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4. As my students used these assessments, they felt more in control of th

performance, product, and success, and came to have higher expectatie

for themselves, for me, and for others. Their education became stude
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driven, not teacher-driven.

In our rehearsals each day, we have the power to make an impact on the [

of our students. We have the capabilities to help our students become not o

better musicians and singers but also better people. Achieving artistry in mu

making is an ongoing process. Becoming the best person we can possibly be

likewise, a continual journey. Assessments help teach students responsibility,

countability, self-discipline, goalsetting, problem-solving, teamwork, and ma

other values that are important for them to succeed in anything they may choo

to do. It is these values that will help students continue their work to achieve &

istry in their music making, and it is these values that will help them get excit _ .
’ - i ¢ ilosophical debate of instructional process versus performance product still

about their own learning. True learning begins with excitement and a desire f

sts in middle school music settings. At this educational mid-point (primarily

knowledge and improvement.

des 6 through 8), choices are not as clear-cut as teachers might wish. The teach-

Finally, expressive artistic singing is a marriage of feeding the mind and feedi o ‘ . ‘
' general goal is to implement a curriculum that supports quality performance

the soul so the performer, as my students so aptly decided, uses excellent techni , .. .
P Y PRy * ¢ ile systematically developing musical independence and critical thinking

but also makes the music come alive by singing with the heart and soul. As t

1ls in students. Literature selection becomes incredibly important, then, for it

students see their improvement, they take an active rather than passive role in th

ovides a foundation for establishing pitch accuracy, building tone, nurturing

learning and feel ownership in the musical process and product. We begin to fe . :
5 i P P g dependent part singing, and creating expressive performance. Effective teachers

the soul and the students begin to make music with the heart when they know the

ther plan for rehearsal environments that encourage student decision-making

is a support group to assist them and they are supporting others in their learni

d selfassessment. Accomplishing all these goals is truly a challenge in any set-

and improvement. This is when students begin to develop a positive selfconce

g, but the task becomes daunting in environments that lack the necessary

The soul becomes open to the beauty and riches of music, and the singers are fr

gers, materials, and/or support for implementing the process necessary for de-

to communicate fully this beauty to the listener. When the performer touches

oping novice singers into highly trained choirs.

listener’s soul, it is then that an artistic level of performance is reached.

A sequenced approach to developing singers who can make decisions (self
ess, evaluate, and problem solve) seems imperative if beginning singers are to
ch some level of independent musical performance (whether singing alone or
groups). To accomplish this, conductors and teachers must analyze their pro-
s and then break it into manageable challenges. Unfortunately, this can be
lifficult because middle school singers in any given choir can range musically

m rank beginner to highly skillful, and as vocalists, both girls and boys can
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achieve at all levels between exquisite and horrid. Thus, developing inexperienced individual experimentation. For others, pitch-matching difficulty reflects voice

singers frequently requires rehearsal instruction that considers the special needs change issues that require diligent practice for an extended time before consistent

of all middle school singers in the group. Figure 4.1 details a model that estah. accuracy is achieved. In beginning choirs where singers learn to adequately match

pitch in a short time, the teacher/conductor has the freedom to move forward (or

higher up the pyramid, in this case) and address tone production, independent

lishes a foundation of accurate pitch at the base of the pyramid and moves upward

through experiences that support independent decision making for expressive
performance. The pyramid serves to create a skeleton to which learning and skij}

harmony singing, and expressive performance. For those choirs with continued
development in any beginning choral ensemble can be attached.

pitch matching challenges, literature selection becomes paramount for improving

pitch accuracy. The first step in selecting literature is determining what voice part

FIGURE 4.1. Moving novice singers from students can most accurately sing.

pitch accuracy to expressive performance.

~ Voicing the Choir for Appropriate Range!
EXPRESSIVE PERFORMANCE , . ‘ o ‘
Group voice testing procedures can be used to quickly assign singers to sections
with similar vocal ranges (Bowers, 2006). Below is an adaptation of the Cooper
method (Cooper & Kuersteiner, 1965), a tried-and-true approach that takes only a

few moments, to informally identify groups. This procedure uses the “Tingle Bells”
Critical

melody sung in different keys to place boys into three categories; high, middle,
Thinking

and low. High voices include those boys not yet changed or in early stages of vo-

cal development. The low section contains young bass/baritones with low notes,

Literature Hierarchy and the middle group includes boys in mid-change, generally singing pitches that
_ surround middle C.

