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THE COMMUNICATION BETWEEN
CONDUCTOR AND CHOIR IN THE PROCESS
OF CREATING A MUSICAL WORK OF ART

The work of a conductor requires the ability of effective communication in order for a unique musical work
to come alive. This communication is not a matter of dictionary definitions but a complex process requiring
the ability to encode and decode messages. Starting from reading musical score, which still has a lot
of hidden information, through the art of carrying out the thoughtful interpretation of the piece, ending
up with the communication between the conductor and the listener via the choir, the artist, including
the conductor, can explore the space in which they act, identify it and thus verify and enrich it. Three links
may be distinguished in the process of communication between the conductor and the choir: the sender —
the conductor who sends a verbal and non-verbal message, the receiver — the ensemble and the code
by the means of which the information transfer takes place. What determines effective communication
between the conductor and the choir? Undoubtedly, an important if not a crucial role is played
by the conductor’s attitude. The communication between the conductor and the choir in the process
of creating a musical work depends on the conductor’s abilities, skills and personality, the choir singers’
vocal skills as well as on the regular, relentless work on the conductor’s own and the choir’s development.

Key words: verbal communication, non-verbal communication, conductor, choir, musical work, creation.

3emaH Anekcanopa

KomyHikauiiiHui 3B’A30K Mi>K AUPUreHTOM i XOPOBMM KONEKTUBOM

y npoueci po6oTuy Hag XyA0XKHiM o6pa3om TBOpy

JianeHicms xoposozo dupuzeHMa sumazae 30amHocmi echekmueHo 83aEmModiaMmu 3 KoJleKmueom, 30il-
CHI08AMU KOMYHIKaAUito 3a0718 pO3KpUMmMA YHIKAIbHO020 My3U4YHO20 06pasy nio 4ac 8UKOHAHHA My3UY-
Ho20 meopy. [1i0 KomyHikayiero y 0aHOMy 8unaoky po3ymMiemMo CKIadHUlU npoyec KoOy8aHHA Ma OeKo-
0y8aHHs iHopmayiliHux nogidomseHs. [IOYUHAOYU 3 YUMAHHA HOMHO20 MeEKCMy Napmumypu, ujo
Micmume 3aK0008aHY y My3UYHUX 3HAKAX iHhopMayito, Yepe3 Mucmeymaeo oCMUC/IeHOi iHmepnpemauii
MY3UYHO020 meKCMY i 3aKiH4yYU BUHUKAIOHYUM MiX OUPU2EHMOM i CJlyxadyem 3as80AKU XOpy 380pOMHUM
38'A3KOM, BUKOHABEUb, y MOMY HYUC/Ti QupuzeHm, 00CIOXY€E Npocmip, y AKOMY 80HU 0ilomb, OmpumMy4u
Moxnugicme ideHmugikysamu (oz2o i mum camum cmeepoxyseamu (1020 ma 36aeadygamu. Y KOMyHi-
Kayii dupueeHma 3 xopom 5K iHpopMayitiHoMy npoyeci MOXHA 8UOKpeMUMuU mpu JIGHKU: adpecaHm —
oupuzeHm, akuli Haocunae eepbasabHe ma HesepbasibHe NOBIOOMJIEHHS, adpecam — XOp, @ MAKOX KOO,
3a 0onomo2olo AK020 30iliCHIDEMbCA nepedaya iHopmauil. Lljo susHayae egpekmusHy KOMYHIKayiro
Mix dupueeHmom i xopom? Yu He KpUMUYHY posib Yy UbOMy npoueci sidiepae cmassieHHA dupueeHma
00 8uKoHasyis. OKpim mozo, epekmusHa KOMyHikayis Mix Oupu2eHMoM ma XopoMm y npoyeci BUKOHAHHA
MY3U4YHO20 MBOpY, PO3KPUMMSA My3U4HO20 06pda3y 3anexums 8i0 yMiHb, HABUYOK ma ocobucmocmi
Oupu2eHmMa, 80KAJIbHUX HABUYOK XOpOBUX CNi8aKie, @ MAKoX 8i0 NOCMIliH020, HEBNUHHO20 CAMOPO3-
8UMKY Oupu2eHmMa ma npogecitiHozo 3pOCMAHHA XOpPOB0O20 KOSleKmuay.
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Knrouoei cnoea: sepbanvHa KomyHikauis, HeeepbaneHa KOMyHikayis, OupueeHm, xop, My3u4Hul meip,
meopyicme.

