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ABSTRACT

The purpose of this study was to determine what vocal strategies were used by ten high
school master teachers of a beginning choir or with beginning students in a multi-level choir.
This study targeted current practices by outstanding high school teachers, via interviews and
observational analysis of tone building strategies.

Ten master teachers, from Florida, Georgia and Kentucky, were chosen based on (1)
membership witim professional choral organizations, (2) state festival participation for at least
five years - earning superior ratings OR by conducting a state, regional or nationally refereed
invited conference OR by serving as adjudicator for district, state or national festivals &3} at le
10 years of successful secondary level teaching experience OR some high school teaching
experience and at least 10 years successful university level teaching experience.

The master teachers completed interview questions concerning strategies for tone
building, followed by teacher demonstration of two vocalises from each of the five categories
breath, resonance, range extension, phonation, and vowel development. The master teachers then
explained thi goals for each strategy and specified special conditions for male and female
singers. Third the interviewer then observed/recorded master teachers performing tone-building
exercises with their beginning choir. Interviews and observations were recorded, scripted then
analyzed to identify tone-building strategies used by expert high school teachers.

The data revealed that 8eamaster teachers used similar strategies, but varied in
methodology unique to the individual teacher and the students in the classroom. The findings
also indicated that tlse master teachers differentiated instruction for male and female singers

when necessary, used modeling, movement, and descriptive language to accompany technical

! #Illl



language. Finallynasterteachers used strategies that aligned with current practice in

pedagogical literature.



CHAPTER ONE
INTRODUCTION

Choral teachers expect high school students to enter the choir classroom with a high level
of knowledge. Students need competency in music literacy skills (i.e. able to recognize and
recall basic musical notation) and should have developed at least basic skills in sitiging wi
healthy tone production. Although these areas may not be mastered, high school teachers expect
students to transition from middle school to high school with a certain level of prior knowledge.
Yet, accepting singers with varying ability levels is common in many high school choir programs
due to unbalanced numbers of male and female singers, resulting in disparate ability levels.
Although it is gratifying to expose students to the joy of music making, it can be difficult to
increase musical skills with novice high school students singing in choirs with highly diverse
student training. Thus, it is important for teachers to acquire a broad range of developmental
techniques that can be used to increase music skills in beginning high school singers - turning a
novice group of singers into a highly skilled ensemble.

Techniques have been established in voice science, vocal pedagogy, and choral music
education literature to build tone. Various vocal exercises, as well as teachingestigteqgi
modeling (Grimland, 2005; Jordan, 2005; Sang, 1987), movement (Billingham, 2009; Brinson,
1996; Galvan; 2008; Jordan, 2005; Shenenberger, 2008; Wang, 2007) and the use of verbal and
nonverbal language, are frequently studied and documented. Likewise, pedagogues advocate
using both illustrative and technical language to build the vocal instrument (Gackle, 2011,
Jordan, 2005; McKinney, 1994; Miller, 1996; Ware, 1998b). This study aims to identify
techniqgues used by master teachers to inform pre-service and veteran teachers of affective

strategies for building tone in beginning high school male and female singers.



A challenging consideration for new and experienced teachers is accommodating
differences between male and female students in a choral classroom (Barham, 2001; Collins,
1999; David, 2008; Gackle, 2011; Reed, 2008). Teenagers go through radical changes,
egecially their physical bodies, so it is important that choir directors have knowledge of the
body and how it is used when singing correctly. Because of differing voice change experiences,
it is necessary to understand both the male and female instrument and also the charsgds that e
gender encounters in adolescence. In addition, students are inundated with unhealthy sound
imprints from radio and television. These vocal models are frequently created in a harmful way
and unknowing teenage fans imitate these habits, possibly causing vocal damage. Choir
directors must counteract these habits by instilling new behaviors and habits thatatellecre
free and healthy tone.

According to Gackle (2011), a good tone is freely produced, in tune and has warm, round
and resonant qualities. Thus, in order to produce a healthy and desirable tone, teachers must
equip students with tools to produce sounds efficiently. Five areas that can help novice singers
develop tone: breath, resonance, range extension, phonation and vowel development, are
consistently developed and improved by vocal pedagogues (Barham, 2001; Gackle, 2011,
Jordan, 2005; McKinney, 1994; Miller, 1996; Ware, 1998b). As students develop the ability to
manage the breath efficiently, build resonance, extend their range, phonate properly and improve
vowels, their vocal potential increases. This study will identify tone-building strategesl by
master teachers with beginning high school singers.

Purpose
The purpose of this study is to identify tone building teaching strategies, used by ten

master teachers, for beginning high school choirs. | intend to determine what strategies are most



used by instructors, and relate these to the literature provided by experts in the fields afd/ocal a

choral music. A possible outcome of this project is that this will become a resouraghfor hi

school choir directors as they develop healthy, beautiful singing in novice high school students.
Research Questions

1. What tone development strategies do selected high school choir master teachers use?

2. Is the variable descriptive language included in their pedagogical approach, and if so,
how?

3. Are other variables, such as creation of safe environment, teacher modeling, and use of
movement reported as important by master teachers?

4. Which of five training opportunities most influenced the development of each teacherOs
approach to tone development (Voice Lessons, Choir Rehearsals, Pedagogy Class(es),
SchoolDistrict In-service, Observation of Master Teachers/Mentors)?

Definition of Terms
Beginning High School Choir
In this study, the beginning high choir consists of novice singers who have not previously
sung in school choir, who cannot read music, and have a limited musical vocabulary.
Fundamental Frequency
OThe sound produced by the vibrator before resonance is added and which is measured in
Hertz; thus, the lowest tone of a resonated soundO (David, 2008, p. 201).
Analogy, Metaphor, and Imagery
¥ Analogy is when a likeness is found between two things.
¥ Metaphor is a figure of speech where a word or a phrase is used to describe something

else.



¥ Imagery is the use of descriptive language to appeal to the senses and create a mental
picture.

Head Tone
In this study, head tone refers to head voice.

Five Latin Vowels

[a] = OahO b father

[!] = OehO b bed

[i] = OeeOvized

[0] = OohO b boat

[u] = OoohO B boot (Phillips, 2004)

Delimitations

This study was limited to selected high school choral directors from Florida, Georgia and
Kentucky. No effort was made to rate effectiveness of selected teachers orestraiemig
observations, as this would involve multiple complex behaviors. This study was restricted to

analysis of strategies teachers discussed or modeled in rehearsals that were totéexdeop

healthy singing and beautiful tone.



CHAPTER TWO
REVIEW OF LITERATURE

The purpose of this study was to determine what tone building strategies were used by
master high school teachers within a beginning choir or with beginning students in a multi-level
choir. Ten master teachers from Florida, Georgia and Kentucky were interviewed to determine
tone-building strategies with novice high school singers. Best practices identified in vocal and
choral pedagogical literature were linked to practices used by selected master.tdachers
addition, teacher preparation opportunities for learning to build tone were reported.

Artistic endeavors give individuals a chance to express themselves creatively. The arts
have the power to break down racial, cultural, and economic barriers, allowing for collaboration
and communication among diverse parties. They also afford the opportunity to develop new
skills and intensify existing strengths. The art of music affects people emotionallyasiyiri
and physically, which is why its impression is powerful and lasts a lifetime. Ita#ewtions
by producing aesthetic experiences that enrich lives of music makers. As participant€jn musi
student musicians are taught to develop and appreciate many new concepts and unigue sounds.
Young musicians are taught techniques to enhance their skills, be creative, and learn to value
othersO strengths while improving their own. More specifically, participation in choirs gives
students of varying abilities, backgrounds, and ethnicities a chance to create beauty together.

Choir membership requires singers across time to strengthen many skills, such as vocal
technique and musicianship. Within choirs, cooperation is key and teamwork is imperative.
Each person is an essential contributor to the whole. Several studies have examined the reasons
for choir participation, antbve of singingand musiovas found to be one of the greatest

motivating factors (Buchanan, 1998; Mills, 2008). Choir participation provides social support



(Bailey & Davidson, 2005); arouses feelings of unity and cooperation (Faulkner & Davidson,
2006); and offers the chance to build relationships with diverse people (Durrant & Himonides,
1998; Hylton, 1980). Among the many reasons students choose involvement in choral
ensembles, participation that supports individual growth and communal enrichment is key
(Adderley, Kennedy, & Berz, 2003).

Building tone is an essential part of developing optimal choral sound. According to
Gackle (2011), a good tone must be free from tension, contain warmth, exceptional intonation,
resonance, and can have different timbres, varying durations, frequencies, and intensity levels
(Gackle, 2011; McKinney, 1994). Choral music teachers work with students to achieve tone in
an appropriate way. Artistry, flexibility and beauty are hindered when tone is unpleasant and
harshly produced. Thus, the success of any choir is dependent upon developing healthy tone.

Developing Healthy Tone

In addition to communicating tonal preference, a choral teashéso charged with the
task of instilling healthy vocal habits. At the high school level, teachers are challenged by
continued voice change concerns and undesirable vocal qualitiegistank that is too breathy,
strident, constricted, raspy, too loud or strained (McKinney, 1994). Additionally, young singers
hear an overabundance of sounds that are often inadequate or improper vocal models (Smith &
Sataloff, 2006), therefore choral conductors must instill a new sound ideal and provide tools to
ensure that the singers can reproduce a healthy, new aural image. High school singers exhibit
varying skill levels, so multiple teaching approaches are essential; thus, a choraonstust
acquire multiple techniques and strategies to help all learners. Many components need to be
addressed when developing healthy tone in singers, thus high school teachers must have a

general understanding of vocal mechanics and how the body supports the vocal process. Many



authors have described the intricate particulars of the singing mechanism (Appelman, 1967,
McCoy, 2004; McKinney, 1994; Miller, 1996; Smith & Sataloff, 2006; Vennard, 1967).
Increasing their knowledge of these particulars will benefit student vocal developmentjghus it
imperative choral directors understand the voice mechanism.

Anatomy of the Vocal Mechanism

Understanding the anatomy of the human voice is essential for healthy vocal production
by singers at all levels of growth and development. Healthy vocal production is best achieved
through understanding foundational voice anatomy. Increasing singer knowledge allows them to
take precautions, avoid damage, and consistently produce a beautiful, healthy tone (Garcia,
1984). The pharynx, oral cavity, nasopharynx, abdominal, back and rib muscles, as well as the
lungs make up the vocal mechanism (Smith & Sataloff, 2006). All of the above work together in
producing a healthy and efficient vocal instrument, thus singers need a basic understanding of
anatomy and vocal mechanics in order to sing well. Vennard (1967) identified three units that
make up any musical instrument, including the actuator, vibrator, and resonator. A singing voice
IS no exception, since it contains all three units as well as articulators (Ware, 1998b). When one
can achieve a balanced management of the actuator, vibrator, resonator, and articulator units,
efficient and healthy singing results.

Actuator. Simply stated the actuator for the voice is the breath. Breathing properly
releases the muscular tension that allows the appropriate amount of air to activatel tfddgoca
McKinney (1994) discusses four stages of breathing, which are inhalation, suspension, phonation
and the recovery. Singers practice these stages so that breathing to sing becomes automatic.
During inhalation, air is drawn through the mouth and the nose and transferred to the lungs. The

diaphragm contracts, pushing down on the viscera, allowing air to rush into the lungs. There is a



moment of suspension when the muscles prepare to manage the inhaled air. The abdominal
muscles, diaphragm, and intercostal muscles attached to the ribs manage the breath during the
phonation stage. Once air is expelled, the recovery period immediately primes the body to start
the process again (McKinney, 1994). Usually, the breathing process is automatic, but singers
must learn to manage their breathing (Ware, 1998b). McCoy (2004) reviews common breathing
methods such as clavicular breathing. Clavicular breathing involves the upper chest and limits
the singerOs control of breath during the exhalation stage (McCoy, 2004). The clavicular breath
looks as if the lungs are expanded, when expansion in the upper body actually occursléy mus
tension (Miller, 1996). Thoracic breathing engages the lower chest and makes use of the
diaphragm and the external intercostal muscles. Abdominal breathing utilizes the contraction of
the diaphragm for inhalation, and allows the abdominal muscles to draw in on the viscera for
exhalation (McCoy, 2004). The appoggio breathing technique is what McCoy (2004) calls
balanced breathing. This method is the union of the thoracic and abdominal breathing methods.
Appoggio breathing maintains the same contraction of the diaphragm and external intercostals
during inhalation, and utilizes the controlled efforts of the abdominal muscles, external
intercostals and diaphragm for exhalation (McCoy, 2004). Sundberg (1987) asserts that the
diaphragm returns to its relaxed position when the abdominal muscles contract, moving the
viscera back to their original location. Regardless of method, breath management is the key for
delivering a steady stream of air to the voice box. Continuous exploration into breath
management can help all singers learn to provide enough support to sustain loud and soft tones
(McCoy, 2004).

Smith and Sataloff (2006) claim that most novice singers do not know how to breathe

properly; therefore instructors must know how to teach proper breathing. Students must learn to



take deep breaths and manage the air as they exhale (David, 2008). New singers have a tendency
to hold their breath so as to use air economically. Unfortunately, holding the breath will cause
tension on the abdominal muscles, thus hindering the flow of air (Smith & Sataloff, 2006).

Instead, singers should be encouraged to pace the breath, so that a steady flow of air is released
(Miller, 1996; David, 2008). Furthermore, careful and efficient exhalation generates smooth
inhalation (Smith & Sataloff, 2006).

Actuator exercisesMiller (1996) advocates the suspension of OsO to practice breath
management. Ehmann and Haasemann (1981) suggest activities to help singers achieve better
breath management, such as pretending to cool soup or gently blow on an imaginary dandelion.
Gackle (2011) suggests having students sip milk through an imaginary straw, which not only
produces the proper expansion for breathing but also allows the soft palate to lift and the 0000
vowel to form on the inside. Ware (1998a) suggests slow deep breath exercises to help singers
realize the depth of breath that is necessary to carry out certain phrases. Gackle (2011) also has
students inhale and exhale for sixteen counts in order to practice breath management skills.
Likewise, Miller (1996) uses the inhale/suspend exercise where the increments inctease as
exercise continues. Collins (1999) suggests that students put one hand on the abdomen and the
other on the chest, while reminding them that the hand on the chest should not move during the
inhalation/exhalation process. Gackle (2011) also advocates having the students put their hands
on the ribcage in order to feel movement during the inhalation and exhalation process.

Vibrator. The vibrators of the voice are the vocal folds (Ware, 1998b) and are contained
in the voice box, also known as the larynx (McCoy, 2004). The vocal folds come together in
what is called adduction and then open out in what is called abduction. The glottis is that spac

between the open vocal folds. The vocal folds are known as the vibrators because they oscillate



as air passes through them (Ware, 1998b). The sound produced by the vocal folds is called
phonation.

According to David (2008), three ways to phonate are the glottal attack, breathy attack
and even attack. In the glottal attack, the vocal folds come together before air is irthimted;
breathy attack, where the folds are open as the singer begins to exhale; and the even attack,
where the folds are almost closed when the singer begins to exhale (David, 2008). These onsets
have also been labeled glottal or hard, aspirate or soft, and coordinated or balanced, respectively
(Miller, 1997; Ware, 1998b). Miller (1997) reports that the glottal attack is called Knacklaut in
German, meaning Ostroke of the glottise@dds that the German school of singing prefers a
soft attack, and the Italian school prefers an onset that has a delicate, yet distincltystadi

The larynx should be positioned low so that an ideal space for singing can be achieved.
Often, with untrained singer, as pitches rise or tension increases, the larynx ascends in the throat
and causes the vocal tract to shorten (David, 2008). This can have an adverse effect on the sound
and cause tension in other areas of the vocal mechanism. Using diaphragmatic breathing,
swallowing, and the yawn-sigh can help lower the larynx, maintaining optimal space for singing
(David, 2008). Phillips (2004) agrees that a raised larynx causes the vocal tract to shorten
creating a thinner sound. Miller (1997) explains that a raised larynx is a technique promoted by
some voice instructors, typidgalin the French School of singing. These instructors often advise
singers to Ofree the larynxO by raising the head, which elevates the larynx and shortes the voc
tract (Miller, 1997). A pressed (artificially lowered) larynx causes an unfavorable, overly
darkened, manufactured sound (Phillips, 2004), although Miller (1997) reports that the depressed
larynx technique is often used by teachers in the German School of singing to provide more

space.



Vibrator/phonation exercises|t is important to help students achieve an onset that is
efficient for healthy vocal production. Vennard (1967) suggests the yawn-sigh to prevent glottal
attacks. DavidOs (2008) research found that vocal therapists use sighs and hums to telp patien
execute a clean onset. Her research also found that voiced consonants like OmOsO and On0sO
combined with vowels can help with phonation (David, 2008). Ware (1998b) suggests using
panting and an OhO at the beginning of words to coordinate proper phonation. He also advises the
use @ voiced consonants, like OmO and OnO for phonation. Many young singers, especially
females struggle with a breathy tone, caused by incomplete closure of the vocal folds, which
also known as the mutational chink (Vennard, 1967). This is due to inadequate coordination of
the breath muscles and the vocal folds. David (2008) suggests modeling the three attacks
(glottal, breathy, even), then using breath exercises fused with hissing to help students phonate
efficiently.

Gackle (2011) suggests humming to help students connect the voice with the breath.
Miller (1996) uses front vowels like Oee,® OayO and Oeh, for phonation. Ware (1998a) suggests
sighing and descending arpeggiated exercises that incorporate consonants with the Ooo0 vowel to
help achieve efficient phonation. Ware (1998b) also advocates using the OhO to coordinate proper
phonation, but suggests minimizing its use as onset becomes more balanced. Ehmann and
Haaseman (1981) say that laughing sounds like Oha!® or Oho!O work well at engaging the body
and are great for preparing the voice for singing. Ehmann and Haasemann (1981) also believe
that yawning incites deep breathing.

Resonator. The resonator for the humanieeis the vocal tract. The vocal tract consists
of the throat, mouth, and nose. These spaces help to enrich the vibrators by enhancing the sound

(Ware, 1998b).
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According to Smith and Sataloff (2006), resonance means, Oto sound against;O
accordingly, the laryngopharynx, oropharynx, and nasopharynx join forces to enhance the sound.
These spaces augment the sounds produced by the vocal folds. Soft and hard surfaces make up
the pharynx, oral and nasal cavities, but flexibility and firmness can be altered. Spaces in the
mouth and pharynx affect ring in the voice, as do structures in the mouth and throat like the
tongue and tonsils (David, 2008).

Since individuals are unique, each person produces a distinct sound. Vennard (1967)
claims that the mouth and throat are the major sources of this sound. According to Thurman and
Welch (2000), dimension, contour, and diameter of the vocal tract can all play a part in
producing a focused tone. McKinney (1994) supports this idea, arguing that Othe larger the
resonator is, the lower the frequency it will respond to; the greater the volume of air, the lower its
pitchO (p. 121). How sound is filtered is determined by the size and shape of the vocal tract
(Miller, 1996). Ehmann and&hsemam (1981) claim that the higher the pitch, the more space
needed in the mouth and vocal track. Thus, the spaces inside of the mouth and throat, as well as
the nasal area, will have an effect on tone color.

Novice singers must learn to feel, and to trust, Oresonant sensationsQdmleve&p
better tone (Smith & Sataloff, 2006). Appelman (1967) supports this notion by conjecturing that
healthy, managed and efficient singing begins with mentally visualizing the sensatioqmde Si
chewing and humming exercises can stimulate the resonating spaces necessary tdhachieve t
tone used for singing, since singers must learn to move from a spoken vocal production to a sung
vocal production. Activating the resonating cavities for singing is imperative (Jordan, 2005).

According to Miller (1996), the OmaskO (masque), the area around the high part of the

cheeks and the bridge of the nose (David, 2008), is a concept originally used by teachers in the
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French School of singing (Miller, 1997). This is where the tone is placed in the front part of the
face and lips (Miller, 1997). Ehmann and Haasemann (1981) admit that novice singers have
success with Omask-resonance,® which helps to focus the tone. David (2008) explains that voice
therapists try to get the sound out of the throat and direct it to the uppermost part of the head or
forward in the face, called the mask (David, 2008). Miller (1996) explains the mask as the area
in the front part of the face including the sinuses region. McKinney (1994) reports that the
sinuses are not resonators, but agrees that singers should be sensitive to the sensations that can be
felt in this area, also known as sympathetic resonance. Furthermore, the sensations felt in the
sinus cavities are a consequence of, not the reason for, the produced sound.

Resonator exerciseslordan (2005) believes that resonance exercises should never be
omitted in warm-up or singers will use their speaking voice instead of their singing voice
throughout the rehearsal. To help all singers achieve head tone resonance, Jordan (2005)
suggests using 0000 aed @owels during warm-ups. Collins (1999) and Gackle (2011) suppor
the use of humming for breath and voice connection. Ware (1998b) suggests attaining head or
nasal resonance by using consonants like Om,0 On,0 and Ong,0 which will help singers feel
sensations in the Omask.O Similarly, Ehmann and Haasemann (1981) say that OmOs, OnQs, and
OngOs are great for obtaining brilliance in the sound. Gackle (2011) advocates the use of voiced
consonants like OmO and OnO but also OIO OvO and Oz0 as resonance builders. Miller (1996) ag
that the OhumO as well as Om,0 On,0 Ong,0 and OgnO are excellent for building resonance. Mille
(1996) reports the use of FillebrownOs Ohung-eeO exercises to produce resonance in the face.
ONgO when used with exercises like Ohung-ahO or Oming-ahO also help to lift the soft palate,
making more spaces for resonance (David, 2008). Smith and Sataloff (2006) agree that OngO is a

helpful voiced consonant combination that can help with resonance, but also suggests using OlIO



and OnO as well as lip or tongue trills. Yawning and sighing are also helpful sensations for
resonance. Miller (1996) feels that even though the yawn creates space in the throat for singing,
there are other methods that can accomplish an open throat, and feels the yawn should be used by
only the tired and fatigued, not the singer.

Placement. Placement occurs when singers make adjustments in the vocal tract that
enable them to feel vibrations in particular areas of the body (David, 2008). Placement does not
actually allow the singer to place a tone in a given area, but instead helps the singer to explore
sensations that produce optimum resonance (Miller, 1996). Frequently, the word OplacementO is
used interchangeably with Oresonance,O as well as words like Oring,0 OpingO and expressions like
Osing in the mask.O All of these phrases help students focus on regions in the front of the face
(Smith & Sataloff, 2006).

There is disagreement as to whether sensations should be felt forward, (Ointo the mask,0
Oat the end of the nose,O Oon the lipsO) or back (Odown the spine,O Ointo the back half of the hea
or Ointo the bodyO) (Miller, 1996). Miller (1997) clarifies that the French School promotes mask
resonance, where the tone is placed in the face and lips; the German School tends to favor Oup
and overO and forehead sensations; while the Italian School prefers a balance of bright and dark,
referred to as chiaroscuro (McKinney, 1997). Often teachers must use a variety of sensation
expressions for placement, depending on student needs (Miller, 1996). Vennard (1967) contends
that establishing good tone requires the use of both Oup and forward® and Odown and backO
imagery.

Focusis also another word used interchangeably with placement (Ware, 1998b). Both
placement and focus are necessary for tone production and both allow singers to feel sensations,

but Oplacement is more concerned with where the tone is sensed, while focus is more concerned
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with how the tone is producedO (Ware, 1998b, p. 150). Placement is the position where there is
sensation, and focus deals with the efficiency of the vocal production and how it makes the most
of the sensed vibrations.

Placement exercisesTypically, imagery is the means used to teach placement (David,
2008). OForward placementO is often used to describe a high tonal focus (David, 2008). DavidOs
(2008) suggestion is to feel as if the tone is arching forward out of the forehead or to think about
an elephantOs trunk. Ware (1998b) suggests having the singers pretend that they are preparing to
take a drink of water, getting ready to sneeze, smelling a rose, taking a breath as one submerges
himself under water, holding the breath while swimming under water or beginning to yawn-sigh.

In all these scenarios the larynx automatically lowers and the soft palate rises (Wadbg, 1998

Singers have described feeling placement Oout of the top of the head® or Oback and down®
for higher notes. An important key to placement is to never force the tone harshly into a
particular space (Ware, 1998b), as forcing the tone will increase tension and most likely have an
adverse effect on tone quality.

Registers. Another area that contributes to taaeocal register. There are several
theories about the number of registers thate up the voice. WareOs research describes the
one-register theory, which argues that the voice is uninterrupted throughout the range.

Proponents of this theory typically do not discuss registers with their students (Ware, 1998b).
Ware also explains the two-register theory, which comprises the chest register (voce di petto)
and the head register (voce di testo). Ware (1998b) discusses the perceived sensations that are
felt when one sings in the chest and head registers. Novice singers often think thedeead vo
register is too high or weak (Ware, 1998b), so many new singers will sing with a heavy

mechanism. The research of Thurman and Welch (2000) corresponds to WareOs approach. They
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explain that the modal register, or heavy mechanism of chest register is so named because
vibrations are felt in the upper chest. There is also the head upper register, also known as the
head voice, which is above the primo passaggio (transitional area between the two registers).
McCoy (2004) believes that all voices have two registration areas. McCoy (2004) states that
thickening the vocal folds makes low pitches. He describes this registration event as a
thyroarytenoid-dominant production, as opposed to cricothyroid-dominant production, which
produces higher pitches through lengthening and thinning of the vocal folds (McCoy, 2004).
McCoy (2004) expands on the registration discussion by identifying two transitional
areas in female voices. The primo passaggio is the first transition point that occurs aff the st
between @and A. In less experienced singers the secondo passaggio can occur in a range from
Es and A. Sundberg (1987) explains that some vocal pedagogues use the terms heavy and light
to describe registration because of the action of the laryngealenu¥¢are (1997) uses heavy
mechanism interchangeably with Ochest registration® and Olow-voiceO (Ware, 1997). Similarly,
light mechanism, Ohead registration,O high voiceO and Ofalsetto registration® correspond (Ware,
1997). Smith and Sataloff (2006) liken the registrations of the voice to the pipe organ. They
identify three rather than two registers of the voice, the chest, the middle/mixed and the head
(Smith & Sataloff, 2006; Ware, 1998b; Sundberg, 1987). Gackle (2011) further describes these
three registers as the chest voice (lower register), which uses the thyroarytenoid muscles; the
middle register, which uses a combination of the thyroarytenoid and cricoarytenoid muscles; and
the upper register, which uses the cricoarytenoid muscles. She encourages teachers not to over
emphasize the idea of three different voices, but to simply use exercises that wilhdgetp s

make smooth transitions between these registers.



McKinneyOs (1994) research found that the vocal folds were able to produce four
different oscillating configurations. The first form is the modal voice, where natural sgeaki
and singing occur. Here the thyroarytenoid muscles produce low pitches and the cricothyroids
function as the pitches go higher (McKinney, 1994). Vocal fry is another form where loose
glottal adduction allows air to seep through thus producing a crackling sound (McKinney, 1994).
Sundberg (1987) explains that vocal fry, also known as pulse register, occurs in both male and
female voices, when one phonates at a very low frequency. Falsetto is the flute-like sound
produced in the light mechanism, and whistle, occurring beye(8rfith & Sataloff, 2006), is
the highest register, which can only be produced by females (McKinney, 1994; Sundberg, 1987).
Ware (1998b) claims the whistle register occurs abava e female voiceHe reports that
both males and females produce the falsetto, but is mainly used by the male singers. According
to Miller (1996) falsetto is a register that allows men to sing notes above the normal male
speaking range. This sound is imitative of the female voice (Sundberg, 1987), and with time, the
notes obtained in falsetto can be carried down into the lower registers (Miller, 1996). Miller
(1996) advises that the cords do not come together completely with falsetto singing, and nodules
can form on the vocal folds with prolonged use of partial vocal closure. Smith and Sataloff
(2006) advise against the use of falsetto singing for lengthy periods, and believe that if proper
breathing does not accompany the falsetto voice, the result will be unhealthy singing. Miller
(1996) believes that falsetto can be useful, with measured use, to help male singers navigate the
passaggio. David (2008) agrees that sliding down from falsetto can help singers transition
through the registers more efficiently.

Classically trained singers work for seamless transitions between registers, wbereas

classical styles make use of the variations in timbre that can be produced in each oegister t



create more color. Many OpopO singers take advantage of all the colors offered in the modal
voice area, but sometimes carry a heavier sound into higher extremes. McCoy (2004) calls this a
Oregister violationO by trying to carry the chest voice too high. According to Miller (1996),
emphasizing separation between the ranges is a mistake. Thus, it is important that voice
instructors receive training that will help reinforce healthy range extension.

Male versus Female RegistratiorBoth internal and external differencestlveenmales
and females contribute to the different timbres between the two genders. For exaatgde, m
experience acceleration of physical growth between the ages of 12 and 16 (Ware, 1998b), during
which the male larynx grows 30% larger than the females (Kahane, I9IE8, 1996, Titze,
1980). The fast growth of the male larynx during puberty makes pitch control and register
transitions especially challenging for boys (Miller, 1994). David (2008) explains that during
puberty, a male@slamOs apple is transformed and vocal folds are rounded and lengthened.
These changes cause the male voice to show signs of vocal instability in moving across registe
(Ware, 1998b). According to Reed (2008), adolescent males utilize three registers in singing.
They sing in chest register, middle register and falsetto. Male singers must learn toentdgotiat
register shifts, and because of the complexity of this task, they frequently experience alaoticea
break. While there are shifts in the female voice as well, these areas are moableoiticéne
young male voice. The area of transition, the passaggio, is also known as the break because
there is a noticeable change in the sound (David, 2008). Since most untrained male singers
depend on their chest register, many try to take the chest voice too high, increasing the forces on
the musculature. During this transitional time, male singers find difficulty distributing the
correct amount of weight through each register. Reed emphasizes the meakb$ftw reduce

heaviness as they encounter the primo passaggio. This will better prepare them for the transition



into mixed register. Male singers must create space to achieve more resonant quadties (Re
2008).

Collins (1999) believes that boys should be taught to access their falsetto so as to avoid
carrying the modal voice too high and damaging the vocal mechanism. Miller (1996) and David
(2008) also recognize the use of falsetto to help male students transition through the registers.
Collins (1999) advocates starting the boys in their falsetto and working down. Barham (2001)
suggests changing the key of music or writing an extra part for adolescent males when necessary.

Collins (1999) reports that female singers must learn to shift smoothly through the primo
passaggio to unify the registers. Although the female larynx only changes slightly during
puberty (David, 2008), the female voice has registration areas that must be navigated carefully
(Miller, 1996). Through particular actions of the laryngeal muscles, there are several
registrations that can be employed. The lowest rangehtsitimbre, utilizes no head
sensations. Very few head sensations are experiencedhgghmixturewhile head mixture
employs more head resonances, and finally, above the secondo passaggleadsatisations
(Miller, 1996). Miller (1996) warns that young female singers may have gaps in the higher
register, where a few pitches can be vulnerable to weakness. Vocal exercises thdtfdasce
the secondo passaggio can help strengthen these weaker areas (Miller, 1996). SataloffOs (2006)
research found that females experience several premenstrual hormone changes, which can cause
loss of high and low notes, loss of volume and vocal efficiency, along with hoarseness and
fatigue.