Testing should occur frequently so boys can remain in the section most ap-
Tone Building _ propriate for the pitches they currently command. In this process, girls reside in
two equal groups that can be randomly created by numbering off, and they ro-
Pitch Matching tate singing soprano and alto parts. If the random assignment results in unequal

parts, singers can be reassigned to better balance the two parts.

To facilitate the group voice testing procedure, boys form a line facing away
NOVICE CHORAL SINGERS from the choir. The teacher walks in front of the line, listens as the boys sing
“Jingle Bells” in various keys, and taps all accurate singers on the shoulder. When
all singers are heard in an appropriate key (for example, D Major Jingle Bells, for

the low voices), the tapped singers are assigned seats as a section. After all accurate

Pitch Matching

As a by-product of voice change, boys frequently experience pitch-matching chal-

lenges; some are greatly challenged, while others transition rather easily into the

h ice. F itch- hing inaccu is simply a function of havin,
changed voice. For some, pitch-matc 18 thacearacy 1s simply a function of hav I Bowers, . (2008). Building Early Choral Experiences, The Middle School Program. In,

Holt, M and Jordan, J. The School Choral Program: Philosophy, Planning, Organizing, and Teach-
ing, Chicago: GIA Publications, Inc,

no real experience singing, which is quickly corrected with basic instruction an
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boy singers have been placed in high, middle, or low, the inaccurate singers ap, . Amajor (beginning on middle C)—Ask the remaining boys to sing, and

heard again to determine the best section assignment, regardless of accuracy. ‘ tap those who match pitch on middle C—these are the cambiatas. Seat
these boys near baritones, as a “tenor” section.

Acknowledge that these boys are well into the voice change, with
some high notes and some low notes. Adjust parts as needed to

If singers have some experience singing and can access head voice, it is possib provide appropriate pitches for them.

Once boys are assigned voice parts and gitls are divided, rote singing can

introduced, using two to four voice parts to meet the range needs of the che

the choir can sing unison and prepare to read music. If some of the boys are ny .
y PP Y : Any remaining voices are challenging because they have not been able

to singing, then limited-range singers may exist in each section, which general to match pitch at any octave level. Bring these boys to the piano and
requires multiple parts with small ranges. Intuitively, this seems backwards, listen to them sing as a group while you sing and play piano with them.
Try to find any pitch that works, and see if they can sing the melody.
(Those who sing the low notes should join the bass/baritone section,
the primary goal is pitch-matching accuracy, then weak singers need three, fou | and those who sing the middle voice should join the cambiatas; they just
or even five parts stacked tightly on top of each other to accommodate pitc won't match pitch too well for a while. ' .

' Acknowledge that these boys are at various stages of the voice
change, and make adjustments as needed to accommodate their

sic that can be sung independently by insecure young male singers. ~ particular pitches.

maintaining fewer parts with weak singers seems more appropriate. However,

matching by limited-range singers. The challenge, then, is selecting multi-part mi

FiGure 4.2. Group voice placement.

For girls, use the same process to place them into two groups (take no sug-
ADAPTED Group Voice Testing, Irving Cooper gestions about range—girls are girls at this stage). All girls will work to develop

. . ealthy singing using the head tone across an octave and a half. When moving
Short explanation (3 minutes or less) of the process '

Voice categories available for boys: unchanged, cambiata, baritone/bass from rote to using music, rotate the girls on soprano and alto so all sing higher
Group singing will be used to classify voices. f notes and all sing lower notes correctly.
Tapping on shoulder will indicate that boy should stop singing.

