— Companion Resource -

SCALESTHENICS in PRINCIPLE
A Comprehensive Text for Music Educators

By Mary Jean “MJ” Milford ! j

o



If there's a design,

en there's a Designer.

My thanksto Him for opening my eyes and ears and understanding

My thanksto my son - Michael - for 21 years of patience and inspiration



DEDICATION
to my mother
Mary Elizabeth Blair Ross
“What are you going to do when you finish the book... sit and stare into space?”
and twin sister
Martha Jane Ross Farley

“What' s going on with the book? Catch me up!”

APPRECIATION
for their encouragement and editing
Dr. Kathy Thompson - Oklahoma City, OK
and
DanielleT. Miller - Boston, MA

| am so grateful for the hours they donated and the wisdom they shared.

RECOGNITION
of my music department co-workers
Lori Muirhead
and
Tracy Ross

For three years they modeled the art of teaching kids AND loving them.



Contents

The Tenets and Teaching of the Method from * Who, What, When, Where, Why” - to - “ How”

Introduction ..........ccoevviiiiiiiiiiiieieee. B

Discussing BasiCs  ......ccovvviiiiiiiiiene 13
The State of theUnion  ................c..ee. 14
TheMissing Ingredient  ....................... 18
The Power of Imagery —.........ooovvieinennns 22
The Paradigm Shift ..., 26
How Dol Motivate? .............coeevveveeee. 30
How Dol Get Started?  ........ccoevvvennn 34

Kinesthetic Precison  ......................... 38

Discerning Pitch ... 42

Let'sTak Rainbows ............ccevvevne.... 43
From Soundto Staff  ..........ccovvveiin... 47
10. ScalesthenicsChart .........ccvevvnevn..... b1

©oow W NoOoA~AWNE >

11. “TheCombination” ........cccoveieiiiininn... 55
12. “TheTonic Triad”  .cooveiei i 59
13. “TheBdlyFlop” ......cceeiviiiiiiiiiienn.. 63
14. “TheBlockbuster” .......covveiiiiiiiinan.. 67
C. DetailingStrategy ......ccovvvviiiiiiiiannnn. 71
15. How Dol Fix Mistakes? .......ccoccveveeeo.. 12
16. The Secret of theKiwi  ....coovvviiiiil. 76

17. Pitchlmagery-Pt.1 ..., 80
18. Pitchlmagery-PtL.II .....ocoviviiiiiiin. 84
19. Pitchlmagery-Pt. Il ..........ccccoeeeeeo... 88
20. AlteredTones-Pt.1 ...cooeiiiiiiiiiinie 92
21. AlteredTones-Pt. Il ... 96

D. Decoding Notation —........ccccevviiinenne. 100
22. LeftBran'sRole .........ccoceeiiieieee 101
23. KeySIgnatures .......ccevvvivieeneeniinnnnnnns 105
24, TimeSignatures ..........cceveveeveennenn... 109
25. RhythmImagery - Pt.1 ... 113

26. RhythmImagery - Pt Il ... 117
27. RhythmImagery - Pt 1T ... 121
28. Lyricsand Lagniappe .....cooviiiiiiiiiiennnn. 125

ENdNOtES oo, 129



Introduction

I’ve always thought Snoopy’s plagiarized “ It was a dark and stormy night...”
was a great way to start a book. But then, what do | know? | topped out at Nancy Drew.
The nice people in our library know me, but only because | go there to check out fiction
for my 87-year-old mother. The reason | so identify with this novel opener is because of
my own “dark and stormy” back in 1973. It came packaged in these paralyzing words:
“Wait, guys, wait! You’'re only half finished. There sstill the sight-reading room.”

My junior high boys had finished singing their performance competition songs
and were heading for the bus. | froze in my tracks. * What’s the sight-reading room?”
Was | ever about to find out! My first seven years of teaching had been in California
during Haight-Ashbury’s hippie days. There, the prevailing wind was to sit on the floor,
let the kids call you by your first name —1 didn’t do either — and to have feel-good choirs.
To facilitate that mind-set choir directors had a choice of comments or ratings at festivals.
For those risking arating, the options weren't traumatic: “Superior - Excellent - Good.”
By comparison, the Texas“l - 11 - 11 -1V - V" was brutal ... but now sight-reading?

Not only were the surgical lights of the sight-reading room a stark contrast from
the subdued lights of the auditorium, these judges were up close — not blurred silhouettes.
Crisis#1 was the scarcity of octavos. Even though two of the judges yielded their music,
the boys had to share — in one place five to a copy. That should have been my first clue.
Clearly... junior high TTB choirs of 50 + weren't the norm. My “ Come one — Come all”
teaching philosophy was about to be greatly tested.

Crisis #2 was a profound ignorance of Texas sight-reading competition protocol.

“Don’'t open the music! Don’'t open the music!” There went al semblance of optimism.
The rule was read that the director had six minutes to ook over the song and talk about it
to the choir. Dilemma! Should I try to dazzle the judges with my MA in Music Theory
or — more pragmatic — should | try to help my clueless kids? | decided to take “Door #2”
and hope for the best. All | could think to tell the guys (that they would understand) was,
“ Everyone starts on the same note and you sing it three times.” As my brain scrambled
for something else, | remembered the monitor’s hurried advice as we “walked the plank”
to the sight-reading room. “ Tell them to keep singing no matter what.” And so with that,
| called for the beginning pitch. One judge tried to help. “ You still have some time | eft.”
| said, “ That's OK. We'reready.” Thetruth... | had no ideawhat to expect.
When singers get a“1” — it says, “ Fabulous!” When singers get a“V” — it says,
“You should have stayed home!” Receiving even one “V” is enough to warrant therapy.
How about getting a “V” from all three judges, with one adding in John Hancock script,
“1"m only giving you this because there’'s not a rating that’s lower!” I’m not saying that
it wasn’t deserved. Once my boys matched the piano’s pitch, they hung on for dear life,
singing it confidentially through every repeat until they reached the end. What troopers!
If only Texas had a prize for tenacity. Of course, the fact | was convulsing with giggles
by the last page didn’t help, especially when the judges remained stone-faced throughout.
If only “ Johnny One-Note” had been the title of the song!



Needless to say, my supervisor wasn't the least bit amused, but thankfully he kept
me on with a strong word to the wise that he expected different results the following year.
My reply: “ | don’'t think you can teach kids to sight-read. Either they can or they can't.”
His*“ You' d better find a way!” countenance was enough to make me rethink my position
and dig out my list of interval songs from college days. From the very first day of school
| drilled the kids — “ The Eyes of Texas’ for the PA™ up —“ Born Free” for the PA™ down.
In 1974 we managed to get all “I11’'s” —and in 1975 [ drumroll ] two “I1’S” and one “1”.
My supervisor transferred me to elementary anyway.

In education, teachers are introduced to “new and improved” instructional trends
on aregular basis. What's “OK” this year is often changed to “not OK” the next year.
Such a philosophical whiplash occurred in Texas elementary music during the late 1970s.
Theedict: “ Out with Music Appreciation! In with Behavioral Objectives!”

Now armed with Guido’s syllables, Curwen's hand signs, and Kodaly's folksongs,
the district’s music teachers scattered to greet their new charges. After a month we met
to report progress. In some schools success was rampant — in others, including mine —
not so. The next day | wailed to my principal, “ It's not working! It’s not working!”

In one way my school was cutting-edge because it housed the new, experimental
“gifted and talented” program. Of the children who actually lived in the community,
however, many were two grade-levels behind in reading. | can still see the twinkle in my
principal’s eye as she said, “ | believein you, MJ. You'll find a way to make it possible.”

Nothing encourages a teacher like getting that kind of administrative green light!
The answer to the problem was still unknown, but | felt free and full of hope. When | got
back to my classroom, | put my head down on my desk and prayed this short prayer:
“ Father God, | know You love these kids. Please show me how to help them.”

In that moment the tension-release principles unfolded in my mind's eye and ear.
Why not take the very essence of what music is and use it as the strategy to master it?
Almost a decade would pass before | learned why the four little exercises work so well.
The reason — they speak directly to the brain hemisphere where pitch is rooted.

My students loved helping me work out the arm-hand positions and movements.
Every music class contributed something. At times it got hilarious as | tried to dignify,
yet scale down enthusiastic, exaggerated gyrations. Some only a contortionist could do.
In no time at al | was able to put improvised melodies on the board for the kids to read.
What a joy to see literacy take shape. In anticipation of my supervisor’s evaluation visit,
the kids clamored... “Give us a hard one, Mrs. Milford. We can doit.”

The next day Olympic drama filled the room as | wrote my melody on the board.
Though tough, the kids sang every note absolutely flawlessly. | was so proud of them.
While celebrating their accomplishment | stole a glance to see my supervisor’s reaction.
His head was down and he was writing... whatever that meant. | had been hoping for
some amazement when my 5" graders nailed the dim.5™ before the final Tonic.



The following day was our monthly music teachers meeting. When | walked in,
there was my melody on the supervisor’s board. The early-arrivers had gathered around
and were trying to sing it. Most couldn’t. When someone asked him where it came from,
he said, “1 copied it from Mrs. Milford’'s board yesterday. | wanted to see if my select
group could read it.” When asked if they could, his reply made me smile. “ Not all of it.”
The teachers wanted to know more. Because my fledgling strategy was such a departure
from the curriculum’s new mandates, | waited for his“go ahead” nod. It came.

When | told the teachers there were four exercises, surprisingly they all stood up.
“Hey, does this have a name... because if it doesn’t... | know what you need to call it.”
The half-question/ half-comment came from a new teacher in the back of the room.

“No name,” | told him. “1 haven't thought that far.”
“It'slike you're using calisthenicsto exercise the scale. Call it * Scalesthenics’”
| was hoping he couldn’t read my mind. Who in the world could pronounce that!

Immediately, others affirmed his suggestion. “ Yeah, Scalesthenics—it’s perfect!”
The name stuck. [ Instead of starting “ calisthenics” with “ cal” — start it with* scale.” ]

As this 1978-1979 school year ended, publishing sugarplums danced in my head,
but circumstances had a different plan. In August | moved to the Texas Gulf Coast area.
Fortunately, a teaching position was still available 30 minutes from my new hometown.
Unfortunately, | had to promise | would teach Kodaly and never mention Scalesthenics.
Fortunately, | only needed to be there ayear. Our local choir director decided to retire.

At that time our town’s population was 6000. All school buildings were lined up
along one city block, so | taught 6™ grade chair, junior high choir, and high school choir.
The feeder program consisted of dedicated classroom teachers whose idea of good music
was holding contests to see which class could sing loudest from opposite ends of the hall.
With no formal curriculum in place, | was free to use Scalesthenics. The question was...
how would it be received by teens? With contest looming, | decided to take a chance.
When the students saw — in one day — what the exercises could do, they were hooked.

Not once in my twelve years (a generation of school kids) did we ever get straight
“I’s” in performance. In districts like ours it's more about recruiting than auditioning.
With a small enroliment, the lure of marching band, and Texas rule —“No Pass-No Play,”
choir directors must vie for students any way they can. In my prime | even arm-wrestled
afew “peach fuzz” guysinto choir. | knew in time they would become tenors and basses.
In a high school like mine you don’t take your top choir to contest. You take “the” chair.
To do that, you pretty much have to embrace the entire spectrum of musical giftedness.
With performance “1’S” beyond reach, | looked elsewhere for a sense of accomplishment.
My focus became life-skill, the marvelous journey of teaching kids to sing songs at sight.
Before long we were adding “1” plagues in sight-reading to our choir room trophy shelf.
Remember the Koddly district 30 minutes from my town? The high school choir director
cornered me at aregion meeting and asked: “What in the world are you doing, MJ ?”



Another joy came when my students started placing in the Texas All-State Choir.
It happened first during the 1987-1988 school year. While waiting in line for the concert,
| heard a familiar voice above the chatter of the crowd. “ MJ, what are you doing here?”
It was my yesteryear’s supervisor. “ If you're not meeting somebody, let’s sit together.”
As we took our seats and scanned the program, neither of us could believe what we saw.
There were two names from my school — one name from his. OK, | admit it — sweet!

Just when | was thinking nothing could top this moment — June 1989 came with
its unparalleled excitement. Over the years | had had the opportunity to travel quite a bit,
but never had | arrived at my destination to find a note like this on the hotel’ s front door:
“The American Embassy advises all American citizens to stay in their hotels and not to
go out onto the streets.” Midnight jet lag is surreal enough. Now add to that the news of
the Tiananmen Square massacre having occurred while we were in flight over the Pacific.
Now factor in the detail that just three more miles down the hotel’ s road was Tiananmen.
After 48 hours we were airlifted out, but not before the last live CNN report filmed my
“thumbs up” at the Beijing airport. Friends here had prayed for asign that | was OK.

Fast-forward to May 1990 — the annual Sandy Lake Choir Competition in Dallas.
As my group was leaving the risers, the contest’s head judge summoned me to their table.
It couldn’t be good news. Our last song had been an a cappella number that | had written
to accommodate the “still eligible” SSA voices after “No Pass-No Play” had had its way.
A month earlier ajudge had written a negative comment about my using an original work
as the optional number. Why had | given in to the girls pleas that they loved it and
wanted to sing it one last time? | was kicking myself for being such a pushover when this
judge said, “ Wonderful song! May | keep a copy of it?” Are you kidding? Of course,
Dr. Gene Brooks, ACDA Executive Director, could keep it —and make a zillion copies!

“ Do you do anything else creative?” Lump in my throat.
“Uh... I’'ve written a sight-reading method,” | sputtered.
“Tell meabout it.” The next group was already on stage.

| showed him the exercises, explained the idea, and that was that — or so | thought.
While focusing on eight Music Theory kids, concurrently enrolled at our junior collegein
eight hours of Music Theory | - 1l and Sight-Singing/ Ear-Training | - I1, | got a call from
Janis Dawson, asking if | would present at the Oklahoma Music Educators Association’s
convention in January 1992. All I could manage was... “ My goodness... who are you...
and how in the world did you find out about Scalesthenics?”

Her response... “ | was the judge sitting by Gene Brooks at Sandy Lake last year.”
She hadn’'t said a word during our exchange. “1 was intrigued with what you were saying
and promised myself that, if | ever got into position to invite you to speak, | would do it.”
As it turned out, she was OMEA Voca Vice-President in charge of finding presenters for
the state music teachers' meetings. How do you thank a lady who is willing to risk her
professional status on a complete unknown — based on two minutes of show-and-tell?



The presentation went well. Many stood in line to buy, and some assured me that
invitations would be forthcoming. I'll never forget an Asian-American man who waited
for everybody to leave, then through tears said: “ MJ, You' ve been depriving the world.”

After that extraordinary moment | went home and waited for the telephone to start
ringing off the wall. The “publishing sugarplums’ were back! Days — weeks — months
went by with nary acall. In August | understood why. While visiting missionary-friends
in Ukraine, God spoke to my heart to join them. | didn’'t just put Scalesthenics on hold.
| left behind 27 years of teaching.