Registration exercisesCrossing registers, extending the range is a delicate process and
requires proper breath support, pharyngeal space, and a low-lying larynx (Jordan, 2005). Jordan

(2005) also advises that singers should make more space and modify vowels as they ascend the



range. Phillips (2004) adds that acoustically it is necessary to modify the vowels and requires
singers to make more space in the mouth so as to produce the pitch and vowel together.

At the high school level, it is critical that young singers vocalize throughout the chest,
middle, and upper registers so as to develop all areas of the voice (Gackle, 2011). Gackle (2011)
suggests instructors use sirens, sighs, and arpeggios to extend the range. She cautions that
teachers should look for signs of tension as students perform range extension exercises.
Maintaining healthy alignment, breath, and space is key to efficient singing.

Barham (2001) suggests using vocal sirens with male singers to help explore the
registers. He also suggests carrying head voice down into the chest register and offers specific
exercises for doing this. Jordan (2005) agrees that sirens can be effective for range extension but
has found that young singers may raise their larynx in the process, which can compromise space
and thus produce tension. He suggests using the sigh to reset the larynx and help students relax
after such exercises. Jordan (2005) uses the Oup over and upO gesture (hands reach behind the
head and move up over the head and forward) to help singers achieve a better sigh and maintain
space in the mouth and a lowered larynx. Collins (1999) also endorses the sigh because of its
ability to help with breath and relax the voice.

Jordan (2005) suggests using the OeeO vowel for downward range extension so as to keep
the sound forward, and he uses the OahO for extending the range upward. Phillips (2004) also
endorses the five-note pattern especially for extending the lower range. Jordan (2005) agrees
with Phillips that broken chords are the best type of exercises for range extension. Ehmann and
Haasemann (1981) and Miller (1996) also use various arpeggiated exercises for range extension.
They suggest using ©Ooo0 while extending the upper range and OohO with an OahO shape in the

throat for extending the lower range.



Articulators. The oral cavity includes the tongue, teeth, and lips D all of them important
articulating tools (Gackle, 2011). Ware (1998b) adds the jaw and cheeks as important
articulators, stating that these also help to communicate sounds. In addition, the hard and soft
palate and alveolar ridges help to shape the spaces that produce varying sounds (Gagckle, 2011
Ware, 1998b).

McCoy (2004) submits that not only do the soft and hard palates, jaw, pharynx, and
tongue, contribute to articulation, but also the facial expression muscles. McCoy reports that
while some encourage the use of a lifted soft palate to increase resonating space inhtig mout
closing the nasal opening, others prefer a lowered soft palate, which allows for a more nasal
resonance.

Posture and Body Alignment

Healthy singing begins with correct body alignment. If singersO bodies are out of
alignment, even the best technique will not work effectively. Conductaysassume that
students know appropriate posture and body alignment necessary for singing, but Jordan (2005)
cautions that students bring physical and mental stress to choir rehearsal each day, which makes
it important to prepare the body for singing. Thus, choir directors must monitor alignment and
posture in the choir rehearsal whether the students are standing or seated (Smith & Sataloff,
2006). Ware (1998b) also stresses the importance of alignment to prepare the body for singing.
When the body is in alignment, singers are able to use their voices with maximum efficiency.

According to McKinney (1994), a correctly aligned body is relaxed, open, and well-
balaned He explains the unfavorable effects poor posture has on singers, making it difficult
for the skeletal and muscular systems to execute the simplest tasks. Therefore amnynsicass

may affect other body parts used for singing (McKinney, 1994; Smith & Sataloff, 2006).



Misalignment may produce a depressed chest, which in turn restricts volume. Vennard (1967)
provides an example of misalignment where the gluteal muscles, the primary stabilibers of t

hip and pelvis, are activated during a single leg stance, and the tension is then switched from one
leg to the other. When the body is in alignment, the breathing mechanism is set for efficient
singing (McKinney, 1994; Gackle, 2011).

Faulty posture also affects the vocal cords, resonating cavities, and other areas of the
vocal tract (McKinney, 1994). Smith and Sataloff (2006) and Brinson (1996) propose a posture
that is centered on the balls of the feet, with loose knees and spinal column anchored. David
(2008) explains that having the feet placed apart at shoulder width with knees bent and the back
alignedwill support the breathing mechanism by engaging the abdominals and the costal
muscles. Additionally, the head should be aligned comfortably on the spine with an expansive
upper body position (Smith & Sataloff, 2006). David maintains that the head, neck and spine
should be in alignment (David, 2008). e8ibserved singers who stood like soldiers, and thereby
created neck and shoulder tension. She also noticed some singers attempting to create good
posture by protruding the bottom and overextending the back. Shoulders should be relaxed and
arms should be free to swing (David, 2008).

Jordan (2005) suggests discontinuing the use of the word Opostured because singers have
a preconceived idea of what posture looks like, and following that preconception usually makes
the body too tense for singing. Instead he promotes the idea of Body Maps, which is also
endorsed by Conable, an advocate of Alexander Technique. OWe literally map our own bodies
with our brains, that is, we conceive neurally what weOre like (structure), what we do (function),
and how big we are (size)O (Conable, 2000, p. 13). Simggnsse their bodies inaccurately if

the Body Map is not correct, thus Jordan endorses the six points of skeletal balance in which



singers should become aware of the hips, A/O joint (atlanto-occipital joint: where the head is
centered over the spine), pelvis, shoulders, knees, and feet (Jordan, 2005). Awareness of these
balance points while singing helps to ensure that the body is in alignment for singing.

When students are seated to sing, posture should be maintained by sitting forward in the
chair and maintaining a vertical upper body. Even in the seated position, the shoulders must be
erect so that deep breathing can be produce (Smith & Sataloff, 2006). Slouching makes
breathing difficult by putting extra stress on the thorax cavity.

Posture/Body alignment exercisesJordan (2005) considers relaxation and body
alignment as the first steps in the singing process. He calldettimstructionwhere the bad
posture and tense muscles carried into the rehearsal are relaxed so as to make the body functional
for singing. Jordan suggests having the singers stretch both the upper and lower extremity
musculature. He recommends using Oacting outO activities such as cooking or skiing events. He
also suggests having the singers massage each otherOs shoulders. Not only do these exercises
make use of the entire body, but they are also a fun way to prepare the body for music making.

Gackle (2011) concurs that relaxation helps to rid the body of tension so it is ready for
singing, and that body alignment enables the performer to sing at his/her best. Smith and
Sataloff (2006) offer several ways to train singers to improve their posture, for example,
pretending they are balancing a book or a basket of fruit on their head, or by imagining they are
holding dishes in each hand while maintaining eye contact on both sides. Ware (1998b) also
suggests modern dance movements to help the body produce the posture required for efficient

singing.



Developing Tone in the Choral Ensemble

Choral singing requires musicians to execute many nuances concurrently to achieve a
unified choral sound. Several areas are of importance when grooming novice singers into
skillful choir members. The development of young novice singers takes time and several areas
must be addressed: vibrato, diction, articulation, and blend.
Vibrato

Vibrato involves producing a small wave in the frequency of a note (Smith & Sataloff,
2006). McCoy (2004) notes that vibrato is natural to the voice and is a sign of efficient singing.
Typically, the pitch of vibrato varies within a half step range and the loudness fluctuais as w
McCoy states that vibrato oscillations are O4.5 to 7 cycles per second,O and Doscher (1994)
reports that O5 to 7 oscillations per secondQ is typical of the skilled voice.

Miller (1997) reports that different singing schools tend towards slower or faster rates;
for example the German School tends toward a slow rate, the French School toward fast, the
English School tends toward a straight tone, and the Italian School using faster rates in the chiaro
tone than in the oscuro [Chiaroscuro is a balance between bright and dark] (Miller, 1997).
McCoy (2004) argues that exceptionally fast or slow vibratos can be signs of incorrect vocal
production. Thus, the speed of the vibrato can identify issues with technique. Some elderly
singers display Owobbled in which the vibrato is perceived to be wide and the rate is perceived to
be slow. When the support muscles become weakened with age, it becomes difficult to support
the vibrato sound (McKinney, 1994). A fast vibrato is often the result of muscle tension that
causes an area to quiver either in the abdominal muscles, jaw, tongue, larynx or chest area.
However, through consistent study and attention, the vibrato can become more even (McKinney,

1994).



Diction

Expressing text through music distinguishes the choral art from instrumental
performance. The combination of vowels and consonants must be refined, synchronized, and
articulated so that listeners can understand the text. Novice singers bring a variety of vernaculars
to the choral classroom, so the teacher must employ vowel and consonant exercises that will
unify the choral sound and make the text clear.

Vowel Development. Vowel unification is of extreme importance for tone development.
Babb (2010) found that vowels carry the sound and uniformity that is required for good
intonation and artistry. OPure vowelsO is a key phrase for teaching such unification. Pure vowels
include the five primary vowel soundseCay, ah, oh, and 00.0 MillerOs (1996) research found
that each vowel sound has a unique sound pattern. When singers change the amount of space in
the mouth, the sound patterns change and this makes the vowel sounds distinguishable and
resonant. If the tongueOs position obstructs the vocal tract, whether too high or too low, the
pharyngeal space will be altered and the resonance and acoustical qualities validae al
(Miller, 1996). According to Olson (2010), [i] and [e] are front vowels while [0] and [u] are
back vowels (Olson, 2010).

The [i] vowel is considered the most frontal because of the narrowed space in the mouth,
the tongue position is arched almost to the point it touches the roof of the mouth (Miller, 1996).
McCoy (2004) proposes that when producing the [i] vowel, the oropharynx is open and the
mouth has an elevated tongue position. Many teachers use the [i] as well as the [e] vowels to
help students explore the range of timbres in the voice. The [e] vowel is formed with a much
lower jaw than the [i] vowel and there is wider space in the mouth (Miller, 1996). McCoy

(2004) states that the tongue is lower when producing the [e] vowel than it is when producing the



[i] vowel. The back vowels [a, o0, u] are formed with the tongue retracted, thus the mouth space
is increased but the pharyngeal space is narrowed. For the [a] vowel, the tongue is pulled back,
creating space in the mouth but less space in the oropharynx (McCoy, 2004). When singing the
[0] vowel, the lips are protruded, rounded and separated. The front part of the tongue is lower
while the back part of the tongue is higher (Miller, 1996). Like the [0] vowel, the back part of
the tongue is high on the [u] vowel. This leaves little space between the soft palate and the
tongue, but there is significantly more space in the front part of the mouth (Miller, 1996). David
(2008) refers to"[], [0], [#], and [¥4] as open vowels.

Jordan (2005) contends that when introducing vowels, teachers should explain the
formation of the vowels and how they are produced. Omitting phonetic vowel training for the
novice singer will produce and reinforce bad habits. Additionally, the proper configuration of
the lips and tongue allow the mouth to produce the best resonant space for optimal vowel sounds.
In this training, McCoy (2004) asserts that the tongue is an essential element in speech
production. Without proper tongue placement, ideal sound production is hindered.

In the choral setting, developing a unified vowel is essential to improving tone. Jordan
(2005) suggests giving attention to the vowel shape. He recommends unifying the sound by
closing the vowel with the lips or Owrap your lips around the sound® is a common phrase he uses.
This technique allows the students to form resonant, vertical spaces on the inside, and then to
maneuver the lips so that they surround the internal space that has already been created (Jordan,
2005).

OWrapping the lips around the sound,O besides helping to unify vowels, also helps singers
attain the fundamental in the overtone series. This technique can also be used to resolve issues

with loud singers (Jordan, 2005). Finally, the notion of Owrapping the lips around the soundO or



containing the vowels within the ©00,0 helps singers produce head tones (Jordan, 2005). Jordan
(2005) calls the O000 vowel the Ohelper.O The Oeel is also a vowel that has the most head tone
present, so these two vowels can be used to facilitate vowel unification and encouraging head

tone (Jordan, 2005).

Other approaches to teaching vowels are outlined by Appelman (1967) who discusses
two more methods. One method is have the students drop the jaw to form all vowels; another is
have them speak the vowels within a narrow space, usually demarcated by placing an object
(chop sticks) between the front teeth of a singer (Appelman, 1967; Miller, 1996). Both methods
may affect acoustical properties with vowel formation. MillerOs (1996) research suggests tha
setting the same aperture for all vowels produced will distort their quality. Since all of the
articulators must move to form the various vowels, it is not reasonable to ask singers of a choir to
use the same mouth posture to produce all vowels (Miller, 1996).

Because group settings make it difficult for teachers to monitor each individual, requiring
rigid, synchronized behaviors that tense any part of the vocal mechanism are not appropriate
solutions for choirs. Often, teachers use Oquick-fixesO like, putting four fingers in the mouth to
achieve the space for an OahO vowel (Walders, 2005). Collins (1999) suggests using three fingers
in the mouth to remind students of the space needed for vowels. On the other hand, Miller
(1996) believes exercises such as finger stacking do not help to build resonance and can cause
tension in the jaw, negatively affecting the sound.

Presumably, helping students make space inside of the vocal tract will benefit the choir
more than tricks that commonly cause tension. Jordan (2005) advocates first working with the

0000 and Oeel vowels because they have the most head tones. They serve to develop pure vowe



and the high and forward placement that produces a healthy tone (Jordan, 2005). When vowels
are consistent across the ensemble, tone and intonation can improve.

Vowel development exercise€ollins (1999) suggests using solfege to unify vowels,
which in turn improves tuning. He also teaches the five Latin vowels [ah, eh, ee, aw, 00] to
beginning singers as a foundation for singing text in the repertoire. For example, Collins uses
the Omah, meh, mee, moh, moohO sequence to unify vowels, but also utilizes other beginning
consonants like 01,0 On,0 and Ob.0

Jordan (2005) and Phillips (2004) mix the Ooo0 with other vowels to aid in unification.
Ehmann and Haasemann (1981) endorse Obreathe in the vowelO to set the vowel shape before
singing.

Jordan (2005) maintains that it is important that all vowels have enough space on the
inside of the mouth. He believes that singers should visualize a tall and round vowel for singing.
Additionally, McKinney (1994) believes that vertical alignment of vowels can help singers
perform sizeable intervals without noticeable changes in the tone. Vertical alignmentsnvolve
techniques utilizing the same vowel as singers explore the range, and also varies the vowel
seqguence to prepare for singing actual literature.

Consonants. The second phonetic aspect of diction is the consonant group. Consonants
are articulated with the lips, tongue and teeth and are both voiced and unvoiced. Examples of
voiced consonants are OmO and OnO and unvoiced examples are OtO and OkO. Teachers use
combinations of these consonants as warm-ups for better articulation, resonance and rhythm.
The construction of a unified sound is complex, thus, articulation of the consonants creates or
inhibits the sound quality of the piece, especially at the beginning and ends of words (Jordan,

2005).



Jordan (2005) notes that a quick articulation of consonants is the most efficient way to
execute them. Elongating the consonant or carrying weight from the consonant into the
subsequent vowel sound can cause disconnect in the musical line, as well as pitch problems.
Smith and Sataloff (2006) note that consonant production should not interfere with the affairs of
the vocal tract. Thus, teachers must use exercises that will help students perform consonants
cleanly.

Consonant exercisesEhmann and Haasemann (1981) ask singers to use explosive
consonants to help listeners perceive the text, while Phillips (2004) calls for singers to
exaggerate the consonants and allow them to precede the beat. He also has singers practice
voiced and unvoiced consonants and tongue twisters.

Articulation

Executing articulation markings in a choral setting can be challenging. The most
common articulation markings employed with novice singers are legato, martellato ane staccat

One of the most challenging articulations is legato and requires smoothness and
connection in the line (Ware, 1998b). Smith and Sataloff (2006) assert that a steady flow of
breath is necessary for legato singing. The consonants must happen quickly allowing the vowel
to be the focus. The martellato technique, used by Baroque composers like Bach and Handel
relies on the legato line, but has quick movements in the abdomen that are supported by the
breath (Smith &Saaloff, 2006).

With the third technique, the staccato articulation, Smith and Sataloff (2006) maintain
that it is best used for training the voice to develop vocal agility. David (2008) says that the

staccato articulation should be light and buoyant and should be achieved using the abdomen



muscles. However, care must be taken when singing the staccato articulation, becalise glott
tension can cause vocal stress (Jordan, 2005; Miller, 1996).
Blend

Blend is an important part of the choral sound. Individual voices should be imperceptible
in the choral setting. Choral directors modify vowels, change mouth shapes, manipulate text and
use various other techniques to blend the voices in the ensemble. Tocheff enumerated more than
twenty factors that can affect a choirOs blend:

number of singers, placement of singers, range and voicing of music, texture of

music, tone quality, intonation, diction, dynamics, treatment of vocal line,

intensity of tone, vibrato, tone color, vowel unity, rhythmic precisionEroom

acoustics, singers spacing, reading ability, height, and personality (as cited in

Lister, 2009, p. 35).

Besides those identified by Tocheff, other studies by Harper (1967), Rossing, Sundberg, and
TernstrSm (1985) as well as Goodwin (1980) found that the fundamental frequency was stronger
in choral singing than in solo singing, and less of the singerOs formant is present. This means
there are fewer upper partials present in the sound with choral singing, which yields better blend
(Lister, 2009).

In terms of sound production, Ternstrsm and Sundberg (1988) found that the quality of
the vibrato and vowel were also factors in blend. Finally, WangOs (2007) research found that
vowel shape was a significant factor in choral blend, in that it can be used to help tune a note
higher or lower by a few cents. Collins (1999) discusses the use of the 0000 vowel to discover

head voice as well as its use for blend in a choral setting with young singers.



Choral Warm-up

The choral warm-up is designed to prepare the voice for healthy singing and prepare
minds of ensemble members for the shared goal of performance. Olson (2010) clarifies two
goals of a choral warm-up: to train the voice and to focus the groupOs attention on the common
objective. For student singers, the voice likely has only been used for speaking during the day,
so it is important to get the voice ready for singing. Jordan (2005) asserts that warm-ups set the
stage for the remainder of the rehearsal. Even though the rehearsal length may be short, it is still
important to start rehearsals with a thorough warm-up so singers are prepared for healthy
singing. If singers are not warmed-up properly, the whole rehearsal may suffer. Smith and
Sataloff (2006) consider the purpose of warm-ups to transition the speaking voice safely to the
singing voice, and also to make singers aware of appropriate techniques and prepare the singing
mechanism for phonation. Jordan (2005) concurs and notes that warm-ups should help singers
access head tones and explore all the registers used for singing. Since some choir students do not
have the opportunity to take private lessons, the choir teacher must also assume the position of
voice teacher and offer training in warm-ups (Holt & Jordan, 2008). Instructors should analyze
each session by assessing what they hear, finding the cause for the specific sounds and
processing an efficient way to fix the sound (McKinney, 1994). The warm-up is an excellent
opportunity to teach vocal techniques, preparing singers for concepts that may be encountered in
the music.
Warm-up Logistics

Foremost, warm-ups must be planned. Many times, choral teachers do not have a
sequence that they utilize for daily warm-ups. Often, random warm-ups are pieced together in

hopes that the tone will improve and the students will develop the necessary skills to be good

! 'Oh



singers (Smith & Sataloff, 2006). Sometimes, teachers just use the warm-ups they learned in
their own choral singing experience, and there is little thought to the purpose behind each warm-
up. Titzestates,

For me, the most bizarre behavior in the rediscovered choir world was group

warm-up. Here, the conductor sat down at the piano and played scales or

arpeggios (chords played one note at a time from lowest to highest). We all join

in, men and women, one octave apart, repeating the exercise in half steps up and

down. No mention was made about what the exercise was to accomplish in our

voices. Every once in a while the leader yelled out something like Ouse your

diaphragmO or Odrop your jawO or Oround youadigised in Olson, 2010, p.

40).

Many times, this can be the norm in choral settings, but the choral teacher must know what
exercises best build the voice and then be able to explain the details to the members of the
ensemble (Gackle, 2011). Using warm-ups with novice singers is where teaching and voice
building can begin. Smith and Sataloff (2006) call this a group lesson in the class setting. Thus,
it is important to have a plan for warm-ups that will build the voice and give students tools to be
successful choral musicians.

Aside from the necessity to plan warm-ups, experts have no consensus as to their
emphases or content. Smith and Sataloff (2006), for instance endorse a specific warm-up order
for young and older singers. They advocate using tension releasing exercises followed by
posture training tasks, breath management and then resonance building activities. Exercises that

address these areas in the specified order, will help train the voice for healthy vocal technique



This order first aligns the body and promotes tension free singing while developing breath
management, which fosters better tone (Smith & Sataloff, 2006).

In contrast, Seelig uses the following topical sequence: body, breath, phonation,
resonator, and then artistry (as cited in Olesen, 2010), while Barham (2001) believes that daily
warm-ups should include breath, resonance, placement, range extension, flexibility, space, and
intonation exercises. Finally, David (2008) encourages directors to begin vocal exercises at a
medium volume in the middle range; descending first, then ascending.

The most comprehensive agenda for warm-ups comes from Jordan (2005) who proposes
fourteen cardinal rules. Table 1 details his hierarchy and explains the purpose for the activity.
Table 1

Jordan Warm-Up Hierarchy

Jordan (2005) Warm-up Hierarchy

WARM -UP PURPOSE
Dismantle poor posture Singers bring bad posture into rehearssds
posture must be corrected immediately
Align the body Students must be taught the correct
alignment necessafgr singing through
body mapping.
Emphasize Body Mapping Body mapping allows singers to visualize t

appropriate functions of their body parts

Use the sigh to create space and identify The sigh utilizes head tones and relaxes {

vocal concerns voice. When students cannot execute th
sigh correctly, this is a sign of vocal issue
Teach breath for singing Although breathing is a natural process,

breathing for singing takes more
concentration. Novice singers must be
taught to inhale and exhaddficiently.

Develop Resonance Students must be taught to access the
appropriate spaces for optimal resonanc
Practice breath management Students must learn how to manage breag
efficiently
Reinforce rhythmic energy This ensures that the bodyastive and

engaged for singing

Use bodily movements to support singing  Using movements during the waiups
reminds students to use their whole body
singing




Table #1- continued

WARM -UP PURPOSE

Utilize space and a high, forward placeme| It is important that all vowels have enougl
space, have head tone present, and ar¢
forward in the face

Strengthen singersO ears Although unison singing is great for youn

singers, providing a harmonic setting for
warm-ups can help train the ear and prepal
thegroup for hearing and eventually singin

in harmony
Use common exercises each day for | Using familiar exercises helps the teacher
comparison purposes monitor progress throughout the year
Use a consistent structure for watps Singers will findgreater success if there is
sequence for the choral waiump
Make sure the larynx is low There is a tendency for the larynx to shift (

as notes ascend, the teacher must remind
singers to keep a lowered larynx, so thai
there is ample space for resonae

Besides the thirteen cardinal rules, Jordan (2005) offers general admonitions and
emphasizes that warm-ups for young singers should start in the middle register and descend first
before ascending. The teacher should vocally model exercises for students instead of relying on
piano demonstration (Jordan, 2005). While singers are warming up, the teacher should be
listening intently, so that he or she can provide feedback to fix vocal issues (Jordan, 2005). The
teacher should be looking and listening for correct breathing, appropriate tone, and for signs of
tension in the body or sound. Interestingly, Jordan (2005) considers lip trills dangerous within a
choral rehearsal setting because it can cause lip, jaw, and tongue tension and can cayse the lar
to elevate. He also believes that lip trills have little to do with the way ittieelstually sing.

He suggests that lip trills should not be a part of a choral rehearsal because it is tobtdifficul
monitor whether individual singers are using it propeérly.

Gackle (2011) offers another detailed sequence for warming up voices. Table 2 describes

the Gackle warm-up sequence.



Table 2

Gackle Warm-Up Sequence

Gackle (2011) Warm-Up Sequence (pp. 52-63)

WARM -UP CONCEPT EXPLANATION

Relaxation Beginwith relaxation exercises, like pretending t

pick fruit, massaging the muscles of the face ar

neck, and bending to touch the floor (p. 53). The

exercises stretch the body in a fun way, so stude
are engaged and ready for singing

Body Alignment Make sure head, feet and physique are positione

that the singing mechanism can function effective

Since the body contains the vocal instrument, it

important that all parts are in the right place, so {
best possible singing can occur.

Breath/VoiceConnection Exercises like lip trills, sirens, and humming. Tde
exercises engage the breath and voice at the s¢
time and help singers practice consistent breat

Breath Management Sipping @ imaginary drink, and exhalation
exercises on Osh,O preffeeoice to sing longer
phrases and manage the release of air effective

Breath/Tone Connections Exercises likeOinhaléike cooling an injurfor
®lowing over hot soufithen exhaling on a vowel
like [u] or [0]. Also suggested are performing
rhythmic exercises on the OshO sound to engag
abdominal muscles used for singing

Resonance Resonance exercises include puppy whines, i

trills, voiced consonants, and using the hand t(

imitate the lifted soft palate inside of the mouth
These exercises lpestudent them utilize the
appropriate spaces to create resonant sound:

Range Extension Exercises like arpeggios can help to increase a
develop the range and will safely stretch the
instrument to its potential, so singers can acces
variety of pitches safely

Agility and Flexibility Fast tempo vocalisethat use a variety of
articulations, are used to help the singers move f
various pitches easily

Warm-up Summary

Choral warm-ups give instructors an opportunity to train singersO voices, to pursue their
own sound ideal, and to teach technique. Thus, whether using the Gackle sequence, the Jordan
hierarchy, or another warm-up method, it is important that an approach is utilized that promotes

healthy and efficient singing. Within that context, choral instructors are then free to strive for



their own ideal choral tone, so long as it does not damage a singerOs instrument. It is important
that techniques employed will elicit the choir directorOs ideal sound, a concept fully endorsed by
Babb (2010), in a vocally healthy manner.
Additional Influencing Factors

Teaching tone is a complex task that has no definitive formula. A mixture of many
variables are organized and delivered to students in unique ways to build tone.
Since choirs consist of diverse people, it is inevitable that there are varying learningvghytes
a given ensemble. Therefore, teachers must find alternate ways to reach diverse learners. In
essence, teachers find several different ways to teach the same concept sdudansdl lsave a
chance at success. Instructional factors that promote this goal iseligtkarning environment,
effective teaching procedures, and use of movement. Additional concepts that were pgrticularl
important in this study of tone building were analogies, metaphors, and imagery and the use of
modeling.
Safe Environment

Music making can be hindered if students do not feel safe in the learning environment.
Studies have explored classroom ambiance, and found that such factors as safety and identity are
significant to the choral experiencegivder Vat-Chromy, 2010). Joyce (2003) found that in the
choral classroom, students desire an atmosphere that encourages success but does not admonish
errors; Mills (2008) found that students felt safe when their differences were respected and
classroom interactions were positive; and other studies found that teenagers need to éeel value
and appreciated as musicians (Davidson & Burland, 2006). When students feel safe and valued,

the choral ensemble thrives.



Effective Choral Teachers

The use of teaching cycles requires a three-step process that results in efficiency and
effective pacing: teacher information/instruction, student responses, and teacher feedback
(Yarbrough & Price, 1989). The variable feedback has been widely studied acrosemultipl
teaching environments, amiconsidered an important tool for student learning. Various studies
have analyzed effective teacher behaviors, such as study of conductor intensity and found that
teacher delivery, instruction accuracy and student behavior contribute to observer perceptions of
teacher effectiveness (Redding, 2011). Davis (1998) found that conductor facial expressions,
positive or negative, were an informative tool for choir members.

Movement

Humans are movers and movements express purpose and significance (Billingham,
2009). Choral directors can harness kinesthetic movements to aid in awareness of the body
while using particular techniques (Hibbard, 1994). Shenenberger (2008) noted that involving the
senses helps singers internalize feelings, which offers greater cognition. SjrBiterpn
(1996) believed the whole body could be used to support music learning. By using the whole
body to make music, students can feel rhythms, express phrases, and display variations in the
music. This assumption is further supported by Wang (2007), who found body movements to be
a useful strategy for adult singers.

Jordan (2005) supports the use of movement in group settings, and feels that physical
gestures have a huge impact on improving vocal technique because of their ability to reinforce
and strengthen vocal principles learned. Movements that encourage specific sound qumlities ca
enhance all areas of tone production. Jordan has students place the palm of one hand on the

forehead in order to remind them of a direction to place the sound. As a reminder to produce the



sigh Oup and over,0 Jordan also has singers position their hands over their heads and bring them
down as the sigh descends. An advocate of the Laban Technique, Jordan calls upon movement
to prompt special features of the singing mechanism. He feels that movement allovgstsinge

see, feel, and process the experience, which in turn allows the singer to describe and repeat the
experience. A sample gesture is pointing, which can help with attacks and difficult rhythms. To
assist with achieving a legato line, using seamless, horizontal hand motion connects ane note t
the next smoothly (Jordan, 2005).

Hand and arm movements are key elements in other suggested practice routines.
According to Galvan (2008), making circular motions with the hands in front of the body while
singing, is a way to get the breath flowing. Gackle (2011) has students Odraw the sound with
their fingersO (p. 54) which helps with breath and voice connection. Using movement not only
stimulates more efficient singing, it allows the students to be active participensard (1967)
suggests having singers swing their arms in a circular fashion while elevating on the tip toes Oto
relax the shoulders and expand(s) the thorax (p. 19). Such exercises coordinate the muscles of
the body and the voice, allowing more effective singing. Smith and Sataloff (2006) write that
hand motions can stimulate breath, so moving the hand like drawing a rainbow or as if
swimming can help with flow of breath.

However, whatever movements are selected, they must be monitored. Hibbard (1994)
found that movements must be executed correctly or they are of no use. Furthermore,
movements should have a purpose so that a technique, rhythm, or special effect is reinforced.
The pairing of movement with vocal exercises enables singers to engage support muscles, release

tension, and unlock the potential in their voices.



Analogies, Metaphors and Imagery

An analogy is when a likeness is found between two things, and a metaphor is a figure of
speech where a word or a phrase is used to describe something else. Imagery is the use of
descriptive language to appeal to the senses and create a mental picture. These tharee ideas
frequently used in the choral rehearsal as instructional tools because they help students make
connections with concepts both known and unkno®ome examples used for placement are
phrases like Oout of your third eye D in between your other two eyes!O or Oout of the chimney on
top of your head.O Another example for the OeeO vowel is Osing it through your two corner teethO
(Olson, 2010).

More discussions of imagery are reported in various studies. Sisterhen (2005) studied
imagery techniques and their effect on musical performance; Trusheim (1987) and Carter (1993)
studied imagery employed by professional singers and instrumentalists, and reported the results
when used for performance preparation. Bergan (1967) studied the use of imagery with musical
sounds, remembering music, and identifying pitches. His researchdaanctlation between
imagery and pitch discrimination, but not between imagery and remembering music. Woody
(2006b) looked at the effect of imagery-based instruction on performing expressively and found
musicians use imagery in varying ways as they prepare for performances; Woody (2006a)
compared aural models, concrete verbal musical instructions, and verbal imagery and metaphor
instructions on expressivity, and concluded that musicians may transfer imagery descrigtions int
technical language to elicit expressive performances; Chen (2006) explored the use of verbal
imagery in private voice lessons and found voice teachers use these descriptors every five to nine
minutes in a lesson. Skoog (2004) explored developing vocal technique through imagery and

metaphoic language, and encourages the use of visualization to build tone.