Voice categories available for girls: GIRLS form 2 random groups (1 and 2,
blue and green, etc.) ~ Accommodating Range

Respecting range by providing multiple parts for inexperienced singers seems a sim-
BOYS:
“Jingle Bells” (chorus) or "America”
+ D major (beginning on F-sharp)—Tap all boys who choose the low singers maintain three, four, or five parts to accommodate pitch-matching needs
octave and are matching pitch. Seat these boys together (baritone/bass).
Acknowledge that they are well into the voice change, but still need
falsetto.

ple concept to understand and implement. However, attempting to have insecure

can create much greater chaos because singers struggle to maintain those parts.
A common solution to this is SAB voicing. However, a careful study of ranges

generally used for SAB music should suggest to middle school teachers that the
A-flat or G major (beginning on C or B)—Tap all boys who choose the
high octave and are matching pitch—these are the boy trebles. Seat , , .
these boys near a section of girls so they can move between singing ; part can work well if the low boys have just moved down and are comfortable sing-
treble parts and cambiata boy parts with ease. ing in the middle C down to E range. However, many boys sing much lower than

Acknowledge that these boys have begun the voice change but still

have high notes and good use of falsetto, which makes singing .
easier. choirs), so the most difficult notes they sing are those in the top of their range

one group that should avoid this voicing is middle school. The higher baritone

this by middle school (unless they have failed to enroll or been auditioned out of
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(i.e., middle C down to G or F). Further, the alto/tenor boys in mid-change ofte medical suggestions, etc. However, these publications do not perfectly agree re-
need a collapsed range to accommodate the loss of their high notes and the del garding suggested teaching methods for vocal development and warm-up despite
in getting more low notes. A collapsed alto part is appropriate for these boys, b their being refereed and published for teacher use. Thus, choral teachers may use
the girl alto singers are also stuck with that collapsed range, and they should 5 a preferred approach provided it makes sense when compared to the core knowl-
be singing only a few notes. Girls need to develop at least an octave and a ha edge for healthy vocal production.
and stabilize use of the head voice in their tone, so singing a collapsed alto part Because middle school singers are inexperienced (many do not yet study
counterproductive for young girls. One solution to avoiding SAB voicing is to u privately and some will never receive private voice instruction), it is a reason-
SSA or SSAA music and re-voice it for SATB singers. able assumption that vocal technique will be an ongoing process developed as a
Some beginning groups benefit from rote singing folk music and world mus daily portion of rehearsal. It is important that these young singers gain instruc
resources. Since the goal is accuracy and success, many age-appropriate folk son, tion and feedback in a group setting much as they would in private study. They
can structure wonderful teaching moments for pitch matching and developing ton need to understand, to experiment, to be heard, to be evaluated, and to be held
World music materials, perhaps designed for a general music classroom, also ca accountable—they need to develop mentally and physically as a singer. The chal-
work well at this stage. Also, added ostinato-like parts are easily created (use solfe lenge for the choral director (a/k/a group voice teacher) is to remain current
as an ostinato) for many world music and traditional folk songs. Resources aboun on methods and materials available for vocal instruction and warm-up. Along
that support pitch matching while advancing performance training and music skills, with state-adopted textbooks used in the middle level, a shelf filled with addi-
so teacher preference and appeal to students can guide music selection. tional resources is highly desirable. Figure 4.3 provides a selected list of helpful
resources for building vocal technique in young voices. A quick Internet search
Developing Tone would provide many others.
Working to create healthy, beautiful tone should commence almost simultan:
ously with choral singing. Though establishing pitch accuracy is frequently t FIGURE 4.3. Vocal development resources for young singers.

first goal, and sometimes necessitates accepting the right pitch even when create

with incorrect or unhealthy tone, correct tone instruction should not be delaye Selected Resources for Vocal Training and Health:

Allowing novice singers to produce harsh or improper tone is counterproducti Barham, Terry. Strategies for Teaching Junior High and Middle School Male
Singers. Santa Barbara Press.
Crocker, Emily. Voice Builders for Better Choirs. Hal Leonard.

What concepts should be taught to novice singers! And when and how lo Ehmann, Wilhelm, and Frauke Haasemann. Voice Building for Choirs. Hinshaw.
should they learn them? Many resources exist today (both printed and video) thi Jordan, James. Evoking Sound: The Choral Warm-Up. GIA Publications, Inc.
Kemp, Helen. Folk Songs from Around the World: Warm-Up Book.

