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ABSTRACT 

HOLLY OWEN 

RELATIONSHIP BETWEEN VOCAL EXERCISES AND SELF-EFFICACY 

AMONG ADOLESCENT FEMALE SINGERS 

DECEMBER 2017 

 The purpose of this study was to determine whether the implementation of a 

systematic approach to vocal exercises, combined with the use of movement as a vocal 

metaphor and instruction about vocal physiology, would affect the singing self-efficacy 

of adolescent female students. Study design included a pretest and posttest model, using a 

Singing Self-Efficacy Scale to address participants’ feelings about aspects of their voice 

and their abilities to complete specific tasks. Participants, ages 9-18 (N=52), showed a 

significant correlation between participation in the vocal exercises and a positive change 

in singing self-efficacy (p< .01). Older students showed a higher positive change (p< .02) 

in their self-efficacy difference in the posttest. No significance was found in the 

difference of treatment subgroups. Students assigned to the alto (lowest) voice part had 

significantly lower singing self-efficacy scores in the pretest and showed the greatest 

increase in high self-efficacy scores in the posttest.  
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CHAPTER I 

INTRODUCTION 

The voice change experienced by adolescent males has been the focus of 

numerous research studies, yet few studies have targeted the changes experienced by 

adolescent female singers. Females undergo a slower, more subtle voice change than 

males.  It might be said that the female voice undergoes slight shifts in the shade of a 

color, while the male voice undergoes a complete change in color. Many adolescent 

females may sense that their voice sounds or feels differently, but are unaware that the 

changes are as normal for them as for their male counterparts. Females may begin to lose 

confidence in their singing as they enter adolescence because their tone becomes more 

breathy and their range becomes more limited. The alteration in vocal quality, in 

combination with the many other physiological changes associated with puberty, can 

contribute to a loss in self-esteem and cause females to become highly self-conscious 

about singing. Providing adolescent females information about the changes to their vocal 

mechanisms and assuring them it is a normal process could potentiallyaid in restoring 

self-confidence.  Furthermore, using vocal exercises that are specifically geared towards 

the adolescent female’s voice could assist them in maximizing their singing ability. 

During the late 20
th

 century, educational researchers began to find that students’ 

personal beliefs about their capabilities, or self-efficacy, could increase their motivation 

to succeed(Zimmerman, Bandura, & Martinez-Pons, 1992). Bandura (1997) maintained 

that it was of critical importance for students to have “confidence in their efficacy” in 



 

 
 

2 

orderto “mount and sustain the effort required tosucceed” (p. 11). He explained that 

students’ beliefs in self-efficacy are determined from previous experiences, particularly 

in the music classroom.
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CHAPTER II 

REVIEW OF LITERATURE 

Introduction 

 Voice change in both the adolescent male and female is a secondary sexual 

characteristic, similar to other bodily changes and growth that occur. Over the past 50 

years, considerable research has been devoted to the male adolescent voice change, yet 

few studies have focused on the female voice change. As a result, female adolescent 

singers are oftentimes unprepared for the changes in their vocal production and their 

choral directors frequently are not equipped to address their unique pedagogical needs 

(Gackle, 2011).  

The Voice Change in Adolescent Female Singers 

 During adolescence, girls experience a number of physiological changes that 

affect their voices. From ages 9 to 17, the female vocal mechanism is altered by an 

increase in the length and width of vocal folds and the growth of the larynx and the vocal 

tract. A child’s vocal folds are approximately 5 millimeters long, compared to the mature 

women’s average length of 17 millimeters. During adolescence, female vocal folds 

increase in size by approximately 24%, or 3 to 4 millimeters (Gackle, 2011).  

 Indicators of the female adolescent voice change include breathiness, insecurity of 

pitch, the development of noticeable register breaks, increased huskiness in the voice, 

decreased and inconsistent range capabilities, voice cracking, hoarseness, difficulty in 

initiating phonation, and a general discomfort while singing. One of the first signs of the  
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voice change is a slight huskiness of the voice (Gackle, 1991), due to the incomplete 

closure of the posterior part of the glottis (Seth and Guthrie, 1935). Vennard (1967) noted 

that this gap or “mutational chink” represents a weakness of the interarytenoid muscles, 

and is heard as a rustling of air or breathiness in the tone. Alderson (1979) speculated that 

this chink was caused by the vocal folds outgrowing the surrounding muscles,thus 

making it impossible for them to close completely. These symptoms serve as a guide for 

the development of rehearsal strategies and the selection of vocal repertoire used in an 

adolescent female choir (Gackle, 2011).  

According to Gackle (2011), there are four stages of female vocal development: 

prepubertal or unchanged, pre-menarchael, post-menarcheal, and young adult female (see 

Figure 1). The prepubertal,stageextendsfrom ages 8 to 10, and sometimes as late as 11. 

The unchanged voice has a clear, flute-like quality with no obvious register breaks and is 

fairly flexible and agile. The mutation begins when females reach the pre-menarcheal 

stage, usually around age 11 or 12. During this stage, the range of the voice is 

approximately the same, but there is more breathiness of tone. Further, register changes 

may appear, along with some loss of the upper and lower ranges. 

 The post-menarcheal stage (generally between ages 12 and 14) is the high point of 

mutation. During this period, more huskiness is evident throughout the range, register 

changes appear, and lower notes are more easily produced. Additionally, the singers may 

experience difficulty with phonation, voice cracking, and breathiness. In the final phase, 

young adult female (typically between ages 14 and 17), vocal quality becomes richer as 

breathiness decreases, the vocal range increases, and there is greater consistency in 
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registers. Singers in this stage also experience an increase in volume and resonance 

capacity and vibrato may appear. Gackle (2011) went on to explain that while the stages 

of maturation have ages affiliated with them, the speed of the vocal changes differs with 

each individual; for some students, voice change is tumultuous, while for others, this 

period seems easy, with only minor vocal interruptions. 

 

Figure 1.Gackle'sphases of vocal and pubertal development in adolescent females. Open 

notes represent range and black notes represent tessitura (Gackle, 2011, pp. 21). 

 

Gackle’s four stages of adolescent female vocal development were tested in a 

study of 17 girls, ages 9 to 16, by Decoster, Ghesquiere, and Steenberge (2008). They 

successfully placed all 17 participants within Gackle’s four stages, but observed that 

some students were reaching Gackle’s later stages at earlier ages than she projected and 

were exhibiting traits not included in Gackle’s four stages. Though Decoster et al. 

pointed out more research was necessary to verify and fine-tune Gackle’s stages, they 

agreed that the female voice exhibits changes in both range and tone.  Gackle’s vocal 

ranges havebeen endorsed by a number of noted scholars and choral educators (Cooksey, 

1995;Haston, 2007;Yarnell, 2006). In a longitudinal study of the adolescent voice, Monks 

(2003) found that both girls and boys had a more challenging time controlling the pitch of 

their voice during the height of the voice change process (12-14 years), further 

confirming Gackle’s findings.  
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Knowledge of the Female Voice Change among Choral Directors 

A teacher of the adolescent voice must possess a keen awareness of basic vocal 

physiology, as well as the changes associated with the mutational voice (Gebhart, 2016). 

Choral music educators have attitudinal differences towards the voice change in the 

female voice. Teachers’ attitudes tend to be more sympathetic, accepting, and positive 

when dealing with the male voice change because they have received little to no training 

targeting the adolescent female voice (Campbell, 2016). Hall (2010) found that while 

many directors are aware of the female voice change, few fully understand the associated 

physiology well enough to explain it to their singers.  

May and Williams (1989) encouraged music educators to become informed about 

the physiological changes which affect the young girl’s voice during mutation and the 

subsequent psychological effects mutation has on students’ self-confidence about their 

singing. They maintained that knowledge about the physiological changes and the 

psychological effects were equally important. Further, they posited that music teachers’ 

awareness of the techniques required to help female adolescent singers achieve their 

vocal potential and develop a positive attitude about their singing ability is an important 

factor in ensuring the students’ continued participation in vocal music.  

Psychological Effects of Voice Change 

In ayearlong longitudinal study, Yarnell (2006) explored both the adolescent 

femaleand theadolescent male voice changes from the perspective of the private voice 

teacher. She interviewed 32 students, aged 10 to 21, about their feelings about and 

understanding of the vocal changes they were experiencing. She found that during the 
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first two stages of development (ages 11-13) girls appeared confident and found their 

voices reliable throughout their range. For the majority of singers, the third stage (age 13-

14) was the most difficult from a pedagogical standpoint, with students having trouble 

maintaining enthusiasm for singing when their voices were unpredictable and when range 

and vocal timbre changed so drastically. During the last stage (ages 14-18), students 

began to have more confidence as they felt more control over their voices.  

The psychological effects of the adolescent female voice change were the focus of 

three studies conducted by Monks (2003). His longitudinal study, qualitative case study, 

and performance study each suggested that adolescent females were aware of the vocal 

changes that occur during puberty and the subsequent effects on their singing. Although 

they did not fully understand the reasons why their voices were unpredictable, they were 

conscious of the development of the vocal instrument. Monks (2003) maintained that 

greater knowledge of this stage in a singer’s development is needed to enhance the 

quality of her vocal training. He went on to state that it is essential for teachers to 

remember that the connection between the adolescents' self-image and their voice is so 

strong that it may prohibit their willingness to experiment with vocal concepts, even if 

they grasp them intellectually. 

Self-Efficacy 

Self-efficacy was defined by Bandura (2006) as “one’s perceived capability to 

perform actions at a designated level” (p. 307). Bandura (1994) explained that self-

efficacy beliefs influence people’s motivation and how they think, feel, and behave. 

Bandura (2006) maintained that perceived efficacy can determine the pivotal choices 
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people, specifically adolescents, make at important decision points in life. In addition, 

when faced with difficulties, those with low efficacy tend to quit, whereas those with 

high efficacy view obstacles as achievable and are more resilient. Bandura (1997) 

stressed that each person had the power to affect his or her destiny, butindividuals tended 

to depend more on his/her subjective levels of motivation, affective states, and actions 

than on what was objectively true. In the field of education, self-efficacy has been 

associated with academic achievement, motivation, and learning (Bandura &Schunk, 

1981; Lent, Brown, & Larkin, 1986; Multon, Brown, & Lent, 1991; Zimmerman et al., 

1992). Students’ feelings of self-efficacy tend to diminish throughout their schooling 

(Pintrich&Schunk, 2002).  

Bandura (1997) emphasized that four contributing sources of information were 

imperative for developing self-efficacy beliefs: mastery experience, vicarious experience 

or modeling, verbal and social persuasion, and physiological and affective states. During 

mastery experience, individuals become successful with continued rehearsal and 

performance. Bandura (1986) described mastery experience as the “most influential 

source of efficacy information” (p.399), and found it provided the highest level of 

confirmation as to whether individuals succeeded at a task. Hendricks (2016) described 

mastery experience as a task-specific achievement, where individuals may face difficulty, 

but persevere to accomplish the goal. In vicarious experiences, individuals are able to 

observe other people or envision performing an activity without actually being engaged 

in the action (Bandura, 1986). Comparisons allow individuals to perceive their abilities in 

relation to the success and failures of others (Hendricks, 2016). Based on a review of 
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empirical studies of cognitive self-efficacy, ranging from childhood through late-

adulthood, Berry and West (1993) avowed that the concept of self-efficacy was “dynamic 

and malleable, subject to changes in task demands, situational determinants, social 

context, and individual development” (p.353). 

Self-Perception, Self-Concept, and Self-Efficacy among Adolescent Singers 

Self-perceptions of music ability have long been recognized as influencing music 

achievement. One type of self-perception is self-concept. Schmitt (1979) described self-

concept as a set of organized and consistent attitudes about one’s characteristics and 

abilities. Over 40 years ago in his study of 84 fourth through sixth grade choir members, 

Greenberg (1970) credited the underachievement of young male chorus singers to some 

kind of emotional or psychological block. Greenberg stated, “Continued out-of-tune 

singing and underachievement in music are primarily results of a low self-concept of 

one’s ability to succeed in musical endeavors” (p. 57). 

In their empirical study of American 7th-graders' beliefs about success and failure 

in classroom music, Austin and Vispoel (1998) applied attribution theory to compare 

musical self-concept and musical achievement and found a moderate, yet significant, 

correlation between the two. In a study measuring the factors affecting music 

participation of sixth graders, Demorest, Kelley, and Pfordresher (2017) discovered that 

musical self-concept, peer influence, and family participation greatly affected the 

probability of student participation in music. Further, in a study comparing a subset of 

those six graders’ actual singing ability,they found an increase in musical self-concept 
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corresponded to an increase of echo singing and song-singing accuracyamong sixth 

graders.  

In a study of 332 instrumentalists, ages 9 to 18, McCormick and McPherson 

(2003) reported that self-efficacy was the most important predictor of achievement in 

music performance examinations. They found that when teachers applied social cognitive 

theory to their instructional methods, students had an enhanced sense of self-efficacy. In 

a comparison of self-efficacy, self-evaluation, and musical performance, Hewitt (2015) 

found that self-efficacy was a strong predictor of success in music performance in his 

study of 340 middle and high school band students. He also found a negative correlation 

between student ability and self-efficacy. Students with higher scores were less confident 

in their performance ability (relative to their actual performance), though more accurate 

than students with lower scores.In a comparison of the relationship of factors relating to 

77 high school instrumentalists’ involvement with music, Randles (2010) discovered that 

as grade level increased, students’ self-perception of being a good musician decreased.  

In a study of orchestra students at a statewide music festival, Hendricks (2009) 

discovered that music students with high self-efficacy beliefs interpreted information 

associated with the sources of self-efficacy differently than those with low self-efficacy 

beliefs. She observed that students with high self-efficacy beliefs responded strongly to 

information related to mastery experiences while students with low self-efficacy beliefs 

were more affected by vicarious experiences. She also surmised that high self-efficacy 

students were encouraged by positive and negative feedback, peer support, witnessing 

other students succeed, and issues related to fatigue. In contrast, she observed the 
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confidence of students with low self-efficacy beliefs increased after watching other 

students’ struggle.In an interview-based study of professional musicians, Jaap and Patrick 

(2011) found that teachers play a key role in the how students develop skills in music,as 

well as in other subjects.The interview data suggested the need for four aspects of self-

efficacy to be present in order to fully develop talent or ability in music: individual 

judgment of capability; a belief that outcomes are tied to individual actions; self-

regulation of activities related to learning; and persistence in the face of difficulties. 

In an effort to develop a scale based on Bandura’s four sources of self-efficacy 

(mastery experiences, vicarious experiences, verbal/social persuasion, and psychological 

state), Zelenak (2011a) developed a scale for measuring students’ self-efficacy in relation 

to student performance, called the Music Performance Self-Efficacy Scale. Using this 

scale on middle and high school students in band, chorus, and string orchestra ensembles, 

Zelenak (2011b) found mastery experience was the strongest indicator for self-efficacy in 

music performance, followed by verbal/social persuasion, physiological state, and 

vicarious experience. No differences were found between students of different age groups 

or between different ensembles. Using the Music Performance Self-Efficacy Scale, as 

well as the Teacher Sense of Efficacy Scale, on middle and high school music students 

and their teachers, Moss-Long (2016) determined that academic level, teacher’s teaching 

experience, educational background, and personal teaching self-efficacy beliefs impacts 

students’ self-efficacy beliefs.   