3emaH AnekcaHopa

KoMMyHMKALMOHHAA CBA3b MeXAY AUPVKEPOM 1 XOPOBbIM KONNIEKTIBOM

B npouecce pa6oTbl HaA XyA0KeCTBeHHbIM 06pa3om nponsBeaeHUs

JeamensHocme xopogoeo dupuxepa mpebyem ymeHus 3(hgheKmusHO 83aumo0delicmeosams C KoJisiek-
MuBoM, OCyWecmssiime KOMMYHUKAYUIO OJ18 PACKpbiMus YHUKAJIbHO20 My3bIKaslbHO20 06padsa 8 npo-
yecce UCNOJIHEHUS My3bIKasbHO20 npou3eedeHus. 100 koMMyHUKayuel 8 OGHHOM C/lyyde NOHUMAem

CJI0XKHbIU hpoyecc KOOUPOBAHUSA U 0eKoOUpOBAHUSA UHGOPMAUUOHHbLIX COObWeHUl. HayuHas ¢ ymeHus

HOMHO020 meKcma napmumypsi, cooepxauyeli 3ako0UupOBAHHYI0 8 My3bIKAIbHbIX 3HAKAX UHGOpMAayuio,
nocpedcmB8oM UCKYCCmMea OCMbIC/IeHHOU UHMepnpemayuu My3blKasibHO20 MeKcma U 3dKaH4ueas 803-
Hukatowel mexoy OupuxepoM U ciywamenem 671a200aps xopy obpamHoU C85A3bi0, UCNOIHUMESb,
8 MOM 4ucsie upuXxep, ucciedyem nPocmMpaHcmeo, 8 KOMopoM OHU Oelicmaytom, mem CamelM NOJy-
yas 803MOXHOCMb UOeHMUGUYUPOBAMb €20, ymeepoums u obozamume. B KommyHukayuu oupuxepa

C XOpOM KaK UHGOPMAYUOHHOM Npoyecce MOXHO 8bI0eIUMb MpuU cocmasnsoujue: adpecaHm — oupu-
Xep, nocelnarouul sepbasnsHoe U HesepbasbHoe coobuweHue, aopecam — Xop, a makxe kood, ¢ NOMO-
Wblo KOMOPO20 ocywecmasisemcs nepedada uHgpopmayuu. Ymo xe onpedesisiem 3¢hchekmugHy0 KoM-
MYHUKayuro Mexoy oupuxepom u xopom? EG8a siu He Kpumudeckas posib 8 dMmom npoyecce omaedeHda

OMHoWeHU OupuXxepa K ucnosHumenam. Kpome moeo, 3gpehekmusHas KOMMYyHUKAYUs Mexoy oupuxe-
POM U XOpOM 8 npoyecce UCNOTHEHUSA My3bIKasbHO20 NpoU38e0eHUs, pacKpbimUs My3bIKaabHO20 06pasa

3a8uUcuUm om npogpeccUoHabHbIX yMeHUU, HaBbIKO8 U JIUYHOCMU OUpUXepd, 80KAJIbHbIX CNOCObHOCMeU

XOpucmos, a makxe NOCMOAHHO20 CAMOPA38UMUSA QUupuUXepad U NpogecCUOHASIbHO20 POCMA XOPOB8O20

Kosiekmuaa.

Kniouesble cnosa: sepbasibHAs KOMMYHUKAYUS, HeeepbaibHAA KOMMYHUKAUUS, OUpuXep, Xop, My3bl-

KdJibHoe npou36e6eHue, meop4yecmseo.