Modeling

The standard teaching strategy, modeling, has long been studied for its effectiveness in
producing results. Many studies have addressed the use of verbal instructions and modeling
within the instrumental music classroom (Dickey, 1991; Goolsby, 1997). Modeling easily allows
teachers to reveal behaviors, techniques and sounds effectively (Grimland, 2005). Baker (1980)
specifically studied the effect of appropriate versus inappropriate models in primary-level
classrooms. Demonstrating the favored and unfavorable sounds in a choral situation can be very
efficient in quickly obtaining the preferred tone. Since singers cannot hear themselugs direc
their perception of the sound is not the same as how others hear them and they may not know
what peculiar sounds they are making; thus a teacher can try to demonstrate those sounds so
singers can identify poor examples of the concept. Modeling allows teachers to reveal behaviors,
technigues and sounds effectively (Grimland, 2005). Many studies have explored modeling and
the effect of gender on pitch matching (Small & McCachern, 1983; Green, 1990). Other studies
have analyzed modeling for phrasing and dynamics (Woody, 1999, 2003; Ebie, 2004).

Jordan (2005) believes that vocal modeling is an efficient way to help singers understand
the sound ideal teachers desire. Although this should not be the only technique used to instruct,
it is valuable when an additional method is needed. Mann (2008) likewise found modeling in the
choral rehearsal to be an important instructional strategy.

Summary

Effective high school choral teachers el versed in knowledge of anatomy and
physiology of the body, have an understanding of choral concepts, and have the ability to create
safe environments and build relationships that nurture student growth. Because developing tone

with novice high school singers is a complex process that requires multiple experiences to



address concepts, knowledge of body, music conventions, and human behaviors become
paramount in importance. Effective teachers employ multiple teaching strategiesydiékenig
movement and descriptive language, to deliver knowledge and experience with tone.

Pre-service and new teachers deserve proven strategies for tone development and
pedagogy with young singers. Many are eager to cultivate stellar choirs but lack techniques to
mold beginning singers into skilled musicians. This literature review suggests that exyerts ha
indeed created and identified highly effective techniques suitable for developmental voices

Need for Study

Several studies have looked at tone building in a distinct way, often isolating a single
variable. Rogers (2004) examined adjudicatorsO agreement in choral tone analysis. Others have
studied vocal pedagogy inclusion in the choral rehearsal (Corbin, 1982); healthy singing
techniques and its contribution to developing choral tone (Garretson, 1998; Nesheim & Noble,
1995; Phillips, 2004); and, warm-up procedures in the choral rehearsal (Campbell, 2008).
Studies of vocalises used in the choral setting (Nesheim, 1991) and techniques that can be
utilized by choral conductors with limited training also exist (Walders, 2005). Tamte-Horan
(1989) examined instructional materials to assist conducting students in evaluating tdgie quali
in high school performances. Other studies have examined rehearsal techniques used by
collegiate choral conductors for developing tone in various ensembles (Babb, 2010); Overturf
(1985) studied four high school choir directorsO approaches to implementing vocal sound
concepts. Additionally, choral warm-up philosophy was addressed to determine if background,
training and teaching style affected choral warm-up philosophy of high school choral directors
(Olesen, 2010); and Jenkins (2005) studied techniques that were used by successful high school

choral instructors to develop beautiful choral tone.
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While many studies have addressed some aspect of tone building in choral ensembles,
what has not been isolated is how master teachers actually develop tone in a senaenésl
across time - basically curriculum development for building tone with novice singers. For choir
teachersatall experience levels to develop strategies for instructing novice high school singers,
it is important to draw from multiple ways in which teachers build tone. Reading research by
experts and putting tireideas into actions are challenging tasks. An investigation of the most
frequently used teaching strategies might reveal pexfenethods for tone development with
novice singers. &earch based examination of best practices may provide new and veteran
teachers tools to transform beginning choirs into highly skilled choirs. Therefore, the purpose of
this study is to identify the tone building strategies useselgctechigh school chorahaster

teachers who successfully develop tone with beginning high school choirs.



CHAPTER THREE
METHOD
Introduction

The purpose of this study was to determine what tone building strategies were preferred
by high school master teachers within a beginning choir or with beginning students in a multi-
level choir. Ten master teachers from the Southeastern quadrant of the United Statestedrtici
in on-site interviews, demonstrated vocalises and shared goals, then were video recorded
performing tone building strategies with one beginning level high school choir to provide data
for the study. Interview answers were scripted and categorized according to five areas defined
by the review of literature: breath, resonance, range extension, phonationyehd vo
development. Video data were scripted to ascertain teacher instructions, demonsaradions,
feedback used by master teachers to develop tone. Specific tone building examples from the
interview and rehearsal observations were scripted and categorized.

Participants

Participants for this study included ten master teachers, nominated by university faculty
and confirmed by a panel of experts in the field of choral music education. A multiple case
study design was used to identify similarities and differences between currengepractic
methodologies by expert teachers and literature. Multiple case studies allow obseraptsreo c
different teaching styles and determines how that translates to the general poputiatien (S
2005). The ten master teachers chosen for this study provided insigbxemplary practices
used with beginning high school singers. The ten teachers provided a demographic data section
in the interview process. This information is presented by teacher, labeling each participant by

letter: Teacher A through Teacher J.



TEACHER A has taught choir for 38 years, with 36 years with high school dHeir.
teaches in a small Florida town, that has a sizeable military community. Thelsakool
approximately 1800 students, and at the time of the interview, Teacher A had 150 students in the
choral program and the observed choir had 33 boys. Teacher A is a member of the American
Choral Directors Association, the Florida Music Educators Association, the Nationaladissoc
for Music Education, and is an active member of the Florida Vocal Association. He vedsdsele
as teacher of the year at his current high school and was the runner-up for his county teacher of
the year award. He has conducted the Florida All-State MenOs Chorus and his high school choirs
have toured Great Britain, the PeopleOs Republic of China, Italy, and Spain.

TEACHER B has taught high school choir for five years but taught middle school choir
for fifteen years before her current position at a performing arts high school in a major Florida
city. Teacher BOs choral program had approximately 230 students in the program, with 50
designated as magnet students. 58 girls made up the observed choir. Teacher B is a member of
the Florida Vocal Association, American Choral Directors Association, Florida Music tGdsica
Association, and the National Association for Music Educators. She has presented at stat
conferences and conducted several honor choirs. Her choirs have been selected by blind review
to perform at state and national American Choral Directors Association conferences.

TEACHER C has taught high school choir for twelve years, currently at a suburban
school in Georgia. The school has over 2200 students and there are 118 students in the choral
program; 38 girls were in the observed choir. Teacher C is an active vocal soloist and chorus
member and performs with several professional choirs, including the Atlanta Symphony
Orchestra Chorus and Chamber Chorus. Teacher C is a member of the American Choral

Directors Association, Georgia Music Educators Association and the National Assofoat



Music Educators. He has served as clinician and has conducted several honor choirs in the state
of Georgia, andib own choirs have sung at the Georgia Music Educators Association
Conference.

TEACHER D has taught high school choir for fifteen years, but also taught at the college
level for two years. This teacher instructs students at a suburban school in Georgia that has
approximately 2500 students. Teacher D has 297 students in the choral program and was
observed teaching a 66-member beginning level girls choir. Her choirs have sung for the
Georgia Music Educators Association Conferences and have sung with the Atlanta Symphony
Orchestra, at Carnegie Hall and have toured Washington DC, Austria, Italy, and France.
Teacher D is an active adjudicator and accompanist and has presented research at national
conferences. She is a member of the American Choral Directors Association, the Georgia Music
Educators Association, and National Association for Music Education.

TEACHER E has taught high school for seven years and has had seven additional years
at the junior high level. Currently, Teacher E works at a Georgia suburban school that has
approximately 2500 students. There are 115 students in the program and 33 students were
observed in his ninth grade mixed choir. Teacher E has served as music director for several
churches in Georgia and has served as music director for musicals as well as conducted several
major works. His choirs have sung at the Georgia Music EducatorsO Association Convention as
well as the American Choral Directors Association Summer Convention. He has served as
clinician and guest conductor for honor choirs and is an active adjudicator in the state of
Georgia. Teacher E frequently presents research at state choral conferences and performs as a

vocal soloist throughout the state. He is a member of the American Choral Directors



Association, ChoristerOs Guild, Georgia Music Educators Association, and the National
Association for Music Educators.

TEACHER F has taught high school choir for 30 years, but spent one year at the junior
high level and three years at the university level. He currently teaches at a suburban high school
in Kentucky where the school population is approximately 1900 students. Teacher F has 280
students in the choral program and was observed teaching 29 ninth grade boys. Also, he has
served as Minister of Music at several churches in Kentucky. Choirs under his direction have
performed at the Kentucky Music Educators Association Conference and Teacher F is a member
of the American Choral Directors Association, Kentucky Music EducatorsO Association, and the
National Association for Music Education.

TEACHER G has been teaching for a total of 34 years, with 25 years with high school
choir. He teaches at a suburban school in Georgia that has over 2000 students. His choral
program has 220 students and he was observed teaching 12 freshmen boys. Teacher G is an
active adjudicator and has also served as Director of Music at churches in Georgia. His choirs
have been selected to perform at the Georgia Music Educators Association and the regional
American Choral Directors Association Conventions. His choirs have also toured Vienna,
Salzburg, Austria, France and Italy as well as performed with the Atlanta Symphony. Leading
composers have been commissioned to compose works for his choirs.

TEACHER H has taught high school choir for five years but taught at the university level
for 10 years and has additional experience at the middle school level. She currently teaches at an
urban high school in Kentucky that has over 1700 students. She has 87 students in the choral
program and was observed teaching 21 students in a mixed choir. Teacher H has taught private

voice lessons for over 18 years and also teaches saxophone lessons at another high school in the



city. While teaching at the university level she taught private voice lessons and directed the
musical and opera workshop programs. Teacher H is an active adjudicator and clinician
throughout Kentucky and Indiana. She is a member of the Kentucky Music Educators
Association and National Association for Music Education.

TEACHER | has taught high school choir for 31 years. She currently teaches at a rural
high school in Kentucky that has over 1400 students, with 137 students in the choral program.
She was observed with a 26-member beginning womenOs choir. Her choirs have earned superior
ratings at state and national music festivals during her tenure. Choirs under her direction have
also performed in St. Louis, New York City, Orlando and Toronto, Canada. She is a member of
the Kentucky Music Educators Association and the National Association for Music Education.

TEACHER J has taught high school for 10 years. She currently teaches at a small city
high school in Kentucky that has approximately 800 students. She has 72 students in her choral
program and was observed teaching 26 beginning girls. Her choirs have received superior
ratings at state festivals and have sung in New York City, Canada and the Bahamas. Teacher J
has conducted several honor choirs and has had choirs sing for the Kentucky Music EducatorsO
Association Conference. She is a member of the American Choral Directors Association, the
Kentucky Music EducatorsO Association, and the National Association for Music Educators.

Beginning level choral singers were the focus of this study, so each participant was
recorded in rehearsal with one novice level choir of his or her choice. Directors A, F, and G
were observed teaching beginning male choirs; Directors B, C, D, |, and J were observed with
beginning female choirs; Directors E and H were observed with beginning level mixed choirs.
The participants were not identified in any part of the analysis, and all names, including school,

student, and teacher names were eliminated from the transcript to ensure anonymity.



Equipment/Interview

Technology

A Sony hard drive digital camera (flip video ultra series camera) was used to record all
interviews and rehearsals. The camera was positioned in the back of the classroom or off to the
side, depending on classroom configuration, and was focused on the teacher, (no students were
visible). All videos were transferred to a Macintosh OS X MacBook Pro computer. Video data
and interview-scripted responses were kept secure on an external hard drive.
Interview

The interviews consisted of three sections: Section one asked demographic information,
specifically the state of current position, years of high school choral teaching experierice, mos
advanced degree, years of private voice training, semesters of vocal pedagogy instruction, and
hours of vocal school in-service or conference interest session participation. Section two
consisted of stimulus questions that asked five questions about preferred strategiddirigr bui
tone with novice singers regarding breath, resonance, range extension, phonation and vowel
development. Questions also addressed use of specific vocabulary to describe tone; analogies
and metaphors used for tone teaching; verbal expressions that teachers avoid; differences wit
boys and girls when teaching tone building concepts; and foundational information for
establishing healthy vocal production with developing voices. The third section involved teacher
demonstration of ten teacher-selected vocalises used with novice high school singévs The
vocalises represented each category: breath, resonance, range extension, phonation, and vowel
development, were demonstrated. The teachers performed the selected vocalises using two to
three iterations of each pattern, then provided explanation of vocal goals for each technique, key

selection, and whether use and key were similar for both male and female young singers.



The standardized open-ended interview approach was used, where precise questions
were predetermined to ensure that all participants were asked the same core quesbans (Pat
2002). The standardized open-ended interview approach in conjunction with the interview guide
approach generated the interview data. The latter maintains structure but gives freedtom to as
additional questions as topics emerge (Patton, 2002) [see Appendix A for interview questions].

The interviews were videotaped to note facial expressions and specific gestures. Each
director was asked to sit at a piano for the interview. This setting allowed the directors to play
starting pitches for the vocal exercises presented.

Procedure
Selection of Participants

Music education faculty from universities in the Southeastern quadrant of the United
States recommended lists of candidates, and based upon availability, willingnessifmapeartic
Ten high school choral music educators were selected as participants, five ferddies a
males, to procure the unique perspectives of each gender. Each participant reflected the
following three requirements: (1) had membership with the American Choral Directors
Association OR the National Association for Music Education; (2) had at least five years of
superior ratings at district or state festival OR had conducted a choir in a state, regional or
nationally refereed invited conference OR served as adjudicator for district, state or national
festivals; (3) had at least 10 years of successful secondary level teaching experiean®eOR s
high school experience and at least 10 years of university level experience. Each participant
was contacted, given a brief description of the study and invited to participate. Each participant
received a copy of the interview questions, one week prior to the interview. Instructions to the

participants were to answer the questions with reference to novice high school singers, not



advanced students. The participants demonstrated warm-ups, identified goals for each and then
were observed and recorded performing tone building strategies with one beginning choir.
Site Visits

Preparation for the on-site sessions included email correspondence to confirm date, time,
directions, and parking arrangements. All directors were emailed the interview questions a week
prior to the observation. Directors A and B observations were completed in November 2013,
and Directors C, D, E, F, G, H, I, and J were completed in December of 2013. Participants were
mailed a THANK YOU note for participating in the study.

| made attempts to be discreet during the recording and observational process, in order to
avoid influencing the routine or behaviors of the teachers or students. Video recording of each
teacher was collected from one full rehearsal with a beginning level choir. While obtaining
video of the rehearsal, the researcher acted as a direct observer, not participating mttbe acti
and attempting to be discreet (Trochim & Donnelly, 2006). Efforts were made to reduce the
effects of formal observation on the teacher and student behaviors by setting up the recording
equipment prior to the arrival of any student choir members, focusing the camera only on the
teacher, and avoiding direct contact with choir members during the recording process. During
observations, | took notes and documented thoughts as themes developed (Trochim & Donnelly,
2006). Specific measures were taken to control for factors that could bias results. The
participants were not given specific instructions other than to conduct their rehearsals as usual
and that the focus of the present study was on building choral tone with beginning high school
singers, so as not to bias their rehearsal activities.
Schedule

¥ TEACHER A: Tuesday, November 19, 2013



¥ TEACHER B: Thursday, November 21, 2013

¥ TEACHER C: Tuesday, December 10, 2013

¥ TEACHER D: Wednesday, December 11, 2013

¥ TEACHER G: Wednesday, December 11, 2013

¥ TEACHER E: Thursday, December 12, 2013

¥ TEACHER H: Friday, December 13, 2013

¥ TEACHER F: Monday, December 16, 2013

¥ TEACHER I: Tuesday, December 17, 2013

¥ TEACHER J: Wednesday, December 18, 2013
Data Analysis and Transcriptions

Data were recorded for each teacher during the interview responses to stimulus questions,
warm-up demonstration and goal explanation, and choir observation portions of the visit. A
Sony hard drive digital camera (flip video ultra series camera) was used to record rehearsals for
each participant. Data were stored on an external hard drive and transferred to a mac book pro
for scripting and analysis. Approximately 60 to 90 minutes worth of data for each participant
were analyzed and scripted.

The interview and observation recordings were downloaded on a Mac Book Pro
computer and scripted. The videos could be started, stopped, rewoufastaémavardedas
needed in order to transcribe the data. To ensure accuracy of transcriptions, each recording was
viewed two times. The interviews and observations were transcribed using a naturalized
transcription approach where all vocalizations, including filler words (e.g., Umm, You know,
Uhh), were documented, (Oliver et al, 2006). A sample interview and an observation

transcription are included in APPENDICES C and D (Cruse, 2011).
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Data were analyzed to identify common themes (theme analysis; Patton, 2002) and
unique strategies used by master teacher participants. Data were organized into figures and
tables for ease of interpretation (American Psychological Association, 2011). The data were
classified using deductive analysis into predetermined categories (i.e. breath, resongace, ra
extension, phonation and vowel development) (Patton, 2002). These categories are presented in
Figures 23 through 27. The findings were also compared to tone building strategies found in
literature detailed in Chapter Five-Discussion. Inductive analysis was also used to identify
relationships in the data (Patton, 2002) and to find commonalities between master teachers.

Data from interview and rehearsal observations were compared to vocal and choral
pedagogical literature, which allowed for comparisons and any associations between the
practices used by the participants and literature best practice. These findings highlighted the
methods used by master teachers and supported by choral pedagogues.

Reliability

Peer examination was used to validate categorization of strategies (Merriam, 1998).
Representative strategies and texts were extracted for each teacher and then observéedand labe
by two experienced eighth and ninth grade teachers to assess agreement and disagreement. Using
the interobserver reliability formula, which is number of agreements divided by agreements plus
disagreements [A/(A+D)] (Madsen & Yarbrough, 1980), reliability was 95%.

Purpose

The purpose of this study was to determine what tone building strategies were used by
high school master teachers within a beginning choir or with beginning students in a multi-level
choir. Research gquestions that were examined:

1. What tone development strategies do selected high school choir master teachers use?



2. Is the variable descriptive language included in their pedagogical approach, and if so,
how?

3. Are other variables, such as creation of safe environment, teacher modeling, and use
of movement reported as important by master teachers?

4. Which of five training opportunities most influenced the development of each
teacherOs approach to tone development (Voice Lessons, Choir Rehearsals, Pedagogy

Class(es), Schodistrict In-service, Observation of Master Teachers/Mentors)?

\I



CHAPTER FOUR
RESULTS

This study was designed to examine the tone building strategies of master teachers with
beginning high school choirs. Tone building strategy data included on-site interviews,
demonstrations with stated goals, and rehearsal observations. As documented in Chapter Three,
the recorded rehearsal observations and interviews were played through MacBook, and were
transcribed by the researcher into a Microsoft Word document. In addition, there were hand
written field notes and reflections. After transcribing the rehearsal and interview viteos, t
researcher took notes to document participant responses, which were analyzed and grouped with
like responses, and then headings were established to describe key areas of interest.nérigures a
tables were compiled to indicate the strategies discussed in interviews. Oneat@Veesars
observed and recorded for each choir director to witness strategies in an authentic setting.
Beginning level choirs were observed including, three male choirs (Teachers A, F, and G); five
female choirs (Teacher B, C, D, | and J); and two mixed choirs (Teachers E and H)

The Interview

The interview was divided into four sections: demographics, stimulus questions, a
demonstration section, and rehearsal observation. The results for each section are digplayed wi
figures and tables.
Section I: Demographics

This section included questions to create an individual profile for each participant, in
which teachers were able to respond. Interview questions can be viewed in APPENDIX A.

Question 1.1: The state in which you currently teachTeachers reported Florida,

Georgia or Kentucky, since only teachers from these states were selected. Teachers A and B



were from Florida, Teachers C, D, E, and G were from Georgia, and Teachers F, H, | and J were
from Kentucky.

Question 1.2: Number of years spent teaching high school choifeachers indicated
the number of years teaching high school. Figure 1 shows the response of each director.

Teaching years at the high school level ranged from five to thirty six years.

Years of High School Teaching
Experience

40 | 36
35 30 31

Teachers

Figure 1. High School Teaching Experience

Question 1.3: Most advanced degreeleachers could select Bachelors, Masters,

Doctorate, OR other. Table 3 displays the results.



Table 3

Most Advanced Degree

Masters of
Bachelors of ) .
Bachelors| Music Ed. Music or Doctorate National
; Master of Doctorate Board
of Music w/ . ABD .
Certification Musu_: Certification
Education
A X
B X
C X
D X X
E X
F X
G X X
H X
I X
J X X

Question 1.4: Training. Teachers were asked to specify years of private voice study.

Figure 2 displays a range from two to thirty years of private voice study.

35
30
25
20

Years

15
10

(4]

Years of Private Voice Instruction

I.a..-lI-II.
A B C D & ¥ o = 012

Teachers

Figure 2. Years of Private Voice Instruction
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Question 1.4.2 Teachers were asked about semesters of vocal pedagogy instruction. As
Figure 3 indicates, vocal pedagogy instruction ranged from zero to eight semesters. Three of the

teachers received no university vocal pedagogy training.

Semesters of Vocal Pedagogy
Instruction

10

B

()
---CII o o B
A B  C E  F G  H 1

D J

Semesters
&

Lo

Teachers

Figure 3. Vocal Pedagogy Instruction
Question 1.4.3.Teachers were asked the number of school/district in-service hours

specific to choral music. Table 4 indicates a range of no answer to OcountlessO hours.

Table 4

Hours of School/District In-Service

Hours
A 0
B No Answer
C 10
D |120+
E 10
F Countless
G 3




Table #4 - continued
Hours

H 6

I No Answer

J 0

Question 1.4.4.Teachers were asked to indicate the number of choral specific
conference interest session hours. Table 5 displays the results ranging from no answer to

OcountlessO hours.

Table 5

Hours of Conference Interest Sessions

Hours

30 +

No Answer
30 +

800+

60+
Countless
8

5

No Answer
No Answer

S T IT|Ommg o0 m >

Question 1.5: Rank order learned techniques and strategie3.eachers rank ordered
where they had learned important techniques and strategies for developing tone with high school
choirs. One (1) indicated the most beneficial and five (5) indicated the least benebtid.6 T

displays the results of the rankings.



Table 6

Learned Strategies Rank Or@el{1=Most Beneficial; 5=Least Beneficial]

" : Choir Voice Pedago :
Participants | Observing Rehearsals] Lessons Clagsgy In-service
A 2 1 3 4 5
B 1 2 3 5 4
C 2 3 1 5 4
D 1 3 4 5 2
E 1 2 4 3 5
F 4 3 1 2 5
G 1 2 4 3 5
H 1 3 2 5 4
I 1 3 5 4 2
J 3 1 2 4 5
TOTAL 17 23 29 40 41
MEAN 1.7 2.3 2.9 4 4.1

As the mean score indicates in Table 6, responses fell into three informal groups (high, medium,
and low). Teachers in this study believe they learned the most from observing other teachers.
The second tier includes choir rehearsals and voice lessons as next in importance, followed by a
third tier including pedagogy classes and school/district in-service.

Question 1.6: Conferences AttendedTeachers were asked what music conferences

they had attended in the past year. Table 7 displays the results for each teacher.

Tade 7

Conferences Attended in the Past Year

AC_DA AC!DA State NAEME State

National | Regional | ACDA MENC | Other
A X X X
B X X X X
C X X X X




Table #7 - continued
AC_DA AC_DA State NAEME State
National | Regional | ACDA MENC | Other
D X X X
E X X X X
F X X
G X X X X
H X X X
I X X
J X X

As Table 7 specifies, Teachers A, F, H, | and J reported attending other conferences. Teacher A
attended the Florida Vocal Association Conference; Teacher F attended the choral cordérences
the University of Kentucky, Western Kentucky University, and University of Louisville; Teacher
H attended the Midwest Band and Orchestra Conference; Teacher | attended the Show Choir
Camps of America Conference at Milliken University; and Teacher J attended the University of
Kentucky Creative Choral Conductor Conference. Four of the ten teachers attended four events
(Teachers B, C, E, and G) while three teachers attended only two events (Teachers F and I). All
ten teachers reported attending their state National Association for Music Educatarsnoenfe
(NAFME/MENC).
Section Il: Stimulus Questions: Tone Building Strategies

Question 2.1: Tone Building Strategies: Breath.Teachers were asked to indicate
strategies used to teach breathing. Table 8 displays the tone building strategies used by each

master teacher to build tone through breath exercises.



Table 8

Tone Building Strategies for Breath

¥Bend over at the
waist while seated
¥Hand on
classmates
shoulders'
discourages
clavicular
breathing
¥Silentbreath
through the mouth
and nose
¥Breathe the vowe
about to sing

TEACHER A TEACHER B TEACHER C TEACHER D TEACHER E
¥Slow inhale/Slow ¥Hissing ¥Panting ¥Breathe to the ¥Deep breath;
exhale ¥Alphabet on one ¥Seesaw analogy bottom of the out with all the
¥Staccat@&xercises breath ¥Lay on the floor container bad
¥l ong Phrase ¥Counting on one ¥Hands on the ¥Breath elevator ~ ¥Deep breath;
Exercises pitch lower back to feel ¥Bend ovefor controlled
¥Lip buzzes muscles expansion in back release on's'
¥Show diagrams
and picture of the
anatomy
¥Breathe in for 8,
exhale for 8
(numbers vary)
¥Alphabet on one
breath
¥Lip Trills
TEACHER F TEACHER G TEACHER H TEACHER | TEACHER J
¥Helps students ¥Bend oveto feel ¥Lip Buzzing ¥Elevator going to|  ¥Long phrase
understand how it breathing muscles  ¥Breathing Gym the bottom floor breathing
feels to breathe ¥Addresses DVD ¥Breathe down to.  ¥Short quick
correctly breathing issues ¥Race blowing the naval breaths
¥Lie down on the  with placement | items down a table ¥Fill up the big ¥Hold a note
back ¥Blow out candle inner tube ¥Sing phrases
¥Take varied breat| from various
lengths distances

Question 2.2: Tone Building Strategies: Resonancd.he teachers were asked to
identify strategies used to teach resonance. Table 9 reports the tone building strategies used by

each master teacher to build tone using resonance exercises.
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Table 9

Tone Building Strategies for Resonance

TEACHER A TEACHER B TEACHER C TEACHER D TEACHER E
¥Use the vowels  ¥Sirens on Oee( ¥Njeh (54321) ¥Pretend to bite an ¥Space in the soun
throughout the = ¥Feel sensations  with an nasal apple to sense the ¥Dome shape
whole range ¥Sing with nose sound mask ¥Use architecture
plugged ¥Hand on chest t¢ ¥Feel tone coming analogy
¥Snort to feel soft feelvibrations out of the top of the ¥Hot potato
palate ¥Use falsetto with head imagery
¥Lip trills, Ong,0 the guys ¥Pinky finger on top  ¥Gasping for air
and OeeO vowe ¥Mix falsetto with  teeth; make finger idea
the chest voice buzz ¥Memorize the
¥Hinnah (554321) feeling

¥Have student
demonstrate and

describe
TEACHER F TEACHER G TEACHER H TEACHER | TEACHER J
¥Sing by feeling ¥Work the vowels ¥Humming (touch ¥Humming and n's’ ¥'ee', m's, and n's
¥Get sound and placement sides of face to  ¥Sing above the han ¥forward vowels
forward and ¥l et tone resonat.  feel resonance) ¥'Ooh' for Head tone ¥resonating
outside thaeeth = in roof of mouth ¥Tip of tongue ¥Talk like Mickey consonants
¥Drop jaw to ¥Musical behind front teeth Mouse
make space instrument ¥Go back and ¥Make space with
¥Space needs analogy forth between 'ee' vowels
focus ¥Analogy of and 'ah’ ¥Mah,meh,mee,
¥Play with vowels concert hall roof moh,mooh
using different ¥Use students to
placement model sound
¥Teachemodel
the sound

¥Pinky finger in
front of top teeth

Question 2.3: Tone Building Strategies: Range Extensionlhe teachers were asked
to identify strategies used for extending range with beginning singers. Table 10 displays the tone
building strategies used by the ten master teachers to develop tone with range extension

exercises.



Table 10

Tone Building Strategies for Range Extension

TEACHER A TEACHER B TEACHER C TEACHER D TEACHERE
¥Use half step ¥Take any ¥Lip trills ¥Start guys in = ¥Vocal sirens
increments exercise high or  ¥Alternate lips | falsetto and bring  ¥Lip trills
low trills with singing them down [pitched and
¥Hourglass ¥Teach boys | ¥'Hello," "Keys un-pitched]
shape for men; falsetto to the car," and  ¥Marathon
flip point ¥Don't press on  “"Holy Moly * analogy
¥Work the larynx going low voice
extremes then ¥five note pattern; ¥Teach boys to
connect them going down on = flip into falsetto
‘ah' ¥Bring head
¥Sliding to go voice down
down low
¥Singers must
explore their own
voice
¥Girls should sing
both alto and
soprano
TEACHER F TEACHER G TEACHER H TEACHER | TEACHER J
¥Use falsetto ¥Soft when ¥eeah' ¥| Know ¥5t09
with boys going down (1234543212345 (1123454321188 ¥Seeya
¥Nee ¥Sinus 6789 55331) ¥Slides
¥Allow the connection as ¥87654321) ¥Hello | love you
vowel to open guys go low ¥Don't talk too goodby
up on top ¥Have boys use much about (1357531)
falsetto break; use space
and air
¥Have boy4§ip
into falsetto
¥Carry falsetto
down

Question 2.4: Tone Building Strategies: PhonationTeachers were asked to indicate

strategies used to teach phonation. Table 11 displays the tone building strategies used to teach

phonation.



