- A Few Thoughts About Performing and Teaching
| I come from a musical family. indeed, | am a third-generation professional musiclan—
even a third-generation harpist. To not yield to the pressure of playing has been o
Iifelqn:g ;hul!enge.

o by Deborah Fleisher

Practicing In Tune: Four Puzzlers for Four Concepts

=Learning-how to play in fune can seem like the neverending quest for the Holy Grail, The

work In the practice room that accompanies that quest can be tedious and grueling.

by Susanna Klein

——-T0-Tilt or Not to Tilt
Regardless of the schoo! of bowing technique—whether it is German, Franco-Belgian or

_ Russian—all conceivable variables of the bow contribute to sound production and tone

- quality, and collectively make up the unique character of each player.

by Selim Giray

Bass Forum
The Block Approach: A System for Logical Arpeggio
Fingerings on the Double Bass

~ Like many double bassists, | began my musical journey on the electric bass—the land of

~-frets, rock and roli, and even (gaspi) tablature.

by Craig Butterfield
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. Seuss
Art of

by Hillary Herndon

What is musicality, and how do we teach it? A computer can
accurdtely generate the pitch, thythm, and dynamics of a piece
of music, but it is doubtful that anyone would call the result-
ing performance satisfying. On the other hand, many of us have
experienced performances that were moving even if the performer
missed a note or two. Performers who stir emotion in the listener
have the ability to interpret the notes on the page into music
that is more than the sum of the concrete elements written in
the score. For many music students, learning to think beyond
the concrete is a major challenge. These students often become
frustrated and feel that they are not “musical.” As teachers, it is
important fot us to find ways to uncover the emotional creativ-
ity all students possess and foster the musicality that makes every
student unique.

Using forms of presentation that students are already com-
fortable with can be helpful when introducing them to abstract

ideas like musicality. For instance, as most children grow up using-

spoken languages, we can use speech itself to explore interpreta-
tions. From a young age, children are adept at understanding
the implied meaning of spoken words. Consider, for example,
the sentence “I like your shirt.” With those four words, one can
imply many different nuanced ideas, including:

A) You like the shirt, in a simple and easy compliment;

B) You fove the shirt and immediately want to go buy one;

C) You hate the shirt; and

D) You are annoyed that someonc is wearing the same shirt as you.

The energy in which we speak, the tone of our voice, the articula-
tion of the words, which words we stress, as well as the pacing

of our speech all influence perceived meaning, Sirnilarly, choices
in phrasing, tone colot, thythmic vitality, and articulation will
greatly alter a musical interpretation.

In this article, we use excerpts from Dr. Seuss books to
examine elements of expression that are common to both speech
and music. Following each reading, we look ata musical example
that requires similar expressive elements for an effective perfor-
mance. Finally, suggestions are given for using “expressive reading
performances” in the music studio,

Before we begin, it is important to realize that phrasing and
musicality are highly individualistic--there are many ways of mak-
ing a particular passage “work.” This is what makes an individual’s

Mferpretation

performance interesting, and why audiences will return to hear
performances of the same piece many times in their liferime.
Although a full explanation of all the possibilities presented for
each excerpt is beyond the scope of this article, we use several
suggestions as starting points for discussion and encourage your
students to find their own interpretations.

Imagine reading the following excerpt aloud as a “perfor-
mance” to a child.

1£1 Ray The Circus

by Dr. Seuss

The Circus MeGurkus! The World's Greatest Show
On the face of the earth, or wherever you go!

The Circus McGurkus! The cream of the cream!
The Circus McGurkus! The Circus Supreme!

The Circus McGurkust Colossall Stupdendous!
Astounding! Fantastie! Terrific! Tremendous!

1 bring in my acrobats, jugglers and clowns

From a thousand and thirty-three faraway towns
To the place that you'll see ‘em in, ladies and gents,
Right behind Sneelock’s Store, in the Great McGurk
tents!!

In order to make your “performance” reading as engaging as
possible, you will first need to decide what the general character
should be. Given the superlative exclamations in this passage, let’s
use an exultant, ecstatic character. Consider how this character
will be portrayed through your voice. For instance, a hormal
conversational tone of voice will not contain enough joyfulness.
Use a full, confident, and firm tone when reading this to your
audience.

In an engaging performance, our enunciation also is affected.
Strong articulations will add vigor to your reading, Read this sec-
tion aloud in two separate ways. First, read it with an “everyday”
style of voice, with smoother, less harsh consonant articulations.
Second, contrast this with a full, confident voice that exaggerates
the consonants and portrays energy in every syllable. Which of
these performances conveys the ecstatic character best?