 In a study evaluating the impact of participation in a choral program on high-risk 

adolescent males’ self-efficacy, Nelson (1997) found that participants became more 
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efficacious through participation in the choral program, which suggests this program 

could be an effective intervention for high-risk students. In order to examine the singing 

self-efficacy of adolescent male singers, Fisher (2014) created the Singing Self-Efficacy 

Scale for Emerging Adolescent Males, a 26-item survey, based on Bandura’s model for 

writing self-efficacy scales. Before administering the survey to participants, he used a 

content validity panel of three choir directors and a field test including 22 males to ensure 

the instrument was an accurate measurement. Upon administering the survey to 80 

adolescent males in sixth through eighth grade, he found that a higher amount of years in 

choirs resulted in higher singing self-efficacy, but that there was no significant change 

found due to stage of voice change.  

Self-identity as a singer or non-singer is often found during adolescence and is 

based on past experiences with music (Ruddock & Leong, 2005). Schumann (2014) 

examined the self-perceptions of singing identity, ability, and attitudes in 98 adolescents 

students from a suburban K-8 school in the Midwest. He found that some students choose 

to sing because they feel self-assured and use it as a vehicle to boost their confidence. 

Students who reported that they did not like to sing listed the following reasons: negative 

feelings about their singing voice, pain or discomfort while singing, and identifying 

themselves as instrumentalists. Furthermore, some students who liked to sing did not 

classify themselves as singers due to lack of confidence in their voices. Fear and anxiety 

about their voices often prevented them from fully participating in singing activities. A 

lack of confidence is the reason many adolescent female singers prefer singing in groups 

to singing alone (Moore, 2015).  
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The self-concept of adolescent female singers is strongly influenced by the nature 

of their vocal instruction. In a qualitative study of four adolescent females, Dunstan 

(2013) investigated the factors that influenced their self-confidence as singers by 

collecting statements from the participants, their choral director, and observations of the 

singers during choral rehearsals. Participants stated that the following affected their vocal 

self-concept: vocal technique instruction, education about vocal expansion, their feelings 

of confidence, the disposition of the teacher, sight singing instruction, hard work, 

experiencing vocal expansion, and positive comments from others. The two rehearsal 

practices that affected vocal self-concept directly related to the vocal change were vocal 

technique instruction and education about the voice change. Gackle (2011) explained 

that, for the female student experiencing the typical adolescent voice issues, the negative 

impact on self-concept, self-esteem, and self-efficacy can be greatly diminished when she 

realizes that her situation is normal and temporary.  

Assignment of Voice Parts 

The assignment of voice parts can also have an impact on the self-efficacy of 

adolescent singers. Early classification of female adolescent singers into voice parts(i.e., 

soprano, alto) may restrict their vocal development by giving false impressions of their 

vocal limits(McRoy, 2011).Thurman, Theimer, Grefsheim, and Feit(1997)agreed that the 

"adult classification terms of soprano, alto, tenor and bass... can still place psychomotor 

limits on young people who rarely, if ever, have the opportunity to make music with their 

entire capable pitch, vocal volume, and voice quality range" (p. 780).The researchers 

indicated that the state of the adolescent voice can be lessened on any given day by an 
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assortment of factors, including illness, allergies, hormonal fluctuation, environmental 

factors, dehydration, vocal misuse such as cheering or screaming, and the use of over-the-

counter and prescription medications. They went on to explain that the vocal instrument 

experiences swelling and stiffening, causing more difficulty in accessing the upper 

register pitch ranges; however, young singers may presume they simply do not have high 

notes due to their lack of knowledge about the physiology of the voice. The 

psychological symptom of the physical inability to sing easily in the upper range can 

cause the brain to reconfigure the motor coordination needed for phonation. This turns 

into a learned habit, and over time students may mistakably believe that this deep-seated 

habit is their natural vocal limitation. 

Harris (1987) supported the contention that the misclassification of the young 

female voice can be vocally abusive. He explained that a significant distinction exists 

between the adult and the adolescent alto voice. The adult alto voice is classified through 

the richness of timbre and the ability to sing comfortably for long periods in a low 

tessitura. Harris maintained that adolescent females are frequently categorized as altos for 

non-vocal reasons, such as they are able to sing harmonydependably. He stated that this 

misclassification often misinforms a young singer, thus preventing her from forming a 

reliable and free head voice. Harris went on to explain that terminology is also 

aconsideration; a young female singer will frequently become attached to the 

classification of "alto" because she feels insecure about her upper range. 

Gackle (2011) suggested that voice parts should be assigned to adolescent females 

based on their stage of vocal development, rather than labeling them as sopranos and 
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altos. She recommended switching girls from the higher part to a lower, 

judiciouslychosen alto part during a portion of the voice-change process, while stressing 

the flexibility of their vocal range. Gackleadvised using students’ average speaking pitch, 

vocal range, vocal tessitura, register development, and overall vocal quality when 

classifying their voices. Further, she advocated that vocal classification be assessed every 

semester.  

The Use of Vocal Exercises in the Choral Setting 

Singing is a notable part of the music education curriculum in the US, as 

evidenced by the fact that it is at the core of multiple prominent teaching philosophies. 

The voice is central to the Kodàly method, which emphasizes singing in the mother 

tongue (Houlahan&Tacka, 2015). The Orff method is also grounded on active music 

making in which students sing, use rhythmic speech, and play instruments (Steen, 1992). 

In Texas, singing tunefully and singing songs from diverse cultures is an essential part of 

the curriculum (Texas Music Educators’ Association, 2013). However, McRoy (2011) 

pointed out that singing often becomes a tool for teaching other musical skills and 

concepts, such as literacy and music history, rather than focusing on learning to sing well 

(the equivalent of technical development on any other instrument). For most students, 

choir is the only place they receive training in vocal technique. An adolescent choir,in 

either middle/junior high or high school, is made up of singers of varying experience 

levels, musical or technical abilities, and motivations (Bowers, 2006).  

Almost all choral methods books list vocal exercises as an essential part of the 

choral process (Cooksey, 1992; Gackle, 2011; Phillips, 2004). As with all aspects of 
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education, a clear sequence is important for learning. Gackle (2011) recommended vocal 

exercises that address relaxation, body alignment, breath/voice connection, breath 

management, breath/tone connection, resonance, range extension, and agility and 

flexibility with adolescent female singers.  

A seminal study, conducted by Sipley (1993), examined the effects of vocal 

exercises, knowledge of the voice, and the vocal development process on tone quality and 

vocal self-image of 38 eighth grade girls. The four subgroups were divided as follows: 

(1) no treatment (control group), (2) a program of vocal exercises, (3) only information 

about the voice, and (4) a combination of vocal exercises and information about the 

voice. Results indicated that group four showed significant improvement in attitudes 

toward their singing voice, but there was no statistically significant difference in the tone 

quality of the whole group or any subgroup. Neither exercises alone nor implementation 

of knowledge about the vocal mechanism produced a significant change in the attitudes 

of young adolescent female singers concerning their singing voices. A combination of 

vocal exercises and knowledge was necessary for the subjects in this study to 

significantly improve their attitude towards their voice.  

A variety of studies have been conducted to determine what types of vocal 

exercises are most effective when working with female adolescents. Campbell (2008) 

compared adolescent singers’ preference between a vocal function procedure and a 

routine calisthenics approach to the choral warm-up process and found that gender had no 

effect and the responses from each choir were unique. McRoy (2011) investigated the 

vocal exercise preferences of 14 adolescent female singers between the ages of 14 and 
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18, and found they feared judgment when singing in a group, indicating that some of the 

most common methods of formal training may not be the most effective for this age 

group. Adolescent singers may feel disengaged through the process of repetition. It is 

important to address that singing is a developmental skill as opposed to just a talent, to 

help their confidence in their own abilities (McRoy, 2011).  

The relationship between vocal training and vocal control among children and 

adolescents was the focus of an investigation by Fuchs et al. (2009). Participants included 

183 children and adolescents between the ages of 6 and 19 years (mean of 13.5). They 

examined the effects of singing activity, age, and sex on voice range, maximum voice 

intensity, maximum duration of sustained phonation of the vowel “ah,” and ability to 

produce a messa di voce. The higher the degree of singing activity and voice training, the 

more the participants perceived they had conscious control of their voices. With more 

intense voice training, the vocal range increased and there was more capacity for messa 

di voce. However, the maximum duration of sustained phonation decreased with more 

intense vocal training. Older children had a more differentiated perception of the sound of 

their own voices. 

Students tend to have a limited vocabulary with which to describe their voice and 

the areaswhich need to be improved. Moore (2015) found that while adolescent female 

singers were hesitant to make judgments about their own voices, they could identify 

singers that they felt were good or worthy of imitation. Therefore, it is important to equip 

students with appropriate terminology and knowledge to express concerns about their 

vocal development (Schumann, 2014). Students need to be provided with the tools to 
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independently assess and address improvements needed in their singing to build on the 

ideology of music as a lifelong skill (Abril, 2007; Ruddock & Leong, 2005; Wheaton, 

1998).  

In the choral setting, it is imperative to establish a common philosophy and 

language between the teacher and the students regarding singing. The enactment of a 

common language includes helping adolescent singers understand that many of their 

vocal issues can be attributed to their transitory stage of development (Moore, 2015). In 

addition, students must understand and believe that this developmental period has shared 

characteristics among individuals. In this way, they may be able to eliminate some of the 

fear they bring with them to lessons and rehearsals (McRoy, 2011). Vocal warm-ups and 

vocal exercises used in a choral rehearsal setting can assist in addressing some challenges 

of the changing voice. Adolescent female singers, in particular, benefit from exercises 

focusing on relaxation, body alignment or posture, the connection of the breath and the 

voice, breath management, the connection of breath and tone, resonance, range extension, 

and agility and flexibility (Gackle, 2011).  

The Use of Movement in Choral Settings 

A number of research studies have investigated the use of body movement as a 

choral instructional technique, including the Dalcroze approach (Apfelstadt, 1985). 

Movement can be very effective, not only in expressing aspects of singing, but also in 

enabling young singers to increase vocal efficiency and supporthealthy body alignment 

and breathing (Cooksey, 1992). Choral directors can also use movement as a means of 

vitalizing physical energy (i.e. during the warm-up), developing a sense of musical flow, 
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alleviating body tension, and reinforcing musical concepts (Apfelestadt, 1985).  

In an experimental study using four high school choirs from two different schools, 

McCoy (1986) measured how the inclusion of body movement affected choral 

performance proficiency, meter discrimination ability, and attitude of students. He found 

that movement benefitted the choirs’ sense of tempo and vocal balance, as well as 

positively influencing the attitude of choral singers towards more active participation. 

Using interviews and observations of five students, ages 10 or 11, Liao and Davidson 

(2007) discovered that the incorporation of gestures in a choral rehearsal that addressed 

focus, guidance, support, good intonation, and sensation enabled the singers to improve 

their vocal techniques and correct their vocal faults.In a qualitative study of five male and 

six female high school choral singers and their choral music teacher, Paparo (2011) found 

that adding movement in vocal work improved participants’ relaxation, reduction of 

tension, breathing, resonance and blend, articulation, posture, and range. In a case study 

of a single middle school choir director who used movement in choral 

rehearsals,Manganello (2011) observed that middle school singers were especially 

responsive to movement designed to help their expressive ability.Expressive movements 

represented qualities of dynamics, phrasing, breathing, articulation, and interpretation. 

Observations of movement in rehearsal showed that movement aided students in the 

recollection of expression and interpretation when performing the music.  

Movement has also proved useful as a tool to effect singing performance with 

younger students. In a study of Taiwanese first graders, Chen (2007) found that over a 

10-week intervention period, locomotor and whole body movement vocal instruction was 
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more effective than non-locomotor vocal instruction on improving overall singing 

performance. In her study of elementary school students, Newell (2013) discovered that 

treatment groups receiving continuous flow movement improved significantly more in 

their overall singing ability than groups that received steady beat or no movement.  

There have been several studies relating to the adolescent female voice change, 

use of vocal exercises in instruction, and self-efficacy of adolescent singers. However, 

experimental studies examining the relationship between various approaches to vocal 

exercises and the self-efficacy of adolescent female singers are largely unavailable. 

Therefore, the purpose of this study was to determine if there is relationship between the 

nature of vocal exercises and instruction about the vocal mechanism and adolescent 

female singer’s feelings of self-efficacy. 

The research questions guiding this study were:  

1. How does the use of vocal exercises in choral settings affect vocal self-

efficacy of adolescent female singers?  

2. How does the age affectthe vocal self-efficacy of adolescent female singers?  

3. How does the use of movement with vocal exercises in choral settings affect 

vocal self-efficacy of adolescent female singers of various age groups? 

4. How does knowledge about the voice and vocal development in choral 

settings affect vocal self-efficacy of adolescent female singers of various age 

groups?  

5. Does the assignment of voice parts affect vocal self-efficacy in specific 

rangesof the voice? 
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CHAPTER III 

METHODOLOGY 

Participants 

This study measured the singing self-efficacy beliefs of adolescent female choir 

students, ages 9-18, enrolled in the Texas Girls’ Choir program (N=51). The Texas Girls’ 

Choir is a non-profit extracurricular choir program, with members representing both 

public and private schools from across the Dallas-Fort Worth area. Criteria for student 

participation in the study included the following: (a) enrollment in the Concert Choir of 

the Texas Girls’ Choir, (b) attendance at the Summer Session of the Texas Girls’ Choir, 

and (c) a signed parent consent form. Only members of the Concert Choir were included 

to ensure all students were able to participate in each session. 

Formal permission to conduct the study was obtained from the director of the 

Texas Girls’ Choir, and thenan objective third party introduced the study to all members 

of the choir. Through electronic and written means, written consent forms (see Appendix 

A) were sent to the students and their parents or guardians. The forms contained the 

explanation of the purpose of the study, description of the procedures, calendar of the 

study, and potential risks and benefits of participating in the study. Signed parent consent 

forms were received for all participants of the study.  

The choir members were divided into the following age groups in accordance 

with Gackle’s (2011) four stages of voice change: 1) 9-10 years (n=9), 2) 11-12 years 

(n=20), 3) 13-14 years (n=12), and 4) 15-18 years (n=10). Participants were randomly   
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selected, using a name generator, from each of the age groups to form four subgroups to 

receive varying treatment protocols (see Table 1).All participants had previously been 

assigned to voice parts by the organization, based on an audition. Vocal section 

subgroups includedsoprano (n=18), second soprano (n=20), and alto (n=7). A small 

portion of participants (n=7) did not list their assigned voice part.  

