor must also keep abreast of new works 

that are continuously being published at the specific level of their ensemble. 

This has been identified in the above respondent’s statement that reiterates that 

a conductor’s knowledge in this area cannot be assumed complete and that there 

is an expectation for continued upgrading of information and broadening of 

repertoire knowledge. One possible explanation for the omission of this 

knowledge requirement in Schuller’s description is the fact that most of the 

literature associated with conducting is based on the orchestral tradition and in 

this tradition, there are very strong conventions linked with the performance of 
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‘standard’ repertoire. The evidence of this is the multitude of published works 

documenting appropriate performance of the classics such as Beethoven’s 

Symphony No.5 (see for example, Schuller, 1997). In contrast, wind band 

repertoire is comparatively young. Coupled with this, Gould (2001), speaking 

from a United States College context, states that wind bands are often seen as 

having a lower status than orchestras; therefore, a general knowledge of this 

repertoire is possibly not as common. This does not imply that orchestral 

conductors do not need to engage in extensive study of the works that they are 

conducting, but suggests that throughout their musical careers, conductors are 

less exposed to wind band repertoire and therefore, a greater emphasis must be 

placed on gaining this knowledge later in their musical training. Given the 

similarities between the Australian and United States wind band and orchestral 

traditions, this has direct relevance for the Australian conducting context. 

 

While a conductor’s knowledge of high quality wind band sound and 

knowledge of repertoire appeared to be given similar emphasis but different 

practical applications at the various levels by the respondents, the other three - 

knowledge of instruments, knowledge of musical styles and genres, and skills in 

musicianship - varied in importance.  

 

A conductor’s knowledge of the instruments in the ensemble that they are 

working with emerged as being of much greater importance at a primary school 

level than at any other level. The questionnaire respondents continued to refer to 

the importance of a conductor’s knowledge of instruments and the specific 
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playing techniques associated with each of those instruments at the secondary 

school and higher levels, but less emphatically and with less frequency. This 

responsibility is quite possibly a reflection of the knowledge, or lack of 

knowledge, of the players concerned. When working with more musically 

experienced players, the conductor is able to defer the responsibility of this 

knowledge to their players; however, when working with predominately 

beginning players in a primary school setting, the conductor must assume this 

duty. This is important as the conductor must ensure that the players are 

practicing correct technique and allows a conductor to teach the young 

musicians the value of these skills. Despite being able to defer the responsibility 

of this knowledge to the players at the higher levels, Russell (1938) concludes 

that even professional conductors “should be sufficiently familiar with the 

playing technique of any instrument to avoid the exasperation caused by their 

ignorance” (p. 576). His focus, however, is to evade causing frustration for the 

players who presumably know the playing capabilities of their instrument more 

extensively than the conductor. As this knowledge is considered to be more 

important in the school context, it has not contributed to defining the role of the 

conductor, and therefore, adds a further dimension to understanding the 

conducting role more inclusively. 

 

The questionnaire respondents suggested that a conductor’s knowledge of 

musical styles and genres, and skills in musicianship, took greater precedence at 

the tertiary and professional levels. This view is reinforced by its more 

dominant presence in the literature that outlines the role of the conductor. 
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Strong statements such as Welke’s (1964) at the beginning of this chapter 

exemplify this. Respondents, however, did not discount the importance of these 

areas at the lower levels but indicated their belief that they contributed to a 

greater proportion of the conductor’s role at the higher levels. Interviewee C (21 

years experience, Secondary) concurs that for her, a move from the secondary 

school context into a tertiary or professional conducting post would necessitate 

a higher level of knowledge in the area of musical styles and genres. Garofalo 

(1983), however, disagrees and argues that all conductors must have a proficient 

musical knowledge and specifically refers to the fact that primary and 

secondary school band directors need no less knowledge in this area than a 

tertiary or professional level conductor. He states:   