Rhythmic pacing also is important in this excerpt. ‘The
opening repeats “Circus McGurkus!” several times, followed by



numerous adjectives to describe just how wonderful the show is.
It would be dull to repeat the lines immediately and the same way
for each time. Instead, make slight variations to keep the atten-
tion of your listener. For example, read lines three through six
and in all four lines, keep a strong voice with crisp consonants.
Pace line three evenly, allowing for clear punctuation between the
two sentences. In line four, lower your voice to a slightly fower
register, as if sharing a secret with the audience. Slightly draw out

Allegretto ungaress

the “The Circus Supreme!” sentence in a deliberate, slower pace.
Finally, bring your speaking register back to its origin in line five
and pace the words forward in anticipation of the final adjective
of “Tremendous” in line six. Notice how this rhythmic organiza-
tion allows for more vitality in your reading,
Let’s consider similar elements of interpretation in music.

Weber's Andante and Rondo Ungarese is a favorite character piece
of violists and bassoonists alike.

Example 1. Carl Maria von Weber, Andante ¢ Ronds Ungarese, op. 35.

This excerpt illustrates the importance of determining char-
acters in a musical performance. While instrumentalists do not
usually have a “text” to help form a musical interpretation, we can
still infer the composer’s intent from the clues they left behind. In
. this example, looking up the translation and imagery associated

with a Rondo and Allegretto Ungarese would be a great start. What
characteristics are typical of 2 Rondo? What does a “Hungarian”
style bring to mind? What do you make of the offbeat accents
. in the piano part? Other clues might be the articulation marked
in the melody, the use of grace notes, dotted rhythms, and the
artificial harmonic in the second line.

Taking these items into consideration, let’s look at similar
- elerents of performance that we explored in “If I Ran ‘The Cir-
~ cus.” What is the character of this excerpt? What tone of voice or
- sound color will you employ? How will articulation reinforce the
chacacter you are portraying? In this exercise, let’s aim for a lively,
tustic, playful, and sassy character. Use a full-bodied sound with
crisp articulations, starting every new bow stroke with a conso-
nant sound (no vowel-initiations in our lively presentation!). If
you find thinking of notes with letter sounds difficult, write your
own words and sing them aloud. Enunciate clearly, just as you
did in the Dr. Seuss performance. Return to the Weber excerpt
and perform it as written, while attempting to convey the same
articulation clarity as your singing version.
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Next, let’s consider pacing, The Circus reading and the
Weber excerpt both have phrases that begin with the same state-
ment and end differently each time. In Dr. Seuss, we found that
varying our tone of voice and rhythmic organization through the
repeated statements gave extra excitement to our performance.

Perform the opening of the Rondo with similar variance in
the following way: Exaggerate the playfulness of the character by
elongating stressed notes slightly. In the first four bars, slightly
elongate the first note, allowing the subsequent eighth note Cs
to move toward the downbeat of bar two. Stress the grace note D
and its resolution C at bar two, and deliberately hold the remain-
der of the bar steady so as to exaggerate the arrival of the high G
in measure three, which is stressed with an clongated grace note
F#, Allow bar four to relax the tension in the sound and naturally
“fall” toward the end of the four-bar phrase. The opening two
bars are repeated again, but continue to a longer eight-bar phrase.
Notice that at this point the jaunty piano part is replaced by a
more simplified version, helping our forward progression.

Character determination, sound quality, arriculation, and
thythmic organization are vital to all musical interpretations. Our
next D, Seuss reading will examine elements of tone color and
dynamics.
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or;"o ear M,o “speck,” you will still need to provide direction within the speck’s
H ‘{))‘r"Dr ScfssA speech. Fach of the speck’s words is not equally important. We

need to organize our reading around the main points to help the
reader clearly understand what we are trying to express.

Th h the highj ickl
rough the high jungle tree tops, the news quickly In order vo understand the impoitance of direction, read the

‘S‘Ip{I:::lks t0 a dust speck! He's out of his head! excerpt with equal importance on each word. Make an effort to
Just look at him walk with that speck on that flower!” keep the articulation, pacing, and dynamic quality of your voice
And Horton walked, worrying, almost an hour. the same for each word. Did you find that it becomes difficult to
“Should I put this speck down? . . . ” Horton thought follow your sentences?

with alarm. Now, let’s organize the speech a bit. Decide what the main
“If I do, these small persons may come to great harm. point is for each sentence. Which word will get the most dynamic
Iean't put it down. And I won't! After all stress? Build a slight “crescendo” with your voice toward that

A person’s a person. No matter how small. word in the sentence and then back away again slightly as you

retreat from the important point. Perhaps you might find more
than one important word per sentence. Are they equally impor-
tant? Also consider which points are most important within the

Then Horton stopped walking.
The speck-voice was talking!
The voice was so faint he could just barely hear it.

