ACADEMIC
DEVELOPMENT:
JOURNAL
ARTICLE
SYNOPSES AND
DISCUSSION




Briggs, Robert (2000). Vocal Warm-Ups: From the Sublime
to the Ridiculous. Teaching Music, 7(5},36-39.

PHOTCS BY: §iM KIRBY

From
the
Sublime

to the

Ridiculous

These exercises should be as varied
as the members of the choir themselves.

onductors of choirs of var-
ious levels, talents, and
ages, as well as voice
teachers and coaches,
often spend a good deal of time look-
ing for warm-up materials that
achieve the goal of awakening and
preparing voices while not becoming
boring. They also try to locate materi-
als that enhance the musicality of the
group and individual singers.
Probably, no warm-up at all is
better than a ritualistic redrubbing
of vowels and scales. But, rather than
repeating drab vocalization exercises,
1 recommend basing your warm-ups
on musical elements and focusing on
ways to awaken not only the voice
but also the mind and the breathing
mechanism. Using warm-ups that
call for careful articulation will make
the exercises even more of a wake-
up call. o
Perhaps a better term for warm-up
exercise might be gctivation exercise
because this term relates to engaging
the singers physical and mental pow-
ers to sing choral music. You proba-

‘bly will convey more accurate

mformation to your singers if you say,
“Let’s;do some exercises 1o activate
our voices and brain power,” rather

than “Okay, now we have to do
warm-up exercises.” This last state-
ment, when offered by the conductor,
is often received with weeping, wail-
ing, and gnashing of teeth—and
that’s before the exercises start!

‘With these ideas in mind, I would
like to suggest some contrasting acti-
vation exercises that are wonderfully
stimulating and range from the sub-
lime to the ridiculous. In between the
sublime and the ridiculous exercises
are some middle-ground exercises
that are meaningful, enjoyable to
sing, and enhance tusicality. Try all
of these exercises with your groups—
vour singers will give you some won-
Jdeiful sounds and, perhaps, a few
strange tocks
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of these exercises are provided in Fig-

ure 1. These exercises are not as
accessible to very young singers as
they are to experienced voices, but all
singers can {ind these exercises stirnu-

lating and satisfying.

Plainchant melodies work very

well as exercises because:

*

They usually consist of small
{usually five-note) ranges.

The melodies are historically sig-
nificant and provide the instructor
with an opportunity to help the
students discover something about
music (especially vocal music)
history.

Ear training is enhanced through
the employment of modal scales.
The melodies sound best when
sung unaccompanied, but can also
be accompanied by simple chords.
The melodies transpose easily up
or down half or whole steps, as do
common vocalization exercises.
The melodies can be sung on any
vowel sound.

When using the Latin text, the
vowels are pure and intonation is
enhanced.

You, or your students, can easily
make up your own texts for the
melodies.

The melodies can be usnd as
phrase construction exercises by
building to the highest note and
then coming down in volume to
the end of the melody.

They can be sung in polyphonic
(organum) settings. Try having
some of your best singers sing a
fourth or fifth above the melody—
see how it improves ear training
and corrects intonation problems.
The melodies are musically satisfy-
ing and often have the eflect of

energizing the soul. (Plainchant

‘recordings are often sold in the

New Age section of music stores,

because ol the soothing and ener-
gizing benefuts they provide to the
listener.)

« The melodies are not under copy-
right and are accessible through
most music libraries and some
church archives. Published sources
are included in the Plainchant
Resources sidebar.

THE SECOND GROUP OF ACTIVATION
exercises, the middle ground, seems at
first glance to be more traditional and
scale-like, but is based on the four-
note scale rather than the five-note
scale. Some conductors may be sur-
prised at how difficult it is for their
singers to stop on the fourth scale
degree rather than culminating with
the sound of the fifth. Figure 2 pro-
vides three examples of this type of
aclivation exercise.

In the middle-ground exercises,
the lowered fifth degree is incorpor-
ated 10 enhance intonation and is
often repeated to give the singers the
challenge of singing the lowered fifth-
scale degree on the same pitch each
time. It often takes a great deal of
waork 1o get the singers to perform 1-
5-1-5-1 without accidenially singing
1-5-1-6-1. or some variation theygol.

THE THIRD GROUP OF XERCISES,
the ridiculous, incorporates the use of
longue twisiers sung o simple
melodies or scale patterns and
requlres careful articulation (see Fig-
ure 3). These exercises work terrifical-
ty with singers ol any age because:
» They are challenging to learn and
fun to sing.
They are great for articulation and
awakening the brain.
They can be a source of testing
material for young singers.
They are fun to compose—a con-
ductor can Jet students write them
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Figure 1, Vocal Exercises Based on Plainchant C
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Figure 2. Vocal Exercises Based on the Four-note Scale:

Various vowe! sounds, such as 0o ur loo, legato, and slow temipo.

Slower tempo, legaio

Figure 3. Vocal Exercises Aiding Articulation
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Each teacher or conductor should have
a plethora of vocal exercises to avoid
boredom in striving for success.

and have the choir sing them.

« They unify the group by giving

it a common goal.

You may want to begin having
the choir sing “bubble gum” on each
of the 1-3-5-3-1 scale degrees,
increasing or decreasing by half
steps. Try also varying the tempi.
When the singers feel pretty contfi-
dent (smug), have them try “double-
bubble gum” in the same pattern.
Chances are, you will hear a few
“buggle-bums” when you first use
this exercise. .

In their constant search for acti-
vation exercises, voice and choral
teachers should aim for freshness,

imagination, and musical enhance-
ment. Exercises should be as varied
as the members of the choir them-
selves. Each teacher or conductor
should have a plethora of vocal exer-
cises to avoid boredom in striving for
success. | have had much success
with these exercises and hope that
you {ind them creative, invigorating,
fun, and helpful in preparing and
teaching your singers.

By Robert Briggs, instructor of chordl
music at Rigby High School in Rigby,
Idaho.



Academic Development — Article 1

Briggs, Robert (2000). Vocal Warm-ups: From the Sublime to the Ridiculous. Teaching
Music. 7(5), 36-39.

I believe that Briggs is correct when he states that the process of teaching vocal
warm-ups can often become monotonous. It is important to remember, however, that
children of all ages like routine. It gives them a sense of emotional security which is
important especially at the beginning of a rehearsal. A routine series of warm-ups is an
aid to classroom management because the routine calms the students down and because
they know what is expected of them.

Briggs’ objection, however, is well-founded. Although classroom routines are
important to establish at the beginning of the school year, students’ attention wane can if
the vocalises become mere drills and critical thinking is hindered. Briggs suggests
replacing the word “warm-up exercise” with the term “activation exercise.” When, after
an initial activation exercise sequence has been established, vocal warm-ups should
become more varied. The teacher should begin by modifying a single exercise and ensure
that all the students have understood the change. Different activation exercises can be
added as the old ones are temporarily cast off.

Briggs recommends the use of plainchants as activation exercises. I find that some
of his suggestions have great value. The interdisciplinary aspect of using Gregorian
melodies as activation exercises provides a unique benefit. With well-prepared lesson
plans, the teacher can teach a bit of history as is it related to choral music, as well as
some Latin.

Briggs gives some examples in the Lydian and Phrygian modes. This type of



learning is not easily achieved with traditional tonal exercises and is therefore beneficial
to students, Briggs states “the melodies sound best when sung unaccompanied, but can
also be accompanied by simple chords.” Accompanying the melodies with chords is a
notion that I can only grudgingly advocate. The reason for teaching the modes is about
far more than producing pleasant sounds. The piano is tuned in equal temperament.
Modal music corresponds to the beautiful proportional curve of the harmonic series.
Every mode has a unique pattern of intervals. Using a piano which is tuned in equal
temperament practically defeats the purpose of singing plainchant. If the chorus vacillates
from the starting pitch (usually going flat), a single pitch, perhaps in octaves, should be
all that is necessary to reestablish intonation. If this is not sufficient, a single minor chord
may be played. Playing a minor chord is acceptable for the purposes of retuning because
the difference between the natural interval and the tempered interval is only two cents
(i.e. 2/100ths of a half-tone). If the teacher plays a major chord, however, the difference
between modal and tonal climbs to fourteen cents, too far from acoustical perfection for
use in plainchant or Renaissance singing. If the chorus is just learning to sing plainchant,
I would only play octaves, perfect fifths, and minor triads, for the purpose of retuning.
Even then, I would try to play as sparsely as possible.

I also agree with Briggs statement regarding singing plainchant melodies in
parallel organum. The pitfall with using plainchant melodies as activation exercises might
be that some students will consider them boring. One remedy for this situation might be
to bring in a television set and a videotape recorder and play about thirty seconds from
the movie Monty Python and the Holy Grail. In it, penitent 12"-century monks walk

around chanting “Pie Jesu Domine, Dona Eis Requiem,” and then slam their heads with



wooden boards. The hilarity of the scene will most likely motivate students to at least
give it a try.

Briggs suggests that the teacher or the students invent text to fit the melody. I
remember trying this teaching technique using a lively tonal song with elementary school
children in Vienna. I was overjoyed as they wracked their brains, aligning the three
mental objects: words, rhythm, and pitches; With high school students, I might play a
snippet of the P.D.Q. Bach CD Hansel and Gretel and Ted and Alice as a motivator.
Musicologist/comedian Peter Schickele elides some traditional Latin text with English
words, for example, “Et in terra chicken pox Romana.” or “Keemo Sabe watch’em what
you say’um.” Playing a bit of the recording might encourage students to try Briggs’ idea.

Briggs claims that the melodies “often have the effect of energizing the soul.”
While I am in favor of using plainchant melodies in chorus class, as a teacher, I must be
careful never to violate the separation between Church and State if I teach in a public
school.

Another group of activation exercises is based on a four-note scale. On the first
line of Figure 2, the teacher may use an interval training technique to help students
correctly calculate the distance between the low G and the E. This technique is called
“association.” For example, the interval of a major sixth can be understood by using a
familiar tune like “My Bonny Lies over the Ocean.” Some teachers disapprove of this
technique on the grounds that learning the interval is tied to a particular context and is not
transferable to other musical settings. 1beg to differ. I believe that having students learn
intervals by association can be very beneficial in learning the archetype or exemplary

form of the interval. I also believe that these ear-training activation exercises must be



taught without reading any notated music. The “association” technique must be
understood as merely a stepping-stone to having a conception of a pure interval in a
student’s mind. After a time, a c§ftain aura}/kinesthetic memory develops to the point
where reliance on the original model is no longer necessary. It is unclear to me how
Briggs intends for the last line in Figure 2 to be taught. What verbal instruction does he
give the students if they miss the tritone? As for the “1-5-1-5-1” pattern, he isolates the
problem very well but offers no apparent solution.

Were I in Briggs’ scenario, I would discuss the “diabolus in musica” concept from
the medieval period. I would then illustrate by playing contrasting examples: “Here
comes the bride” (perfect fourth), “Maria” (tritone) and “Star Wars” or “Ben Hur”
(perfect fifth). The teacher can first have the students recognize the intervals with a little
game by asking the students to raise their hands. The teacher plays a tritone on the piano
and then says “Raise your hands if you thought that was ‘Here comes the bride,”” and so
on. The next step is to actually have them produce the intervals with the voice. The
teacher takes one of the SATB sections at a time and challenges them to sing “Ben Hur”
starting on C. The students will be listening critically to their peers! Finally, the teacher
can ask for volunteers to sing a given interval alone before the other students.

The third group, the “ridiculous” activation exercises looks like a lot of fun. The
trick to sing “Jane got the jam” is to accent each strong beat, then sing the other beats
lightly. Part of the difficulty with “Are our oars 0ak?” resides in the fact the word “our”
is a diphthong, yet it is written over a single quarter-note. When they have puzzled the
problem out a bit, [ can let them in on my little trick: notate the second beat as a sixteenth

followed by a dotted eighth. The “a” in “oars” is silent, so it is visually deceptive.



“Dippy dopey dogs” is a real tongue-twister. Its secret lies in singing it lightly. The
activation exercises on “bubble gum” and “double-bubble gum” are very cute indeed and
will probably make for a learning a truly fun experience. The teacher might also try
alternating these exercises with some tongue-twister passages from some real vocal
literature, for example, the “Matter-Patter” trio from Gilbert and Sullivan’s Ruddigore.

In sum, I can adopt a number of useful suggestions from this article. I can
substitute the phrase “activation exercises” when I would otherwise say “warm-ups.” I
had an opportunity to reflect upon why and how I will use plainchant in my class. The
article encouraged me to consider just how I intend to bring ear-training activities into the
body of my performance class. Finally, the article has provided me with three excellent

vocal exercises which aid in the enunciation of text.