©ZemanA., 2017

ntroduction

The term  “communication”

is derived from the Latin verb

‘communico” which denotes connection, conferring,
providing information!. One of the universal
explanations of the term, by Boguslawa Bobek-
Ostrowska, defines communication as “the process
of intercommunication between individuals, groups
or institutions. Its aim is to exchange ideas, share
knowledge, information and conceptions. This
process occurs on different levels using different
measures and evoking certain effects.?” A conductor’s
every-day work with an ensemble requires, among
others, the ability to communicate effectively in order
for a unique piece of music to come alive. It is not
a matter of dictionary definitions, but a complex
process which requires the ability to encode and
decode messages. Starting from reading musical score,
which still has a lot of hidden information, through
the art of carrying out the thoughtful interpretation
of the piece, ending up with the communication
between the conductor and the listener via the choir?,

1 K. Komaniecki, Stownik lacinisko — polski PWN Warsza-
wa 1986, 101.

2 B. Dobek-Ostrowska, Podstawy komunikowania spo-
tecznego, Wydawnictwo Astrum, Wroctaw 1999, 13.

3 See also: A. Zeman, Komunikacja werbalna i niewer-
balna miedzy dyrygentem a chérem. Wybrane zagadnienia. In:

the artist, including the conductor, can explore
the space in which they act, identify it and thus verify
and enrich it. Thope that these reflections will mobilise
conductors to share experiences of their work with
musical ensembles and, likewise, be the inspiration
to start discussion on the topics connected with the art
of interpretation and creation of musical works.

This article is based on selected literature
of the subject, but mainly on my own conducting
experience* as well as qualitative research which

Wartosci w muzyce. Zarys wspotczesnych kierunkéw badan nad
wartosciami w muzyce. T. 3, ed. J. Uchyta-Zroski, Wyd. US Ka-
towice 2010, 212-219. oraz A. Zeman, Szumy w procesie ko-
munikacji miedzy dyrygentem a chérem. Wybrane zagadnie-
nia. In: Konteksty Ksztalcenia Muzycznego. Zagadnienia ogol-
ne TOM 1, ed. Ewa Kumik i Grazyna Poraj, Wyd. AM im.
Grazyny i Kiejstuta Bacewiczow w Lodzi, £6dz 2011, 111, 128.
41 am engaged in scientific and artistic activities con-
nected with choir music. Since 2000 I have been conduct-
ing “Melodia” Female Choir which functions in PZKO
in Nawsie, the Czech Republic. I also worked with the Insti-
tute of Music Choir at the subsidiary of the University of Sile-
sia in Cieszyn (from 2003 to 2006), Polish Singing Ensem-
ble “Hutnik” in Trzyniec, the Czech Republic (2003-2006),
the Chamber Choir at the National House Cultural Centre
in Cieszyn (Cieszynski Osrodek Kultury Dom Narodowy, 2nd
conductor, 2004-2009), “Gloriam Dei” Choir at the Institute
of Theology in Bielsko-Biala (2007-2014), see also: http://chor-
melodia.webnode.com/o-nas/, https://issuu.com/rajsir/docs/
melodia_web_9558a42f0557dc
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I conducted in the form of Qualitative In-Depth
Interviews with conductors of both amateur, academic
and professional choirs. It consists of three parts:
the theoretical part, describing the links in the process
of communication between the conductor and
the choir, the second part in which I analyse my own
research and the third part — the summary.

1. Communication between the conductor and
the choir

The art of effective communication with
the ensemble and the listener is a very important issue
in a conductor’s work. In my report I want to focus
on the communication between the conductor and
the choir.

Taking  the  process of  interpersonal
communication® into account, one can similarly
understand the process of communication between
the conductor and the choir. Three links of that
process may be distinguished: the sender — in this
case the conductor who sends a verbal and non-verbal
message, the receiver — the ensemble and the code
by the means of which the information transfer takes
place.

The sender — the conductor. Choir music
performance depends mainly on the skills, abilities,
personality and the disposition of the conductor,
but also on the vocal skills of choir members.
Henryk Wojnarowski, a conductor and the director
of the Warsaw Philharmonic Choir from 1978 to 2016°,
in the article entitled The Choir is the Choirmaster”
emphasises the greatrole of the conductors, their music
education as well as their growing work experience
which influences the artistic performance of the choir
music. A good conductor has to be able to unleash
the willingness of the ensemble to cooperate and
to stimulate — through the contact with others —
the openness which can observe and listen®.

The conductor must have at their disposal
the appropriate conducting technique, which includes
both musical abilities (a very good ear for music,
a sense of rhythm, musical sensitivity, musicality,
a very good musical memory, voice production,
the ability to read and interpret music scores and
suggestive conducting technique) and knowledge
together with organizational skills.

