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Mark‌‌Heron‌‌is‌‌a‌‌Scottish‌‌conductor‌‌noted‌‌for‌‌dynamic‌‌and‌‌well-rehearsed‌‌performances‌‌across‌‌an‌‌                           
unusually‌‌wide‌‌repertoire.‌‌As‌‌Professor‌‌and‌‌Head‌‌of‌‌Conducting‌‌at‌‌the‌‌RNCM‌‌he‌‌works‌‌regularly‌‌                             
with‌ ‌the‌ ‌College’s‌ ‌orchestras‌ ‌and‌ ‌ensembles,‌ ‌is‌ ‌the‌ ‌Music‌ ‌Director‌ ‌of‌ ‌the‌ ‌Nottingham‌‌                         
Philharmonic,‌ ‌and‌ ‌guest‌ ‌conducts‌ ‌with‌ ‌professional‌ ‌orchestras‌ ‌in‌ ‌the‌ ‌UK‌ ‌and‌ ‌internationally.‌‌                       
Alongside‌ ‌his‌ ‌conducting‌ ‌engagements,‌ ‌Mark‌ ‌has‌ ‌a‌ ‌global‌ ‌reputation‌ ‌as‌ ‌a‌ ‌leading‌ ‌conducting‌‌                         
teacher.‌‌He‌‌heads‌‌up‌‌the‌‌RNCM's‌‌world-renowned‌‌conducting‌‌programmes,‌‌is‌‌a‌‌visiting‌‌professor‌‌                         
to‌ ‌the‌ ‌Royal‌ ‌Air‌ ‌Force,‌ ‌and‌ ‌is‌ ‌frequently‌ ‌invited‌ ‌to‌ ‌teach‌ ‌at‌ ‌masterclasses‌ ‌all‌ ‌over‌ ‌the‌ ‌world.‌ ‌ 

‌ 
The‌ ‌views‌ ‌and‌ ‌opinions‌ ‌expressed‌ ‌in‌ ‌this‌ ‌text‌ ‌are‌ ‌those‌ ‌of‌ ‌the‌ ‌author.‌ ‌ 
‌ 
‌ 

---‌ ‌ 
‌ 

‌ 

The‌ ‌obvious‌ ‌bit‌ ‌ 
‌ 

Knowing‌ ‌the‌ ‌score‌ ‌is‌ ‌one‌ ‌of‌ ‌the‌ ‌most‌ ‌important‌ ‌aspects‌ ‌of‌ ‌the‌ ‌conductor’s‌ ‌role.‌ ‌Musicians‌ ‌are‌‌                               
rarely‌ ‌stupid‌ ‌people,‌ ‌and‌ ‌even‌ ‌a‌ ‌relatively‌ ‌inexperienced‌‌amateur‌‌can‌‌tell‌‌when‌‌the‌‌conductor‌‌is‌‌                             
bluffing.‌‌Therefore,‌‌it‌‌is‌‌vital‌‌that‌‌the‌‌conductor‌‌has‌‌as‌‌much‌‌in‌‌depth‌‌knowledge‌‌as‌‌possible‌‌of‌‌the‌‌                                   
document‌ ‌which‌ ‌offers‌ ‌the‌ ‌best‌ ‌insight‌ ‌into‌ ‌the‌ ‌composer’s‌ ‌intention:‌ ‌the‌ ‌score.‌ ‌ 
‌ 

Erich‌ ‌Leinsdorf,‌ ‌in‌ ‌his‌ ‌excellent‌‌text,‌‌The‌‌Composer’s‌‌Advocate,‌‌reminds‌‌us‌‌that‌‌the‌‌score‌‌is‌‌not‌‌                               
the‌ ‌music.‌ ‌One‌ ‌might‌‌think‌‌of‌‌the‌‌score‌‌in‌‌the‌‌same‌‌way‌‌as‌‌an‌‌architect’s‌‌drawing‌‌–‌‌the‌‌building‌‌                                     
does‌‌not‌‌exist‌‌on‌‌paper,‌‌but‌‌it‌‌is‌‌the‌‌primary‌‌source‌‌from‌‌which‌‌it‌‌will‌‌be‌‌created.‌‌Neither‌‌is‌‌it‌‌the‌‌                                         
only‌ ‌thing‌ ‌you‌ ‌will‌ ‌need‌ ‌to‌ ‌come‌ ‌up‌ ‌with‌ ‌the‌ ‌end‌ ‌product.‌ ‌ 
‌ 