The Ukrainian people are wonderful — the most hospitable people I’ve ever met.
Getting up every day to work with interpreters to trandate praise and worship choruses
into Russian was so interesting... so invigorating. It never crossed my mind it might end.
Then three years later — to my astonishment — | found myself absent-mindedly singing the
Scalesthenics theme song. God was speaking again. | returned during December 1995
and discovered He had already gone before to prepare a spring-term opening.

| was grateful for the 5™ and 6™ job, but it didn’t match the excitement of Ukraine.
So, | focused on the big picture. After this semester and two more years — | could retire.
| didn’'t dream I’d come to absolutely adore the other two music teachers and understand
that this school assignment was the perfect setting for Scalesthenics to come full-circle.
Lori had Kodaly training and was trying to use it. Tracy had never learned to sight-sing.
In the 100-voice choir we co-taught, they learned the exercises along with the kids.

In 1998 | again presented in Oklahoma, which led to Kansas and North Carolina.
In one city | was disappointed to find out that all eight of the high school choir directors
were involved in another meeting. Imagine my surprise in June 2002, to get a call from
the district requesting Scalesthenics for their campuses. The younger kids had grown up!
The person placing the order said, “ Do the materials still cost the same?”

| winced. The price for hand-drawn cartoons with typed text and a cassette tape
was steep — $144.00. “ Yes, it's the same price...” | answered “ ...but maybe | could...”
Interruption. The caller wanted to do some figuring. Seconds turned to minutes. Hmm.

“OK, MJ...our P.O. isgoing to say — ‘ Eight books at $175.00 each.’”

“ Excuse me?” Evenin my good ear — my hearing falls short of 100 %.

“ Compared to what elseis out there, you' re short-changing yourself.”

| was still reeling from that event when another call surprised me in August 2002.
Remember the Koddly district 30 minutes away — with the high school choir director who
cornered me at the region meeting and asked, “ What in the world are you doing, MJ?" —

she wanted an immediate workshop and Scal esthenics placed in every school — 13 books.

“ It was a dark and stormy night...” just skipped to “ ...and they lived happily ever after!”



In the fall of 2002 | stayed at the home of a friend who was completing a Ph.D.
While there | scanned several back issues of The Journal of Music Theory Pedagogy.
When | read a 1996 book review by Dr. Michael Rogers, | knew I'd never be the same.

He wrote: “ In spite of my overall favorable impression of this book,
something seems to be missing. | must admit that this ‘ something’
is missing also from nearly every sight-singing and dictation book
| have ever seen. In short, this book lacks a point of view.” *

That was like saying, “ Sic 'em!” to thisol’ Texan. Since 1992 Scalesthenics had
been available on a grassroots basis. Then in 2000 someone notified me that the method
had found its way into a university-level chat room. The descriptor posted there was...
“ effective - but campy.” Being part of the “pre-campy” generation, | wasn't sure whether
to clap or hiss. No matter. My target audience was teachers and students in the trenches,
so | didn’t lose sleep worrying what academia thought.

Then came Kathy... my friend in search of the best way to teach sight-singing.
Her qualitative research included a freshman, introduced to Scalesthenics in high school.
Being thorough... she wrote me to find out more about this strategy that seems to draw
outside tradition’s box. Our e-mails led to an invitation to do a workshop at her school,
Oklahoma Christian University. After seeing the imagery that drives the method’ s tenets,
Kathy encouraged me to write an accompanying text. | had spent thirty years of teaching
trying to simplify sight-singing — finally “dumbing it down” to cartoons and a soundtrack.
| didn’t know if | could ratchet it back up.

Then, when | read that fateful book review, it was though Dr. Rogers himself had
“thrown down the gauntlet.” On January 1, 2003 | typed in “Sight Singing” on Google.
Wow! No point adding yet another title to the already bulging stack of 645,000 entries!
And so, | began writing anyway, hoping my “yet another title” might make the difference
in someone’ s finally being able to acquire the sweet skill of singing a song at sight.

Both my “second wind” and my “seven-fold amen” came from Reader’s Digest.
In its June 2004 issue Tucker Carlson told graduates, “ Now that you're leaving college...
you're going to have to become a realist. What matters now is what works.” 2 Then...
in its October 2004 issue the South Bronx KIPP orchestra conductor Jesus Concepcién
was honored and quoted. “ Most music teachers just want to work with the gifted kids.” °
My mind raced. Words areicebergs. From avocal perspective, what’s the real message?

“Most music teachers DON'T KNOW HOW to work with kids that sing 4-part unison!”

Scalesthenics in Principle isn't written head-to-head — but rather heart-to-heart.
Instead of being strictly an “owner’s manual” to the original book, it has lots of surprises.
The politically correct may chafe at the unabashed mention of music’s spiritua roots.
And city folks, get ready for country sayings. | still believe in their power to persuade.
Most of all, this book challenges Music Education’s status quo — both “how” and “why”
we teach the way we do. Admittedly, it reflects the peculiarities of my teaching reality.
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One of my first challenges was a good-looking kid named DAVID, a sophomore
transfer student from Houston. In spite of an adjustment from being the tennis champ
there to doing the barnyard shuffle here, he settled in nicely. During his senior year the
drama teacher and | had a “ delusion-of-grandeur” seizure. We co-produced our school’s
first (and only) musical —*“ You're a Good Man, Charlie Brown.” Because of aroof leak
in the district's ancient auditorium, the production had to be staged in the intimate setting
of our high school choir room. On opening night, during the “rabbit chase” scene, it just
about did us in when David decided it would be hilarious to “lift hislittle Snoopy leg” on
an unsuspecting, but thankfully amused administrator who was sitting on the front row.
Ten years later David was a professional on Broadway, singing and dancing his way
through the premier of Walt Disney’sfirst musical, “ Beauty and the Beast.” Amazing!

Shortly after David came a freckled-face kid named JOHN. Even as a freshman,
| knew his natural ear for tenor would make him a shoo-in for Region Choir. The main
audition piece that fall was the Renaissance number, “ Super Flumina Babylonis Nostris.”
While working parts in class, I'd heard some repressed giggles but chose to ignore them.
| naively hoped that the beautiful contrapuntal lines would override whatever was funny.
At the after-school rehearsal John’s giggles became full-blown. He put the music down
and said, “ I’'msorry... but | just can’t sing about the flared nostrils of the Babylonians.”
Boy, was my work was cut out for me!' The following year he was the perfect choice for
the “Charlie Brown” role. What a thrill it was many “Super Fluminas’ later when John
was graduated from my own university with a4.0 GPA in Church Music. Amazing!

Then there was RICKY, afirst-rate trumpet player. On our campus the band hall
and the choir room were miles apart. What was true in logistics was aso true in attitude.
Our band director's ultimate insult was. “ If you don't shape up, I'm going to draw you a
map to the choir room!” So, when Ricky appeared at my door and asked if | would teach
him to sing, he was thinking one-on-one, with sacks over our heads. Then | saw a hook.
Ricky wanted to take Music Theory. Of course, you have to sign up for choir to do that!
When gazing at a honest-to-goodness tenor, one uses whatever bait one has. | decided to
let the handful of students sit wherever they wanted. Why Ricky felt the floor next to the
trashcan was inspired is still a mystery, but it worked for him. A few years later it was he
that | called when | needed an orchestral soundtrack for Scalesthenics. Amazing!

But of all the kidsthat | ever taught, the one that sticks in my heart and mind most
is a charmer named MICHAEL, a guy with curly brown hair and sharp-as-a-tack wit.
The problem — his supposedly innate “sol-mi” was the “ diablos de musica!” — a dim.5™
What' s interesting is that his mother sang to him from the womb. She faithfully took him
to children’s choir at church and paid for piano and guitar lessons from the best teachers.
But, when it came to hearing and matching pitch, none of these activities seemed to help.
The number of keys Michael touched when he sang “ Happy Birthday” was legendary.

Breakthrough came in 8" grade. When Michael left for the Christmas holidays,
he was a soprano (of sorts). When he returned, he was a bass. HisLow G to Octave C
not only was in tune but was gorgeous, the answer to ajunior high choir director’s prayer.
He mumbled something about having had a bad cold.
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Never mind the catalyst. That Perfect 4th brought celebration tears to my eyes.
Michael was so proud. Defying norms, he had found his own “ Ur Song” — his own way.
The other guys in choir were green with envy. In vain they tried to match his prowess.
But... on that day... there was no equal.

Sadly, our jubilation was short-lived. Michael’s ability to dazzleuswithalLow G
had a cruel downside. The notes from Middle C to Octave C were completely missing!
From Middle C up he could sing a fair falsetto, but gusts of air and surrealistic whines
inhabited the octave below. Take your pick... basement or attic... nothing in between.

To Michael’s credit he hung in there, always auditioning on Bass Il and making it
because the contest cuts invariably asked for his luscious low tones. In the meantime...
he concentrated on Music Theory. For some reason, regardless of octave, he could hear
melodic dictation. It was as though pitch was locked in his mind but was unable to find
expression through his voice.

Who would have guessed that in his junior year Michael would make us al proud
with a“l” on the state's Music Theory exam! Eventually the obnoxious octave filled in —
one note at atime. Although pitch security never reached perfection, he did learn to hear
tuning discrepancies and fix them on his own.

Teachers lose track of most former students, but during one week of my 30" year
| heard from all four of these guys. Surely it is the directors of struggling choirs that are
the most blessed. It’strue... they’ll never get to conduct the choral classics, nor will they
ever have ateaching assistant, or a staff accompanist, or a paid secretary.

And, it'strue... they'll never know what it’s like to have a hand-picked group that
can sing complex rhythms and atonal sol-faat sight. But “in the trenches’ teachers know
one thing well — what gut-level grassroots teaching is all about. When Michael called
during that week (four years after he finally found his voice in my choir), it was to tell me
that he had just led worship in hisfirst revival service. 1'm so proud of you, son!

Scalesthenics reflects not only my teaching reality... but also my personal redlity.
Most who read this have fond memories of having sung in choir in high school. | don’t.
The audition siphoned off singers of my ability. The way | got to hear the rich sounds of
“ Madame Jeanette” and “ Beautiful Savior” was because I'd practiced diligently enough
to become the student accompanist. You see... our high school choir was of such quality
that it attracted clinicians of the stature of Paul J. Christiansen and Dr. Lloyd Pfautsch.
Don't feel sorry for me. | had the best seat in the house.

Longing to stand before my own choair, | set my face like flint to major in music.
Of the 25 in my fall class of freshman Music Theory only 8 returned for spring semester.
Of the 5 who survived that, only 3 endured to get Music Education degrees. Of these,
only 1 made public school teaching alife-long career. My “less traveled” path has given
me both a story to tell and a point of view to put forward. If some of my statements sting,
forgive me. My heart isto help you hear the silent weeping of the “unchosen” singer.
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A. DISCUSSING BASICS
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Chapter 1
The State of the Union

The marketplace is saturated with collections of classic and contrived melodies
that have been grouped and graded for each step of the ascent toward aural competence.
What the pedagogy of sight-singing seems to need more is a clearer process for thinking.
What to do? In this era of instant everything slow-motion learning is no longer palatable.
The “microwave’ generation wants to feel successful today — not tomorrow.

In the 1980s kinesthetic ideas found quick acceptance among classroom teachers
because heralds of the strategy declared learning via the muscles occurs five times faster
than using aural-visual strategies alone. In Texas, news of this elixir coincided with news
of mandated testing, so teachers of all subjects stormed seminars for a dose of the potion.
They weren't disappointed. Not only did this tactile-based approach deliver as promised,
it introduced educators to the fascinating field of brain-hemisphere research.

Soon, “right brain/ left brain” became the table talk of faculty lounges and the gist
of hallway chitchat. In no time at al it mutated into the rolled-eyes joke of campus wits.
“They ain’t seen my classroom or they would have included a third one — no brain!”
This only proved how fast teachers became comfortable with the brain-hemisphere idea
Instead of another “ho-hum” curriculum with its particular slant of scope and sequence,
thiswasilluminating... invigorating. Finally we had a fresh bone to chew!

For whatever reason, music educators — and so music publishers — have been slow
to fully capitalize on this knowledge about how the human brain learns. By and large...
we continue to adhere to these three approaches to sight-singing instruction.

1. Intervals (or interval-to-interval) = Tonal Distance
2. MovableDo (using sol-fa/numbers) = Tonal Patterns
3. Fixed Do (or useof letter names) = Tonal Memory

Since musical sound generates from the right brain, we need to turn our attention
to its processing idiosyncrasies. This “video game- virtua reality” hemisphere deals with
data quite differently from the way the logical left brain does. Today’s brain researchers
have expressed some concern that the early studies describing hemisphere differences are
too simplistic, but — for sight-singing purposes — keeping concepts ssmpleis not only OK,
itispreferred. Students progress faster when there is clarity — not confusion.

If one were to measure sight-singing against the yardstick of Bloom’s Taxonomy,
surely this mental process would rank at the highest levels of thinking. This skill makes
simultaneous demands of both brain hemispheres within the framework of a given tempo.
Ongoing analysis and synthesis of a symbolic language to attain synchronized production
of two musical layers — pitch and rhythm — is nothing short of mind-boggling. When the
third and fourth layers — lyrics and markings — are added, it is amazing that music literacy
isever achieved. With foreign language text the complexity is compounded.
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In spite of the profound challenges that sight-singing entails, pursue it we must.
Literacy is an indicator of competence in Music Education. Teachers will say that they
utilize one sight-singing approach over the others — Intervals, Movable Do, or Fixed Do.
Y et, diagnostic inquiry during actual sight-singing reveals something strikingly different.
Kathy Thompson’s research indicated that the more training and experience a singer has,
the more likely he or sheisto use ablend of pitch perception strategies.*

In public school settings teachers usually concentrate on only one of the methods.
Sometimes their decision is based on the approach that works best for them. Other times
it is dictated by the curriculum requirements of the campus to which they are assigned.
However, aless taked about fact is that many of our nation’s educators avoid the issue of
sight-singing altogether. The closed door of the classroom offers a semblance of safety.
Also, it doesn’t take long for novice teachers to recognize the payoff value of “PR” glitz.
If one dazzles principal and parents with the best show in town, none will be the wiser
about secret deficiencies in sight-singing instruction.

In their heart of hearts music educators know they should be teaching aural skills,
but a single dose of truth serum would reveal that most just don’t know how. So many of
them barely squeaked by their degree requirements for Sight-Singing and Ear-Training
that they're terrified of revealing personal reading limitations in full view of the students.
Their lack of confidence makes them fedl ill equipped to teach music literacy effectively.
On the other hand, some teachers are so gifted that they don’t need a strategy for pitch.
Since the plan of attack they preach and teach isn’t applicable to them, they don’t know
how to problem-solve when the inevitable glitch occurs. When students struggle auraly,
these natural musicians can sympathize, but they cannot empathize.

In 1993 a survey was sent to 927 secondary schools all over the state of Texas.”
This number represents the campuses that were qualified that academic year to participate
in the University Interscholastic League’s (UIL) sight-singing competition. Of the 927,
only 224 responded — with 32 stating they had no vocal programs. That left 192 schools
for evaluation — 21% of the field. In spite of the small percentage statistics were telling,
especially considering that just the year before Texas Education Agency had mandated to
districts state-wide that choral sight-reading must be taught in every secondary school.®
Note: The creator of this survey choseto list “ numbers’ as a separate reading strategy.