Table 1  

Subgroup Compilation by Age Group  

Subgroup                 N                                               Age Groups 

                                                       1                  2             3                     4 

       

A  13 3 5 3 2 

B  13 2 5 3 3 

C  13 2 5 3 3 

D    12 2 5 3 2 

 

Instrument 

The Singing Self-Efficacy Survey (see Appendix B), a researcher-designed 

instrument, was used to assess participants’ self-efficacy about their voice. Questions 

were derived from Fisher’s (2014) study of the impact of different elements on the 

singing self-efficacy of adolescent boys and Bandura’s (2006) guidelines for constructing 

self-efficacy scales. Questions were altered and added to address the unique aspects of 

the adolescent female voice and voice change based on the symptoms listed by 

Gackle(2011). These questions addressed specific areas of singing self-efficacy, 

including their feelings about different parts of their voice and their abilities to complete 

certain singing tasks. The 27-item survey consisted of statements like “I can sing well,” 
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“I can sing easily in my high voice,” and “I can change notes quickly when I sing.” 

Pertinent demographic information, which was obtained at the beginning of the 

survey, included students’ ages, years in choir, and voice parts of the participants. 

Identifying information, such as student names, was not included in the survey. This 

demographic information was used to compare students’ pretest and posttest results.  

Before administering the instrument to participants, a pilot study was conducted 

in order to determine the validity of the Self-Efficacy Survey with a small number (N=12) 

of college students. Students took the survey two weeks in a row and the results were 

compared to test the validity of the questions. No changes were made to the content of 

the survey after the pilot study.  The survey was assessed for reliability and was found to 

be internally consistent (a=.92).  

The following open-ended question was added to the end of the posttest survey: 

“Do you feel that the additional vocal exercises we’ve used in the past eight sessions 

have improved your voice? Why or why not?” Results were tabulated for a positive or 

negative response to the first question. The responses to the second question were 

grouped into common categories, such as “gaining information about the voice” and 

“increased vocal range,” across subgroups.  

Data Collection 

To collect data for this study, all participating students were administered both a 

demographic survey and the Singing Self-Efficacy Survey. These written surveys were 

administered in a large group the day before the experimental treatment began, and 

immediately following the last session of treatment for each group. Students who turned 
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in their consent form on the first day of the treatment window were given the survey that 

same day, before treatment began. A small group of students (n=6) were not administered 

the posttest survey because of absences from the study.  

The survey took students between 8 and 15 minutes to complete. Participants read 

each item and responded by circling one number on a scale from 0 to 10 with 10 being 

confident – “I can do” and 0 being insecure – ‘I cannot do at all.” Responses from all 

items were totaled, resulting in an overall singing self-efficacy score ranging from 0 

(extremely low efficacy) to 270 (extremely high efficacy) for each student. The pretest 

efficacy score was subtracted from posttest efficacy score and the difference in points 

was used to determine the increase or decrease in self-efficacy. 

The posttest Singing Self-Efficacy survey also included an open-ended question 

about whether or not participants felt the study was helpful and why. The open-ended 

answers were analyzed by their response to the yes or no question, and then further 

examined to detect common themes. Responses that included words relating to: range, 

higher, or lower were grouped into the category “Improved Range.”Responses that 

referred to topics like breath, support, or holding phrases longer were grouped into the 

category: “Increase Breath Support” or “Longer Singing.”Answers that mentioned having 

a fuller sound or improving singing ability were grouped into the general category of 

“Tone.”Finally, responses that cited ideas like understanding the voice or gaining 

information about the voice were grouped in the category “Increased Information” and 

“Understanding of the Voice.” 
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Data Analysis 

The student survey results (pretest and posttest) were compared by subgroup and 

age group using descriptive statistics to assess which approaches to vocal exercises, if 

any, were useful in improving adolescent female singer’s self-efficacy. Overall pretest 

and posttest results were compared using a paired t-test to examine whether the use of a 

systematic approach to vocal exercises, using Gackle’s categories of female vocal 

training, had an impact upon students’ perceived singing self-efficacy.  

Results were compared across subgroups using a one-way ANOVA to ascertain if 

adding the use of movement or information about the voice to vocal exercises provided a 

significant change in the self-efficacy of the adolescent female singers. Using a one-

wayANOVA, results were also compared by age groups to determine if age was a 

contributing factor to a change in self-efficacy. To compare results for the open-ended 

question, the total of each sub-category was calculated to determine frequency of 

response. These results were also compared using an ANOVA across age group and 

subgroup to determine if there was a statistically relevant difference in participants’ open-

ended responses.  

The eight questions that specifically addressed the participants’ feelings about 

their high voice were totaled to create their High Voice Self-EfficacyScore. Pretest High 

Voice Self-Efficacy Scores and the difference of the pretest and posttestHigh Voice Self-

Efficacy Scoreswere compared across assigned voice parts, using an ANOVA. The five 

questions that specifically addressed the participants’ feelings about their low voice were 

also totaled to create their Low Voice Self-Efficacy Score, and the results, pretest, and 
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posttest, were compared to create their Low Voice Self-Efficacy Difference. Using an 

ANOVA, both pretest low voice self-efficacy and self-efficacy difference were also 

compared across voice parts.  

Intervention Procedures 

The study took place during summer choir sessions during the participants’ 

regular rehearsal period. All students received seven pull-out sessions, using a systematic 

approach to vocal exercises. These vocal exercises (see Appendix C) were selected to 

include one exercise for each of the categories specified for the vocal training of 

adolescent females by Gackle (2011): relaxation, body alignment, breath/voice 

connection, breath management, breath/tone connection, resonance, range extension, 

agility, and flexibility. The specific exercises used with the participants were chosen from 

a variety of sources to reflect standard vocal exercises, including Archibeque (2009), 

Cooksey (1992), Gackle (2011), Phillips (2004), and Seelig (2005). All subgroups 

completed the same exercises, although groups 1 and 2 received more repetitions of the 

exercises to fill the eight-minute session time, since they did not receive the experimental 

treatments related to knowledge of vocal physiology given to the other groups. The 

exercises were administered in rotation, as indicated on the study calendar (see Appendix 

D). At the request of the students, highest and lowest notes were shared on range 

extension exercises.  

Subgroup A (n=12) received seven eight-minute pullout sessions of the standard 

vocal exercises. Subgroup B (n=13) had seven eight-minute pullout sessions using the 

same standard vocal exercises,but with the addition of movement as a physical metaphor. 
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Subgroup C (n=13) received seven eight-minute pullout sessions of standard vocal 

exercises combined with a detailed discussion of each exercise’s purpose and information 

about the development of the female voice. Subgroup D (n=13) received seven eight-

minute pullout sessions of standard vocal exercises with movement and a detailed 

discussion of their purpose and the development of the female voice.   

 Movement used with Subgroups B and D was designed to be a physical metaphor 

for the goal of the exercise. Many of the exercises used from Archibeque (2009), 

Cooksey (1992), Gackle (2011), and Seelig (2005) included movement. The researcher 

created the physical metaphor for the exercises that did not include instructions for 

movement. 

 Subgroups C and D received additional instruction (see Appendix E) on areas 

such as female voice change, the vocal mechanism, breathing, and articulation. They also 

received a one-sentence description on the purpose of each exercise used in the study (see 

Appendix C). 

Ethical Issues 

 This study followed the university’s Institutional Review Board’s standards. All 

students, parents, and the director of the choir were provided with written consent/assent 

forms that detailed the purpose, procedures, and potential harms and benefits of 

participating in the study. All choir members knew their participation was voluntary, and 

had the opportunity to leave the study at any time without penalty. No payment or 

incentive was offered for participants. An objective source introduced the study to the 

girls to eliminate the risk of coercion.  
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 All participants were assigned a study number to be listed on their data. Signed 

consent forms and the list of participants’ names and numbers were kept in a locked 

location off-site, separate from all other data. No actual names or identifying information 

were included in the final written report, or on the student surveys. Consent forms will be 

kept for four years following the conclusion of the study.  

 To minimize emotional discomfort, students were never asked to sing alone or in 

front of others. It was also explained to the students that the survey would not be used as 

a judgment tool, just as a means of comparison to see if the strategies used in the study 

were effective
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CHAPTER IV 

RESULTS 

 This section is organized into three sections: data characteristics, analytical 

assumptions, and research question results. The data characteristics section contains 

general information related to the data including missing data and reliability estimates. 

The analytical assumptions section provides information regarding the assumptions 

underlying the analytical techniques used to answer the research questions. In the 

research results section, the data from the study is used in answering each of the research 

questions. Each research question is presented, a brief description of the procedure is 

provided as necessary, and the results are given. Data derived from the student 

demographic surveys were analyzed to address the research questions.  

Data Characteristics 

Missing Data 

 Since all participants (N=51) attended the first day to participate in the study, 

there were no problems with missing data in the Pretest Singing Self-Efficacy Scale. 

Participants were not allowed to join the study after it had begun. Interventions took 

place during the regular rehearsal period during the Summer Session of the Texas Girls’ 

Choir. Due to conflicts and illness, two students were not able to participate in all the 

days of the study and did not complete the Posttest Singing Self-Efficacy Scale. In the 

analysis comparing Pretest Singing Self-Efficacy directly with Posttest Singing Self-

Efficacy, these two participants’ results were not included.  
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Reliability 

In a pilot study, the test-retest procedure was used with a graduate music 

education students (N=12). The participants took the Singing Self-Efficacy Survey at the 

same time two weeks apart. The correlation of the results from the first and second 

administrations of the Singing Self-Efficacy Survey was r=.996, and was significant to 

the .001 level.Cronbach’s coefficient alpha was calculated and the survey was found to 

be internally consistent (a=.92). 

Analytical Assumptions 

The analytical procedures used to examine the data included a dependent paired  

t-test, a one-way analysis of variance, multivariate analysis of variance, and correlation. 

The first assumption was that the dependent items must be measured on a continuous 

scale. On the Singing Self-Efficacy Survey (both pretest and posttest), students rated 

themselves between 0-10 for 27 questions, leading to possible scores ranging from 0-270. 

Self-efficacy difference was also measured on a continuous scale as it had the potential to 

vary from -270 to 270.  

The next assumption was independence of the observations. Although the 

participants were members of the same organization, the observations were considered 

independent. The surveys were self-report measures and completed by participants 

separately. Common experiences were shared by the participants, but those experiences 

may be interpreted in different ways based on the personal history and characteristics of 

the participants.  

The normal distribution of the observation was another underlying assumption. 
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According to Glass and Hopkins (1996), meeting this assumption renders the means and 

variances statistically independent. In other words, there is no correlation between mean 

and standard deviation values. The difference in self-efficacy across both subgroups and 

age group showed a normal distribution of responses.  

Another underlying assumption for the MANOVA was the homogeneity of 

variance among group responses. The Box M Text of Equality of Covariance Matrices 

was used to determine if this criterion was met. Box's M tests the null hypothesis that the 

observed covariance matrices of the dependent variables are equal across groups. The 

significance of this was p=.861, which is greater than .10, so the sample met the 

homogeneity of variance.  

Research Question 1 – Vocal Exercises and Self-Efficacy 

 How does the use of vocal exercises in choral settings affect vocal self-efficacy of 

adolescent female singers?  

On the Singing Self-Efficacy Survey, students rated themselves between 0-10 for 27 

questions; results were summed leading to possible scores ranging from 0-270. A paired 

t-test analysis of the Pretest Self-Efficacy and Posttest Self-Efficacy results was executed 

to determine whether the implementation of a systematic group of vocal exercises had an 

impact on the self-efficacy of adolescent females. Posttest singing self-efficacy 

(M=194.89, SD=37.7) was significantly higher than pretest self-efficacy scores 

(M=176.79, SD=34.78), t (4.29) = 46, p < .01. 

In the open-ended question on the Post Test Survey, “Do you feel that the additional 

vocal exercises that we’ve used in past eight sessions have improved your voice? Why or 
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why not?,” 96% (47) of participants responded, “Yes,” 4% (2) answered “Yes and no,” 

and 0% answered “No.” Key words were used to analyze the responses to how the 

additional vocal exercises were helpful, leading to fourcategories: improved vocal range, 

improvement in tone or vowels, gaining a better understanding or information about the 

voice, and increased breath support.  

Responses (n=28) that used the words: “high,”“low,”“higher,”“lower,” and “range” 

were grouped into the category “Improved Vocal Range. Participants’ comments 

regarding vocal range included the following:  

1. I feel that the additional vocal exercises have improved my voice because now my 

range is larger, and I don’t have to strain for my low notes. 

2. I believe that it has helped me very much. When I started, I had a hard time 

reaching high notes, and now I can reach them easier. 

3. Yes, the exercises helped me see I can hit those high and low notes without a 

problem. 

4. Yes, because I can sing higher and lower now.  

5. Yes, over the past few sessions I have successfully hit notes that were previously 

out of my range. Some exercises were good for vocal warm-ups and improved my 

performance later in rehearsals. Overall, the sessions were quite successful in 

helping to develop my voice, both in high and low ranges.  

Replies (n=10) that included the words: “tone,”“vowels,”“fuller sound,” or “stronger” 

were grouped into the category “Improved Tone or Vowels.”Participants’ observations 

regarding improvement in vowels or tone included the following:  
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1. I feel the vocal exercises we’ve been doing have improved my voice through my 

changing of head to chest voice and the use of better vowels and a fuller sound.  

2. Yes. Because it has extended my vocal range and breath control. It has also 

improved my diction and vowels.  

Answers (n=8) that cited the words: “knowing,”“knowledge,”“understanding,” or 

“learn more about my voice” were grouped into the category “Gaining a Better 

Understanding or Information about the Voice. Some of these responses included the 

following:  

1. Yes, I do believe it improved my voice because of the underlying logic behind the 

exercises. Knowing what it was doing and what we were working on helped me to 

be conscientious of my voice. 

2. Yes. They helped me learn more about my voice and get my full range. I think 

that the warm-ups that we did will help me in the future to warm-up before 

singing. I think having more knowledge about my voice will help me with singing 

in the future. 

Comments (n=5)that included the words: “breath,”“support,”“long,” or “longer” were 

grouped into the category of “Increased Breath Support.”Responses that mention 

increased breath support include the following:  

1. Yes, I can sing higher and hold out notes longer. 

2. Yes, because I can hold notes a lot longer than I used to.  

 

 



 

 
 

34 

 

Table 2 

Reasons for Citing Vocal Exercises as Helpful  

Reason Exercises were Helpful    Number of Students 

   

Improved Vocal Range  28 

Improvement in Tone or Vowels  10 

Gaining a Better Understanding or Information About the Voice  8 

Increased Breath Support   5 

 

Research Question 2 – Effect of Age on Vocal Exercises and Self-Efficacy 

 How does the age affect the vocal self-efficacy of adolescent female singers?  

