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Som
do for the chorus in prepari
sing more rhythmically. The
its task easier if the gesture you use in con
idiosyncrasies. Recause it is often the case
time to prepare the work, the more you can

if it means leaving the chorus to sing with:
orchestra needs to see @ clear downbeat in every measure and important cues

from you—=a first entry, an entrance after several measures of rest, a pitch
change in a part after it has played a Jarge number of measures of a repeated
ostinato, a cue of encouragement for a solo line, etc.—but they need clear
instructions, and they need to know that you have the score firmly in your

mind and ear.
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idualized articula-

vowel color, thythmic intention or lack thereof, and indiv

i i d to flourish.
tions and dynamics are allowe . .
The successful artistic process, from study through performance, Invo
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O 3

thought of as LISTEN.

L—earn the score.
I-magine the finished arti
S_how the dream through gesture. |
T—ransform the initial sound into the dream.
EN_spire the performance; take the next step t

stic product; formulate the dream.

oward artistry.

Learn the Score

Of all the activities in a conductor’s life,
The pressures of e-mail, administration, ‘
lifel—tend to get in the way of our spendin
us. What does “learning the score” really mean
through at the piano, to listen to a good recording, 1 e
breaths should be taken? There are as many ways to ei}r}? a =0
are scores to be learned and conductors to learn them. . erfe are, how
common elements in every score that deserve our attention if a cre

appropriate dream is to be realized.

g time with the composer’s gift
7 Isn’t it enough to play‘

FroM BIG TO LITTLE

. . . -
Just as one plans a cross-country road trip by starting with a country map,

a state map, then a city map, then a tour of the.residencre, Egd ﬁ;le;lclz)irfé
a spot for your toothbrush, the same is true in appro;c ing a s
possibilities for “big picture” viewing are many: play tde Wf?rten oy
through at the piano, visually/aurally hear it in your head, 01;31 15t L4
excellent recordings. Whatever it takes, the _con.ductor needs okm p
forest or see the mountain range before bggmpmg the pgmstaex iri
of delving into the minutiae. Once the blg picture has gnestigmi
determining the work’s overall structure is the next steﬁ. u e
include: 1) How does the text influence the structure of the pwi\ BA
the structure of the work? Is it in a standardized form (de.}%., AL
the composer feel compelled by the nature of the text;an is |
reaction to it to devise a nonstandard formal structure!

this step is most often shortchanged.
student interaction, family—in short,
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After determining the overall structural, tonal, and textual components
(detailed harmonic analysis may be helpful but is not imperative for the
conductor’s purposes), it is time to purposefully step into the forest and begin
to look at both the trail and the trees along that trail. Questions for this
step include: 1) If the first section is rather lengthy, are there subsections of
shorter durations? 2) If so, how long are they? 3) Is there a reason for these
lengths? Might the lengths of these sections influence my pacing of the
composition in performances? 4) In each of these subsections, what is the
length of each individual phrase?

It is important to realize that there are few right or wrong answers in
making the above determinations. One conductor will see a four-bar phrase
where another sees an eight-bar phrase and another a twenty-four bar phrase!
The important point is that the conductor has looked deeply enough at the
music to make a strong and valid judgment from his or her perspective.
Having begun with the big picture and then proceeded to examine the
smallest details, make sure to note in each part where mistakes, such as
awkward intervals and tricky rhythms or entrances are likely to occur, and
begin to devise creative solutions to remedy them.

MARKING THE SCORE

There are countless ways to successfully mark a score. It is even possible to

uccessfully prepare and conduct a work with no markings whatsoever,
Ithough doing so is dangerous and may, except in the case of the most
rilliant conductors, produce slipshod performances. Marking a choral score
ically involves 1) numbering the measures, 2) editing each vocal line
ot consonant and breath placements, 3) reinforcing dynamic markings with
lored pencils (it is very hard to ignore a bright red fortissimo in the tenor
e, for example), 4) marking macro and micro structural elements, from
r-picture sections to the smallest phrase, 5) noting the various
| entrances, 6) marking articulations, 7) underlining stressed syllables,

cularly in foreign languages, and 8) writing in translations, both word for
and poetic.