Table 11

Tone Building Strategies for Phonation

TEACHER A

TEACHER B TEACHER C TEACHER D TEACHER E
¥Teach good = ¥In for four, out  ¥Explore all ¥Breathe thru ¥Vowels
breath support for eight rackets the shape of the without
(exhalation ¥Humming, vowel consonants
amount varies) 'm's,''n's,'and ¥Lip trill ¥'ooh,' 'ee," and
¥Multiple 'ng's' ¥model sounds German umlaut
attacks on one ¥Humming and ¥Sound comes
note bright vowels outin a fan
¥Circular versus
triangle
breathing
¥Model
TEACHER F TEACHER G TEACHER H TEACHER | TEACHER J
¥|nvisible 'd' 'h*  ¥Lip/Tongue ¥ee' ¥Zsounds ¥m's and n's
or 'hoo trills ¥'humming ¥Zingah ¥Aspirated H
¥Voiced (154321) ¥Experiment
consonants with bad and
¥Have breath good onset
moving before
making sound
Table 12
Tone Building Strategies for Vowel Development
TEACHERA | TEACHERB TEACHERC = TEACHERD TEACHERE
¥Pure vowels = ¥Vowels happer ¥Space; Dome ¥Teach lip and ¥Solfege
¥Modify vowels | inside before idea mouth shape  ¥Start with ‘o0’
when necessary  they happen @ ¥Start with pure  ¥Match ‘o0’ vowel and
outside ‘ah’ vowels branch out
¥Roundness ¥Mah, meh, ¥Teach bright ¥Be consistent
¥Soft palate mee, moh, and dark [use with vowels
space mooh [use Bnd | brighto-meter]
¥Put an OohO signs] ¥Listen to choirs
behind the ¥Modify vowels that have
vowels when going up ' beautiful sounds
¥Talk about ¥Have students
where to put the model good
vibrations vowels
¥Dissect the
vowel
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Table #12- continued

TEACHER F TEACHER G TEACHER H TEACHER | TEACHER J
¥Five Latin ¥Five Latin ¥Visualization ¥Listen to exper ¥Solfege
vowels vowels ¥Hand motions groups and ¥Hand signs
¥Teach IPA ¥Drop jaw ¥Tall space analyze sounds
¥Tall vowels ¥Use correct = ¥Vampire idea ¥Sing like
¥Teach vowelson sight Dracula would
Diphthongs and reading ¥Use open
Vanishes numbers vowels

¥Dissect vowels ¥Start with 'ooh’

vowel

Question 2.5: Tone Building Strategies: Vowel Developmenileachers were asked to

identify strategies used to develop vowels. Table 12 displays the tone building strategies used to

develop vowels.

Question 2.6: Specific Vocabulary used to Describe Tone Building.eachers were
asked to pinpoint words or phrases used to express tone ideas. Common terms among the
teachers were OtallO [seven teachers], OspaceO or OspaciousO [three teachers], OforwardO [two
teachers] OroundO [two teachers] ObrightO [two teachers] Osoft palateO [two teachers] and Oin the

head® or Ohead tone [two teachers]. Figure 4 displays the specific vocabulary used by each

teacher to describe his or her tone-building concept.
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Figure 4: Specific Vocabulary used to Describe Tone Building Concept

Question 2.7: Analogies/Metaphors/Imagery used to support tone teaching.

Teachers were asked to share important analogy/metaphor/imagery descriptions used to describe

particular tone concepts. Tables 13 through 22 display the analogies, metaphors and imagery

descriptions used by the master teachers to support tone teaching.
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Table 13

Analogy/Metaphor/Imagery for Teacher A

TEACHER A

Analogy/Metaphor/Imagery

Purpose

Focus sound high in the head for gi

Resonance/Placement

Interview

Focus sound in the forehead for boy

Resonance/Placement

Interview/Observation

Spin the 'ee' or '00' Resonance/Placement Interview

Dome space Space/lift soft palate Interview

Bring some body to the tone Breath support Observation
Stay in thenead Resonance/Placement Observation
More space on the top Resonance/Placement/Space Observation
DonOt get dark Forward placement Observation
Mouth is stuck Tension Observation
Lift the tone Resonance/Placement/Space Observation
Plenty heady Resonance/Placement Observation
Grabbing breath Tense breathing/not deep or preparg Observation
Gulping a breath Tense breathing/not deep or preparg Observation

8% of the analogy/metaphor/imagery descriptions discussed in the interview were observed in

the rehearsal for teacher A. Seven out of the thirteen descriptions dealt with resonance and

placement.

Table 14

Analogy/Metaphor/Imagery for Teacher B

TEACHER B

Analogy/Metaphor/Imagery

Purpose

Hourglass shape to describe male
range

Navigating the range

Interview

Circular versus Triangle breathing

Breathing and Phonation

Interview/Observation

"Don't pull off the voice" Reminder to use breath for singing | Interview
Describing tone without breath and

Black and White versus Color with breath (respectively) Interview

Put an 'oh' behind each vowel Lifts soft palate Interview

Head voice/Chest voice Range Interview

£t




Table #14- continued

Analogy/Metaphor/Imagery | Purpose

The 'lift" in the voice Refers to passaggio Interview

Bag of arrows Resonance/Placement Interview

Math quadrant (four quadrants) and

person's profile Placement Interview
Describes different styleé.e. Brahms

Target symbol vs. Motet sound) Interview
Shape on the inside of mouth for

Play dough factory vowels Interview

Instruments (i.e. cello vs. marimba)| Articulation Interview

Put the resonance on the shelf

Resonance/Placement

Interview/Observation

Singthrough the high note

Breath and Range Extension

Interview

Ping Pong Paddle versus tennis
racket

Resonance (i.e. Baroque sound vers
Brahms)

Interview/Observation

Moving from a heavier sound to a
lighter sound that still has resonance|

Russian Nesting Dolls quality, depth, and detail Interview
Speedometer Breath energy and vibrato speed Interview
Increasing breath energy to get high
Trumpet notes Interview
Flute; Condensing air into a smaller| Helps when singing sharp; air is
space moving too fast Interview
Duck moving across the water; feet| Slow air requires muscle control not
paddling underneath laziness Interview
Air underneath the tone Breath supporbalance Interview
Northern hemisphere Helps boys with head voice Interview
Referring to where boys change into
Flip Point falsetto Interview
Try to make transition seamless acrc
Hide your flip the range Interview
Painting Phonation, Articulationbreath Interview/Observation
Inside of a Parachute Mouth space/lifted soft palate Interview
More spin Placement Observation
Balance scale Space and placement Observation
Like dynamite, it just exploded Glottal attack Observation
Space needs linegtane Placement Observation
Make a V versus a Rectangle Space and placement Observation
Upside down triangle Space and placement Observation
Upside down turkey Space and placement Observation
Sing through your ears Space and placement Observation
Paddle ball Placement and Focus Observation
Vertical space Space in mouth Observation




Table #14- continued

Analogy/Metaphor/Imagery | Purpose

Different hemisphere for certain

notes Placement Observation
Fat marker versus thin point sharpig Placemenand Focus Observation
Flinging paint Choppy notes Observation
Oval versus circle space Space/lift soft palate Observation
Make consonants mushy Diction Observation
Detach tongue and put it in the basl Diction/legato singing Observation
Yawn shape Space/lift soft palate Observation
Don't chew words Diction Observation
Use soft tongue Diction/legato singing Observation
Knees are loose Body alignment Observation
Turn the Oreo cookie on its side Space/lift soft palate Observation
Soft Knees Body alignment Observation

8% of the analogy/metaphor/imagery descriptions discussed in the interview were observed in

the rehearsal. Placement in combination with space or resonance imagery was used the most by

Teacher B.

Table 15

Analogy/Metaphor/Imagery for Teacher C

TEACHER C

Analogy/Metaphor/Imagery | Purpose

Pant like a dog Engages breathing muscles Interview

Seesaw Inhalation and Exhalation Interview

Dome space Space/lift soft palate Interview

Tall Vowel Spacellift sofpalate Interview/Observation
Pelvic floor Reminds students to breathe deeply| Interview

Put it in your thighs

Strength and fixes breathy tone

Interview/Observation

Reminds students of appropriate

Like a tree posture Interview
Remindsstudents of appropriate

Unravel and root posture Interview

Sound coming out of the back of the

head for girls Placement Interview




Table #15- continued

Analogy/Metaphor/Imagery | Purpose

Sound coming out of a hole in the

forehead for guys Placement Interview

Cleanhouse Vowels need to be clean and pure | Interview

Sing like various age groups Fixes vowels, space Interview

Low Breath Breathe deeply Observation

Hunker Down Breath support Observation

Sing vertically Space/lift soft palate Observation

Space on top Resonance/Placement/Space Observation
Shape on the inside of mouth for

Breathe in the vowel vowels Observation

Don't put on the breaks Keep air flowing Observation

Like a hole in the top of your head | Resonance/Placement Observation

11% of the analogy/metaphor/imagery descriptions discussed in the interview were observed in

the rehearsal. Eight out of nineteen descriptions were related to breath.

Table 16

Analogy/Metaphor/Imagery for Teacher D

TEACHER D
Analogy/Metaphor/Imagery | Purpose

Breathe to the bottom of the contaifl Reminds students to breathe deeply| Interview/Observation

Breath elevator Reminds students to breathe deeply| Interview

Pretend to bite and apple Helps students feel mask Interview

Tone coming out of the top of the

head Placement Interview

"Hello," "Keys to car," and "Holy Helps boys with three areas of

Moly" voice registration: Falsetto, Mix, and Cheq Interview

Flipping Refers to where boys flip into falsettq Interview
Bright-o-meter Placement Interview

Tall Vowel Spacellift soft palate Interview/Observation
Larry Lies Low Larynx should be low Interview/Observation
Surprise Breath Helps to take a quick, deep breath | Interview

Toothpicks between the molars Space/lift soft palate Interview




Table #16- continued

Analogy/Metaphor/Imagery | Purpose
Bite a hot pizza Spacel/lift soft palate Interview
Place the sound through the roof of
the mouth Space/lift soft palate/Placement Interview
Feel the hair lifting in the back Resonance/Placement Interview
Tonecoming out like a question malf Resonance/Placement Interview/Observation
Floating down a river Breath Interview
Motor boat propeller Breath energy Interview
Coming down on a note instead of
Butterfly landing on a leaf lifting up to a note Interview
Grain silo Grounded body prepared for breath | Interview
Grounded Posture Interview
Expand 360 degrees Breathe deeply Interview/Observation
Mask Nose and eyes area Interview
Feel bubbles in those vertebrae Relaxation/body alignment Observation
Feel likegrowing two inches taller | Body alignment Observation
Knees are loose Body alignment Observation
Put goal posts up Space in mouth Observation
Sing like various age groups Resonance/Placement/Space Observation
Dark chocolate caramel sounds Resonance Observation
Juan' instead of 'one’ Vowel Observation
Like a lighthouse Resonance/Placement Observation
Let your air out through a straw Breath management Observation

16% of the analogy/metaphor/imagery descriptions discussed in the interview were observed in

the rehearsal. Teacher D used breath and placement descriptions most frequently.

Table 17

Analogy/Metaphor/Imagery for Teacher E

TEACHER E

Analogy/Metaphor/Imagery | Purpose

Dome space Space/lift soft palate Interview
Space in the sound Space/lift soft palate Interview
Architecture Space/lift soft palate Interview
Hot potato Space/lift soft palate Interview
Gasping of air Space/lift soft palate Interview

! +0



Table #17- continued

Analogy/Metaphor/Imagery | Purpose

Marathon Rangeextension Interview

Sound come out in a fan Placement Interview

Darts vs. Paintball Focus, phonation and resonance Interview

Sing like various age groups Fixes vowels, space/matures the soy Interview

Hourglasgo describe male range Navigating theange Interview

Triangle Navigating the range Interview

Conversational pitchsssinging pitch | Reminds students to use singing Interview
voice/mechanism

Put the tone in the mask Nose and eyes area Interview

Julia Child or Mickey Mouse voice, | Helps boys with three areas of Interview

"Keys tocar," and "Holy Moly" voice| registration: Falsetto, Mix, and Ches

Be on the voice Sing with breath under the tone; use| Interview
the breath

Playing the violin Breath activation Interview

Breathe out all of thbad Exhale Interview/Observation
Pucker up Round lips for vowel Observation
Round sound Round vowels Observation
Flat vowel Vowel needs more space and lift of | Observation
the soft palate
Keep it spacious Space/lift soft palate Observation
Like agymnast that sticks the landir] Pure vowels Observation
Don't land on the bottom note Shape in the phrase Observation
Like your spitting every word Diction Observation

4% of the analogy/metaphor/imagery descriptions discussed in the interview were observed in

the rehearsal. Teacher E used space descriptions most frequently.

Table 18

Analogy/Metaphor/Imagery for Teacher F

TEACHER F
Analogy/Metaphor/Imagery | Purpose
Forward sound Placement Interview

Sound outside of the teeth

Forward placement

Interview/Observation

Give it space

Space in mouth/lifted soft palate

Interview/Observation

Let the vowel open up on top

Placement

Interview

Invisible 'd' or 'h'

Helps with clean onset

Interview

+&




Table #18- continued

Analogy/Metaphor/Imagery

Purpose

Tall Vowel

Spacel/lift soft palate

Interview/Observation

Round Space/lift soft palate Interview
Broad Space in mouth/lifted soft palate Interview
Bright Placement Interview/Observation

Create your own resonance or

ambiance Resonance/Placement Interview
Sing like various age groups Fixes vowels, space/matures the sol Interview
Sound like Julia Child Spacellift soft palate/Head voice Interview
Sound like stepping on a dog Bad sound Interview
Sounds like a cheerleader Sound Interview
Push on thaccelerator Breath energy Interview
Yawn Spacellift soft palate Interview

Flippy place/Flip it over

Referring to where boys change into
falsetto

Interview/Observation

Buzzing a blade of grass Tension free breath Interview
Blowing air between the thumbs Tension free breath Interview
Make it high Placement Observation
Killing the sound Vowels need to be clean and pure | Observation
Make it naked Vowels need to be clean and pure | Observation
B Pure vowels/careful of consonants
DonOt curl your sound shut getting in the way Observation
Lips could have a party No tension in the lips Observation
Pure vowels/careful of consonants
Don't choke off the sound getting in the way Observation
Press it into your face Nose and eyes area/feel sensations | Interview

19% of the analogy/metaphor/imagery descriptions discussed in the interview were observed in

the rehearsal. Teacher F illustrates space most frequently through analogy/metaphor/imagery

descriptions.




Table 19

Analogy/Metaphor/Imagery for Teacher G

TEACHER G

Analogy/Metaphor/Imagery | Purpose

Mask or face Nose and eyes area Interview
Reminds students that larynx should

Mr. Larry Nix be low Interview

Let the tone resonate in the roof of

the mouth Space/lift soft palate/Placement Interview

Resonate like a double bass Resonance Interview

Roof of a concert hall Space/lift soft palate Interview

Sinus connection as guys go low Forward Placement Interview

Flipping

Referring to where boys change into
falsetto

Interview/Observation

Making therange seamless

Try to make transition seamless acrc
the range

Interview

Focus tone towards the teeth/Put it
right on the teeth

Forward placement

Interview/Observation

Round Spacellift soft palate Interview
Tall Vowel Space/lift soft palate Interview
Not on the soft palate but in front of
the soft palate Space/lift soft palate/Placement Interview
Cathedral ceilings Space/lift soft palate Interview
Titanic, turn it bottom upwards Spacellift soft palate Interview
Spin the sound Resonance/Placement Interview
Space/lift soft palate/Placement/Stag
Lift eyebrows presence Interview
James Earl Jones, Dark Vader,
Dennis (AlFState Commercial) Resonance Interview
Place the tone Placement Interview
Make the Sound like a question mal Resonance/Placement Interview
Sing like various age groups Fixes vowels, space/matures the sol Interview
Juan Helps students with the word 'one' | Interview
Like a guppy in an aquarium Legato singing Observation
Like a dying cat in a hail storm Tensionin the sound Observation
Be like a balloon Breath Observation

+(




8% of the analogy/metaphor/imagery descriptions discussed in the interview were observed in

the rehearsal. Nine placement and nine space/lifted soft palate descriptors were used by

Teacher G.

Table 20

Analogy/Metaphor/Imagery for Teacher H

TEACHER H

Analogy/Metaphor/Imagery

Purpose

Flipping

Referring to where boys change into
falsetto

Interview

Forward sound

Placement

Interview/Observation

Tall Vowel/Tall Space

Space/liftsoft palate

Interview/Observation

Vampire Fangs

Spacellift soft palate

Interview/Observation

Imagine hands are cold; blow in the| Opens throat Interview
Helps achieve a resonant and open
Don't sound like a creeper (boys) | sound Interview
Don't soundike Minnie Mouse
(girls) Reminds them to have open throat | Interview
Buoyant air Breath Interview
Planting trees Reminds to keep air flowing Interview/Observation
Floating down a river Smooth breath Interview
Blow all the air out Exhale Observation
Like breathing through a straw Inhalation Observation

Pull down on rubber band

Breath support balance

Interview/Observation

Brighter vowels Space and placement Observation
Like I've stepped on my little dog's

toe Tension and lack of phrasing Observation
You have some kind of boycott on

final consonants Diction Observation
| need a spit guard Diction Observation
Run away wagon Tempo issues caused by poor breatl Observation
Brush strokes Legato singing Observation

26% of the analogy/metaphor/imagery descriptions discussed in the interview were observed in

the rehearsal. Seven of the nineteen descriptions dealt with breath.

+)




Table 21

Analogy/Metaphor/Imagery for Teacher |

TEACHER |

Analogy/Metaphor/Imagery

Purpose

Elevator going to bottom floor

Reminds students to breathe deeply

Interview/Observation

Breathe down to the naval Reminds students to breathe deeply| Interview
Fill up the big inner tube Reminds students to breathe deeply| Interview
Sing above the hand Placement and Head voice Interview
Talk like Mickey Mouse Helps students find head voice Interview
Dracula Vowels Interview
Bright Placement Interview
Chocolate Describing tone Interview
Bell Describing tone Interview
Spinning Placement Interview
Shooting a basketball Placement Interview
Clarinet registers Registrations Interview
Belly breath Breathe deeply Observation
Use the bottom as a springboard Placement/Registration Observation
Breathe in the vowel Vowel Observation

7% of the analogy/metaphor/imagery descriptions discussed in the interview were observed in

the rehearsal. Teacher | used both placement and breath descriptions frequently.

Table 22

Analogy/Metaphor/Imagery for Teacher J

TEACHER J

Analogy/Metaphor/Imagery

Purpose

Tall Vowel

Space/lift soft palate

Interview

Forward sound Placement Interview/Observation
Yawning Space/lift soft palate Interview
Sniff a flower Spacellift soft palate Interview
Singer's smile Space/lift soft palate Interview

Sweet spot

Placement

Interview/Observation

Pucker

Round lips for vowel

Observation

+*




Table #22- continued
Analogy/Metaphor/Imagery | Purpose

Vowel needs more space and lift of
Flat vowel the soft palate Observation

Round Mouth space/lifted soft palate Observation

22% of the analogy/metaphor/imagery descriptions discussed in the interview were observed in
the rehearsal. Six of the nine descriptions related to space and lift of the soft palate.

Question 2.8: Avoided Verbal ExpressionsTeachers deliberately avoid particular
words and phrases with developing singers to reduce the potential for confusion, tension, or other
problems. Common expressions avoided by the master teachers were OpushO (two teachers),
OloudO (four teachers), OsoftO (two teachers), and OfalsettoO (two teachers). Figure 5 indicates

individual choices.
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Figure 5. Verbal Expressions Avoided by Master Teachers
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Question 2.9: Differentiated Instruction for Boys and Girls. Teachers differentiate
instruction for boys and girls. Table 23 indicates individual choices for breath, resonance, range

extension, phonation and vowel development instruction for boys and girls.

Table 23

Differentiated Instruction for Boys andi&

BREATH | RESONANCE RANGE PHONATION VOWEL MISC.
EXTENSION DEVELOP.
Body is the Head tone Notices more | Mostly the
resonator. reference is | breathiness with same
Focus in the different girls; boys have| between
forehead for difficulty with genders;
boys and focus the break with girls to
high in the head modify the
for girls vowels in
the upper
range
Boys need| Focuses boys Works the Same
more air sound in the | women up from
to match | nose area, the| middle voice;
pitch northern works the boys
hemisphere down from
falsetto
Works girls | Believes all
and guys to| areas, breath
modify the resonance,
vowels that range
way its extension,
appropriate | phonation
for each and vowel
genders development
range come easier
for girls;
Boys are
more
competitive
and willing to
take risks
Works the Boysmore
women up from competitive
middle voice; and willing to
works the boys take riks;
down from gender
falsetto separated
choirs
important for
dev. voices




Table #23 continued

BREATH RESONANCE RANGE PHONATION VOWEL MISC.
EXTENSION DEVELOP.
E Voice change is Boys are
different more
between girls competitive
and guys and willing to

take risks; hag
to approach
girls and guys|
differently,
girls tend to
be more
sensitive;
girls try to
sing like they
are talking
F Changes the Necessary to
keywhen have multiple
necessary to parts
accommodate available for
the boys' range the guys to
sing; girls
have a fuzzy
sound during
the voice
change; work
placement,
space, and
vowels to
help with
fuzz
G Helps each Ninth grade
gender work girls come in
through the with an un
break energized and
un-athletic
sound; feels
he can be
more direct
with the boys
and has to be
more gentle
with female
students

H Has to work Talks to boys
head voice with| about yodeling
girls since they| to navigate the

want to sing in passaggio;
chest voice works the
most of theime | falsetto with the
boys




Table #23- continued
BREATH RESONANCE RANGE PHONATION VOWEL
EXTENSION DEVELOP.
I Admits it is
difficult for
young males
to have a
female
teacher, but
uses older
male students
to model the
sound
J Same Pulls the boys | Teaches boys| Pulls the boys Brings male
out separately | how to use the| out separately clinicians in
to help with | falsetto; teachey to help with to model for
resonance girls how to phonation male studentg
connect the
head and chesi
voice

Question 2.10: Additional details establishing healthy vocal productionTeachers
were asked what else they deemed important in establishing healthy vocal production. They
were also asked if there was anything else they wanted to say about tone building with
developing voices.

TEACHER A: This teacher was passionate about students standing for rehearsals.

We sing in the standing position 100% of the time during rehearsal. To
do otherwise with young voices is an exercise in futility. Posture is
fundamental to the entire instrument. Nothing occurs without the space
to breathe and the muscles used in breathing must be able to be free to
do their work. Sitting down is a waste of time and simply an
accommodation for the lazy. Unless physically handicapped, there is no

reason singers should sit and sing. DonOt we expect them to stand and



sing concerts? When do you teach the transition from sitting to standing

and how many adolescent boys and girls consistently use good sitting

posture? This is simply a conflict. Practice how you perform. Itis as

simple as that. My kids will not sit and sing. They insist on standing

(Teacher A Interview, 2013).

TEACHER B: This teacher believes it is important to sing by feelings and sensations.

She also feels that modeling is critical. Ol found that kids give back 70% of what you modelEl
donOt explain it a lot, | do itO (Teacher B Interview, 2013). She also says that experimentation is
important; for example, she experiments with colors, weights, and styles. She states that i
important to choose literature that allows the students to make vocal adjustments.

| want them (students) to have options as a soloist and as members of

ensembles, because | think that thatOs what makes them the most valuable

to themselves and which ultimately produces the highest quality aesthetic

experiences, not only for the listener but also for them, and thatOs my

biggest mantra, | teach music because | believe that the aesthetic

experiences that conductors and singers and listeners have, change us.

And that doesnOt happen without a quality experience, so thatOs where it

begins and ends for me (Teacher B Interview, 2013).

TEACHER C: This teacher stressed the importance of students being physically active

and healthy. He, like Teacher B, says it is important to select repertoire that is appropriate for

the studentsO level of development.



TEACHER D: It is important for students to listen to high quality music so they have a
quality model in their heads. She says it is important to be encouraging but that she never
accepts poor tone.

TEACHER E: This teacher says consistency is important. He also expects hissstudent
to be aggressive as they work in class because it is imperative Oto get them out of their boxO
(Teacher E Interview, 2013). He also encourages his students to make mistakes early so that he
can help them fix the problems. Ol think there are a lot of singers that are so afraid of messing up
that they never really experience singingO (Teacher E Interview, 2013). He works to break down
barriers and to build relationships with students so that they are teachable.

TEACHER F: He emphasizes that breathing, vowel choice, vowel unity and meeting
kids where they are is important. He also feels it is valuable to take tension out of the sound and
body.

TEACHER G: This teacher feels it is important to listen to high school age singers and
choirs to know what sounds are possible. He says it is important to know how to deal with range
issues, especially with male singers. He reports that it is sometimes necessange the key
to accommodate singers. According to Teacher G it is vital to listen to students and maodel whe
necessary.

TEACHER H: She believes good breath is key, she states, Oif you have good breath
support you can survive anythingE.l donOt care what kind of music you are singingEit all starts
with the breathO (Teacher H Interview, 2013).

TEACHER I: This teacher stresses the importance of taking care of the body. She

believes drinking water and getting rest is important for the singing voice.



TEACHER J: She says doing unison pieces works well for voice building. OWe start out
with unison pieces, just to, to work on voice buildingE.and we can really start working their
ears and tuning and vowel formation and unificationO (Teacher J Interview, 2013). Teacher J
thinks it is valuable to create a positive environment for students so they are comfortable to try
new things.
Section Ill: Demonstration of Vocalises

The third part of the interview asked teachers to demonstrate vocalises they used
frequently to build tone. In addition, teachers explain the goal of each exercise, as well as
whether the exercise would be modified to accommodate gender specific issues. Tables 24 to 28

display the exercises that were demonstrated by each teacher and the goal for each exercise.

Table 24

Demonstrated Breath Excises

TEACHER A TEACHER B TEACHER C TEACHER D TEACHER E
¥Starting Pitch = ¥Counted Hissing  ¥Take low deep ¥Align the body ¥OOut with all the
G4: ¥Pulsated hissing breath and hold (holc {foot under each  bad®exhale
5313531353135 = Busing different for 5 + seconds) shoulder, chest ¥Controlled
Habascending by  articulations; ¥Hissing and up, shoulders release/
$ steps legato, staccato, pulsated hissing back} controlled release
¥Sustaining marcato ¥Exhale all the on 0sO
exercises old air out ¥Allows the
¥Inhale filling up students to
the container practice
¥Expand 360 managing the
degrees breath

¥Exhale on Oshh ¥Consonant on
¥One hand on beats one, two,
chestone hand and three, breath
on abdominals on four
¥Initialize
phonation and
consonants




Table #24 continued
TEACHER F TEACHER G TEACHER H TEACHER | TEACHER J
¥Starting pitch =  ¥Pulsating OsO  ¥Breathing Gym = ¥OMy Country tis ¥Long phrase an
Bb3/4: 54321 ¥Sustained OsC DVD of TheeO on one  short phrase
Trill an R {tongue ¥t p, k, s sounds| ¥Starting Pitch = C4 breath breathing
trill} B 181- Lip trill & ¥Hand in front of = ¥Hold a note
descending b$ descending b$ face/mouth
steps steps ¥In for four,
¥Starting pitch = ¥Starting Pitch = G4  exhale on shh
Db3/4: 13531 54321BLip trill B (students raise
Bah bah bal® descending b$ arms on the
ascending byb steps inhale, and lower
steps hands on the
¥ 11233454320 exhale.
Hoobascending
by $ steps {hands
on ribs and
breathe three
timesBOout, out,
outO}
Table 25

Demonstrated Resonance Exercises

TEACHER A TEACHER B TEACHER C TEACHER D TEACHER E
¥Starting Pitch =  ¥Starting Pitch 8b: ¥Starting Pitch = = ¥Starting Pitch =  ¥Starting Pitch
E4: 54321D0eeO  554321Dzingee = Ab4: 54321DNjeh A4: 554321D = F#4: 0000
or OeeO to OahO  (Have students (ascending b ping-ah (ascendinc ¥Starting Pitch

OahO or OoohC  sustain particular steps) by $ steps) = Db3/4:

¥Starting Pitch = =~ pitches to create a  ¥Starting Pitch = = ¥Starting Pitch = 154321Phung
C3: 53423127P @ chord; sopranos | or  Bb4: 54321 E4: 12345432 ah or humming

Oee, eh, ah, oh, oo 5, soprano |l on 3, Hum-ah dee (ascending by
Bdescending b altos on 1 (descending b$ $ steps)
step ¥Starting Pitch = E4 steps) {put hand on
12321Pzee and lip chest}

trill (alternating)
¥Starting Pitch = F4
123454321 zee
and lip trill
(alternatimg)
¥Starting Pitch = F3
12321 zee
(uses threaote
exercises for guys)




Table #25- continued

TEACHER F TEACHER G TEACHER H TEACHER | TEACHER J
¥Starting Pitch = ¥Mr. Larry Nix ¥Starting Pitch =  ¥Starting Pitch = = ¥Starting Pitch
G#: 54321DNee  ¥Hands behind the. C4: 54321BHum  Cb5: 53423127D | = A4: 554321D
(descending bs head, with elbows = (descending b Wee oh wee Hungee

steps) lifted step) (descending first, = (descending by
¥Buzzing, MOs an ¥Starting Pitch =  then ascending) $ steps)
NOs G4: 53421bWee  ¥Starting Pitch = = ¥Starting Pitch
{1%t Do eveything C4: 1b31, 15, =C4:
bad; 2% Do it 5b3 1DMany 1234543210
correctly} mumbling mice Hum
(ascending by ¥Starting Pitch
steps) = A4: 515
{sliding
between notes}
BNoh nah noh
(descending by
$ steps)
Table 26
Demonstrated Range Extension Exercises
TEACHER A TEACHER B TEACHER C TEACHER D TEACHER E
¥Starting Pitch = ¥Starting Pitch = ¥Starting Pitch = B5 ¥11233453Ptee  ¥Sirens/lip trill
F3: 154321 Bb4: 54321 543212345432D ee ee ee ee ee @ sirens
Loo yah lip trill (ascending ah ah ¥Starting Pitch =
¥Starting Pitch = by $ steps) ¥Starting Pitch = C3/4: 13531
C3: 54321bee, ¥Sirens or sirenon i E4: 58531BI Yah ha ha
eh, ah, oh, ooh lip trill sigh to sing (ascending by
(descending by ¥Starting Pitch = C4 (ascending by steps)
$ steps) 54321bah steps) {have girls ¥Starting Pitch =
(descending b$ start on a C or B} F4:
steps) ¥Starting Pitch = 414525636E -
A4: Zoh zah zoh/Zah
187898765432D zah/zee zee
Theeah
(as@ending by$
steps)
TEACHER F TEACHER G TEACHER H TEACHER | TEACHER J
¥Bah bah ba®  ¥Starting Pitch =  ¥Fives to Nines: = ¥Starting Pitch = ¥Starting Pitch =
13531 C5: ah (boys in 123454321234567¢ C4: C4: 13588853
(ascending by  falsetto to match 987654321 11234543211885 DSeeah

steps) (have girls) ¥Weeb54321 5331BI know (ascending byb
boys drop out  ¥Starting Pitch = (move step wis® (ascending by steps)
when itistoo G4: 585858531 have boys and altos steps) ¥Starting Pitch =

high) bBtheeeh, thee drop out when ¥Starting Pitch = C4: Five to nines
oh, theeah/Lip necessary) C4: 135853P bon solfege
trills Hello | Love you
good bye
(ascending by
steps)




Table 27

Demonstrated Phonation Exercises

TEACHER A TEACHER B TEACHER C TEACHER D TEACHER E
¥Starting Pitch = ¥eeO or Ooo(  ¥Starting Pitch = = ¥Starting Pitch = E4 ¥Starting Pitch
C3: 54321bkee, Db4: 151b 1123454321234543; = C4:
keh, kah, koh, koo Humming 1DBLip trill, ee, ah 1234321D
(descending b$p (ascending byb (ascending byb ooh
steps) steps) steps)
¥Starting Pitch = ¥Starting Pitch = = ¥Starting Pitch = D4
C3: 54321bmee, Eb4: 54321 154321BTheeah
meh, mah, moh, Loo ee {imitatethrowing a
moo (descending by (ascending byb Frisbee during
$ steps) steps) exercise}
¥Starting Pah = Ab: ¥Starting Pitch =
Ab (down) Db B: 554433221
(down) C (up) G Neeah (for boys)
(down) F# (down) B/ (descending b
(down) Bb (up) F = steps) {put hand on
(down) E (down) A chest when they
(down) AbBHum have moved
to chest voice}
TEACHER F TEACHER G TEACHER H TEACHER | TEACHER J
¥Starting Pitch = ¥Sound like = ¥Starting Pitch = C4 ¥StartingPitch = C4: ¥Starting Pitch
D3: 555555432 various age 1353% hum 154321Dzing-ah = E4: 154321
hing-ee, hingeh, groups ¥Starting Pitch = C5 (ascending by half DBNeeah
hing-ah 1234321- Tongue steps)
behind upper teeth  ¥Mah, meh, mee,
(ascending by half moh, moo:
step) 555554321
¥Weeb534231
Table 28
Demonstrated Vowel Development Exercises
TEACHER A TEACHER B TEACHER C TEACHERD TEACHERE
¥Starting Pitch = ¥Starting Pitch =  ¥Starting Pitch = ¥Starting Pitch = ¥Starting Pitch
E4: 54321bee, | E4: 12321Dee or Ab4: 555554321 C4: 8765432 = F#4: Mah
eh, ah, oh, ooh zee BMah, meh, mee, doo (divided meh mee moh
(descending b ¥Starting Pitch=  moh, moo (use = scalebhold a moo (hand
steps) B4: 54321Booh hands signs) certain pitch motion for
¥Numbers for ¥Starting Pitch =  ¥Starting Pitch = then resolve to  each vowel)
sight reading C5: F4:58585853D | the major chord) ¥Solfege
1212166#6#64545 Theeeh, theeah, ¥Chord
4Poo, ee, ah theeoh Progression
¥Starting Pitch = ¥Sing like various exercisex

C5: $%3211111-

age groups

various vowels




Table #28 continued

TEACHER A TEACHER B TEACHER C TEACHER D TEACHER E
zee eeeh, ah, oh, but starts with
00 Ooohd
¥58531I sigh to ¥Touch the
sing shoulder
exercise/eyes
closeddOoohO
{teacher sings
OoohO vowel
then touches the
shoulder of a
student, then
that students
touches
anotherOs
shoulder, until
all are singing
the OduO
TEACHER F TEACHER G TEACHER H TEACHER | TEACHER J
¥Starting Pitch = ¥Five Latin vowels' ¥Starting Pitch = ¥Starting Pitch = ¥Solfege
G#3/4: G4: Solfege Cb: 8765432D = ¥Starting Pitch
ee eh ah eh ee scales Solfege or = C4:
¥Use phrases to Alleluia 112112321123
make a vocal 4321Eetc. D
exercise (i.e. Solfege
Dona Nobis ¥Starting Pitch
Pacem) = C4:
132425364758
6978bSolfege

Question 3.6: Additional Items. What should have been askedPeachers were

asked if they wanted to share additional information, or if there was anything they wished had

been asked.