The one-way analysis of variance (ANOVA) was used to determine whether there 

were any statistically significant differences between the means of Pretest Self-Efficacy, 

Posttest Self-Efficacy, and the difference in self-efficacy across the four age groups: 9-

10, 11-12, 13-14, and 15-18. There was no significant difference in the main effect of age 

group on the Pretest Self-Efficacy F (3, 47) =.09, p = n.s or the Posttest Self-Efficacy  

F (3, 45) =2.45, p = n.s.  However, the main effect of age group on the change in self-

efficacy scores was significant, Self-Efficacy Difference F (2, 44) =3.18, p=.05 (see 

Table 3 for means).There was a positive correlation between change in self-efficacy 

scores and age group, r = .35, p< .05. No significant difference or correlation was found 

in participants who answered the open-ended questions in each of the themes and their 

age group.  
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Table 3 

Student Means in Relation to Age Group 

Variable  N Mean SD 

    

Pretest Self Efficacy  51 176.92 35.6 

  1 - Ages 9-10 9 178.11 34.27 

  2 - Ages 11-12 20 178.95 38.26 

  3 - Ages 13-14 12 172.33 34.33 

  4 - Ages 15-18 10 177.3 35.6 

Posttest Self Efficacy  49 195.53 37.1 

  1 - Ages 9-10 9 183.33 52.29 

  2 - Ages 11-12 19 191.26 34.4 

  3 - Ages 13-14 12 190.17 31.67 

  4 - Ages 15-18 9 223.89 18.01 

Self-Efficacy Difference 49 18.4 29.38 

  1 - Ages 9-10 9 4 31.15 

  2 - Ages 11-12 19 15.06 26.7 

  3 - Ages 13-14 12 17.83 25.9 

  4 - Ages 15-18 9 38.67 31.33 

 

Research Question 3 – Vocal Exercises with Movement 

 How does the use of movement with vocal exercises in choral settings affect 

vocal self-efficacy of adolescent female singers of various age groups? 

To test whether the differences made to the vocal exercise treatments across 

subgroups were effective; an ANOVA was performed comparing the self-efficacy 

difference across the four subgroups. The means of Subgroups B (M=20.23, SD=36.11) 

and D (M=20.46, SD=23.39) that used movement were higher than Subgroups A 

(M=19.4, SD=33.86) and C (M=13.72, SD=26.42) that did not use movement, but the 

difference was not significant F (3, 43) =.116, p = n.s.  
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Table 4 

Singing Self-Efficacy Difference across Treatment Subgroups 

Variable   N Mean SD 

     

Subgroup      

A - Vocal Exercises  10 19.4 33.86 

B - Vocal Exercises with Movement  13 20.23 36.11 

C - Vocal Exercises with Knowledge about the Voice  11 13.72 26.42 

D - Vocal Exercises with Movement and Knowledge  13 20.46 23.39 

 

In a comparison between themes of the open-ended responses across subgroups, there 

was no correlation between using movement as a vocal metaphor with increased range, 

improved tone or vowels, increased breath support or an increase in knowledge and 

understanding of the voice. 

Research Question 4 – Vocal Exercises with Knowledge about the Voice 

 How does knowledge about the voice and vocal development in choral settings 

affect vocal self-efficacy of adolescent female singers of various age groups?  

When results were compared using an ANOVA across subgroups, no significant 

difference was found between groups that received knowledge about the voice and their 

amount in difference in singing self-efficacy (see Table 3). The means of Subgroups C 

(M=13.72, SD=26.42) and D(M=20.46, SD=23.39), who received information and 

knowledge about the voice, were higher than Subgroups A (M=19.4, SD=33.86) and B 

(M=20.23, SD=36.11), who did not receive knowledge about the voice F (3, 43) =.116,  

p = n.s.  While not statistically significant, there was a difference in the mean of self-
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efficacy of Subgroup C, who received vocal exercises with knowledge about the voice. 

The average change in singing self-efficacy (M=13.72), was lower than the other groups.  

However, in the participants’ open-ended responses members of Subgroups C and D 

(n=8) mentioned their increase in knowledge of the voice, and the purpose of vocal 

exercises as helpful to them.All the participants (n=8) who indicated gaining a better 

understanding or information about the voice as a reason the exercises used in the study 

were helpful were in Subgroups C or D.  

Research Question 5 – Voice Part Assignment and Self-Efficacy 

 Does the assignment of voice parts affect vocal self-efficacy in specific ranges of 

the voice?  

In order to address self-efficacy as it may apply to assignment of the voice part labels 

of Soprano, Second Soprano, and Alto, self-efficacy scores were sorted into what could 

be classified as “high voice self-efficacy” and “low voice self-efficacy.” To accomplish 

this, the eight questions that included the word “high” were summed to create their high 

voice self-efficacy score, and all their responses to the five questions that included the 

word “low” were summed to create their low voice self-efficacy score. 

The main effect of vocal part assignment was found for high voice self-efficacy F (3, 

36) = .67, p< .01. The mean of the Sopranos (highest voice part) was 62.25(SD=13.59), 

the mean of the Second Sopranos (middle voice) was 31.95 (SD=48.15), while the mean 

of the Altos (lowest voice part) was significantly lower at 34.4286 (SD=15.32). One 

Soprano had the highest possible sum (M=80), and one Alto had the lowest sum (M=18).  
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Table 5 

Pretest High Self-Efficacy by Voice Part 

Voice Part   N Mean SD 

 Soprano  16 62.25 13.59 

 2nd Soprano  20 48.15 17.55 

Alto  7 34.43 15.32 

     

The main effect of voice part assignment of low voicepretest self-efficacy of students’ 

low voice was not significantF(2, 43) = 1.79 p=n.s. The mean of the Altos was 35.13 

(SD=4.29), while the mean of the Sopranos was 28.5 (SD=9.88).  

Table 6 

Low Voice Self-Efficacy by Voice Part 

Voice Part   N Mean SD 

  Soprano  18 28.5 9.88 

2nd Soprano  20 31.95 8.58 

  Alto   7 35.13 4.29 

 

To determine to what extent a systematic approach to vocal exercises was able to 

affect the high voice self-efficacy of students of various voice parts, the differences in 

high voice self-efficacy were compared across pretest and posttest. There was a main 

effect on the change in high voice self-efficacy between pretest and posttest by assigned 

voice part F(2, 36) = 3.66 (p< .05). Altos showed the highest mean of 15.86 (SD=10.59), 

and Sopranos had the lowest mean of2.8125 (SD=6.92). 

 

 



 

 
 

39 

 

Table 7 

High Self-Efficacy Difference by Voice Part 

Voice Part   N Mean SD 

  Soprano  16 2.81 6.92 

  Second Soprano 16 8.94 13.89 

  Alto   7 15.86 10.59 

  

The change in low-voice self-efficacy was also compared across voice parts using 

an ANOVA. The main effect of assigned voice part on change in low-voice self-efficacy 

was not significantF (2, 42) = .79 p=n.s. Students classified as altos had the greatest mean 

of change (M=5.125, SD=5.22), followed shortly by Sopranos (M=4.167, SD=5.57). A 

participant classified as soprano had the largest increase (15) in her low voice self-

efficacy.  

Table 8 

Low Voice Self-Efficacy Difference by Voice Part 

Voice Part   N Mean SD 

  Soprano  18 4.17 5.57 

  Second Soprano 18 1.89 8.44 

  Alto   7 5.13 5.22 

 

Summary 

 Adolescent female singers ages 9-18 (N=51) completed a Singing Self-Efficacy 

Survey as a pretest and posttest, receiving a treatment of a seven eight-minute pull-out 

sessions containing a systematic approach to vocal exercises. The participants were all 
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members of the Texas Girls’ Choir, and represented a sampling of schools throughout the 

Dallas-Fort Worth area.  

 Evidence was found to prove a systematic approach to vocal exercises was 

effective in changing participants’ self-efficacy (p< .01.). When compared by age group, 

it was found that while there was no significant difference in the singing self-efficacy of 

different age groups,yetthe more mature, older students showed a more significant 

change (p< .02) in their self-efficacy difference, due to the treatment.  

 While there were differences in the means of the different treatment subgroups 

(self-efficacy difference ranged from means 13.72 to 20.46), there was no significant 

change in the results between the groups that used movement as a vocal metaphor and the 

groups that included knowledge about the voice. Student self-efficacy about different 

aspects about their voice, high and low voice self-efficacy, was found to be affected by 

their assigned voice part.  Students assigned to the alto (lowest) voice part had 

significantly lower singing self-efficacy scores than those assigned to the soprano 

(highest) voice part, with the second soprano (middle) voice part ranging in the middle. 

The high self-efficacy difference between pretest and posttest was skewed the same way, 

with the participants assigned to alto showing the highest level of high self-efficacy 

difference. 
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CHAPTER V 

DISCUSSION 

 Although it has not been a curricular focus, self-efficacy, or beliefs in one’s 

ability to complete certain tasks, has been shown to play an important role in music 

education. Previous studies have shown that students’ self-efficacy has the ability to 

effect music performance (McCormick & McPherson, 2003; Zelenak, 2011b), music 

achievement (Hewitt, 2015), participation in music activities (Demorest et al., 2017), and 

self-identity as a singer or non-singer (Ruddock & Leong, 2005). 

 Teaching correct vocal technique, along withinformation about how the voice 

works, has the ability to affect students’ singing self-efficacy by contributing to their 

mastery experience (Bandura, 1997; Dunstan, 2013). Instruction focused on singing self-

efficacy is especially important in adolescence, as students may experience symptoms of 

voice change without realizing the cause, and attribute the negative changes to their 

ability as a singer (Gackle, 2011). It is important to nurture adolescent female students to 

both improve their self-efficacy and to encourage their continued participation in music 

activities.  

 The purpose of this current study was to determine whether there is relationship 

between vocal exercises and instruction about the vocal mechanism and adolescent 

female singer’s feelings of self-efficacy. The goal was to provide researchers and 

practitioners with a greater understanding of the impact the use of vocal exercises can 

have on their female students’ singing self-efficacy.  
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Overall Effects of the Systematic Approach to Vocal Exercises on Participants 

Overall, the results suggest that vocal exercises do have the ability to affect a 

positive change in the singing self-efficacy of adolescent female singers. Between the 

pretest and posttest administration of the Singing Self-Efficacy Test, all participants 

received seven, eight-minute sessions using vocal exercises systematically chosen to 

reach the following categories, based on Gackle’s (2011) suggestions for areas of vocal 

exercises for adolescent female singers: relaxation, body alignment, breath/voice 

connection, breath management, breath/tone connection, resonance, range extension, 

agility, and flexibility. Results comparing the pretest and posttest showed a significant 

change in participant’s singing self-efficacy. This result indicates that this approach to 

vocal exercises is effective in changing the self-efficacy of adolescent female singers.  

Participant responses also indicated that their responses to the exercises were 

positive, as they all stated that they found the exercises helpful. The main areas students 

cited as improved based on the vocal exercise instruction were: range, breath support, 

tone, and increased knowledge and understanding of their own voice. These finding may 

lend support to the recommendation that practitioners use a similar method in their own 

classroom environments.Open-ended responses also indicated that vocal range is one the 

most important factors students cite in relation to their singing self-efficacy. 

Comparison of Age to Changes in Singing Self-Efficacy 

This study also set out to determine if age had any effect on students’ ability to 

change their self-efficacy based on instruction in vocal exercises. The results indicated 

that older, more mature students are more likely to show a change in singing self-
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efficacy. The means of the change in self-efficacy from pretest to posttest ranged from 4 

to 38.67 for the different age groups (p=.015), with the means increasing with age. Older 

students were able to have greater change in the short amount of time of this study. It is 

possible that younger, less mature students take a longer time to experience change in 

their self-efficacy than the older, more mature students. Younger students may have the 

ability to undergo change in singing self-efficacy based on vocal exercise instruction 

(mastery experience); however, it may just take more time than this study allowed for 

results to show a significant difference.  

Effects of Added Movement and Knowledge about the Voice 

 Previous studies (McCoy, 1986; Liao &Daividson, 2007; Paparo, 2011) have 

shown that the use of movement as a choral instructional technique has the ability to 

benefit a choir’s sense of tempo, vocal balance, and vocal technique. The addition of 

added movement as a physical metaphor to the vocal exercises was examined in this 

study to see what effect it had on singing self-efficacy. While not significant to the .05 

level, there was a small positive difference in the means of groups whose vocal exercises 

incorporated movement.  

 A previous study by Sipley (1993) indicated that knowledge and information 

about the voice,combined with vocal exercises,was helpful to the vocal self-image of 

adolescent female singers. In the current study however, no significant difference was 

found in singing self-efficacy difference of those who received information about the 

voice in conjunction with the vocal exercises and those who did not. The difference in 

results may stem from the way the information was presented, the different style of 
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survey, or the shorter treatment period. While not numerically significant, several 

participants (n=8) cited the knowledge and understanding of the voice as helpful in their 

singing self-efficacy. This result suggests that more research is needed to determine areas 

of self-efficacy that information about the voice and voice change is able to positively 

impact.  

Effects of Voice Part Assignment on Singing Self-Efficacy 

 This study also sought to add to the collective knowledge of the effect the 

assignment of vocal parts can have on the singing self-efficacy of adolescent female 

singers. In examining the results of questions related to the high voice, there was a 

significant difference in the means of students in different assigned voice parts. 

Participants’ assigned to lower voice parts (Alto and Second Soprano) had a much lower 

high voice self-efficacy in the pretest than those students assigned to a higher voice part 

(Soprano). Studies have shown that the vocal ranges of adolescent female voices are not 

different enough in each of the stages of voice change to merit a significantly lower high 

voice self-efficacy score. These results support statements from researchers (Gackle, 

2011; McRoy, 2011; Thurman et al., 1997) that advise that practitioners avoid labeling 

adolescent female singers whose voice has not changed. Alto voice singers also showed 

the greatest difference in change of high voice singing self-efficacy, followed by Second 

Soprano and then Soprano. These results indicate that a positive, systematic vocal 

exercise regimen can be effective in correcting some of the adverse results of vocal part 

assignment.  
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 There was also a difference in the pretest singing self-efficacy in the low voice, 

positively skewed in favor of the lowest voice part (Alto). These results were not found to 

be significant, possibly due to the lower number of questions addressing low voice self-

efficacy.  The results of self-efficacy difference from pretest to posttest were not 

significant in determining whether higher voice students were able to show the greatest 

improvement in low voice self-efficacy as the result of vocal exercise instruction. This 

may be because the gap was not as large, or because there were less exercises focused on 

low voice singing self-efficacy. 

Recommendations 

Psychologists concerned with determining the effectiveness of their treatments 

performed the initial research of self-efficacy. Consequently, educators became aware of 

the relevance of Bandura’s framework in educational settings. The majority of self-

efficacy studies were conducted in academic subjects like mathematics, science, and 

language arts. There has been a growing awareness, however, of self-efficacy in non-

academic subjects including music. The recommendations in the first section are intended 

to inspire music education researchers to continue studies in this field. The following 

section was incorporated for music educators. There are practical applications for the 

results in this study and these recommendations are an attempt to connect theory with 

practice. 