. McKinney, James C. Diagnosis and Correction of Vocal Faults. Genevox Music
resources appear every year, and some old favorites remain popular with chor Group.

teachers. While these publications generally agree on what should be addresse Nesheim, Paul, with Weston Noble. Building Beautiful Voices. Roger Dean
Publishing.

Phillips, Ken. Teaching Kids to Sing. Schirmer.

base to young singers. Open any book and you will see such concepts as postur Rao, Doreen. We Will Sing. Boosey & Hawkes.

Smith, Brenda, and Robert Sateroff. Choral Pedagogy. Singular Publishing.
Stultz, Marie. Innocent Sounds: Building Choral Tone. Morningstar Music.

to the choral sound and potentially damaging to the singers.

can answer these questions and provide a blueprint for vocal instruction. New:

there are many varied techniques for actually imparting the vocal knowled;

breath, body alignment, phonation, bridging the entire vocal range, special tec

niques, singing vowels and consonants, cautions against vocal abuse or damag
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Swears, Linda. Teaching the Elementary School Chorus. Parker Publishing.

Telfer, Nancy. Successful Warm-Ups. Neil A. Kjos Music Company.

Video Resources:

Adams, Charlotte. Building Beautiful Voices.

Jordanoff, Christine, and Robert Page. Teaching Vocal Production in the Choral
Rehearsal. MENC.

Kemp, Helen. Sing and Rejoice: Guiding Young Singers. Concordia.

Leck, Henry. Vocal Techniques for the Young Singers. Plymouth Music.

moving immediately to advanced choral literature could be very counterproduc

ive because it may require extended drilling (banging out the harmony notes “one

more time so you really have it ) that may still result in students losing the parts

when sung together. Thus, literature selected for novice middle level choirs, or

evelopmental groups of all ages, plays a huge role in rehearsal success.

FIGURE 4.4. Developmental hierarchy

Literature Hierarchy

Developing Independent Part Singing? Sing a melody. For middle school mixed choirs, find phrases that fit each

section. Adapt treble music for SATB singers.

Structuring successful learning environments has been a prominent topic in fo
several decades, and Madsen & Kuhn (1994) have long recommended an 80/2

success ratio between achievable and challenging tasks. This ratio implies stude

2. Add an ostinato (rhythmic, melodic).

3. Sing partner songs.

should achieve success approximately 80 percent of the time, but 20 percent of ¢ 4. Add a descant.

task should represent a challenge. The 80/20 ratio links directly to motivati
5. Sing chord roots (Choksy). Add vocal chording when possible.

because if a student succeeds too often (tasks are too easy) or fails too often (ta

are too challenging), they can lose interest and cease trying. Frequent succ 6. Sing phrases or sections of a round.

paired with occasional failure is one formula for maintaining high student 7. Sing a round.

gagement that can aid teachers in establishing a desired rehearsal environmen

8. Sing transition pieces (music containing 1 to 6 elements).

Literature selection for beginning middle school singers must be accessi

to maintain a reasonable success rate. However, middle school students oft 9. Sing two- to four-part songs.

reject anything from elementary school that might seem childish or immatu

so teachers must work to select age-appropriate singing material, even in the ea

stages of singing development. However, one elementary teaching strategy sho

not be omitted with beginning middle school singers who lack training and tep 1—Sing a melody.

perience singing—the Independence Hierarchy (Bowers, 1998). To advance s at music should be used with students who are not yet skilled and independent?

development and maintain effective classroom management, the success go his may depend on the students within the choir, but there is much wonderful

(80/20 ratio) play an important role (Madsen & Kuhn). Keeping students si

horal literature designed for childrens choirs that can be sung in unison or adapt

ing increases their engagement, supports well-paced rehearsal instruction, a d. With less-sophisticated singers, a better starting point might be folk music.

serves to motivate when success is accomplished. Voicing the choir and th A technique that supports pitch matching for unison music is the phrase method.

ile not all unison melodies can be adapted with this approach, many unison

2 Bowers, ]. (2008). Building Early Choral Experiences, The Middle School Program. ngs do work well. Analyze each phrase within a selected melody for range and then
Holt, M and Jordan, J. The School Choral Program: Philosophy, Planning, Organizing, and Te

ing, Chicago: GIA Publications, Inc.

