It is the most fundamental aspect ol mu-
sic, yet so many students struggle with
th"-lhl'l‘l How does one LHLL‘EHUH teach
|‘.-u-:i:|1|1L young musicians to properly feel
and read the rhythms all around them?

Eileen Benedict, vocal music special-
ist at the Edith L. Slocum School
Ronkonkoma, New York, finds it best to
start teaching her voung students not
lhmugh notation but through something
more natural: movement of the human
body. She explains, “I always ask my stu-
dents what kind of movement they teel
thv_ﬁ.' should do to cach piece of music.
Typical responses include marching, jog-
ging in place, jumping, and swinging, |
then suggest ice skating and swaying as
further terms for them to act out. As
you know, duple [meter] is much more
common and so is the primary ‘I'vr|ing'
tor children. The concept of heartbeat is
also :-ipi}kl:*n of from the start and is ad-
dressed in each and every lesson,”

In Benedict’s curriculum, by October
of her ]-:indcrgm‘h'n classes she has stu-
dents doing some rudimentary notation
in which thr:}' render heartbeats in groups
of four, drawing lines on the chalkboard
as llw}' sing. Benedict teaches basics like
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tas and ti-tis and the quarter-note rest at
the beginning of first grade. At the same
time, she makes sure every new song is
studied and read before the students
learn lyrics and games,

To difterentiate between duple and
triple meters, Benedict uses movement
activities similar to those mentioned
above. “Just as marching or wa|]\‘ing are
typical for duple, skating or swaying are
“The Skater’s WaltZ’
"My Monster Frankenstein” (‘My
Darling Clementine’) are really fun to
use tor movement in 3/4
Figure 1). I teach time signatures from
the beginning of first grade, and 1 ask
students to .-'.tutl}‘ to make sure cach mea-

lrpical for t ripl::,
and

%%
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sure has the correct number of beats.
This can turn into some fun when a song
has a pickup [measure] and the students
all discover my ‘mistake’!”
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Benedict finds a multistep process
benehcial to students’ umlvrﬁtamling of
the rhythms in a piece. She has the stu-
dents “1) study the music silently; 2)
share what thv}‘ see, such as the number
ol measures, the time signature, and
number of rests; 3) chant the rhythms;
4) chant and L'lill'} the r'hj.’thl‘n.-;; 5) audi-
ate the rhythms and clap; 6) sing the
|1‘|-.'|nr.|_x' on Hilllt'hﬂt‘; and 7) add words,
games, and instruments as required.”
This process not nnlr hel ps students
learn the rhythms in a given picce, but
also helps them gain an awareness of the
basic rhythms 1|mt are common to dif-

ferent meters, Adam Perlmutter

LECLEETEREEET R e e r e e e e e e e e e e

BRASS AND
WOODWINDS

Single-Reed Articulation for
Beginners

Far too many ht‘ginning clarinet and sax-
ophone students go lhrnmrh their school
days artic ulatmﬁ in wavs that hinder
their overall [}uinrmanu Often it is
n|l|:-. when students reach more advanced
levels that a teacher picks up on the sub-
tle |‘:rn}:r|L‘m:-'. that have held them back
from reaching full potential on their in-
struments. A concentrated focus on the
basics of tonguing from the very start
can help climinate the need for such re-
medial work in later years.

Loraine Enloe, assistant professor of
instrumental music education at the
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‘My Monster Frankenstein” ["My Darling Clementine”) serves as an excellent teaching tool for waltz time. More advanced

students, when checking to see if the piece has enough beats, will find a “mistake"—the pickup bar, which only contains one beat.
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believes that the
most effective way to teach articulation
to a woodwind student is through call-
The

should p]a}-' and model the proper tech-

Liniversity of Idaho,

Ei]'l[i-]'i?.‘-‘-l}nl'lﬁi‘ eXercises. tcacher
niquv, then have the student attempt to
play with the same sound and

tack. These exercises—which can con-
sist ('Jf":'-iﬂ'l})l(‘ quarter-note or vi;_jllh note
rhythms, beginning with smooth legato

tones Hl]f!lll[l l]{' llll‘ ITI imar \ l}ilrl. {Jr

“Avoid
aﬁking students to tongue on the tip of
Enloe advises. “Instead,
them aim the tips of their tongues at a

the first several weeks of lessons.

the reed.” have
spot around % inch to V2 inch down from
the m]). "In some cases, it may be he ||1il,1|
to mark that spot on the reed with a pen,

giving the student a visual reference

point to think about when tonguing on
the actual instrument.