WHY? WHEN? WHERE? HOw?

formed dream brings with it background information on both the
oser of the music and the author of the text. Why was the work
osed, and for whom was it written? If the work is from a past era, who
he first performance, and how many performers were involved? Do the
and date of the first performance provide us with significant infor-
regarding placement of the singers and/or instrumentalists?
anding this information will certainly influence elements of phrasing,
C variation, and articulation. Now that the conductor has studied the
s time to develop the dream, to imagine the ideal performance.
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Imagining the Dream
Conductors who approach a cehearsal without a dream realize their level of
aspiration immediately. 1f T just want food, it is pretty easy to find a meal. If,
however, 1 imagine a gourmet meal, including appetizer, main course, and

dessert (of course!), that will take a good deal more time to plan and execute.
A run-of-the-mill rehearsal and an average performance are not difficult to
uires a dream that

accomplish, but an artistically compelling performance 1€q
informs the entire process, from the preparatory beat of the first rehearsal,

right through to che release of the final note in the performance.

BUILDING YOUR DREAM ACCOUNT
Dreams are built on past experiences. Listening to evocative and
performances by other ensembles adds principal to one’s dream account. If one
is to become an artistic conductor, it is important to listen to great choral and

instrumental ensembles cehearse and perform great music. Stand in the back
of the room during cehearsals of fine orchestras and bands, and analyze why
they sound so beautiful or dramatic. Watch other conductors, and analyze
why the music sounds the way it does for them. Several years ago, the five

living former conductors of the University of Michigan Men’s Glee Club were

invited back to campus to cach lead a piece with the ensemble during one 0
the concerts. [ was immediately struck by the remarkably different sounds th

group made for each of the conductors. Not one of them said, “I'd like you €
sound » They simply rehearsed and conducted their pieces, yet thy
ensemble sounded different for each conductor.

Sing in a great choir led by a fine conductor, and personally experie
what it feels like to be led by someone else. Continually ask yourself, “Wh
Why did he or she make that choice of gesture, OF tONE color, or vowel sou
What effect did it have on my ability to sing freely and communicativ
How would I have done it differently? Why was I inspired to go beyond

notes in that performance!”

artistic

THE SCORE-BASED DREAM
Artistic dreams are often th
music. How does the music amp

e result of careful analysis of the interplay of te

lify the words? What do I think the author

ing, and how does the music paint it, clarify it, or, perhaps, distort it? N
every phrase of text has a «color” word or thought, such as “deep peace,” "
“amazing day,” or “sypeetly sang.” It would be hard to imagine performing H
Creation without consciously attempting to paint the “ponderous beast”
“light and flaky snow.” To avoid the obvious opportunity to vocally embod
ideas is to accept black and white instead of full color. ‘

nd artict

The musical score often includes dynamic, tempo, 4
e startin

indications. These “givens” should most often be just that—th
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from which i
s dangeton Sthae;1 3&;5;:11 1; developed. To change a composer’s specific markings
which a slightly ifferent tompo. can n We are all aware of exceptions in
S G bt b anrcllt 1tempo can make the difference between success
suggestions.’MereI yaur 11 aree we must adhere to the composer’s specific
enough. The comgellina dy reproducing t_he printed score, however, is not
have a conductor’s wellg Team,done that s convincing and deeply felt, will
it any other way” is rr;reasorfle n Hltl‘llt‘ive perspective. *I can’t imagine
conductor’s rehearsal rOSt : tén tbe guiding principle behind an artistic
musical dream allowsptggeEan oming to the first rehearsal with a specific
confidence, and forward vision. uctor to proceed with energy, engagement,
Will th '
e iseuiriz?lr: ;ﬁlia;nge duprﬁg‘ the rehegrsal process? Absolutely! Every
eaknesses. Fach s;n . gmg.\w‘t 1t.1.ts. own individual singers’ strengths and
available to the conclicib agus’tlcf abilities will also influence the possibilities
conduct Messiah with or. 1 15, Ior example, artistically valid and exciting to
iah with either 180 singers or with 20, and each ensemble will

affect the !
; conductor’s dream to a remarkable extent.