It‌ ‌goes‌ ‌without‌‌saying‌‌that‌‌the‌‌conductor‌‌should‌‌begin‌‌the‌‌process‌‌of‌‌studying‌‌the‌‌score‌‌in‌‌detail‌‌                                 
well‌ ‌before‌ ‌the‌ ‌first‌ ‌rehearsal.‌ ‌Your‌ ‌players‌ ‌will‌ ‌not‌ ‌be‌ ‌particularly‌ ‌impressed‌ ‌if‌ ‌you‌ ‌are‌ ‌fully‌‌                               
conversant‌‌with‌‌the‌‌score‌‌at‌‌the‌‌first‌‌rehearsal‌‌–‌‌they‌‌expect‌‌this‌‌-‌‌but‌‌they‌‌will‌‌certainly‌‌be‌‌critical‌‌                                     
if‌ ‌you‌ ‌are‌ ‌not.‌ ‌ 
‌ 
‌ 
‌ 

Recordings:‌ ‌sense‌ ‌or‌ ‌sacrilege?‌ ‌ 
‌ 

At‌‌this‌‌point‌‌it‌‌may‌‌be‌‌appropriate‌‌to‌‌address‌‌a‌‌very‌‌thorny‌‌issue:‌‌the‌‌role‌‌that‌‌recordings‌‌should‌‌or‌‌                                     
should‌ ‌not‌ ‌play‌ ‌in‌ ‌score‌ ‌study.‌ ‌ 

‌ 



‌ 

What‌‌one‌‌might‌‌term‌‌the‌‌‘traditional‌‌view’‌‌is‌‌that‌‌recordings‌‌should‌‌play‌‌no‌‌part‌‌in‌‌the‌‌process.‌‌The‌‌                                   
conductor‌‌should‌‌learn‌‌the‌‌score‌‌by‌‌reading‌‌it,‌‌or‌‌playing‌‌it‌‌on‌‌the‌‌piano,‌‌reverting‌‌to‌‌other‌‌source‌‌                                   
material‌ ‌as‌ ‌appropriate.‌ ‌To‌ ‌listen‌ ‌to‌ ‌recordings‌ ‌of‌ ‌the‌ ‌work‌ ‌is‌ ‌to‌ ‌take‌ ‌a‌ ‌shortcut‌ ‌through‌ ‌that‌‌                                 
time-consuming‌‌process,‌‌will‌‌leave‌‌the‌‌conductor‌‌with‌‌only‌‌a‌‌superficial‌‌knowledge‌‌of‌‌the‌‌work‌‌in‌‌                             
question,‌ ‌and‌ ‌very‌ ‌possibly‌ ‌result‌ ‌in‌ ‌a‌ ‌re-interpretation‌ ‌of‌ ‌someone‌ ‌else’s‌ ‌work.‌ ‌Or‌ ‌so‌ ‌the‌‌                             
argument‌ ‌goes.‌ ‌ 
‌ 

However,‌‌everybody‌‌does‌‌it!‌‌With‌‌the‌‌wealth‌‌of‌‌resources‌‌available‌‌online‌‌in‌‌the‌‌modern‌‌world,‌‌it‌‌                               
would‌ ‌seem‌ ‌strange‌ ‌not‌ ‌to‌ ‌make‌ ‌use‌ ‌of‌ ‌them.‌‌ ‌  
‌ 