Brown, Owen {1999). Maintaining vocal Health.

Teaching Music, 6(5),33-35.
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ver two thousand years ago, Aristotle said, “Although nature has

gifted us all with voices, correct singing is the result of art and

study.” Everyone owns a musical instrument that is not made in a

factory and cannot be purchased in a store. Unfortunately, few realize what

a special gift this instrument—the voice—is or have any idea of how to take

care of it.

A common misunderstanding of the voice is
cpitomized in the story about the guest choral
conductor who had worked with a group of high

school singers, After the perfor-
mance, 2 mother thanked him for
the wonderful experience it had
given her son—and especially for
leaving him hoarse (and quiet) for
the rest of the weekend!

Although a youthful quality in
young persons’ voices is someching
very special, it is possible that this
direcror expected to hear the kind
of choral sound that would come
from a group of adules. It is true
that in high school athletics, com-
petitors arc expected to give their
all. But do choral direcrors know
that the vocal cords develop on a
different schedule than arm or leg
muscles? The body hasn't finished
growing, on average, until about
age twenty-one.

We all receive false impressions of what natural
voice quality is like by listening to radio, televi-
sion, recordings, and the amplified sounds in
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EVEN MANY OF
THE BEST TEACHERS
JUST ASSUME THAT
TEACHING VOICE
IS PRIMARILY AN
ART AND HOPE
FOR GOOD LUCK WITH
NATURALLY TALENTED
STUDENTS.

movies and Broadway shows. Many performers in
these media, in fact, have very short careers
because they overuse their voices. The important

thing for conductors to know is
what a voice can do naturally—not
what it can be “made” to de.

A. CHORAL DIRECTOR WORKING
with singers might be compared to
a coach working with athletes. Just
as a coach should know how to
throw a ball, so anyone working
with voices should know some-
thing abouc his or her own voice,
as well as what constitutes healthy
singing. In fact, choral direcrors
actually act as singing teachers,
since very few students receive pri-
vate voice lessons.

Unfortunately, not all singing
teachers are aware of some of the
important principles that need 1o
be kept in mind for voice training.

Part of the problem is that there are no set stan-
dards or regulations for determining who is quali-
fied to give individual voice lessons. Even many



of the best teachers just assume that teaching
voice is primarily an arc and hope for good luck
with naturally talented students.

Presented below are a few basic principles that
any voice reacher should be aware of. These prin-
ciples are based on research as o what is healthy
for the voice and on my experience teaching voice
since 1932. If you can follow them as you contin-
ue developing your own voice, you will be able to
use them to help any student who wants 1o learn
how to sing,.

m Before you sing, start with
stretching exercises to relax your

it find that your

W -
‘uscles can be tense anywhere,

'THE VARIOUS PARTS OF

Resistance and the Bernoulli Effects of the Human
Larynx,” Journal of the Acoustical Society of America,
no. 29, 1957). When working with students, you
can demonstrate that just lerting the air flow out
naturafly is all that is needed by having them form
issi tiing the air flow do the

» Another easy way to initiate a sound is to
vibrate the lips in what is called a “lip roll.” If a lip
roll cannot be accomplished, perhaps the rolled

“f" can be used. If that doesn’t work,
try sliding a sustained “s” into a soft
“g", “Sssssszzzzzz.” Slide these sounds
in a downward inflection. A “Prer”

with che lips or 2 “Terrr” with che

from the feet up. Wherever you THE BODY tongue may also be practiced lighdy.
sense tension, find and use an exer- CANNOT INTERACT a Vocalizing from the bottom of
cise thar will relieve it. Simply using ' the scale up is onc of the most dam-
your intuition and imagination to FREELY IF POSTURE  aging practices in vocal training (J.
observe tension and performing S. Rubin eval., Special Considerations
relaxation exercises to relieve it can I5 NOT GIVEN for the Professional Voice User, 1995;
btf a hC]p ATTENTION, AND H H. Curtis, A%I.CC Bﬂitdlﬂg dﬂd

» Because your body is the
instrument, proper alignment (pos-
ture) is essential. The various parts

1F THE POSTURE

Tone Placing, 1973). Especially in

early practice, start tones from above *
and let them flow downwardina

“of the body cannot interact freely if ISGOOD, THERIB  parernof 5,4, 52, 1 018,53, 3,1,
posture is not given attention, and if CAGE WILL BE “In an casy, medium range, Letthe -
the posture is good, the rib cage will T BE second scale be a half step lower and
be comfortable when it is elevated COMFORTABLE continue in a descending sequence

in singing.

» As the breath is taken in, you
should feel an expansion in the area
berween the bottom of the Tibs and
hebelt Tine. The area below the -
belt line remains hrm. This type of
breathing, often called abduminal breathing, may
have been lost and will have to be relearned. You
can see how naturally it oceurs in a sleeping baby.

» Whensinging, just let the air flow our natu-
eally without pushing. Although che vocal folds
"adjust attomatcally to your preparation for singing
a particular pitch, a fow of air actually activates
them (B. Wyke, “Neurological Aspects of Phonato-
ry Control Systems in the Larynx,” in Care of the
Professional Vaice, Part I, 1979). An easy flow of air
will draw rhe folds into a vibration that is known as
the Bernoulli etfect (J. Van der Berg, “On the

WHEN IT IS ELEVATED
IN SINGING.

to a comfortably low note. Then
start again a bic higher than the first
rime and repeat the excrcise. Use an
“m" hum or “Hoo” or “Huh” when
you teach beginners, Any vowels that
are casy to sing without face or jaw
rension can be used. .

s To sing higher notes, it is necessary to use a
set of throar muscles called the cricothyroids,
which are not brought into play in ordinary con-
versation (Ingo R. Titz, Principles of Vbice Produc-
son, 1994). While no one can hear his or her own
voice the way it sounds to sumeone else, everyone
has a quality of voice identitied with speaking thac
covers about the lower third of the range, and
every healthy voice has the potential 1o sing in the
upper two-thirds of his or her range. To discover
the quality of voice found in the cricothyroids, it

- . TEACHRING MUSIC -



is necessary to lighten up the vocal production.

Because the upper partof the voice will seem
strange at first and the high notes will sound very
weak, singers may mistakenly iry to make these
notes sound like che lower speaking-quality tones.
It is important to remember that high notes have
a diffcrent quality than low notes in all musical
instruments, including the voice. Remember, if it
fecls easy, it is probably right.

s To allow the upper and lower parts of the
voice to mix ot combine, it is nccessary to let the
larynx test in a low position with-
out pulling it down (J. Sundberg,
“The Acoustics of the Singing
Voice,” Scientific American, March
1977). When an easy breath is tak-
en, the larynx has a tendency 1o
lower namrally Try to let it stay
there in all singing. Use the voice
in a light, easy manner in the

%‘*?’?

TEN MINUTES OF
VOCAL EXERCISES
AT THE BEGINNING

OF EACH REHEARSAL

Develop Healthy Voice Habits, 1996). Teaching
using this approach all the way from grade schoel
up through high school and college should pro-
duce a sizable pool of talent for choral groups, as
well as a number of voices to choose from for solo
parts.

Trust your common sense in working with
your own voice and in training others. Remem-
ber, if something isn't easy for you, it probably
isn’t right for students. It is better to do too little
than to do too much. Also bear in mind that
voice development progresses at dif-
ferenc rates, depending on the age
and the individual, and that voices
vary in potendial size, range, and
quality. In the entire world, no two
people are exactly alike, and cach
comes from different backgrounds
and experiences.

All sores of bad sounds can be made

Wm prac- CAN WORK WONDERS, 1 almast any musical instrument
tice, it will grow to its natural AND YOUR STUDENTS  Wwithout damage to the instrument
Mk@ Sad potentiai itself. With the human voice, however,
asccndmg passages, all WILL PROSPER IF YOU  every time sounds are being practiced,
ef out of the habits are being formed that can be

T ould be

PW voice, Scale patterns of 5, 4, 3, 2,
1,2,3,4,5,4,3,2,10r8,5,3, 1,
3,5,8,5, 3, 1 can be introduced o
gradually ascend the scale. Going

up the scale might be compared to

CAN UNDERSTAND
THESE BASIC PRINCI-
PLES AND LEARN

either good or bad. If the sounds are
not casy to produce, the chances are
they are harmful. Excess volume can
damage any voice, as well as displease
the car. Voices need time to grow. Be

a roller coaster going over the sec- THE TECHNIQUES patient, and borh you and your stu-

ond rise on its own momentum, dents will be rewarded by having

with no extra push or force. ASSOCIATED WITH developed healthy voice habirs.
Dost " THEM By following the basic principles

TEN MINUTES OF VOCAL EXERCISES
ac the beginning of each rehearsal
can work wonders, and your students will prosper
if you can understand the above principles and
learn the techniques associated with them as they
apply to your own voice. Vocalizing with a light
quality is best for all age groups, and a good choral
rehearsal exercises the brain as much as it does the
voice. New music can be read through very lightly
at first to establish pitches, thythms, and tempos,
as well as diction. Singing that observes the
music’s dynamics can then follow in 2 natural
manner {(O. L. Brown, Discover Your Voice: How to

CCRIL 1888

presented above, you can train your
choir singers without straining their
voices or making them hoarse. Abuse of the voice in
the early years can affect the health of the larynx in
later fife. And, while many high school athletes may
push themselves as they struggle for success, I sin-
cerely doubt that any choral conductor wants his or
her choir to work so hard that it sounds like a
cheering squad. ®

By Oren L. Brown, voice faculty emeritus af the Juilliard School,
privale voice leacher in New York Cily, and faculty member at the
Voice Foundation.

n



Academic Development — Article 2 .

Brown, Owen (1999). Maintaining Vocal Health. Teaching Music, 6(5), 33-35.

This is an excellent article. Owen Brown has been teaching voice since 1932. He
provides the reader with information regarding the care of the voice in language which is
direct and easy for teachers to understand. His teachings affirm and emphasize the
academié work 1 did in my vocal pedagogy class.

Brown’s slant to the article is that academic achievement in chorus class differs
fundamentally from academic achievement in athletics. Brown points out the high school
singers can suffer from hoarseness from incorrect singing. He makes known the fact that
physical development in young people is not completed until the age of roughly twenty-
one. The choral director is often the only source of reliable information on vocal health
since most students do not take private voice lessons and there are no standardized
qualifications for voice instructors. Stretching exercises and attention proper posture must
always be a part of the curriculum. Brown uses simple phrases which can be repeated
verbatim to students regarding breath management, for example: “You should feel an
expansion in the area between the bottom of the ribs and the belt line,” and “Just let the
air flow out naturally without pushing.” Practical exercises such as hissing and lip rolling
are recommended.

While many voice teachers teach vocal arpeggios starting from the bottom up.
Brown recommends placing the notes high and letting the notes “flow downward in a
patternor 5,4,3,2,1 0r 8, 5,3, 1.” It is necessary to sing more lightly when ascending
into the upper register. The procedure is also used to achieve a smooth blending of the

vocal registers. In general, Brown advocates singing with little weight in the voice. This



method avoids pushing or forcing. Finally, Brown stresses the connection between the
mind and the body to ensure that only good habits are formed. Sensible use of the voice
in adolescence will preserve the health of the vocal mechanism in later life.

I think that it is to Brown’s credit that in this article he distills an enormous
amount of literature on vocal technique and pedagogy into three pages. In order to be
both succinct and thorough, he gives numerous additional sources of information to
which the diligent teacher can refer.

I cannot agree more strongly with his emphasis on not overusing the voice.
Indeed, I believe that Brown would take issue with some of the solos indicated in the
NYSSMA Manual (July, 2003) for Soprano 1, grade 6. Arias from the seventeenth and
eighteenth centuries are appropriate for advanced high school students. Opera excerpts
from the late nineteenth century are questionable. I believe that some members of the
NYSSMA Vocal Solos Committee have only considered the range requirements in
assessing the level of difficulty, without taking into account the weight of the voice
necessary to produce those tones. While Mozart’s “Una Donna a Quindici Anni” from
Cosi Fan Tutte may be a good audition piece for All-State candidate, Puccini’s
“Musetta’s Waltz” from La Bohéme is certainly not. ' I studied opera conducting at the
Conservatorio “Giuseppe Verdi” in Milan, Italy from 1985 until 1988. Several voice
teachers there lamented the fact that too many of their colleagues are starting their
students on heavy repertory at an early age.

Brown’s comments concerning lip rolls and tongue trills match perfectly with the

sound advice given by Charlotte Adams in her videotape Daily Workout for a Beautiful

1 New York State School Music Association. NYSSMA Manual: A Resource Suitable for Contests and
Evaluation Festivals. 27™ ed. Webster: New York State School Music Association, 2003.