assify each phrase by which section is able to sing those pitches. Generally, most
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phrases can be successfully sung by soprano, alto, and baritone sections, so fi lep 4—Add a descant.

he addition of a descant to a melody functions as another melody, as with part

ing those phrases that fit the tenor range is the real task. Once the song is lear

(since learning the song must also involve the tenors, wrong pitches will proba songs. Though a descant may provide harmony, it is usually easy to maintain

ause students hear the high part and can internalize the sound more quickly

be sung), assign each phrase to one or more sections, taking care to give tenors o

n lower harmony. Crossing voices are much more difficult to maintain.

those phrases with appropriate range. This allows a beginning choral group to s

independently, work on vocal tone and expressive singing, and match pitch. T

p 5—Sing chord roots.

easily expands into a music arranging activity: when students understand ra

restrictions for each section and can match section range to phrase range, they s Kodaly technique is an excellent way to prepare for harmony singing, as well

then make decisions about what voice parts would sound best on each phrase. ttune the ear for improvisation work. Any melody with a less complex chord

cture {perhaps only I, IV, and V) can be accompanied by a group singing the

of each chord until the chord changes. As skill increases, another excellent

Step 2—Add an ostinato.
nique (Choksy) to build independent singing is vocal chording on solfege.

If boys have not yet accessed head voice singing, then folk music allows for e

creation of ostinato patterns that fit nicely with the folk melody and deliver pi her than the root, singers produce do, mi, and sol on the I chord, etc.

accuracy. The cambiata singers (the middle boys) often need a restricted-ra

ostinato while other voices sing the melody. This technique is found in the m p 6—Sing phrases or sections of a round.

s step structures success by preventing the breakdown that can occur when

Orff collections that have folk melodies and various ostinati for the instrume

Many of these instrumental parts provide a perfect vocal ostinato (in some ents begin rounding and are unable to maintain individual parts. Simple

tave). At the very least, limited-range singers can use a pattern of do and ti to cre nds may not need this step, but lengthy melodies demand more independence

a workable harmony. From this point, they can move through the various step; ill benefit from assigning phrases or sections of an extended round to each

the hierarchy to eventually master independent part singing. e part. Repeat (loop) the opening phrase/section until it is secure, then add

Once pitch matching has been established and singers have sung melo cond group and loop that part until secure, and continue until all parts

ntered. Alternate the parts for multiple repetitions on multiple days until

with some accommodation for boys’ changing voices (Steps 1 and 2), the choi

ready to address more challenging music. nts are independent,

Step 3—Sing partner songs. > 7—Sing a round.

Establishing partner song independence is a natural outgrowth of melody sing students have sung phrases or sections, have them round the entire melody.

(Step 1). At the middle school level, you must avoid childhood songs that pai
nicely (“Row, Row, Row Your Boat,” “Three Blind Mice,” etc.). However, there

ample folk songs and spirituals that fit together. For example, “My Paddle”

P 8—Sing transition songs.

purpose of the literature hierarchy is to use successive approximations to prepare

“Land of the Silver Birch,” found in round books, can be quickly taught by T ing students with limited or no musical training for the challenges of singing

Other sources include newly composed partner song books (choose carefulls ngs where the text and rhythm may be identical and the only difference is the

ensure a quality music experience) or available choral publications. Steps 1-7 structure singing where the pitch is not the only difference between

Step 8 provides one last adaptation by using part songs that contain some
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element(s) from any of the preceding steps: ostinato sections, partnered melod;
descant sections, canonic entrances or actual canon sections, echo sections, call a
response, etc. Though only one or two sections may exhibit these features, stude
experience success more quickly when attempting transitional music. Hopefully
Step 8, sightreading instruction has empowered the choir to read and use solf

on the more challenging sections of a transition piece.

Step 9—Sing two- or four-part songs.
By this stage, a teacher/conductor should be confident choosing any preferr
music needed for performance or curricular needs based on the voices in ¢

room rather than the students’ singing independence.