Certainly,‌ ‌the‌‌profession‌‌has‌‌changed‌‌dramatically‌‌from‌‌the‌‌days‌‌where‌‌a‌‌‘maestro’‌‌could‌‌build‌‌a‌‌                             
successful‌‌career‌‌on‌‌a‌‌small‌‌and‌‌focused‌‌repertoire‌‌of‌‌maybe‌‌20‌‌or‌‌30‌‌major‌‌works.‌‌Those‌‌times‌‌                                 
are‌‌long‌‌gone.‌‌That‌‌conductors‌‌tend‌‌to‌‌have‌‌to‌‌know‌‌a‌‌lot‌‌of‌‌repertoire,‌‌and‌‌be‌‌able‌‌to‌‌learn‌‌new‌‌                                       
pieces‌ ‌quickly,‌ ‌in‌ ‌itself‌ ‌suggests‌ ‌the‌ ‌‘traditional‌ ‌view’‌ ‌is‌ ‌unrealistic‌ ‌in‌ ‌practice.‌ ‌ 
‌ 

My‌‌own‌‌view‌‌is‌‌that‌‌one‌‌must‌‌take‌‌a‌‌pragmatic‌‌approach,‌‌and‌‌judiciously‌‌use‌‌recordings‌‌as‌‌an‌‌aid‌‌                                   
to‌ ‌the‌ ‌process‌ ‌provided‌ ‌that‌ ‌the‌ ‌dangers‌ ‌can‌ ‌be‌ ‌borne‌ ‌in‌ ‌mind.‌ ‌5‌ ‌tips‌ ‌in‌ ‌this‌ ‌regard:‌ ‌ 
‌ 

1. If‌ ‌at‌ ‌all‌ ‌possible,‌‌listen‌‌to‌‌more‌‌than‌‌one‌‌recording.‌‌This‌‌will‌‌avoid‌‌being‌‌taken‌‌in‌‌by‌‌a‌‌                                   
conductor‌ ‌who‌ ‌has‌ ‌chosen‌ ‌a‌ ‌particularly‌ ‌extreme‌ ‌tempo,‌ ‌or‌ ‌perhaps‌ ‌taken‌ ‌some‌‌                       
unusual‌ ‌interpretative‌ ‌decisions.‌ ‌ 

2. Listen‌ ‌to‌ ‌the‌ ‌recordings‌ ‌early‌ ‌on‌ ‌in‌‌the‌‌score‌‌study‌‌process‌‌and‌‌stop‌‌doing‌‌so‌‌before‌‌                               
the‌ ‌run‌ ‌of‌ ‌rehearsals‌ ‌starts.‌ ‌This‌ ‌will‌ ‌allow‌ ‌your‌ ‌own‌ ‌interpretation‌ ‌to‌ ‌develop.‌ ‌ 

3. Have‌‌the‌‌courage‌‌of‌‌your‌‌convictions‌‌and‌‌if‌‌you‌‌take‌‌a‌‌different‌‌view‌‌of‌‌something‌‌than‌‌                               
what‌‌you‌‌hear‌‌on‌‌recordings‌‌–‌‌no‌‌matter‌‌how‌‌exalted‌‌the‌‌conductor‌‌and‌‌orchestra‌‌–‌‌go‌‌                               
for‌‌it.‌‌Your‌‌interpretation‌‌will‌‌usually‌‌be‌‌better‌‌than‌‌your‌‌regurgitation‌‌of‌‌someone‌‌else’s‌‌                           
interpretation.‌ ‌ 

4. Don’t‌‌practise‌‌conducting‌‌the‌‌piece‌‌with‌‌the‌‌recording‌‌playing‌‌–‌‌it’s‌‌not‌‌like‌‌that‌‌in‌‌real‌‌                               
life!‌ ‌ 