Voice. Adams adds that this exercise should be done while opening the eyes widely and
lifting the eyebrows to help place the sound in the head. Although Adams works with an
all-female choir in the video, she remarks that her method works for male voices as well 2

Brown’s firm stand on beginning vocal exercises from the top down is reiterated
by Henry Leck who says “Don’t be afraid to begin a vocalise up above the break.”
Brown’s vocal concept also coincides with Leck’s on the subject of register blending.
Brown discusses the function of the larynx and Leck shows footage of laryngeal
videostroboscopy at different stages of the boy’s changing voice. Leck also conducts
interviews with his students. All students agree that starting the exercises above the
register break is very beneficial.

Finally, Brown reminds us that developing healthy vocal habits begin in
elementary school and extend through the college years. Again, with regard to male
voices, choral educators on the university level will be grateful for students’ sound vocal
preparation. Jerry Blackstone, director of the University of Michigan Men’s Glee Club
maintains “When, during those early teen years a young man’s voice begins changing,
please encourage them to keep singing, hear them sing often, and place them in sections
where the range of the parts are comfortable. Keep them singing in head voice, as well as
in their new chest voice. We usually don’t lose the head voice, we just add low notes. So
give your singers opportunities to utilize their entire range. Be creative in finding
repertoire that includes parts comfortable for both changed and unchanged voices.” 4

This article provided me with some stock phrases concerning breath management.

2 Archibeque, Charlene ed. Daily Workout for a Beautiful Voice. Presenter Charlotte Adams.
Videocassette. Santa Barbara Music Publishing, 1991.

3 Leck, Henry, teacher. The Boys Changing Voice: Take the High Road. Videocassette. Hal Leonard, 2001.

4 Blackstone, Jerry, teacher. Working with Male Voices: Developing Vocal Technique in the Choral

Rehearsal. Videocassette. Santa Barbara Music Publishing, 1998.




It also changed the way I now think about the role of arpeggios in choral activation
exercises. In addition, it made consider the repertoire I will want my students to prepare
for their NYSSMA auditions, and it caused me to confirm Brown’s statements with

comments made by other well-known choral educators.



Armstrong, Matthew (2001). Adjudicated Sight-reading for the Choral Ensemble: An

Incentive for Musical Literacy.

Choral Journal, 41(10), 21-30,

Adjudicated Sight-Reading
for the Choral Ensemble;

An Incentive for
Musical Literacy

ty Matthew Armstrong

¢his Pecformance  will be used.

Cirde Ratingol  The Ohio Plan of Adjudication: The five-rating plan l

1 Rating I — An outstanding sighr-reading with very few 1echnical
erfots of recovery Ploblcms
Il Raring [T — An unusual reading in tany respects, but not wosthy
of the highest rating due to minor defects in technique, ineffective
interpreration, of improper part-singing

Ul Ratng I — An acceptable reading shewing accomplishments
and marked promise, but lacking essential qualitics
IV Rating IV — An inadequate sight-reading effort showing many

technical errors in rthythmic and interval accuracy

V  Rating V— A sight-reading cffort indicating deficiencies in most
of the essential facrors in the fundamentals of sight-reading. This
rating should be used only when the group cannot complete a
single read-through.

In the spring of 1992, following a two-year trial period,
choral sight-reading officially became a required part of che
'Ohie Music Education Association’s (OMEA) district and state-
level adjudicated events. The move was an incentive on a
statewide scale to improve the overall quality of choral music
instruction in Ohio. The OMEA publication, 7izd, offered a
seties of articles that ouclined specific sight-reading require-
ments and suggestions for preparation.! Nearly ten years later,
the sight-reading process in Ohio continues to be controversial.
Some directors feel it has strengthened the overall musicianship
of their choral ensembles. Others have dropped out of the
adjudications process in response to frustration at failing to
develop a rehearsal stracegy that leads to sight-ceading mastery,

Ironicaltly, there seems to be no significant correlation be-
wween choral groups that perform rehearsed numbers at 2 high™
review of final ratings from state-level OMEA adjudicared
events (1996-98} indicates that, in 2 number of cases, choirs
that received superior ratings for their petformance on the
floor {rehearsed numbers) received only average ratings in sight-
reading.

Although choral ditectors generally agree that the teaching
of sight-reading is important, many disagrec as to the best way
1o teach it.2 Directors commonly rely on rote approaches 1o
introduce new choral literature: students are asked to recite

Matthew Armstrong is currently 2 member of the music faculyy
at Wartburg College in Waverly, Towa, where he coordinates
3 1, 1 and

the music education program, tary g
secandaty choral music cducation mcthods, 2nd serves as

composer-in-residence.
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‘The Ohio Plan of Adjudication

text; notes and thythms are pounded out one part at a time and
then pieced back together; musical elements are added; and
with repeated drilling, the piece is learned. This approach may
result in a polished performance, bur there is same question as
to how effectively it fosters the musical literacy of the indi-
vidual student. Students should be able to apply previously
acquired musical knowledge to the learning of new literature
and add t¢/ that body of knowledge with the guidance of the
direcrorMhe adjudicated sight reading forum offers choral
directors the opportunity to benefit from the comments of
experienced professionals in assessing the musical ficeracy of
their choral ensemble(s).*

I participated in the OMEA adjudications process as an
Ohio music educator and adjudicator from 1990 10 1995. In
my current tole as a teacher-training professional, I have an on-
going interest in discovering strategies that will improve the
quality of choral music instruction. This article explores the
value of adjudicated choral sight-reading as an incentive for
reaching musical literacy.

Sight-Reading in Choral Music Education

Teaching children to sight-sing was at ¢he heart of the music
education cutriculum in the United States until the early owen-
tieth century. When Lowell Mason first initiated his campaign
to bring music into the publicscticols in 1838, the principal
rationale was to improve the overall ability of the nation’s
children to sing.® The Normal Music Course, writter: by John W,
Tufts and first published in 1883, contains “a seties of exercises,
studies, and songs, defining and illustrating the art of sight-
reading; progtessively arranged from the first conception and
production of tones to the most advanced choral practice.™®
The exercises progress from simple, one-linc melodies to part
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songs that stress patriotic and devotional
themes. In addition to focusing on pro-
ducing good tone quality and developing
a sensc of key center and tonal function
through the use of solfa, the series stresscs
teaching basic music theory as well.
Intervalic and key requirements become
more challenging as the series advances.
A review of the preface to the serics gives
some interesting insight inco the impor-
tance placed on vocal music reading at
chac cime:

The effort has becn made . . . 10
apply and to exemplify the universal
principles of sound pedagogy.
Grateful acknowledgment is here
made of the generous favor with
which the "Normat Music Course”
has been teceived by the public, and
the cordial and continuous support
of the large and conswantly increasing
number of distinguished educators
and directors of music who have
made it che basis of their work in
the schools.”

With the emergence of

the child-centered
-—

approach to education in

the 1930s, music reading

was considered secondary
to musical enjoyment.’

With the emergence of the child-cen-
tered approach to education in the 1930s,
music reading was considered sccondary
to musical enjoyment.® The ime taken w0
teach “the basics” was replaced by rote
leatning, a method seen as 2 mote direce
route to musical pleasure. The record
player became more prevalent as a teach-
ing aid in schools. The excitement of
“dropping the needle” and singing along
made the singing experience more fun.
Since children had traditionally been well-

versed in the basics, music educarors as-
sumed that students would still process
the information in a musically fiterate
way. Over time, however, the lack-of at-
tention to good reading skifls and proper
car training would take its toll.

Another factor contributing to the
erosion of good sight-singing skills was the
surge in popularity of instrumencal music
following World War I, attcibuted chiefly
to John Philip Sousa and the desire for
each community to have its own mili-
tary-style band. General music curricula
were adjusted toEmphasize JEGEr names

“for "pitches Tather than MACMONIC Cues
Such =5 soifa syttables that-focused o1 key

Ceriters and tonal relationghips> """
As the call for ducational reform was
sounded in the 1990s, a scronger empha-
sis was placed on learner outcomes, forc-
ing music educators to take a closer look
at the effectiveness of their reaching meth-
ods. A comprehensive curricular design
that leads to musical literacy has become
the scandard.'® At the secondary level,
exploring ways in which high school mu-
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sicians process unfamiliac music literature
has become a means for addressing chis
call for standards. What has emerged is
an awareness that instrumentalists and
vocalists experience music reading in sig-
aificantly different ways.

Choral direcrars are always thrilled 1o
find a significant humber of | f trumen-
walists in their singing groups, The gen-
eral assumption is that instrumentalists
are proficient readers. In contrast, direc-
tors tend to assume that singers do not
read well. Why is this? Can information
be gained from this knowledge that will
facilitate the overall reading ability of
the choral ensemble?

The theoretical answer lies in the pro-
cess the instrumenalist goes through to
produce a given melodic line: through
manipulation of a key, the instrumental-
ist makes an immediate connection be-
tween notes on the page, the sound of
pitch, and the movement of melodic in-
tervals.!! As a result, a visual, aural, and
kinesthetic connection is made simulta-
neously. Bas)g_l;arnln theory supportts
the idea that learnin gm?"rﬁgfnorc
c?fc?f ely whe whcn _SEASOLY.. pc;;quuons are
cormbined.1? By comparison, singers have
nokey to mampulate Therefore, the con-
nection process is a less tangible one. The
pitch must first be identified within the
singer’s mind, then reproduced by way of
the vacal mechanism, an unstable instru-
ment, continually developing, subject to
general physical and mental condition,
and often intonationally inaccurare.’ In
addition, the way in which instrumental
parts are conventionally notated allows
players to focus on one line of notes at a
tme. By comparison, choral singers are
asked to read a score where numerous
melodic lines are present on the page and
where text and expression markings are
often slightly removed from notes, requir-
ing the performer to shift eye focus con-
. stantly.' The combination of these
challenges makes the job of the singer a
less exace science, impeding the kind of
immediate sensory feedback that is regu-
larly experienced by an instrumentalist.
Trying to overcome these obstacles can
become a source of frustration for the
student and the director. Whereas rote
drilling may provide a tempotary “fix,”
long-tetm gains are usually minimal.!®

By applying the knowledge gained

MAY 2001

from their instrumental expericnces, sing-
ers who have had an instrumental back-
ground can often provide a level of
self assessment that enhances their sight-
readmg abilities and enables them to read
at a higher level of competence. For cho-
ral students who have not had this back-
ground, the rolg of the choral director
becomes vital VTaking advantage of the
skills of musically experienced students,
directors can devisc straregies thar allow

stronger singers to help weaker ones and
encourage all singers ta funcrion more
independendy. Ultimarely, our goal as
music educators should be to provide our

students with the skills to achicve musical

“literagy™ As students become musically

litcrate, they develap more positive aui-
tudes toward music and chemselves as
musicians. They become more actively
involved in the learning process and eager
to add to their musical knowledge. It is
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hoped they gain a lifelong appreciation of
music that will accompany them long af-
ter they are no longer under our influence
as educacors. Teaching students to sight-
rcad cffectively is 2 major step toward
achieving musical literacy.

A Closer Look
at Choral Rehearsal

Techniques in Ohio

Two studies by Ohic choral directors
have been undertaken to investigate the
techniques used for teaching choral sight-
reading. In 1984, Gary Guzy found many
choral programs were performance-
driven, leading many directots co Roose
rehearsal techniques focusing on learning

‘.
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literature quickly and efficiently, in lieu
of those that would develop sound theo-
retical knowledge. Expression markings,
time signatures, and note values were most
frequently emphasized, since they related
most directly ro performance preparation.
In analyzing approaches to reading
thythm, Guzy determinedd that directors
most often chase to speak lyrics in rhythm, -
a rote approach ineffective in reinforc-
ing rhythmic lireracy (accurate count-
ing, awareness of note values, erc.).
Techniques that would effectively rein-
force rhythmic literacy (count singing,
note counting, and Kadily/Orff rhyth-
mic syllables) were seldom cmployed. In
analyzing approaches to reading pitch,
Guzy found that directors most often
chose to sing notes on a neutral syllable,
again, a rote approach that would not
effectively reach students 1o recognize
pitch relationships, but instead would fo-
cus on “getting the notes learned.” Tech-
niques’ that facilitate an understanding
of pitch relationships (numbets, letter
names, solfa) were used by some direc-
tors, bur infrequently.””

In evaluating activities that combine
sensory perceptions to improve sight-
reading skills, Guzy noted that choral di-
rectors rarely used written work (thyth-
mic or melodic dictation) to test for aural
comprehension, rately employed Curwen
handsigns, or conducting patterns as ki-
nesthetic manipulatives, and rarely read a
new piece without the aid of a piano.'* A
small number of directors previewed un-
familiar music to identify rhythmic and
tonal patterns, an analytical technique that
would certainly facilitate musical lizeracy
if used regularly and effectively. Guzy also
emphasized the importance of encourag-
ing students to use their inner hearing to
rehearse music mentally, even when their
‘individual parr is not singing."