Non-musical abilities (in other words, mental
requirements) are also very important. Karol Lasocki

> https://www.bryk.pl/wypracowania/pozosta%C5%82e/
psychologia/24115-charakterystyka_procesu_komunikacji_
interpersonalnej.html

6 http://filharmonia.pl/zespoly-artystyczne/chor-filhar-
monii-narodowej/

7 Bronistaw Tumitowicz, Chér to chérmistrz, Wywiad
z  profesorem  Henrykiem  Wojnarowskim,  dyrygentem,
kierownikiem Chéru Filharmonii Narodowej. In: Zycie
Muzyczne Nr 11/12, Rok Wyd. L, Warszawa, Listopad-
Grudzien, 1997, 28.

8 Ibid. 28.

draws attention to imagination, observation skills,
critical logical thinking and concentration. Other
significant features include: diligence, accuracy,
persistence, patience, punctuality, tactfulness, self-
control and perseverance in pursuing the goals
intended. It is scarcely possible not to mention
kindness, sincerity, fairness, enthusiasm for work,
self-confidence and the sense of humour®. Antoni
Grochowalski points out that the following
are important in conductor’s work: leadership,
organizational, pedagogical and psychological skills
to work with people!?. Nikolai Rimsky-Korsakov
mentions the authority (which cannot be identified
with  pressure), self-control, enthusiasm and
passion!!,

From my own 19-year conducting experience
I would also add mutual respect, trust, speaking
from the first person perspective, small steps
principle, using time for re-thinking and explaining
one’s opinion to the choir members. It is also very
important to reflect on one’s expectations and to have
a genuine vision of the piece itself as well as to try
to bring out its beauty and emotions. I shall conclude
this part of my article with Henryk Wojnarowski’s
words “Nothing will substitute conductor’s personality.
The conductor has to be attractive in some way, he
or she must be able to release in the ensemble the will
to cooperate and to stimulate — through the contact
with others — the openness which can observe and
listen. Personal experience is essential — meaning
what I have already seen and heard. The level
of the conductor depends on it!?”

A conductor should continuously work towards
improving his or her qualifications, attend better
ensembles’ concerts, participate in courses, symposia
and competitions thus developing their skills and
abilities.

The receiver — the ensemble, the choir. In order
for the musical performance to come into being
not only a conductor but also a choir is needed.
It is thanks to the cooperation between the conductor
and the choir that the piece of music can come
alive. Of course the abilities of the choir members
who understand the conductor and have the skills
necessary to realise the conductor’s intentions are
crucial. The repertoire appropriate for the particular
group is also important. It has to facilitate the progress
of the ensemble and please the choir singers.

How can an ensemble develop? It is mainly
the conductor who is responsible for the ensemble’s
progress. The most essential things are, above

% J. K. Lasocki: Chér, PWM Krakéw 1962, 18-19.

19°A.  Grochowalski, Dydaktyczno — wychowawcze
funkcje amatorskiego ruchu chéralnego, Akademia Muzyczna
w Poznaniu, 1983, 58.

' Quoted in: ibid.19-20.

12 B. Tumilowicz, Chér to chérmistrz — wywiad z
profesorem Henrykiem Wojnarowskim, Zycie Muzyczne 1997,
nr 11/12, Rok Wyd. L, Warszawa, Listopad-Grudzien, s. 28.
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all: regular rehearsals, clear aims which include
attractive concerts, trips and competitions. There
should be an ongoing process of a conductor’s work
verification, one should listen and learn from people
who are better than themselves. Workshops, especially
voice production workshops, are also helpful. You
have to invest your time and financial resources and
they will certainly bring significant benefits.

The code — information transfer between
the conductor and the choir. The process
of communication between the conductor and
the choir takes place thanks to the interaction
of words, gestures, facial expression, behaviour, body
language, the tone and the timbre of voice etc.

How to produce a work of art which can be a kind
of a musical — conducting creation? An outstanding
performance occurs when audience is presented
with a kind of effect of musical dialogue between
the conductor and the choir, full of beauty, expression
and emotions. Verbal and nonverbal communicating
is a very important point of such work. Verbal
communicating is based mainly on the transfer
ofinformation using words. Itis closely connected with
the conductor’s knowledge which should be acquired
and broaden continuously as well as with the ability
to carry out the interpretation goals, mobilising choir
members and motivating them positively. It is worth
noting that verbal communication, though basic,
is generally incomplete and insufficient. In such
a specific kind of work as conducting work is,
it is particularly easy to notice. The best situation
is the one when nonverbal communication confirms
the verbalized messages. In an every-day work with
the ensemble it is recommended to carefully balance
verbal and nonverbal communication in order
for the choir members to get used to the conductor’s
gestures. What should an appropriate gesture look
like? The source literature on the matter mentions
some substantial elements such as: economy, vividness,
dynamism and suggestiveness'. At this point, clarity
is also worth adding — meaning a gesture which
is clear and understandable for the choir members
who in turn have different musical backgrounds,
various experiences and vary in terms of intellectual
level.