For a |t‘gatn tnnguv, start tones with
an air nttﬂL'k, then :-:|cm'|}' extend the
tongue until the player can feel the reed
tickle the tip of his or her tongue. This is
the basis of ll:g:llu lL?tri1r1ic|111*,, and once
this sound is well r|m'r]t:-|w:|. the student
can ht:gin to tongue with more pressure
to achieve a crisp edge on the notes. As
the student |}1a‘|}-'5' the exercises, the
teacher should watch for any motion un-
der the chin that mighl indicate exces-
SIVE tongue movement,
IL"({LIIFC{I for a clean
attack.
should

beyvond what is

Teachers
also insist
that their students
keep air moving in a
steady stream rather
than rtgu]ating it in
pulses with their
t]'ll‘[lé'l_lﬁ; movement
at the ol the

neck can be a sign of

IIHHU

this commonly over-
looked mistake.

I'he guulmg prin-
L'i]]lt‘ in Enloe’s ap-

]}t'{.‘-auh to tecachi ng

sinole-reed
-

articulation is that students must have a
firm grasp of this most basic part of tone
lirmluclmn before any other concepts
are to be taught. Hnnp]x jumping into a
lesson book on the hrst {Lu ol class may
not be the best approac h. [}m Ing the ini-
tial le -ssons, focus instead on thv hullthné
blocks of blowing and proper tonguing
until the student has the conhdence and
ability to produce solid, well-defined ar

ticulations. — Chad Criswell
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STRINGS

Muscle Memory, Ear
Training, and Intonation

As string teachers are well aware, sound
intonation [ItH._'!'-'- not ha[}p{:l‘l {n'l.*rnight.
However, Charlene Dell, assistant pro-
fessor of music education at the Univer-
sity of Oklahoma, maintains that a few
simple insights into what produces gm:--‘.f
intonation can offer tremendous hﬂ||‘:- Lo
“is a
combination of what the player hears in
his head and the muscle memory that he
From this fact,

educators. “Intonation,” she says,

attributes to that sound.”
it follows Iugit;a“}' that students who
l'nﬁ:-:i?-'.h.‘l‘ltl}' have intonation trouble are
v.‘-:pi.*ril.*m'il‘lg a disconnection between
what lht:}' are Iu*aring and what their
muscle memory is producing in their fin-
the
the connection between what

gers: “The weaker the intonation,
weaker
you want to hear and knowing the fing{_‘t'
spacing that will bring you that sound.”
Teachers can further students’ knowl-
rtigv of that Hpaf;ing h}' ::I"t-::mlragil‘lg
them to pla}-' the same notes in a variety
of positions. "Il one wishes to play in
tunc with a note in a different
place than ‘usual,”” Dell says,
“*he needs to train his hands to
I'L‘['[Zlgﬂi?.L' the :-:pacing between
the fingers in those new posi-
tions or on those new ﬁtringﬁ,"
Interestingly, Dell advocates

helping students become aware
of intonation. “Singing is a con-

crete way to know how and

what a person 15 am]iating, SO

ve get our kids to
L -

sing, the more we are training
- LS

their cars to hear, and the better

the more

model we are |}rm'it|in:~_{ tor them to hear
[
the note betore they I".n|:n' it——a necessity

for gumi intonation.” In this way, teach-
ers can increase the likelihood that stu-
dents will not :;il‘np|}' do the prvm:rihvd
ting(-ring In a rote manner,
how it sounds.

Dell also recommends helping stu-
dents to play in tune by asking them to
listen to the way notes fit into a chord:
"Playing against a drone, or plaving

against chords in which the notes fall,

the use of singing as a way of
- L= *

re garil less of

may provide students with the context in
which to play their notes.” In fact, Dell is
L'ltl'l't‘I‘Il]:r tining research to determine
just how effective this specialized ear-
training technique is.

By employing various techniques to
train both ears and muscles, string in-
structors can do much to help their stu-
dents stay in tune, Instead of looking to a
teacher or an electronic tuner for valida-
tion, students will begin to develop both
intonation
and the skills to judge its accuracy.

an inner awareness of their

(;l'mhr'u ﬂurhﬂﬂ'

PERCUSSION

Developing Sight-Reading
Skills on Mallet Percussion
Instruments

Sight-reading while playing a mallet in-
strument can present serious obstacles
tor the :Im'vlnpir‘ug percussionist. Many
young players who have solid snare drum
t-.:rhniql,u' 'I,l.*il_l;'lll}' cite fear of p]a}’ing the
wrong note(s) as the number-one hurdle
to overcome in order to 1‘:-vgin making
real progress.

Some students try to memorize music
in order to avoid these chall{:ngth‘. Some
choose a soft mallet so they can contrib-
ute to the overall pcrlhrmancv but not
let any wrong notes be heard so direc-
liuna“_x', "I.-’fll}' not embrace these chal-
lenges and students’
rcading skills at the same time?

Byrne,
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