In terms of sight-reading material,
most directors reported that they used
music being prepared for performance
for this purposc, though few presented
methods, materials, and musical elements
in a way that provided a wetl-structured
sequence of sight-reading instruction.
Even though many were not incorporat-
ing sight-reading into their regular re-
hearsal routine, the average director fele
thar eftective sighr-reading instruction

I was imporant 1o the succes of a high
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school choral program. Incifective previ-
ous instruction of students in the clemen-
tary and middle school grades, various
abilities among students in choral groups,
and pressures to perform were cited as
reasons for falling shart of maintaining a
focus on reading skills.2®

in 1994, Marcin Sunderiand observed

six randomly selected chural ensembles
from the state of Ohin whase OMEA
ratings indicated different levels of sight-
reading proficiency to determine char-
acteristics that might be rclated to
sight-reading skill. Like Guzy, Sunderland
concluded thar, whereas maost choral di-
rectors consider music-reading skills im-
portant, few devote the necessary rehearsal
_time 1o developing those skills.? He ob-
served predominantly rote techniques led
by “note-pounding” from the piano for
the teaching of new literatire. 2
Sunderland identified those ensembles
that sight-read with high levels of profi-
ciency as having the following character-
istics: 1) the ensembles conrained
significant numbers of students who in-

Like Guzy, Sunderland
concluded that, whereas
most choral directors
consider music-reading
skills important, few
devote the necessary
rehearsal time to

developing those skills.?!

dicated they had received private instru-
mental instruction; 2) the school music
courses of study contzined sequentially
ordered objectives for developing music-
reading skills through the general music
classes of the elementary and intermedi-
ate or junior high levels;|3) the ensembles

formed works from a varicty of styles and
musical periods; 4) the ensembles spent |
less time on daily opening exercises and
more time on sehearsing music lirera-
ture; 5) the groups were engaged in more
SATB rehearsal segments with few sec-
tiona! rehearsal segments and minimal
teacher instruction; ‘6) group members
indicated a stronger preference for clas-
sical music; 7} students indicared thar,
when learning new music, they tend 1o
look more at notes than words; 8) stu-
dents talked less in rehearsals; and 9)
students tended to be more focused on the
score, even when their individual pare
was tacie.?

In comparison, ensembles that demon-
strated low levels of sight-reading profi-
ciency had these characteristics: 1)
students entered high school with lirtle
previous experience in music reading; 2)
ensembles had minimal performances and
performed primarily pop tunes; 3) the
ensembles spent longer periods of time
drilling warm-up exercises; 4) students
indicated a preference for learning music

HAVE MUSIC AT
T COMMITTEDTO THE
CONMPOSIR'S CRATT
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by hearing their individual part played on Sunderland stressed that the most im- undt’r[dﬂ d stresse d tb at
the piano; 5) group members indicated 2 ,,mmmi@i&n dﬂﬂﬁ@g} ht-

stronger preference for popular music as  reading ability 6f The choral ensemble s :

heard on the radio; 6) students indicated * 6mmitment and skill of the ditector. tbe most zmp ortantﬁ ctor

that, when learning new music, they He found that the influence of school 4 A
tended o look more at words than notes;  principals was negligible when it came to n dfﬂf’ZOP mg the '"gbt

and 7} students were rarely focused on  promoting the teaching of musical lit- ; 5
the score during rehearsal and engaged in  eracy, basically due to their lack of musi- retzdmg dbl[lly Of‘tbe
talking when another part was being re- cal understanding. The supporr, or lack ch ord 1 ensemble is tb e

hearsed. 2 of support, by administrators was most

commitment and skill of
the director.

the ensemble and the public’s reaction to
it. Sunderland supports the continuarion
of adjudicated sight-reading for choral en-
sembles as an external influgtice that mo-
~tivates and rewards directors and students
for developing proficient musical skills.2®

l%. affected by the performance quality of

Implications
. . . ‘The results of chese two studies reflect
Each 2001 Choral Reading Session Kit includes the my experience as a music educator and
actual printed music of over 100 new titles and adjudicator. School and communiry_ex-
complete recordings on CD, along with an easy pectations often dictate the performance
order guide and brochure highlighting medieys, demands of a2 music program, and direc-
longer works and additional choral resources. tors resort to rote techniques to meet the

demand quickly and efficiently. We in-
hibit the musical development of our stu-

_JOY OF ?ING]NG "TO GO" dents, however, and in part limit their
will be available June 1, 2001. future success when we fail to maintain-a
. . focus on musical literacy. The demand
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understanding of where a particular piece
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recagnize melodic and rhythmic paterns
in a piece of music and accurately per-
form these with minima) assistance; and
5} be able 1o talk intclligently about the
text of a piece and describe the overall
effect created by the synthesis of words
and music. In shor, effective sight-read-
ing techniques should teach students o do
basic score analysis, 2 practice that, with
proper application and reinforcement,
will facilitate the learning of new litera-
ture and lead to musical lireracy.

Appl{ing the Knowledge
At right is a design of technigues to
assist choral direcrors in facilitating the
discovety process and adding to the mu-
sical knowledge base of their students as
new choral literature is introduced.

Intervalic and Rhythmic
Warm-up Drills
As part of daily choral wacm-ups, di-
rectors arce encouraged to drill students in
exercises that develop a sense of intervalic
awareness and rhythmic accuracy. Ide-
ally, these exercises should be linked to
‘he literature being raught. The_exer-
cises should be done in small chunks for a

o e e
period of UMETOT €0 exceed three to five

minutes per day "
\In/te?‘rglmmncss can be developed
through the usc of solfa techniques. A
large scale version of a solfa chart, as
shown in Figure 1, should be placed
prominently in the front of the room.
The director {or a selected student) should
randomly point to syllables while students
sing them. Begin simply with familiar
intervals (Do, Mi, Sol, La). The diffi-
culty level should be gradually increased
to include chromaric intervals. With
practice, students will develop a sense of
tonal memory that can be transferred to
any given picce of choral literatute.

Another effective exercise that devel-
ops intervalic awareness and rhythmic
accuracy combines solfa and count-sing-
ing as shown in Figure 2. Performance
symbols are placed under the melodic
line.

The count-singing technique can be
linked to any passage within a given piece
of literature and may be performed with
or withour pitch, The solfa symbols allow
students to identify the melodic line, fo-
cusing on key center and tona! relation-

MAY 2001

TE

SE..

M

Figure 1. Solfa Chart. Source: Adapted from Grant Newman, Teacking Children Music

(Dubuque, [A: Wm. C. Brown Publishers, 1989), 317.
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Sotfege: LA RE__JA_ LA TE TE LA
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Figure 2.
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ships. Students will find this challenging
at first, but wich repeated pracrice, it will
improve their intervalic/thythmic accu-
racy. Again, the key ro success is 1o begin
simply and gradually increase the level of
difficulty. With each of these exercises, the
director should explain and reinforce the
mental process in which students need to
engage in order to achieve success, encour-
aging the development of inner hearing.

Discovery Time
As a new piece of choral licerawure is
introduced, students should be challenged
to discover important musical informa-

tion contained in the score. Directors are

encouraged 1o facilitate these discovery
sessions with the group. This is a time
when students can be paired together,
stronger musicians with weaker ones, to
assist one another in the discovery pro-
cess. Students should have pencils ready
and be encouraged to write any infor-
mation that will assist them in learning
the piece directly in the score. Directors
may also wish to have studenis complete a

As a new piece of choral
literature is introduced,
students should be
challenged to discover
important musical
information contained in
the score.

discovery worksheet as the new piece is
discussed.

The discovery process should include,
but is certainly not limited 10, the follow-
ing steps:

¢ Ask students to analyze pertinent
information contained on the first
page of the score. Questions could
tnclude: a} What key is the piece

in? Encourage students to look ar
the key signature and the opening
chord. Is it major or minor? On
whar solfs syBlable docs each part
enter? Does the piece modulate or
shift tonalities at any point? b)
What is the time signature of the
piece? Is the meter consistent
throughout? Whar is the tempo
marking? How will chis cempo
affect the movement of rhythm in
their individual parts? ¢) Ask
students vo identify the composer
of the piece and the author of the
poeuy. This is an opportunity to
supply pertinent facts, not only
about the composer and poer, but
also about the historical context in
which the piece fits and stylistic
characteristics of the period.

* Pair students and give them three

to five minutes to analyze a portion

(one or two phrases) of their

individual vocal line, looking for

intervalic relationships, tricky
e

from Hinshaw Music

Two new music books, for your reference
library or teaching curriculum

HMB227 English Ways: Conversations with English Choral Conductors, by
Jeffrey Sandborg with a foreword by John Rutter. This is a collection of conversations
with twenty-three of the most important English choral conductors working today.
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rhythmic or melodic passages,
repeated toncs or sequences, Cic
Encourage them to lock at the
texture of the picce and determinc
how their part relates 10 rhe others.
Call upon a representative from
each section to share the infor-
mation they have discovered.

 Count-sing the portion of che
piece that has just been analyzed,
the firse time with the piano, the
second cime witheut. After che first
reading, ask students to rake a few
seconds to identify and correct
problem spots before the second
reading. A third reading may be
done with solfa syllables to
emphasize melodic line, key center,
and tonal relationships. To prepare
students for this step, the solfege
exerciscs performed in the warm-up
drill should be designed to include ~
similar intervals.

= Have students read the text for
the portion of the piece that has just
been sung and ask them 10 convey
its meaning. If the text is in a
foreign language, this is an
opportunity to share the wanslation.

+ Sing the passage with text {with
or without piano).

The entire process should take 2 maxi-
mum of fifteen to twenty minutes. At
this point, it is rccommended that che
piece be pur aside and the rehearsal con-
tinued. In subscquent rehearsals, the dis-
covery information presented in this
lesson can be reviewed and a new portion
of the piece intreduced. As students be-
gin 1o gain 2 sense of the whole, encour-
age them to discover the form of the piece,
the overall meaning of the text, and any
pertinent stylistic chasacreristics. It is im-
portant for this process that students be
actively engaged in singing as much as
possible, and reacher talk kept to a mini-
mum. The more students are actively in-
volved in the discovery process, the more
meaning they will derive from it.

Once students become comfortable
with this process, directors may wish to
administer some type of individual assess-
mept. Singing exams or dicration exer-

MAY 2001

cises can be used w determine individual
levels of mastery and identify which spe-
cific areas of concentration should receive
more focus.

As students gain mastery of this rech-
nique, their ability to sighe-read success-
fully in the adjudicated situation will
increase. Students will feel more confi-
dent about their ahility to analyze and
understand how a given picce of music is
constructed. By applying these skills, we
will produce choirs with higher levels of
musical liveracy, able to synthesize words
and music in a musically sensitive way.

Concdlusion

With proper guidance and instraction,
the challenges of teaching the choral singer
to sight-read effectively can be met. By
including choral sight reading as a part of
the adjudications process, we afford our-
selves as choral directors an incentive to
remain accountable, and provide oursclves
and our students an apportunity to ben-
efic from the expertise of other experi-
enced choral musicians. This study
revealed a need for teacher training pro-
grams to emphasize choral rechniques that
promote musical literacy and focus less
on rote teaching.

University
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Just as public education affords every
student the opporcunity to achieve lie-
eracy in other academic subjects, each
should have che opportunity to achicve
musical literacy as well. Music educators
must take this responsibility seriously and
continue to discover new ways to intro-
duce students to the joy of music. By pro-
ducing musically literate young people,
we will create a socicty more deeply
rooted in humanity, more culturalty
aware, and more artistically apprecia-
nve.

Notes
! The luge-group adjudicated choral events
now include a two-step procedure: a}
Choral groups continue the traditional
pracess of performing three prepared
numbers in an open performance area,
one of which must be chosen from a
required list. A panel of three adjudicarors
gives written and recorded comments and
awards a rating of IV {I=high, V=low),
b) Upen completion of this portion of
the event, groups are ushered to 3 private
sight-reading area, where sight-reading
materials are distributed. Directors are
given five minutes to study the score and
give instructions to the cnsemble. The
group then does two readings of the
piece: the first with piano, the second
without. Direcrars are given the

opportunity 1o make additional
comments in berween the two readings.
Fot the sight-reading portion of the
event, one adjudictor prepares written
comments and awards a rating of I-V.
Sight-reading materials are commissioned
by OMEA and held under tight security
to assure fairness. Groups cnter the event
in a classification from AA (mosc
difficult) to C {least difficult) based on
abilicy and determined by the director.
The final rating is an average of these
awarded by all four adjudicators. Ohio
Music Education Association, O.M.E.A.
Rules and Regulations, 13th Ed.,
(O.M.E.A.: 1994).