Movable Do 158 schools 83 %
Numbers 17 schools 9%
Fixed Do 11 schools 6 %
I ntervals 4 schools 2%

Total 192 schools 100 %

Of these 192 participating schools, “ ...nearly two-thirds of the directors indicated
that music reading instruction was not a major objective of their choral programs.” ’
One can only speculate what this might say of the 703 schools that didn’'t respond at all.
Of course, time restraints and neglectfulness could have been factors, but — as a rule —
educators love opportunities to crow about their successes.
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During the 1980s UIL protocol required two readings of the competition octavo.
On the first attempt choirs could use their preferred method of sight-singing as a pianist
reinforced the voice parts. On the second attempt choirs were required to sing the song
with lyrics — a cappella® In the 1990s UIL protocol transitioned to a different format.
Now, the entire competition is sung a cappella (with a pianist giving the starting pitches),
and choirs can use their preferred method of sight-singing for both attempts.”

One consequence of the a cappella requirement has been the elimination of any
reliance on aural memory from having heard the pianist’s correct rendition during the
first attempt. This pitch retention skill is a specia giftedness that some choir members
rely on far more than actual pitch perception. Eliminating the play-through also affects
aural intuitiveness. This pitch imitation skill is split-second parroting of musical sound.
These singers are dependent listeners — and followers extraordinaire.

The music reading experience is stressful at every level, so it isnot at all unusual
for unskilled singers to camouflage their weaknesses any way they can. In choir rooms
this is accomplished fairly easily because students learn to sense music’s harmonic flow.
The real test is an 8-measure melody, sung a cappella in the solitude of an audition room.
Many a judge has winced to hear a beautiful performance voice completely wilt in this
“where the rubber meetstheroad” phase of the competition.

Some teachers are passionate about conveying sight-singing principles. They are
systematic in their approach and dedicated to a fervent belief that, given tools and time,
al children can demonstrate growth in their ability to sing pitches and rhythms at sight.
They teach the reading of notation with the same fervor seen in their pursuit of excellence
in performances. Their tactics are successful because they are beneficia to al students.
From the most gifted to the least gifted, each student is made to feel a part of the whole.
If only these capable music teachers were the rule.

An honest look at Music Education’s “state of the union” reveals a situation far
less rosy. While the mirage of standing before one's own choir or class still lures many
into the field of teaching, more and more are choosing not to stay there for the long haul.
Issues differ from one disillusioned neophyte to the next, but a frequent dissatisfaction is
frustration with the ability level to which they are assigned. After just having reached the
perceived peak of their own musicianship while in pursuit of a degree, it is nothing short
of an earthquake jolt to handle daily the troubles and traumas of pitch-challenged singers.
What' s taught in methods classes helps, but it doesn’t begin to prepare fledgling teachers
for the immense chasm between pedagogy and public schools.

It doesn’t take long for new teachers to wonder if the ability to perceive pitch isn’t
strictly innate. Either one can or one can’'t. If one can't, there is little — maybe nothing —
that can be done to change it. While novice teachers continue to go through the motions
of their method, if put into thumbscrews, doubts about its practicality would soon surface.
Surely there is “an elusive something” they must have missed in their university training.
Preconceived notions about teaching aren’t matching reality — and they don’t know why.
Greener pastures will grab some, but most will look for ways to survive.
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Perplexity tends to take these new teachersin one of two directions. Most evident
is a sad grown-up rendering of — “ Watch me be first to the water fountain after recess!”
Some get so desperate for the “prime-rib” school assignment that they are willing to play
any political game to get it. These driven teachers seem to be motivated more by anger
than by altruism. They only want to teach those students that remind them of themselves.
The very notion of having to deal with “lesser lights” annoys them.

Other teachers are just as determined to win the prize of the “prime-rib” campus,
but for a different reason. What motivates them is a knee-knocking fear that they have
neither the skills nor savvy to take students from where they are to where they need to be.
If they can’'t get the utopian assignment — they’re sunk. It will only be a matter of time
before they’re found out and professionally embarrassed.

Less-pushy teachers usualy end up in “ Everyone can learn!” elementary schools,
where an oft-heard synonym for music classesis* Down Time!” Anger and fear are aso
in play here, but these emotions tend to be channeled more toward self-preservation than
beating the system. The principal’s spoken goal —*“ Give the kids a happy experience.”
The principal’ s unspoken goal —“ While you're at it make me look good at Open House.”
At the elementary level classes vary from 20 - 30 minutes daily to 20 - 30 minutes weekly.
More often than not, scheduling is “the tail that wags the dog” as to whether there istime
for any effective sight-singing instruction.

At the secondary level expectations are quite different. In this setting teachers
don’'t have the luxury of singing primarily for doting parents and grandparents, who think
their “little darlings’ are perfectly precious if al they do is walk on stage and breathe air.
The administrative pressure on many choir directors —* Entertain us! We want a show!”
The only competition comments that are acceptable —“ Well done! Wow! Superb job!”
Both goals are tough to deliver when the majority of your singers are musically average.
When a sight-singing rating is less than top-notch, a teacher may feel compelled to resort
to the choir director’ s version of Games People Play.

The “game” seen most frequently is an inordinate emphasis on choral auditions.
Poor ratings are a potent motivator. They can make one willing to use any and all means
necessary to sustain the illusion that bona fide sight-singing instruction is taking place.
Often, what' s really happening is the teacher’s fanatical search for music “wunderkinds.”
These natural talents ensure the success of the choir and, of course, make us look good.
With luck, “wunderkinds’ will beget “wunderkinds,” so the fagade becomes generational.
Once a school has a choral tradition in place, it operates like a self-sustaining family tree.
Careful pruning eliminates the need for a sight-singing method.

Choir directors with the ability to hear pitch effortlessly can’'t help but gravitate
toward students of similar ilk. They identify with their giftedness and so intuitively know
how to teach and inspire them. Rather than try to understand the plight of the less gifted
and search for a way to meet their needs, they put into motion a “survival of the fittest”
audition plan. This protects them from having to deal with those that find pitch elusive.
The problem — weeding doesn’t move America toward musical literacy.
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Chapter 2
The Missing I ngredient

Using only one or two words to describe an entire instructional approach is risky.
Educators are right to resist such labeling because it reduces profound pedagogy concepts
to the dangerous zone of being overly simplistic. But to introduce the missing ingredient,
it works best if we do just that.

All three sight-singing approaches have aural, visual, and kinesthetic components.
Eyes see notes (visual). Ears hear pitches (aural). Voices produce sounds (kinesthetic).
Yet... on closer examination... each methodology leans a little more toward one of these
learning styles than the others.

1. Intervals (or interval-to-interval) = Tonal Distance
2. MovableDo (using sol-fa/numbers) = Tonal Patterns
3. Fixed Do (or useof letter names) = Tonal Memory

The Interval approach asks the sight-singer’ s eyes to analyze successive notes and
compute their theoretical distance. Because the lines and spaces of the staff stay fixed,
the note-to-note measurement of any given interval visualy stays the same. Logic says,
“ An interval that looks the same must also sound the same.” Not so. When intervals are
set in differing scale-tone positions within a given melody, something unusual happens.
Auraly, the interval takes on two personalities — over here, stable — over there, unstable.
(i.e., M3 from the Tonic to the Mediant vs. M3 from the Dominant to the Leading Tone)
The problem is... most aural skills teachers fail to explain this strange phenomenon to
their students. Perhaps it is because so many ear-training instructors have Perfect Pitch —
or an acquired sense of it. They don’t experience this unsettling aural dissimilarity.

Even teachers with good Relative Pitch skills fail to relay this crucia bit of aural
information. Intervals may look alike, but they don’t always feel the same when sung.
Trying to apply the opening “sol-do” of “ Here Comes the Bride” to every ascending P4™
is a nightmare and straining to hear the “do-sol” of “ Born Free” in every descending P4™
is maddening. The use of familiar tunes to learn intervals is time-honored, but we must
recognize its weakness in application. Singing in one key while superimposing intervals
in another isterribly difficult. It requires aural bi-tonality — an especially elusive skill for
those people who must approach pitch perception from a Relative Pitch orientation.

In spite of the limitations of ascending / descending intervals, their recall is vital.
Of course, they are requisite for atonality, but even in tonality not every musical moment
fits a “scale-degree function” strategy. Sight-singing just can’t be reduced to a formula.
As much as teachers would like to find a single fail-proof method, it is beyond our reach.
Composer imagination keeps that from happening. Since knowledge facilitates, however,
remind your students often that a given interval will feel different when it sung in various
positions within the scale. When sight-singers are mentally prepared for this surprise,
they won't shrink back when it happens. Seeing a problem is halfway to solving it.
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Movable Do sees melodic movement, not in terms of intervallic building blocks,
but in terms of scale-degree function. To implant these sounds, sight-singing strategies
usualy rely on an assortment of hand gestures. Some visually indicate tonal function,
while others physically imitate it. Both types of kinesthetic prompt have proven valid.
Tactile reinforcement may be touted as the latest and greatest gimmick for easy learning,
but it has been around for a very long time. Before the abacus found its way into history,
fingers worked just fine.

Who can argue with Movable Do — a system that’s survived for over 1000 years?
Its merits are irrefutable. Many a musician has made the leap from note to pitch with this
teaching approach. The question isn’t “ Is it beneficial?” — but rather — * Is it enough?”
Many a non-musician has failed to make the leap from note to pitch. What is there about
Movable Do that makes it work so well for this person, but not so well for that person?
What is there about Movable Do that “ musician-teachers’ need to understand?

There comes a point with every plan when it becomes more liability than asset.
Teachers of aural skills must stay alert for this. When correct pitches start coming faster
than associated hand manipulation, it is time to free singers from the kinesthetic crutch.
The end is accuracy — not agility. When teachers insist on the digital symbol of the pitch
long after its need for perception has passed, it says the method — not music —is the goal.
Oncetrained... the ear isfaster than the fingers. This pedagogical issueis akin to sensing
achild’ sreadiness to take the training wheels of f the bicycle.

Also, Movable Do teachers need to see the differences in instructional dynamics
between using the sol-fa syllables and using the scale-degree numbers. An oft forgotten
detail is that sol-fa is a foreign language, while numbers belong to on€e’s native tongue.
People fluent in sol-fa sometimes become impatient with those who are not. A teacher
can shout “ Lazy!” without saying aword. While that judgment may be correct for afew,
it shouldn’t be seen as a global diagnosis for all who struggle to recall the sol-fa names —
especially when the notation is disjunct. Some learn the Latin syllables both in sequence
and in random order with remarkable ease. Others learn them with enormous difficulty.
This is due to varying propensities for language, rather than lethargy. Some brains just
aren’'t wired to learn and use a verbal system that’s meaninglessin their native tongue.

While the first group needs the Latin syllables as a prompt, the second group
applies the syllable name after the pitch is perceived. The second group gives evidence
of this difference in the audition room. Though they start with syllables, they soon get
confused and switch to “ lah-lah-lah” or humming to finish. The only way someone in
the first group can begin to understand the frustration of someone in the second group is
to feel it metaphorically. Think of the mental adjustment required to add or subtract in
Roman numerals or the complication of memorizing the multiplication tables in French.
To the second group, the syllables seem to encumber the brain’s efforts to intuit pitch,
rather than to enable it. Sometimes well-intentioned teachers tell students to pencil in
abbreviated sol-fa on their music. Those who become dependent on this visua crutch
tend to freeze in the audition room, however. All they’ ve learned to do is read shorthand.
They haven't learned to read notation.

19



One advantage in using numbers is the speed at which concepts can be taught.
Not only do children effortlessly count by the time aural skills teaching begins, but also
they deal with arbitrary number sequences in non-musical settings throughout the day.
Whether writing the date or keeping score in a game or remembering a phone number,
there are opportunities for endless drill in thinking numbers in random order. An early
“trans’ brain-hemisphere experience is connecting sequenced dots to create pictures.
This activity stimulates both sides of the brain to accept numbers as a symbol language.
Though the logic-driven left brain and image-driven right brain process them differently,
numbers provide a mutually comfortable dialect for dual-hemisphere conversation.

Another advantage of numbers is that they transition so readily to Music Theory.
We identify chords built on ascending scale-degrees with sequential Roman numerals.
Harmony beginswith “1-3-5" and the non-harmonic tones with the“ 4- 3" suspension.
The use of sol-fa syllables for sight-singing tends to produce linear-oriented musicians.
Disadvantages of horizontal thinking aren’t seen until piano lessons and choral directing
enter the picture. Using numbers for the scale-degrees helps the “left-to-right” singer
become more aware of therich vertical dimension of music.

Some say that using numbers for both pitch and rhythm would confuse students.
Thinking “One” for the Tonic and “One” for the first beat is reason enough to avoid it.
While this seems a reasonable objection, it does not take into account that people use
numbers in multiple ways without confusion all the time. Our brains compartmentalize.
We don't give the date when someone asks our phone number — nor do we give the time
when someone asks our address.

As with any learning tool, however, numbers aren’t perfect. Educators have long
agreed on their deficiency to produce beautiful tones with tall cathedral-shaped vowels.
Not only do vocal purists object to Seven with its 2 syllables, but they also object to Six
with its harsh ending consonant. Besides that... the numbers in English aren’t universal,
whereas the syllablesin Latin are.

The question asked most about numbersiis...” What do you do with accidental s?”
A proclaimed plus of sol-fais that it has a full range of new syllables for altered tones.
Teachers who like the ssmplicity of numbers don't let this failing deter them, however.
They have found that adding a suffix such as “ee” to a scale-degree number is enough to
prompt its adjusted pitch. (i.e., Raised Two ="“Two-e€”) Those who consider the suffix
an aural prompt change “ee” to “ah” for lowered accidentals. The switch isn’'t necessary,
however, if the suffix is used as a mental prompt.

Some proponents of the sol-fa syllables favor using Fixed Do over Movable Do.
They are convinced that associating Middle C with Do will eventually implant its sound.
Music schools that favor this pitch indoctrination graduate more in Music Performance
than they graduate in Music Education. One explanation may be the large numbers of
international students that attend these universities and conservatories. They enter our
world of music with no knowledge of the letter-names for notes on the staff. For them,
thefirst ledger line below the treble staff is Do —not Middle C.
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By contrast, some Fixed Do people prefer using letter-names to sol-fa syllables.
Instrumentalists are especially drawn to this because identifying the lines and spacesis so
germane to their ability to sight-play notation. For them, dealing with two labels for the
same pitch seems extraneous and cumbersome. This Fixed Do approach stimulates aural
discernment by the association of a pitch to its label, rather than by relating the pitch to
its function within a larger tonal context. Proponents of letter-names call attention to
their decided edge in the reading of atonal music, where the obvious goal is purposeful
movement away from tonal function. They believe that labeling redundancy will lead to
an acquired sense of pitch. For singers with a bent toward pitch memory, it works.

Those who resist Fixed Do feel strongly that it is relationship — not redundancy —
that leads to sight-singing competence. They assert that in atonal notation the eyes ook
for tonal function and the ears listen for tona pattern. Maybe because of brain research
or maybe because of the confusion brought on by the “Fixed Do vs. Movable Do” war,
teachers are rethinking the simplicity and practicality of using numbers for scale-degrees.
In spite of their admitted drawbacks, this dual-hemisphere language is gaining attention
as perhaps the most under-appreciated, yet potentialy helpful of all the aural tools.