[A school band director must have] total command of his subject matter, 

music…[and] have an intelligent understanding of the theoretical and 

creative aspects of music organization and structure: composition, 

orchestration, form and analysis, counterpoint, theory, and so on; a 

broad knowledge of music history, style, and literature; and the ability to 

relate and interpret his understanding and knowledge in an aesthetically 

sensitive way through analysis and performance (p. 9)      

Further to this, Reimer identifies three domains in which school band directors 

must be equally proficient to ensure a comprehensive music education is 

available to their students: 

1. Broad musicianship so that teaching can go beyond technicalities, 

2. Refined musical sensitivity and skill so that artistic insight can guide the 

learnings toward excellent performances, and 
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3. Educational understanding that makes each episode – lesson, class, 

rehearsal, public performance – valid in itself as a learning experience 

and that makes all episodes part of a larger plan that qualifies for the 

term “curriculum” (p. 199) 

Finally, Highet (cited in Kohut, 1996) states “one cannot understand even the 

rudiments of an important subject without knowing its higher levels – at least, 

not well enough to teach it” (pp. ix-x). Kohut (1996) qualifies this statement by 

saying that teachers that do not have a comprehensive knowledge of their 

subject area will often misinterpret overarching concepts which will lead to 

poor teaching of techniques specifically at the advanced levels (p. x). Therefore, 

despite the perceptions of some of the conductors surveyed in this study, a 

conductor’s knowledge of musical style and genres at a primary or secondary 

school level is just as important as it is at the tertiary and professional levels. 

 

This difference of opinion between academics and practitioners is further 

illustrated when examining the questionnaire responses relating to a conductor’s 

skills in musicianship. Questionnaire respondents listed skills in musicianship as 

an important prerequisite for a conductor at all levels. Comments range from 

“Being a model of excellent musicianship as a player and conductor” (Female, 

46-55, 18 years experience, Primary/Secondary) at primary and secondary 

school levels through to “[a conductor must] have a very strongly developed 

sense of musicianship” (Female, 26-35, 7 years experience, Primary/Secondary) 

and “Exceptional aural skills” (Female, 36-45, 14 years experience, Not 

currently conducting) at tertiary and professional levels. However, while some 
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respondents appear to be of the opinion that the same level of musicianship is 

required across the levels, many respondents described higher levels of skill 

requirements in the area of musicianship for tertiary and professional level 

conductors.  

 

What then has created this difference of opinions between academics and 

practitioners? It is possible that this misconception is fuelled by what Gould 

(2001) has observed regarding the status of wind band conductors and in 

particular, women wind band conductors as discussed in Chapter 2? Gould 

asserts that wind band conductors tend to have less status than orchestral 

conductors, women wind band conductors have less status than their male 

counterparts, and school band conductors have less status than those at a post-

secondary level. Is it feasible then that this perception that school wind band 

conductors need less knowledge in these areas could be the result of the notion 

that these conductors are somehow less important or need not be as skilled?  

 

In a dissertation that aims to encourage a conducting profession that is more 

accessible to women, it is important to also investigate this in light of gender 

issues. As over 60 percent of the questionnaire respondents are women, the 

inconsistency described above may also be explained by Interviewee C’s (21 

years experience, Secondary) response to the question, ‘Why do you think there 

are more women conducting in primary and secondary schools than at tertiary 

and professional levels?’ Her response was that “we (women) don’t think we 

are good enough…the community doesn’t think we are good enough…[and] it 
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is harder as a woman to get a go.” This response echoes the feelings of many 

women whose experiences have been documented in this study. Interviewee B 

(21 years experience, Secondary/Tertiary) concurred, remembering with regret 

her experience of guest conducting a professional level wind band, she says,  

I took them for an hour long rehearsal and if I had had prior warning 

they would have played exactly what I wanted them to play but I muffed 

the opportunity and was not happy at all with the performance they gave 

under my direction. I let them get to me and that would never happen 

again. It was a result of my own insecurities – being a woman and a high 

school teacher (not a professional).  