Critical Thinking
Decision-Making
Training novice singers with little or no musical background can be very tedious
highly rewarding, or somewhere in between. Teacher choices, whether conscio
or unconscious, generally determine student outcomes, so it seems important
determine the role of successive approximations toward independent music m
ing versus teacher rotedinstruction for every aspect of performance preparatioﬂ
It is quite possible that conductors who prefer not to work with middle sch
and beginning high school groups are actually referencing the process of teach
rather than the vocal ability of these young singers. Banging out notes on the :
no and drilling individual parts are not particularly rewarding tasks, though ma
would not object if the reward (the success of students) was adequate. However, t
tedious process is often rewarded by having the choir musically crash or simply s
when trying to combine the previously taught parts, which means more hammer
of parts is now on the agenda! There is no doubt this process is a recipe for extre
teacher frustration when teaching middle school and beginning high school sing:
The preceding topics (pitch matching accuracy, tone building, developing
dependent harmony singing) have addressed very basic steps towards success
student performance, and hopefully the inclusion of teaching music skills and:
cabulary along with the performance training. At this point, students should
able to sing correct pitches and rhythms of various music literature using healt

free vocal production. When compared to the starting point of these stud

68
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this is actually a huge accomplishment. When compared to the teacher/conduc

or desire to step in front of a fine choir of functioning musicians, however, this

ay still be a choir with rehearsals that seem tedious and unfulfilling. The next
hallenge, then, is to create independent musicians who can use critical think

ng skills to make musical decisions (and social, of course—these are still middle

school students!). A prerequisite for critical thinking and creativity in students is

 knowledge base—a core of information and understanding that can be used for
gher order thinking.

State music curriculum guides define the information and skill sets consid-
ed appropriate for middle school singers. For the most part, each state version
eflects the National Standards for Music Education provided by the Music Edu-
tors National Conference (MENC). A related article published by Abrahams in
qching Music through Performance in Choir, Volume 1, provides an excellent model
connecting the National Standards knowledge base and performance expecta-
ns to students performing in high school choirs. Middle school choirs face a
milar task. Learning isolated musical concepts and skills in a school music class
es not even begin this process of organizing and using the knowledge students
ve learned. They do need to isolate skills and master them, but the final goal for
ddle school singers is to transfer musical learning across the repertoire and to play
e in performance decisions. (This does not refer to group performance decisions
belong to the conductor, but personal music making decisions.) These two
s, when met, produce a middle school choir that any teacher/conductor would
y rehearsing—a choir that does not require days of rote teaching and drill,
every musical decision prescribed by the teacher (‘crescendo on the word
m or ‘detach these notes, just make them shorter but not staccato, etc.). So
can we accomplish this?

Teaching for transfer requires task analysis by the teacher so prerequisite in-
ation can be sequentially delivered and connected to musical behaviors or
aps the musical score. When learning musical details in one setting, it is im-
tive that students clearly understand what is being learned or done, and why.
sfer will then likely occur when a new song is introduced. Rather than teach
/ aspect of the new piece, the teacher helps students find similarities to the pre-

$W0rk, and then the choir applies the same technique or skill or knowledge.
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Having students make performance decisions also relates to the transfer pr

Some examples of rules appropriate for beginning middle school singers who
cess because they must decide as they read or rehearse the piece whether the ski

 have little musical background are detailed below. These serve to clarify the pro-
used in previous pieces are appropriate for the current work. Of course, on sy,

_cess and should be adapted to meet personal preferences.
things as performance practice guidelines, developing independence is gradua

and probably slow (college music majors work to develop this same independence e Rule of the steady beat

this is a continuum), but on such things as singing expressively through the u

When singing any note value longer than the steady beat value, singers

of crescendo and decrescendo, students can begin to make good decisions. The 1 o
, g g should crescendo. Establishing a general principle saves rehearsal time and

decisions in more advanced choirs are not even acknowledged because we cl

limits frustration by preventing errors with a rule that is applicable for much

sify this as ‘being a well-trained musician.” If we want our students to reach tha of the piece. The teacher/conductor must address only those instances when

status, we must teach for that goal. , A )
, g a crescendo is not desired or when the rule was implemented incorrectly.