For Further Research 

 To date, there have been few studies addressing singing self-efficacy. Within 

those studies, very few have addressed the specific needs of adolescent female singers. 
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While this study was effective in determining that a systematic approach to vocal 

exercises can be effective in improving the singing self-efficacy of adolescent female 

singers, more research is needed to determine additional actions that can lead to an 

improvement of singing self-efficacy. Studies have shown (Demorest et al., 2017) that 

singing self-efficacy is an important factor in the likelihood of student participation in 

music activities. Thus, finding strategies to improve singing self-efficacy is essential to 

the continued success of music education programs.  

 This study also provided a unique contribution to the field by examining the 

relationship between the assignment of voice part, implementation of a vocal exercise 

program, and students’ singing self-efficacy. Beyond determining that the assignment of 

different voice parts can positively or negatively affect students’ singing self-efficacy in 

specific areas, it showed that a positive difference can be made to correct the negative 

correlations of assigned voice parts with the implementation of vocal exercises. More 

research is needed to investigate this relationship and to determine an age where it is 

appropriate to label adolescent female singers.  

 Another recommendation is to replicate and extend this experimental study to 

compare adolescent male and female singers and include participants with less choir 

experience. All participants in this study had been singing in choir for at least one year. 

The current study also needs to be extended to include a performance measure. The 

connection between their changes in singing self-efficacy and their improvement in vocal 

technique would provide useful data.  
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 A final recommendation would be to complete a more longitudinal experimental 

study comparing the implementation of vocal exercises with added movement and 

knowledge about the voice. The current study did not show a significant difference in the 

effect of added movement or knowledge about the voice on participants’ singing self-

efficacy, but it might have been because of the more short-term nature of the intervention 

process. This study may also include a qualitative element to capture students’ individual 

thoughts and concerns. 

For Music Educators 

 The singing self-efficacy of our students has been largely ignored in the past. In 

this study, I sought to develop fundamental knowledge about the relationship between 

vocal exercises and self-efficacy and raise an awareness of this connection among music 

educators. Using an instrument like the Singing Self-Efficacy survey could provide 

educators with vital information to aid them in addressing students’ areas of weakness or 

concern. These types of instruments should not be using in calculating grades, as they are 

not intended to be measures of achievement. They should only be used by teachers to 

identify strengths and weaknesses among their students and therefore drive instruction. 

Demorest, Kelley, and Pfordresher (2017) found that students’ feelings about their 

singing ability strongly affected their likelihood to participate in music activities. Thus, 

using to strategies to help our students achieve a strong singing self-efficacy is necessary 

for their continued participation in music programs.  

 The exercises used in this study (Appendix C) were found to be helpful in 

improving the singing self-efficacy of choir students ages 9-18.  Each session lasted eight 
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minutes and included at least one exercise from each of Gackle’s (2011) suggestions for 

areas of vocal exercises for adolescent female singers: relaxation, body alignment, 

breath/voice connection, breath management, breath/tone connection, resonance, range 

extension, agility and flexibility. Music educators can use the exercises provided in this 

study or their own exercises for at least eight minutes a day to show positive results. A 

common question that students asked was “How high was that?” To ensure equality 

between treatment groups, the investigator informed students of their highest and lowest 

notes during range extension exercises. Range extension was the main area students 

commented on in relation to their singing self-efficacy. This may suggest that taking the 

time to let students know what notes they are able to reach in warm-up can have a 

positive effect on their singing self-efficacy.  

The results of this study leads to the affirmation of statements from researchers 

(Gackle, 2011; McRoy, 2011; Thurman et al., 1997)who advise that practitioners avoid 

labeling adolescent female singers whose voices have not changed. Some suggestions are 

to give voice parts neutral names (such as school colors or animals), or to switch voice 

parts for different pieces until students have developed to the level where voice part 

assignment is truly accurate and healthy. The psychological symptom of the physical 

inability to sing easily in the upper range can lead the brain to reconfigure the motor 

coordination necessitated for phonation. This turns into a learned habit, and over time 

students may mistakably believe that this deep-seated habit is their natural vocal 

limitation (Thurman et al., 1996). Students should be presented information about the 

voice change that is happening and what they can expect to happen in the future. 
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Participants who received this type of information in the study, Subgroups C and D, 

commented on its helpfulness. Explaining voice change to adolescent female singers, as 

well as our adolescent male singers, may help students avoid a misconception about their 

voice or singing self-efficacy.  
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Singing Self-Efficacy Surveys 
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Pretest Survey 
General Questions  

 

Study ID #:      

Age:      

Voice Part:  

How many years have you been in Texas Girls’ Choir?:    

Have you participated in any other choir or voice programs?   If so, for how many years:   

 

Singing Self-Efficacy Scale  

Please rate each of the following statements based on how confident you are that YOU can do each of the 

following.  

Please circle one rating for each statement – please do not circle between numbers. 
               Cannot                                Moderately                               

Confident   

 

1. I can sing well.  

 

2. I can sing in tune. 

 

3. I can move from my mid voice to high 

voice with no problem. 

 

4. I can easily sing in my high voice. 

 

5. I can sing loud in my low voice when 

asked. 

 

6. I can sing without my voice cracking. 

 

7. I can sing loud in my high voice when 

asked. 

 

8. I can match pitch in any octave. 

 

9. I can sing without a breathy sound in my 

mid voice. 

 

10. I can sing soft when asked. 

 

11. I can sing in my high voice 

comfortably. 

 

12. I can sing soft in my high voice when 

asked. 

 

13. I can control my singing in my mid 

voice. 

 

14. I can change notes quickly when I sing. 

 

15. I can sing with a good sound in my low 

voice. 
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16. I can sing soft in my low voice when 

asked. 

 

17. I can sing with a full voice in all parts 

of my voice. 

 

18. I can sing without a breathy sound in 

my high voice. 

 

19. I can hold a high note for a long time. 

 

20. I can sing every note in my voice when 

I slide from low to high. 

 

21. I can control my singing in my high 

voice. 

 

22. I can hold a low note for a long time. 

 

23. I can sing higher notes without 

straining. 

 

24. I can sing a long phrase of music 

without having to take extra breaths. 

 

25. I can easily sing in my low voice. 

 

26. I can sing without a breathy sound in 

my low voice. 

 

27. I can sing for a long time without my 

voice feeling “tired” or uncomfortable. 

 

0        1        2        3        4        5        6        7        8        9        10 

 

 

0        1        2        3        4        5        6        7        8        9        10 

 

 

0        1        2        3        4        5        6        7        8        9        10 

 

 

0        1        2        3        4        5        6        7        8        9        10 

 

0        1        2        3        4        5        6        7        8        9        10 

 

 

0        1        2        3        4        5        6        7        8        9        10 

 

 

0        1        2        3        4        5        6        7        8        9        10 

 

0        1        2        3        4        5        6        7        8        9        10 

 

 

0        1        2        3        4        5        6        7        8        9        10 

 

 

0        1        2        3        4        5        6        7        8        9        10 

 

0        1        2        3        4        5        6        7        8        9        10 

 

 

0        1        2        3        4        5        6        7        8        9        10 

 

 

 

 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 



 

 
 

66 

Posttest Survey 
General Questions  

 

Study ID #:      

Age:      

Voice Part:  

How many years have you been in Texas Girls’ Choir?:    

Have you participated in any other choir or voice programs?   If so, for how many years:   

 

Singing Self-Efficacy Scale  

Please rate each of the following statements based on how confident you are that YOU can do each of the 

following.  

Please circle one rating for each statement – please do not circle between numbers. 
               Cannot                                Moderately                               

Confident   

 

1. I can sing well.  

 

2. I can sing in tune. 

 

3. I can move from my mid voice to high 

voice with no problem. 

 

4. I can easily sing in my high voice. 

 

5. I can sing loud in my low voice when 

asked. 

 

6. I can sing without my voice cracking. 

 

7. I can sing loud in my high voice when 

asked. 

 

8. I can match pitch in any octave. 

 

9. I can sing without a breathy sound in my 

mid voice. 

 

10. I can sing soft when asked. 

 

11. I can sing in my high voice 

comfortably. 

 

12. I can sing soft in my high voice when 

asked... 

 

13. I can control my singing in my mid 

voice. 

 

14. I can change notes quickly when I sing. 

 

15. I can sing with a good sound in my low 

voice. 
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16. I can sing soft in my low voice when 

asked. 

 

17. I can sing with a full voice in all parts 

of my voice. 

 

18. I can sing without a breathy sound in 

my high voice. 

 

19. I can hold a high note for a long time. 

 

20. I can sing every note in my voice when 

I slide from low to high. 

 

21. I can control my singing in my high 

voice. 

 

22. I can hold a low note for a long time. 

 

23. I can sing higher notes without 

straining. 

 

24. I can sing a long phrase of music 

without having to take extra breaths. 

 

25. I can easily sing in my low voice. 

 

26. I can sing without a breathy sound in 

my low voice. 

 

27. I can sing for a long time without my 

voice feeling “tired” or uncomfortable. 
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28. Do you feel that the additional vocal exercises that we have used in past eight 

sessions have improved your voice? Why or why not?  

________________________________________________________________________

________________________________________________________________________

________________________________________________________________________

________________________________________________________________________ 

________________________________________________________________________ 
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APPENDIX C 

Script of Vocal Exercises 
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Group 1: Vocal Exercises  

 

Section A: Relaxation 

A1.Shake it out Shake the left hand vigorously, feeling the effects of the tip of the 

fingers. Do the same for the right hand, then both together. Shake the left leg, and shake 

the left leg and both arms. Then do the same with the right leg.  

A2. Relaxation. Close your eyes and breathe slowly at your own pace.   

(Cooksey, 1991, p. 46). 

A3 Raggedy Ann  

We are going to go completely limp like a rag doll. Reach down and go as far as is 

comfortable for you. While you are leaning over, shake your hands and sway back and 

forth. Roll back up gently into a relaxed position, rolling your shoulders back and making 

sure your head is above your spine.  

(Seelig, 2005, p. 22). 

A4 Stretching 

Clasp your hands together over your head and slowly lean to the right side (hold for 5 

seconds), and then to the left side (hold for 5 seconds). Return to the middle. Then lean a 

little forward (hold 5 seconds) and a little back (hold 5 seconds). Stretch upward on the 

tip-toes.  

A5. Patting 

Pat your body with your hands beginning on your lower leg, coming across the stomach, 

and going down the other leg.  

(Cooksey, 1991, p. 46). 

A6. Shoulder rolls  

Roll your shoulders forward (hold for 5 seconds) and then back (hold for 5 seconds) and 

then keep the chest elevated with shoulders down, chin and head held high, and feet 

slightly apart.  

 

Section B: Body Alignment 

B1. Kindergarten Fix 

We are going to singing an ascending/descending nine-note scale. At the beginning our 

head is going to rest completely back (looking at the ceiling). As you go downward, the 

head moves downward so that by the time you get to the top, the chin is almost resting on 

our chest like this (demonstrate). Now you try… Now let’s try it the other way. Which 

one feels better?  

(Seelig, 2005, p. 20)  

B2. Body Alignment Checklist  

Let’s check to make sure we are standing with good posture. Roll your shoulders back 

and drop. Make sure your head is erect. There should be no tension, nor should it be tilted 

up or down. Your arms should be at your sides. Check to make sure your feet are slightly 

apart, with one slightly in front of the other. Your weight should be evenly distributed on 

both legs.  

(Gackle, 2011, p. 54) 
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Section C: Breath/Voice Connection 

C1. Humming  

 
Let’s slide up on a hum like this (D-S-D). Start at D4 and go up by half steps to A4.  

C2 Bumble Bee  

 
We are going to try buzzing our lips like this (demonstrate lip trill). You need to supply 

air to make it work. Everyone try it. Now let’s do it on an octave slide (D4-D5). If you 

cannot buzz, you can do it on a hum. Go up three by half-steps up to a F4-F5. 

(Seelig, 2005, p. 41)  

 

Section D: Breath Management 

D1. The Cool Air Sip  

Place one hand on abdomen and with the other, hold an imaginary carton of milk and 

pretend to sip milk through a straw. Ask the students to think about what they are feeling 

inside the mouth and throat. Have students focus their attention on the expansion of the 

lower abdominal area as they sip. Remind them that there should be no up or down 

movement of the shoulders.  

(Gackle, 2011, p. 55) 

D2. A Rose is A Rose 

Let’s pretend that someone very special has given you the most beautiful rose in the 

world. While its beauty astounds you, you simply must smell it. Hold the imaginary rose 

to your nose close your eyes and inhale deeply to take in every bit of the fragrance they 

can. See how this feels? This is how we should breath to sing.  

(Seelig, 2005, p. 33)  

D3. Hissing 

Have students place their hands on their ribcage, thumbs toward the back and fingers 

toward the front Exhale air in the lungs slowly and, at the point of exhalation, have the 

students “breathe into their hands” as they inhale over a count of four beats. Have them 

exhale on “sh” for eight counts, trying to keep the ribs expanded and resisted the urge to 

collapse the ribs.  

(Gackle, 2011, p. 56) 

D4. Dog Breath 

Now, we’re going to pant kind of like a dog, like this (demonstrate). Let’s put one hand 

on our stomach spread out like this and one hand on our rib cage. We’re going to start 
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really slow and increase the pace as fast as we can go without it getting crazy. Let’s try  

(Seelig, 2005, p. 29)  

 

Section E: Breath/Tone Connection 

E1 Gackle (2011); Articulation Chant  

 
Day 1: Teach chant two measures at a time by imitation. Then teacher does whole thing, 

and students do whole thing  

Other days, teacher will demonstrate the whole thing and then have students repeat three 

times.  

(Gackle, 2011, p. 57-58) 

 

Section F: Resonance 

F1. Matching Vowels  

 
Ok everyone repeat after me “ee” “eh” “ah” “oh” “oo” (one at a time) Now let’s sing that 

on one pitch (G4.) like this. Continue going up by half steps twice to A4, repeating the 

demonstration for any vowel needed.  

(Seelig, 2005, p. 78-79)  

F2. Vowels   

 
Have students sing DRMFMRD starting on ah and shout out other vowels for them to 

switch to other vowels (ee, eh, oh and oo) as they ascend. Start on B3, and go through D4 

and then descend back down to B3. 

(Cooksey, 1991, p. 51)  

F3. VeeVaw 

 
Demonstrate exercise and then have students perform the exercise. Ascend by half steps 

from B3-G#4. 

(Archibeque, 2009, p. 1)  
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F4. Wee-oh

 
Demonstrate wee-oh exercise, and then have the students sing it. Ascend by half steps. 

Start on F4 and end on F5.  

(Gackle, 2011, p. 60) 

F5. Nee hee ah  

 
Demonstrate for students then have them repeat. Ascend from C4-C5.  

(Archibeque, 2009, p. 1)  

 

Section G: Range Extension 

G1. I Love To Sing 

 
Demonstrate, remind students that love should be a nice “ah” vowel. Ascend starting on 

G4. up to E6. Use half steps for groups 1 & 2, and whole steps for groups 3 & 4.  

(Gackle, 2011, p. 63) 

G2. How Low Can You Go 

 
Demonstrate the exercises and then have students repeat. Start on A4 and descend down 

by half steps to C4.  