In spite of the fact that Music Education has made acquisition of pitch perception
and rhythm skills a top priority, music literacy in America remains an unrealized goal.
Proof of this is seen by a trend within churches to abandon the use of printed music in
favor of reading only lyrics from wall-mounted screens. Evidentially, churchgoers are
untroubled that the staff is becoming a non-essential of worship. Where is the outcry?
Why aren’t decades of public school graduates picketing for the reinstatement of notes?
Why aren’t music teachers shocked — or at least puzzled — that congregations seem so
blasé about the need to learn every new batch of praise and worship songs by rote?

All teachers want to believe that what they do matters, not just for the short-term,
but for the long-term. When our talented babies leave us and go on to join adult chairs,
we mark a big “A+" on our personal report card. Our “creme-de-la-créme” musicians
bring us immeasurable joy. But... what about the “crum-de-la-crum” masses we teach?
When we evaluate their track record as adults, what is our grade? If classroom teachers
aren't exempt from this accountability question, then music teachers shouldn’t be either.
“ Look what my kids can do!” needsto be “ Look what my kids can do without me!”

The stage is now set to introduce — not a rehash of existing sight-singing ideas —
but something brand new. Scalesthenics is an instructional strategy that walks through
the door of the right brain’s imagination. Forged from challenges faced in elementary
and secondary music, its path to pitch isimagery, the language of the musical right brain.
Perhaps the time is right to give sight-singing pedagogy’ s milk stool — afourth leg.

1. Intervals (or interval-to-interval) = Tonal Distance = Visual
2. MovableDo (using sol-fa/ numbers) = Tonal Patterns = Kinesthetic
3. Fixed Do (or useof letter names) = Tonal Memory = Aural
4. Scalesthenics (using mental pictures) = Tonal Imagery = Insight
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Chapter 3
The Power of Imagery

Before instruction in pitch concepts can achieve optimum results, teachers need to
gain abetter grasp of what it isthey are asking of their students. Thisis especialy true of
the aurally gifted who hear notation with barely a thought. Those unable to do the same
feel like left-handed people in aright-handed world. It isour job isto help them.

Empathy is one of the most powerful, yet neglected teaching tools in our arsenal.
It isn’'t that warm fuzzy feeling whose end goal is to patronize students into compliance,
but rather an authentic emotional transfer between teacher and student that communicates
a safe environment for admitting weakness and a need for help. The real reason so many
sight-singing students pretend is because we don’t give them permission to be confused.
Their need to feign sickness or fake success will disappear when we start to identify more
keenly with their inner struggleto learn.

Many things in our world appear to operate on an intriguing “20% - 80%" ratio.
These numbers pop up in everything from seminars on sales to seminars on churches.
While its pervasiveness is puzzling and probably defies audit proof, it does give us away
to see trendsin various areas. Observation shows that the typical non-audition choir isan
example of this prevailing percentage. Whether the setting is a school or a community,
20% will stand out as the musical backbone of the group, while the remaining 80% will
exhibit degrees of dependence on them. This is verified when key people are missing
from practice or performance. When 20% singers are late or absent, there is less progress
in rehearsal and no confidence on stage.

Passion for the choral experience prompts people from both percentage groups to
enroll in Music Theory 101, but it doesn’'t take long for wheat and chaff to be separated.
In brutal redlity... only the 20%ers have enough innate skill to survive the rigors of a
Music Education degree plan and eventually stand before their own choirs. Of this 20%,
probably 5% are naturals. Like cream, they rise to the top with no real understanding of
why others aren’t able to do the same. If they don’t harness their egos, musical arrogance
not only will distance them from the 15% who must struggle to obtain the same diploma,
but also will disconnect them from the 80% who must abandon music as a major.

Citing these percentages is of little value unless it leads to illumination, however.
What all need is a better understanding of the complexity of the pitch perception process.
Only then can the aurally gifted appreciate what the aurally challenged must go through
to look at notation and hear sound. Only then can 5%ers applaud 15%ers and 80%ers —
asthey progress from the terror of sight-guessing to the triumph of sight-singing.

The brain is aliving computer that continuously receives data via the five senses.
Obvioudly, the eyes start things rolling in sight-singing, but taking notes in isn’t enough.
To be useful, they must be sent to the part of the brain that initiates production of pitch.
What’ s been missing between input of notes and output of sound is data transfer.
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For eons teachers have been producing students who “speak music” fluently, but
reciting the lines and spaces - and - recognizing the notes and restsis lingo — not literacy.
“Lingo” is potential — soup on the stove. “Literacy” is product — soup in the stomach.
Because notation is a symbol system, it goes directly to the language-oriented left brain.
For its data to be of any use, it must mutate into a format that the right brain understands.
For pianists this happens over time as the separate notes begin to group themselves into
meaningful melodic and harmonic ink spots. Accompanying does much to facilitate this.
When playing for choir or congregation, the music keeps going whether you do or not.
The tyranny of the beat is a marvelous taskmaster in goading the eyes to work harder to
group notes into note-clusters. When these configurations transmit to the right brain as
mental pictures, fluid playing is the result. The train that takes a sight-reading pianist
from “can’t stay with the pulse” to “can stay with the pulse” is pattern recognition.

Just as the Greeks looked at the stars and saw pictures, so must sight-singers ook
at the staff and see pictures. Both pitch perception and rhythm precision are functions of
the right brain, and the only language this hemisphere speaks and understands is images.
With that being the case, the eyes must scan the musical landscape, not for information —
but for insight. It isn't enough to know what notes are. We must know what notes do.
Because humans are created for relationships, we react — consciously or subconsciously —
to the relationships we hear in music. We explore this truth in advanced courses such as
Aesthetics of Music, but now brain research suggests that we can actually wield this truth
as ateaching strategy to help instill sight-reading rudiments in exciting new ways.

Some people visualize easily. Othersdon’t. In either case mental images must be
kick-started and guided if they are to be of use in sight-singing instruction. One quirk of
the imagination is that it has to be harnessed or — at the least provocation — it will gallop
like thunder into the wild blue yonder. Thankfully, “harnessing” isn’t that difficult to do.
The first methodology incorporates pictures or drawings. Especialy effective are smple
black-and-white cartoons. Not only are they timeless, but also they allow the mind’s eye
to add its own decoration. The second methodology — less precise, but just as powerful —
is word-pictures (mini-descriptions or mini-tales) that instill concepts in the right brain.
Both methodologies have the capacity to secure scale-degree patterns in the mind’s ear.
With minimal reinforcement they can become a dependable aural vocabulary from which
to draw during sight-singing sessions.

Both teachers and students need to understand the complex pathway the brain
travels to sight-sing successfully. After the eyes take in the notes, the left hemisphere
simultaneously analyzes and synthesizes them in two separate layers — pitch and rhythm.
Thinking with equal concentration in contrasting symbol reams is remarkable in itself.
When we attach to that the third and fourth layers of lyrics and markings, it is enough to
make one’'s brain implode. And what if those lyrics are in Latin or German or French,
and what if the song's instructions are written in the traditional Italian? Music teachers
should elevate the skill of reading music to the highest of intellectual pursuits. And yet...
this intake and processing of two or three or four layers isn't where sight-singing ends,
but where it just begins. Knowing what to do isn’'t the same thing as actually doing it.
Oneisprocess. The other is product.
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Once the left brain has figured out the notation, it must communicate its findings
to the right brain, where pitch and rhythm are generated. For many people sight-singing
breaks down at this very point — where accurately analyzed notes die a premature death.
Unless the left brain “passes the baton” to the right brain, al its hard work will dissipate.
Transfer is everything.

Again... the left brain must talk to the right brain. Without its counsel the voice
will guess. The imagination is capable of dreaming up all sorts of maverick test-sounds
for a notated pitch. Its motto is* On with the show!” Without shame, it’ [l sing anything!
The left brain must learn to recognize the right brain’s vaudeville absurdities and bellow,
“ Sop that nonsense!”

For genuine sight-singing to take place, the brain hemispheres must work in sync.
Like intertwined and knotted shoelaces, the two halves of the brain must stay connected.
The question is... how is this “mental lacing” accomplished? How does one merge the
four components of sight-singing — the eyes, the left brain, the right brain, and the voice —
so that the musical scoreis realized? Furthermore... how is it possible to negotiate such
acomplex path while dealing with the unrelenting pressure of a steady pul se?

As awhole, instrumentalists don’'t have to deal with the task of pitch perception.
Although this should be a part of their training, most have no idea how difficult it is to
hear notes. Some don’t hesitate to deride the presumed rhythmic ineptness of singers...
“Just count!” What they don’t realize is that it takes more mental calculation time to
discern a pitch than it does to adjust the fingers. What sight-singers are doing when they
let the beat dlip by is buying time. For many, knowing when to sing isn’t the problem,
but rather knowing what to sing. When no pitch comes to mind — they freeze.

In recent years the worthwhile topic of pitch perception has been examined from
every angle, yet students — and music teachers — still struggle to make this skill theirs.
While total mastery will always be elusive, we can gain ground by adding tonal imagery
to our sight-singing instruction. Not only does the right brain thrive on mental pictures,
but aso the time needed to see measurable results will astound you. It doesn’t take years,
or months, or even weeks... but just a matter of days. The satisfaction that comes with
such speedy attainment of this life-skill is sweet indeed.

Because note combinations are endless, melody construction is like an ocean that
knows no shore. Music history shows that as soon as one compositional device declines,
another rises from its embers. Because creativity isin our veins, we will always look for
new ways to make music. This makes the skill of sight-singing of paramount importance.
The memory can’t hold all existing tunes, much less those yet to be imagined.

In the left brain’s world (i.e., science, math, grammar) the “rule” has exceptions.
In the right brain’s world (i.e., music, art, drama) more often the “exception” is the rule.
This renegade attribute is delightful in its capacity to stir our emotions, but in all fairness,
it is this very trait that makes the act of sight-singing so difficult. Aural skills methods
need to do more than drill what’ s predictable — scale fragments and arpeggios.
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Learning to read text is a process. First comes the primer — then comes the prose.
Elementary teachers understand this building-block sequence well. Seldom does a rule
that’s learned early serve every situation from then on. Even “I before E except after C”
fails when writing the word “ foreign.” As mastery grows, spelling rules are amended.
The same applies in learning to write. Instruction begins with recognizing the difference
between fragments and simple sentences. Only then are students prepared to distinguish
between compound and complex sentences and ultimately tackle Shakespeare.

Acquiring any skill is a step-by-step process, and the less cluttered the first step,
the more easily navigated the others. (i.e., Cursive writing begins with learning to print.)
Sight-singing instruction must begin at this level of simplicity, too. For many this means
the believed innate “sol-mi” interval. With child development as its guiding principle,
starting with this play-sound makes sense. What doesn’t make sense, however, is why so
many still can’'t sight-sing. Some will blame teacher incompetence or schedule restraints,
but even if thisisthe case, it does nothing to solve the problem. What's needed is a plan
that will work regardless of on€e' s teaching limitation or scheduling nightmare.

Scalesthenicsis such aplan. Its genesis wasn't Ph.D. research — but the trenches,
where ideas were tested and retested at elementary, junior high, and high school levels.
The method isn’'t meant to be a one-and-only approach for every echelon of instruction,
but rather afirst step in sight-singing's demanding staircase. What it does put in placeis
a foundational template on which teachers can build. Rather than an exclusive ideology,
it frees students to incorporate the blend of strategies that works best for them.

Some may see the fundamentals of Scalesthenics in auralizing (Karpinski, 2000),
pitch internalization (Klonoski, 1998), or audiation and subvocalization (Gordon, 1993).
However, this method was formulated without any foreknowledge of these viewpoints.
The fine-tuning of its strategies spanned sixteen years (1975-1991), at which point it was
introduced and made available for purchase at the Oklahoma convention in January 1992.
What makes this instructional method unigue is that its concepts are captured in cartoons,
accompanied by a narration track with sound effects to augment their imagery.

Melodies usually consist of 12 scale-degrees (or fewer) — from a Perfect Fourth
below the Tonic to an octave-plus-one above. Within these twelve pitches Scalesthenics
identifies 12 patterns, each consisting of just two or three tones. These twelve patterns
(the ascending / descending Tonic Triad being two of them) are teachable in 4 exer cises.
The other ten are patterns of tension-relaxation, found inherently within the Major Scale.
When these tendencies are linked with clear-cut mental images and meaningful gestures,
they're stored in the right brain as reliable aural hooks to facilitate the perception of pitch.
Because the patterns are set in simple crafted melodies, they take hold quickly.

The best motivator in sight-singing is early success, so 6 of the 12 scale-degrees
are taught in the first exercise. When students discover that with this eleven-tone melody
their battle to hear pitch is half won, it is exhilarating. Of course, recognition of patterns
in context takes practice, and learning to deal with deviations takes even more practice,
but rest assured... it will be sooner, rather than later, that Scal esthenics works.
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Chapter 4
The Paradigm Shift

At first glance, the exercises that form the structural framework for Scalesthenics
seem pretty ssimplistic. How can 4 melodies, sung in 57 seconds once they are learned,
make a significant contribution to sight-singing pedagogy? The answer is... they can’'t —
unless they are infused with purpose-driven imagery.

While the exercises can be used as vocal warm-ups, they’ re more aural warm-ups.
After they are implanted in the mind, they serve as pitch filters for analyzing notation.
Though these little melody-lines take only a few class sessions to master, they become
sound pillars of tonality. Like alert sentinels, they stand guard against the right brain’s
wild pitch escapades. This random hemisphere follows what seems easy at the moment.
Completely blasg, it sings aurally predictable pitches.

As research continues to uncover new information about how the brain works,
teachers can talk about it —in simple terms — to even the youngest of students. One thing
that interests us is how the brain remembers. Why do some things stick in our minds,
while other things don’'t? Cramming for aquiz is a different mental task from locking in
math’ s addition and subtraction facts. The first scenario deals with “short-term” memory,
while the second scenario deals with “long-term” memory. Discussion of the two types
of recall doesn’t have to get complicated. When it comes to instruction in sight-singing,
asimple explanation that lingers long works the best.

Whether cartoons are drawn in today’s colors or in yesterday’'s black-and-white,
they make indelible impressions. Pictures have the ability to show concepts at a glance,
and teachers don’t need Sistine-level talent for their sketches to make a huge difference.
As long as students see relevance, the goal is achieved. Teachers of every subject would
get better results if they would use the chalkboard less for words and more for doodles.
Sprinkling teacher-talk with metaphors is also helpful. Telling students that “this thing”
is like “that thing” is dual-hemisphere teaching at its best. The left brain requires data.
The right brain requires description. When subject matter is taught from both directions,
the result is “stereo” learning. Another advantage — double-edged instruction keeps all
fringes of the class engaged... and students on task... are students on target.