What is most illuminating in this comment is the last part that refers to her 

insecurities, which she specifically attributes to the fact that she is a woman and 

not a professional conductor, but a high school teacher. The fact that she refers 

to her position as a high school teacher as opposed to a professional conductor, 

leads back once again to Gould’s (2001) observations regarding status. Higher 

status is given to conductors working with ensembles of a higher playing level. 

Therefore, a female, high school, wind band conductor is judged lower not as a 

result of her talent or ability, but because of the position that she holds. This 

status perception is likely to create insecurities for the individual.  

 

Additionally, this interviewee considers the fact that she is a woman to have 

also contributed to her insecurities. While this could be credited to an 

individual’s feelings and not something experienced by other women, research 

suggests otherwise. Author Stasi Eldredge (2005) speaks of her own insecurities 
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and suggests that these are more than one-off personal experiences. She argues 

that this is in fact a universal phenomenon amongst women: 

I know I am not alone in this nagging sense of failing to measure up, a 

feeling of not being good enough as a woman. Every woman I’ve ever 

met feels it – something deeper than just the sense of failing at what she 

does. An underlying, gut feeling of failing at who she is. (p. 6)   

Perhaps these insecurities relating to “being a woman” can be given explanation 

by Swerdlow’s (1989) research which found that when women enter an 

occupation traditionally dominated by men, the most direct form of hostility that 

they encounter is in the form of behaviour that seeks to undermine the woman’s 

feelings of competence. She argues that while this behaviour may or may not be 

intentional, it continually reinforces this idea of incompetence. Additionally, she 

found that once a woman proves her competence she is viewed as an exception 

to the rule or it is implied that the job was somehow made easier. She argues 

that this behaviour allows men to retain their feeling of male superiority. While 

there have been many reforms in the area of workplace discrimination since this 

research was conducted, the feelings of incompetence that this type of 

behaviour has created for women historically, is likely to leave deep seated 

impressions that are perpetuated through ongoing social discourse.  

 

Is it possible then that the discrepancy found between the opinion of academics 

and the conducting practitioners consulted in this research are partly the result 

of gender constructs that influence the attitudes within our society? This does 

not, however, call into question the importance of a high level of musical 
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knowledge and skills for conductors. Instead it reiterates its importance at all 

levels of the conducting profession and highlights that women school band 

conductors may underestimate their skills and knowledge in their role as 

conductor. Further, it explains the perception that less knowledge and skills are 

required at the primary and secondary school levels as a result of insecurities 

held by the women interviewed.       

 

Specific Knowledge and Skill Requirements for the Conductor 

In addition to the five general skills and knowledge requirements of conductors 

that were identified above, respondents also identified certain skills they believe 

to be specific to each of the primary, secondary, tertiary and professional levels. 

Those that were most significant to this research, however, were those 

associated with the primary and secondary levels. These further requirements 

will provide a more meaningful understanding of each level of wind band 

conducting and therefore, contribute to a broader appreciation of the conducting 

role in general.  

 

Fraedrich’s (2003) description of the elementary or primary school band 

director as “a teacher, a salesperson, a politician, a psychologist, an economist, 

a writer, an editor, an instrument repairman, and a musician rolled into one”  

(p. i) further expands the role. The additional skills include and, in my 

experience as a primary school band conductor, imply the following: 

• An ability to sell the program to students and their parents, or more 

specifically, an ability to recruit players into the program,  
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• Political skills to enable the conductor to work within the school 

community context and to negotiate the requirements of the program,  

• Knowledge of psychology so that as a conductor, they can understand 

their students and the best methods of motivation, 

• Skills in economics through management of often very small budgets 

matched to an expensive program,  

• Writing and editing skills, both literary and musical, and,  

• Skills and knowledge in instrument repair 

It is important to clarify that I am not suggesting that these additional skills and 

knowledge requirements are unique to the school setting. In fact, it is my 

opinion that each one can be adapted to all of the higher levels and would be 

frequently used by primary and professional conductors alike; however, many 

of these skills are not, as a rule, referred to in standard conducting texts.  