A score-b

A seore ased bdregm enables the conductor to energetically lead

chearaly m 2 ig-picture perspective. “I've been there, and you

i g od ove it hlS quite different from “I'm riding the bus’ with g 31’3

m wondering where we're h " This i ¢ whe

eaded.” This is icul i

o wot ve' particularly important

earsing new and stylistically unfamiliar repertoire with singeis when

how the Choir Your Dream

on't tell them—
oed by :rsréorih(.):u‘ them!b\i(/lllcen the dream has been deeply informed and
, it is possible for ever t
A ¢, 1t y gesture to flow from that per i
et perspective.
i b cgr imagines a passage to be gently piano, then an app?opriate
o fzs ;re w1’11 more naturally occur. If the ensemble is to efficientl
:blems Occun ictors dream, then every gesture must reflect that clreamy
o occ! }i when Tondugtors 1) mirror what is coming back to them insteaci
W gist e \171.sufa solutxonf, 2) think no one is watching and thus provide
ural information for those wh i
: o are watchin 3
d . g, or 3) work :
: “(:thu;lg the gestural dream in static and irrelevancie; ) too hard,
e 1e ar i ‘
e if;t W}:cath we f}flear instead of what we dream, we allow the ensemble
y of the efficient realization of
_ of the dream. “It’ loud!”
ed while o ficiel . “It’s too loud!” spoken
oint of facildl}lftlr-lg in a large or generic manner sounds ridiculous
Pome ol ;Ct is is often done. Extra loops, jerks, swoops, sweeps anci
e Hfblo te}? the gonductor’s reaction to a lethargic or musi’call
20 me }tl ar{ a direct visual interpretation of his or her dreamy
: uch salt in it, will the chef a ? .
erconduct in an effort, to instill o S | m9r6~1 Cc(l) pluctor, however
vert musical ideas in a seemi
ingly

87



O Chapter ¢ Teaching Music through Performance in Choir: Volume 2 Teaching Music thro |
ugh Performance in Choir: Volume 2
_ Chapter 4 @B

-

ve ensemble. The conductor is the keeper/sharer of the dream, transform what we hear into what .
lly viable manner, beginning with the st make it into our drea we would like to hear; in other words, we
. M ’
first rehearsal. If, as A T
D el used €0 i s ; m,u s - dllmost gnythmg is fair game during rehearsals. This may include j ,
information through antomim,e ch the nding, sitting, using falsetto, running, dancin e Jumping,
. ) , :
d h fgh o ’Abl ‘ E{OUChmg, poking, throwing, and imagining. Whate . ‘Snaipmg, e
ream as much of the time as possible. ‘o fai , : ver it .
P + know.” While }rleam is fair game. Settling for normal or okay is not an o Iti'a - \t; mateh the
: the no . : ion. Waiti :
tes are learned before heading for the dream is not ai option gmgfm'ltd
. Confusing

«But no one is watching! They're only reading, Yo
! ing. T SRR
Il watching. The mediocrity with lack of skill is not an option. Selling the ensemble sh
e snort is not

few may be looking directly at the conductor, they are d

conductor influences che ensemble simply by how he or she says “good an option. If the conductor can imagine it and
e it and can teach it, the ;

) ensemble will,

morning,” by his or her personal appearance, and by how tidy the room is. in nearly all cases, be able to : g
Every gesture, eVery facial movement, every spoken and sung sound made by Great, transfgrmm c %aCCOTphSh IF'
the conductor influences the ensemble. While the singers may not observe deep and passionate kni Wledearsaf s are improvisational and based on a
100 percent of the conductor’s gestures during the reading stages of a new conductor’s personaliy altiogye ﬁ the score. They are not solely based on a
piece, they are observing and storing artistic ideas. ; do. We are, most often ’tme tol(g) pelrsonahty shapes everything conductors
It is crucial, therefore, that the conductor’s gestures match his or her  to our personalities dreat . ufrse ves, and we seldom act in ways contrary
dream from the very beginning. It is even more crucial that musical expression when the conducto% is con’t farlls orming rehearsals are successful, however
and shape be expected from the ensemble beginning with the first note of the what is working and what stantly thmkmg.ahead of the ensemble, 3nalyzing’
learning process. If the conductor waits until all of the notes are learned an solutions for each problfenis %Ot,‘ and coming up with three or four possible
all of the text is immaculate, then blandness becomes the ingrained norm based on a logical, prearr . grmg anfl unproductive rehearsals are often
There should never be “note banging” sessions. If the music is worth singing _pointless, but imprc;visatigin{g y hp‘leﬁm. Plan-less” rehearsals can be just as
then it is worth our musical souls from the moment we start the process Cvery engaging gesture anda r}f earsals, Where the score-based dream infuses
Why allow ourselves and our singers to be less than spectacularly musical i fren mentally and PhysicaH;ee;ﬁ:ilt ievlice, ire excditing, invigorating, and
g for the conductor and singers alike.