5. Don’t‌ ‌necessarily‌ ‌stick‌ ‌to‌ ‌the‌ ‌big‌ ‌names‌ ‌–‌ ‌they‌ ‌(and‌ ‌I‌ ‌mean‌ ‌orchestras‌ ‌as‌ ‌well‌ ‌as‌‌                               
conductors)‌‌may‌‌be‌‌better‌‌able‌‌to‌‌pull‌‌off‌‌an‌‌idiosyncratic‌‌performance‌‌than‌‌you.‌‌It‌‌can‌‌                             
also‌‌be‌‌very‌‌informative‌‌to‌‌watch‌‌and‌‌listen‌‌to‌‌an‌‌inexperienced‌‌conductor‌‌or‌‌less‌‌than‌‌                             
expert‌‌orchestra‌‌struggling‌‌a‌‌little‌‌with‌‌the‌‌piece.‌‌You‌‌can‌‌gain‌‌a‌‌better‌‌sense‌‌of‌‌what‌‌is‌‌                                 
easy‌‌and‌‌what‌‌is‌‌difficult‌‌than‌‌listening‌‌to‌‌one‌‌of‌‌the‌‌world’s‌‌great‌‌orchestras‌‌for‌‌whom‌‌                               
everything‌ ‌is‌ ‌easy!‌ ‌ 

‌ 
‌ 

Method‌ ‌ 
‌ 

So‌ ‌how‌ ‌to‌ ‌actually‌ ‌study‌ ‌the‌ ‌score?‌ ‌Given‌ ‌that‌ ‌we‌ ‌have‌ ‌discounted‌‌sticking‌‌on‌‌a‌‌recording‌‌and‌‌                                 
conducting‌ ‌along‌ ‌to‌ ‌it‌ ‌half‌ ‌a‌ ‌dozen‌ ‌times,‌ ‌how‌ ‌do‌ ‌you‌ ‌start?‌ ‌ 
‌ 

There‌ ‌is‌ ‌a‌ ‌concept‌ ‌called‌ ‌‌Seven‌ ‌trips‌ ‌through‌ ‌the‌ ‌Score‌ ‌which‌ ‌is‌ ‌taught‌ ‌in‌ ‌various‌ ‌forms.‌ ‌It‌‌                                 
advocates‌‌a‌‌methodology‌‌based‌‌on‌‌going‌‌through‌‌the‌‌score,‌‌start‌‌to‌‌finish,‌‌seven‌‌times,‌‌focusing‌‌                             
each‌ ‌time‌ ‌on‌ ‌a‌ ‌different‌ ‌aspect‌ ‌and‌ ‌increasing‌ ‌knowledge‌ ‌incrementally.‌ ‌The‌ ‌seven‌ ‌stages‌ ‌are:‌ ‌ 



‌ 

‌ 
1.‌‌  Instrumentation‌ ‌and‌ ‌transpositions‌ ‌ 
2.‌‌  Form‌ ‌analysis‌ ‌ 
3.‌ Harmonic‌ ‌structure‌ ‌ 
4.‌ Melodic‌ ‌line‌ ‌and‌ ‌its‌ ‌instrumentation‌ ‌ 
5.‌ Phrasal‌ ‌analysis‌ ‌ 
6.‌‌  Dynamics‌ ‌ 
7.‌‌  Special‌ ‌effects‌ ‌in‌ ‌the‌ ‌score‌ ‌and‌ ‌manner‌ ‌of‌ ‌execution‌ ‌on‌ ‌the‌ ‌instruments‌ ‌ 

‌ 
‌ 

Whilst‌ ‌this‌ ‌approach‌ ‌may‌ ‌appear‌ ‌a‌ ‌little‌ ‌rigid‌ ‌and‌ ‌inflexible‌ ‌to‌ ‌some,‌ ‌and‌ ‌one‌ ‌could‌ ‌query‌ ‌the‌‌                                 
absence‌‌of‌‌matters‌‌such‌‌as‌‌tempo‌‌and‌‌articulation,‌‌it‌‌seems‌‌to‌‌me‌‌to‌‌be‌‌a‌‌good‌‌place‌‌to‌‌start‌‌from‌‌                                       
in‌ ‌evolving‌ ‌one’s‌ ‌own‌ ‌method.‌‌ ‌  
‌ 