TEACHER A: This teacher stressed the value of encouraging students to take voice
lessons. He said the skills learned in lessons were invaluable to the choral ensemble. Choral

teachers do not have time to address individual vocal issues of each student, so voice lessons are

important.

TEACHER B:This teacher reported learning much vocal technique from accompanying

voice lessons. She discussed the difference between having a good voice and being a good

singer.



| tell kids all the time, you donOt have to be, you know, eternally gifted to be a

really fine singer, | would rather have fifty smart kids that can process all the

changes and things that IOm asking them to do than fifty divas or fifty kids that are

not umm, willing to work and experiment (Teacher B Interview, 2013).

TEACHER C: This teacher believes that tone is very important and that if sound is not
pretty, warm, round and beautiful, then no one will want to listen. He thought it would be
interesting to see how each teacher rated, in order of importance, concepts like tone, diction,
intonation, or rhythm. He said that tone would be his top priority.

The art piece and the tone, thatOsEthatOs such an important part of what | do.

Umm, my choirs may not be the most umm, accurate things youOve ever heard but

we will be moving and we will be artful, and the tone is part of thatEand | think

thatOs just so important (Teacher C Interview, 2013).

TEACHER D: This teacher said young singers need to feel safe in order to make
beautiful sounds.

| think itOs important that they feel validated for their unique voice, that they have

a voice print thatOs uniqueE.l explain to them that IOm not saying that any sound

is right or wrong, that all IOm asking is that they learn a new color, and that this

choral color may be valuable to them in whatever kind of singing they choose to

do (Teacher D Interview, 2013).

She also said that repertoire is important, because it is necessary to meet the needs of the
students.

TEACHER E: This teacher reminds that each teaching situation is different so it is

important to adapt. He believes it is important to be willing to learn. He suggests thatgeac



go to conferences, watch other teachers, and be willing to listen to those that have been teaching
for a long time. Teacher E wished there were more conversations about what choral teachers are
doing to help students with tone. He thought it would be beneficial to have a large group of
teachers coming together to communicate ideas. He considers it important for teachers to make
sure students are put into a position that they can be successful.
TEACHER F: This teacher stated that this topic could be discussed for several days but
still not cover everything that is done to build tone with beginning high school students. He also
said that more voice training should occur in choral rehearsals. He says he wants his students to
Olearn to how to read, | want them to learn how to play their instrument, and | want to teach them
how to be a good choir memberO (Teacher F Interview, 2013). He admits that when he first
started teaching he wanted to have good choirs, and after several years of teaching, he realized
that it is about the kids.
TEACHER G: This teacher stated,
ThereOs so much more than just about what we teach, other than, than how
to sing in choir well, and itOs so much more than just what we do with the
piece of choral music. | think we have to be totally cognizant of the fact
that weOre dealing with young adultsEwhat they learn, | think, in my
classroom, is the most important of anything they learn all dayEitOs about
beingElearning how to be a human being (Teacher G Interview, 2013).

He also wondered Ohow does one grade tone?0
You can grade pitch, you can grade rhythm, but how do you grade tone?

Individually, in the group, in the section? So, uhh, if weOre supposed to be



assessing, maybe there needs to be a conversation about that? Or maybe
not, | donOt know (Teacher G Interview, 2013).

TEACHER H: This teacher believed that many of the categories depended on another
and were connected.

TEACHER I: This teacher admitted that it is very difficult to teach tone to beginning
level high school students. She referenced warm-ups by Robert Shaw, Emily Crocker and Russ
Robinson that she uses to find tone building exercises.

TEACHER J: This teacher reiterated the importance of making students feel comfortable
by establishing a safe environment, so they are willing to try new things and be free to make
music.

Section IV: Observations

The ten master teachers were also observed and recorded teaching one beginning level

choir class. Figures 6 through 15 display the observed warm-ups used by each teacher in

rehearsals.
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Figure 6. Teacher A Rehearsal Observation Warm-Ups



Teacher A was observed teaching a beginning level male choir made up predominantly of
ninth grade students. He only used two warm-ups with the group but spent time making sure that
the students were precise in their efforts. The first warm-up; bee, beh, bah, boh, boo
(543432321217151) allowed the students to use the staccato articulation to work agility, vowels,
and breath. The teacher helped the students work on different areas of the range, intonation, and
accuracy. He also tried to help them perform the exercise with little jaw tension.

The next exercise; hah, hoh, hah (135146413531) used short eighth notes to work the
support muscles. He worked with the class on improving intonation, accuracy, vowels, and
moving the breath in different areas of the voice. While the choir sang selections, the teacher
focused on vowels and helping them to unify particular vowels in certain ranges. He also
worked beginning and ending consonants. He made sure that voiced consonants, like Om,O were
resonant. He spoke to the students about using head tones. He also talked about using the rests
to take a deep, full breath, instead of OgrabbingO a breath. He even encouraged the students to
listen to other sections of the choir and asked questions about what they were seeing and hearing.

Teacher A used movement throughout the rehearsal, from the beginning of rehearsal with
warm-ups, continuing through rehearsing the repertoire. During warm-ups the students used
circular motions and while singing the repertoire they moved their arms through long notes to

help with phrasing and line.
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Figure 7. Teater B Rehearsal Observation Warm-Ups

Teacher B was recorded teaching a beginning female choir. She started the rehearsal by
making the students stretch to align the body. She then had them take in breath and feel the
expansion, and then release the breath. Next she had them practice managing the breath with Oin
for four beats and out for four beats.O She increased the exhalation increments until reaching
twenty-four beats. Teacher B constantly spoke to the students about having soft knees, making
sure their toes pointed in her direction and that their bodies were aligned for singing. In the next
warm-up she had the students echo syllables on rhythmic patterns. Even after completing this
exercise, the teacher again had the students readjust and reset their bodies. She then had them
perform lip trills and addressed exhalation concerns with them. She pointed out that some
students misalign the body by leaning back for the inhale and bending over slightly for the
exhale. She tried to help them maintain expansion throughout the breathing process, and she

talked about circular breathing, where there is no point where the breath stops and phonation



begins. The next exercise on OzeeO helped the students practice phonating and using the circular
breathing concept.

Next, Teacher B worked with the students on resonance by having them play with nasal
versus throaty sounds; then she had them find a balance between the two sounds. She did a lot of
modeling throughout the rehearsal to make sure the students had an example of the appropriate
sound to emulate. This teacher used imagery throughout as well. For a legato phrase she had
them imagine a painter making long strokes with the brush.

So imagine that you umm, were painting, youOre doing whatOs aalled tri

work. Trim work is when you go like around the doorknob or around the

windows, and to paint trim, you have a really small brush, okay? But maybe |

accidentally gave you a two inch brush and youOre trying to do trim work and

youOre being sloppy. So now IOm going to take your big brush and IOm going

to give you a really small brush, so you can be neat and tidy. Can you take

that resonance, which is kind of like hereO (teacher spreads fingers and

pretends to hand paint big circles in the air) and you make it here,

exactE.(teachers uses pointer finger to show place where she wants the

resonance out in front of face) (Teacher B Interview, 2013).

The next exercise of Ohee, hee, heeO (1358531) the students put their hands over their
belly button in order to feel the breathing muscles. She used this exercise to talk about vowel
modification on higher pitches. She emphasized that the vowel must be formed inside of the
mouth first. She also asked the students to listen to certain sounds and make comments about
what they were hearing. She worked with the students on the placement of higher pitches.

Sometimes she heard throaty or nasally sounds, so she worked with them on having a balance as



notes went higher. She spoke frequently about making sure they felt the sound in a particular
place, and once the notes were placed there, to leave them there. She taught them about adding
more space through lifting the soft palate and thinking of the space like a V inside of the mouth
instead of a rectangle. She used the idea of a paddle ball to describe the accuracy of péches, Ot
ball is going everywhere, would you be more carful and put he ball on the paddle?O (Teacher B
Interview, 2013). This imagery helped the students focus on performing the pitches accurately.
After giving the students several ways to accomplish the Ohee, hee, heeO exercise, she had them
try to focus on the many ideas she had presented to perform the exercise with steady, well
managed air and proper internal vowels.

The next exercise functioned to develop legato and incorporated the vowels, air control
and space concepts that the teacher had just addressed. She heard the students OdragO the sounc
up on the interval of a fifth, instead of creating enough space and using the appropriate
placement. The teacher demonstrated some of the sounds she heard, throaty and too bright, and
had the students sing lighter in order to try to achieve a balance. The teacher had the students
start their first selection and asked them to transfer the ideas addressed in the warmames. A
she focused on with the first selection was fixing the legato. She referenced the paintirey gest
to try to help the students achieve legato with the song. She also worked with the students to
unify vowels, by addressing the space inside the mouth. While the students were singing the
teacher did hand gestures to remind them of the legato line needed, and the space needed to
achieve unified vowels. She also stopped to help the students dissect the word Owild.O She had
them say it slowly so that they knew what needed to happen to get it open, unified and

understood. Teacher B also had to address certain consonants that are causing issue in the sound.



Some students were sustaining the OsO in the word OsnowO which caused problems with the tone,

so she had them get off of the OsO sooner to get to the vowel quicker.
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Figure 8. Teacher C Rehearsal Observation Warm-Ups

Teacher C taught an all-female choir for the recorded observation. He began the
rehearsal helping the students set the posture and reminded students of where their hands and
feet should be while singing. He also reminded the students to keep the knees loose. He then
performed breathing exercises with the students. He had them take in a deep breath, hold it, and
then release it. Then he had them inhale, hold for eight counts then release. Next he had the
students hiss on the exhale for eight, twelve, until they got to thirty two counts. Next he had the
students make an OuglyO sound on Njeh (54321).

Following that exercise he had them hum down and open up on an Oah.O During this
exercise he had the students sing a bad OahO vowel to help them realize and feel the difference

between a good and bad OahO vowel. On the next exercise, ee-ah (54321), the teacher had the



students describe the difference between a good and bad OahO vowel. Students said that bad
vowels were more spread and had less vertical space. Teacher C, then had the students do a lip
trill exercise and Othee-eh, thee-ah, thee-ohO to work for range extension. He also asked the
students to think about each vowel that they were singing in order to assess the space needed for
each and then made hand gestures during the exercises to remind students of the required space.
While performing exercises Teacher C had the students play with nasally sounds and then
change it so that the sound was Ogorgeous and sophisticatedO (Teacher C Interview, 2013).

While singing repertoire the teacher fixed notes, and the researcher documented only
areas pertaining to tone building. In the repertoire, the students were pinching off
Ocommandments.O The teacher worked with the singers to make space for the upper pitches and
the use of the breath mechanism to get the notes open and free. Teacher C also asked the
students questions about what they were hearing and doing to create certain sounds. Instead of
telling the students exactly how to fix certain issues, he had them take the sound to extreme
nasality and then adjust it so that it was balanced, then he asked the students what they did to
make the sound more balanced. Students gave answers like changing mouth shape, making the
mouth taller, and using more breath.

Teacher C had to address glottal attacks in the rehearsal. He had the students breathe the
vowel that they were about to sing so that they were ready to sing the upcoming word freely.
During the rehearsal, there was a time that the teacher had the students sing a phrase on vowels
only, because the consonants were causing issues with line, space, and breath. This helped the
students realize that they could make it through the phrase, and then he reintroduced the

consonants.



Another issue arose when he noticed problems with some of the sopranos struggling to
match upper pitches and he pointed out that all sopranos needed to have space on the upper
pitches in order for them to be aligned and in tune. At one point in the rehearsal Teacher C had to
isolate the soprano IOs because they were having trouble singing the word Odream® on a higher
note. The teacher had the students modify the vowel so that they sang OdrehO instead of Odree.O
This fixed the problem and then he had a student in the alto section come forward and listen as
the whole choir sang to see if she could tell the difference in the vowel. She confirmed that it
sounded as if they were singing the word OdreamO even though they were modifying the vowel.

This also helped the soprano 10s to sing the phrase softer as the music indicated.
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Figure 9. Teacher D Rehearsal Observation Warm-Ups

Teacler D worked with a female choir for the recorded observation. When the bell rang,
the students took the bell pitch and sang OHere | come to save the day,O the Mighty Mouse
theme, and modulated by half steps. While they sang this the students got their music folders

and got settled for class to begin. Then the teacher took over and stretched the students and



helped them get their bodies aligned for singing. She then had the students inhale and expand
360 degrees around the waist, then hold, and release out through an imaginary straw on 0s.O She
had the students practice breath management by inhaling for four beats and exhaling for eight
beats. They continued this exercise until they reached twelve beats. She asked the students how
breathing deeply could be used in other areas of their life, and they agreed that breathing could
help them to focus and relax during final exams.

Next the teacher had the students do lip trills to OeeO to Oah.O She reminded the students t
make space for the OahO vowel and to not let the corners of the mouth pull back on the Oee0
vowel, so that the space remained tall on the inside of the mouth. She also had the students do
sirens and had them use their hands to make a question mark from behind their ears over the top
of the head. During other vocal exercises the teacher had the students focus on bringing the head
voice down and making mature sounds. She also used scales to help the students practice
vowels.

Then she had them imagine how different age groups sing the vowels. First she had them
sing as if they were ten years old and then she increased the age by increments of two.
Instinctively the students made adjustments in order to make the sound more mature. The
teacher asked them to specify what changes they made to alter the sounds. Student answers
included, using a taller vowel and a lifted soft palate, while the teacher reminded theketo ma
sure the larynx was low.

She then had the students do a major scale and each section sustained certain pitches.
She wanted to work for balance between sections as well as vowel unification. To get the
singers to listen more, she had the girls turn at different rates while singing Odoo,0 so that they

could hear the singers around them. When the class switched to singing repertoire, the teacher



focused on tuning particular chords. She has them unify vowels and then she allowed them to
sing the song through. The class ended with sight-reading. Even for sight-reading the teacher
wanted to make sure that the students were sitting with appropriate singing posture so they could

sing with the best technique.
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Figure 10. Teacher E Rehearsal Observation Warm-Ups

Teacher E worked with a beginning mixed ensemble. He first made sure that the students
had enough space on the risers by fixing windows and then he had them exhale, expelling all of
the old air. Then he moved to more controlled and timed exhalations. During this time he was
able to walk around fixing posture issues. Next he had the students exhale on 0s.0 This was
followed by having the students do lip trill sirens and made sure the students stayed up high for a
moment then descended. The teacher used his hands to indicate to the students whether they
should go high or low with the sound for the sirens.

Next the teacher had the students sing certain consonants on three quarter notes then

breathe on count four. This exercise helped to focus student attention, practice breathing as a



unit and engaged the breathing mechanism. The next exercise had the students sing OoohO
(1234321). The teacher helped them fix breathing issues and unify the vowel. In between
warm-up exercises the teacher had the students do sighs, in order to keep them relaxed and to
reset the larynx.

The next series of exercises had the choir practice unifying vowels and legato singing.

He pointed out the need for space for each vowel and reminded the class to lift the soft palate to
make sure the lips were rounded. He reminded the students to use the abdominals to help with
breathing and that energy is required throughout the whole exercise. His next exercise Ohah, hah,
hahO (13531) worked phrasing. The teacher tried to get the students to land gently on the final
pitch.

He then tried to help the studentsO transition from their warm-ups to the repertoire
smoothly. He reminded them of all the concepts that were just covered in the warm-ups. While
the students were singing and the teacher conducting, he often reminded the students @& the spac
that was needed, by opening his mouth and using hand gestures. In the first selection he tried to
help the choir use the breath to help them clean up diction. Throughout the remainder of the
rehearsal, the teacher reminded the students to keep vowels tall and to drop the jaw when

necessary.
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Figure 11. Teacher F Rehearsal Observation Warm-Ups

Teacher F rehearsed a freshmen male choir for the observation. When class began the
teacher played prompting chords and the boys turned and massaged each otherOs shoulders while
doing a lip trill exercise. Bah, bah, bah (13531) was the next exercise, followed by humming.

The teacher reminded the boys to make sure that they were breathing throughout the exercise.
The next warm-up allowed the boys to sing Onee0 in a nasal, forward place.

Since they had a concert the next day and had just missed three days of school because of
snow, the teacher quickly moved into the repertoire. He had to focus on pitches but also worked
to improve tone. He made many corrections. He talked to the boys about making sure the chest
was expanded while singing, so breathing could be easier. Halaksdto the basses about
flipping into falsetto at a certain place in the music. Then he talked to them about trying to mix
the two registers. Teacher F also focused on lower notes, making them brighter and more full by
creating more space inside the mouth. The teacher concentrated on phrases the sound was

getting closed off because of the vowel and because some of the boys were taking chest voice
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too high instead of flipping into falsetto. He told them that the breath would help them with
these transitions between registers.
Teacher F also hedgl students with ending consonants. He pointed out the final OrO on
the word OSaviorO shut down their sound. Moreover, the final OIO in OwellO allowed the tongue to
get in the way and clipped off the sound. There were other words that were creeping back into
the throat, and the teacher helped the boys keep them forward by relaxing the lips, using a lighter

voice, and encouraging them to keep the sound out in front of the teeth.
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Figure 12. Teacher G Rehearsal Observation Warm-Ups

Teacher G was observed teaching a freshmen male choir. First he had the students make
sure that they had good posture, and then he had them sing Othee-eh, thee-oh, thee-ah.O He
stopped the boys to remind them to be themselves when they are singing and not try to be
someone else. He also reminded them to stop wiggling, to remove hands from pockets and to

face forward. Atthe end of the exercise he praised them for flipping into falsetto without being
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told. He then had them sing major, minor and chromatic scales. He spoke to them about making
the scale smoother instead of banging out pitches, so he used the imagery of a guppy in a fish
tank. Then he modeled the smooth version of the scale for the students. After another repetition
by the students, the teacher reminded them to fix their vowels on the numbers for the scale,
specifically saying OJuanQ instead of Oone.O He frequently prompted the boys to fix the space on
the inside of the mouth, inhale deeply, lift the eyebrows, and fix posture.

When they moved on to the repertoire, the teacher stopped, once again, because some of
the students had poor posture. He spoke to the boys about breath management and space. The
teacher had sectionals with each section to fix pitches. While working with each seatias he
able to help the boys with flipping into falsetto. He also worked with the tenors to make sure

that they were not pushing on lower notes, and worked with the baritones to keep the sound light.
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Figure 13. Teacher H Rehearsal Observation Warm-Ups

Teacher H worked with a beginning level mixed choir. During the school

announcements at the beginning of the period, the teacher had the choir do OThe Breathing GymO
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DVD. Students practiced various breathing exercises along with the DVD demonstraten whi
listening to the morning announcements. Some of the exercises in the DVD had the students
shake out, blow all the air out, put the back of the hand on the mouth and inhale then exhale, and
take air in gradually then release it. All exercises had hand motions that went along with them

Once announcements were over, the teacher had the students get plenty of space and take
in a breath through an imaginary straw and sing Osee-ahO (54321). She had the choir focus in on
singing correct vowels, particularly fixing the OahO vowel. She talked about expanding, using
even air, putting the OeeO between vampire fangs, using tall vowels, and not allowing the vowels
to spread. Teacher H did a lot of modeling for her students and demonstrated each exercise
before having the students sing it. For the next set of exercises, she gave the students a large
rubber band to help with breathing.

LetOs review correct rubber band technique. Hold it with the top hand and this

hand just pulls down (teacher demonstrates exercise while stretching the rubber

band down), straight down, as you go up. What it does, is it reminds you what

these lower support muscles are supposed to do (Teacher H Interview, 2013).
While performing the exercise, the teacher reminded the students to stay open. She also had the
boys and the altos drop out as the exercise went higher and out of their range. She also had the
choir use the rubber bands on their solfege scale practice. She reminded them that the vowels
needed more space, even for solfege.

When they moved to the repertoire, the teacher prompted them to use proper vowels so
that they would not stick out of the texture. First she had them sing OweeO (54321) with a
lowered soft palate, which produced a clamped-down, ugly sound. Then she had the students

sing the first selectionOs first chord and rhythm of the first selection in the same ugly pkice. N
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she had the students sing the phrase in the correct space and with a beautiful sound for the
indicated text. She continued to work with them on space and support, pointing out that she
could see the posture of the sopranos collapsing as they sang, which hindered their support.
Then she worked with the students on tall, forward, and supported sounds. For this, she had
them sing the phrase with the rubber band action.

Frequently, Teacher H had the students sing a short vocalize to get the proper placement,
space and support and then transferred the concepts back into the repertoire. She talked to the
class about how important muscle memory is for singing, and she continued to work with them
on support and space. She addressed consonants and the amount of air necessary to make it
through phrases with clear consonants.

The consonants really serve a couple of purposes. Number one, and most

importantly, they let us understand the words. Number two, by using them, they

keep the sound forward, which is where we want them, and number three, in order

to use them, you have to use more support. So itOs kind of a gift with purchase.

So give me the consonants (Teacher H Interview, 2013).

The teacher also explained why the students were struggling to keep the tempo in a
certain song. She pointed out that they started breathing shallowly, which made the sound
frantic and made it difficult to keep the pulse. Then at the end of the class, she asked the
students what they had learned, in order to review all of the concepts they had discussed and

practiced.
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Figure 14. Teacher | Rehearsal Observation Warm-Ups

Teacher | worked with a beginning female choir. She started the class by having the
students spread out for the breathing exercises, inhale for four counts and raise their arms, hold
for four counts, and then exhale on OshO while keeping the rib cage elevated. She used the
imagery of breathing all the way to the bottom floor using an elevator breath and repeated the
exercise. Next she did the same exercise with the girls singing Oso fa mi re doO on the exhale.
She then had the whole choir OMy Country tis of TheeO on one breath, so as to practice breath
management. She varied the tempo, slowing down, to continue working on breath management.
Teacher | worked through several other exercises and continued to monitor posture, breathing,
expansion, and energy. Another exercise Ol knowO (112345432118855331) helped with range
extension. She helped the students to take sliding out by having them think of the bottom pitch
as a springboard to the upper pitches. She also had the students change the articulation to

staccato to practice breath and accuracy.



Teacher | had the students work on vowels and breath by doing solfege scales. She
continued to check for appropriate singing posture throughout the rehearsal. To practice vowel
unification the teacher had the students use hand signs to sing Omah, meh, mee, moh, moo.O
Then she switched to QalleluiaO so the students could transfer the unified vowels. When moving
to the repertoire, she reminded the students about ending consonants and worked to fixing the

vowels on the word OGloria.®
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Figure 15. Teacher J Rehearsal Observation Warm-Ups

Teacher J worked with a beginning female choir for the observation. She began the class
by having the students spread out and perform stretching exercises. Then she had the students
breathe in for four and exhale on OsO for four, eight, and then sixteen beats. Then she had them
take quick breaths and hold, then exhale on short pulses followed by a long sustained hiss.

Teacher J asked the students questions through the warm-up process so as to insure that they
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knew why they performing certain warm-ups. She had them sing Ohung-eeO (554321) with one
hand on the abdominals to remind them of the pulsing action needed.

Next they did lip trills and humming. She emphasized the difference between chest and
head voice so that the girls understood how to navigate through the two areas. Throughout the
exercises, Teacher J constantly reminded the students of the breathing muscles that needed to
work while they were singing. She also did exercises like Onee-ahO (534231271) to help get the
sound forward into the Osweet spot.O During this exercise she had the students put their hands up
near the cheeks to remind them to produce height and space on the OahO vowel. To practice
unifying vowels, she had them do a song that incorporated Osing-ee, sing-eh, sing-ah.O0 She
connected this exercise back to the breathing exercises with which they began the warm-up
process. She encouraged the students to make sure that the OahO vowel did not change to OuhO
when doing melismas. The last exercise was a solfege scale to help unify the vowels, afte
which she had the girls perform the scale in a round to work harmony and their listening skills.

When they were singing through the repertoire, the teacher focused their attention on
keeping vowels open, and then at the end of the song asked the girls to tell her what went well in
the run-through. She wanted to make sure that the students were listening carefully and ready to
verbalize in musical terms what they had done well.

Strategies and Demonstrations

Tables 29 to 33 display the combined strategies and demonstrations shared by each

master teacher, for each of the five categories, breath, resonance, range extension, phonation, and

vowel development.



Breath

Table 29

Interview and Demonstration Strategies for Breath

TEACHER A

STRATEGIES

DEMONSTRATIONS

¥Slow inhale/Slow
exhale
¥Staccato Exercises
¥Long Phrase
Exercises
¥Lip buzzes

TEACHER E

¥Starting Pitch = G4:
5313531353135Hab
ascending by steps
¥Sustaining exercises

TEACHER D
STRATEGIES | DEMONSTRATIONS
¥Breathe to the | ¥Align the body {foot
bottom of the under each shoulder,
container chest up, shoulders

¥Breath elevator back}
¥Bend over tfeel | ¥Exhale all the old air
expansion in the out
back ¥Inhal€filling up the
¥Show diagrams container

and picture of the| ¥Expand 360 degrees

anatomy ¥Exhale on Oshh®

¥Breathe in for 8,/ ¥One hand on chest,
exhale for 8 one hand on
(numbers vary) abdominals

¥Alphabet on one
breath
¥Lip Trills

STRATEGIES

DEMONSTRATIONS

¥Deep breath; out
with all the bad
¥Deep breath;

controlled release on

S

¥OOut with all the bad
Pexhale
¥Controlled release/
controlled release on
0sO
¥Consonant on beat:
one, two, and three,
breathe on four

04 -



Table #29 continued

TEACHER |

TEACHER H
STRATEGIES | DEMONSTRATIONS
¥Lip Buzzing ¥Breathing Gym DVD

¥Breathing Gym
DVD
¥Race blowing
items down a table
¥Blow outcandle
from various
distances

¥Starting Pitch = C4:
181- Lip trill B
descending b§ steps
¥Starting Pitch = G4:
54321BLip trill B
descending b§ steps

STRATEGIES DEMONSTRATIONS
¥Elevator going to thg ¥OMy Country tis of
bottom floor TheeO on one breath
¥Breathe down to the ¥Hand in front of
naval face/mouth
¥Fill up the big inner| ¥In for four, exhale on
tube OshhO (students rais
arms on the inhale, ani
lower hands on the
exhale.

Table 29 displays strategies usedeach breath to beginning high school students as
described in the interview and demonstrations sections of the interview. This indicates tha
multiple teachers used common breath strategies. Common strategies for breath wese lip trill
[four teachers], hissing [six teachers], phrases on one-breath [three teachers], physical

movements [four teachers], and slow inhalation/exhalation exercises [eight teachers].