An easy way to explain the brain is to say it has billions of bubble-like cells that
are close, but don’t quite touch. Because the eyes and the ears are doorways to the brain,
everything we see and hear is sent to specific cells that know how to make sense of it all.
For us to use the data— rather than just store it —our brain cells must “talk” to each other.
They do this by sending electrical charges, little lightning bolts from one cell to the next.
It can’t happen, however, until the problem of the gap is solved. Even though the space
between the cellsis tiny, electricity can’t travel through emptiness. It must follow a path.
That is why our brain cells are constantly constructing bridges to neighboring brain cells.
Only then can the eyes ook at the sky and send information about its exact shade of blue
to the part of the brain that tells the hand which crayon to take from the box.
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Since simple pictures are best, we can describe the cell as having two squirt guns.
The chemical in gun #1 builds temporary bridges, the one in gun #2 — permanent bridges.
If a phone number is needed for a short time (i.e., afew seconds wait for abusy signal ),
the cell shoots its weaker chemical. The electrical charge finds the bridge and zips over it
to the cells that tell our fingersto dial. Like the working memory of a computer’s RAM,
its short-term chemical lets us juggle an average of 7 bits of datain present time.

Something else is needed for the second squirt gun to shoot its stronger chemical.
The brain’s switching station — the hippocampus — must send a“ Yes!” signal to the cell.™
This butterfly-shaped structure, located deep inside the brain, has a very important job.
As decision-maker, it says “what goes’ and “what stays’ by staying aert for two things —
Pattern and Passion. Only when both are detected does this little command center order
the second squirt gun to shoot its long-term chemical to shape a bridge that | asts.

Whereas the chemical for short-term memory is quickly absorbed into the brain,
the chemical for long-term memory lays down permanent connections between the cells.
This can be compared to the way the hard drive of a computer stores data for future use.
As amemory is traced and retraced, a kind of chemical tattoo is engraved on the surface
of the brain. One way to describe this brain-cell juncture is to say it resembles the design
in densely stitched lace. Each revisit of the sewing needle makes the “ petals of the rose”
more identifiable. The same is true of pitch. The more deeply atonal pattern is etched,
the more immediate its aural recall in the sight-singing process.

Since the brain works as a giant pattern detector, it stands to reason that the more
subject matter we format into patterns, the more profitable our instruction efforts will be.
The reason teachers gravitate more toward rhythm than pitch is because meter does the
formatting for us. It groups notes into patterns that are visually concrete. As a side note,
we tend to spend far too much time explaining note fractions (i.e., whole/ half / quarter).
Understanding rhythm is a left-brain event. Unleashing rhythm is aright-brain event.
Working the muscles gets better results than working the math!

The scal€' sinternal design makes it a natural for “long-term memory” instruction.
Y et, bland teaching of the 12 patterns is not enough. For the hippocampus to take note,
these relationships must be infused with significance. Without this emotional packaging
the brain’s decision-maker will judge them not important enough to store for future use.
It takes Pattern - and - Passion to unlock the long-term chemical.

The heightened feelings that teachers too often set in motion are fear and anger.
“ Chapter test tomorrow!” triggers fear and “ Do you want to stay ignorant all your life?”
triggers anger, but these emotional extremes aren’t necessary for passion to be activated.
Word-pictures that tap into the five senses (sight / sound/ smell / taste/ touch) accomplish
the same thing in a much more positive way. Interna picturing is what drives the poet.
Through the power of imagery the reader feels the poem’s“ bitter cold and biting wind.”
The teacher who incorporates the skill of the bard creates the most optimum environment
for long-term learning. While “rant, rave, hiss, and holler” yields a semblance of success,
we must never confuse inciting our students with instructing them.
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The brain constantly strives to make meaningful associations. While doing this,
miscellaneous information is discarded almost as quickly asit is received. That explains
why rapid-fire reviews on Thursday so often result in disappointing test grades on Friday.
While “student laziness” may play a part, there could also be a misunderstanding of the
learning process. For new facts to be stored long-term, mental dots must be connected,
double-knotted, and emotionally pinned into place. Otherwise, the teacher’s hard work
produces little.

Some say that student success lies in the authenticity of the teacher’s compassion.
“ When kids know you care, kids care what you know.” If connecting with your students
isthe goal, this statement deserves merit, but it doesn’t formulate an academic game plan.
Its pragmatic usefulness is best met as an inspirational poster above the coffee pot in the
faculty lounge.

Others are sure that the real key to student success lies in the promise of reward.
This notion is so popular that many stockpile trinkets and treasures in their desk drawers,
hoping to have on hand just the right “flavor-of-the-day” enticement. In days long ago
the solitary motivational tool of educators was fear of parents. In this generation of the
“No fear here!” mantra on everything from T-shirts to bumper stickers, it’s little wonder
that teachers have had to resort to carrot-based motivation. The problem with reward is...
only those students with temperaments wired that way are motivated by it. Sales experts
tell us that far more people are motivated by insecurity / fear — than by ambition/ reward.
“Keeping up with the Joneses!” is a common, panic-based sales pitch. In education,
however, the use of fear as a healthy motivational tool has amost been eliminated.

Since both fear and reward have clear drawbacks in achieving long-term success,
teachers must look for another way to get the job done. What is needed in every area of
education is not another way to motivate, but another way to teach. We must seek out
strategies that cooperate with the way the brain works. Just as Velcro requires two sides,
so also does long-term learning. For Thursday’s test review to deliver results on Friday,
it must be “Velcroed” in place with Pattern and Passion. When teachers teach this way,
students not only gain subject knowledge, but at the same time — they learn how to learn.
What greater gift can we give them?

In recent years microbiologists have finally gained the ability examine the inner workings
of the human cell. What they found surprised them. They expected simplicity, but what
they discovered was astounding complexity. Inside each cell isaliving factory of billons
of minute protein machines. None performs in isolation. Each needs the next. Even
DNA, which contains al of the body’s distinctive information, isn't self-contained. It
works like a CD, on which is imprinted the directions for assembling the very device
needed to play it. If trillions of building blocks in the body human are that co-dependent,
doesn’t it make sense that our instruction should follow the same hook-and-eye design?
Said ssmply, good teaching makes connections and reinforces them with emotional glue.
Not only does this stimulate long-term retention, it makes learning itself more enjoyable.
It's a“win-win-win-win” situation when students feel capable — teachers fedl effective —
administrators feel successful —and parents... [taxpaying parents] ...feel pleased.
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Learning is measured — not by the mere input of data— but rather how efficiently
the data can be accessed and applied. The brain is meant to be ariver — not a reservair.
For that to happen, its cells must communicate, their mental circuitry traced and retraced.
Imagine the brain’s outer layer as “aweb of wandering vines’ that periodically intersects.
These junctions are memories. Each time we rethink one, the connection grows stronger.
Over time, these intersections come to resemble thickets, imbedded in the brain’s tissue.
The consequence of this collision of nervesis aknee-jerk recall of the memory.

While teachers of past generations had no choice but to rely on learning by rote,
today’s high-tech, audio-visual world regards repetitive drill as passeé. Music teachers,
along with countless other consumers, have bought into the notion that the latest “widget”
must be the best one. Wouldn't areturn to rote learning be a step back? Not necessarily.
Just as America’s nutritionists have taken a second look at our nation’s eating habits and
are promoting a back-to-basics stance, now is the time for America s educators to take a
second look at our nation’s learning habits and just maybe come to the same conclusion.
Professionals need to take the lead here — not the marketer.

Since the brain is wired to see patterns, these should become a teaching priority.
One reason aural methods bog down is because they fail to draw attention to the scale’s
internal design. Especialy for 80%ers, seeing relationships is the key to pitch mastery.
Y et, going “from seeing to singing” requires redundancy — the old-fashioned rote drill of
meaningful patterns. If you currently use a “sol-fa’ approach to sight-singing, rest easy —
the syllables adapt easily to the imagery of Scalesthenics. If you are not fluent in sol-fa,
rest easy — this method doesn’t require it.

Regardless of subject area, successful teachers stay vigilant for learning barriers.
No matter how worthy an instructional tool is, when it becomes more liability than asset,
it's time to abandon it. To give an exaggerated illustration... there is an obvious reason
why runners don’'t “don mink” when they race. Regardless of the fur’s value and beauity,
it would slow them down. Just as coaches strip away all that is physically cumbersome,
so also teachers should strip away all that is mentally cumbersome.

Because 80%ers compartmentalize more than 20%ers, it’s redly difficult for them
to simultaneously hear a note - and - recall its “sol-fa’ name. Insisting that they do so is
tantamount to insisting they “don mink” when they run. For 20%ers pitch and syllable
may eventually become synonymous, but for 80%ers they stay separate. “ User-friendly”
is a term typically associated with sales, but it ought to be applicable to our instruction.
Adapting tactics to accommodate students is not only prudent, it’s kind.

Scalesthenics is most easily presented and most quickly learned using numbers.
If desired, sol-fa can be added after its concepts gel. There is areason for this sequence.
Because numbers are more familiar than syllables, greater attention can be given to the
imagery that prompts pitch perception. Teachers, who have followed this two-step plan,
testify that the syllables dovetail seamlessly. Some may prefer to continue with numbers.
Others will try various vowel sounds. A few might experiment with all three strategies.
Of course, the end goal of music literacy is being able to sight-sing with text.
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Chapter 5
How Do | Motivate?

Teaching tools are wonderful. Applied properly, they make al the difference in
the swift acquisition of askill. Applied improperly, they' re deemed useless and tossed on
the trash heap of other schemes that didn’t work. The four Scalesthenics exercises are a
new set of aural tools. If they're not packaged with clear tonal system imagery, however,
they’ll fall short of what they can really do. [ Pattern = exercises // Passion =imagery]

Coaches on football gridirons and basketball courts use imagery during timeouts.
Whether they describe the next play by talking about it or by drawing “X and O” arrows,
they’re using pictures to change the current thinking of their players. There are times
when this non-verbal communication is far more productive than verbal communication.
Obvioudly, the coaches themselves can’'t go on the field or the floor to execute the plays.
The longevity of their careers depends entirely on their ability to structure and restructure
the thinking of their players. In the athletic arena it all boils down to winning or losing.
Coaches don’'t have the luxury of musicians, who can evade serious skill development by
creating cotton-candy memories and goose-bump moments! What a tragedy it is when —
dueto alack of literacy — the choir experience ends with the close of a yearbook.

Kenneth Burke describes rhetoric as... “ the use of language to form attitudes and
influence action.” ** This definition is key to the effectiveness of the Scalesthenics plan.
Just as the written word is a language of symbols, so is this true of Grand Staff notation.
For this reason music literacy instruction can make use of the same pedagogy principles.
Burke said that language “ reflects, selects, and deflects.” ** He calls the symbols [words]
people choose “ terministic screens” ** because they function as filters of incoming data.
Notes are symbols, so we can explain the sight-reading process in Burke' sterms.

* Themind REFLECTS on the notes.
e Themind SELECTS thetonal pattern.
e Themind DEFLECTS unrelated pitches.

Acknowledgement of the three stepsis one thing. Actualization is quite another.
The Scalesthenics strategy is based on the premise that pitch perception is governed by
real or perceived tonal function. Denying our Major-Minor straightjacket isn’t possible.
The lullaby is the musical framework we hear first, and while the eye demands variety —
the ear demands familiarity. From early on, our musical sensitivity is programmed with
tonal reference as the “plumb line” for pitch. We gravitate toward its aural dominance.
The four exercises not only respect this reality, but... more important... they rely on it!
For any new strategy teachers want and need answersto the following questions:

v" How do | motivate? Before the seeds are sown, the soil must be prepared.
v' Howdol get started?  Habitsare hard to break, so starting right is crucial.

v How do| fix mistakes? Problemsareinevitable, so“ fix-it” strategy isvital.

30



Priming the Scalesthenics Pump

Announcing to your music classes, “ I’ ve just found the most wonderful method!”
isn’t the best way to introduce Scalesthenics. Instead of barreling through the front door,
this strategy likes to sneak in the back — to maneuver students to a successful experience
without the slightest hint of your real agenda. By the time the light dawns, there will be
no turning back. Y ou will aready have momentum’s muscle working in your favor.

The easiest way to motivate students is via the fascinating field of brain research.
Regardless of subject area, teachers can get a great deal of mileage from describing how
the two brain hemispheres work. A simple, non-technical word-picture can stir an insight
so powerful that it becomes life changing. The heart-felt cry of all 80%er studentsis...
“ Teacher, please help me learn.” Of course, your explanations must be age-appropriate,
but talking about how people act and react during the learning process is mesmerizing.

Students will be amazed to hear that, in their own lifetime, science has discovered
facts about how the brain works that were never known before. Even the youngest child
can understand that the brain has two sides and these two sides like to do different things.

At Christmasiit’s the left brain that buys the gifts — the right brain that wraps them.
At Easter it’sthe left brain that boils the eggs — the right brain that decorates them.

Agree with your students that schoolwork gives their left brains quite a workout.
Acknowledge the unbridled joy of their right brains when the dismissal bell finally rings.
Compare the hunger for an after-school snack to the right brain’s hunger for an activity
that’s different from those experienced during the typical school day. Take a moment to
let them tell you about their free-time interests, then share an enjoyment of your own...
even if it'sjust going to the mall... or to the hardware store.

Probably high on the students’ list will be watching TV and playing video games,
but move the discussion to physical activities — from playing outside to organized sports.
The right side of the brain is where we shoot baskets — hit home runs — complete passes.
It's where we learn the newest dance — practice cheerleading — tap our fingers to a song.
Talk about the Olympics, where skiers visualize every move of every muscle before their
downhill run — where divers imagine every twist and turn before their springboard jump.
Using technology, trainers can show their gymnasts every area of strength and weakness.
Whether seen by the eye - or - in the mind...” One picture is worth 1000 words.”

When quarterbacks gesture a time-out, or catchers signal a pitch, or referees wave
an out-of-bounds ball, the right brains of players and spectators alike work at full-throttle.
Much in sports is communicated visualy, yet — as this happens — the left-brain isn’t idle.
It must continually wade through words and symbols. Winning can hinge on how many
neural bridges the brain builds to transfer thought between the left and right hemispheres.
The more connections an athlete's brain constructs, the better it can converse with itself
to recall a play — to counter an opponent’ s attack — to develop a new game plan.
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One way to encourage neural bridge-building is by cross-training in other sports.
What music teachers should tell coaches and competitors is that the very act of singing
stimulates this exact mental workout.

“Singing a song builds neurological connections.
It builds bridges, forcing the brain tointegrate.” *

From academic journals to news magazines, articles abound that delineate the benefits of
offering music during the school day. From ancient Greece come the words of Plato...

“Music isa more potent instrument than any other for education.” *°

Indisputable is the research that says music prepares the brain for higher-level thinking.
Continuing to let principals and school boards view it as frill is completely unacceptable.
When we shout from the rooftops its value, parents will demand it as a daily essential.

If the simple act of singing does all this— think what the act of sight-singing does!
The mental benefit has to be exponential. While some see the attainment of this skill as
something reserved for the musically gifted, be assured — it is within the grasp of most.
The Scalesthenics exercises have the ability to change what’s been impossible for many
into the possible. When pitch perception takes shape, even at the most rudimentary level,
musical confidence soars.

Teaching a skill as elusive as pitch perception can be very frustrating. Certainly,
there will be those days when students take one step forward, only to take two steps back.
The secret is to finish all sight-singing sessions with success. Never end by throwing up
your hands and saying, “ OK, we'll try again tomorrow!” End each sight-singing session
with a positive memory — even if it means going back to something already mastered.
Skill building doesn’t happen in astraight line — but in an inexplicable zigzag.