 

In addition to such issues, the questionnaire respondents further identified skills 

specifically required by a secondary level conductor including negotiation 

skills, a knowledge of appropriate psychology, particularly of adolescents, the 

ability to engage students, an ability to retain students in the program and the 

ability to instill “a sense of leadership and a mentoring mentality in older 

students” (Female, 26-35, 7 years experience, Primary/ Secondary). The area 

that received the most emphasis at this level was knowledge of adolescent 

psychology. In her article, Positively Adolescent!, Williamson (2000) identifies 

that many music educators approach adolescents with some trepidation 

perceiving them as “unfocused, rowdy, giggly, and uncontrollable” (p. 29). 
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This, in fact, is often true but she goes on to say that if music educators have an 

understanding and knowledge of adolescent psychology, that they may be able 

to “source untapped opportunities” (p. 29) capitalising on the adolescent’s need 

for acceptance, abundant energy and love of fun. In light of this, knowledge of 

adolescent psychology perhaps becomes a secondary school conductor’s most 

valuable asset and a key area the role of the conductor at this level. While the 

understanding of psychology is mentioned as being of benefit to a conductor in 

Russell’s (1938) critique of the role of the conductor, it does not appear to be 

generally considered of great importance. Exploration of the secondary school 

role, however, indicates that knowledge of adolescent psychology is a 

requirement for these conductors. Therefore, inclusion of knowledge of 

psychology in the broader conducting role could potentially provide a more 

meaningful understanding overall.  

 

In the context of this broader understanding of the knowledge and skill 

requirements of conductor, issues associated with conductor education come to 

light. This training is where these knowledge and skills are often learnt. 

Additionally, it is through this training that the perceptions surrounding the role 

of the conductor can be shaped to promote a more inclusive conducting 

ideology.  
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Further Training  

Despite conducting training being available for most undergraduate music 

students, research indicates that this is deficient in many areas. Welch (cited in 

Moss, 2003) contends that:  

Music education majors take clarinet for a semester [or] violin for a 

year, but they don’t pass themselves off as clarinetists or violinists after 

only one year of study. Yet after only a semester in a conducting class, 

they are supposed to be conductors (p. 15).  

In addition to this statement, Wis (2002) observes that while, “aspiring 

conductors complete undergraduate programs covering conducting technique, 

vocal and instrumental pedagogy, rehearsal methods, and how to be ‘in control’ 

of the class – all designed to develop their ability to lead from the podium”  

(p. 17) she believes that these courses do not adequately prepare students for the 

role of conductor. It is important to note that these researchers are both referring 

to conductor training in the United States and not Australia; therefore, some 

differences may be present, such as duration of courses and course content. In 

my undergraduate experience involving two bachelor degrees, which I obtained 

in the last ten years (one in music and the other in education with music and 

instrumental music as my specialty teaching areas), there was no requirement to 

undertake a conducting course although it was available as an elective. I am 

aware, however, that this is not consistent throughout Australia and that in many 

undergraduate music and music education courses students are required to 

undertake at least a semester of conducting. The questionnaire respondents in 

this study, however, agree that conductor training is inadequate at the 
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undergraduate level and highlight the need for further training, particularly for 

those that aspire to conduct at tertiary and professional levels. It was suggested 

that further training in the form of Masters and Doctoral level qualifications be 

essential at those levels (Female, 36-45, 20 years experience, Secondary). 

Additional training in the form of professional development courses, 

workshops, masterclasses and formal and informal mentoring were also 

mentioned by all interviewees as being pivotal in their career thus far, indicating 

that professional development in some form be essential to all conductors. 

 

Further training for conductors in light of gendered perceptions is an issue that 

Bartleet (2008 – forthcoming) has identified in her research and this was briefly 

discussed in Chapter 2. She found that graduate conducting courses continue to 

be male dominated as a result of pedagogical practices that have been developed 

based on the masculine norm. Additionally, she found that “many young 

women musicians still do not see professional conducting as a viable career 

option” (p. 26). Also of concern was the lack of female role models in this area. 