Resonance

Table 30

Interview and Demonstration Strategies for Resonance

TEACHER A

STRATEGIES

DEMONSTRATIONS

¥Use the vowels
throughout the whole
range

¥Starting Pitch = E4:
54321D0eed or Oeel
Oah® or 6ahd or 6o

A%



Table #30- continued

TEACHER A

STRATEGIES

DEMONSTRATIONS

¥Use the vowels
throughout the whole
range

TEACHER E

¥StartingPitch = C3:
534231271 0e¢, eh, a
oh, ooh®descending b
$ step

TEACHER D
STRATEGIES | DEMONSTRATIONS
¥Pretend to bite| ¥Starting Pitch = A4:
an apple to sens 554321Pping-ah

the mask (ascending by steps)

¥Feel tone ¥Starting Pitch = E4:
coming ait of 12345432 dee
top of the head | (ascending by steps)
¥Pinky finger on

top teeth

¥Hinnah

(554321)

¥Have student
demonstrate &
describe

STRATEGIES

DEMONSTRATIONS

¥Space in the sound
¥Dome shape
¥Use architecture
analogy
¥Hot potato imagery
¥Gasping for air idea
¥Memorize the feeling

¥Starting Pitch = F#4:
0000
¥Starting Pitch = Db3/
154321Bbhungah or
humming

TEACHER H

STRATEGIES | DEMONSTRATIONS
¥Humming ¥Starting Pitch = C4:

(touch sides of 54321DbHum
face to feel (descending b$ step)
resonance) ¥Starting Pitch = G4:

53421bWee {I*: Do
everything bad; ¥ Do
it correctly}

! A%



Table #30- continued

TEACHER H

STRATEGIES | DEMONSTRATIONS

¥Tip of tongue
behind front
teeth
¥Go back and
forth between
'‘ee' and 'ah’

TEACHER |
STRATEGIES DEMONSTRATIONS

¥Humming and n's ¥Starting Pitch = C5:
¥Sing above the hand| 534231271BWee oh
¥'Ooh' for Head tone | wee (descending first,
¥Talk like Mickey Mouse then ascending)
¥Make space with vowel ¥Starting Pitch = C4:
¥Mah, b3 1, 15, 5b3 BMany
meh,mee,moh,mooh mumbling mice
(ascending b steps)

Table 30 displays strategies used for resonance. The figure indicates that while each
teacher used unigue exercises to teach resonance, there were also common exercises. Many
teachers used humming [five teachersgOdeight teachers], OmO and OnO [three teachers] and

OngO [four teachers] to build resonance.
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Range Extension

Table 31

Interview and Demonstration Strategies for Range Extension

TEACHER E

TEACHER A
STRATEGIES DEMONSTRATIONS
¥Use half step ¥StartingPitch = F3:
increments 154321PLoo

¥Starting Pitch = C3:

54321Pee, €eh, ah, oh,

ooh (descending b
steps)

TEACHER D

STRATEGIES

DEMONSTRATIONS

¥Vocal sirens
¥Lip trills [pitched and
un-pitched]
¥Marathon analogy

¥Sirens/
lip trill sirens
¥Starting Pitch = C3/4:
13531b
Yah ha ha
(ascending by steps)
¥Starting Pitch = F4:
414525636E - Zoh zah
zoh/Zah zah/zee zee

STRATEGIES DEMONSTRATION
S
¥Start guys in falsetto| ¥11233453Dtee ee

and bring then down
¥"Hello," "Keys to the
car," and "Holy moly "
voice
¥Teach boys to
flip into falsetto
¥Bring head voice dow

A%

ee ee ee ee ah ah at
¥Starting Pitch = E4:
58531BI sigh to sing
(ascending by

$ steps)
{have girls start on a C
or B}
¥Starting Pitch = A4:
187898765432D
Theeah (ascending by
$ steps)




Table #31- continued

TEACHER H
STRATEGIES DEMONSTRATIONS

¥eeah' ¥Fives to Nines:
(12345432123456789 123454321234567898
¥87654321) 654321
¥Don't talk too much| ¥Weeb54321 (move
about break; use spaq step wiseDhave boys

and air and altos drop out whe
¥Have boys flip into necessary)
falsetto

¥Cary falsetto down

TEACHER |
STRATEGIES DEMONSTRATIONS

¥| Know ¥Starting Pitch = C4:
(112345432118855331 1123454321188553F)
¥Hello | loveyou good | | know (ascending b$
by (1357531) steps)

¥Starting Pitch = C4:
1358531BbHello | Love
you good bye (ascendin
by $ steps)

Table 31 displays strategies used for range extension. This figure indicates that common
strategies for range extension were slides and sirens [three teachers], sighing [two t€2ebérs]
[six teachers] and OahO [ten teachers] vowels. Teachers also used five note patterns [five
teachers] and arpeggiated exercises [eight teachers] for range extension. Additiondtly féalse
boys was used to extend the range [seven teachers].

Phonation
Table 32

Interview and Demonstration Strategies for Phonation

TEACHER A
STRATEGIES DEMONSTRATIONS
¥Teach good breath ¥Starting Pitch = C3:
support 54321Dbkee keh, kah,

koh, koo (deschy $
steps)

! A%



Table #32- continued

TEACHER A

STRATEGIES

DEMONSTRATIONS

¥Starting Pitch = C3:

54321Pmee, meh, mah

moh, moo (descendin
by $ steps)

TEACHER D

STRATEGIES DEMONSTRATIONS
¥Breathe thru the ¥Starting Pitch = E4:
shape of the vowel| 11234543212345432Lip
¥Lip trill trill, ee, ah (ascending Ky
¥model sounds steps)
¥Humming and ¥Starting Pitch = D4:
bright vowels 154321BTheeah {imitate
throwing a Frisbee during
exercise}
¥Starting Pitch = B:
554433221 B Neeah (for
boys) (descending b
steps)

TEACHER E
STRATEGIES DEMONSTRATIONS
¥Vowels without ¥Starting Pitch = C4:
consonants 1234321Dooh
¥'ooh,' 'ee,' and Germa
umlaut
¥Sound comes out in ¢
fan

TEACHER |

TEACHER H

STRATEGIES DEMONSTRATIONS
¥'ee' ¥ 13531hum
¥humming ¥Starting Pitch = C5:

1234321- Tongue behind
upper teeth
¥Weeb534231

STRATEGIES DEMONSTRATIONS
¥Zsounds ¥Starting Pitch = C4:
¥Zingah (154321) 154321bzing-ah

(ascendindy half steps)
¥Mah, meh, mee, moh
moo: 555554321

A%



Table 32 displays strategies that the master teachers used to help beginning students with
phonation. Common techniques displayed in this figure were the use of OmO and n [five teachers],
OeeO [five teachers] and Ooo0 [four teachers] for phonation. Teachers also used humming [three
teachers] and some teachers asked students to explore different sounds in the voice [two
teachers].

Vowel Development
Table 33

Interview and Demonstrations Strategies for Vowel Development

TEACHER A
STRATEGIES DEMONSTRATIONS
¥Pure vowels ¥Starting Pitch = E4:
¥Modify vowels when 54321Pee, eh, ah, oh,
necessary ooh (descending b§
steps)
¥Numbers for sight
reading

TEACHER D
STRATEGIES DEMONSTRATIONS

¥Teach lip and mouth ¥Starting Pitch = C4: 8765437
shape Bdoo (divided scal®hold a
¥Match 'oo' vowels | certain pitch then resolve to th
¥Teach brighand dark major chord)
[use brighto-meter] ¥Chord Progression exercise:
¥Listen to choirs that| variousvowels but starts with

have beautiful sounds Ooohd
¥Have students mode ¥Touch the shoulger 5
good vowels exercise/eyes closélOoohO

TEACHER E
STRATEGIES DEMONSTRATIONS

¥Solfege ¥Starting Pitch = F#4:

¥Start with 'oo' vowel ang Mah meh mee moh moc

branch out

! A%



Table #33 continued
TEACHER E

STRATEGIES DEMONSTRATIONS
¥Be consistent with (hand motion for eac
vowels vowel)

¥Solfege

TEACHER H
STRATEGIES DEMONSTRATIONS
¥Visualization ¥Starting Pitch = G4:
¥Handmotions Solfege scales
¥Tall space ¥Use phrases to make a vo
¥Vampire idea exercise (i.e. Dona Nobis
Pacem)

TEACHER |

STRATEGIES DEMONSTRATIONS

¥Listen to expert group] ¥Starting Pitch = C5:

and analyzeounds 87654321D Solfege or
¥Sing like Dracula Alleluia
would

¥Use open vowels

Table 33 presents strategies used for vowel development. While participating teachers
utilized very unique exercises for vowel development, common exercises were the Omah, meh,
mee, moh, moohO exercise with hand motions [two teachers], and solfege [four teachers] and
sight-reading numbers [three teachers] for vowel unification. Other teachers used theriive Lati
vowels [two teachers] and others started with Q000 [three teachers] to teach vowels.

Modeling
Findings from this study revealed that modeling was a common strategy used by the ten

master teachers. Figure 16 displays the modeling behavior observed in the rehearsals.
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Figure 16. Modeled Singing Strategies Observed in Rehearsal

The teachers in this study valued modeling appropriate and inappropriate examples for their
students. The figure indicates that teachers demonstrated more appropriate examples than
inappropriate.
Modeling versus Analogy/Metaphor/Imagery Descriptions
The teachers in this study used modeling and analogies, metaphors, and imagery
descriptions as a means to enhance technical language. Figure 17 compares modeling and the

use of figurative descriptors as observed in the choral rehearsal.
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Figure 17. Observed Rehearsal Strategy Comparison Table

While imagery descriptions were useful, modeling was used more by eight of the ten
teachers. All five female master teachers, [Teachers B, D, H, | and J] reported that when
possible, they use a male student or teacher to model for the other male students. When
conceivable the female teachers try to model in the male range, but only if it is healthy,
otherwise, they will model in their own range and have the male students take it down an octave.
Four of the five male master teachers [A, C, E, and G] participating in this study use falsetto
demonstrations for their female singers. Teacher F reported that he could not do as much
modeling anymore, because he had to undergo radiation treatment for cancer, which affected his
tone.

Summary of Individual Teaching: Teacher Profiles
Tables 34 through 43 provide an individual teacher profile diagram. All data reported in

interviews and observations are recapped in the tables for ease of evaluation.
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Table 34

Teacher A Profile

TEACHER A

Gender: Male

State: Florida

H. S. Experience: 36 Years
Education: Masters

Voice Instruction: 5 Years
Vocal Pedagogy:1 Semester

FVA Summer Conference

mask

Hammer

Conferences:Reg. & Nat. ACDA, State MENC,

Tone Vocab.: Tall vowels, Breath under tone,
Spin the tone, In head, Open, Space, Behind the

Avoided Expressions: Push, Reach, Hit, Tighten

In-service: 0 Hours

service

STRATEGIES

¥Slow inhale/Slow exhale
¥Staccato Exercises

¥Long Phrase Exercises

¥Lip buzzes

¥Use the vowels throughout the
whole range

¥Use half step increments

¥Teach good breath support

¥Pure vowels
¥Modify vowels when necessary

DEMONSTRATIONS

¥Starting Pitch = G4:

5313531353135Habascending
by $ steps

¥Sustaining exercises

¥Starting Pitch = E4: 543F10ee
or Oee0 to Oahd ooO@bGhO
¥Starting Pitch = C3: 53423127
DbOee, eh, ah, oh, o@0
descending b$ step

¥Starting Pitch = F3: 1543%1
Loo
¥Starting Pitch = C3: 543Hee,
eh, ah, oh, oofdescending b$
steps)

¥Starting Pitch = C3: 543E1
kee, keh, kah, koh, koo
(descending b§ steps)

¥Starting Pitch = C3: 543E1

mee, meh, mah, moh, moo
(descending b§ steps)

¥Starting Pitch = E4: 543Fkee,
eh, ah, oh, ooh (desc. Bysteps)
¥Numbers for sight reading

K K

K K K K K K K K

Interest Sessions:30+ Hours
Learned Techniques: {) Choir Rehearsal®)
Observing(3) Voice Lesson§4) Pedagogyb) In-

Boys/Girls: Focus tone in forehead for boys and hi
in head for girls; head tone reference is different fo
genders; girls have more breathiness; boys strugg
with break; helps girls modify vowels upper range.
Singing Models: 4 Bad/12 Good Examples

Focus sound high in the
head for girls

Focus sound in the
forehead for boys

Spin the 'ee’ or '00'
Dome space

Bring some body to the
tone

Stay in the head

More space o the top
DonOt get dark

Mouth is stuck

Lift the tone

Plenty heady

Grabbing breath
Gulping a breath

0h&




Table 35

Teacher B Profile

TEACHER B

Gender: Female

State: Florida

H. S. Experience:5 Years

Education: Masters

Voice Instruction: 2 Years

Vocal Pedagogy:1 Semester
Conferences:St., Reg. & Nat. ACDA, State
MENC

Tone Vocab.: Head/Chest voice, Hard/Soft
palate, resonance, placement, Diaphragm,
Intercostal muscles, healthy/unhealthy
Avoided Expressions: Break, Falsetto, Louder
Softer

In-service: N/A

Interest Sessions:N/A

Learned Techniques: () Observing2) Choir
Rehearsal$3) Voice Lesson$4) In-service(5)
Pedagogy

Boys/Girls: Boys need more air to match
pitch; boys focus sound in northern
hemisphere; works women from middle up;
works boys down from falsetto

Singing Models: 37 Bad/67 Good Examples

STRATEGIES

¥Hissing
¥Alphabet on one breath
¥Counting on one pitch

¥Sirens on Oee0
¥Feel sensations
¥Sing with nose plugged
¥Snort to feel soft palate
¥Lip trills, Ong,0 and Oeel v

¥Starting Pitch

¥Takeexercises high/ low
¥Hourglass shape; flip point
¥Work extremes/connect

¥Starting Pitch

¥In for four, out for eight
¥Multiple attacks on note
¥Circ. vs. triangle breathing
¥Model

DEMONSTRATIONS

¥Counted Hissing
¥Pulsated hissingusing
legato, staccato, marcato

= Bb: 55432
bzing-ee
¥Starting Pitch =
zee and lip trill
¥Starting Pitch = F4:

12345432 zee and lip trill
¥Starting Pitch = F3: 1232
zee (3note exercises w/

guys)

= Bb4: 5432
byah

¥eeO or 0000

E4: 1238

¥ Hourglass = male range

¥ Circular vs. Triangle breath
¥ "Don't pull off the voice"

¥ Black & White versus Colof
¥ 'Oh' behind each vowel

¥ Head voice/Chest voice

¥ The 'lift' in the voice

¥ Bag of arrows

¥ Four quadrantsa person's

profile
¥ Target symbol
¥ Play dough factory

0A&R!



Table #35- continued

¥Vowels happen inside before

¥Starting Pitch = E4: 123Fee

they happen outside or zee
¥Roundness ¥Starting Pitch = B4: 543Z | ¥ Instruments (i.e. cello
¥Soft palate space ooh vs. marimba)
¥Put an OohO behind the vow ¥Starting Pitch = C5: ¥ Resonance on the shell
¥Talkabout where to put the | 1212166#6#64545800, ee, ah| ¥  Sing through the high
vibrations ¥Starting Pitch = C5: 54321111 note
¥Dissect the vowk| -zee ee, eh, ah, oh, 00 |y  Pping Pong Paddle vs.
¥58531PI sighto sind tennis racket
¥ Russian Nesting Dolls
¥ Speedometer
¥  Trumpet
¥  Air underneath the tone ¥ Vertical space ¥ Flute; Condense
¥  Northern hemisphere ¥ Different hemispheréor air/small space
¥  Flip Point certain notes ¥  Duck moving across th
¥ Hide your flip ¥ Fat marker vs. thin point water; feet paddling
¥ Painting sharpie underneath
¥ Inside of a Parachute ¥ Flinging paint ¥ Yawn shape
¥ More spin ¥ Oval versus circle space | ¥ Don't chew words
¥ Balance scale ¥ Make consonants mushy | ¥ Use soft tongue
¥ Like dynamite, exploded ¥ Detach tongue and putitin| ¥ Knees are loose
Y Space needs linear p|ane the basket ¥  Turn the Oreo cookie
on its side
¥ Soft Knees
¥ Upside down turkey
¥ Sing through your ears
¥ Make a V vs. Rectangle
¥ Upside down triangle
¥ Paddle ball
Table 36

Teacher C Profile

TEACHER C

Gender: Male

State: Georgia

H. S.Experience: 12 Years
Education: Masters

Voice Instruction: 10 Years
Vocal Pedagogy:1 Semester

Conferences:State, Reg. & Nat. ACDA, St.

MENC

Tone Vocab.: Tall vowels, tall space, support

system, pelvic floor

Avoided Expressions: Breath Control, Grab

(5) Pedagogy

competitive

In-service: 10 Hours

Interest Sessions:30+ Hours

Learned Techniques: () Voice Lesson§?)
Observing(3) Choir Rehearsal@) In-service

Boys/Girls: Helps genders modify vowels; 5
categories are easier for girls; boys are more

Singing Models: 4 Bad/23 Good Examples

&




Table #36- continued

STRATEGIES

¥Panting
¥Seesaw analogy
¥Lay on the floor

¥Hands on the lower back

¥Njeh (54321) w/ nasal
¥Hand on chest

¥Use falsetto with the guys

¥Mix falsetto with the chest

¥Lip trills’Altern. w/ singing
¥Teach boys falsetto
¥Don't press on larynx
¥5 note patterns going down
¥Sliding to go down low
¥ Explore own voice
¥Girls sing both S & A

¥Explore all rackets
¥Humming,m's,"n's' and 'ng's'
¥Sliding

¥Space; Dome idea
¥Start with pure 'ah’
¥Mah, meh, mee, moh, mooli
[use hand signs]
¥Modify vowels going up

DEMONSTRATIONS

¥Take low deep breath and ho
(hold for 5 + seconds)
¥Hissing and pulsated hissin

¥Starting Pitch = Ab4: 543Z1
Njeh (ascending b$ steps)

¥Starting Pitch = Bb4: 543
Hum-ah (descending b
steps) {put hand on chest}

¥Starting Pitch = B5:
543212345432Plip trill
(ascending by steps)
¥Sirens or siren on a lip trill
¥Starting Pitch = C4: 543E1
ah (descending b§ step$

¥Starting Pitch = Db4: 15
Humming (asc. by steps)
¥Starting Pitch = Eb4: 543%1
Loo ee (ascending Wy steps)
¥Starting Pitch = Ab: Ab Db (
G F#BBbFE A ADHum

¥Starting Pitch = Ab4:
555554321 Mah, meh, mee,
moh, moo (use hands signs)
¥Starting Pitch = F4: 58585853
BTheeeh/ah/oh

¥Sing like various age groups

w KK K K K K K K K

KK K K K K K K K

Pant like a dog
Seesaw

Dome space
Tall Vowel
Pelvic floor
Put it in your thighs
Like a tree

Unravel and root
Sound coming out of the
back of the head for girls
Sound coming out of a
hole in theforehead for
guys

Clean house

Various age groups
Low Breath

Hunker Down

Sing vertically

Space on top

Breathe in the vowel
Don't put on breaks
Hole in the top of head

0h&!




Table 37

Teacher D Profile

TEACHER D

Gender: Female

State: Georgia

H. S. Experience: 15 Years

Education: Doctorate & National Board Cert.
Voice Instruction: 3 Years

Vocal Pedagogy:0 Semesters
Conferences:Reg. & Nat. ACDA, State MENC
Tone Vocab.: Tall vowels, Supported tone,
lifted, soft palate, Larry lies low (larynx)
Avoided Expressions: Voice Change, Posture

In-service: 120+ Hours

Interest Sessions:800+ Hours

Learned Techniques: {) Observing2) In-
service(3) Choir Rehearsal@) Voice Lessons
(5) Pedagogy

Boys/Girls: Vocalizes women up from
middle/down from falsetto for boys; beware
more competitive; gender separated choirs go
Singing Models: 1 Bad/3 Good Examples

STRATEGIES

¥Breathe to the bottom of the
container
¥Breath elevator
¥Bend over to feel expansion
the back
¥Show diagrams and picture
the anatomy
¥Breathe in for 8, exhale for §
(numbers vary)
¥Alphabet on one breath
¥Lip Trills

¥Pretend to bite an apple to
sense the mask
¥Feel tone coming out of the
top of the head
¥Pinky finger on top teeth;
makefinger buzz
¥Hinnah (554321)
¥Have student demonstrate a
describe

¥Start guys in falsetto and brir]
them down
¥"Hello," "Keys to the car," an
"Holy moly " voice
¥Teach boys to flip into falsett
¥Bring head voice down

DEMONSTRATIONS

¥Align the body {foot under
each shoulder, chest up,
shoulders back}
¥Exhale all the old air out
¥Inhale filling up the containe
¥expand 360 degrees
¥Exhale on OshhO
¥One hand on chest, one ha
on abdominals

¥Starting Pitch = A4: 5543%1
ping-ah (ascending b$ steps)

Breathe to the bottom of
the container

¥Starting Pitch = E4: ¥ Breath elevator
123454321Pdee (ascending by ¥  Preten to bite and apple
$ steps) ¥ Tone coming out of the tof
of the head
¥ "Hello," "Keys to car," and
"Holy Moly" voice
¥  Flipping
¥  Bright-o-meter
¥ Tall Vowel
¥11233453Dtee ee eee ee eg y Larry Lies Low
~ ahahah ¥  Surprise Breath
¥Starting Pitch = E4: 5858l | y Toothpicks between the

sigh to sing (ascending I8y

¢ molars
steps) {have girls start on a C

B} ¥ Bite a hot pizza
¥Starting Pitch = A4: ¥ Eg‘?iftphzsrﬁgﬂghthmwh o
187898765432PTheeah

¥  Feel the hair lifting in the

(ascending by steps) back

0h&



Table #37- continued

Breathe the vowel
¥Lip trill
¥model sounds
¥Humming and bright vowels
¥Breathe thru the shape of

¥Teach lip and mouth shape
¥Match 'o0' vowels
¥Teach bright and dark [use
bright-o-meter]
¥Listen to other choirs
¥Studentsodel good vowels

1123454321234543BLip

trill, ee, ah (ascending iy Tone- like a question mark
" steps) Floating down a river
¥Starting Pitch = D4: 1543F1 Motor boat propeller
Theeah Butterfly landing on a leaf
¥Starting Pitch = B: Grain silo
554433221 PNeeah (for Grounded
boys) Expand 360 degrees
Mask

Bubbles in the vertebrae
Grow two inches taller
Knees are loose

Put goal posts up

Sing like various ages
Chocolae caramel sounds
Juan' instead of 'one'

Like a lighthouse

Let your air out through a
straw

¥Starting Pitch = C4: 8765432
bdoo
¥Chord Progression exercise;
various vowels but starts with
Oooh0
¥Touch the shoulder
exercise/eyes clos@Oooh0

KK K K K K K K K K K K K K K K K

Table 38

Teacher E Profile

TEACHER E

Gender: Male

State: Georgia

H. S. Experience: 7 Years
Education: Masters

Voice Instruction: 6 Years
Vocal Pedagogy:2 Semesters

Warm/buoyant/beautiful, Dome

Conferences:State & Reg. ACDA, State MEN(
Tone Vocab.: Spacious, Warmth,

Avoided Expressions: Straight Tone

In-service: 10 Hours
Interest Sessions:60+ Hours
Learned Techniques: () Observing2) Choir
Rehearsal§3) Pedagogy Clag#) Voice Lessons
(5) In-service

Boys/Girls: Voice change is different between
genders; boys amore competitive; must approad
girls and guys differently; girls more sensitive; gi
sing like they are talking.

Singing Models: 4 Bad/21 Good Examples

STRATEGIES

¥Deep breath; out with all th
bad
¥Deep breath; controlled
release on's'

¥Allows the student® empty
all of the old air so that they ar

¥Consonant on beats one, tw

DEMONSTRATIONS

¥OOut with all the badO

free to take in a full breaEh
¥Controlled release on Os
¥ Practice managing breath

and three, breathe on four
¥Activate breath diapfagm
¥Initialize phonation and
consonants

¥ Dome space

0h&



Table #38- continued

¥ Space in the sound
- - - ~—— ¥ Architecture
¥Space in the sound ¥Starting Pitch = F#4: Ooo( Y  Hot potato
¥Dome shape ¥Starting Pitch = Db3/4: Y G spin of air
¥Use architecture analogy| 154321Bhungah or humming y Ma pthg
¥Hot potato imagery arathon _
¥Gasping for air idea ¥  Sound come outin a fan
¥Memorize the feeling ¥ Darts vs. Paintball
¥  Sing like various age groups
[IIRANCESXTENSIONIIRANGEEXTENSIONII ¥  tourglass shape = passaggid
¥Vocal sirens ¥Sirens/lip trill sirens ¥ Triangle
¥L|p trills [pItChed andin- ¥Start|ng Pitch = C3/4: 13581 Y Conversation vs. S|ng|ng p|tc|‘
pitched Yah ha ha (asc. by steps) | y  pytthe tone in the mask
¥Marathon analogy ¥Starting Pitch = F4: ¥ Julia Child/Mickey Mouse,
414525636E - Zoh zah "Keys to car,” and "Holy
zoh/Zah zah/zee zee Moly" '
¥Vowels without cons. | ¥Starting Pitch = C4: 123432] ¥  Playing the violin
¥'ooh, 'ee,' & Ger. umlaut DPooh ¥  Breathe out all of the bad
¥Sound comes out in a fan ¥Solfege ¥ Puckerup
¥ Round sound
|IWOWEEDEVECORVENTI|VOWEEDEVERORVENTIN]  riat vowel
¥Solfege ¥Starting Pitch = F#4: Mah mg y Keep it spacious
¥Start with 'oo’ vowel and | mee moh moo (hand motion fq y Gymnast sticks the landing
brgnch oqth | e?é? \I?O\Ne') ¥ Don't land on the bottom note
¥Be consistent with vowels olfege ¥ Like you spitting every word
Table 39
Teacher F Profile
TEACHER F

Gender: Male

State: Kentucky

H. S. Experience: 30 Years

Education: Doctoral [ABD]

Voice Instruction: 12 Years

Vocal Pedagogy:4 Semesters
Conferences: State ACDA, State MENC
Tone Vocab.: Tall, Round, Broad, Bright
Avoided Expressions: Soft/Loud, Louder

In-service: Countless Hours

Interest Sessions:Countless Hours
Learned Techniques: () Voice Lesson§?)
Pedagogy Clas@) Choir Rehearsalgl)
Observing Teacher®) In-service
Boys/Girls: Change key to accommodate boys
range Have many parts available for boys; Fuz
sound in the girls during voe change
Singing Models: 9 Bad/17 Good Examples

STRATEGIES

¥Helps students understand hq
it feels to breathe correctly
¥Lie down on the back
¥Take varied breath lengths
¥Bend over while seated
¥Hand on classmates shoulde

DEMONSTRATIONS

¥Starting pitch = Bb3/4: 5432
- Trill an R {tongue tril} B
descending b$ steps
¥Starting pitch = Db3/4: 135
DBah bah balascending by
$ steps

0h&:



Table #39 continued

STRATEGIES

discourages claviculdreathing
¥Silent breath through the mou
and nose

¥Breathe the vowel POout, out, outC')i

¥Sing by feeling
¥Get sound forward and outsig
the teeth
¥Drop jaw to make space
¥Space needs focus
¥Play with vowels using
different placement
¥Sing by feeling
¥Get sound forward and outsig
the teeth
¥Drop jaw to make space
¥Space needs focus
¥Play with vowels using
different placement

¥Use falsetto with boys
¥Nee
¥Allow vowel to open up on toj

¥Invisible 'd" 'h' or 'hoo'
¥Voiced consonants
¥Have breath moving before
making sound
¥Invisible 'd" 'h' or 'hoo'
¥Voiced consonants
¥Have breath moving before
making sound

¥Five Latin vowels
¥Teach IPA
¥Tall vowels
¥Teach Diphthongs and
Vanishes
¥Dissect vowels

DEMONSTRATIONS

¥ 1123345432DHo0D
ascending by steps {hands

on ribs and breathe three timé

¥Starting Pitch = G#: 543%1

Nee (descending by steps)
¥Buzzing, MOs and NOs

¥Bah bah baB13531
(ascending by steps)(have
boys drop out whetoo high)

¥Starting Pitch = D3:
555555432Phing-ee, hing
eh, hingah

¥Starting Pitch = G#3/4: ee €

ah eh ee

KK K K

KKK KKK K

KK KKK KKK

KK KK KKK

Forward sound

Sound outside of the teeth
Give it space

Let the vowel open upn
top

Invisible 'd' or 'h'

Tall Vowel

Round

Broad

Bright

Create your own resonanc
or ambiance

Sing like various age
groups

Sound like Julia Child

Like stepping on a dog
Sounds like a cheerleader
Push on the accelerator
Yawn

Flippy place/Flip it over
Buzzing a blade of grass
Blowing air between the
thumbs

Make it high

Killing the sound

Make it naked

DonOt curl your sound shu
Lips could have a party
Don't choke off the sound
Press it into your face

A&



Table 40

Teacher G Profile

TEACHER G

Gender: Male

State: Georgia

H. S. Experience: 25 Years

Education: Doctoral [ABD]; National Board Cert
Voice Instruction: 4 Years

Vocal Pedagogy:8 Semesters

Conferences: Reg. & Nat. ACDA; State MENC
Tone Vocab.: Tall, Round, Energized, Resonant
Focused, In front othe soft palate

Avoided Expressions: On the Breath

In-service: 3 Hours

Interest Sessions:8 Hours

Learned Techniques: () Observing2) Choir
Rehearsal§3) Pedagogy Classé¢4) VVoice Lessons
(5) In-service

Boys/Girls: Work gender breaks!"grade girls
have urenergized sound; can be more direct with
boys

Singing Models: 3 Bad/6 Good Examples

STRATEGIES

¥Bend oveto feel breathing
muscles

¥Addresses breathing issues w|

placement

DEMONSTRATIONS

¥Pulsating OsO
¥Sustained OsO
¥t, p, k, s sounds

¥ Mask or face

¥Work the vowels and placeme ¥Mr. Larry Nix ¥ Mr. Larry Nix
¥Tone resonate/roof of mouth| ¥Hands behind the head, witll ¥  Let the tone resonate in the
¥Musical instrument analogy elbowslifted roof of the mouth
¥Analogy of concert hall roof ¥ Resonate like a double bass
¥Use students to model soung ¥ Roof of a concert hall
¥Teacher model the sound ¥  Sinus connection as guys go
¥Pinky finger top teeth low
¥  Flipping
¥ Making the range seamless
¥Soft when going down ¥Starting Pitch = C5: ah (boy ¥ Focus tone t.owards the
¥Sinus connection as guys go I¢  in falsetto to match girls) teeth/Put it right on the teeth
¥Have boys use falsetto ¥Starting Pitch = G4: ¥ Round
58585853Dtheeeh, theeoh, | ¥  Tall Vowel
theeah Lip trills ¥ In front of the soft palate
¥ Cathedral ceilings
- - - . ¥ Titanic upside down
¥Lip/Tongue trills ¥Sound like various age grouf y Spin the sound
¥  Lift eyebrows
¥ James Earl Jones, Darth
¥Five Latin vowels ¥Five Latin vowels Vader, Dennis (AHState
¥Drop jaw Commercial)
¥Use corrgct vowels on sight ¥ Place the tone
reading numbers ¥ Sound like a question mark
¥Start with ‘ooh’ vowel ¥  Sing like various age groups
¥ Juan
¥ Like a guppy in an aquarium
¥ Like a dying cat in a hail
storm
¥ Be like aballoon
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Table 41

Teacher H Profile

TEACHERH

Gender: Female

State: Kentucky

H. S. Experience:5 Years

Education: Bachelors of Music

Voice Instruction: 30 Years

Vocal Pedagogy:0 Semesters
Conferences:State MENC, NAFME,
Midwest Band

Tone Vocab.: Tall, Space, Forward, Open,
Support, Full

Avoided Expressions: Loud, Drive, Push

In-service: 6 Hours

Interest Sessions:5 Hours

Learned Techniques: {) Observing?2) Voice
Lessong3) Choir Rehearsal@) In-service(5)
Pedagogy Classes

Boys/Girls: Head voice with girls, yodeling
with boys for passaggio; falsetto with boys
Singing Models: 2 Bad/ 10 Good Examples

STRATEGIES

¥Lip Buzzing

¥Breathing Gym DVD
¥Blowing items
¥Blow out candle

¥Humming (touch sides of
face to feel resonance)
¥Tip of tongue behind teeth
¥Go back and forth betweel
‘ee’ and ‘ah’

¥eeah' (123454321234567¢
987654321)
¥Carry falsetto down
¥Little talk about break
¥Have boys flip into falsetto

¥'ee'
¥'humming

¥Visualization

¥Hand motions
¥Tall space

¥Vampire idea

DEMONSTRATIONS

¥Breathing Gym DVD
¥Starting Pitch = C4: 181Lip
trills
¥Starting Pitch = G4: 543%1
Lip trill Bdesc. by$ steps

¥Starting Pitch = C454321D ¥  Flipping
Hum (descending b$ step) ¥ Forward sound
¥Starting Pitch = G4: 534HF ¥ Tall Vowel/Tall
Wee {1*: Do everything bad;" Space
Do it correctl ¥ Vampire Fangs
¥ Blow on cold hands
¥Fives to Nines: ¥ Don't sound like a
1234543212345678 creeper (boys)
987654321 ¥ Don't sound like
¥Weeb54321 Minnie Mouse (girls)
¥ Buoyant air
¥ Planting trees
¥  Floating down a river
¥Starting Pitch = C4: 1353tium | ¥ Blow all the air out
¥Starting Pitch = C5: 1234321| ¥ Breathe thru straw
Tongue behind upper teeth ¥ Pull on rubber band
¥Weeb534231 ¥  Brighter vowels
¥ Like I've stepped
¥ on my little dog's toe
- - ¥ Boycott on final
¥Starting Pitch = G4: Solfege consonants
scales ¥ | need a spit guard
¥Us_e ph_rases to makt_a avoca v pin away wagon
exercise (i.e. Dona Nobis Pacer
¥  Brush stroke
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Table 42

Teacher | Profile

TEACHER |

Gender: Female

State: Kentucky

H. S. Experience: 31 Years

Education: Bachelors of Music Education
Voice Instruction: 4.5 Years

Vocal Pedagogy:0 Semesters
Conferences:State MENC, S& Milli kin
University

Tone Vocab.: Bright, Head tone, Renaissance,
Rich & Resonant, Chocolate, Dark & Beautiful

In-service: N/A

Interest Sessions:N/A

Learned Techniques: () Observing?2) In-service
(3) Choir Rehearsalgl) Pedagogy Classé€s) Voice
Lessons

Boys/Girls: Uses older male students to model
Singing Models: 1 Bad/ 14 Good Examples

Avoided Expressions: N/A

STRATEGIES

¥Elevator going to the bottom
floor
¥Breathe down to the naval
¥Fill up the big inner tube

¥Humming and n's
¥Sing above the hand
¥Make space with vowels
¥Mah,meh,mee,moh,mooh

DEMONSTRATIONS

¥OMy Country tis of TheeO o
one breath
¥Hand in front of face/mouth
¥In for four, exhale on shh
(students raise arms to inhale
lower arms on the exhale).