There’ s more to motivation than incentives (tangible) and inspiration (intangible).
Teachers can’t come up with enough promises and proverbs to keep students charged up.
Something else has to be in place, and that “something else” is success — regular success.
Nothing works as well to keep students engaged and encouraged. When instruction goes
from simple to complex — from concrete to abstract — from the familiar to the unfamiliar,
students stay on board. Learning is a loop. Yesterday's skill must be reinforced today,
tomorrow, and the day after that. Retracing neural circuitry isvital for retention.

Nike's “Just do it!” is etched on the American psyche. If only music teachers
would recognize its motivational energy and infuse it into their sight-singing sessions.
Once again... coaches have the right idea. First they empower. Then they enlighten.
Y oungsters who are taught to send the ball sailing want to learn every detail of the game.
Resist modeling the correct pitch. Instead, guide thinking until the students figure it out.
When all is said and done... it’s their competency that should be on display — not yours.
Think about it. Spoon-feeding fixes the SOUND. Problem-solving fixes the SINGER.
It’s the huge difference between “giving them afish” vs. * teaching them how to fish.”
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A long-held tradition at the start of the year is naming the staff’s lines and spaces.
What' s that for? In P.E. this would be the same as naming hopscotch’s lines and spaces.
Its pattern is meant for hopping — not for naming. It is “the itch to hop” that motivates
children to take chalk in hand and draw hopscotch’s familiar template on city sidewalks.
If only music teachers would see the wisdom of that. Having students fill in worksheets
may touch music literacy, but it doesn’t enable pitch perception or rhythmic enactment.
While “fun and games’ activities may play a part in storing left-brain music information,
they are powerless to bring about the real goal ... independent sight-singing.

When you ask adult singers, “ Do you read music?” most will invariably respond,
“Yes, F-A-C-E.” This makes as much sense as answering, “ Yes, 336" to the question,
“Do you play golf?” What does knowing the legal number of dimples on agolf ball have
to do with the ability to drive or putt? Helping children learn to sing amelody at sight is
afar more worthy goal than teaching them to spew the lines and spaces decades | ater.

Of course, knowledge of the line-space names is requisite to instrumental music.
A big part of elementary training is laying a foundation for band and orchestra directors.
For the singer, however, pitch perception must be in place for the line-space names to
take on pragmatic significance. Only aural skill prompts the singer’s brain to stop seeing
the line-space names as mental clutter and start seeing them as musical tool.

Instruction that leads to pitch perception is wonderfully satisfying and purposeful.
It creates the difference between music that lives on the inside all the time as opposed to
music that comes in from the outside every once in a while. Children begin life with a
carefree zest for singing, but that birthright of vocal freedom somehow gets chipped away
as kid grows to teen and teen grows to adult. It’s our responsibility to reverse the scourge
that is heard so often in the humorous but sad words, “ My talent is pulling the curtain.”

Singing isintensely personal. The voice that livesin each of usis one-of-a-kind —
a manifestation of who we are. Somewhere along the way, kids get put into a colander
from which only a few musically-gifted emerge. Those who fail to make the cut often
abandon music-making altogether. What are we doing that makes so many adults insist,
“l can't sing!” Why do the other activities they pursue feel so less threatening?

It isn’t due to lack of effort that vocal music programs constantly battle attrition.
Teachers willingly take on hard work and long hours to prepare students for performance.
We love our art and can’'t imagine why anyone would ever leave it for a“lesser” elective.
What more can we do? How else can we motivate kids to stay the course? The answer ...

It's “CAN DO” that fuels “WANT TO.”
“Emotion” links the Latin prefix “€” with “motion” —*“from or out of motion.”
It's tonal motion that causes us to “ 0o and ah” when melodies and harmonies touch us.
Why not use the very essence of what music isto construct a different sight-singing plan?
Maybe then both 20%ers and 80%ers will grow in “CAN DO” to see notes — hear music.
Let “ | have to teach sight-singing” - forever changeto - “ | get to teach sight-singing!”
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Chapter 6
How Do | Get Started?

The gift of a great voice doesn’'t automatically guarantee an edge in the ability to
read music. Singing and sight-singing are very different skills indeed. Most people need
some sort of game plan. Only arare few are doubly endowed both with “miracle cords”
and a“mystic knack” to hear pitch. The rest of us must develop music literacy by degree.
Singers are used to leaning on an outside source for pitch (i.e., piano / neighbor’s voice).
The thought of having to lean on an inside source — that’s completely inaudible — is scary.
Thistranglates as “intimidating” for 20%ers, “paralyzing” for 80%ers.

Kathy Thompson’s research on pitch internalization has resulted in the emergence
of seven metaphors that delineate the various strategies singers use to perceive pitch.'®
They are superb tools for communication — useful to al levels of aural skills instruction.
Her pragmatic inquiry and analysis has made a val uable contribution to Music Education.

Metaphorsfor Music Reading and Auralization Strategies

1. The Follower: Followers usualy follow another singer or an instrument to sing
unfamiliar music accurately; they do not fully depend on the music notation even while
looking at it. Followers are quite adept at making instinctive split-second adjustments to
match a stronger singer or an instrumental accompani ment.

2. The Button-pusher: Button-pushers readily recognize pitch names or associate
pitches with fingerings as they play melodies on an instrument, but may have difficulty
imagining how the notes will sound before they play. From musical experience Button-
pushers usually can tell intuitively if they play or sing a wrong note after it sounds.
Button-pushers may visualize a keyboard or pretend to use their fingers to play a melody
on an instrument to help them internalize pitch.

3. The Contour-singer: Contour-singers know to move their voices up or down with
the notes on the staff, but scale steps and skips range from approximate to inconsistently
accurate and sometimes do not stay within the key. Contour-singers may sense that their
tones do not match the notes after they sing them, but may or may not have a good sense
of where the tonic pitch is, either aurally or visually. Some may try to anchor their
singing by comparison with areference pitch that is prominent in the melody.

4. The Tonal-thinker: Tonal-thinkers usually prepare to sight-sing by thinking through
the scale or the tonic triad. They recognize the tones of the tonic triad while they are
singing and relate other pitches to these tonal anchors. Tona-thinkers hear larger
intervals thinking of tendencies and tonal function rather than thinking about the size of
an interval. Most Tona-thinkers learned to internalize pitch with movable-do syllables or
numbers, or they know how to spell scales so well that they are able to think through the
letter names within akey.
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5. The Builder: Builders measure intervals from one pitch to the next, or to another
pitch in close proximity. They recognize isolated intervals and note names, i.e., in the
key of A, they might see A to E, and think, “perfect 5" rather than “do-so.” They sight-
sing primarily by thinking about the size of the interval, not about how the next tone
functionsin the scale. Builders may have a good sense of tonic but may not aways use it
to guide them. If they miss one interval in singing or dictation, they will likely miss
several pitches because they are relating to a previous pitch, rather than to an overall
sense of key.

6. The Pitcher: Pitchers have absolute pitch recall. Their target is a sound associated
with the letter name in their memory. Pitchers do not need to use tonal syllables,
functional relationships, or intervals to sight-sing or internalize pitch in the key in which
it is written, but find it difficult to read and sing music in a key other than the notation
indicates. They also find it difficult to play an instrument tuned as much as one half-step
sharp or flat. In coping with out-of-key contexts they must learn to transpose through
intervallic reasoning or tonal thinking.

7. The Chunker: Chunkers scan a passage of music for relationships between groups of
pitches, which they recognize as patterns. From past experience they know the sound of
these groups of pitches, or chunks, and they apply this knowledge as they auralize.
Chunks may involve melodic sequences, structural tones, chord patterns, harmonic
progressions, or other recognizable relationships. In atonal music Chunkers may use
enharmonic re-spelling to facilitate hearing familiar pitch relationships beyond thinking
intervallically for successive tones.

Resear ch Findings

Thompson also observed that, for many, the ability to focus on a previously sung
pitch is helpful. This skill not only enables the eyes to encompass a wide range of notes,
it triggers the identity and recall of reference pitches in the midst of notation’s busyness.
While this doesn’t meet criteriafor an aural strategy, it is an example of “pitch memory,”
aspecia aptitude that keeps many a singer moving forward in the score.

Another variation Thompson recognized in her research was “harmonic thinking.”
She analyzed this as a culmination of several processes. Many participants in her study
scanned for chord structure and melodic patterns. Several used enharmonic spellings to
create momentary tonal relationships in atonal melodies. After review she assigned this
“seeking relationships’ approach to “The Chunker” metaphor.

Thompson aso found that the more highly trained a singer is the more likely he or
she will exhibit a blend of pitch perception strategies. Complex music necessitates this
multi-tactical approach. Sight-singing is greatly served by these well-defined metaphors.
Half the teaching battle is won when you can diagnose a student’ s thinking process.

Note: The imagery of Scalesthenics doesn’t spawn an “ Eighth Auralization Strategy” —
but rather it creates an entrance to the right hemisphere that augments the existing seven.
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For eons — without apology — teachers have tricked kids into trying new things.
This compares to hiding the peas in the mashed potatoes to camouflage the green veggie.
Used with finesse, the back-door approach can be one of the teacher’s most useful tools.
Asthe track sings, “ Before you know what’ s happening you see a tune and start to sing!”
For those that are skittish about sight-singing, this “won’t see it coming” ploy is best.

Ask students to stand and start mirroring your hand movements. The easiest way
to get into the singer’s right brain is through kinesthetic imitation. Invariably, some will
see you move your right hand and follow suit with their right. Correct this by saying,
“When you use the same hand I’m using — you're not mirroring.” There may be some
embarrassed laughs and harmless teasing. If so, that's OK. Let it happen. What you're
after is arelaxed, fear-free atmosphere. If one or two students still seem confused, say...
“ the hand nearest the door” or “ the hand nearest the windows.”

Begin by putting your right palm forward and making small clock-wise circles.
As students start to get in sync, switch to your left palm in a counter clock-wise motion.
You'll see an instant upgrade in concentration. Vary the circle’s size. Move your hands
paralel and contrary to each other. Increase and decrease the speed. Stop and re-start.
To keep pace with your shifting shenanigans, right brains must wake up and work.

When students become savvy and hard to trick, freeze your hand position and say,
“ Better not take your eyes off of me, because at any moment — when you least expect it —
I'll start again with something new.” Kids love challenges. There's no sweeter reward
than being able to second-guess the teacher. Don't et your motions get too predictable.
Just when the students think they have you figured out, start directing imaginary traffic,
or feel aninvisible wall, or —if you’ re brave enough — do a Hawaiian hula.

Some will see this departure from the norm as serious, while others will see it as
hilarious play. Both extremes (and everything in between) are OK. Your purpose is to
break down barriers, to create a safe environment for subsequent kinesthetic instruction.
This interaction will bring to the surface stark differences in the four basic temperaments.
Classrooms and choirs have all temperament extremes represented, so knowledge of their
idiosyncrasiesis amust. Good teachers learn to work with their students' personalities —
rather than inadvertently against them.

Hippocrates was first to recognize temperament dissimilarities in human behavior.
None is superior to the other, and actualy it takes all four to have a good group dynamic.
Expect them to respond differently to the surprises that come with mirroring, however.
Thelir natural bents are poles apart. Should you happen to mistake animation for anarchy,
your negative response can tear down in moments what you’ ve just worked hard to build.
In anutshell... these are the general types of students with which you' |l be dealing.

EXTROVERT: Sanguine=Amusing Entertainer  Choleric = Natural Leader
INTROVERT: Meéelancholy = Creative Thinker Phlegmatic = Witty Peacemaker

36




Mirroring ideas. You can do figure-eight, see-saw, dolphin swim, vertical chop,
silent clap, wrist twist, regal wave, door knock, air poke, finger scrape — anything simple.
Stay far enough ahead to challenge students, but not so far ahead they become frustrated.
Thisisabout “ Attaboy!” — not “ Gottcha!” Y our goa isto build trust for tomorrow.

Watch for students who are both adept at mirroring and appropriately enthusiastic.
Affirm their efforts, and — if it’sin your comfort zone — let them lead a mirroring session.
They won't be at all inhibited to use movements from athletics, dance, and cheerleading.
Should you decide to do this, however, don’t relinquish your leadership. Only you know
where things are headed. It's your secret that mirroring sessions are a means to an end.
Asyou start to sneak in the various components of Scalesthenics (detailed in Chapter 7),
keep interest high and success sure by regularly inserting some fun motions.

Moremirroringideas:. You can sway your rigid arms like suspended steel balls.
Pretend to... play instruments — use scissors — direct traffic — hammer nails— shovel dirt —
play sports — pull rope — catch fish — rip paper — saw boards. In freeing your imagination
to incorporate other movements, don’'t lose sight of the goal — to surreptitiously introduce
the “arm-hand-foot” positions and movements of Scalesthenics.

Carelessness in mirroring ultimately leads to fuzzy imagery and aura confusion.
In other words, if you allow sloppy gestures — you' |l get sloppy pitches. Y our insistence
for exactness doesn’'t have to be grueling. Enjoy your Sanguines. Flatter your Cholerics.
Notice your Melancholies. Appreciate your Phlegmatics. This last happy-camper bunch
will go wherever the mirroring train takes them, and they deserve our kudos for it.

While school children reflect a veritable kaleidoscope of the four temperaments,
such is not the case with their teachers. The “love my students’ elementary grades draw
the Phlegmatic, while the “love my subject” secondary grades appeal to the Melancholy.
Predictably, the “born to be in charge” Choleric hears the clarion call to administration.
The temperament least represented in educational circles is the “fun-loving” Sanguine.’
Consequently, a big chunk of our students are being misunderstood and poorly handled.
The greatest needs of this temperament are for attention and approval. Unless their antics
are dealt with in a positive way, they will sabotage the mirroring process. Learn to value
the four temperaments, rather than react to them. You'll get awholelot further.

A Crash Coursein ldentifying the Four Temperaments Among Your Students

The Sanguineisthe hub of a wheel — encircled by friends wanting to be entertained.
The Choleric isthe leader of the band — followed by friends waiting for instructions.
The Melancholy is a Lone Ranger — accompanied by a friend who’ s willing to listen.
The Phlegmatic isthe “ all-purpose”’ person —willing to be what other people need.*

* [ a“spoke” inthewheel — a“member” of the band — a* Tonto” to Lone Ranger |
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Chapter 7

Kinesthetic Precision

John Buccheri wrote, “ Einstein once distinguished humans from other life forms
by suggesting that we search out patterns when they are obscured, and manufacture them
when they do not exist. We are pattern seekers in the extreme.” *® If thisindeed is true,
then it makes sense that the most effective instructional tool for any academic discipline
is the ability to think in terms of relationships in order to recognize or generate patterns.
In teaching pitch perception, Scalesthenics is alaunch pad for just this kind of approach.
The four exercises make no pretense of addressing every variable in music composition,
but just as the four legs of a game table give physical support to the shuffle of dominos —
so also these four pillars of tonality give aural support to the shuffle of pitches.

What the exercises do is etch deep within the mind the 12 scale-degree patterns
most commonly found in melodies and — to a large extent — their supporting harmonies.
As these relationships are recognized by the left brain, their familiarity signals aural cues
to the right brain. Interestingly, seeing a deviation from the norm also triggers a reaction.
The attentive left brain will shout “ Careful!” to the unsuspecting right brain to prevent it
from robotically singing the presumed pattern.