2. The results of the author’s own research

Having in mind that the communication between
the conductor and the choir is a continuous challenge
for conductors, I have always been trying to answer
the following questions:

1. What should be the characteristics
of an effective conductor — choir communication?

2. What are the differences  between
the communication during the rehearsals and

13 E. Bury, Podstawy techniki dyrygowania. Krakéw 1978,
s. 13.

the conductor — choir communication during
the concerts?

3. What are the greatest obstacles in this type
of work and communication between the conductor
and the choir?

4. What conditions have to be met in order
for an outstanding musical performance to occur?

I have recently introduced those problems
to 10 choir conductors (of both amateur, academic
and professional choirs). I conducted a research
study in which I questioned, using Qualitative
In-depth Interviews, conductors who are experienced
in working with ensembles and at the same time
have remarkable achievements, including, among
others, Halina Goniewicz-Urbas!4, Renata Szerafin-
Woéjtowicz!®>, Beata Borowskal!, Joanna Glenc!,
Jadwiga Sikora!® and Janusz Siadlak!®.

The first research question was “What should
be the characteristics of an effective communication
between the conductor and the choir?”.

Halina Goniewicz-Urbas§ pays close attention
to the power of word supported by suggestive
conducting gestures which result from a thoughtful
interpretation of a given piece of music. According
to the respondent, effective communication
is the outcome of verbal expressions supported
by the conductor’s knowledge. Renata Szerafin-
Wojtowicz shares the same opinion, underlying
in her response “conscious and effective conveying

14 Prof. Halina Goniewicz-Urbas, PhD, conductor,
pedagogue in Zakiad Dyrygowania i Wokalistyki Instytutu
Muzyki (The Conducting and Vocal Department of the Institute
of Music) in Cieszyn at the Artistic Faculty of the University
of Silesia in Katowice, the conductor of the University of Silesia

“Harmonia” Choir in Cieszyn (1978-1998).

15 Associate Professor Renata Szerafin-Wéjtowicz, PhD,
conductor, pedagogue in Katedra Choralistyki i Edukacji
Muzycznej (Choral Studies and Music Education Department)
at Music Academy in Bydgoszcz, http://www.amuz.bydgoszcz.
pl/struktura/wydzial-iv/struktura/katedra-choralistyki-i-
edukacji-muzycznej/

16 Beata Borowska, PhD., adiunkt at Katedra Dyrygentury
Choralnej (The Choir Conducting Department) at Music
Academy in Katowice, conductor of the Bielsko Chamber Choir,
http://www.am.katowice.pl/?a=akademia_biografia&id_
item=252, http://www.bck.bielsko.pl/zespoly-bck/bielski-
chor-kameralny

17 Joanna Glenc, PhD, conductor, pedagogue in Zaklad
Dyrygowania i Wokalistyki Instytutu Muzyki (The Conducting
and Vocal Department of the Institute of Music) in Cieszyn
at the Artistic Faculty of the University of Silesia in Katowice,
http://www.instytutmuzyki.us.edu.pl/files/joanna.glenc.htm

18 Jadwiga Sikora, PhD., conductor, pedagogue in Zaklad
Dyrygowania i Wokalistyki Instytutu Muzyki (The Conducting
and Vocal Department of the Institute of Music) in Cieszyn
at the Artistic Faculty of the University of Silesia in Katowice,
http://www.instytutmuzyki.us.edu.pl/files/jadwiga.sikora.htm

19 Janusz Siadlak, PhD, conductor, choirmaster and
music life organiser, the founder and conductor of "Collegium
Cantorum" Choir — currently Czgstochowa Filharmony Choir,
http://culture.pl/pl/tworca/janusz-siadlak
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one’s own artistic vision which in turn is connected
with emotions”. She emphasises on several occasions
that effective communication is based on sincerity
and the conductor’s authority who should, above all,
require discipline from him or herself and convince
the choir members to his or her creation of the piece
of music.