(Phillips, 2004, p. 238) 

 

G3. I Know  

 
Demonstrate, remind students that know should be a nice “oh” vowel. Ascend starting on 
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C4 up to A4. Ascend by half step. 

(Phillips, 2004, p. 239) 

G4. Du bee du

 
Demonstrate the exercise for students and have them repeat. Ascend from D4-A4, in half 

steps. 

(Gackle, 2011, p. 63) 

 

Section H: Articulation and Agility 

H1. Cooksey (1991); 1-2 Precise Articulation and Pitch Agility 

 
Demonstrate exercise and have students repeat on “tahkah.” On the second day of the 

exercise, switch from “tahkah” to “bubble.”  

(Cooksey, 1991, p. 57-58)  

 

H2. Zee-ah  

 
Demonstrate for students and then have them repeat. Start on C4 and ascend to G4. 

(Gackle, 2011, p. 64) 
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H3. Zingamama 

 
Demonstrate for students and then have them repeat. Start on G4.and ascend by half steps 

to E5.  

(Gackle, 2011, p. 61) 

H4. Bum biddly 

 
Start on G4.and ascend to E5.  

(Archibeque, 2009, p. 1)  

 

Group 2: Vocal Exercises with Movement  

 

Section A: Relaxation 

A1.Shake it out Shake the left hand vigorously, feeling the effects of the tip of the 

fingers. Do the same for the right hand, then both together. Shake the left leg, and shake 

the left leg and both arms. Then do the same with the right leg.  

A2. Relaxation. Close your eyes and breathe slowly at your own pace.   

(Cooksey, 1991, p. 46). 

A3 Raggedy Ann  

We are going to go completely limp like a rag doll. Reach down and go as far as is 

comfortable for you. While you are leaning over, shake your hands and sway back and 

forth. Roll back up gently into a relaxed position, rolling your shoulders back and making 

sure your head is above your spine.  

(Seelig, 2005, p. 22). 

A4 Stretching 

Clasp your hands together over your head and slowly lean to the right side (hold for 5 

seconds), and then to the left side (hold for 5 seconds). Return to the middle. Then lean a 

little forward (hold 5 seconds) and a little back (hold 5 seconds). Stretch upward on the 

tip-toes.  

A5. Patting 

Pat your body with your hands beginning on your lower leg, coming across the stomach, 

and going down the other leg.  

(Cooksey, 1991, p. 46). 

A6. Shoulder rolls  

Roll your shoulders forward (hold for 5 seconds) and then back (hold for 5 seconds) and 
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then keep the chest elevated with shoulders down, chin and head held high, and feet 

slightly apart.  

 

Section B: Body Alignment 

B1.Kindergarten Fix 

We’re going to singing an ascending/descending nine-note scale. At the beginning our 

head is going to rest completely back (looking at the ceiling). As you go downward, the 

head moves downward so that by the time you get to the top, the chin is almost resting on 

our chest like this (demonstrate). Now you try… Now let’s try it the other way. Which 

one feels better?  

(Seelig, 2005, p. 20) 

B2. Body Alignment Checklist  

Let’s check to make sure we are standing with good posture. Roll your shoulders back 

and drop. Make sure your head is erect. There should be no tension, nor should it be tilted 

up or down. Your arms should be at your sides. Check to make sure your feet are slightly 

apart, with one slightly in front of the other. Your weight should be evenly distributed on 

both legs.  

(Gackle, 2011, p. 54) 

 

Section C: Breath/Voice Connection 

C1.Humming  

 
Let’s slide up on a hum like this (D-S-D).Start at D4 and go up by half steps to A4.  

Place hand in front of face, move outward throughout the exercise.  

C2 Bumble Bee 

 
We’re going to try buzzing our lips like this (demonstrate lip trill). You need to supply air 

to make it work. Everyone try it. Now let’s do it on an octave slide (D4-D5). If you can’t 

buzz, you can do it on a hum. Go up three by half-steps up to a F4-F5. 

Start hand at chest level and go down as the notes go up and return to original position as 

it goes down.  

(Seelig, 2005, p. 41)  
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Section D: Breath Management 

D1. The Cool Air Sip  

Place one hand on abdomen and with the other, hold an imaginary carton of milk and 

pretend to sip milk through a straw. Ask the students to think about what they are feeling 

inside the mouth and throat. Have students focus their attention on the expansion of the 

lower abdominal area as they sip. Remind them that there should be no up or down 

movement of the shoulders.  

(Gackle, 2011, p. 55) 

D2. A Rose is A Rose 

Let’s pretend that someone very special has given you the most beautiful rose in the 

world. While its beauty astounds you, you simply must smell it. Hold the imaginary rose 

to your nose close your eyes and inhale deeply to take in every bit of the fragrance they 

can. See how this feels? This is how we should breath to sing.  

(Seelig, 2005, p. 33)  

D3. Hissing 

Have students place their hands on their ribcage, thumbs toward the back and fingers 

toward the front Exhale air in the lungs slowly and, at the point of exhalation, have the 

students “breathe into their hands” as they inhale over a count of four beats. Have them 

exhale on “sh” for eight counts, trying to keep the ribs expanded and resisted the urge to 

collapse the ribs.  

(Gackle, 2011, p. 56) 

D4. Dog Breath 

Now, we’re going to pant kind of like a dog, like this (demonstrate). Let’s put one hand 

on our stomach spread out like this and one hand on our rib cage. We’re going to start 

really slow and increase the pace as fast as we can go without it getting crazy. Let’s try  

(Seelig, 2005, p. 29)  

 

Section E: Breath/Tone Connection 

E1 Gackle (2011); Articulation Chant  

 
Day 1: Teach chant two measures at a time by imitation. Then teacher does whole thing, 

and students do whole thing 

Other days, teacher will demonstrate the whole thing and then have students repeat three
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times. Pat belly with each syllable.  

(Gackle, 2011, p. 57-58) 

 

 

Section F: Resonance 

F1. Matching Vowels 

 
Ok everyone repeat after me “ee” “eh” “ah” “oh” “oo” (one at a time, with motions). 

Now let’s sing that on one pitch (G4.) like this. Continue going up by half steps twice to 

A4, repeating the demonstration for any vowel needed.  

Movement Group Motions:  

ee- pull “ee” out of the crown of the head 

eh- bring the hand around in front of the face and down in an elongating gesture.  

Ah – loosen the jaw gently  

Oh – “lasso” the lips with the finger  

oo- pull the “oo” from mouth as if through a straw 

(Seelig, 2005, p. 78-79)  

F2. Vowels  

 
Have students sing DRMFMRD starting on ah and shout out other vowels for them to 

switch to other vowels (ee, eh, oh and oo) as they ascend. Start on B3, and go through D4 

and then descend back down to B3. 

Use circular, smooth hand motions going with the tempo of the music.  

(Cooksey, 1991, p. 51)  

F3.VeeVaw 

 
Demonstrate exercise and then have students perform the exercise. Ascend by half steps 

from B3-G#4. 

Hands out in front for Vee, close fists and pull in for Vaw, circles for five-note run. 

(Archibeque, 2009, p. 1)  
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F4. Wee-oh

 
Demonstrate wee-oh exercise, and then have the students sing it. Ascend by half steps. 

Start on F4 and end on F5.  

Make tiny circular motions in front of the forehead.  

(Gackle, 2011, p. 60) 

F5. Nee hee ah  

 
Demonstrate for students then have them repeat. Ascend from C4-C5.  

Bounce a beach ball on the beat. Have them imagine the ball getting smaller as they go 

up.  

(Archibeque, 2009, p. 1)  

 

Section G: Range Extension 

G1.I Love To Sing 

 
Demonstrate, remind students that love should be a nice “ah” vowel. Ascend starting on 

G4. up to E6. Use half steps for groups 1 & 2, and whole steps for groups 3 & 4.  

Bring the arms out from the body to shoulder level on “I” and then immediately bring 

arms downward and in toward the body, making circles which cross in front of the body 

on “love to sing.”  

(Gackle, 2011, p. 63) 

G2. How Low Can You Go 

 
Demonstrate the exercises and then have students repeat. Start on A4 and descend down 

by half steps to C4.  

Have students tip toe on the beat.  

(Phillips, 2004, p. 238) 
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G3.I Know  

 
Demonstrate, remind students that know should be a nice “oh” vowel. Ascend starting on 

C4 up to A4. Ascend by half steps. 

Toss outward like throwing a baseball  

(Phillips, 2004, p. 239) 

G4.Du bee du

 
Demonstrate the exercise and have students repeat. Ascend from D4-A4, in half steps. 

Point the index finger of the right hand and move it up as the voices ascend. When the 

singers reach the Do at the top of the scales, have the students “tip” the sound over the 

top on each repetition.  

(Gackle, 2011, p. 63) 

 

Section H: Articulation and Agility 

H1.Cooksey (1991); 1-2 Precise Articulation and Pitch Agility 

 
Demonstrate exercise and have students repeat on “tahkah.” On the second day of the 

exercise, switch from “tahkah” to “bubble.” 

Have students do light, short downward thrusts with their hands on the beat.  

(Cooksey, 1991, p. 57-58)  
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H2. Zee-ah  

 
Demonstrate for students and then have them repeat. Start on C4 ascend to G4. 

Bounce hands in large circles on the beat.  

(Gackle, 2011, p. 64) 

H3.Zingamama 

 
Demonstrate for students and then have them repeat. Start on G4.and ascend by half steps 

to E5.  

Bounce hands down on the beat.  

(Gackle, 2011, p. 61) 

H4. Bum biddly 

 
Start on G4 and ascend to E5.  

Bounce bubbles with hands.  

(Archibeque, 2009, p. 1)  

 

Group 3: Vocal Exercises Information About the Voice 

 

Section A: Relaxation 

A1.Shake it out Shake the left hand vigorously, feeling the effects of the tip of the 

fingers. Do the same for the right hand, then both together. Shake the left leg, and shake 

the left leg and both arms. Then do the same with the right leg.  

A2. Relaxation. Close your eyes and breathe slowly at your own pace.   

(Cooksey, 1991, p. 46). 

A3 Raggedy Ann  

We are going to go completely limp like a rag doll. Reach down and go as far as is 

comfortable for you. While you are leaning over, shake your hands and sway back and 

forth. Roll back up gently into a relaxed position, rolling your shoulders back and making 

sure your head is above your spine.  
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(Seelig, 2005, p. 22). 

A4 Stretching 

Clasp your hands together over your head and slowly lean to the right side (hold for 5 

seconds), and then to the left side (hold for 5 seconds). Return to the middle. Then lean a 

little forward (hold 5 seconds) and a little back (hold 5 seconds). Stretch upward on the 

tip-toes.  

A5. Patting 

Pat your body with your hands beginning on your lower leg, coming across the stomach, 

and going down the other leg.  

(Cooksey, 1991, p. 46). 

A6. Shoulder rolls  

Roll your shoulders forward (hold for 5 seconds) and then back (hold for 5 seconds) and 

then keep the chest elevated with shoulders down, chin and head held high, and feet 

slightly apart.  

 

Section B: Body Alignment 

B1. Kindergarten Fix 

We’re going to singing an ascending/descending nine-note scale. At the beginning our 

head is going to rest completely back (looking at the ceiling). As you go downward, the 

head moves downward so that by the time you get to the top, the chin is almost resting on 

our chest like this (demonstrate). Now you try… Now let’s try it the other way. Which 

one feels better?  

(Seelig, 2005, p. 20)  

B2. Body Alignment Checklist  

Let’s check to make sure we are standing with good posture. Roll your shoulders back 

and drop. Make sure your head is erect. There should be no tension, nor should it be tilted 

up or down. Your arms should be at your sides. Check to make sure your feet are slightly 

apart, with one slightly in front of the other. Your weight should be evenly distributed on 

both legs.  

(Gackle, 2011, p. 54) 

 

Section C: Breath/Voice Connection 

C1. Humming  

 
Humming helps us connect our voice with our breath. Let’s slide up on a hum like this 

(D-S-D). Start at D4 and go up by half steps to A4.  

C2 Bumble Bee  
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When we buzz or lips, our breath naturally does what we want it to do while we sing. 

We’re going to try buzzing our lips like this (demonstrate lip trill). You need to supply air 

to make it work. Everyone try it. Now let’s do it on an octave slide (D4-D5). If you can’t 

buzz, you can do it on a hum. Go up three by half-steps up to a F4-F5. 

(Seelig, 2005, p. 41)  

 

 

 

Section D: Breath Management 

D1. The Cool Air Sip  

Place one hand on abdomen and with the other, hold an imaginary carton of milk and 

pretend to sip milk through a straw. Ask the students to think about what they are feeling 

inside the mouth and throat. Have students focus their attention on the expansion of the 

lower abdominal area as they sip. Remind them that there should be no up or down 

movement of the shoulders.  

(Gackle, 2011, p. 55) 

D2. A Rose is A Rose 

Let’s pretend that someone very special has given you the most beautiful rose in the 

world. While its beauty astounds you, you simply must smell it. Hold the imaginary rose 

to your nose close your eyes and inhale deeply to take in every bit of the fragrance they 

can. See how this feels? This is how we should breath to sing.  

(Seelig, 2005, p. 33)  

D3. Hissing 

Have students place their hands on their ribcage, thumbs toward the back and fingers 

toward the front Exhale air in the lungs slowly and, at the point of exhalation, have the 

students “breathe into their hands” as they inhale over a count of four beats. Have them 

exhale on “sh” for eight counts, trying to keep the ribs expanded and resisted the urge to 

collapse the ribs.  

(Gackle, 2011, p. 56) 

D4. Dog Breath 

Now, we’re going to pant kind of like a dog, like this (demonstrate). Let’s put one hand 

on our stomach spread out like this and one hand on our rib cage. We’re going to start 

really slow and increase the pace as fast as we can go without it getting crazy. Let’s try  

(Seelig, 2005, p. 29)  
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Section E: Breath/Tone Connection 

E1 Gackle (2011); Articulation Chant  

 
This chant is going to help us work on our diction and articulation.  

Day 1: Teach chant two measures at a time by imitation. Then teacher does whole thing, 

and students do whole thing  

Other days, teacher will demonstrate the whole thing and then have students repeat three 

times.  

(Gackle, 2011, p. 57-58) 

 

 

 

 

Section F: Resonance 

F1. Matching Vowels  

 
For this exercise, let’s focus on having nice, pure vowels. Ok everyone repeat after me 

“ee” “eh” “ah” “oh” “oo” (one at a time) Now let’s sing that on one pitch (G4.) like this. 

Continue going up by half steps twice to A4, repeating the demonstration for any vowel 

needed.  

(Seelig, 2005, p. 78-79)  

F2. Vowels   

 
During this exercise, I’d like you to focus on using nice, tall vowels. Have students sing 

DRMFMRD starting on ah and shout out other vowels for them to switch to other vowels 

(ee, eh, oh and oo) as they ascend. Start on B3, and go through D4 and then descend back 

down to B3. 

(Cooksey, 1991, p. 51)  

F3. VeeVaw 

 



 

 
 

84 

For this exercise, pay extra attention to keeping your abdominal muscles engaged. 