This compares to the way bank tellers are trained. Instead of trying to acquaint
them with counterfeiters never-ending variations, they handle only legitimate currency.
Knowing the look and fedl of “normal money” helps them instantly identify bogus bills.
Another example... when we stop at a railroad crossing, we anticipate that the train will
go by in “normal order” — [A] the locomotive [B] the container cars [C] the caboose.
When a component is missing or out-of-sync, we take notice. Anticipation is powerful.
That is precisely why the Scalesthenics sight-singing premise strongly embodiesit.

“ If you know what to expect, it helpsyou to recognize the unexpected. “

Before introducing the exercises, firmly integrate the “arm-hand-foot” gesturesin
your mirroring sessions. They need to fedl natural and unimposing so concentration can
be given to hearing the 12 scale-degree patterns prompted by the kinesthetic imagery.
Stay mum about the gestures purpose until your students are imitating them with ease.
When the time is right, introduce the stable tones as hand positions and the unstable tones
as hand movements. Of course, the dual “resting” and “leaping” roles of the Dominant
need special handling. Imagery for this North Star of Tonal Music is forthcoming.

The Two Goalsof Mirroring
1. For studentsto become comfortable with Scalesthenics gestures

2. For theright brains of studentsto become awakened to imagery
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The amount of class time needed for mirroring and the covert introduction of the
Scalesthenics gestures will vary — depending upon the musical maturity of your students.
There’ s no such thing as a* one-size-fits-all” curriculum or timetable. Y ou have freedom
to move your singers at whatever pace you think isbest. These prelude-to-pitch activities
typically take severa minutes over the course of several days. With advanced students
they can be introduced and abandoned in one class period. The teacher’s diagnostic role
cannot be overestimated. Ongoing observation and evaluation are central to the success
of this sight-singing method.

Below is a description of the kinesthetic imagery of the 12 scale-degree patterns.
The stable tones come first, then the Dominant’s dual role, and finally the unstable tones.
When introducing the pitches of the Tonic Triad, talk much about the fascinating paradox
of their “resting” quality. Think of them as identical triplets. Though unmistakably kin,
they feel different when sung. Contrasting attributes is what makes them distinguishable
in the singer’s ear. Especially important to drive home is that — of all the scale-degrees —
Three is most sensitive. Its ability to straddle Major / Minor means this intriguing pitch
must always be approached carefully. The Mediant centers best at half-voice.

RESTING TONES

1 —Hands on waist, fingers together and forward, thumbs toward back.
Onefeels strong and solid — like a big oak tree steadfast in a storm.
Student posture must be tall — never a“waiting for the bus” slouch.

3 — Arms extend out from side with hands flat, palms up, fingers glued.
Threefedslike little branches — extending from either side of tree.
Arch fingers back — to make hands so flat that water would roll off.

5 - Armsare lifted so flat fingers can touch the head' s “ antenna’ spots.
Five feeslike little branches — rising and resting on top of the tree.
When hands touch head, they're flat — asif double saluting the hair.

* 8 — Armsraised high, elbows locked, flat hands forward, fingers glued.
Eight feelslike little branches — reaching up, asif to touch the sky.
Arms are to be fully extended — imitating the soaring of Superman.

Low 5 — Arms straighten down, elbows locked, flat hands press side of legs.
L ow Fivefeelslike little branches — reaching to touch tree’ s trunk.
Keep posture tall — not allowing the knees to bend or torso to lean.

* Note: Conceptualizing the upper Tonic as “High 1" appeals to the logical left brain,
whereas using “8” to sing it accommodates the visual right brain. Especially for 80%ers,
“1- 8" ismoreimagery measurable than “1 - High 1” so you'll get a better-tuned octave.
Also, for low voices, saying theword “ high” isa psychological barrier to vocal freedom.

39



The Dual Role of the Dominant

Fiveis the only scale-degree that “wears two hats” — that performs two functions.
Itsfirst role is that of Resting Tone, completing the familiar resonance of the Tonic Triad.
The three pitches that comprise it — One, Three, Five — are similar in structural purpose,
but dissimilar in their aural quality. How it feels to move from Five to the other members
of the Tonic Triad can be experienced via “circus’ imagery — specifically, the tightrope.
If Fiveisthe aeridist, One s the platform and Three is the wire. With barely a thought
the aerialist can bound to the platform, but he must focus when he approaches the wire.
Oneissolid. Threesways. Feeling their different sensitivity is crucial to precision.

The second role of Five is that of Moving Tone — catapulting both melodies and
harmonies to One. When you introduce this work of Five, talk about the many aerialists,
starting with Blondin in 1859, who have captivated crowds by walking a high wire across
Niagara Falls. In this case, the imagery isn't the “resting” wire, but the “moving” water.
In the same way Niagara Falls generates natural power, so Five generates musical power.
At the American-Canadian border one-fifth of the world’s fresh water plunges the height
of atwenty-story building to the river's base below. The fact that the water’s percentage
is“one-fifth” adds to the authenticity of this visua for the “Five down to One” leap.

Another way to teach the Dominant’s dual rolesis to compare it to a trampoline.
When the acrobat stands motionless, there is a certain rest — but it’s momentary stillness —
not finished stillness. The crowd knows a bounce is imminent. This quasi-rest of Five
sings as though it is suspended in space — air above — air below. Just as an acrobat can
bounce up to a platform or down to the floor, Five bounces up to Eight or down to One.
Teaching the “ascending P4™ / descending P5™ ” differenceisimportant. There's no need
for a Music Theory explanation. The Scalesthenics gestures paint the picture for you.
Movement from L ow Five up to One feels the same as movement from Five up to Eight.
Both of these PA™ motions feel shorter than the P5™ motion from Five down to One.

Five is also comparable to a competition diver — his toes at the edge of the board,
preparing to push off. As he gets body and soul into alignment, there is a total cessation
of movement. Y et, no one would equate the athlete’ s “suspended quiet” with terra firma.
His dive takes him through the air — through the water — until a push from the pool’s floor
propels him to the surface. Thisvisual teaches the sequence of Five to Low Fiveto One,
instilled kinesthetically when hands go from top of head —to sides of legs —to waist.

When Five is centered, it feels like a magic carpet, hovering just above your head.
Y ou can aso describe Five in terms of the weightlessness of space. Imagine an astronaut
setting something on an invisible air shelf. That something feels like “resting” Five.

For older students, use “courtship-marriage’ imagery to describe the Dominant.
“Resting” Five is the perfume of the bride. “Moving” Five is the pursuit of the groom.
With wedding vows... the girl and the guy become — paradoxically —a union of contrasts.
The dua role of Fiveis best described as the twin roles of husband-wife (father-mother).
The enigmatic sound of this scale-degree is a blending of male and femal e attributes.
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MOVING TONES

L ow 6 — Push turned-out, horizontal hands (fingers glued) from waist to side of legs.
Low Six feelsasif you are pushing the air straight down from your waist.

Because of the Tonic’s persistent tug, the plunge down must be vigorous,
the hands held uncomfortably parallel before lowering them to L ow Five.

Low 7 —Go back on heels, and push vertical hands (fingers glued) forward at waist.
Low Seven feelsasif you are gesturing “ Stop!” to kindergarten children.

The uncomfortable sensation, felt in the hands and wrists, correlates with
the tension in Low Seven that propels it upward to the relaxation of One.

2 — Go up on toes, and crossindex fingers (palm side), keeping thumbs at waist.
Two feelslike crossed sticks above belly button [the®* +” in1+1 = 2].

The tension in Two, resolving to the relaxation of One, isfelt in the feet,
as gravity pulls you from being up on your toes — back down to the floor.

4 —Touch fingers to shoulders (top of same arm), and unroll themto horizontal.
Four feelsasif fingers are imitating the uncurling of a blown party favor.

The half-step interval must feel paper-thin. Imagine your fingers moving
along the top of an imaginary line — then supporting that line from below.

6 — Shap hands (back) above head and arch them up and over to antenna spots.
Six feels asif the fingers are tracing a freestanding heart above your head.

Thetension in Six eventualy returns it to the relaxation of Five — but not
before it goes up and over like water cascading from back-to-back spouts.

7 — Lift forward horizontal hands (palms down, fingers glued) until elbows lock.
Seven feels asif flat hands are being rocketed at warp speed into the blue.

The tension of Seven isfelt when fully extended arms snap your hands to
avertical Eight —the wrist springing like atrap to the upper Tonic’ s rest.

* 9 —Go up on toes, and raise arms above head to cross index fingers (palm side).
Ninefeelslike High Two, in other words, asif Two is balancing on stilts.
Thetension of Nineisfelt in the feet when you go up on your toes, while
the release of Eight isfelt in the feet when gravity brings you back down.

* Note: The explanation on p.39 applies here for singing “Nine” —rather than “High 2”.
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B. DISCERNING PITCH
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Chapter 8
Let’sTalk Rainbows

For decades brain research has reported that learning takes place five times faster
when concepts are reinforced kinesthetically.® Teachers shouldn’t just tip their hats at
this finding, but rather should decisively incorporate such strategies into their instruction.
The four Scalesthenics exercises can help to accomplish this. As perception of pitch gels
the gestures can be phased out. Simply review if remediation is needed.

The am of the “hand-arm-foot” gestures is to create a mental file of dependable
aural cues for processing pitch. Of course, kinesthetic prompts aren’'t practical forever.
An externa gimmick is only valuable to the extent it generates lasting internal imagery.
Something that helps to achieve thisis using metaphors.® A well-framed word-picture is
the shortest distance between what a choir director desires and what the choir delivers.
In fact, teachers deficient in the use of metaphors produce groups that sing mechanically,
rather than musically.

Metaphors force the verbal left brain to correlate with the non-verbal right brain.
The better our brain’s 100 hillion cells * communicate with each other, the more quickly
notational data can be processed for sight-singing application.

Metaphor - A figure of speech in which aword or phrase literally denoting
one kind of object or ideais used in place of another by way of
suggesting alikeness or analogy between them.*

Scalesthenics instruction begins in earnest with the imagery of the rainbow with
its seven colors. It isawonderful visual companion to the scale, especially when viewed
not from the horizon as a half circle, but from a high point as awhole circle. From space
rainbows look like halos, hovering over earth. How sad it is that most people live their
entire lives without ever knowing that the surprise rainbow they see after a spring shower
isonly the top half. Both young and old are mesmerized when they first hear this fact.

The reason the rainbow as a circle is so useful is because it places its seven colors
into ascending “ROY G. BIV” order, providing a palette to link color with scale-degree.
The image is effective because of two elements. Design (Pattern) + Discovery (Passion).
There' s no better visual for teaching the scale’ srich blueprint. Hereisits color sequence:

<« <« <« —>
RED oranGe | YELLOW GREEN | BLUE INDIGOl V-1-O-L-E-T

The primary colors Red - Yellow - Blue align with the tones of the Tonic Triad, 1- 3 - 5.
However, the secondary colors don't automatically match the upper Neighboring Tones.
This is because the rainbow has seven colors instead of six. Orange - Green - Indigo
alignwith2-4-6. Magestic Violet beautifully represents “7”. It doesn’t rest or resolve.
This“go it done” scale-degree literally reverses musical motion and — like a slingshot —
hurlsit to a higher version of the Tonic. It isaptly named... the Leading Tone.
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The pervasiveness of SEVEN makes it a veritable mine for Mgor Scale imagery.
As you discuss with your students the many facets of the number, they will gain a respect
for tonal design. First of all... we see SEVEN in the chronological seasons of human life.

Infant - Child - Adolescent - Youth - Young Adult - Mature Adult - Senior Citizen
In societies world-wide... SEVEN categories of facial expressions have been identified.”
Fear - Anger - Happiness - Contempt - Surprise - Disgust - Sadness

The more science examines nature, the more it sees SEVEN as a building block —
both in the visible and the invisible. Dr. Carl Baugh of Creation Evidence Museum says.
“ As the microcosmic structure of the atom would permit seven shells of particles above
its nucleus, the macrocosmic structure of the heavens above would cluster seven spheres
of star bodies on a universal scale. Our home planet is structured in this (same) manner.
There are seven layersfromearth’s core to earth’ s surface.” 2

In biology SEVEN (and its multiples) also play a big role in the gestation period
of mammals, incubation period of birds, and development period of insects. In chemistry
we learn about the seven periods in the Periodic Table of Elements. In medical science
we learn the body is completely renewed — cell for cell — every seven years. In nutrition
we learn about its need for seven basic minerals. In geography we learn the seven seas
and the seven continents. In meteorology we learn the seven types of snowflakes.

Getting people to sing is one thing. Getting them to feel as they sing is another.
Getting them not only to feel, but aso to think as they sing — that approaches Shangri-La!
The teaching tool that touches all of these areas with equal effectiveness is the metaphor.
Instead of musicians being artistic isolationists, they should scurry to extra-musical areas
for imagery. Ordinary teachers talk about data. Extraordinary teachers talk about design.
In needlework this is seen in the difference between fabric scraps and a patchwork quilt.
When thread joins unrelated parts into a related whole, something memorable is created.
The mental thread that stitches “left brain/ right brain” learning together is the metaphor.
This term [ from Greek — meaning “transfer” | has a narrow definition in aliterary sense,
but here we enlarge it to mean anything from a well-chosen word to a well-told narrative,
its purpose being to crystallize a principle or a perception in the sight-singer’ s mind.

Just as the rainbow with its seven color sis reliable imagery for teaching the scale,
so also is the week with its seven days. Tell students that the word “scal€” is from the
Latin “scala’ —meaning “ ladder / staircase.” As you sing the days on an ascending scale,
move your hand to represent the rising rungs of aladder.

SUNDAY - Monday - Tuesday - Wednesday - Thursday - Friday - Saturda?->

Linger on* Saturday” and someone will break the silence that followsto sing “ Sunday.”

SUNDAY - Monday - Tuesday - Wednesday - Thursday - Friday - Saturda?-’SUNDAY
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Tell students that there are seven colors in the rainbow, seven days in the week,
and seven tonesin the scale. Asyou ascend the“air” ladder again, ask them to mirror.

l1-2-3-2-5-6-7

The sheer drama of ending on Seven will prompt someone to supply the Eight.
Now isthe timeto explain the octave, that Eight is really another name for High One.

One = *“this’ Sunday Eight or High One = “next” Sunday

If High Oneis“next” Sunday, then it follows that High Two is “next” Monday.
Once students understand this * successive week” concept, tell them it is fine to substitute
Eight and Nine for convenience' s sake. In fact, you can go on up to Ten or High Three.
Students need to know that other “ stratosphere” pitches exist. A way to demonstrate this
issinging “ The Sar-Spangled Banner” —focusing on the demanding sequence below.

8-8-5-3-1 10-10-10 - - 12.12

...ga - lant - ly stream-ing? And the rock - es red glare...

While some sing (or screech) through this section, most either drop out altogether
or else they hide their ineptness with silliness.  Fortunately, songs that make use of these
pitches tend to be the exception, rather than the rule. That is why the Scalesthenics chart
extends only to Nine. The aim of this sight-singing method is to instill melodic norms,
not to exhaust all variants.