Joanna Glenc remarks that “A singing ensemble
conductor who realises their own fixed interpretation
of the piece of music should be an authority
for the choir members — his or her comments
or advice can help the singers understand the essence
of the musical work and, simultaneously, arouse
interest in the repertoire given. The conviction
that a common work of music is being created and
realised may in fact make every rehearsal attractive.
Discovering something new in choir compositions
each time will result in the ensemble’s mature and
conscious interpretation not only of the whole
piece but also of each musical phrase and the choir
members, showing the will to act together in the field
of music, will reveal their sensitivity??”.

In the participants’ responses what appears most
often are the suggestions about a very good knowledge
of the music score, the ability to introduce and
execute a thoughtful concept of the piece. According
to the respondents, the cooperation of both subjects
(which they also call “symbiosis”) plays the essential
role. A pleasant atmosphere, openness to questions
and mutual respect are also worth noting. Likewise,
the commands’ clearness adjusted to the specificity
of the ensemble is of great importance.

Next, I asked the conductors for their opinion
on the differences between the communication
during the rehearsals and the concerts.

All  the conductors questioned notice
the differences which result from the specific
situation which certainly the concert is. First of all,
they point out that greater efforts during concerts can
be observed, but on the other hand there is the stage
fright which might have a mobilising effect thanks
to the conductor’s steadiness of mind. The exceptional
attention and concentration during concerts
facilitates the conductor — choir communication.
The awareness of the choirs good preparation,
a vocal warm up and a rehearsal before the concert
in order to remind the piece’s interpretation, eyes
focused on the conductor whom the choir can trust
are the guarantees of a successful vocal performance.
J. Siadlak underlines that “if the ensemble
is prepared well enough, the level of concentration
must reach its peak. The performance may vary
from the presentation during the rehearsal, something

20" The quoted words of Joanna Glenc are the continuation
of her reflections on choral conducting. See also: J. Glenc,
Twérczos¢ choralna Jacka Glenca — zamyst kompozytora
a interpretacja, Slaski Zwigzek Chéréw i Orkiestr, Slaska
Biblioteka Muzyczna, Uniwersytet Slqski, Katowice 2011.

unexpected may occur: noise, the lack of memory
(memory gaps), but the ensemble together with
the conductor should create the piece of music with
care and attention.”

J. Glenc adds that “the communicators evolved
during rehearsals should likewise be exploited during
concerts. Nevertheless, the experience gained shows
that occasionally this language has to be modified
(when, for example, the acoustic conditions
encountered in the concert place are different
from the ones they have in working conditions),
acting carefully — the conductor needs to lead
the performance in a way which provides the choir
members with safety comfort. The conductor’s
interpretation of music should not modify drastically
and unexpectedly during the concert, especially
as an additional and at the same time destructive
factor emerges in the choir — the stage-fright (which,
on the other hand, is also known as a positive and
mobilising sensation).”

The subsequent question concerned the most
disturbing factors encountered in the communication
process between the conductor and the ensemble.

The interviewees often listed here the ensemble’s
unwillingness,  stubbornness, misunderstanding,
disrespectful attitude towards the piece of music
and the lack of discipline. How to deal with such
situations? You have talk about them, explaining
ones points, facing the truth. According to Halina
Goniewicz-Urba$, the conductor should persuade
the ensemble so that the ensemble’s members “would
want the things I do” R. Szerafin-Wojtowicz lists some
of the other factors disturbing the communication
between the conductor and the choir — these are: “the
lack of concentration, the lack of good relationships
between the conductor and the choir and some
unexplained situations as well as some resentment
and choir members’ resistance”. Other elements that
disrupt the conductor’s work and communication
with the choir are: the conductor’s lack of preparation
for the rehearsal, the lack of the conductor’s thoughtful
concept, but also the lack of the choir members’
musical background.

Thelast research problem referred to the conditions
that have to be met in order for an outstanding
musical performance to occur.