Some‌ ‌advocate‌ ‌a‌ ‌part-by-part‌ ‌approach‌ ‌–‌ ‌play‌ ‌or‌ ‌sing‌‌each‌‌in‌‌turn‌‌–‌‌the‌‌premise‌‌being‌‌that‌‌the‌‌                                   
conductor‌ ‌must‌ ‌know‌ ‌every‌ ‌part‌ ‌and‌ ‌how‌ ‌the‌ ‌lines‌ ‌interrelate‌ ‌with‌ ‌each‌ ‌other.‌ ‌Others‌ ‌insist‌ ‌the‌‌                               
only‌‌real‌‌way‌‌to‌‌learn‌‌a‌‌score‌‌is‌‌to‌‌harmonically‌‌analyse‌‌each‌‌and‌‌every‌‌chord,‌‌using‌‌that‌‌as‌‌the‌‌                                     
basis‌ ‌on‌ ‌which‌ ‌decisions‌ ‌as‌ ‌to‌ ‌tempi,‌ ‌phrasing‌ ‌and‌ ‌dynamics‌ ‌are‌ ‌taken.‌ ‌ 
‌ 

From‌ ‌a‌ ‌personal‌ ‌perspective,‌ ‌I‌ ‌think‌ ‌a‌ ‌lot‌ ‌about‌ ‌structure‌ ‌initially,‌ ‌and‌ ‌find‌ ‌that‌ ‌until‌ ‌I‌ ‌am‌‌                                 
comfortable‌ ‌with‌ ‌both‌ ‌form‌‌and‌‌the‌‌more‌‌detailed‌‌phrase‌‌structure,‌‌I‌‌find‌‌it‌‌difficult‌‌to‌‌put‌‌matters‌‌                                 
such‌‌as‌‌instrumentation,‌‌architecture‌‌of‌‌dynamics,‌‌and‌‌how‌‌long‌‌or‌‌short‌‌a‌‌fermata‌‌should‌‌be,‌‌into‌‌                               
perspective.‌ ‌ 
‌ 

I‌ ‌also‌ ‌think‌ ‌“big‌ ‌to‌ ‌small”:‌ ‌begin‌ ‌with‌ ‌a‌ ‌big‌ ‌picture‌ ‌overview‌ ‌of‌‌the‌‌whole‌‌thing,‌‌gradually‌‌adding‌‌                                   
more‌‌and‌‌more‌‌detail‌‌as‌‌I‌‌go.‌‌This‌‌is‌‌important‌‌for‌‌2‌‌reasons.‌‌Firstly,‌‌if‌‌I‌‌get‌‌called‌‌to‌‌go‌‌and‌‌jump‌‌                                           
in‌ ‌for‌ ‌a‌ ‌rehearsal‌ ‌or‌ ‌concert‌ ‌at‌ ‌really‌ ‌short‌ ‌notice‌ ‌and‌ ‌the‌ ‌repertoire‌ ‌includes‌ ‌something‌ ‌I‌ ‌don’t‌‌                                 
know,‌ ‌I‌ ‌have‌ ‌a‌ ‌process‌ ‌that‌ ‌works‌ ‌when‌ ‌there‌ ‌is‌ ‌no‌ ‌time.‌ ‌The‌ ‌more‌ ‌time‌ ‌I‌ ‌have,‌ ‌or‌ ‌the‌ ‌more‌‌                                       
important‌ ‌a‌ ‌particular‌ ‌situation‌ ‌is‌ ‌to‌ ‌me,‌ ‌the‌ ‌more‌ ‌detail‌ ‌I‌ ‌can‌ ‌go‌ ‌into.‌ ‌Secondly,‌ ‌it‌ ‌helps‌ ‌me‌ ‌to‌‌                                     
avoid‌‌knowing‌‌the‌‌first‌‌part‌‌of‌‌a‌‌movement‌‌or‌‌piece‌‌really‌‌well‌‌and‌‌the‌‌rest‌‌of‌‌it‌‌not‌‌so‌‌well.‌‌I‌‌see‌‌so‌‌                                             
many‌ ‌young‌ ‌conductors‌ ‌fall‌ ‌into‌ ‌this‌ ‌trap‌ ‌and‌ ‌orchestras‌ ‌spot‌ ‌it‌ ‌immediately!‌‌ ‌  
‌ 