Once you've presented the concept of One through Seven as being “this” week,
and Eight and Nine as really being High One and High Two of “next” week, talk about
the pitches below One as belonging to “last” week. An effective way to do thisisto sing
“ Are You Seeping” —first with words, then with numbers. In advanced classes a smple
run-through will be enough to make your point. In beginning classes have students hold
sequential “rainbow” posters with “this week” numbers. As you sing the melody again —
at a rhythmically free pace — have them raise the appropriate poster. It won't take long
for students to grasp the supremacy of the recurring Tonic. When they get to the repeated
“ding - dong - ding” phrase, the need for a pitch that is lower than One will be obvious.
Savor the teachable moment and introduce the Tonic’s subterranean world. Asyou do it,
keep in mind... “chat” goesto the left brain —“chart” goesto the right brain.

A second idea for teaching the pitches below One s to sing the opening phrase of
the “ Meow Mix” commercial. When you ask the number of the first descending pitch,
“zero” will be the knee-jerk answer. Repeat the phrase, this time adding the “air” ladder.
Tell students to forget math and think days of the week. “ What comes before Sunday?”
When “ Saturday” is spoken, move on to “ All right then... What number is Saturday?”
This tactic uses “imagery logic” to teach the right brain that Low Seven is beneath One.
Tell students they’ll see far more low “last-week” pitches than high “next week” pitches.
Of the “sub-Tonic” pitches... Low Seven - Low Six - Low Five ...one or more iswoven
into amost every tonal melody written or improvised.
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Once you' ve introduced the Scalesthenics chart, immediately demonstrate its use.
Talk about the fact that most melodies end on One and begin on either One or Low Five.
(Of course, other starting/ ending pitches exist, but at this stage keep everything simple.)
These songs make good examples for driving home the “ either One or L ow Five’ point.

First Pitch = One First Pitch = Low Five
Frere Jacques Auld Lang Syne

Y ankee Doodle Oh, Shennandoah

Down by the Station Home on the Range

Row, Row, Row Y our Boat The Farmer in the Déll
I’ve Been Working on the Railroad The Eency Weency Spider

Note: Establish the key of E-flat when singing the entire span of the Scalesthenics chart.
Itsrange is best suited to the average voice. Intimeyou’ [l want to vary the Tonic’s pitch,
but for singing the width and breath of the 12 scale-degrees this key is most user-friendly.

Not only is rote teaching time-consuming, it doesn’t advance the goal of life-skill.
That is why you need to look for every way possible to apply sight-singing in rehearsals.
Granted, most performance music is too complex for total immersion, but all songs have
spots that can be isolated. An oft-heralded quote in education is “ Knowledge is power!”
In aural skills a better wording would be “ Knowledge — that can be applied — is power!”
A “dab” of sight-singing drill after vocal warm-upsisn’t enough. Y ou must useit.

If your students already know sol-fa and you want it to be a part of Scalesthenics,
now is the time to weave it in. Don’t be concerned if fluency in the syllables slows a bit.
Thiswill be due to concentration on imagery to hear pitch rather than the recall of labels.
If forward motion with sol-fa stalls, let students go back to numbers to regain momentum.
If it makes you feel better, think of the return to numbers as a remediation strategy.

If your classes aren’t already using sol-fa, thisis not the best time to introduce it.
When the syllables are first presented, 80%ers view them as labels for the scale-degrees.
Most teachers assume that — given time and practice — the label and the pitch will fuse.
While this may be so of 20%ers, it definitely is not so of 80%ers. They just add sol-fato
their left-brain file of Latin terms (near where biology’s flora and fauna are catalogued).
There the syllables collect dust, never becoming the trans-hemisphere catalyst for pitch.
The 80%er who tries to use them does so out of duty —not out of dependency.

Students should learn the Scalesthenics chart as they fit together a jigsaw puzzle.
First, the edge pieces are put in place — then prominent pieces — then connecting pieces.
With the top-of-the-box “purple mountain majesties’ picture in mind, the right brain links
the parts to form the whole. When all is positioned, then glue can be applied for framing.
Let imagery position all the chart before applying sol-fa*“glue’ to the scale-degrees.

Note: Sol-fa with Scalesthenics works, but using the Curwen hand signs doesn’t work.
Its gestures manipul ate small muscles, whereas Scal esthenics manipulates large muscles.
Also, Scalesthenics placement is concrete — whereasitsin-the-air placement is arbitrary.
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Chapter 9
From Sound to Staff

Once you have connected the rainbow’ s seven color s and the week’s seven days
to the scale-degrees, start using them with the “arm-hand-foot” positions and movements.
Don’'t announce —* Something new is coming!” Just casually add pitch to your mirroring.

* Begin with repeated One — bringing hands back to waist each time it is sung.
* Then, go to repeated Two — retouching the index fingers each time it is sung.
* Now, add repeated L ow Seven — pushing hands forward each time it is sung.

As you repeat “2” — stay on your toes. Asyou repeat “(7)” — stay on your heels.
Omit the word “L ow” when singing the sub-Tonic tones. If the double syllable in Seven
cause pitch-centering problems, temporarily shorten its pronunciation to Sev’'n - or - Sev.

“The Rock”

12-1-0-1-2-1-»-1-2-1-(»-1

Asyou sing One and its neighbor tones, tilt forward and back in a seesaw motion.
Keep body alignment board straight to send a kinesthetic message to the brain that these
interval distances are close. Asyou sing Low Seven, resist temptation to push so much
you have to bend at the hips for balance. Asyou sing Two, keep hands belt-buckle close.
Positioning them too high or too forward causes aural confusion. Encourage enthusiasm,
but not extreme motion. The last thing you want is “ pitch fog” due to imagery distortion.

To forestall sloppiness, tell students that the gestures work best if the fingers stay
glued together. The idea of “flat hands in mittens’ brings the fastest results. Of course,
Two is the exception. When singing L ow Seven, the fingers need to be painfully vertical
as you push the heels of the hands forward to experience the tension of the Leading Tone.
Nimbleness in arms/ wrists/ hands/ fingers varies, so expect differences in compliance.
What never is acceptable is laziness. Tell students, “ Give me the exactness of a mime!”
We “see hiswall” and “feel hisrope” because his movements are precise. Correct hands
are needed for many things — throwing a baseball, handling a CD, using a knife and fork.
Citing these and other examples will be more convincing than throwing a perfectionist fit.

Performing this more physically challenging sequence leads to balancing hilarity,
but it nails One in place as the Major Scale’s kingpin. Each time the Tonic is repeated,
return your feet from being up on toes or back on heels to being solidly flat on the floor.
Note: Taking thisfast isfun, but don’t let it be at the expense of instilling aural concepts.

“The Double Rock”

112211 0-0n-11-2-2-11-n-1.1-2-2-1- 1. 9p-»- 1
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Just as Scalesthenics uses the large muscles of the body to convey pitch imagery,
so also it uses the large muscles of the eyes to prepare the sight-singer for pitch notation.
To embed in the mind the “tension-relaxation” of Low Seven to One - and - Two to One,
draw a house and ask the students, “ If thisis where One lives, who lives on either side?”
Once answered, sing “ The Rock” again as you trace and retrace the contrary movements.

/\
/’\1/“\

(7)

2

Melodies tend to revisit the Tonic by one of four “left/ right / up / down” routes.
They can return by step — via the “next door neighbor” tones, or they can return by leap —
via a bounce in the front door from Low Five - or - a bounce in the back door from Five.
Sight-singing success starts with tracing and retracing the ways music revisits the Tonic.
The ability to recover —to find once again the sure footing of the Home Tone —is crucial.

5

S

/’\1/‘\

(7)
T
(5)

Each time you drill the “north/ south/ east / west” routes to the Tonic their sounds
become more deeply etched in the musical psyche. If in future sight-singing experiences
students need remediation, don’t hesitate to resurrect this illustration of the “One” house.
Especialy for 80%ers, progressing in aura skills depends on equal parts of the following:

The Four Components of |mage-Based I nstruction

1. Kinesthetics Movement of the muscles to internalize aural concepts
2. Aural Patterns Drill of structural tones and tension-rel ease movement
3. Visual Prompts Use of pictures or metaphors to instill pitch perception

4. Vocal Instruction Training the voice so bad habits won't sabotage tuning
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The Scalesthenics “puzzle’ is a stair-step graph that readies the eyes for the staff.
Because it requires coordination between eyes, hands, ears, and voice — let correct pitches
determine how fast you move your pointer.

()

(5)

This “forerunner of the staff ” needs to stay as proportional as possible so the eyes
will react to the interval differences. Also, be sure to draw the lines vertical / horizontal.
Haphazard slanting and height inconsistencies will cause confusion and delay progress.
Some may think that this format should reflect whole-step / half-step differences. Not so.
In tonality the dissimilarity is aural —not visual. Since the lines and spaces stay the same,
the steps of pre-staff puzzles need to stay the same, too. While the ear must distinguish
between whole-steps and half-steps from the start, the eye doesn’t have to deal with them
until accidentals are introduced. Such is the beauty and genius of Key Signatures.
Troublesome notation? Convert its pitches to this configuration and watch the difference.

Y ou may wonder how quickly to move students in the first Scalesthenics session.
By all means — “ride the wave” as far as you can. If possible, go from mirroring to music
before students leave for the day. Catching a glimpse of the whole causes the right brain
to smile. Seen years ago on a choir room wall was this handmade, but profound poster.?

" It’s not enough to know your part. You must know what you’re a part of. "

To transition from puzzle to staff, draw asingle line and say, “ Snhg what | write.”
As you establish the pitch for Tonic, intersect the beginning of the line with alarge “1”.
Remind students to bring their hands back to their waist with each renewal of the pitch.
After writing three Tonics, surprise them with asmall “2” above the line. Wait patiently
while students think the gesture and perceive the pitch. Have “zero tolerance” for chatter.
After “2” issung, writea“1” for tonal stability, and then put asmall “(7)” below theline.
Given time, most will have no trouble hearing and singing it. Finish with “1” to reinforce
the “Leading Tone to Tonic” sound. By al means, take time to celebrate reading success.

1 1 1 21 1

I L L Lr—m <
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Start the next sequence with “1 - 1 - 2", hesitating on “2" before writing “(7) - 1”.
Because students will be thinking scale-degree function rather than scale-degree distance,
they’ll sing it correctly. Relate what they’ ve done to what Tiger Woods must do when he
hits his golf ball too hard. He hasto go to where it rolled and “reverse putt it” to the hole.

5

=
|_A

Ft—1t—+%
(5)

With atwinkle in your eye draw a new line and say, “ Now I’m going to change to code!
Slently show the gesture for each ‘dot’ | write.” Asyou draw and fill in each note-head,
allow adequate time for students to think and respond. Speak then sing the scale-degrees.

Draw 3 lines above — 1 line below — to create a treble staff. Write an F# key signature
and add note-stems. The fact that you may not be singing in G-Major is not important.
Asyou build the staff, make sure that lines and spaces intersect the correct scal e-degrees.

4* D)
-+

Asyou say, “ Ignore this clutter!” — draw atreble clef, a 2/4 time signature, and barlines.
Change the last “1” to a half-note, and extend the staff to accommodate a half-note “8”.
Students will be amazed to see “real music” emerge. Review “8” then sing the line again.

Now, tell students to count the different pitches in the melody. When it dawns on them

that in one session they’ve learned to sight-sing 6 of the 12 Scalesthenics scale-degrees,
you'll relish the moment: (5) - (7) - 1-2-5-8. Empowering students — nothing like it!
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Chapter 10
Scalesthenics Chart

The Scalesthenics Chart is aright-brain template for teaching the structural tones
and tension-relaxation tendencies of the Major Scale. It offers sight-singers the Gestalt
view of the 12 patterns composers repeatedly use in the construction of tonal melodies.
While displaying the chart is advisable for the long haul, the best way to introduce it is
with a spontaneous “explain as you draw” sketch. When input comes simple to complex,
the mind stays attentive and the heart stays hopeful. Learning will be hindered, however,
if the staircase you produce is poorly shaped. Keeping the lines vertical / horizontal and
the steps proportional takes a keen eye. If your board writing slants, use a transparency.
Whether chalk or pen, before creating the chart in front of watching eyes, practice it a bit.

The easiest way to create the staircase is to start with the horizontal line for One.
When drawing it, be sure to leave room for the three steps below. Center a“1” and say,
“This scale-degree is so important it has four names. One/ Tonic/ Do/ Home Tone.”
Remind students that “1” is like the first day of the week. Write its abbreviation below.
Have the class sing the scale from Sunday to Saturday as you draw seven steps and put
each day below. Hopefully the Leading Ton€'s unresolved tension will prompt someone
to supply the upper Tonic. If this occurs, capitalize on it. If not, “crescendo” the days,
lingering loud and long on Saturday. Draw a dotted line, then celebrate tonal resolution
with ajubilant Sunday. To teach this tone as the start of a higher week — add M onday.
Note: Inorder to save space, the following illustrations are drawn without the staircase.

This Week Next Week

] ————

Sun. Mon. Tues. Wed. Thurs. Fri. Sat. Sun. Mon.

The steps below the Tonic won't need much explantion — just some singing time.
Write the scale-degree numbers above the corresponding days, being sure to make the
Resting Tones large, the Moving Tones small. Tell students that for convenience's sake
you're going to let them change the names of “High 1" and “High 2" to “8” and “9".
Draw asterisksto identify the central Tonic Triad tones and connect with linesto alabel.

Last Week This Week Next Week
Highl High2

(5)(6)(7)1234567 8 o

Thurs. Fri. Sat. Sun. Mon. Tues. Wed. Thurs. Fri. Sat. Sun. Mon.
* * *
Tonic Triad

51



Demonstrate “1-3-5" on the piano. Tell students that the up/down Tonic Triad
represent 2 of the 12 patterns found within the scale. Divide your singersinto 3 groups to
sustain its sound. This ascending / descending configuration is tonal music’s backbone.
While these patterns create musical structure, the other 10 patterns create musical motion.
Your classwill love hearing the news, “ You' ve already mastered 5 of the remaining 10!”

nl .1 (5.1 5.1 5.8

As you sing the routes to the Tonic, draw little arrows from “(7)” and “2” to “1”
and big arrows from “(5)” and “5” to “1” and from “5” to “8". Thesefive arrows indicate
primary movement within the Maor Scale.

Last Week This Week Next Week
Highl High2

/\mf—\m
B om 192 3 4567 8

Thurs. Fri. Sat. Sun. Mon. Tues. Wed. Thurs. Fri. Sat. Sun. Mon.
* * *
Tonic Triad

Movement in the other 5 patterns is subtler — but just as real. Not only do these
tendencies play an enormous role in the shaping of melodies, but aso they create much of
the aural dramain the underlying harmonies.

(6) - (5) 4-3 6-5 7-8 9-8

If you want to demonstrate their sounds as you draw their arrows, that’s fine...
but don’t expound beyond that. For now, just tell students that these five arrows indicate
secondary movement within the Mgor Scale.

Last Week This Week Next Week
Highl High2

oo 1:3:5%: 8.

Thurs. Fri. Sat. | Sun. Mon. Tues. Wed. Thurs. Fri. Sat. Sun. Mon.
* * *
Tonic Triad
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