¥Starting Pitch = C5:
534231271 Wee oh wee
¥Starting Pitch=C4: 1b31,1
5b3 1BMany mumbling mice
(ascending by steps)

¥| Know (11234543211885533] ¥Starting Pitch = C4: ¥ Elevator going to bottom
¥Hello | love you goodby 11234543211885533| know floor
(1357531) _(asc. bys steps) ¥ Breathe down to the naval
¥Starting Pitch = C4: 1358581| ¥ Fill up the big inner tube
Hello | Love you good bye | y  sing above the hand
(ascending b steps) ¥ Talk like Mickey Mouse
¥ Dracula
¥Z-sounds ¥Starting Pitch = C4: 154321 | y  Byight
¥Zingah (154321) zing-ah (asc. by steps) ¥ Chocolate
¥Mah, meh, mee, moh, moo: ¥ Bell
555554321 ¥  Spinning
- - ¥ Shooting a basketball
¥Listen to expert groups and | ¥Starting Pitch = C5: 8765432 ¥ Clari ga’
. arinet registers
analyze sounds DSolfege or Alleluia
L ¥ Belly breath
¥Sing like Dracula would ¥ Use the bott
¥Use open vowels s€ the bottom as a
springboard
¥ Breathe in the vowel




Table 43

Teacher J Profile

TEACHER J

Gender: Female

State: Kentucky

H. S. Experience: 10 Years
Education: Masters

Voice Instruction: 7 Years
Vocal Pedagogy:2 Semesters

Conductor

Balanced

Conferences:Reg. ACDA, State MENC, UK
Tone Vocab.: Tall, Forward, Rich, Unified,

Avoided Expressions: Dark/Back, Loud

In-service: 0

Interest Sessions:N/A

Learned Techniques: () Choir Rehearsal®)
Voice Lessong3) Observing4) Pedagogy Classe
(5) In-service

Boys/Girls: Separates boys for resonance &
phonation, teaches boys falsetto, teaches girls t¢
connect head and chest voice, has males model
younger males.

Singing Models: 2 Bad/ 10 Good Examples

STRATEGIES

¥l ong phrase breathing
¥Short quick breaths

¥Hold a note

¥Singphrases

¥'ee', m's,and n's
¥forward vowels
¥resonating consonants

¥51t09
¥Seeya
¥Slides

¥m's and n's
¥Aspirated H
¥Experiment with bad and
good onset

¥Solfege
¥Hand signs

DEMONSTRATIONS

¥l ong phrase and short phra
breathing
¥Hold a note

¥Starting Pitch = A4: 55431

Hungee
¥Starting Pitch = C4:
123454321 Hum

¥Starting Pitch = A4: 515
{sliding between notesNoh
nah noh (descend. [ steps)

¥ Tall Vowel
¥ Forward sound
¥Starting Pitch = C4: ¥ Yawning
135888531 Seeah ¥ Sniff a flower
¥Starting Pitch = C4: Five to| ¥ Singer's smile
ninesbon solfege ¥ Sweet spot
¥ Pucker
¥Starting Pitch = E4: 15431 | ¥ Flatvowel
Neeah ¥ Round
¥Solfege
¥Starting Pitch = C4:
1121123211234321
¥Starting Pitch = C4:
132425364758697BSolfege
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Summary of Group Commonalities

. When observing these master teachers, all built relationships and created an environment
where students felt safe and valued. This was evidenced by such things as students
hanging out in Teacher EOs classroom before school, students singing even after the bell
on the way out of the door at Teacher AOs school, and students coming in to talk to
Teacher F during the lunch period.

Radio and television singers often present an unfavorable aural image for young
musicians. The master teachers in this study stated the importance of presenting the
students with a positive aural image either through teacher demonstration or by listening
to great choirs. Therefore, all teachers employed vocal modeling to demonstrate desired
and undesired tones, often with gross discrimination of really good and really bad
examples. Student modeling was also a useful strategy for tone development by eight of
teachers.

. All teachers used analogies, metaphors and imagery descriptions to teach tone building
concepts. Teachers used these descriptors to demonstrate undesirable behaviors they
detected from the students and desired behaviors they preferred.

. Questioning technigues were employed to engage the students in tone building
discussions, thus providing multiple opportunities for critical thinking and analysis. This

allowed teachers to assess whether students truly understood concepts.

0h'&



CHAPTER FIVE
SUMMARY AND DISCUSSION
This study was designed to examine teaching strategies used by ten high school choral
master teachers for building choral tone. Data were collected through an on-site interview,
vocalise demonstrations, and a rehearsal observation, taped for each teacher. All taped
observations were then transcribed for subsequent analysis. Transcriptions provided results by
grouping and categorizing such that four research questions could be answered. Discussion will
be structured by the following research questions:

1. What tone development strategies do selected high school choir master teachers use?

2. Is the variable descriptive language included in their pedagogical approach, and if so,
how?

3. Are other variables, such as creation of safe environment, teacher modeling, and use
of movement reported as important by master teachers?

4. Which of five training opportunities most influenced the development of each
teacherOs approach to tone development (Voice Lessons, Choir Rehearsals, Pedagogy
Class(es), School/District In-service, Observation of Master Teachers/Mentors)?

Research Question #1
What tone development strategies do selected high school choir master teachers use? The
vast majority of findings addressed this primary question, and results were reported by individual
and group behaviors, providing interesting results.
Tone Development Strategies

Selected Individual Teacher Responses: Tone Development.

! O/nll



TEACHER A (beginning male choir). | was intrigued by the use of movement
in rehearsal. Not only did the boys stand the whole period, but they also had their music
memorized P three weeks before the concert, impressive! Starting with warm-ups and
continuing while singing the repertoire, students used circular motions or smooth arm
motions that coincided with articulation in the music. It was incredible how this group of
novice singers created such beautiful phrases when incorporating smooth gestures.

TEACHER B: (beginning female choir). This teacher was persistent about
making sure students felt vocal sensations throughout the rehearsal. Whether working
breath, resonance, range extension, phonation or vowels, she reminded students to
remember the feeling. She states, OYou have to remember what it feels like because what
you hear and what | hear are not the same thingEitOs muscular memoryO (Teacher B
Rehearsal Observation, 2013). Students stood the whole rehearsal, and Teacher B
constantly reminded them about posture, which helped them memorize appropriate
sensations.

TEACHER C: (beginning female choir). | witnessed this teacher work to
develop pitches in the upper register. He encouraged students to modify vowels as they
sang higher pitches. Once they correctly modified the vowels, he called a student out to
have her listen to the whole group. She was able to confirm that it sounded as if the
sopranos were saying the same words as the rest of the group, even though they were
modifying vowels. | enjoyed seeing this teacher use students to listen and speak about
what they were hearing. He also questioned the students to get them talking about music

in a scholarly way, laying foundations for future critical thinking and analysis.
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TEACHER D: (beginning female choir). | observed Teacher D as she had her
singers pretend to sing like different age groups. First she started with an eight-year-old
sound and went to 21 years old. It was incredible how the sound changed. Then she
asked them what they did, and they described changes that they made to alter the sound.
| appreciated that she asked them to analyze the changes so that they could remember
what it felt like to create such beautiful and mature sounds.

TEACHER E: (beginning mixed choir). This teacher was very sensitive to the
needs of the students. Upon entering the classroom, he had the choir Obreathe out all the
bad.O He understood that his students were stressed with finals, concerts, and teenage
life, so he made sure they were relaxed before singing.

| was able to hear their concert repertoire, since the performance was the next day.
| noticed that he allowed at least ten different students to sing a solo passage in one of the
selections. What a great way to make new singers feel like their voice matters.

TEACHER F: (beginning male choir). Since students had missed three days of
school due to snow, and the concert was the following day, there was a lot of work to get
done in this teacherOs rehearsal. It was valuable to see Teacher F work with the basses on
lower pitches. He stressed maintaining a bright quality as they descended so the sound
did not become swallowed. ORemember that lower brighter thingEFirst thing | would
tell you guys, is to make everything tallerEgive it some spaceO (Teacher F Observation,
2013). It was interesting to hear how the sound changed as the boys employed
techniques shared by Teacher F. The sound was more present, less muffled, and in tune.

TEACHER G: (beginning male choir). This group was a curious and rather

rowdy classof ninth grade boys. They made silly jokes, roughhoused a little before class,
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but were very excited to sing. Teacher G knew how to joke with them but also how to
settle them when necessary.

It was fascinating to see this teacher work to extend range. Since their concert
was only a few days away, tending to the music was of utmost importance, so Teacher G
did not spend a lot of time with range extension during the warm-up, but he helped the
students on specific passages throughout the repertoire. For example, while working with
the tenors he said, Oflip that over if you need to. If it starts to feel tight, just let it flip,
okay?0O (Teacher G Rehearsal Observation, 2013). He understood what the boys were
feeling and provided a technique to fix the problem. Once the boys flipped into their
falsetto for particular notes, the sound was less strident and more in tune.

TEACHER H: (beginning mixed choir). This teacher works in an urban
Kentucky school with over half of the student population made up of minority students.
She reported having many discipline problems when she began three years earlier like,
students throwing chairs and cursing at each other. But over time, sheOs managed to
create an environment where students feel safe and valued.

While | visited, | witnessed almost ten minutes of morning announcements on the
school intercom. Teacher H decided to use this time to have students practice breathing
exercises with OThe Breathing Gym.O This is an interactive DVD where the students can
do breathing exercises along with the DVD while still listening to announcements. This
was a clever classroom management tactic that Teacher H used to make sure students
were not talking during announcements but learning to breathe at the same time b

utilizing every second of the rehearsal period.
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TEACHER I: (beginning female choir). It was gratifying to see Teacher | refer
back to warm-up concepts while rehearsing performance literature. During warm-ups she
frequently asked students to Obreathe the vowel,O and then reiterated this while they were
singing repertoire. This allowed students to successfully transfer information from
warm-ups into the music.

TEACHER J: (beginning female choir). This teacher valued solfege to
simultaneously teach sight-reading and also unify vowels. Her class performed several
exercises at varying tempi to practice unification. When a particular syllable was not
unified, she stopped them to fix it. Unifying solfege syllable vowels allowed her to apply
these sounds to non-unified vowels in the repertoire.

Collective Group Responses: Tone Developmenit was rewarding to find that these
ten identified master teachers used strategies and techniques documented by &k hatyinlg
effective or best practice. While each teacher employed distinct and differingqieehto
develop tone through breath, resonance, range extension, phonation and vowel development,
interesting commonalities displayed by the participant teachers also becameatapgach
were directly connected to research literature.

Breath. As Table 29 shows, several strategies were used by more than one teacher, for
example, Teachers A, D, F (tongue trills), and H used lip buzzing to teach breath support.
Hissing or the OsO sound was used by Teachers B, C, D (shh), E, G, and | (shh) to teach breath
management skills. Though Jordan (2005) suggests restraint in using group lip trills, Miller
(1996) advocates suspension of OsO to practice breath management and to maintain elevated
posture at the same time. Teachers B, D, and | had the students say the alphabet, count numbers,

or sing OMy Country tis of theeO on one breath, which can be related to work of Ehmann and
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Haasemann (1981) who also use fun activities to help singers achieve better breath management:
such things, for example, as pretending to cool soup or gently blowing on an imaginary
dandelion. These master teachers directly reflected breath management exieedisesabove-
mentioned, which are excellent strategies for helping novice singers develop breath management
skills.

Many of the teachers used physical activities to get students to feel the breathing:muscle
Teachers C and F had the students lay on the floor, Teachers C and D had the students put their
hands on their lower backs to feel expansion, Teachers F and G had the students bend over at the
waist to feel breathing muscles moving, Teachers C and D had the students put one hand on the
chest and one hand on the abdominals to feel the breath mechanism at work, and Teacher F had
his students put their hands on the ribs to feel expansion. Pedagogy presented by Collins (1999)
also suggests having students put one hand on the abdomen region and the other on the chest,
reminding singers that the hand on the chest should not move during the inhalation and
exhalation process. Gackle (2011) also advocates having the students put their hands on the
ribcage in order to feel movement during the inhalation and exhalation process. There is strong
support from various experts for presenting instruction as the master teachers demonstrated in
this study.

Teachers D and | used the creative idea of using the Obreath elevatorO with students to
remind them to breathe deeply. Teacher D offered the following description for the breath
elevator:

YouOre right here in the penthouse and letOs let your breath elevator just go down

ten floors (teacher demonstrates with the right hand on top as the penthouse, the

left hand is the elevator that goes down slightly, equaling ten floors) and back up,



and then allow the breath elevator to go all the way to the lobby level (the left

hand goes down further) and then back up, now all the way to the basement where

the cars are parked (teacherOs left hand goes down even further) and back up

(Teacher D Interview, 2013).

Table 29 also displays that Teachers A, B, C, D, E, F, |, and J used slow inhale and slow
exhale exercises to work breathing muscles, as does Gackle (2011). She suggests that students
inhale and exhale for sixteen counts in order to practice breath management skills. Likewise
Miller (1996) uses inhale, suspend exercises where the increments increase as the exercise
continues.

Resonance.Jordan (2005) believes that resonance exercises should never be omitted to
establish habit strength and hopefully prevent singers from using speaking voice production in
rehearsal instead of their singing voice. Table 30 displays strategies master teseaxthéos
resonance, and other connections became apparent.

Teachers A, B, D, E, F, H, |, and J used exercises with the OeeO vowel for resonance
building. Teachers C and G also used OeeO vowel exercises in their observed rehearsals but did
not specify whether it was used to build resonance. As did these master teachers, Jordan (2005)
supports the use of the Oeed vowel to build resonance, but also uses 0000 because he considers
both the Oeed an Ooo0 vastmdst for producing head tone.

Teachers B, D, E, and J used OngO for resonance, while Teachers F, | and J used OmOsO a
OnOsO for resonance. Teacher C chose OmO exercises during his observation, but did not specify
its usewasfor resonance development (Table 36). Similarly, Gackle (2011) advocates the use of
voiced consonants like OmO and OnO but also OIO OvO and OzO as resonance builders. Other res

which supports the work of these master teachers, involved the use of humming for resonance



(Teachers C, E, H, I, and J). Teacher F was also observed using humming exercises with his
students, but did not specify its use for resonance. Collins (1999) and Gackle (2011) advocate
the use of humming for breath and voice connection, and Miller (1996) agrees that the OhumO as
well as Om,0 On,0 Ong,0 and OgnO consonants are excellent for building resonance.

Range Extension.Because students must sing across a broad range of pitches in solo
and choral literature, expanding the range of novice singers is essential. Jordan (2005) cautions
that range extension development is a lengthy process. Teacher E explained range extension to
his students by comparing it to marathon preparation: OIf youOre going to run a marathon and
you only practice 5ks all the time, youOre never going to be readyO (Teacher E Interview, 2013).
Inherent in the process is teaching students to properly navigate the passaggio and sing notes in
the upper and lower registers healthily, effortlessly, and aetyuravlost pedagogues and
practitioners agree that developing range extension requires sequenced, careful vocalization
across time.

Teacher C, E, and J used sliding and sirens to help with range extension, much as Gackle
(2011) suggests; she proffers that sirens and gliding engage the vocal mechanism and help
connect the registers. Jordan (2005) agrees that sirens can be effective for range extension but
has found that young singers may raise their larynx, compromising space, and perhaps resulting
in tension. He suggests using the sigh to reset the larynx and help students relax after such
exercises. Teachers E and J used the sigh technique frequently to make sure their students were
relaxed after particular exercises. Collins (1999) also promotes the sigh because of it ability t
help with breath and relax the voice. Pedagogues and some of the master teachers argue that

range extension is taxing and can cause tension; thus they follow with vocal relaxation.
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The Oeel vowel was selected for range extension by Teachers D, E, F, G, H, and J and the
OahO vowel was used for range extension by all ten participants. Jordan (2005) promotes using
the OeeO vowel for downward range extension to help keep forwardness in the sound, and he uses
OahO for extending the range upward. Again, best practice by master teachers reflects the
research.

A common pattern used by Teachers A, B, C, D, and H was the use of five note stepwise
movement for range extension. Phillips (2004) endorses the five-note pattern especially for
extending the lower range, as did the master teachers. Teachers A, B, D, E, F, G, |, and J all
used broken triad chords or arpeggiated exercises for range extension. Jordan (2005) agrees that
broken chords are the best type of exercises for range extension. Ehmann and Haasemann
(1981) and Miller (1996) also use various arpeggiated exercises for range extension. They
suggest using Ooo0 while extending the upper range and Ooh® with an OahO shape in the throat fc
passages that go in the lower range. This contrasts slightly with Oee® ascending and OahO
descending recommendations by Jordan (2005).

Teachers A, B, D, F, G, H, and J use falsetto to extend range with boys. It should be
noted that teachers A and B do not use the word falsetto with their students, but do actually use
the register when extending the boysO range, but label this as head tone or head voice. Collins
(1999) agrees that young boys should learn to access their falsetto so they do not try to carry
modal voice too high and risk harming the vocal mechanism. Collins (1999), like Teachers B, D,
G, H, and J, advocates starting boys in their falsetto and working downward.

Phonation. Achieving a balanced onset can be challenging for young singers. Often the
models young people hear on the radio or television contribute to the unhealthy sounds they

sometimes produce when phonating. Thus, teaching students to properly initiate the sound is
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imperative, though tricky. Table 32 shows strategies that master teachers used to helpgoeginni
students with phonation development.

Teachers A, C, D, E, and J used OmOs0 or OnOsO to help with phonation. This correspond:
to the research of David (2008), which reported that voiced consonants like OmOsO and OnOsO
combined with vowels can help with phonation (David, 2008). Teachers C, D, and H chose
humming for phonation. Teachdfand J used humming in their observations but did not
specify its use phonation. Gackle (2011) also suggests humming to help students connect the
voice and breath. Teachers B, D, E, H, and J used the OeeO vowel for phonation while, Teachers
C, G, and | used OeeO vowel exercises in their warm-ups but did not designate it as a phonation
exercise. Miller (1996) prefers using front vowels like Oee,0 OayO and Oeh, for phonation, which
supports master teacher choices. Teachers B, C, E, and F also used the O0o00O vowel for phonation.
Similarly, Ware (1998b) uses sighing and descending arpeggiated exercises that incorporate
consonants with the OooO vowel to help achieve efficient phonation.

Miller (1996), like Teachers F and J, encourdgesise of OhO for an onset that may
exhibit tension, as does Ware (1998b), who also promotes use of the OhO to coordinate proper
phonation. Teacher C advised allowing students to explore the OracketsO in the voice and
Teacher J encouraged experimentation with good and bad onsets, so students would know what
appropriate and inappropriate sounds to use. This experiential approach allows students to
discover what these sounds feel like in the voice and reinforces the OcorrectO feelings.

Vowel DevelopmentProper vowels encourage good tone, so it is imperative that vowels
are properly formed and unified within a choral ensemble. Teacher B explained to her students
that Othe vowels happen inside before they happen outseeBer B Interview, 2013), thus

encouraging vowel execution that can achieve unity (Table 12).
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Teachers C and E use the Omah, meh, mee, moh, moohO exercise for vowel unification,
and have students use their hands to remind them of space when doing this exercise. Collins
(1999) also uses this vocal sequence but utilizes other beginning consonants like 01,0 On,0 and Ob
Teachers E, H, | and J use solfege to help unify vowels. Collins (1999) agrees that solfege, along
with music literacy, can be used to unify vowels, which in turn can improve tuning. Similarly,
Teachers A, D and G work unification using sight-reading numbers.

Teachers F and G teach the five Latin vowels for vowel development, as does Collins
(1999) who teaches these vowels so beginning singers can use them as a foundation for singing
text in repertoire. Teachers D, E, and G use 0000 vowel exercises to teach unification of vowels.
Collins (1999) recommends the use of an 0000 vowel to discover head voice as well as promote
blend with young singers. Additionally, Jordan (2005) and Phillips (2004) mix the O000 with
other vowels to aid in unification.

Additional Group Similarities. Analysis of individual teacher profiles allows for
comparison and contrasting isolated teacher strategies. Unique concepts emerged from the
investigation of the ten master teachers. Tables 29 through 33 display these findings.

Lip trills. As the figures indicate, lip trills were used to develop tone in all categories
(Breath, Resonance, Range Extension, and Phonation) except for vowel development. Every
teacher except two, used lip tetkercises in their warm-ups. Teacher B even suggested doing
lip trills on one line of the music as a warm-up when a lengthy warm-up is not feasible. Gackle
(2011) believes that lip trills are a way to connect the breath and the voice, as do Ehmann and
Haagmam (1981), who suggest that lip trills help free the lips and activate the breath
mechanism muscles. In contrast, Jordan (2005) considers ligsnitky for use within a

choral rehearsal setting because it can cause lip, jaw and tongue tension and can cause the larynx
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to elevate. Though he believes that lip trills have little to do with the way it acteally/tb

sing, his primary objection is that, unlike in the studio where individual monitoring for tension
occurs, it is impossible to properly ensure that everyone in a large choir is trilling without
tension.

Vowels and consonant3he consonant®m,0 On,0 and OngO were used by most of the
masters teachers as well, in all categories except for range extension. Ehmann and
Haasemann(1981) suggest that OmOs, OnOs, and OngOs are great for obtaining resonance. The
vowel was used to develop tone in all five categories and was used by every teacher to build
tone. Starting words or phrases with OhOsO was also a noticeable trend. Ehmann and Haasemanr
(1981) recommend laughing sounds like Oha!O or Oho!,0 as they work well for engaging the body
and are great for preparing the voice for singing. All teachers except for G and H used OhO
exercises to start a phrase.

Body Alignment.Every master teacher stressed the importance of body alignment and/or
appropriate posture for singing. Teachers B, C, D, E, |, and J performed relaxation staategies
the beginning of rehearsal to make sure studentsO bodies were prepared for singing. Jordan
(2005) considers relaxation and deconstructing poor posture brought into the chorasfiosim
steps in the singing process. Gackle (2011) concurs that relaxation helps rid the body of tension
so it is ready for singing, and also that body alignment puts the body in a position allowing for
singing at its best.

SensationsAll ten participants stressed the importance of feeling sensations and then
remembering what it feels like when properly executing a concept. Appelman (1967) supports

this notion, conjecturing that healthy, managed and efficient singing begins by mentally
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visualizing the sensations. Shenenberger (2008) noted that involving the senses helps singers
internalize feelings, which supports greater cognition.
Tone Descriptors

Each master teacher had unique ways to describe the tone they desired to elicit from
students. While master teachers in this study shared some common tone building terms and
expressions, each used diverse words to describe his/her desired sound. Figure 4 indicated terms
used to specifically describe each teacherOs tone building concept. Teachers having an ideal
tonal concept and then formulating appropriate descriptive language for illustration of a
particular aural image seemed to be the key.

Selected Individual Teacher Responses: Tone DescriptorH.is interesting that
Teacher B did not use any vocabulary common to the other master teachers in this study when
asked for specific words describing tone. Most teachers used descriptive language such as
Obrightd or Otall,0 but Teacher B used technical language to describe tone. Terms like diaphragm
and intercostal muscles were used in describing her tonal concept. Perhaps her vocabulary is
different because she teaches at a performing arts magnet school. Beginning students at this
institution have the ability to take on-campus voice lessons and possibly are more advanced than
the average beginning singer.

Collective Group Responses: Tone DescriptorfCommon terms among the teachers
were OtallO [seven teachers], OspaceO or OspaciousO [three teachers], OforwardO [two teachers]
OroundO [two teachers] ObrightO [two teachers] Osoft palateO [two teachers] and Oin the headO or
Ohead toneO [two teachers]. Literature support abounds for these tone descriptors (David, 2008;
Ehmann & Haasemann, 1981; Gackle, 2011; Jordan, 2005, McCoy (2004); McKinney, 1994;

Phillips, 2004; Reed, 2008; Ware, 1998b).
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Avoided Verbal Expressions

Selected Individual Teacher Responses: Avoided Expressiorsigure 5lists verbal
expressions these master teachers avoid because of potential for tension or harm to young
singers. While avoiding certain words is often necessary when training young singers, finding
appropriate replacement words is also essential. Teacher C says he tries to find better words t
describe concepts instead of necessarily avoiding words. For example he says Osupport systemO
instead of Obreath supportO (Teacher C Interview, 2013). Teacher D says Ovoice expansionO
instead of Ovoice changeO (Teacher D Interview, 2013). Teacher G says he never uses the phrase
Oon the breathO because OlOve never had anybody be able to actually explain to me what he or sh
really means by thatO (Teacher G Interview, 2013). He instead gives students tools to achieve
balanced breath and clean onset.

Collective Group Responses: Avoided Expression€ommon expressions avoided by
the master teachers were OpushO (two teachers), OloudO (four teachers), OsoftO (two teachers), al
OfalsettoO (two teachers). Jordan (2005) advises consideration of language used in choral
rehearsals, because it can have an adverse effect on the voice. He avoids, for example, ObrightO
and OdarkO as opposed to OcoolO and Owarm,O which he prefers. Certain words or phrases may
conflict with the ideal tonal preferences teachers are seeking. With experience j@aasiers
have become aware of expressions that are contrary to the favored sound. Teachers that
responded to this question all indicated that experience allowed them to note the advésse effec
of certain terminology, hence requiring them to find other ways to describe tone.
Differentiated Strategies: Boys versus Girls

Selected Individual Teacher Responses: Differentiated Strategie$eacher E noticed

that his female singers tried to sing as if they were talking, so he used exercises to help them
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transition from speaking to singing voice, also encouraged by Smith and Sataloff (2006).
Teacher F emphasized changing keys to accommodate boysO voices. He also recommended
providing multiple parts for boys so that they have options where they can match the pitch within
a narrow range. Barham (2001) agrees that changing the key of a piece or writing an extra part
for male singers is often necessary. Teacher H proposed yodeling between modal and falsetto
voice, as another technique for boys navigating the passaggio. Similarly, Miller (1996) believes
falsetto can be useful, with measured use, to help male singers navigate the passaggio.

Collective Group Responses: Differentiated StrategiesAs Table 23 indicates, most
teachers did similar exercises for boys and girls building tone. The biggest area of difference is
with range extension. Teachers indicated teaching falsetto for the boys and techniques to
transition from head to chest for girls. Miller (1996) and David (2008) recognize the use of
falsetto to help male students transition through the registers. Likewise, Collins (1999) reports
that female singers must learn to shift smoothly through the passaggio to unify their registers.

Another commonality was shared between Teachers C, D, and E who found boys to be
more competitive than girls, which made them more willing to take risks. Teachers E and G felt
the need to be gentler when working with girls and felt they could be more direct with boys. This
was evident when observing Teachers F and G, both male teachers, in rehearsal. They were very
straightforward and honest with the boys, but tended to be more cautious when working with
female choirs (I had an opportunity to observe these teachers work with female choirs as well,
even though they were not taped for this study).

It was interesting to note that all teachers in this study had gender separation for
developmental choirs (even though | observed the developmental mixed choirs for Teachers E

and H). Several teachers reported that separating males and females at the beginning stages

| On(+



enabled them to focus on gender specific issues. They felt more able to give students necessary
attention to develop and/or correct resonance, range extension, phonation, and vowel
modification concepts, specific to each gender.

Not surprisingly, | did witness varying and diverse behaviors between male and female
choir participants. Male choir members were seen rough-housing a little before class, sauntering
to assigned seats, dropping music down on seats, eating, shuffling music folders with their feet,
wiggling, shouting across the room. Female choir participants were witnessed talking to friends,
quickly gather materials for class, embracing friends, and sitting in assigned seats.

Observed Warm-Ups

Selected Individual Teacher Responses: Warm-UpsAs Figure 6 indicates, Teacher A
did two warm-ups with his beginning male choir. While he used few warm-ups, he covered
various concepts, including: breath, by insisting upon deep breaths before each iteration;
resonance, by reminding the students to Obring body to the toneO and Ostay in the head;O range
extension, by taking each exercise high and low; phonation, by using ObO and OhO to initiate the
sound; and vowel development, by requiring pure vowels. Students also used hand motions,
which helped engage the body.

Teacher C, in contrast, used nine warm-ups with his beginning female choir (See Figure
8), which resembled the Gackle (2011) sequence. He allowed students to relax and align the
body, followed by deep breathing and hissing, then resonance exercises like Onjeh,® humming,
Oee-ah,0 and lip trills, then range extension and agility exercises like Othee-eh, thee-ah, thee-ohO
and Omah, meh, mee, moh, mooh.O This teacher emphasized feeling sensations as the students

vocalized, and gave specific feedback between iterations.
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Collective Group Responses: WarntJps. The teachers in this study all used a warm-
up sequence at the beginning of rehearsal to get voices ready for singing. Teachers B, C, D, E,
F, H, I, J all used relaxation and/or body alignment exercises to begin rehearsal. All teachers
reserved range extension exercises for later in the warm-up sequence so that voices were
properly prepared. Teachers D and G also utilized the warm-up time to review music theory
elements. Students sang major, minor, and chromatic scales on numbers.