every rehearsal? Our colleagues who teach voice expect vocal and musice Transforming rehearsals, while seemingl
. 1 ’ Seemin

excellence at all times, and so should choral conductors. houghtful planning. Warm-ups that foc g% Sp%ntaneggs, are the result of
us the choir, address the ’

ensemble’s

k really hard to get them to singa pulled, legato li socal and musical i
? / ical issues, and build the ense k i
, mble’s musicianship ski
p skills, help set

I'm earning all of this money; 1 really shguld logk like I'm Working hat e vocal stage for a stimulating and producti
hard by clothing their gestures in extra loo t and slow tempi, new and famiigro plileczge ;e}glearsal‘lfhg alrertation of
, and vocally demanding and

less-than-responsi

which means sharing it in a gesturd
o for the first note of the warm-up of the
“conducting is the communication 0

» then the pantomime needs to mat

preparatio

Conductors who work too
hooks, swoops, and hiccups engender singers who routinely think “He/ call . .
) ) ) y restful pieces will
doesn’t really mean I'm supposed to sing that phrase with jerks and hicc ost prOdLIEtive a::i i};jh;feelj ile ensemble engaged. Rehearsals tend to
he really means 1 should sing it in a legato manner.” The more we gestur e best sense of that wordtp ng when they are viewed as performances, in
kly the rehearsal process will pr Great im ‘ : ’
provisers do not become ici '
proficient simply by im -
provising. They

say exactly what we mean, the more quic
and the more we will hear from ensemble members,

I feel vocally free when I sing in that ensemble.”

“He/she is easy to sing A - .
! ‘ icizy listening and by observing, then by practicing, by trying. G
c1ans practi . . ) ’ . Ureat j
n to agv)vid Hee §Ca163, transcribe recordings, sit next to master improvisJeiZZ
e v ~ sers
arkable abihtj;nfty of 1Zecord;ngs, and take chances. They go for it! Their,
o make performances : )
Transform What Comes Back on their past experiencis both e nelw anbeﬁgagmg every time is
. _ ; . : personal and observed
d be wonderful—and extraordinary—if the conductor’s dreaft ' helsame is true for conductors who lead excitin " _
gestures automatically corrected all vocal faults and instantly connect ‘ tsals. They simply cannot imagine the music being | " ﬁmpfOVISatlonal
, : , , , ess the
every singer in the ensemble. If that were the case, conductors’ gesture - ;’n wrack their brains to come up with sevegral ‘;S;l%fpef?gawlar,
improve quite dramatically! But since there will always be issues O nng}j work better. They adjust their game plan on tge ﬂ1 be L
trimbre, vocal color, articulation, dynamics, etc. that must be corre ' fgt}i S eﬁiemble and intently listening to what is cominy by Clir?lfﬁny
e pitch is awry, what g back. lhey
c -
Y an I do—or better yet, what can they do—to

are forced to be creative in the manner in which we address them.

It woul
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the singers in the ensemble, it is often just as effective to allow the music to

h?
ions correct it? Is my gesture enoug

e been make its own case.
correct what 've S , ,
the e}i\seénbleh < the singers lift one of Composers begin with the text, which most often generates the musical
and or ha

S
1

¢ Will my verbal instruct

improve 1
o vement from

Could a gesture Of MO ‘
ta%lzing about for far too long? 1£1 lifted my

be advantageous, and perhaps even imperative, to unify a group’s image of

certain passages. Each great work presents different opportunities for textual/

musical relationships, and it is up to the conductor and the ensemble to

‘ decipher how these relationships will influence, even infect, the performance.
o horal rehearsal and performance process 18 nearly It is not good enough to just sing beautifully. We must sing and conduct from

Defining inspiration ﬁn thee:fo(r)rrr?ance causes us to hear the music in a new way, a perspective of intimate familiarity with both text and music.