? David M. Bell, “In Search of Waldo: The
Muse of Choral Sight Singing,” O.M.EA.
Triad 59, no. 3 {December 1991-January
1992}, 32.

3 David Bauguess, “A Caralyst for Better
Cheits,” O.M.E.A. Triad 58, no. 2
{November 1590), 37.

* Steven M, Demorest and William V. May,
“Sight Singing [nstruction in the Choral
Ensemble: Factors Related ta Individual
Performance,” Journal of Research in
Music Education 43, no. 2 (Summer
1995). 157.

> Bell, 32. -

¢ John W. Tufts and H. E. Halt, The Normal
Music Course: A Series of Exercises, Studies,
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Schirmer, 1995), 26.

> Miller, 11.
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Reading Ability of High School Mixed
Choirs,” Journal of Research in Music
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7 Gaty Guzy, “Techniques for Developing
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School Choral Directors in Ohio,”
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9 Shehan-Campbell and Scort-Kassner, 49—
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Academic Development — Article 3

Armstrong, Matthew (2001). Adjudicated Sight-Reading for the Choral Ensemblé: An
Incentive for Musical Literacy. Choral Journal, 41(10), 23-30.

Armstrong’s article asks “Is it valuable to have adjudicated sight-reading events at
the district and statewide levels?” Rating studies from the Ohio Music Education
Association reported that there was little difference in the performance of groups which -
had instruction in sight-reading from 1996-1998. So why bother to teach musical
literacy?

The article gives a brief history the role of sight-reading in choral music
education. Educators in the nineteenth-century gave great attention to music theory
instruction in choral music classes. The 1930’3 saw a shift in attitudes toward the value of
sight-reading. The use of solfege syllable gave way to the use of letter names to designate
pitches and rote learning became the norm. Although educators began to reexamine their
metﬁods in the 1990’s, in general, the students who both played instruments and sang
were responsible for the quality of the performances. The poor readers rode on the
coattails of their classmates. Research studies by Gary Guzy (1984) and Martin
Sutherland (1994) both concluded that while the development of sight-reading skills was
considered to be valuable, few choral directors were willing to commit the time
necessary.

Armstrong believes that a solid grounding in understanding standard notation
must be.taught in elementary and middle schools in order produce musically literate high
school students. He recommends that three to five minutes be dedicated to sight-reading

at each rehearsal using the French (chromatic) system of solfege as exercise material. He



combines this method with count-singing technique. Armstrong also advocates
collaborative learning by grouping students in pairs, the “stronger musicians with weaker
ones” (28). The articie concludes with a repetition of the injunction to provide students
with a good foundation in musical literacy.

I agree with Armstrong that adjudicated events in sight-reading are
valuable for student’s musical development. Armstrong’s goals are left too ill-defined. I
believe that the ability of students to sight-read develops what Howard Gardner calls,
“musical intelligence.” Armstrong acknowledges that rote learning is not transferable to
new pieces. He should have also mentioned the unique cognitive benefits of sight-
reading. He also fails to discuss the emotional impact of the adjudication process on the
individual and the group. Adjudication makes choral singing a competitive endeavor, but
with insightful teacher intervention, it can also be viewed as a motivation toward
individual self-improvement and as a booster of team spirit.

Schools in urban areas often don’t have reliable feeder programs on which
teachers can rely. How does a high school choral teacher impart long-lasting reading
skills_ when the foundations in elementary school are weak or non-existent? A major flaw
in the article is that Armstrong totally evades the question of time-management. How
often does his chorus class meet? Once per week? Three times per week? Does he have
male and female sectional rehearsals?

Ideally, I would like to have my chorus meet five days per week. For example,
Men’s sectionals would meet on Mondays and Wednesdays. Women’s sectionals would
also meet Mondays and Wednesdays, but at a different period. Tuesdays and Thursdays

would be sight-reading for both men and women. I would have the entire mixed chorus



on Fridays working on only warm-ups and repertoire. This article has helped me bring
my views regarding scheduling into focus.

Armstrong’s article takes a one-size-fits all approach to sight-reading without
even beginning to examine the role of early childhood experiences in music. Edward E.
Gordon states that after the age if nine music aptitude stabilizes. ' If a child has learned
Kodaly/Orff rhythmic syllables and Curwen hand signals, perhaps Armstrong’s
chromatic solfege system makes sense. But what does a teacher do if a proper musical
foundation has not been laid? If a student arrives in chorus class for the first time after
the age of nine, solfege studies may only be of limited value. Music aptitude stabilization
also affects teachers. Teachers who have been raised on a fixed-do system of solfege may
have difficulty adjusting to a movable-do system.

Reading this article has benefited me because it forced me to review and re-
evaluate various sigh-singing methods. An example of a sight-reading method that uses a
movable-do system is Audrey Snyder’s The Sight-Singer: A Practical Sight-Singing
Course for Unison for Treble Voices. The illustrations in the book confirm that is
designed for children, which is developmentally appropriate. ? In addition, using the
moveable-do system does not help students secure a kinesthetic knowledge of tonal
placement within the body. Stanley Arkis and HermanSchuckman use both letter names
and a fixed-do system. * And some students arrive in ninth grade whose only exposure to

music has been gangsta rap. David Bauguess addresses the problem of the task of a

! Haasemann, Frauke and James M. Jordan. Group Vocal Technique. Chapel Hill, Hinshaw Music. Inc.,
1991.

? Snyder, Audrey. The Sight-Singer, Volume 1: A Practical Sight-Singing Course for Unison or Two-Part
Treble Voices. Miami: CPP/Belwin, 1993,

3 Arkis, Stanley and Herman Schuckman. An Introduction to Sight-Reading: A Structured Approach to
Reading Music. New York, Carl Fischer, 1967.




chorus director who has students who read music and newcomers who cannot. He uses a
movable-do system and his method comes with an accompanying CD whichv gives aural
examples. * Many sight-singing methods lack the theory necessary for a complete
understand of notation. Sandy Feldstein’s Practical Theory Complete rounds out the
picture. ° The most comprehensive choral method of which I know is Essential
Musicianship by Emily Crocker and John Leavitt. This ail-in-one course combines vocal
technique, theory, sight-reading, and songs. The authors manage to evade favoring any
siﬁgle solfege system by giving them all in an appendix in the back of the book. I think
this is a great method and it is structured around the National Standards for Art
Education. The disadvantage is that the approach can lack intensive drilling (not
necessarily a dirty word) and the students may wind up becoming jacks-of-
all-trades and masters of none. ®

In reference to Figure 2 on page 27, Armstrong seems to be deficient in his
knowledge of music history. The phrase “key center and tonal relationships™ is incorrect
since the passage in Figure 2 is written in the transposed first mode. In addition,
Armstrong fails to cite the piece (which is the alto line of “O Magnum Mysterium” by
Tomas Luis de Victoria). Armstrong also transposed the music a minor third higher.

Armstrong would have the students doing a lot of analysis during chorus time. As
previously mentioned, I would prefer to do theory and ear-training on days where there is

no repertoire singing.

* Bauguess, David. Sight Singing Made Simple: An Audio Course for Group or Self Study. Milwaukee:
Hal Leonard, 1995.

3 Feldstein, Sandy. Practical Theory Complete: A Self-Instruction Music Theory Course, USA: Alfred
Publishing, 1982.

¢ Crocker, Emily and John Leavitt. Essential Musicianship: A Comprehensive Choral Method, Book One.
Teacher Edition. Milwaukee, Hal Leonard, 1999.




In summation, I found my reaction to this article to be most remarkable. While I
heartily endorse his emphasis on the importance of music-reading skills, I disagree with
his proposed method and, moreover, I see serious flaws in the way he addresses the issue

of rehearsal time-management.
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COMMONSENSE TRAINING
FOR CHANGING MALE VOICES

Young men can be trained to sing during their adolescent years with great success

through phonation techniques and vo

BY

CHRISTOPIITER

D. WHITE AND

DONA K.

cal exercises.

WHITEL

ecruiting, retaining, and
waining male singers are per-
haps the most challenging
tasks that public school
choral teachers face. Music
educators often discover that, when
students first begin to make elective
choices in middle or junior high
school, fewer ‘males than females select
‘choir. In high school, teachers contin-
ue to be concerned that male partici-
pation in choir remains less than
femnale participation. The male disen-
chantment with sing'ng arises from
several related factors: gociological per-

_ceptions about music and singing, the

nale’ logi iological
development during puberty, and
- ‘inappropriate choral literature and
training. To keep young men inrerest-
&d in singing, teachers may benefit
from an examination of the physiology
of the male voice change, the psychol-
ogy of the adolescent male, the unique
physical properties of the male singing
voice, and specific vocal exercises.

The Physiology of the Male
Voice Change

As the human body grows and
matures, the muscles and cartilage of

Christoptier 0. White is director of choral activi-
ties at Texas A & M University in Commerce,
Dona K. White is a music eacher at Sulphur
Springs Middle School in Sulphur Springs,
Texas.
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When singing, an adofescent boy can change vowels as his voice descends and thus disguise the break.

the larynx change in position, size,
strength, and texture; accordingly, the
singing voice changes in range, power,
and tone. At birth, the larynx is high
in the neck; then, in the first five years
of life, the larynx descends to the level
of the seventh cervical vertebra.
Thereafter, the child’s vocal folds do
not significantly change; they remain
approximately six to eight millimeters
in length for males and females until
puberty. The infant’s singing voice
phonates most sounds at pitches near
C3 {C above middle C). From age
four to seven, the child’s speaking
voice drops, while the singing voice
extends one octave from C# up to C3.
At this stage of development, the
singing voice produces a light natural

Flte prto

tonte in a forward placement without a
change in register. From age seven to
ten, the child’s speaking voice does not
change in pitch; however, the singing
voice increases in clarity and agilicy.
The range extends from C4 to E3.
Further, the older child’s singing voice
sustains tone in one of two registers:
the head register or the chest register.!
At the onser of puberty—between
ages nine-and-a-half and fourteen—
physiological changes occur in the
organs, muscles, cartilage, and bones
that support the phonatory process.
The epiglottis grows, flattens, and
ascends. The neck usually lengthens.
The chest cavity grows larger, especial-
ly in males. As the skeletal structure of
the head grows, the resonating cavities
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increase in size and change in shape.
More important, the larynx grows at
different rares and in different direc-
tions according to gender. The male
larynx grows primarily in the anterior-
posterior (front-to-back) direction,
leading to the angular projection of
the thyroid cartilage, the Adam’s
apple, a visible indication._of the
impending voice change (sce figure 1).
In fact, the male’s vocal folds lengthen
four to cight millimeters. In contrast,
che females larynx increases more in
height than in width, thus at this
point becoming distinctly different in
acoustic function and sound.

The most obvious
attribute of the changing
male voice is the
emergence of two very
distinct registers.

The Psycholagy of Prepubes-
cent and Adolescent Males

In general, young children are curi-
ous about the world around them—
given proper reinforcement, they
remain enthusiastic about learning
and eager to try new acrtivities. With
regard to music, the child’s attitude,
preferences, and appreciation are
influenced by family members (par-
ents or older siblings), television, and
exposure to music at school,

At puberty, a young male enters a
process of self-discovery—he begins to
identify and value masculine ateribue-
es. Accordingly, he selects g le

_models: fathers, older brothers, coach-
es, teachers, youth pastors, and, of
course, pr()mincnt SP(}I‘[S oar en[tr[ain-
ment figures. For example, a middle
school boy will probably pur pictures
of males te.g.. John Elway, Michacl
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Jordan, or Bruce Lee} on the walls of
his bedroom. Further, the adolescent
male associates with peer groups that
share common values and interests. In
social sertings, he often adopts his peer
groups collective opimieg rather than
is own. For example,
though the young man may inwardly
enjoy singing, when he sits with his
buddies at school or at church, ke will

not sing if the group believes it is not

cagerness to explore the world around
him, and the wide-eyed innocence
that so characterized his learning atti-
tude as a child.