Ultimately,‌ ‌the‌ ‌correct‌ ‌method‌ ‌to‌ ‌use‌ ‌is‌ ‌the‌ ‌one‌ ‌which‌ ‌works‌ ‌best‌ ‌for‌ ‌you,‌ ‌and‌ ‌it‌ ‌goes‌ ‌without‌‌                                   
saying‌‌that‌‌as‌‌you‌‌gain‌‌experience‌‌your‌‌approach‌‌will‌‌change.‌‌I‌‌often‌‌take‌‌a‌‌score‌‌off‌‌the‌‌shelf‌‌that‌‌                                     
I‌‌last‌‌looked‌‌at‌‌10‌‌years‌‌ago‌‌and‌‌am‌‌horrified‌‌by‌‌some‌‌of‌‌the‌‌marking‌‌I‌‌find.‌‌That’s‌‌ok‌‌–‌‌we‌‌should‌‌                                           
all‌ ‌develop‌ ‌and‌ ‌learn‌ ‌from‌ ‌our‌ ‌previogus‌ ‌indiscretions.‌‌ ‌  
‌ 
‌ 
‌ 

Marking‌ ‌scores‌ ‌ 
‌ 

Again,‌‌huge‌‌differences‌‌of‌‌opinion‌‌exist.‌‌For‌‌some‌‌conductors,‌‌any‌‌marking‌‌of‌‌the‌‌score‌‌is‌‌nothing‌‌                               
short‌ ‌of‌ ‌sacrilege‌ ‌and‌ ‌a‌ ‌violation‌ ‌of‌ ‌the‌ ‌composer’s‌ ‌wishes.‌‌Others‌‌cover‌‌the‌‌pages‌‌with‌‌such‌‌a‌‌                                 
mass‌ ‌of‌ ‌text,‌ ‌hieroglyphics,‌ ‌chord‌ ‌symbols‌ ‌and‌ ‌numbers‌ ‌that‌ ‌the‌ ‌notes‌ ‌seem‌ ‌to‌ ‌have‌ ‌become‌‌                             
almost‌ ‌incidental.‌ ‌My‌ ‌approach‌ ‌is‌ ‌as‌ ‌follows:‌ ‌ 



‌ 

‌ 
1. Mark‌‌phrases‌‌lengths‌‌at‌‌the‌‌top‌‌of‌‌the‌‌page‌‌(possibly‌‌also‌‌above‌‌the‌‌string‌‌parts‌‌if‌‌it‌‌is‌‌                                   

a‌‌big‌‌orchestral‌‌score)‌‌or‌‌reinforce‌‌bar‌‌lines.‌‌I‌‌usually‌‌do‌‌this‌‌in‌‌red‌‌pencil.‌‌If‌‌it’s‌‌a‌‌very‌‌                                     
conventional‌ ‌4‌ ‌or‌ ‌8-bar‌ ‌structure‌ ‌I‌ ‌would‌ ‌probably‌ ‌only‌ ‌mark‌ ‌the‌ ‌occasions‌ ‌when‌ ‌it‌‌                           
deviates‌ ‌from‌ ‌that.‌ ‌ 

‌ 
‌ 

2. For‌ ‌complex‌ ‌mixed‌ ‌meter‌ ‌scores,‌ ‌develop‌ ‌a‌ ‌system‌ ‌of‌ ‌symbols‌ ‌for‌ ‌different‌ ‌time‌‌                         
signatures‌ ‌which‌ ‌you‌ ‌can‌ ‌mark‌ ‌up‌ ‌the‌ ‌score‌ ‌with.‌ ‌This‌ ‌is‌ ‌explored‌ ‌in‌ ‌detail‌ ‌in‌ ‌the‌‌                               
Technique‌ ‌4‌ ‌chapter‌ ‌of‌ ‌ConductIT.‌ ‌ 
‌ 