When speaking specifically of wind band conducting, Gould (2001) states: 

“Women role models make band conducting appear more feasible, which may 

then encourage more women to prepare and apply for this nontraditional 

occupation” (p. 14). However, the lack of role models at higher levels of 

conducting perpetuates the lack of women applying for graduate conducting 

courses. Therefore, for the conducting profession to become truly inclusive, a 

revision of the pedagogical practices in the area of conductor training must be 
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undertaken which will, in turn, create more role models, and consequently, open 

the possibility of conducting at levels traditionally dominated by men.  

 

Conclusion 

Through the exploration of current literature and the responses of practicing 

conductors, I have outlined the particular knowledge and skills perceived to be 

requirements of conductors at each of the primary, secondary, tertiary and 

professional levels and further explored them with regard to gender and the 

attitudes associated with concepts of femininity. It was found that feelings of 

incompetence and insecurity as a result of workplace practices, and the 

perceptions associated with the status of particular types and levels of 

conducting may have influenced the perceptions of women in terms of musical 

skills and knowledge. These feelings of insecurity were linked with 

misconceptions regarding the level of knowledge and skills required of 

conductors at the school level. Furthermore, the need for additional conductor 

training in the form of higher formal qualifications, as well as several modes of 

professional development was discussed. Issues associated with the under 

representation of women at graduate level conductor training and a lack of 

female role models were touched on. It was found that pedagogical practices 

based on a more inclusive understanding of the conducting role would be 

beneficial to the profession as a whole.   
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Chapter 5: Conclusion 

 

When I reflect on the conducting occupation, I am struck by the sheer 

magnitude and diversity that the role encompasses. Traditionally, it has been 

viewed through the professional, and often orchestral perspectives, and to some 

extent, has regarded the other levels of conducting as being somehow second-

class, a misdeed of which I must confess that I have been guilty. The school 

band conducting role is one such level. As a relatively newcomer to the 

conducting profession, with school band programs in Australia and the United 

States only being instituted in the 1920s, this area has not been instrumental in 

defining the conducting role as a whole.  

 

In this dissertation I have cited works establishing that the time-honoured rituals 

associated with conducting are in fact masculine in nature, as men have 

historically held those positions of power, and therefore, shaped them. Further 

to this, anyone who has disrupted these established ‘norms’ has had difficulty 

being accepted onto the podium. Women have, through appearance and 

behaviour, been naturally non-conforming to this model and as such, have faced 

challenges in the professional conducting realm. However, unlike other areas of 

the profession, women wind band conductors appear to have found greater 

acceptance in schools and one is now just as likely to see a woman, as they are a 

man on the podium. This gender segregation at the lower levels of conducting 

has significant ramifications for this study. While I am not attempting to argue 

that the professional conducting role and the school band conducting role are 
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the same, the data in this research suggests that there are more similarities than 

some believe. Further to this, they both exist within the general profession of 

conducting and as such, benefit individually from a more complete 

understanding of the other.   

 

Throughout this dissertation, I have begun to investigate the role of the 

conductor through the views of primary school, secondary school, tertiary and 

professional level wind band conductors in Australia with the aim of gaining a 

broader, more inclusive understanding of the role. Additionally, I have 

particularly focused on the experiences of women in the hope that this may aid 

the plight of the women aspiring to conduct at the higher levels of the 

profession. I have discovered that while the conducting role at each of the stated 

levels varies, there are fundamental requirements of all levels, some gendered 

and some not. These requirements include personality or character traits that are 

appropriate to the role, an ability to teach, musical knowledge, skills and 

training, organizational skills, and conducting ability or technique. While my 

findings indicated that some of these remained relatively constant across each 

conducting level, the importance of others shifted. The two areas that appeared 

to show the greatest variance were those associated with teaching ability and 

musical knowledge, skills and training. 