Research Question #2

Is descriptive language included in high school master teachersO pedagogical approach,
and if so, how? Results offered individual and group behaviors, providing interesting results.
Analogies, Metaphors, and Imagery

Selected Individual Teacher Responses: Analogies, Metaphors, and ImageiMaster
teachers in this study had a tremendous amount of descriptive language to help students achieve
optimal tone.As Tables 13 through 22 indicate, the ten master teachers in this study used many
analogies and metaphors to help students understand concepts for singing. Teachers used
descriptive words and phrases to help students visualize and feel sensations, aimed to produce
the best tone for singing. .

TEACHER A: When Teacher A noticed students were taking quick, shallow breaths, he
explained that they were Ogulping a breathO (Teacher A Rehearsal Observation, 2013). This
helped students realize that the breath was rushed, unprepared and not deep enough for the
upcoming phrase. Because teaching singers how to breathe for singing is a considerable task,
Ware (1999b) suggests slow deep breath exercises to help singers realize the depth of breath

necessary to carry out long phrases.

! Oh(-



TEACHER B: Teacher B described the space in the mouth for vawaloy Oplay
dough factory.O

The shape you put on the end of that play dough factory, thatOs the vowel inside

your mouth and then when you press down thatOs what comes out. So everyone

has to have the same inside shape, otherwise what comes out is not a unified

sound (Teacher B Interview, 2013).
Jordan (2005) affirms this idea, by maintaining the importance of all vowels having enough
space on the inside of the mouth. Once the shape on the inside is formed correctly, a unified
vowel can result on the outside.

TEACHER C: An interesting description that Teacher C used to obtain appropriate
posture from his students was to Ounravel and rootO (Teacher C Interview, 2013). He explained
that some of the students ObraidO their legs, meaning they interlaced them. OUnravel and rootO
conveys that they must stand with correct posture for singing. Brinson (1996) communicates the
importance of appropriate posture for singing. She, like Gackle (2011) maintains that proper
alignment allows for efficient singing.

TEACHER D: In the observation of Teacher D, she had students imagine the tone
coming out like a question mark, as if the sound comes up behind the back and goes over the
head. She also had the students turn to the side and draw in the air a question mark as they sang.
Jordan (2005) uses a similar strategy that he terms the Oup over and upO gesture to help singers
achieve a better sigh. He uses this gesture and the sigh to promote space in the mouth and a
lowered larynx.

TEACHER E: Teacher E described using the idea of a dart versus a paint ball to help

students achieve a more focused sound. He used the dart to represent a focused, forward sound,
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as opposed to the paint ball, which represented indistinct placement. Scholars agree that giving
direction to the sound helps singers feel sensations in a specific area (David, 2008; Vennard,
1967; Ware, 1998b).

TEACHER F: When observing Teacher F with his freshmen male choir, he noticed
tension in their lips so he told them that the Olips could have a partyO (Teacher F Rehearsal
Observation, 2013) to help the students understand that the lips ought not interfere with sound
production. Thus he had them move their lips around with their hands while singing, so to
combat stiffness.

TEACHER G: To help the male students understand the need for forward placement in
the lower register, Teacher G explained that they needed a Osinus connectionO (Teacher G
Interview, 2013) on lower pitches. This reminded the boys to try to feel sensations in the nose,
cheek and eye areas of the face. Miller (1996) explains the mask as the area in the front part of
the face including the sinuses region. The sinus connection and mask imagery give students
another way to conceive forward placement.

TEACHER H: | observed this teacher give each student a large rubber band, capable of
extreme elongation, which was used to demonstrate breath support. As saugatcending
pitches, they pulled down on the rubber band. The teacher explained that the use of the rubber
band was to demonstrate the action of the lower support muscles for singing. Brinson (1996)
supports the use of movement in the rehearsal because it promotes physical awareness while
singing.

TEACHER I: To help students achieve head tones, Teacher | had the students Osing
above the hand.O The teacher explained that she has students place a hand horizontally

underneath the nose and Osing aboveO it. This perhaps functions like a visual analogy, which is
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supported by Jordan (2005), who calls upon movement to prompt special features in the singing
mechanism. Using gestures during the warm-ups remind students to use their whole body for
singing.

TEACHER J: To assist students in achieving a lifted soft palate, Teacher J has the
students pretend to sniff a flower. Ware (1998b) supports this idea, affirming its ability to not
only lift the soft palate but also lower the larynx for singing.

Collective Group Responses: Analogies, Metaphors, and Imagerjt was interesting
that the master teachers shared several descriptors even though they were from different states
and had varying levels of training. Perhaps this is a reflection of commonality across voice
studio or vocal pedagogy curriculum.

Breath. Several approaches were used to help students with breathing. Teachers C and |
used phrases like Olow breathO or Obelly breathO to get the students to breathe deeply. Teacher C
had her students Obreathe to the bottom of the container and Teacher | used Obreathe down to you
navelO to remind students to breathe deeply. Both Teachers D and | use the Obreath elevatorO
concept to elicit a deep breath. Teachers D and H used the Osipping from a strawO concept to
help with inhalation and exhalation. Teacher D was observed having her students Olet the air out
through a straw and Teacher H had her students breathe in through a straw, and both ideas helped
students focus on managing breath for singing. Gackle (2011) has students sip milk through an
imaginary straw, which not only helps with the proper expansion for breathing but also allows
the soft palate to lift and the Ooo®@elto form on the inside.

Resonance and Placementeachers A, B, C, D, and E talked about focusing the sound
high in the head for their girls. Teacher E described the sound as coming out like a fan and

Teacher B called it an upside down triangle. Teachers A and C used the idea of focusing sound
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in the forehead for boy$) help with resonance and placement. Likewise, Teachers A, C, E, and
F used phrases like Omore space on the top,O Ospace in the sound,® or Okeep it spaciousO to
describe space needed in the mouth for singing. Ehmann and Haasemann purport that, the higher
the pitch, the more space is needed inside the mouth and vocal track. Teachers D and G both
spoke about Oletting the tone resonate in the roof of the mouth.O

Another idea that Teachers A, B, G, and | shared was Ospinning the sound.O Teachers D
and G used the concept of having the tone come out like a question mark in order to achieve
good resonance and placement. Teachers D, E, and G often have the students think of the Omask(
when singing, so that sensations could be felt in the nose and eye areas of the face. Similarly,
Teacher F told his students to Opress it into your face.0 Ehmann and Haasemann (1981) admit
that novice singers have success wittagkresonance,O which helps focus the tone. Moreover,
Teachers F, H, and J all used the phrase Oforward soundO to describe resonance and placement fo
students. In order to achieve forward placement, Teacher F and G asked students to put the
Osound outside of the teeth,® Oput it right on the teeth,0 or Ofocus tone toward the teeth.O Teach:e
admitted that sometimes her boysO sound became too OdarkO and Oback in the throat,d so she, lit
Teachers A and F worked with the students for more forward placement. Teachers B and D used
a balance scale for demonstration with students so they know how the vowel should sound and
where it should be placed. Teacher D called it a Obrigiete® and typically asked for a sound
that was balanced between bright and dark. Teachers F, H and | called for Obright placementO or
Obrighter vowelsO from their students to get the appropriate balance in the sound.

Range ExtensionWhen helping male students navigate the passaggio, Teachers B and E
both described the male vocal mechanism as being an hourglass shape, inferring that the

passaggio is the slimmest part of the hourglass, which requires attention. Four of the teachers, D,
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F, G, and H talked about flipping into falsetto with their boys. To help the male singers
understand the three registration areas of the voice, Teachers D and E talked about using (1) the
Omom/Julia Child/Mickey MouseO voices for falsetto, (2) the Ohey mom, can | borrow the keys to
the carO voice for mixed register, and (3) the Oholy molyO voice for chest register. Teacher F also
advocated using the OJulia Child® voice to help all students find head voice and Teacher | had her
students use the OMickey MouseO voice to locate head voice sensations.

Phonation. Teachers B and H used painting descriptions to illustrate phonation,
articulation and breath concepts. Consequently, phonation specific analogies, metaphors, and
imagery depictions were few. Occasionally, during the interviews, it was difficult for the
teachers to think of phonation specific exercises, because they often overlapped with exercises
used for breath, resonance, range extension or vowel development. The descriptive language
they used to create mental pictures for phonation was indistinguishable from the language used
for the other categories (breath, resonance, range extension, and vowel development). Thus, the
imageries used to develop tone in the other main categories, were useful in helping students
phonate properly.

Vowel DevelopmenfTeachers H and | used the vampire idea to achieve space in the
sound and to emphasize pure vowels. Teachers C and | also had the students Obreathe in the
vowelO which dually worked vowel shape and onset. Ehmann and Haasemann (1981) endorse
this technique to set the vowel before singing and to prevent glottal attacks.

Another phrase that was used to produce more space for singing was Overtical space.O
McKinney (1994) reports that vertical alignment can help singers perform sizeable intervals
without noticeable changes in the tone. Teachers B and C used this concept to remind students

to lift the soft palate for singing. Teachers C, D, R, G, H, and J used the phrase Otall vowelO to
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remind students of the appropriate space for singing. Teachers E, F, G, and J use OroundO to
describe the sound, implying the need for space and pure vowels. Jordan (2005) agrees that
singers should visualize a tall and round vowel, and additionally labels them as cool and warm
tone. The idea of the OyawnO was referenced by Teachers B, F, and J to get mdttgirspace

the mouth. Ehmann and Haasemann (1981) believe that yawning incites deep breathing but
Miller (1996) feels that, even though the yawn creates space in the throat for singing, there are
other methods that can accomplish an open throat. He prefers the yawn be used by only the tired
and fatigued, not the singer.

Teachers A, C, and E use the idea of Odome spaceO with their students. Similarly,
Teacler B used the idea of Othe inside of a parachuteO to depict the space inside the mouth.
Teachers E and G used architecture references, like the roof of the concert hall and cathedral
ceilings, to describe the space needed in the mouth. Teacher G also had the students @anagine th
space on top if the Titanic was turned bottom upwards.

Additional analogies, metaphors, and imagery responses.

Musical instrumentsSeveral of the teachers, B, G, E, and |, used musical
instruments to help students understand singing concepts. Teacher B talked about the
need to increase breath energy for higher notes like on a trumpet, Teacher G talked to his
students about resonating like a string bass, Teacher E related breath activation to playing
a violin, and Teacher | referred to the clarinet when talking about registers.

Nature.Objects on the water were also an idea used to describe tone. Teacher B
described a duck moving smoothly on the water, but paddling aggressively underneath
the water, and she related that to the singing mechanism. Teacher D described the

motorboat propeller as breath energy, while Teacher G wanted the sound smooth like a
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guppy swimming in an aquarium. Teacher H sought a smooth breath as if floating down
the Ohio River. Another idea in nature used to help students was a tree. Teacher C told
his students to Ounravel and rootO like a tree to get posture aligned, Teacher D instructed
her students to be grounded, and Teacher H used the idea of planting trees to make the
connection between air flow.

Altered tone One concept shared by several teachers (C, D, E, F, and G) was
having students create sound for different age groups. Instinctively the students made
changes, eventually yielding a more mature and gorgeous sound. The master teachers
also followed this strategy with questions about what the students did to make the
changes, which allowed the students to focus on the alterations that were made in the
singing mechanism.

Food. Another method master teachers used to dessingimg concepts
involved food examples. Teacher E used the idea of the hot potato for space and a lifted
soft palate. Teacher D had the students imagine they had taken a bite of hot pizza and
could not spit it out, which helped with space. Teacher D also described sounds as dark
chocolate caramel, and Teacher | used the word chocolate to describe tone.

OUnpleasantO DescriptorSometimes teachers used an unpleasant description to
label sounds they were hearing. Teachers F and H both used the phrase Olike someone
had stepped on a dogO to describe the sound. Teacher G described the sound as Olike a
dying cat in a hail stormO because he heard tension in the sound.

Diction. To improve diction, Teachers E and H asked the students to OspitO the
text. Similarly, Enmann and Haasemann (1981) ask singers for explosive consonants to

help listeners perceive the text. Phillips (2004) calls for singers to exaggerate
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consonants and allow them to precede the beat. Such imagery reminds students that
clean consonants are a necessity for word recognition.

Larynx. Teacher D and G also named the larynx to make the students more aware
of its use in the singing process. Teacher G called the larynx, OMr. Larry NixO while
Teacher D uses the phrase OLarry lies low.O David (2008) and Phillips (2004) research
agrees that the larynx should be in a low position for singing so there is support for
actively teaching larynx positionOften, as pitches rise or tension increases, the larynx
ascends in the throat and causes the vocal tract to shorten (David, 2008). This can have
an adverse effect on the sound and cause tension in other areas of the vocal mechanism.

Research Question #3

Are other variables sudscreation ofa safe environment, teacher modeling, and use of
movement reported as important by master teachers? Recorded observations provided data for
these teaching behaviors. Similarities emerged from interviews and observations, which
provided interesting findings.
Safe Environment

A common theme that emerged in the interviews was that students needed to feel
comfortable and safe in order to sing confidently and effectively in a choral situation. Van der
Vat-Chromy (2010) studied such factors as safety and identity in choral rehearsals and found
both to be essential. Many master teachers mentioned the need for building relationships and
creating a positive environment for students to safely make music. A key factor theggurfa
was that teachers believed they should focus on individual student needs in the class and not just

the creation of a fine choir.
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It was gratifying to see students conversing and/or embracing before rehearsals. This
signaled students cared about each other and relationships were prized in the choir classrooms
that | visited. | also saw student projects and pictures on bulletin boards as well as trophies and
plaques on display. These examples indicate the establishment of an environment that
recognizes student efforts and appreciates their contributions. Teachers did not admonish
students for mistakes, but challenged them to do better (Joyce, 2003). The close relationships and
safe environment fostered in these classrooms empowered students to confidently sing at the
best. When students feel safe, validated, and valued then they are free to make music.

Effective Modeling

Modeling was a strategy all teachers used to build tone, and they were observed modeling
exercises, phrases, diction or other key aspects needed for tone building. (Figure 16 displays the
modeling behavior of the ten master teachers). Jordan (2005) designates modeling as an efficient
way to help singers understand a teacherOs sound ideal. GrimlandOs (2005) research found that
modeling allowed teachers to reveal behaviors, techniques and sounds effectively.

It was intriguing and interesting to note how sounds changed when teachers modeled for
the students. When teachers modeled, most students were able to recreate the sounds quickly.
The teachers in this study valued modeling appropriate and inappropriate examples for their
students. Presenting both bad and good models was an effective tool so students could hear
gross discriminations. #lsowas fitting to demonstrate more good models than bad, so students
could imitate correct sound ideals more often.

Modeling was used more than descriptive language by eight of the ten teachers (See

Figure 17). Itis interesting to note that descriptive language was predominantly used for
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placement, space, and breath. Perhaps these concepts are too difficult to use technical language
with beginning students, so teachers use descriptive language to teach these areas.

Also of interest was that Teacher B, who considers herself a Opianist turne®singer,
modeled 104 examples in a fifty minute rehearsal compared to Teacher H, who is a professional
singer, but modeled only twelve times in the same rehearsal time. | noticed Teacher B used a
pure, round tone to demonstrate concepts while Teacher H used her professional operatic voice.
Although Teacher H had a beautiful operatic-like model, perhaps she did not model more
frequently because she did not want students to try to imitate the operatic vibrato that was
present in her voice. Or, this may be a reflection of the professional singer protecting her voice.

Teacher F reported that receiving cancer treatment in the year prior had affected his
singing model. While | observed him model more than he used descriptive language, perhaps he
would have modeled more had he been able.

Movement

A common teaching technique was the use of movement to help sound production. All
ten participants reported or demonstrated having students use movements to support tone
building. Jordan (2005) supports the use of gesture in group settings, and feels that physical
gestures have a huge impact on improving vocal technique because of their ability to reinforce
vocal principles learned. He feels that movement allows singers to see, feel, and peocess t
experience, which in turn allows them to describe and repeat the experience, establishing
transfer. Galvan (2008) uses movement not only to enhance vocal technique, but to also
reinforce articulation, diction, energy, and other musical concepts. Once again, pedagogical
literature aligns with practices used by the ten master teachers, demonstratingptitenioe of

movement in the choral rehearsal.
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Research Question #4

What academic training most influenced teachersO approach to tone development with
beginning choirs? Master teachers rank ordered five potential opportunities to learn tone
building pedagogy, including: voice lessons, singing in choir rehearsals, pedagogy class(es),
school/district in-service, and observation of master teachers/mefbnsterest was
determining which experiences the master teachers deemed most valuable in developing their
tone building techniques.
Learned Techniques and Strategies

Table 6 indicates what master teachers deemed the most and least ben&fainirig
to teach beginning high school singers to build tone. Teachers most valued observing other
teachersNlean= 1.7), followed by singing in choir rehearsals, then thiagdvoice lessons,
fourthwaspedagogy class, and fifth was in-service, the least valued experieaaa£M.1). It
IS not surprising that teachers least valued school and disteetvige opportunities, since data
indicate that six of ten teachers reported receiving ten or less hours of school/districtce-servi
Fortunately, these teachers participate in state, regional, national conferences in ordemu® cont
developing skills. Teacher F indicated that experience was most beneficial in builtigtpski
teach tone with beginning high school choirs.

Concluding Thoughts

As shown in the figures and table, many of the tone developing strategies were similar
across all ten master teachers. Evidently, good teaching is good teaching and there is no one
magical means to reaching that end. And, even thoughniesterteachers lived in different
cities and states, had earned different degrees, and selected diverse levelsctbmahey

used related strategies. Furthermatkteachers who have taught between ten and thirty years



used similar strategies for building tone; female and male teachers used likeesxereishance
tone; and master teachers, with degrees ranging from Bachelors to Doctorate somehow
discovered comparable strategies to build tone with developing voices. This implies & distinc
pedagogy model exsand somehow outstanding choral master teachers are learning this
pedagogy for preparing beginning high school singers despite other variables.

Conclusion and Professional Implications
Pre-Service Teacher Preparation

1. The findings in this study both highlight lack of in-service effectiggnend also
provide a wealth of information for pre-service teachers to use in building tone
with novice singers. Specifically, this study identifies exercises to improve
specific areas of breath, resonance, range extension, phonation and vowel
development. Additionally, some exercises overlap to strengthen more than one
area. These are particularly valuable when choirs have short rehearsal periods,
but teachers want to give students a warm-up before diving into the music.
Training pre-service teachers with the techniques found in this willdy
hopefully prepare them to build tone in an efficient and effective manner.

2. According to these master teachers, consistency is also important when working
with young singers. There are numerous ways in which to teach singing concepts,
but new teachers should consistently ensure that students do not become negligent
in the rehearsal process or the choir will not be successful. Also, master teachers
in this study make sure that students transfer techniques from warm-ups into
repertoire. Pre-service teacharayalso learn ways for studeritsutilize proper

techniques whether in warm-ups or singing repertoire.
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3. Based on Table 7, which displays conferences that the master teachers have
attended in the past year, continued learning (i.e. content specific in-service or
professional development) is imperative. Not only do conferences provide
professional growth opportunities in very specific subsets of organizations (i.e.,
choir, band, orchestra, jazz), but also give teachers an opportunity to network and
build professional relationships. Perhaps future conferences could offer Obreak
outO sessions and pair pre-service or new teachers with master teachers for
mentoring. This is a small step, but a worthy one.

4. Table 6 indicates that observing other teachers was most valued overall by the ten
master teachers. These findings stress the importance of learning from other
teachers, which implies that opporitigs will exist for this to occur. Choir
teachers are often isolated and may be one of the only music professionals in the
school, so perhaps professional development could provide time to observe other
choir teachers. This is possible in cities, but more challenging in rural, and
perhaps urban areas, as model programs may be limited. Strategies, activities,
and other ideas can be shared when teachers have a chance to study other good
teachers.

In-service and Pre-service Teacher Development
Using data collected from this study can broaden knowledge of tone building strategies.
Shared techniques emerged from the data. Findings indicate:

5. Through experience, these master teachers developed a tonal preference, acquired

descriptive words to convey appropriate sounds, pinpointed expressions that

adversely affected the tone, and cultivated countless techniques to build tone.
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Attending professional in-service conferences helps teachers continue learning
and OrefuelsO them. Innovative techniques combined with proven instructional
strategies contribute to student growth.

. The importance of analogies, metaphors and imagery for describing tone building
concepts to young singers cannot be overstated. These descriptions help students
make connections with familiar ideas, which in turn reinforce tone building
concepts. In some cases, technical language to describe musical practice is too
complex for novice singers, so using descriptive illustrations followed by labeling
proves to be a valued method.

. The tables and figures show the differences between each teacher but do not
adequately display the relationships that these teachers build with their students,
nor does it clarify the time spent working with students out of class. Creating a
safe environment and building relationships within that setting were deemed
important for student confidence and efficient singing. This does not happen
automatically, as indicated by these master teachers, so they build it into their
curriculum and performance responsibilities.

Modeling is important when working with novice singers. Students need an
appropriate sound ideal, and radio and television often impart sound not
applicable for choral singing. Teachers need to appropriately model breath,
resonance, range extension, phonation and vowels for students.

Movement is an effective tool used by master teachers to build tone. Movement
was employed to relax the body, reinforce vocal techniques, and emphasize

appropriate musical principles.
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High school choral directors must accommodate students with varying ability levels so
they can be welcomed into choral singing where theytlaus, they must use effective
techniques to teach them reading, singing, and interpretation skills simultaneously with
challenging the more advanced singers in the group. Teachers find ways to teach music literacy
and to communicate historical aspects of music to students, but tone building is frequently a
challenge due to student variance of training and talent. This study isolated teaching behaviors
of ten master teachers and assembled strategies and exercises used by thesacerpert te
focusing on breath, resonance, range extension, phonation and vowel development to provide a
resource of effective tone building approaches. It was rewarding to learn that the current
research literature supports maBttechniques used by the master teachiéns. collection of
technigues may become quite useful for teachers of all experience levels to broaden their
approach and methods for building tone with novice singers.
Suggestions for Further Study
Continued study of tone development with adolescent singers is quite important. The
limited amount of qualitative and quantitative research studies on tone building with beginning
level singers further emphasizes the need for more research. While this study provides @ templat
for strategies used by master teachers, what other teachers actually do in all chagalisett
unknown. Recommendations for further study include:
1. An expansion of the current study to analyze master teachers from other states to
determine if strategies vary by geographical location.
2. Create surveys reflecting master teacher strategies, and then sample teachendalues a

behaviors in various states to determine if developing or novice teachers replicate these
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master teachers, or if master teachers operate at a different level than beginning or ill
trained teachers.

Examine the tone building techniques used by teachers of different styles of music (i.e.
gospel, jazz).

. Compare tone building strategies across varying levels (i.e., elementary age, middle

school, high school, college level, senior adults).
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APPENDIX A
INTERVIEW QUESTIONS

. Demographics:

1. The state in which you currently teach: (please check one)
O Florida
O Georgia
O Kentucky

2. | have taught high school choir for years.

3. Please indicate the most advanced academic degree you hold.
Undergraduate music degree

Bachelors of music education with certification

MM in Conducting or MME

DMA or PhD in Music

Other advanced study: (please specify)

O0O000O0

4. Pleasespecify training:
a. Private Voice training = years

b. Vocal Pedagogy instruction = semester(s)

c. School/Districtin-service [voice or choral only] (1 hour each) =
hours

d. Conference interest sessions (1 hour each) = hours

5. Where have you learned important techniques and strategies for developing tone in your
high school (Rank order: 1= most beneficial; 5 = least beneficial)
Voice lessons

__ Choir Rehearsals

_______Undergraduate or Graduate Pedagogy Class(es)
________School/District In-serse

______ Observation of Master Teachers/Mentors

6. What conference(s) have you attended in the past year? (check all that apply)
O ACDA National
O ACDA Regional (going this year)
O State ACDA
O Music Educators National Conference
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O State Music Educators National Conference

O Other (please specify)
[I. Stimulus Questions:

1. What strategies do you use to build tone with beginning High School choir students
concerning:

a. Breath

b. Resonance

c. Range Extension

d. Phonation

e. Vowel Development
What specific vocabulary do you use to describe your tone building concept?
Do you have particular analogies or metaphors that support tone teaching.
Are there verbal expressions that you deliberately avoid with developing singers as they
have potential for confusion, tension, etc.?
Would you detail differences in all thee above for boys and girls.
What else do you deem foundational in establishing healthy vocal production. Is there
anything else youOd like to say about tone building with developmental voices.

hwn

o o

I1l. Demonstration of Vocalises

Please demonstrate 10 self selected vocalises (2 from each category: breathing, resonance,
range extension, phonation, and vowel unification) that you use consistently with novice
singers.

1. Tape on
a. Demonstrate 5 iterations/repetitions of the pattern
b. Vocal goal/what technique are you addressing
c. Talk keys regarding girls vs. boys
d. Would you use this equally for boys and girls

IV. Additional Questions

\  That covers the things | wanted to ask. Anything you care to add?
\ What should | have asked you that | didnOt think to ask?
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APPENDIX B

HUMAN SUBJECTS APPROVAL FORM
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APPENDIX C
EXAMPLE OF INTERVIEW TRANSCRIPT
Sample Teacher C Interview Transcription [first page]

R: What strategies do you use to build tone with beginning High School choir students
concerning breath?

T: Ok, well with breath typically these students uhh, are shallow breathers anyway, and so we
have to uhh, the first thing that | do is let them kind of explore management with breath. | use

the word management, instead of breath control, because control has a negative connotation, we
control things, itOs not always good, and so | use uhh, | use the word breath management,
manage and how they do that, so 101l um use examples with hissing, let them take low deep
breaths, kind of hold it there to let them feel what that full tank uhh, feels like and then let it go,
because um, in our day to day, we donOt just, you know weOre shallow breathers, weOre not uhh,
you know we, we donOt pay attention to the kind of breathing that we do when weOre asleep and
when weOre, you know less engaged in things and so uh, for their singing we try to slow it down
and try to really allow them to feel the sensation of filling up and then managing it as it comes

out, so | you know, that umm, breathingEumm, weOll do some panting. A lot of times, | will
particularly umm with uhh posture and young ladies is is more of a problem than posture with
young men, young men will stand up, ladies wonOt, girls wonOt and so umm, | use kind of an
analogy about a see saw that if youOre here (teacher puts both hands on chest and sits taller) and
this is nice, nice and placed (continues to refer to chest) and lifted, inhalation is comisg in thi

way (teacher points to mouth area with left hand), the bellyOs kind of going out (teacher motions
with right hand how the belly moves), so itOs like a see saw, this never changes (teacher points to
elevated chest), in a see saw the middle never moves, if it did weOd be in, in in trouble, so if we
have this thing going on (teacher demonstrates with the hands the motion of a see saw) and itOs
kind of going on here, so when we exhale itOs coming out, stomachs going in (teacherOs hands
demonstrate see saw), but when we breathe, itOs coming in, the stomachs going out, and | do talk
about umm very generally the anatomy umm about the diaphragm sitting on top of the viscera.
Diaphragm going down, thatOs what pushes the belly out, no one wants his or her belly to be
pushed out, but we explore that. We do, we we make it fun. Umm because you know when, with
young singers you start talking about the body and how the body works kids get taa, kids get
nervous. And so umm you know you have to umm, make them feelEmake them feel

comfortable and so we do that with humor uhh so with breathing really, those kinds of things.

We get on the floor, feel what that feels like umm | try not to let them touch each other too much
because it becomes uhh more than (teacher laughs) it should. Uhh but | do let them put their
hands here (teacher touches lower back) and let them feel the expansion, low backElow and

back too, | think thatOs important. Umm really about sensation uhh, they need something tangible
umm, so | try to do as many tangible things, rather than breathe deep. What? | meanE.who
knows what that means, and everybodyOs deep is something different so umm if we can give em
those tangible things and and talk about the see saw and have their hands feel the expansion low
umm then they can they can start going back to that sensation every time. Uhh so, that really
kind of what | do for breath.
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APPENDIX D
EXAMPLE OF OBSERVATION TRANSCRIPT

Sample Teacher J Rehearsal Transcription [first page]
T: Here we go. Stand up in your spread out position
(teacher leads students through stretches)
T: Only three more days left, which is nice. Stretch back, open up that chest a little biter(teac
makes small talk as they stretch)
T: and switch sides (as they stretch neck), and just roll the head forward. As you lift your head,
would you bring your shoulders up, weOre going to squeeze to get some of that tension released.
And drop. Ahh. Roll the shoulders up and back, another time. | look forward to this,
everydayEit just feelsE(student makes small talk)
T: Roll your shoulders back, er up, back and down, shake out your arms a bit. Bend those knees
(E.) Now letOs start with our breathing. WeOre going to take in a count of four and then let it out
over four so remember how you have to regulate between the four beats, the eight beats, the
sixteen beats, as we add more. So breathe in over four ready? One, two, three, and hiss (students
hiss for four counts). Okay so, adding it up to eight, what do we have to do differently from four
to eight, just thinking itEready and breathe over four and (students do exercise D teacher counts)
T: Raise your hand if you were empty. (Several students raise their hands). Oh good, | donOt
believe that though (teacher laughs) Umm, | want you to squeeze a little bit more, letOs do the
eight count one more time (students do exercise)
T: | believe that a bit more, because (E.) Okay, weOre going to add it again. To sixteen. So
breathe in for four and then hiss over sixteen (students do exercise)
T: | heard that last little OsO at the very end to get the rest out. WeOre going to try that one again,
and try to make it more regulated from the beginning to the end. So donOt Osave save save save
save save, then push at the end. Try to keep it even all the way through if you can. So it takes a
little bit of thinking. Ready? (students repeat exercise for 16 counts). We still have thédil
at the end, but it was a little more regulated that time. Umm put your hand right here (teacher
has them put hands on abdominal muscles), so, we just did a little bit of that long breathing and
extended, because we got a lot of songs that have these phrases that we have to get through. The
next one that weOre going to do is just a little bit of a quick breathing. So what | would like for
you to do, is take a breath (teacher demonstrates) and focus on here. YouOre just going to hold
that breath and then weOre going to go (teacher demonstrates short pulses, followed by a final
sustained note) after weOve held it. Ready? (students do exercise once) Good, and why are we
putting our hands on here? (students speak out different answers) Yeah, so that weOre, weOre
lower breathing, instead of this (teacher demonstrates raised shoulder breathing) because that
creates a whole lot of what?
S: Tension
T: Whole lot of tension, so we donOt want that. We justa#lakthat. So put your hands right
back here again (teacher motions to the abdominals). WeOre going to take a breathEhold it, and
when | show you s-s-s-s. (students do exercise)
T: Some of you are getting better than me, cause | started running out. Try it one more time
(students do exercise).
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