3. Mark‌‌important‌‌cues,‌‌dynamics,‌‌tempo‌‌changes,‌‌articulations,‌‌or‌‌other‌‌details‌‌I‌‌want‌‌to‌‌                         
notice‌ ‌when‌ ‌I‌ ‌am‌ ‌conducting‌ ‌in‌ ‌blue.‌ ‌I‌ ‌try‌ ‌to‌ ‌keep‌ ‌this‌ ‌to‌ ‌a‌ ‌minimum,‌ ‌especially‌ ‌in‌‌                                 
classical‌‌repertoire,‌‌and‌‌probably‌‌make‌‌far‌‌fewer‌‌markings‌‌that‌‌I‌‌did‌‌when‌‌I‌‌was‌‌starting‌‌                             
out.‌ ‌I‌ ‌never‌ ‌use‌ ‌highlighters.‌ ‌Here‌ ‌are‌ ‌a‌ ‌few‌ ‌examples:‌ ‌ 

‌ 
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4. In‌ ‌a‌ ‌concerto‌ ‌or‌‌solo‌‌work,‌‌I‌‌may‌‌use‌‌green‌‌for‌‌markings‌‌that‌‌relate‌‌specifically‌‌to‌‌the‌‌                                 
soloist.‌‌ ‌  

‌ 
5. All‌‌other‌‌markings‌‌will‌‌be‌‌in‌‌ordinary‌‌pencil,‌‌so‌‌that‌‌they‌‌don’t‌‌jump‌‌off‌‌the‌‌page‌‌at‌‌me‌‌                                   

when‌ ‌conducting.‌ ‌These‌ ‌could‌ ‌include:‌ ‌ 
‌ 

○ Metronome‌ ‌markings‌ ‌–‌ ‌although‌ ‌by‌ ‌no‌ ‌means‌ ‌an‌ ‌inflexible‌ ‌rule,‌ ‌at‌ ‌every‌ ‌major‌‌                         
tempo‌ ‌change‌ ‌I‌ ‌will‌ ‌know‌ ‌the‌ ‌speed‌ ‌I‌ ‌plan‌ ‌to‌ ‌adopt.‌‌ ‌  

○ Translations‌ ‌of‌ ‌unusual‌ ‌markings,‌ ‌for‌ ‌example‌ ‌German‌ ‌instructions‌ ‌in‌ ‌Mahler.‌‌ ‌  
○ Translations‌ ‌of‌ ‌vocal‌ ‌text.‌ ‌ 
○ Harmonic‌ ‌analysis,‌ ‌when‌ ‌it‌ ‌is‌ ‌particularly‌ ‌important‌ ‌or‌ ‌unusual.‌ ‌I‌ ‌rarely‌ ‌analyse‌‌                       

every‌‌chord.‌‌What‌‌I‌‌will‌‌often‌‌do‌‌is‌‌work‌‌out‌‌which‌‌instruments‌‌have‌‌which‌‌note‌‌of‌‌                               
the‌ ‌chord,‌ ‌particularly‌ ‌if‌ ‌it‌ ‌looks‌ ‌like‌‌a‌‌good‌‌candidate‌‌for‌‌intonation‌‌problems.‌‌So,‌‌                           
against‌‌a‌‌soft,‌‌held‌‌wind‌‌chord‌‌I‌‌would‌‌note‌‌who‌‌plays‌‌the‌‌tonic,‌‌third,‌‌fifth‌‌etc.‌‌This‌‌                                 
is‌ ‌particularly‌ ‌helpful‌ ‌if‌ ‌there‌ ‌are‌ ‌lots‌ ‌of‌ ‌transposing‌ ‌instruments.‌ ‌ ‌   