 

Teaching skills were further evaluated in Chapter 3 and it was established that 

while an ability to teach from the podium was necessary at all conducting 

levels, it was suggested to be of greater importance in the school context. 
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Further to this, concepts of femininity and the nurturing role of the teacher were 

explored and it was found that women’s motivations for conducting were often 

influenced by social expectations associated with this. Chapter 4 discussed the 

requirements of musical knowledge, skills and training in conducting at the 

primary, secondary, tertiary and professional levels. While many respondents 

perceived that the necessity of this area grew as the musical ability of the 

players in the ensemble increased, a review of literature found that the same 

level of musical knowledge and skills required at the professional conducting 

levels are considered essential at even a primary school level. The reason for the 

differing views between researchers and practitioners was investigated with 

regard to gender. It was found that women, who made up the majority of 

respondents, might be influenced by feelings of self-doubt and incompetence, 

which might explain the discrepancy found between the views of questionnaire 

respondents and those documented in current musicology and pedagogy 

literature. 

 

Therefore, while this research is by no means exhaustive, I was able to find 

evidence that the numerous contexts of conducting had many similarities and 

those outside of the professional arena cannot be viewed in any way as second-

rate. In fact, when speaking of women conductors and their dominant presence 

at the school levels, Interviewee A (20 years experience, Primary/Secondary) 

says, “I don’t think women view school band conducting as a lesser career than 

professional conducting or as a stepping stone to a ‘real’ conducting career. The 

two careers are very different and require different skills. I doubt that many 
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professional conductors would be successful or last very long in a school band 

conducting role”. This statement reiterates the diversity, not inferiority, of the 

various facets of the conducting profession. Fennell (cited in Garolfalo, 1981) 

goes further with this idea and states,   

If the man who conducts in all the great universities in the United States 

is not as good as any professional conductor, then where the hell are we? 

He has to be better than the guy who conducts the orchestra in Chicago! 

Because in Chicago, Solti can sit home and phone the concert in! He 

doesn’t need to be there. The Chicago Symphony, they just get together 

and say, “Okay. Tonight, Beethoven Five. Okay. One, two…ba, ba, ba, 

baaa.” They don’t need anybody. But where the training is going on, in 

the schools, why should they be the people who don’t know their ear 

from their elbow? They have to be the best people (p.26). 

The gender associated language aside; this declaration by Fennell acknowledges 

that it is the conductors in schools and tertiary institutions that are shaping the 

musical experiences of future generations of performers, teachers and 

conductors. These are the places where the changes need to start. 

 

While more women are breaking into the higher levels of the conducting world 

and achieving success in a once, male-only profession, the changes are still 

comparatively slow when assessed against global trends in other areas of 

leadership. Perhaps further investigation into other areas of the conducting field 

will assist in redefining the role of the conductor and in making it more 

inclusive and accessible to all who aspire to conduct professional ensembles.  
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It is my hope that this study will challenge some of the views currently held in 

current conducting culture and that it may open up the discussion of conducting 

beyond the professional context. Additionally, through sharing the experiences, 

particularly those of women at the primary school, secondary school, tertiary 

and professional levels of the discipline, it is hoped that a redefining of the role 

of the conductor may be achieved. This new definition will be inclusive of all 

conducting levels and secure equal opportunities for all that seek to attain a 

position on the podium.  
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Appendix A: Questionnaire 

 

 

Women in Conducting 
Questionnaire 

 

1. Gender:  [   ] Male  [   ] Female 
 

2. Age:  [   ] 25 & under [   ] 26 – 35   [   ] 36 – 45 
 

[   ] 46 – 55  [   ] 56 & over 
 

3. Years of wind band conducting experience: ______ 
 

4. Level of band/s that you currently conduct (tick all that apply) 
 

[   ] Primary school  [   ] Secondary school 
 
[   ] Tertiary institution  [   ] Professional  
 
[   ] None of the above 

 
 

5. Why do you conduct? 

_________________________________________________________

_________________________________________________________

_________________________________________________________

_________________________________________________________ 

 
6. In what ways do you consider yourself successful as a conductor? 

_________________________________________________________

_________________________________________________________

_________________________________________________________

_________________________________________________________ 

 
7. What do you consider to be the most important measure of success for 

you as a conductor? 