Demonstrate exercise and then have students perform the exercise. Ascend by whole 

steps from B3-G#4.  

(Archibeque, 2009, p. 1)  

F4. Wee-oh

 
This exercise works on increasing your resonance. Demonstrate wee-oh exercise, and 

then have the students sing it. Ascend by whole steps. Start on F4 and end on F5.  

(Gackle, 2011, p. 60) 

F5. Nee hee ah  

 
This exercise works on getting a nice light, bouncy tone. Demonstrate for students then 

have them repeat. Ascend from C4-C5.  

(Archibeque, 2009, p. 1)  

 

Section G: Range Extension 

G1. I Love To Sing 

 
For this exercise, keeping some attention on those vowels, we’re going to go up into our 

higher range. Demonstrate, remind students that love should be a nice “ah” vowel. 

Ascend starting on G4. up to E6. Use half steps for groups 1 & 2, and whole steps for 

groups 3 & 4.  

(Gackle, 2011, p. 63) 

G2. How Low Can You Go 

 
For this exercise, we’re going to see how low we can go without pressing, on “yaw, yaw, 

yaw, yaw yawn.”Demonstrate the exercises and then have students repeat. Start on A4 

and descend down by half steps to C4.  
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(Phillips, 2004, p. 238) 

G3. I Know  

 
For this exercise, we’re going to work on extending our range upward without adding 

tension. Demonstrate, remind students that know should be a nice “oh” vowel. Ascend 

starting on C4 up to A4. Ascend by whole steps. 

(Phillips, 2004, p. 239) 

G4. Du bee du

 
For this exercise, we are going to work on extending our range while keeping a nice, light 

sound. Ascend from D4-A4, in whole steps. 

(Gackle, 2011, p. 63) 

 

Section H: Articulation and Agility 

H1. Cooksey (1991); 1-2 Precise Articulation and Pitch Agility 

 
This exercise works on precise articulation and agility in switching from pitch to pitch. 

Demonstrate exercise and have students repeat on “tahkah.” On the second day of the 

exercise, switch from “tahkah” to “bubble.”  

(Cooksey, 1991, p. 57-58)  
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H2. Zee-ah  

 
This exercise works on our agility switching from note to note. Demonstrate for students 

and then have them repeat. Start on C4 ascend to G4.  

(Gackle, 2011, p. 64) 

H3. Zingamama 

 
This exercise works on articulation and getting a nice resonance in our voice. 

Demonstrate for students and then have them repeat. Start on G4.and ascend by half steps 

to E5.  

(Gackle, 2011, p. 61) 

H4. Bum biddly 

 
On this exercise, focus on clearly articulating your consonants.Start on G4.and ascend to 

E5.  

(Archibeque, 2009, p. 1)  

 

 

Group 4: Vocal Exercises with Movement and Information about the Voice 

 

Section A: Relaxation 

A1.Shake it out Shake the left hand vigorously, feeling the effects of the tip of the 

fingers. Do the same for the right hand, then both together. Shake the left leg, and shake 

the left leg and both arms. Then do the same with the right leg.  

A2. Relaxation. Close your eyes and breathe slowly at your own pace.   

(Cooksey, 1991, p. 46). 

A3 Raggedy Ann  

We are going to go completely limp like a rag doll. Reach down and go as far as is 

comfortable for you. While you are leaning over, shake your hands and sway back and 

forth. Roll back up gently into a relaxed position, rolling your shoulders back and making 
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sure your head is above your spine.  

(Seelig, 2005, p. 22). 

A4 Stretching 

Clasp your hands together over your head and slowly lean to the right side (hold for 5 

seconds), and then to the left side (hold for 5 seconds). Return to the middle. Then lean a 

little forward (hold 5 seconds) and a little back (hold 5 seconds). Stretch upward on the 

tip-toes.  

A5. Patting 

Pat your body with your hands beginning on your lower leg, coming across the stomach, 

and going down the other leg.  

(Cooksey, 1991, p. 46). 

A6. Shoulder rolls  

Roll your shoulders forward (hold for 5 seconds) and then back (hold for 5 seconds) and 

then keep the chest elevated with shoulders down, chin and head held high, and feet 

slightly apart.  

 

Section B: Body Alignment 

B1. Kindergarten Fix 

We’re going to singing an ascending/descending nine-note scale. At the beginning our 

head is going to rest completely back (looking at the ceiling). As you go downward, the 

head moves downward so that by the time you get to the top, the chin is almost resting on 

our chest like this (demonstrate). Now you try… Now let’s try it the other way. Which 

one feels better?  

(Seelig, 2005, p. 20)  

B2. Body Alignment Checklist  

Let’s check to make sure we are standing with good posture. Roll your shoulders back 

and drop. Make sure your head is erect. There should be no tension, nor should it be tilted 

up or down. Your arms should be at your sides. Check to make sure your feet are slightly 

apart, with one slightly in front of the other. Your weight should be evenly distributed on 

both legs.  

(Gackle, 2011, p. 54) 

 

Section C: Breath/Voice Connection 

C1. Humming  

 
Humming helps us connect our voice with our breath. Place hand in front of face, move 

outward throughout the exercise. Let’s slide up on a hum like this (D-S-D). Start at D4 

and go up by half steps to A4.  

C2 Bumble Bee  
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When we buzz or lips, our breath naturally does what we want it to do while we sing. 

We’re going to try buzzing our lips like this (demonstrate lip trill). You need to supply air 

to make it work. Everyone try it. Now let’s do it on an octave slide (D4-D5). If you can’t 

buzz, you can do it on a hum. Go up three by half-steps up to a F4-F5.Start hand at chest 

level and go down as the notes go up and return to original position as it goes down. 

(Seelig, 2005, p. 41)  

 

Section D: Breath Management 

D1. The Cool Air Sip  

Place one hand on abdomen and with the other, hold an imaginary carton of milk and 

pretend to sip milk through a straw. Ask the students to think about what they are feeling 

inside the mouth and throat. Have students focus their attention on the expansion of the 

lower abdominal area as they sip. Remind them that there should be no up or down 

movement of the shoulders.  

(Gackle, 2011, p. 55) 

D2. A Rose is A Rose 

Let’s pretend that someone very special has given you the most beautiful rose in the 

world. While its beauty astounds you, you simply must smell it. Hold the imaginary rose 

to your nose close your eyes and inhale deeply to take in every bit of the fragrance they 

can. See how this feels? This is how we should breath to sing.  

(Seelig, 2005, p. 33)  

D3. Hissing 

Have students place their hands on their ribcage, thumbs toward the back and fingers 

toward the front Exhale air in the lungs slowly and, at the point of exhalation, have the 

students “breathe into their hands” as they inhale over a count of four beats. Have them 

exhale on “sh” for eight counts, trying to keep the ribs expanded and resisted the urge to 

collapse the ribs.  

(Gackle, 2011, p. 56) 

D4. Dog Breath 

Now, we’re going to pant kind of like a dog, like this (demonstrate). Let’s put one hand 

on our stomach spread out like this and one hand on our rib cage. We’re going to start 

really slow and increase the pace as fast as we can go without it getting crazy. Let’s try  

(Seelig, 2005, p. 29)  

Section E: Breath/Tone Connection 

E1 Gackle (2011); Articulation Chant  
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This chant is going to help us work on our diction and articulation.  

Day 1: Teach chant two measures at a time by imitation. Then teacher does whole thing, 

and students do whole thing. Pat belly with each syllable.   

Other days, teacher will demonstrate the whole thing and then have students repeat three 

times. Pat belly with each syllable.  

(Gackle, 2011, p. 57-58) 

 

Section F: Resonance 

F1. Matching Vowels  

 
For this exercise, let’s focus on having nice, pure vowels.  

Ok everyone repeat after me “ee” “eh” “ah” “oh” “oo” (one at a time, with motions). 

Now let’s sing that on one pitch (G4.) like this. Continue going up by half steps twice to 

A4, repeating the demonstration for any vowel needed.  

Movement Group Motions:  

ee- pull “ee” out of the crown of the head 

eh- bring the hand around in front of the face and down in an elongating gesture.  

Ah – loosen the jaw gently  

Oh – “lasso” the lips with the finger  

oo- pull the “oo” from mouth as if through a straw 

(Seelig, 2005, p. 78-79)  

F2. Vowels   

 
During this exercise, I’d like you to focus on using nice, tall vowels. Have students sing 

DRMFMRD starting on ah and shout out other vowels for them to switch to other vowels 

(ee, eh, oh and oo) as they ascend. Start on B3, and go through D4 and then descend back 

down to B3.Use circular, smooth hand motions going with the tempo of the music.  

(Cooksey, 1991, p. 51)  

F3. VeeVaw 

 
For this exercise, pay extra attention to keeping your abdominal muscles engaged. 

Demonstrate exercise and then have students perform the exercise. Hands out in front for 

Vee, close fists and pull in for Vaw, circles for five-note run. Ascend by whole steps 
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from B3-G#4. 

(Archibeque, 2009, p. 1)  

F4. Wee-oh

 
This exercise works on increasing your resonance. Demonstrate wee-oh exercise, and 

then have the students sing it. Ascend by whole steps. Start on F4 and end on F5. Make 

tiny circular motions in front of the forehead.  

(Gackle, 2011, p. 60) 

 

 

 

F5. Nee hee ah  

 
This exercise works on getting a nice light, bouncy tone. Demonstrate for students then 

have them repeat. Ascend from C4-C5. Bounce a beach ball on the beat. Have them 

imagine the ball getting smaller as they go up.  

(Archibeque, 2009, p. 1)  

 

Section G: Range Extension 

G1. I Love To Sing 

 
For this exercise, keeping some attention on those vowels, we’re going to go up into our 

higher range. Demonstrate, remind students that love should be a nice “ah” vowel. 

Ascend by whole steps starting on G4 going to E6. Bring the arms out from the body to 

shoulder level on “I” and then immediately bring arms downward and in toward the 

body, making circles which cross in front of the body on “love to sing.”  

(Gackle, 2011, p. 63) 
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G2. How Low Can You Go 

 
For this exercise, we’re going to see how low we can go without pressing, on “yaw, yaw, 

yaw, yaw yawn.”Demonstrate the exercises and then have students repeat. Start on A4 

and descend down by half steps to C4. Have students tip toe on the beat.  

(Phillips, 2004, p. 238) 

G3. I Know  

 
For this exercise, we’re going to work on extending our range upward without adding 

tension. Demonstrate, remind students that know should be a nice “oh” vowel. Ascend 

starting on C4 up to A4. Ascend by whole steps.  Toss outward like throwing a baseball  

(Phillips, 2004, p. 239) 

G4. Du bee du

 
For this exercise, we are going to work on extending our range while keeping a nice, light 

sound. Ascend from D4-A4, in whole steps. Point the index finger of the right hand and 

move it up as the voices ascend. When the singers reach the Do at the top of the scales, 

have the students “tip” the sound over the top on each repetition.  

(Gackle, 2011, p. 63) 
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Section H: Articulation and Agility 

H1. Cooksey (1991); 1-2 Precise Articulation and Pitch Agility 

 
This exercise works on precise articulation and agility in switching from pitch to pitch. 

Demonstrate exercise and have students repeat on “tahkah.” On the second day of the 

exercise, switch from “tahkah” to “bubble.” Have students do light, short downward 

thrusts with their hands on the beat.  

(Cooksey, 1991, p. 57-58)  

H2. Zee-ah  

 
This exercise works on our agility switching from note to note. Demonstrate for students 

and then have them repeat. Start on C4 and ascend to G4.  

(Gackle, 2011, p. 64) 

H3. Zingamama 

 
This exercise works on articulation and getting a nice resonance in our voice. 

Demonstrate for students and then have them repeat. Start on G4.and ascend by half steps 

to E5. Bounce hands down on the beat.  

(Gackle, 2011, p. 61) 

H4. Bum biddly 
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On this exercise, focus on clearly articulating your consonants. Start on G4.and ascend to 

E5. Bounce bubbles with hands.  

(Archibeque, 2009, p. 1)  
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APPENDIX D 

Calendar of Vocal Exercises  
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Day 1:  

 

Subgroup A:  

 

A1, A2, A3, (1 min 5 seconds) 

B1 (1 min) 

C1 (35 seconds)  

D1, D 3 (1 min 10 seconds) 

E1 (30 seconds) 

F1, F3 (1 min 43 seconds) 

G1, G2 (1 min 24 seconds) 

H1, H4 (60 seconds) 

 

7 min, 57 seconds  

 

Subgroup B:  

A1, A2, A3, (1 min 5 seconds) 

B1 (1 min) 

C1 (35 seconds)  

D1, D 3 (1 min 10 seconds) 

E1 (30 seconds) 

F1, F3 (1 min 43 seconds) 

G1, G2 (1 min 24 seconds) 

H1, H4 (60 seconds) 

 

7 min, 57 seconds  

 

Subgroup C:  

Voice Change Part 1: (1:10) 

 

A1, A3, (45 seconds) 

B1 (1 min) 

C1 (35 seconds)  

D1 (30 seconds) 

E1 (30 seconds) 

F1, F3 (1 min 43 seconds) 

G1, G2 (1 min 24 seconds) 

H1 (28 seconds) 

 

8 minutes 

 

Subgroup D: 

Voice Change Part 1: (1:10) 
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A1, A3, (45 seconds) 

B1 (1 min) 

C1 (35 seconds)  

D1 (30 seconds) 

E1 (30 seconds) 

F1, F3 (1 min 43 seconds) 

G1, G2 (1 min 24 seconds) 

H1 (28 seconds) 

 

8 minutes 

 

 

Day 2:  

 

Subgroup A:  

A4, A5, A6 (1 min 10 seconds)  

B2 (22 seconds)  

C2 (35 seconds)  

D2, D4 (55 seconds) 

E1 (30 seconds)  

F2, F4 (1 minute 22 seconds)  

G3, G4 (1 minute, 29 seconds)  

H2, H3 (1 minute, 20 seconds) 

 

7 minutes, 43 seconds 

 

Subgroup B:  

A4, A5, A6 (1 min 10 seconds)  

B2 (22 seconds)  

C2 (35 seconds)  

D2, D4 (55 seconds) 

E1 (30 seconds)  

F2, F4 (1 minute 22 seconds)  

G3, G4 (1 minute, 29 seconds)  

H2, H3 (1 minute, 20 seconds) 

 

7 minutes, 43 seconds 

 

 

Subgroup C:  

Voice Change Part 2: (3:45) 

 

A4 (35 seconds)  

B2 (22 seconds)  
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C2 (35 seconds)  

D2 (25 seconds) 

F2, F4 (50 seconds)  

G3, G4 (51 seconds)  

H2 (40 seconds) 

 

8 minutes 3 seconds  

 

Subgroup D: 

Voice Change Part 2: (3:45) 

A4 (35 seconds)  

B2 (22 seconds)  

C2 (35 seconds)  

D2 (25 seconds) 

F2, F4 (50 seconds)  

G3, G4 (51 seconds)  

H2 (40 seconds) 

 

8 minutes 3 seconds  

 