The Physical Properties of the
Male Singing Voice

During puberty, the speaking voice
oﬁﬁﬁgx%x?rrmmam-
Ty one octave. According toRoberr T

TSataloff and Joseph R. Spiegel, two

—

masculine or “cool™ Finally and most
“Important, the rate and nature of
physiological change, combined with
the growing sexual awareness that
occurs at the onset of puberty, cause
the young male to be self-conscious
and uncerrain. His self-concept fre-
guently suffers from his physical
inability to meet the performance or
appearance standards set by his role
models and peer group. Likewise, he
may have skills or talent in areas—
such as music, arr, or scholarship—

hat are not prized by his friends. As a
result, he 075 is s_wuﬁéeﬂec,

y‘a .l v
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el
fi]
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ful, jul _
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physicians who frequengly write for
the National Association of Teachers of
Singing Journal, the singing voice may
change in one of four ways:

1. The voice drops te a full register
in the bass range very quickly; leaving
no treble range. This voice may expe-
rience difficulty singing in the head
fegister. :

2. The voice lowers gradually one
or two pitches at a time while retain-
ing the treble range. As the chest regis-
ter becomes stronger, a distinct break
emerges between the chest and head
registers.

Note: Symbols used are taker_x from the International Phoneric Alphabet. For further
reference, see Joan Wall, Tnternational Phonetic Alphabet for Singers (Dallas: Pst ...
Inc., 1989}, or William V. May and Craig Tolin, Pronunciation Guide for Choraf Lit-

erature {Reston, VA: MENC, 1987).
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Figure 1. Anterior—Posterior Growth of the Male Larynx

LARYNX

3. The voice retains the treble range
using a head register and is capable of
singing several pitches in the bass
range; however, the voice is incapable
of singing in the middle range
between the bass and treble. Essential-
ly, this voice has a hole in the range;
sadly, the respective individual is often
classified as “tone-deaf” because he
cannot match pitch in midrange.

4. The voice retains the young tre-
ble quality and, at the same time, is
capable of singing comfortably in a
full register with baritone quality and
range. This rare voice can be remark-
able in the ringing quality of the high
range, the ease of transition to the low
range, and the absence of register
breaks.2 .

Despite the nature of the change,
the young male is still capable of free,
natural singing throughout puberty,
provided he receives encouragement,
good training, and the opportunity to
sing appropriate literature.

Perhaps the most obvious attribute
of the changing or changed male voice

MAY 20801

is the emergence of two very distinct

registers. The lower voice, or’rC_hSS’(
register, is characterized by a full-bod-

ied tone. The upper voice, or head
head

register, is characterized by a lighter
tone that employs more nasal phar-
ynx—or facial mask—for effective res-
onance. Of course, between the two
areas is the break, or passaggio, a snap
or bump in the flow of the sound as
the voice crosses the registers.3

Another remarkable, and somewhat
unknown, characteristic of the chang-
ing or changed male voice is the con-
trast in physical acoustics or resonat-
ing properties of the two registers. In
1983, Stephen Bolster wrote an
insightful article in Choral Journal, in
which he discussed the acoustics of
vowels. In the article, he stated several
fundamental principles:

s Vowels have a fixed pitch. The
length and shape of each vowel’s con-
nected resonating cavities determine a
pitch or formant.

a When singing for optimum reso-
nance, the singer must adjust the vowel

according to the pitch being sung --the
harmonic overtones of the vowel must
align to strengthen the harmonic over-
tones of the pitch being suny.

» Vowel modification varies accord-
,xgm most ringing,
pitch-centered tone, women must
open the vowels at the top of their
range and close progressively as they
descend. Conversely, men must open
the vowels at the bottom of cheir
range and close progressively as they
ascend.4 (In other words, in terms of
vowel modification, men and women
are upside down from each other.)

Bolster concluded that, when the
vowel is modified according to these
principles, “it will sound more like the
intended vowel than the pure vowel.”

The larynx grows at
different rates and in
different directions
according to gender.

As every parent or middle-school
teacher knows, adolescent males often
encounter coordination problems
resulring from sudden physical growth
during and immediately following
puberty. Many experience difficulty in
normal physical activities (e.g., walk-
ing, running, and hand-eye coordina-
tion). Yet, in choir, they must try to
balance greater subglottic air pressure
(resulting from an enlarged chest cavi-
ty) with a lengthening larynx and
increased head resonance. Further, due

‘to peer-group attitudes—and the fact

that they generally carry forty-pound
backpacks full of textbooks——they sit
or stand with a slouching, poor pos-
rure. Thus, in addition to the chal-
lenge of coordinating innumerable
muscle groups in a growing physical
body, they must overcome the inhibir-
ing habit of poor body position.
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Figure 2. Vacal Sighs for the Changing Male Voice

Sighs

/T

< Tel ™\

V4

/

u] X
0

4
4
¢

N

D 3

Figure 3. Vocalises for the Changing Male Voice
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*(Continue as low as possible without crossing into chest register.)

Vocalise Number 2

*{Continue to arpeggiate major chords. descending chromatically 1o G major)

"
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Solutions -

To positively shape a young man’s
attitude, a choral teacher must
demonstrate that singing is a worth-
while activity, appropriate for both
men and women. To begin, the
teacher should structure the choral
curriculum to provide gender-specific
ensembles, especially d%me'fﬁﬁ—_

~Zaltime of early middle school. In
other words, he or she should orga-
nize male choruses (with mixed SATB
voicing) for grades six and seven. The
advantages are many:

s In warm-ups, the teacher can
focus on training the changing or
changed male voices.

n In an all-male setting, young men
are less self-conscious and, thus, more
easily persuaded to sing,

= More important, the teacher can
work to establish a2 peer group within
the ensemble in which singing is read-
ily accepted as a male trait. Thus, the
young men’s attitudes may become
more positive and their behavior more
disciplined.

Second, the choral teacher should
provide appropriate male role models
that sing%mm ,
the teacher can use older volunteers,
such as brothers, parents, alumni, col-
leagues, pastors, and youth-choir
directors, to demonstrate the use of
the head voice and the proper perfor-
mance of vocalizations. Further, both
high school and middle school choral
teachers might invite men's glee clubs,
barbershop quartets, or male soloists

micaliy in concert
with, or for, the choir.

Finally, the teacher can provide fre-
quent and unique performing oppor-
tunities for the young men in the
choir, for example, a father-son pet-
formance of two selections during a
schoal concert.6 The teacher could
also organize or participate in a men’s
choir festival with the schools or col-
leges in the region.

To train the male voice during and
afier the voice change, the choral
teacher should use a series of descend-
ing vocal exercises. First, the reacher
should prompt the discovery of the
head voice by using sighs and sirens.
Then, following the theory of vowel
formanes, singers can be trained 1o
begin a sigh high in the head voice on

EBUCATERS JOURNAL



an {ef vowel {as in the word “hame’}
shift 10 {+] {as in “hun’} as they cross
the passaggro, and then modily again 10
an [a] (as in “farm”™} and eventually w
an {ae] (as in “fat”) at the bottom of
the range {sce figure 2 for vocal sighs).
By carefully and appropriately chang~
ing the vowels as the voice descends,
singers can completely disguise the
break. A shorthand list of symbols and
sounds for the International Phonctic
Alphabet, which is used throughout
this discussion, is included in the Key
to Phonetic Symbols sidebar.

At the same time, the choral teacher
can use a five-step vocalise on [je] {as
in “Yale” or “yea”}, beginning high in
the head register and descending by
half-steps with each performance (sce
figure 3, vocalise 1). The teacher
should take the exercise as low as the
young men can sing without crossing
the passaggio. During the exercise, the
men should be encouraged to focus on
nasal-pharynx resonance.

After the men master the sigh and
the technique of ldisguising the breale
the teacher can introduce the most

critical and defining exercise of the
training: performing an arpeggio, an
exercise of three descending leaps sep-
arated by rests (sec figure 3, vocalise
2). The exercise should begin high in
the head voice and descend by half
steps with each performance. During
the rests between leaps, the singers
should change vowels according to
whether the first pitch of the leap is
above, in the middle, or below the
passaggio. For example, if the singers
begin on C3 (in the male head voice),
the director should tell the singers o
perform the first descending leap to a
G* on [jel, the second from G* 1o an
E* on {je}, and the last leap from E4 to
CA—crossing the passaggio—on [j+]
(as in “yup”). As the sequence of per-
formances moves down by half-steps,
the singers learn to change the vowels
accordingly. For example, when the
exercise begins on G4 (still in the head
voice), the first leap would be on {je,
the second leap from D* across the
break would be on [jA), and the final
leap from B3 to G3 in the chest voice
on {ja] (as in “yard”). Of course, for
proper blending of the registers, each
leap needs a tone similar in quality
and volume.
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Figure 4. Vowel Formats and Male Vowel Modifications
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As the singers begin to master the
technique of biending the registers, the
choral teacher diminishes the time of
the rests between the leaps (the time at
which the singers change vowels).
Eventually, the singers will be able to
connect the intervals (still changing
vowels as they have been trained) and
sing across the passaggio without pause.
Thus, they will blend the registers in
such a way that no listener can define
the exact point at which the singers
crossed from head to chest voice.

With regard to warm-up cxercises
and the performance of the music, the
choral teacher must take into account
the differences in gender when it
comes to vowel modification and effi-
.cient resonance] When warming up
the voice in th€ upper range, the
teacher should not require the same
vowels for men and women. For
example, when using an ascending
arpeggio, the men should sing on [he]

{as in “hay”), while the women sing
[ha] (as in "h_grd”)‘.}urther, when
working for a unifori vowel between
all sections, the teacher should not
require the same vertical mouth open-
ing from men and women. If the pitch
is high, the women will need to open
more than the men. Conversely, as the
pitch descends, the men will need to

open more than the women (see figure
4 for male modification of vowel for-
mants). The teacher will discover that,
as Bolster noted, the corporate sound
of the vowel is pure and ringing and,
in fact, better blended.

Summary

In summary, problems in recruiting
and retaining males in choir arise from
several sources. First and foremost,
males experience a radical change in
their voice that changes its pitch and
resonating propertics, They experience
coordination or balance problems that
hinder their ability to sing correctly.
Finally, they identify with males and
adopt male role models; consequently,
they often embrace values that devalue
or disparage artistic talent and partici-
pation in music activities.

To positively address these issues,
the choral teacher needs an effective
psychological and physiological
approach. Through the use of male
role models, gender-specific ensem-
bles, and creative performing opportu-
nities, young men can cxperience
singing in choir as a rewarding, mas-
culine activity. Further, if the teacher
understands the physiological develop-
ment and distinctive acoustical prop-

continued on page 53



Commonsense Training
continued from page 43

crtics of the male voice, the singers
will be (trained jaccordingly, emphasiz-
ing the blending of registers and prop-
er vowel modification for cfficient res-
onance. As a result, the reacher will
soon develop a strong male choir or
male sections in a mixed choir that
sing comfortably and confidently with
a rich, ringing tone.

Notes

1. For further reference, see Meredith
Bunch, Dynamics of the Singing Voice (New
York: Springer-Verlag, 1982); Helen Kemp,
“Understanding and Developing the Child’s
Singing Voice,” Children Singing His Prause,
ed. Donald Rotermund {8t. Louis, MO:
Concordia, 1985); Frederick ]. Swanson,
The Male Singing Voice, Ages Fight 10 Eigh-
teent (Cedar Rapids, 1A: Igram Press, 1977);
Graham F. Welch, “Children’s Singing: A
Developmental Continuum of Ability,”
Journal of Rescarch in Singing and Applied
Vocal Pedagogy 9, no. 2: 49-52.

2. Robert T. Saraleff and Joseph R.
Spiegel, “The Young Voice,” National Asso-
ciation of Teachers of Singing Jowrnal 45, no.
3 {Jan./Feb. 1989): 35-37.

3. Iy is interesting to note that, when the
male sings in the chest register, he can place
his hand on his chest and feel sympatheric
vibrations; however, when he crosses above
the break as the voice ascends to the head
tegistet, the vibrations in the chest vanish.

4. Stcphen Bolster, “The Fixed Formant
Theory and lts Implications for Choral
Blend and Choral Diction,” Cheral Journal
23, no. 6 (1983): 27-33.

5. 1bid., p. 28.

6. If you are interested in chis father-son
performance, | have several recommenda-
tions. Far students living in single-parent
families ar with fathers who arc not avail-
able, pastors, neighbors, older brothers, or
fellow teachers may serve as substitutes.
Maintain a list of men who are willing 10
serve as a surrogate father in the perfor-
mance. If the music is selected carefully and
distributed catly with a cassette tape, only
two or three rehearsals are necessary—plan
three rehearsals and ask the adults to attend
wwo of the three. Schedule these rehearsals
before schoo! or early on Saturday morn-
ings. Most important, tell the young men in
the choic that each must help his father
learn his part. By the way, at our schools
when we initiated this father-son perfor-
mance during a holiday concert, 1 found
that it quickly became an expected tradi-
tion-—the men and the audience loved ic. 8
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Academic Development — Article 4

White, C., and White, D. (2001). Commonsense Training for Changing Male Voices.
Music Educators Journal, (87) 6, 39-43; 53.