Using Musical Rules * Rule of consonant releases

Transferring knowledge from one setting to the next is made easier for studen Though this rule can be implemented throughout the rehearsal or applied

when some general principles are established (i.e., rules to guide decisions abo

differently to each song, it serves as a guideline for most of the final conso-

the transfers). In beginning middle school music classes, which include student . ,
) o g ) nant releases. The rule might structure using the last full beat, or the last

with no musical background, the rules should be very simple and reflective half of the beat, or whatever is appropriate for the song and counting ability

what is being taught. Interestingly, when beginning students have established

of the ensemble. Students assume some responsibility for releases by using

curate performance (correct pitch and rhythm), they often feel their work is do . :
p ( p ythm), they the rule, which permits the conductor to address only those unique releases

on a scale from 1 to 10, they perceive themselves as a 10. What they need

not suitable for rule application.
conceptualize is that learning pitches and rhythms is a 10 on the goal of pit

matching and singing accuracy, but it is a O on the goal of expressive singing.

Rule of diphthongs

move forward on this goal, they need to utilize some rules. Since these rules ¢ Beginning singers who do not yet selfmonitor their vowel sounds can quickly

relate to anything valued by the teacher, there is no right or wrong set of rul

apply this rule. Identifying diphthongs and prescribing a method for perfor

but rather a choice to structure some generalizations in those areas important . )
g p : mance (e.g., sing the first sound throughout most of the value and then quickly

the teacher. Further, the rules may need to change with the music (various
’ Y § ~ add the second sound) serves to educate and prevent most errors. When the

formance practice rules, certainly), which is fine because it underscores the id _
p , ), teacher/conductor stops to address incorrect singing, this rule serves to foster

that decision-making (determining if something is an appropriate rule in a ‘ _ _ ‘
g g g pprop student analysis of the problem (listen, identify, analyze, evaluate).

setting) is an important part of critical thinking. As students progress, the ne

. . . . . N . N . . i h fre .
for teacher direction in their personal music making should diminish, which trc Rule of punctuation

the conductor to rehearse, to accomplish performance goals that reflect his or & This rule contributes greatly to phrase awareness of beginning singers. The

vision of the piece...in other words, to be a conductor. . . ,
p , rule requires a lift or break for every punctuation mark throughout the
piece. The reverse is also true: do not break if no punctuation exists. (This

rule is extremely effective for correcting phrasing with beginners.) While
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there is certainly punctuation in text that is ignored for musical reasons eferences

having this rule makes singers aware that a decision must be made and a hrahams, Frank. “Meeting National Standards for Music Education through

Choral Performance.” In Teaching Music through Performance in Choir, Volume
1. Heather J. Buchanan and Matthew W. Mehaffey, eds. 57-79. Chicago: GIA
Publications, 2005.

owers, J. (2008). Building Early Choral Experiences, The Middle School Pro-
gram. In, Holt, M and Jordan, J. The School Choral Program: Philosophy, Planning,

lows the teacher/conductor to teach only the exceptions to the rule.

¢ Rule of the slur (and other articulations)

While most students can explain a slur, a surprising number of singer

cannot sing one correctly. This rule requires a tenuto over the first not
Organizing, and Teaching, Chicago: GIA Publications, Inc.

uchanan, Heather .J, and Matthew W. Mehaffey, eds. Teaching Music through
Performance in Choir. Chicago: GIA Publications, 2005.
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under the slur, followed by all other notes in the pattern sung without

tenuto marking.

There is no magic in any of these sample rules. Rules should reflect thos

behaviors valued by the teacher and should engage students more in the re

hearsal process. Rules provide an opportunity for students to use higher-orde

thinking skills because when an expectation is established (the rule), th

students must determine whether it was met, and if not, why. From the begin NC: Contemporary Publishing Company, 1994.

ning, students develop judgment about applying rules: If something doesn
sound good, what could the choir do (what rule could we apply?) to improw

the sound? Rules can be an excellent means to the end of independent mus

cianship for singers who lack formal training.

Middle school singers join choirs for a variety of reasons, and they com
to sing with great variation in talent, training, motivation, and persistence

Providing an appropriate sequence for their learning is quite challenging fo

directors because musically, vocally, and socially the students differ greatl

Thus, restructuring a rehearsal environment to accommodate the many need

of middle school students creates a more rewarding teaching experience fo

the teacher and produces students who can match pitch, produce health
tone, and maintain independence singing part songs as they increase thei

musicianship and learn to think like musicians.