“Speak up, please,” said Horton. He put his ear near it. entire paragraph, in other words . . . the stressed words are not alf
equally important.

“My friend,” came the voice, “you're a very fine friend. It is Aimportant to realize that there is not one correct

You've helped all us folks on this dust speck no end. “answer” to these questions. You could choose to emphasize

You:ve savedrall our houses, our ceilings and ﬂoor,"i. the words “saved” and “helped” in each sentence, or you could

You've saved all our churches and grocery stores. emphasize the things Horton has saved-—folks, houses, churches

and grocery stores. You could even choose one of each. Start by
emphasizing “helped” then move to the “homes” and “grocery
stores” of the following sentences. The point is to make sure that
your reading provides this organization. Your exact choices make
up your individual interpretation.

Musicians will encounter similar challenges of dynamic
projection and phrase direction. Consider the opening of the
Mendelssohn Violin Concerto:

Imagine that you are performing this reading to a classroom
of young students. How will your voice change between Horton’s
worrying and the wee voice of the “speck-voice?” If you drop your
dynamic too much, the students in the back row might not be
able to understand what you are saying. Experiment with chang-
ing the quality of your voice—raise the register of your voice, or
make your voice less solid to sound project the idea of 2 whisper
to the students.

Once you've found a quality of voice that works for the

Example 2. Felix Mendelssohn, Violin Concerto, op. 64.

Allegro molto appue ito, T —
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Why did Mendelssohn write a pizno dynamic marking for for a tender, yearning melancholy sound. The articulation will
the soloist when a full orchestra is accompanying? If the solo- therefore be on the gentle side. Begin the bow strokes with soft
ist were to actually play at a piane dynamic, they would not be consonants and allow the dot articulation above the second note
heard! Here it helps to think of the piano character and play with  to be gentle. Vibrato is an expressive technique we have not dis-
a full sound. cussed yet. Would a tender vibrato be fast, slow, wide or narrow?

What is this pfano character? What elements of sound can Also consider sound quality. Should it be thick and heavy or light
we use to poreray that piano character? For this article, let us opt  and more gentle?




Consider the phrase direction next. In our Horton reading, we looked at
the important point of each sentence, Where are the sentences, or phrases, in
this musical excerpt? Within each phrase, which notes are stressed the most?
Build a dynamic arc around these notes. In some instances, the arcs will be
faitly straightforward. In the first phrase, for example, you could build toward
the F# in measure five and then back away evenly. Other arcs might be a little
more complex. Measures seven through 10 could have a two part arc: one em-
phasizing the C in measure seven, then backing away until a second upward arc
vo the Di# in measure 10.

Next, look at how the character will develop as this excerpt continues through
the crescendo in the third line. Perhaps the tenderness of the melancholy line is
becoming replaced with more urgency. How will this affect your tone color, di-
rection, and articulation? Try to find many different ways that you could make
this statement effective,

For our final reading, we will look at more immediate changes of voice in a
segment that has dialog between multiple characters in “The Cat in the Hat.”

How many characters are in this excerpt? What is the perspective of the
narrator, the cat and the fish? Can you interpret emotions that each character
might express in this situation? How will your voice change to indicate the
different voices, show the punctuation, and demonstrate each emotional per-
spective? Consider the pacing of your phrases as we did in the Horton reading.
Which words in each sentence, stanza, or paragraph are most important? Will
the pacing change with each voice?

Perhaps the cat’s voice is a light, playful tone that is slightly mischievous
with words that are pronounced gently. Contrast this to an agitated, demanding
voice for the fish that will use a forceful articulation. To further convey the fishs
agitation, speed up the pacing through his commentary.

Experiment with the pacing of punctuation marks such as the comma,
question mark, and period. Find a timing that leaves room for the listener to
comprehend what you have said, but not so much that there is an unnatural
“hole” in your speaking. Notice that thythmic pacing of punctuation will add
value to your performance.

Read the passage aloud in a performance that utilizes the various elements
of expression we have examined: character, tone of voice, articulation, pacing,
thythmic vitality, and variety. Realize how much more involved you are as a
performer when you make these interpretive decisions.