impossible. A compeling P ‘

« the privileged listeners. We also know that one’s P}i“pici:i Normal is boring.‘Beige is bland. (?ood is only okay. While there is afime am’i’
and we were the Dl formance is perceived. For example, the €xp N place for everything (having one’s body temperature noted to be “normal
dramatically affects how ;’p; uiem may be quite different from hearmg t Z is preferable to the alternative), normal, beige, or good choral singing is less
ence of singing th? Purute e Conducting the Requiem will provide a third than optimal. Many times, a simple reminder to be as “beautiful” or “terrific”
Duruflé as an audience member. -0 same performance may be Completei or “expressive” or “elegant” as possible (the list is endless) will aid in
perspective. We also }mow thagthed\,:;gful hore for the listener’s friend.. How chieving a compelling performance.
compelling for one listener and @ & itha score-informed dream, to 'mspl‘ff‘j th I remember a vocal master class I attended that left a lasting impression
then, is it possible for the.conducftof» che7 While there are myriad possibilit n me. A young singer had just given a lovely performance, and it was time

singers toward a Compeﬂ}ﬂ% pertort ’ or the master teacher, the late Arlene Auger, one of America’s great singers,
et me suggest a few key ideas. share her wisdom. Expectations in the room were high because Ms. Auger
. d presented a magnificent recital the evening before, and we were, of
INTERNALIZING THE TexT {lotted for not only pronouncing and em%naa; - urse, hopeful that she would share insights into how she sang so elegantly
Has rehearsal time been a ?;ivel by the ensemble, but also fOY nge t expressively. Ms. Auger responded to the performer with a gentle, “Would
the text clearly ?nd evoca d 7Y1t s one thing to sing a requiem text .‘ sing that again even more beautifully?” The singer responded with an
the meaning behind the worhs- o recently lost @ loved one. While a n lovelier performance than the first. This time, Ms. Auger responded to
another to sing the same text af\/ ing singer to project a singer, whose name was Barbara, with “Is that the most beautifully Barbara
in the family is not ‘ne.cessarydiorf if important for singers ng it!” The third time Barbara sang the song, it was absolutely magical.
t)t}[fl()llslgi(tcsereathegr than syllables. Is it necessary?t% ?Cc - One.in the room knew immediately that we had witnessed something
n present a compelling performance: : - special. Ms. Auger could have offered hints about dynamic variation,
believe a text before one c& bp thief to portray a thief on stage. LE 1 1 color, textual/musical relationships, physical gestures, eye contact, or
not. Simﬂaﬂ% one neﬁgwniie e&ief might feel and act, in short, deve 1 atic intent. Instead, she simply encouraged Barbara to perform as only
to, however, 1magmne .

1 :t ‘78t] on fcr th e HCUC]TJ ! h e Saﬂﬂﬁ 18 U’lle ‘Nb en sin in “\x( V ?” and :
1
g

k, particulaﬂy in the final s 3 ful voice.
¢ formance ‘ ave often stood in the back of the rehearsal hall of the University of
; orm .
preparation for & P derstanding,
In addition to creating, umy

and owning the FO > ' an School of Music, Theatre, and Dance and listened to H. Robert
e tant for the SIBEES understand the inserPlAf ' s rehearse the symphony band. In sustained, elegant passages the
words, it is impor | 1 understan,
Si hile it is helpful, on © ,
words and music. W

En (In)-Spiration

requiem MOVEMEn
their own,” to sIng

bally to point £ !
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sound was absolutely golden and burnished. 1 would leave those rehearsals
imagining how I could engender that same lushness in the choirs 1 was con-
ducting. 1 finally asked one of the players why the symphony band always
sounded so beautiful when Professor Reynolds was conducting. He replied,

“He simply expects us t0 play our very best all the time.”
Tnspiring and compelling performances will not be far away if singers are
best at every minute of every rehearsal. Every

expected to sing their very
aspect of the process will be affected, from the gesture tO the sound, from the

first note of the first rehearsal right through to the final release of the perfor-
mance. Compelling performances stem from a deep and profound knowledge
of the score that influences every aspect of the rehearsal and performance

process. Every gesture, every rehearsal Jevice, every vowel color, every articu-
lation, every dynamic DUAnce, every communicative phrase is informed by the

conductor’s score-based drean.
Dream in full color!
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