According to the majority of respondents,
the basis is the detailed knowledge and assimilation
of the score, which takes choir members abilities
into account. It occurs thanks to regular work
concerning the elements of music, voice production
and the interpretation of a given piece. Mieczystaw
Micherda?! points out that “sometimes a seemingly
easy song may become exceptional in the conductor’s
as well as the ensemble’s and audience’s view,
when it has the depth which expresses the truth,

2l Mieczystaw Micherda, pedagogue, conductor,
graduated from the Music Academy in Cracow.

66 My3uune mucmeumeo 6 oceimonoziuromy ouckypci Ne 2, 2017




the emotions, the interpretation vividness, which
is understood and performed by the choir members
in a great way”.

J. Sikora remarks that “if it is possible, thanks
to regular work to master the piece technically
with the ensemble and make the choir sensitive
to all the production nuances, the joy during
the performance, the common perception, emotions,
exceptional artistic experience allows it to be counted
into extraordinary music performances”

Joanna Glenc says: “An outstanding work of art?
It means a beautiful work”

“After all, we do not evaluate the composition
in terms of content but the performance and the kind
of interpretation which should shed the appropriate
light on the musical work. The artistic level of each
choir, including amateur choir, is determined not
only by its vocal skills, but also by a high-quality
repertoire chosen according to the choir’s performing
abilities. Choosing such a repertoire is not an easy task
for a conductor and it requires quite a considerable
amount of work. The music program offered should,
firstand foremost, be attractive both for the performers
and the auditors. It should preferably take the choir
members’ interests and taste into account so as singing
would be a pleasure for them. Music, especially song,
influences the performer’s psyche and the musical
works realised shape the choir members’ music and
artistic taste and develop their personality. Music
informs and expresses, illuminating the things being
expressed — the spiritual content and the material
by the means of which the content is expressed?2”

The participants of the conducted research
underlined the fact that the performance of the musical
work may become a masterpiece when the conductor
has an outstanding personality, the power
of expression and the ability to convince people
to his or her own musical vision. If the conductor
in accordance with his or her own unique disposition
builds a kind of closeness with the ensemble and
when they have the same goal: to achieve something
which is the best, then one has the chance to lead
to an exceptional music performance.

The respondents underlined the significant
role of the conductor’s discovery of the piece.
Janusz Siadlak says that “if the piece of music
is thrilling for the conductor, these emotions are
perceived by the ensemble and the extraordinary
commitment of one side is transferred to the other

22 B, Schaeffer: Dzwieki i znaki. PWN, Warszawa 1969, 69.

side. If the conductor can inspire and rouse the artists
to perform the piece, they have the chance to create
something extraordinary and remarkable”

To conclude, I will quote B. Borowska: “in order
for an outstanding performance of a musical
work a complete understanding in achieving
the interpretation objectives between the conductor
and the ensemble is needed. The second necessary
factoristhe unityin experiencing the piece emotionally
during the performance, with the assumption that
the presentation is free from lapses (meaning both
performance and stylistic failures) and the conductor
is an outstanding personality and an excellent
musician at the same time. Is such fullness possible?
I am not sure of that”

Summary

The communication between the conductor and
the choir in the process of creating a piece of music
depends on the conductor’s abilities, skills and
personality as well as on the regular, relentless work
on one’s own and the ensemble’s development.

Michael Zilm — the winner of the 3" Grzegorz
Fitelberg International Competition for Conductors —
who observed Herbert von Karajans work while being
his assistant, emphasises that Karajan implemented
something “which revolutionised conducting, (...)
it is the art of continual giving and taking?3” Michael
Zilm recollects: “One thinks about him as an absolute
conducting authority, and it is exactly him who
almost talks with the ensemble. One might say: when
Karajan is conducting, a mystical sexual intercourse
is taking place... What lots of practice you need
in order for such a mystery to occur. It seems to me
that this is the decisive, distinctive feature of his art
of conducting. Certainly, Karajan is the greatest
conductor of our times, precisely because the orchestra
meets each of his musical demands in one hundred
percent?*”

And this is my wish for all the choir conductors —
to work with ensembles which “meet each of their
musical demands in one hundred percent”?.

23 Pan jest kapelmistrzem! Rozmowa z Michaelem Zilmem,
zwycigzcqg III  Migdzynarodowego Konkursu Dyrygentow
im. Fitelberga w Katowicach, w Dwutygodnik Ruch Muzyczny,
XXXII nr 10, 8 maja 1988 (8th May 1988), 17.

24 bid. 17.

25 Tbid. 17.
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