_________________________________________________________

_________________________________________________________ 
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8. What do you believe are the qualities of a successful wind band 
conductor? 

 

• At a primary school level 

______________________________________________________

______________________________________________________

______________________________________________________ 

 
 

• At a secondary school level 

______________________________________________________

______________________________________________________

______________________________________________________ 

 

• At a tertiary institution level 

______________________________________________________

______________________________________________________

______________________________________________________ 

 

• At a professional level 

______________________________________________________

______________________________________________________

______________________________________________________ 

 
9. Do you believe that male and female wind band conductors bring 

different qualities to the podium? 
 

[   ] Yes (go to Qu.10)  [   ] No (go to Qu.12) 
 
 

10. What do you believe are the strengths of male wind band conductors? 

_________________________________________________________

_________________________________________________________

_________________________________________________________

_________________________________________________________ 
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11. What do you believe are the strengths of female wind band conductors? 

_________________________________________________________

_________________________________________________________

_________________________________________________________

_________________________________________________________ 

 
12. Do you believe that there are more men than women in wind band 

conducting positions in Australia at tertiary and professional levels?  
 

[   ] Yes (go to Qu.13)  [   ] No (go to Qu.14) 
 
 

13. What do you believe the reasons are for there being less females 
conducting the higher playing level wind bands in Australia? (tick all that 
apply) 

 
[   ] Ability 
 
[   ] Social expectations 
 
[   ] Gender differences 
 
[   ] Biological reasons 
 
[   ] The physical nature of conducting 
 
[   ] The psychological nature of conducting 
 
[   ] Other (please give details) 

___________________________________________________

___________________________________________________

___________________________________________________ 

 
14. Any additional comments/ thoughts? 

_________________________________________________________

_________________________________________________________

_________________________________________________________

_________________________________________________________

_________________________________________________________

_________________________________________________________ 

_________________________________________________________

_________________________________________________________ 
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15. If you would like to assist in this research in the future please add your 

email address: 

_____________________@__________________________________ 

 

 
Thank you for your time 
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Appendix B: Online Interview 

 

 

Women in Conducting 
Online Interview 

 
Name: 
 
Years of Conducting Experience: 
 
Qualifications or relevant professional expertise: 
 
Levels at which you Conduct (please mark):   
 

[   ] Primary School  [   ] Tertiary Institution  

[   ] Secondary School  [   ] Professional 

[   ] Community 

 

 
 

1. Describe when or how you became “hooked” on music and the pivotal points in 
you musical life that brought you to where you are now (eg. influential 
teachers, personal and professional experiences, career development 
opportunities, important events etc.) 
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2. What aspects of conducting do you enjoy the most and which do you find the 
most challenging? 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
3. What do you believe your role, as a school band conductor, entails? 
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4. In your opinion, what personality traits are essential for conducting at the 
primary or secondary school band level? List examples of the personality or 
character traits of the most successful school band conductors you know 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

5. How do you perceive your relationship with your musicians? Do you think that 
this is different from the relationship between a Professional conductor and 
their musicians? 
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6. Do you aspire to conduct at a Tertiary or Professional level? Why/why not? 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

7. Do you believe that you possess the necessary knowledge and skills required 
to conduct ensembles at the highest levels? If yes, please describe these 
skills. If no, why do you think this is the case? 
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8. Why do you think there are more women conducting in Primary and Secondary 
schools than at Tertiary and Professional levels? 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

9. It has been suggested that female conductors are better suited to school band 
conducting. What are your thoughts on this? 
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10. Most research regarding conducting and particularly women conductors, 
focuses on the experiences of professional level conductors. As a Primary or 
Secondary school level conductor, what experiences can you share that would 
be of benefit to the conducting community (eg. innovative approaches you’ve 
used or seen used, working within a school and local community, working with 
young musicians etc.)? 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

11. Any further comments? 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Thank you for your time! 
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