Solo string literature also will feature contrasting voices and elements
similar to that of punctuation in speech. Consider the Gigue from Bach’s third
Cello Suite:

The Cativihe Hat

by Dr. Seuss

“I know some new tricks,”
Said the Cat in the Hat.
“Alot of good tricks,

I will show them to you.
Your mother

Will not mind at all if I do.”

Then Sally and I

Did not know what to say.

Our mother was out of the house
For the day.

But our fish said, “No! No!
Make that cat go away!
Tell that Cat in the Hat
You do NOT want to play.
He should not be here.

He should not be about.
He should not be here
When your mother is out!”

“Now! Now! Have no fear,
Have no fear!” said the cat.
“My tricks are not bad,”
Said the Cat in the Hat.
“Why, we can have

Lots of good fun,

If you wish,

With a game that [ call
UP-UP-UP with a fish”

“Put me down!” said the fish.
“This is no fun at all!

Put me down!” said the fish.
“I do NOT wish to falll”®
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Example 3. Johann Sebastian Bach, Cello Suite #3, Gigue.

GIGUE.

Allegre; : e S E fetPE Ve e iR I

A clear example of different voices occurs between measures
10 and11 and 14 and15. Bach’s utilization of inverted scalar
passages in separate registers provides a great opportunity to exag-
gerate the musical dialog. First, consider what general character
you would like to present. What sound quality, articulation,
and pacing will you use? How will you vary these characteristics
through the dialog? Given the sudden jump to the low register in
measure 11, try making the lower statement a gruffer voice that is
more adamantly articulated than the opening,

While there is not punctuation, per se, in music, we do have
musical elements that help serve the same function. Articulation,
phrasing, and rhythmic organization are elements of musical
punctuation that we've already examined. Another element is
that of beat hierarchy. Not all beats are created equal within a bar.
Generally, beat one is most important in all time signatures. In
this three/eight, we also will need to create a sense of motion and
energy from beat three to one. Therefore, beat three will crescendo
sfightly into the next measure. Bring this out in the Bach Gigue.

Notice that occasionally you will feel a beat three does not
belong to the next measure, such as in measure five. Here, we
could organize the whole measure as “falling” from beat one.
Stress the first beat and back away evenly through the rest of the
bar. Another slight change from the typical beat hierarchy is in
measure 10. Here, allow beats two and three to move toward
downbeat of measure 11.

With this concept, we are beginning to examine elements
of style that are appropriate to each composer and time petiod.
These are elements of interpretation that are honed after years of
exposurc and study, yet they can be related back to organization
in speech. Performance of dramatic readings can be useful in
introducing these advanced concepts to students,

Suudio Use

You don't have to use Dr. Seuss books for dramatic reading work.
Ask your students to pick any excerpt of their choice that con-
tains a definite character. They should be prepared to perform the
excerpt in class.

In class, ask each student to introduce their work and per-
form it in a dramatic reading, Students will often be shy at first—
it might help if the teacher also prepares a reading and begins the
class. Keep the atmosphere fun and engaging and allow yourself
to sound silly and exaggerated. ,

Use the following questions to help spark a dialog with each
student and hone their reading into an engaging performance.

» What is the general mood or character of the passage?

« Does the character stay the same, or is there some develop-
ment of the character throughout the excerpt?

» s there dialog in this excerpt? If so, how do you change your
tone of voice?

* Is your articulation helping your character?

» Are you projecting your character to the back of the hall?

* What is the most important idea in a passage? Are you phras-
ing to help make this clear?

s What is the thythmic pacing of the passage? Notice how the
author’s punctuation might influence your ideas.

You will find that students will have similar issues in their musical
and spoken performances. Students who fail 1o provide space at
the end of a musical idea, for example, typically barrel through
punctuation in a reading. Students who perform all dynamics, as
if for a practice room-sized hall, often will speak very quietly in
their readings. Therefore, after working to make their dramatic
reading more effective, have the student bring the same interpre-
tive elements to life in a musical performance.

By exploring interpretation and performance of spoken
literature, we can extrapolate universal concepts into the word-
less medium of music. We must begin with forming an opinion
of what we want to communicate to the audience. Elements
such as color, articulation, and pacing are means to the ultimarte
goal of communication. As our students learn to include these
non-concrete elements into their performance, they will begin to
communicate with their audience more effectively and improve
their musicality. In doing so, they will begin to master what
Wordsworth described as “the universal language of music.”
Endnotes
' Geisel, Theodor Seuss. Jf T ran the circus, New York: Random House, 1956,

2 Geisel, Theodor Seuss. Forton bears a who! New York: Random EHouse, 1954.
3 Geiset, Theodor Seuss, The cat in the har. New York: Random House, 1957.
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