Day 3:  

 

Subgroup A:  

A1, A2, A3, (1 min 5 seconds) 

B1 (50 seconds) 

C1 (35 seconds)  

D1, D 3 (1 min 10 seconds) 

E1 (30 seconds) 

F1, F5 (1 min 18 seconds) 

G1, G2 (1 min 24 seconds) 

H1, H4 (60 seconds) 

 

7 min, 29 seconds  

 

Subgroup B:  

A1, A2, A3, (1 min 5 seconds) 

B1 (50 seconds) 

C1 (35 seconds)  

D1, D 3 (1 min 10 seconds) 

E1 (30 seconds) 

F1, F5 (1 min 18 seconds) 

G1, G2 (1 min 24 seconds) 

H1, H4 (60 seconds) 
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7 min, 29 seconds  

 

 

Subgroup C:  

Voice Change Day 3: Discussion (Allow 2:30 seconds) 

 

A5, A6 (35 seconds) 

B1 (50 min) 

C1 (35 seconds)  

D4 (30 seconds) 

E1 (30 seconds) 

F1, F5 (1 min 18 seconds) 

G1, G2 (42 seconds) 

H3 (40 seconds) 

 

8 minutes 

 

Subgroup D: 

Voice Change Day 3: Discussion (Allow 2:30 seconds) 

 

A5, A6 (35 seconds) 

B1 (50 min) 

C1 (35 seconds)  

D4 (30 seconds) 

E1 (30 seconds) 

F1, F5 (1 min 18 seconds) 

G1, G2 (42 seconds) 

H3 (40 seconds) 

 

8 minutes 

 

Day 4:  

 

Subgroup A:  

 

A4, A5, A6 (1 min 10 seconds)  

B2 (22 seconds)  

C2 (35 seconds)  

D2, D4 (55 seconds) 

E1 (30 seconds)  

F2, F4 (1 minute 22 seconds)  

G3, G4 (1 minute, 29 seconds)  

H2, H3 (1 minute, 20 seconds) 
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7 minutes, 43 seconds 

 

Subgroup B:  

A4, A5, A6 (1 min 10 seconds)  

B2 (22 seconds)  

C2 (35 seconds)  

D2, D4 (55 seconds) 

E1 (30 seconds)  

F2, F4 (1 minute 22 seconds)  

G3, G4 (1 minute, 29 seconds)  

H2, H3 (1 minute, 20 seconds) 

 

7 minutes, 43 seconds 

 

Subgroup C:  

Breathing Day 4 (1:40) 

A5, A6 (35 seconds)  

B2 (22 seconds)  

C2 (35 seconds)  

D2, D4 (55 seconds) 

E1 (30 seconds)  

F2 (25 seconds)  

G3, G4 (1 minute, 29 seconds)  

H2, H3 (1 minute, 20 seconds) 

 

7 minutes, 51 seconds 

 

Subgroup D: 

Breathing Day 4 (1:40) 

A5, A6 (35 seconds)  

B2 (22 seconds)  

C2 (35 seconds)  

D2, D4 (55 seconds) 

E1 (30 seconds)  

F2 (25 seconds)  

G3, G4 (1 minute, 29 seconds)  

H2, H3 (1 minute, 20 seconds) 

 

7 minutes, 51 seconds 

 

Day 5:  

 

Subgroup A:  
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A1, A2, A3, (1 min 5 seconds) 

B1 (1 min) 

C1 (35 seconds)  

D1, D 3 (1 min 10 seconds) 

E1 (30 seconds) 

F1, F3 (1 min 43 seconds) 

G1, G2 (1 min 24 seconds) 

H1, H4 (60 seconds) 

 

7 min, 57 seconds  

 

Subgroup B:  

A1, A2, A3, (1 min 5 seconds) 

B1 (1 min) 

C1 (35 seconds)  

D1, D 3 (1 min 10 seconds) 

E1 (30 seconds) 

F1, F3 (1 min 43 seconds) 

G1, G2 (1 min 24 seconds) 

H1, H4 (60 seconds) 

 

7 min, 57 seconds  

 

 

Subgroup C:  

Breathing Day 5 (1:45) 

 

A1, A3, (45 seconds) 

B1 (1 min) 

C1 (35 seconds)  

D1 (30 seconds) 

E1 (30 seconds) 

F1, F3 (1 min 43 seconds) 

G1, G2 (1 min 24 seconds) 

H1 (28 seconds) 

 

 

Subgroup D: 

Breathing Day 5 (1:45) 

 

A1, A3, (45 seconds) 

B1 (1 min) 

C1 (35 seconds)  

D1 (30 seconds) 
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E1 (30 seconds) 

F1, F3 (1 min 43 seconds) 
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G1, G2 (1 min 24 seconds) 

H1 (28 seconds) 

 

Day 6:  

 

Subgroup A:  

A4, A5, A6 (1 min 10 seconds)  

B2 (22 seconds)  

C2 (35 seconds)  

D2, D4 (55 seconds) 

E1 (30 seconds)  

F2, F4 (1 minute 22 seconds)  

G3, G4 (1 minute, 29 seconds)  

H2, H3 (1 minute, 20 seconds) 

 

7 minutes, 43 seconds 

 

Subgroup B:  

 

A4, A5, A6 (1 min 10 seconds)  

B2 (22 seconds)  

C2 (35 seconds)  

D2, D4 (55 seconds) 

E1 (30 seconds)  

F2, F4 (1 minute 22 seconds)  

G3, G4 (1 minute, 29 seconds)  

H2, H3 (1 minute, 20 seconds) 

 

7 minutes, 43 seconds 

 

Subgroup C:  

Articulation Day 6 (2 minutes, 20 seconds) 

A5, A6 (35 seconds)  

B2 (22 seconds)  

C2 (35 seconds)  

D2, D4 (55 seconds) 

E1 (30 seconds)  

F2 (25 seconds)  

G3 (24 seconds)  

H2, H3 (1 minute, 20 seconds) 

 

Subgroup D: 

Articulation Day 6 (2 minutes, 20 seconds) 

A5, A6 (35 seconds)  
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B2 (22 seconds)  

C2 (35 seconds)  

D2, D4 (55 seconds) 

E1 (30 seconds)  

F2 (25 seconds)  

G3 (24 seconds)  

H2, H3 (1 minute, 20 seconds) 

 

 

Day 7 

Subgroup A: 

A1, A2, A3, (1 min 5 seconds) 

B1 (50 seconds) 

C1 (35 seconds)  

D1, D 3 (1 min 10 seconds) 

E1 (30 seconds) 

F1, F5 (1 min 18 seconds) 

G1, G2 (1 min 24 seconds) 

H1, H4 (60 seconds) 

 

7 min, 29 seconds  

 

Subgroup B:  

A1, A2, A3, (1 min 5 seconds) 

B1 (50 seconds) 

C1 (35 seconds)  

D1, D 3 (1 min 10 seconds) 

E1 (30 seconds) 

F1, F5 (1 min 18 seconds) 

G1, G2 (1 min 24 seconds) 

H1, H4 (60 seconds) 

 

7 min, 29 seconds  

 

 

Subgroup C:  

Question Day 7 (1:30) 

A5, A6 (35 seconds)  

B2 (22 seconds)  

C2 (35 seconds)  

D2, D4 (55 seconds) 

E1 (30 seconds)  

F2 (25 seconds)  

G3, G4 (1 minute, 29 seconds)  
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H2, H3 (1 minute, 20 seconds) 

 

7 minutes, 41 seconds 

 

Subgroup D:  

Question Day 7 (1:30) 

A5, A6 (35 seconds)  

B2 (22 seconds)  

C2 (35 seconds)  

D2, D4 (55 seconds) 

E1 (30 seconds)  

F2 (25 seconds)  

G3, G4 (1 minute, 29 seconds)  

H2, H3 (1 minute, 20 seconds) 

 

7 minutes, 41 seconds 
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APPENDIX E 

Script of Information Sessions 

 

 

 

 

 

 

 

 

 

 

 

 

 

Explanation of Voice Change Part 1: (1:10) - Gackle 



 

 
 

106 

How many of you have seen male friends at school go through a voice 

change? Female singers also experience physical changes as they grow up, which 

will also affect your voice. The changes in your voices are much less obvious than 

those of boy voices, like changing from one shade of blue to another rather than 

changing from blue to purple. If you are going through a voice change, you may 

notice your speaking voice getting lower, increased breathiness or huskiness of your 

voice (show), incidences of cracking or breaking, differences between the lower 

middle, and upper parts of your voice, a decreased or inconsistent range, pitch 

matching issues, changes in your tone quality, or even discomfort when singing. All 

these things are ordinary and will normalize as your body finishes its development. 

This usually happens between ages 14-17, but can vary from person to person. Have 

any of you experienced anything like this? (Allow 1:30 for discussion). We’ll be 

going more in depth on this in our next session. 

Explanation of Voice Change Part 2: (3:45) - Gackle 

How many of you are 9-10? (Let students raise hands) Most singers your age, 

and some up to age 12 have what we call an unchanged voice. Your voice at this 

point has a clear quality, no “breaks” and is fairly flexible and agile. Your speaking 

voice is usually been these notes (C4-D#4), which would be me talking like this. You 

can probably sing between these notes (Bb3-F5). Then your most comfortable notes 

are probably between these notes (D4-D5). Let’s sing our major scale on a loo 

between these notes and see if it feels comfortable to any of you.  
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How many of you are 11-12? Your voice usually begins to change around 11-

12, but sometimes as old as 13.You are probably seeing some physical signs of 

changes. You probably have a bigger height increase and might be developing in 

other areas. Your speaking voice starts to get a little lower, usually between these 

notes (Bb3-C#4) like if I were to speak here. The range of your voice doesn’t usually 

change yet, but your tone will become more breathy throughout, kind of like this. 

There may be some loss of upper range, and you might have difficulty in your lower 

pitch range. You may also feel a “register change” or a “lift point” between these 

notes (F4-A#4). It’ll feel like you have to shift something to change between the 

notes. At this point, you are usually most comfortable singing Soprano 2. Do any of 

you feel like you have experienced this?  

How many of you are 13-14? As you get to the highest point of change, 

usually between the ages of 12-14, your speaking voice continues to lower a little 

bit, usually between these notes (A3-C4). Your vocal range is usually a little lower 

than before, and low notes are usually easier to sing. Your most comfortable range is 

usually between these notes (Bb3- C5), but it may vary depending on your voice. 

Let’s sing a scale on loo between these notes and see who feels comfortable. You 

start to have a more husky sound. You experience “register changes” or shifts 

between these notes (F4-A#4) and these notes (D5-F#5). This is where you may 

start to feel some difficulty or discomfort in singing you haven’t felt before. You may 

also start to have some voice cracking and breathiness. When you leave this phase, 

you may start to experience vibrato like this. Have any of you felt that without 
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meaning it to happen?  

How many of you are 15-18? After this, your voice is considered a “young 

adult female” voice and your voice sounds more adult. This usually happens 

between 14-17, but sometimes as old as 18. The average vocal range is here (G3-

B5), but varies wildly. It is increased from the other stages. The most comfortable 

range also varies widely, anywhere between these notes (A3-G5). Your voice will 

have more richness, and less breathiness. There will still usually be a change 

between these notes (D5-F#5), which is a common change in the adult voice. You 

may have some vibrato. Your voice is more flexible and you can sing louder with 

more resonance. You can usually switch between parts in a choir without much 

hardship. We’ll continue this conversation more in our next session.  

Explanation of Voice Change Part 3: Discussion (Allow 2:30 seconds) 

Yesterday, we spent a lot of time talking about the way female voices change 

and what symptoms of the change you may experience in your voice as you grow up.  

Does anyone have any questions about what we talked about?  

How many of you think your voice hasn’t started changing yet? Any of you 

feel like you might be going through the change? Who feels like their voice is 

through the change? Would anyone like to share any experiences you had while 

your voice is changing? (If no students volunteer, talk about my own awkward 

change experiences).  

 

Breathing Day 4 – Gackle and Seelig (1:40) 
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Today we are going to talk about how we breathe to sing. Our breath is the 

fuel for our singing voice. When we sing, we want to us a “diaphragmatic” breath 

instead of one with our chest. This means, our chest shouldn’t be going up and down 

like this (show) but our ribs should expand like this. Let’s put our hands like this 

(one on rib one on stomach. Let’s try: everyone inhale like your surprised and then 

hold it. Did you feel anything here (point to ribs and stomach). Let’s try that one 

more time.  

 

When we sing, there should be four stages of breathing: inhalation, suspension, 

exhalation, and recovery. We’re going to experience this with an exercise. Stand tall, 

raise your chests, and take a breath like you’re sipping through a straw, filling your 

entire inner tube. Now hold that breath without changing anything or tightening 

anything. When you feel like you can’t hold any more without tightening, exhale. 

Let’s keep thinking about this as we sing our exercises today.  

Breathing Day 5 (1:45) 

Let’s see what happens when we take breaths in the following ways and then 

sing? What happens to the quality of the sound? Face a partner and watch their 

chest and abdomen during these experiments.  

1. Take a breath with the tummy held in tightly.  

2. Take a breath with the back held rigidly.  

3. Take a breath with the back overly arched.  

4. Take a breath while slouched in a chair.  
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For each type of breath, have students sing exercise F2. Let them tell their partners 

what they saw.  

Why are these patterns less useful for good singing? (Take a few moments to let 

students answer).  

Now let’s take moment to rebalance. Feel the difference in the vocal tract and chest 

when you inhale low in the body with balanced alignment and a released head and 

neck and sing F2. How does this feel differently?  

Articulation Day 6 (2 minutes, 20 seconds) 

As singers, we have to be able to communicate the text. To do this, we must 

have a loose soft palate, jaw, tongue, and lips. If we do weird things or create tension 

with any of these parts, it is difficult for us to articulate easily.  

Let’s see if we can tell the difference. Face a partner and we’re going to take turns 

singing. First partner 1 sings “Bum biddly” exercise (H4) normally. Now, partner 

two sings this exercise normally. Now, partner one sing with your jaw forward like 

this. Partner two sing with your jaw back like this. Partner one sings with your jaw 

clenched. Partner two sings with your jaw towards one side. Do you hear a 

difference in your partners sound? Discuss with your partner.  

Let’s try the same idea with our tongue now. Let’s each sing the exercise (H4) with 

our tongue moving naturally like when we speak. Now partner one sing with your 

tongue pulled down as if trying to flatten it. Now partner two sings while trying to 

pull your tongue back. Now partner one sings with the tongue tip returning to the 

edge of the lower teeth each time. Now sing with the tongue flicking in and out of 
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your mouth as you sing. What does this do to the sound? Discuss.  

Let’s focus on articulation as we sing today.  

Question Day 7 (1 minute, 30 seconds) 

We’ve talked and sang a lot about the voice in our last few sessions. Does 

anyone still have any questions they would like answered? If no questions, ask 

students to volunteer information they have learned in the past sessions. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 
 

112 

 

 

 

 

 

 

 

APPENDIX F 

IRB Consent Form 
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