White and White address some issues concerning teachers of male middie school
and junior high school students: the way a boy’s voice changes during puberty, the
corresponding emotional changes, and strategies to help choral teachers advance their
students. The body of the article begins with some facts about the physiological changes.
A discussion of the psychological aspects begins with the importance of role models to
help ease the boy’s sense of discomfort with his new voice. The teacher must also be
conscious of a boy’s relationship to his same sex peers and his overall self-confidence.
The authors buttress their opinions with medical information from the National
Association of Teachers of Singing Journal and an article by Stephen Bolster regarding
vowel modification which appeared in the publication Choral Journal. White and
White’s primary recommendation is for the teacher to establish separate choral groups for
boys and girls. Another recommendation is to bring in members of the community to
show young men that singing is an activity which adult males do. A further suggestion is
that father-and-sons perform duets at school concerts. Teachers should train the male
voice by first using sighs and sirens as vocal exercises. Finally, the article illustrates ﬁzvo
vocalises which are designed to help students negotiate the register break between head
voice and chest voice.

This is generally a very good article on an important topic in choral studies and it
1s supported by research. I feel the authors should have mentioned that the voice change
can extend into the high school years. In addition, the article fails to address procedural

issues for voice festing. Should the students be tested individually or in small groups?



What should the teacher say if the voice “cracks” during testing?

Although I agree that the creation of gender-specific ensembles are an excellent
way to encourage more boys to become involved in singing, perhaps some attention
ought to have been paid to the ways in which teachers can approach administrators to
argue for the creation of a separate course. In Terry J. Barham’s book, Strategies for
Teaching Junior high and Middle School Male Singers, Kathy Bhat of North Kirkwood
Middle School in Missouri is quoted as saying “The boys are much more relaxed without
the girls present.” ! Although most middle school chorus teachers would agree that
separate ensemble should be created for boys and girls, other educators believe that both
sexes should understand the boy’s voice change is a perfectly natural process.

I enjoyed the suggestion for providing male role models as motivators to
encourage boys to sing. The article could have been improved by discussing the impact
of having a male choral teacher versus a female chorus teacher. What strategies can a
female chorus teacher use to recruit boys into her ensemble?

Perhaps more importantly, the language of the article refers twice to the term
“training” the voice as opposed to “educating the student.” There is, however, a short
passage which discusses the role of the student as a teacher to his father. I found this
remark to be very positive. When a student takes on the role of a teacher, it forces him to
think critically about how he wishes to communicate his new-found knowledge of
singing. Unfortunately, this remark was relegated to a footnote.

In the discussion of vowel sounds, the authors could have directed teachers to

have the students experiment with crossing the passaggio on different vowels and have

! Barham, Terry J. Strategies for Teaching Junior High and Middle School Male Singers: Master Teachers
Speak Santa Barbara: Santa Barbara Music. 2001.



them examine the effects on register blending by critical listening. Inétead, White and
White resort to the usual teacher-directed model of obeying directions in a passive way.
While I find White and White’s advice concerning separate vowel modifications for
different genders to be correct, the article as a whole seems to be disconnected. I thought
this article was supposed to be about male chorus singers. The passage about women’s
voices, while interesting, seems to lack cohesion with the rest of the text.

With regard to Sataloff and Spiegel’s taxonomy of the voice change, some
educators would vehemently disagree with the statement that when the bass voice drops
suddenly from the treble range, the singer cannot produce a tone in falsetto. Similarly,
their statement “the voice is incapable of singing in the middle ranges between bass and
treble” would be hotly disputed by Henry Leck. > Leck would agree, however, with
White and White’s statement that “the young male is still capable of free, natural singing
throughout puberty, provided he receives encouragement, good training, and the
opportunity to sing appropriate literature. (41)” The article would have been improved if
the authors had provided some guides to this literature.

I found this article to be beneficial to my development in that it gave me some
specific vocal exercises for the changing voice. When I have parent-teacher conferences,
I will make a note of which fathers like to sing and possibly program duets or quartets on

concert night.

? Leck, Henry. The Boys Changing Voice: Take the High Road. Videocassette. Hal Leonard, 2001.



Corbin, Lynn (2001). Enhancing Learning in the Choral Rehearsal.
Music Educators Journal, 88(2), 34-38; 60

ENHANCING LEARNING IN
THE CHORAL REHEARSAL

During the choral rebearsal, activities such as comparisonkontrast discussions and
completion of worksheets can help students understand more and sing better.

great variety of systems

are available for intro-

ducing music to singers,

and these systems are

effective in different
ways. Warm-ups, sight-reading, music
history, music theory, and stylistic ele-
ments can be integrated efficiently
into an intermediate or high-school
choral rehearsal, bringing meaning
and purpose to what may appear to be
unconnected activities. This article is
intended to encourage choral directors
to do a bit more rehearsal planning
and to consider the broader and deep-
er purposes of students’ experiences in
music. Like anything else, once one
gets the hang of it, the time needed for
planning decreases.

The typical vocal warm-up may
consist of some variation of a five-tone
scale or a broken triad/arpeggio, long
tones, tongue twisters, and tuning.
Why are these particular activities usu-
ally selected? Do they relate to 'the
music of the day’s rehearsal? General
vocal development and pitch control
are cerrainly valid objectives, but
warm-up exercises can accomplish
more than one purpose.

Lyt A Corbin is professor of music at Valdesta
Hriversity in Valdosta, Georgia.

Phato by Mark Regan

Students can giva outstanding performances when they are confident as musicians.”

A useful question for teachers is,
“Am I reaching songs, or am | teach-
ing music?” If we consider the imple-
mentation of most state curricula and
the National Standards for Music
Education, too often we don't get past
“Sing alone and with others a varied
repertoire of music.” The pressures of
concerts, festivals, and competitions
notwithstanding, we can do more. It
takes somewhat more time, consider-
ably more thought, and probably
more marketing. because the students
may initially resist. But if they can see
the rclevance of the sk and become

proficient in a variety of musical skills,
less time will be spent in pounding

“out notes and re-pounding out notes,

and more music learning will occur on
all fronts. And whar else are we teach-
ing in music class? Self-confidence,
teamwork, music appreciation, and
performance skills should be by-prod-
ucts of any ensemble experience. The
self-confidence that students have
when they feel independent as musi-
cians is well worth the effort.

A surprisingly large number of
music-learning acrivities can be inte-
grated into one rehearsal. Whar fol-

MUSIC EDUCATORS JOURNAL
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on these addidonal activities. They do
not take an excessive amount of time
away from actual singing, and they
provide the students with opportuni-
tes to “dig in” and understand more
about what they are doing.

The Rehearsal

Any known work can serve to
begin the rehearsal with the students
singing rather than the teacher talk-
ing. The assumption here is that the
students have already studied
Mozart’s “Ave Verum.” It happens to
be generally in the same form as two
new pieces, Palestrina’s “Sicut
Cervus” and Morley’s “April Is in My
Mistress’ Face,” and it will be revisit-
ed following the reading of the new
pieces. As part of singing and review-
ing, the singers will be asked to iden-
tify legato articulation and long
arched phrases. Because the Mozart
piece is in Latin, the same diction
rules can be reinforced and applied in
the Palestrina piece.

The basic model for the rehearsal is
given in the Sample Lesson Plan for a
Concert Choir sidebar. In this model,
the students become responsible for
discovering musical information and
applying the information in context.

Warm-Ups. These can be any actions
that establish deep breathing, good pos-
ture, relaxation of the vocal mecha-
nism, and expansion of the range. They
could include stretching, deep breath-
ing, a sustained hissing exercise, yawn-
ing, sighing, or whooping. A handout
containing vocal exercises that are cus-
tomized to the pieces being learned can
be distributed (see figure 1, Vocal
warm-ups). Each exercise can be found
in at least one of the three target pieces.
‘Some match exactly in terms of inter-
vals and/or rhythms, some match
except for the resolution, and one exer-
cise uses only the text from one of the
pieces. Encourage students to look for
the patterns in all of the voice parts,
not just their own, and to lock for
rhythms as well as interval relation-
ships. In addition to the vocal warm-
ups, each student should have in hand
the three picces that the choir is learn-
ing and three composer worksheets (see
figure 2, Composer worksheet).

Figure 1. Vocal warm-ups
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Comments on the Lesson. The key-
board should be used to reinforce, not
to lead (eventually, in music such as
this, students should not need the key-
board). If we are honest with cur-
selves, we admit that we can hear the
choir better when,the piano is not
playing. The neutral syllable “loh”
reinforces the legato style, and the
vowel is effective in developing a teso-
nant tone.

If che director provides contrasting”

descriptions on the ‘worksheets and
during the discussion, the students can
begin making the distinctions necessary
to become knewledgeable about music.
The definitions and descriptions can be
arbitrary to suit particular purposes (as
long as they are not incorrect), and
they will likely need to be faitly sim-
plistic in the beginning. Understanding
the concept or term is mote important
than recitation of elegant definitions.

If the purpose is for everyone to
learn this information, then allowing
adjustments on the worksheets rein-
forees correct responses and avoids feel-
ings of failure. If the worksheets are
serving as assessment tools, then the
adjustments might be better made after
the sheets are returned 1o the students.

“Sicut Cervus.” A typical scenario
might be to start the choir singing
after announcing the new piece, “Sicut

Cervus,” and presenting the srarting
pitches. Maybe the director would
present some background information
about Palestrina (found in notes from
the score or some other source). —

If measures 1-23 of “Sicut Cervus”
do not fall apart and time is available,
go ahead into the next section. This is
a judgment call, but singing the first
half again should allow for betrer
accuracy and retention the next time.
Singing the entire piece would be
highly desirable, but it might be more
important to move on to the second
piece. If the students can sing the
Palestrina picce with minimum diffi-
culties, then it will not frustrate them
to sing it again. On the other hand, if
they ate struggling, leave the piece and
move on. Build success into your
rehearsals so students feel good about
what they are accomplishing. Hollow
praise does not work, but a sense of
mastering the material is an intrinsic
reward that will only strengthen your
singers’ attitudes and reinforce their
learning.

Some additional questions on
“Sicut Cervus” might be the following:

m Which part should be the loud-
est? Why? (All should be equal with
fiew entrances emphasized and prima-
ry motives brought out by each part as
they occur.}



Figure 2. Composer worksheet
Title:
Composer, d. )
1. Is this piece
_____ 20th cenrury/Contemporary?
___ 19th century/Romantic?
18th century/Classical?
17th century/Baroque?

16th century/Renaissance?

2. How did you know when it was written? (information on handout, information in
score, familiar with the composer, noticed the “echo” style and imiration}

3, Which vocal part has the melody most of the time?

soprano alo

4. What helped you decide?

5. What is the form of the piece?

tenor

Verse/refrain AB (verses with a repeated “chorus™)

Strophic A (verses all using the same melody, like a hymn)

Moter A (several phrases, sometimes all different, sometimes using the same texts

and melodies many tmes)

—_Rounded binary {(song form: idea, ncw idea, repeat first idea)
Madrigal A (severat phrases, sometimes all different, sometimes using the same

texts and melodies many times)
6. What helped you decide?

7. What is the textute of the piece?

Polyphonic: one or more independent melodies intertwined, often employing imi-

tation {like a round or canon)

Moenophonic: one melady performed without accompaniment (like 2 solo voice all

alone)

Homophonic: one main theme/melody with harmonic accompaniment in some

places (like 2 country song)

8. What helped you decide?

» How can we make the audience
hear the important statements of the
major melodic motives? (These state-
ments should be stronger/louder than
the ather parts as they occur)

= Why aren't there any tempo or
expression markings? (Composers in
this time didn't use'them. The perfor-
mance rules were understood by the
performers. A future topic could inves-
tigate whether the “rules” are effective,
and what effects alternative dynamics
or ((‘mpl hﬂve on l'l'lﬁ pi(.’(.(’.,)

» How fast should this piece go?
Why do you think so? (Relatively slow-
ly—about 60mm. It would be too busy
at a fast tempo, and the parts would
become distorted.)

s Look at the first entrances. Who
enters on 40 Who enters on sof? (do:
tenors/sopranos; sof: altos/basses)

u Is the piece accompanied? (This is
probably a throwaway question, but
some studenes may not be able 1o fig-
ure this out, and it would allow another
avenue for learning to read a score.}

How long has this taken? If we allow
two minutes to look at the score, two
minutes to answer the written ques-
tions, and two minutes to do the zest,
that equals six. And what has been
accomplished? The students have a
sense of the style of the piece, and they
know several of the melodic patrerns,
the entrances that need to be brought
out, and the piece’s approximate
tCmPO.