‌ 

○ Bowings‌ ‌(sometimes‌ ‌several‌ ‌options).‌ ‌ 
○ Notes‌ ‌about‌ ‌errors‌ ‌or‌ ‌discrepancies‌ ‌between‌ ‌score‌ ‌and‌ ‌parts.‌ ‌ 
○ Bar‌ ‌numbers‌ ‌or‌ ‌Rehearsal‌ ‌marks,‌ ‌especially‌ ‌if‌ ‌there‌ ‌are‌ ‌differences‌ ‌between‌‌                     

editions.‌ ‌ 
○ Timings.‌ ‌I‌ ‌will‌ ‌have‌ ‌the‌ ‌duration‌ ‌of‌ ‌each‌ ‌movement‌ ‌on‌ ‌the‌‌title‌‌page.‌‌If‌‌it’s‌‌a‌‌long‌‌                                 

movement,‌ ‌for‌‌example‌‌a‌‌Bruckner‌‌adagio‌‌lasting‌‌more‌‌than‌‌20‌‌minutes,‌‌it‌‌can‌‌be‌‌                           
good‌ ‌to‌ ‌have‌‌a‌‌few‌‌landmarks‌‌written‌‌in‌‌so‌‌that‌‌when‌‌deep‌‌in‌‌rehearsal‌‌you‌‌know‌‌                               
how‌ ‌far‌ ‌away‌ ‌you‌ ‌are‌ ‌from‌ ‌the‌ ‌end.‌ ‌ 

‌ 
6. Everything‌ ‌else‌ ‌I‌‌will‌‌do‌‌in‌‌separate‌‌notes.‌‌For‌‌example,‌‌I‌‌often‌‌sketch‌‌out‌‌the‌‌phrase‌‌                               

structure‌‌with‌‌a‌‌few‌‌things‌‌to‌‌jog‌‌my‌‌memory‌‌and‌‌use‌‌that‌‌as‌‌a‌‌learning‌‌tool‌‌particularly‌‌                                 
with‌‌larger‌‌pieces.‌‌Although‌‌I‌‌would‌‌never‌‌conduct‌‌from‌‌it,‌‌I‌‌find‌‌it‌‌useful‌‌to‌‌be‌‌able‌‌to‌‌sit‌‌                                     
down‌ ‌with‌ ‌the‌ ‌1‌st‌‌ ‌movement‌ ‌of‌ ‌a‌ ‌symphony‌ ‌sketched‌ ‌out‌ ‌on‌ ‌one‌ ‌sheet‌ ‌of‌ ‌paper.‌‌ ‌  

7. Kleiber‌ ‌grams‌ ‌ 
8. NY‌ ‌Phil‌ ‌archives‌ ‌etc.‌ ‌ 

‌ 
‌ 

Whether‌‌you‌‌should‌‌or‌‌should‌‌not‌‌mark‌‌the‌‌individual‌‌parts‌‌is‌‌a‌‌whole‌‌topic‌‌all‌‌of‌‌its‌‌own,‌‌and‌‌not‌‌                                       
one‌ ‌that‌ ‌is‌ ‌directly‌ ‌relevant‌ ‌to‌ ‌this‌ ‌article.‌ ‌However,‌ ‌if‌ ‌it‌ ‌is‌ ‌acceptable‌ ‌and‌ ‌appropriate‌ ‌in‌ ‌the‌‌                                 
circumstances,‌‌doing‌‌so‌‌can‌‌be‌‌a‌‌very‌‌effective‌‌part‌‌of‌‌your‌‌score‌‌study.‌‌A‌‌similar‌‌approach,‌‌which‌‌                                 
I‌‌often‌‌adopt‌‌with‌‌student‌‌and‌‌non-professional‌‌groups,‌‌is‌‌to‌‌do‌‌a‌‌separate‌‌set‌‌of‌‌rehearsal‌‌notes‌‌                                 
to‌ ‌give‌ ‌to‌ ‌the‌ ‌players‌ ‌prior‌ ‌to‌ ‌the‌ ‌rehearsals,‌ ‌particularly‌ ‌if‌ ‌time‌ ‌is‌ ‌short.‌ ‌ ‌   
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