April Is in My Mistresd Face.” With
the introduction of the Morley piece,
we get to the heart of the lesson: the
comparison of the pieces. While a visu-~
al analysis should elicit answers such as
imication, polyphony/ homophony,
repetition (Morley to Palestrina), the
big difference to notice will probably
be the language: English. The use of
the neutral syllable “pah” is intended to
reinforce the nonlegato articulation
needed for singing Morley's “April Is in
My Mistress’ Face” successfully. The
faster tempo and mote active part writ-
ing require cleaner articulation that the
plosive consonant will generate.

On the Composer Worksheet (fig-
ure 2), the questions are virtually the
same for each piece. This establishes a
pactern of analysis that can be used
many times and, eventually, the stu-
dents may not need the assistance of a
worksheet. Notice that the texture defi-
nitions recur, but in different order.
Notice, too, that the definition for
“madrigal” is roughly the same as that
of “motet.” While not 100 percent
accurate, this definition is not incor-
rect, and it allows students to compare
the two songs easily. Adding the rest of
the information about sacred and secu-
lar uses and text sources then becomes
an enhancement rather than a source of
confusion.

Here are some additional questions
for “April Is in My Mistress’ Face™

w Which vocal part has the main
melody most of the time? What helped
you decide? (Sopranos tend to have it
more frequently. Bur all parts have pti-
mary melodic content at various
points.)

& Is this picce similar to or different
from Mozart and Palestrina? What
particular characteristics are most obvi-
ous? (Like the Mozart, it is homophon-
ic in some places: and like the Palestri-
na. it is polyphonic and imirtative in



e Sample Lesson Plan for a Concert Choir wmm—

Chjectives
1. Meet National Standards

Standard 1: Singing, alone and with others, a varied repertoire of music
Standard 3: Reading and notating music

Standard 6: Listening to, analyzing, and describing music

Standard 9: Understanding music in relation to history and culture

2. Supgort selected objectives of your state music education curriculym for cboral fausic 9-12, e.g., critical analysxs and aesthetic
- understanding, by recognizing the relationship of text to musical elcmcnts ‘in the repértoite, such as rhythm, melody, harmony,
form, tempo, dymazmics, phrase, and tonaliry. (Look at your state’s ob;ccuvcs to deeertmine what is appropriate for your situation.)

,Othcr seleeted state oh;ectxves may include:

N} Hxstoncal and cultural context: Demonstrates knowledge of « compesers of salcc:ed class repertoite and the historical/cultural
“cotitext of works being performed, ; :
. m Artistic skills and knowledge: creating, petforming, producirig: s smgs wn‘.h dear vowel sounds proper diction, and appropriate
* tofie quality; demonstrates proficiency in sight-reading ar the expected wmpﬁtencyiwd knowledge of form in reperoire, and
kriowledge of music vocabulary necessary for study, rehearsal, and perﬁ:rmancc of. usxc, and identifies the charactensucs of per-
* formance séyles of music bcing reheatsed: and performed. )

3. Stud:nts will:-

B corrcctly match the warm—up exe;rclses to the appmpnatc pu:ce,
widentify two of the pieces as “motets.”
wcompare legato and nonlegito styles and perform ca.ch style as a,ppropm _
_ mdetermineg effective dynamics and tempi for each piece based on discussioh asi¢ analys;s .
. mcompare and contrast essential musical qualities of each picce to detetiming sim sof stylc amd form
l dcscnbc and compare the relationship(s) of thc acmmyammmt(s)' ¥

.r‘.'Prior l(iwwiedqs and Experience

Theé stisdans have aleady stidied Mozasts “Ave Verum.”
' '.MatorL taterials

§ X Repenmre o )
St Cervus™. by Giovanni Pierluigi da Palc.smna
.+ "Apfil Isin My Mistiess’ Face” by Thomas Morley

- Ave Vcrum” by Wolfgang Amadeas Mozart - B : -
e Mdhy é .ud music p Blishers l;awpmduad dnnataxvdaﬂdadiied
- nowsic at higp; //ﬁ icriow.comichoral_sidebar bym and Imp //cpdl.mdptd eomt..

They.are aloo available a5 public domain -

"Voml exerc;sc - warm-ups sheet ﬁ)r cach smger (F igure l)

.5. Composcr worksheets—one workshcet pet composcr for each smgcr (ﬁguta 2)

Procadure

: l ' stmbuce the warm‘up exescises and the wcrksh:ets fot cach composet
' 2; -Do‘a run-through of “Ave Veram.”
8. “Sieut Cervus” by Giavanni Plcrlmgx da Palcstrma ) :
" a. Directstitdents to the Palestrina piece. Hive them match the warr-ip cxercises wnth ;)am:ms Found inall of thc voiee pans in
- the score and cirdle chem. (Note: For exercises 2 a6d 5, all parts have the pateerns). -
b. Ask the students to answer questions 4 on the composer worksheet; identify which vocal | pm ‘has the mc!ody smiost of the’
time, and state what helped them to decide. (Explain that no single part has the fiielody continuously and that every voice sings
it sometimes.) Have them identify staggered entrances that look the samé, fepeated text, and intertwined parts.
c. Sing the piece with or without keyboard doubling to measure 23, using “foh.”

continued on next page



other places. There are imitative/restac-
ed texts and melodies in Palestrina and
chordal passages in Mozart.)

Understanding the
concept or term is more
important than
recitation of elegant
definitions.

“Ave Verum.” Because the Mozart
picce was previously studied in the
term and the students are presumably
somewhat Familiar wich i i should

be posdible to move through the

38

Mozart worksheet fairly quickly. Fur-
thermore, singing it can probably be
repeated fewer times during this les-
son than is necessaty for the Palestri-
na and Morley pieces.

Here are some additional ques-
tions for “Ave Verum”:

m Which part should predomi-
nate/be the loudest? (Sopranos, most
of the time.}

» When should a different part
take over? {Mcasures 30-37, “esto
nobis.” The male and female parts
echo the two short passages. To allow
the text to dominate, the female part
should decrescendo at the long note
while the men crescendo and vice
versa. Otherwise, the soprano part
should dominate in the rest of the
piece.)

w How close is the accompaniment
to the vocal parts? (The accompani-
ment doubles all parts, but alse con-
tains additional pitches to fill in the
harmony and give a fuller sound.)

Expansion Activities

Students can be asked 1o provide a
more detailed comparison/contrast of
all three composers. The comparisons
and descripuons that result from this

exercise can provide the opportunity
to pull everything together.

Ask the class which pieces were
composed ar approximately the same
time. Have them tell you what simi-
larities and differences they may have
noticed. Thesc could include imita-
tion, syncopation, simple rhythms,
motet/madrigal form, shortness or
length, repeated or through-com-
posed lyrics, phrases of different
lengths, the use of Latin or English,
tempos, styles, and sacred or secular
moods. If you wanted to do a formal
assesstment of the students” learning,
you could make a three-column chart
with the name of cach composer ar
the top.

The following activities allow stu-
dents to apply their learning in addi-
tional ways and to manipulate the
tools of music to make decisions
about effective presentation:

» After students have sung the
picces at least two times, have them
composc a warm-up that addresses
something they are having trouble
with.

continuee i page OGU
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Choral Rehearsal

continued from page 38

s Have students combine two or
more of the warm-ups into a 2—4
part polyphonic exercise. Allow them
to adjust for rhythmic discrepancies.

m Allow students to experiment
with stylistic aspects by making deci-
sions about tempi, articulation,
expression, dynamics, and so forth.
Discuss the results in terms of their
effectiveness and appropriateness. <

Optimizing the Lesson-Plan
Pattern

Once the pattern is established (as
shown in the Sample Lesson Plan for
Concert Choir sidebar), incorporat-
ing additional concepts using this
format should be easy. As the objec-
tives for the year are developed, liter-
ature can be selected that addresses
them in different ways. Finding addi-
tional ways to analyze the same
pieces prevents the staleness of fre-
quent repetition and may encourage
deeper interest by the students.

" It is extremely important to bal-
ance the amount of thinking and
analyzing that occurs in a choral
classroom with the amount of
singing. These questions and activi-
ties are designed to take minimal
time away from singing while help-
ing students lc/zun more about what
they are doing. We all hear about
choirs that cannot read music. We all
know that there is no magic pill to give
the singers that will turn them into
fantastic sight-readers. The activities
described in this article allow students
to take more responsibility for their
own musicianship. Recognizing musi-
cal patterns is the foundation of good
sight singing. Comparing and describ-
ing certain aspects of music is part of
being a musician. The nonsinging
Pactiviries should not in any way be scen
as irrelevant to making music. The
music is the ultimarte product, but per-
forming 1t with understanding is the
ultniate goal. m
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Academic Development — Article 5

Corbin, Lynn. Enhancing Learning in the Choral Rehearsal. Music Educators Journal,
88(2), 34-38; 60.

In this article, Lynn A. Corbin expresses the view that numerous educational
objectives can be met by comparing different works within the same rehearsal. Corbin
uses three pieces as examples: Mozart’s “Ave Verum,” Palestrina’s “Sicut Cervis,” and
Morley’s “April is in My Mistress’ Face.” She also demonstrates the way in which her
sample lesson plan meets four of the nine National Standards for Music Education.

Corbin makes it known that the students already know the Mozart piece well.

The sample lesson begins with some physical exercises. Then Corbin hands out a vocal
warm-up sheet containing seven lines of music, each line consisting of three measures
(Figure 1). She has the students engage in a kind of “treasure hunt” game. The goal of the
exercise is to match the measures of the short excerpt with locations in the actual
repertoire pieces.

In the next part of the lesson, the first piece considered is the Palestrina.
“Composer worksheets™ are distriButed ((Figure 2). The first four questions on the
composer worksheet deal with determining the period, style, and principle vocal line of
the music and then students are asked how they arrived at the answers. Then the students
begin to sight-read the piece singing the neutral syllable “loh” instead of the Latin text.
The remaining four questions on the composer worksheet have to do with determining
the form and texture of the work. Again, students are asked to justify their responses with
logical reasons. The first section of the piece is éung again.

This process is repeated for the Morley. The process begins with the treasure hunt

for the excerpt. Then the students answer questions 1-4 on the composer worksheet. After



that comes the sight-singing phase, but this time the neutral syllable selected is “pah.”
Following that, the students complete the second composer worksheet and the answers
are discussed. This section is also repeated.

The entire process is repeated again for the familiar Mozart, using “pah” as the
neutral syllable.

Corbin then poses some additional critical thinking questions concerning major
melodic motives, tempo, dynamics and other expressive devices. Finally, she includes
some expansion activities in which the works of all three composers are compared and
contrasted against each other. With a note of caution to balance the time on analysis with
the time on singing, she gives emphasis to her view that understanding the structure of
music leads to performing it with understanding.

I feel that the thrust of Corbin’s argument is well taken. As a choral music
educator, I want to avoid restricting my teaching to narrow-minded performance goals.
1 wish to view, rather, the combined exertions of both the mind and the voice as a total
development of aesthetic insight and critical thinking. I also believe that the caveat
regarding time management is unrealistic. It was not apparent to me that Corbin’s
statements were the product of actual field experiences which she could support with
direct quotations from some of her students.

Nevertheless, I think her suggestions would work if the teacher treats the lesson
plan as a unit, spreading the sight-reading and historical background work over the course
of a week or two. The amount of previous preparation in deciphering musical notation
and terminology remains unanswered.

In addition, it might be difficult to implement these suggestions with students who



have had no previous experience with vocal literature. Palestrina’s “Sicut Cervus,” for
example, is a NYSSMA Level 5 piece. | That may be repertoire which is better suited for
an auditioned chamber ensemble.

On the positive side, with adequate preparation, critical think questions regarding
the absence of dynamic makings in older music (although some editions have dynamics
indications inserted the editor), metronomic designations, the determination the principal
melodic line, musical terminology, and historical performance practice should silence any
criticism of those who opine “music study is a pleasant diversion in a student’s day, but
dispensable if funding runs short.”

The article can be of use to me in my future work as a choral director. Because I
feel that these worksheets may be too advanced for beginning students, I would prefer to
start a general chorus class with an all-around textbook, such as Essential Musicianship
by Emily Crocker and John Leavitt. > I currently own Volume 1, both teacher and
student editions. This article encouraged me to purchase Volume 2 and Volume 3.

With such a solid musical foundation, my students will be able to profit from Corbin’s

worksheets and the discussions they draw forth.

! New York State School Music Association. NYSSMA Manual; A Resource Suitable for Contests and
Evaluation Festivals. 27" ed. Webster: New York State School Music Association, 2003. 402.

22 Crocker, Emily and John Leavitt. Essential Musicianship: A Comprehensive Choral Method, Book One.
Teacher Edition. Milwaukee, Hal Leonard, 1999,




