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ABSTRACT

THREE EMBEDDED CHORAL IMPROVISATION ETUDES

Choral music educators often have to choose between sticking to their concert cycle or

sacrificing some of that time to prioritize musical creativity. Teacher-Composers have recently

worked to solve this issue by writing new works that scaffold the singers in the harmonic

structure or rhythmic framework before calling for improvisation. Thus teachers can make low

stakes musical creation part of the traditional performance.

While structured improvisation is common within standard vocal jazz repertoire, a small

percentage of high schools actually have vocal jazz programs – it is far more common to have a

jazz band. In the name of equity and in order to help cultivate the creativity of young singers,

they too must be actively engaged in meaningful musical creation.

The following are three etudes each written to focus on a different aspect of vocal

improvisation: Melodic choices in Living for the Now, Rhythmic in Pic-nic Tricks for Kicks, and

Syllabic in Cognizant Consonance. The preceding sections of composed material scaffold the

following improvisational sections, encouraging the singers to hone in on their choice-making.
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Introduction

The purpose of these Embedded Choral Improvisation Etudes is to teach high school

choral singers how to improvise in a meaningful way, outside of the vocal jazz idiom. Three

pieces have been written for Level 4 SATB Choir with light divisi, each with a focus on a

different aspect of vocal improv: Living for the Now focuses on melodic choices, Pic-nic Tricks

for Kicks emphasizes rhythmic choices, and Cognizant Consonance highlights syllabic choices.

All of the works are settings of original poems.

In 2017, Seigart called for a holistic curriculum that focuses on “the making of music,

from history to composition to performance.” Embedded choral improvisation (ECI) solves

many problems presented to choral music educators today: “[Choral settings’] chief mode of

study involves music notation,” thus “negotiating improvisation in choral settings remains a

subject to be explored in greater detail” (Farrell, 2018). A holistic curriculum also must provide a

learning environment that caters to creative thinking (Silvey, 2016). By embedding the

improvisation among the familiarity of composed notation, singers are supported in developing

stronger self-efficacy (Bandura, 1986). Singing is already vulnerable, and adding improvisation

on top of that is even more challenging to the mind, mentality, and emotions of young people

(Davison 2010; Hogle, 2021). To accomplish something truly amazing like large-scale collective

vocal improvisation, there must be a sense of stability, and ECI delivers this.

Living for the Now features the hirajoshi scale, which helps to create a transcendent space

due to the intervallic content. The three sections of the piece each state a set of four melodic

lines. Singers then choose from these four melodic options in the improvised sections

immediately following. To simplify the process, all parts have worksheets arranged for their part

with each of these melodic ideas to choose from. The sonic result of the improvised textures are

1



overlapping melodic phrases that use a modular approach to create a variety of different textures

every performance.

In Pic-nic Tricks for Kicks, the refrain states a doo-wop progression that remains static

throughout the piece; revoiced and modulated for variety. A throwback to a childhood favorite

for waiting in line, called “the pic-nic game;” this work aims to recreate the cumulative fun by

listing a collection of twenty-four different food items, all appearing in alphabetical order.

Inspired by elementary music rhythm charts, every food has a distinct rhythm. The singers are

presented with a lower-stakes opportunity to learn the rhythms in canon before improvising

rhythmic choices, and are provided with a worksheet listing all of them out in a two-part

rhythmic duet to simplify the process.

The final etude, Cognizant Consonance, focuses on syllabic choice by providing a

consistent harmonic, periodic, and textural framework. The harmonic stability of the pelog scale,

balanced phrases, and identical texture between composed music and improvised music sets an

expectation throughout the piece. This canvas of expectation is subverted when the students sing

the same texture as the composed music, but on pre-set vowels with their choice of consonants.

The improvised sections utilize box notation for a menu of consonant choices, encouraging the

direct agency of every singer.

This project serves as an example of what is possible in ECI. There is much more to be

learned and discovered through execution of this project in practice, and through further

explorations in what is possible in choral notation. Given the current renaissance of innovation in

current middle and high school band repertoire – aleatoric sections, texture, spectralism – the

possibilities for choir ought to be even more endless, given the freedom of the voice as an
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instrument. It is time for teacher-composers to rise to the occasion of creatively stimulating their

developing singers, as everyone deserves to find their creative voice.

Lesson Plan

Setting: SATB choir class, at least 80% capable of a Grade 4.

Rationale: Students should learn to make creative decisions in a low-stakes environment that

makes them sound good. Furthermore, students deserve to experience a

transcendent space.

Standards: MU:Cr2.1.E.8a - Select and develop draft melodies and rhythmic passages that

demonstrate understanding of characteristic(s) of music or text(s) studied in

rehearsal.

CO High School, Proficient, 2.1 - Create increasingly complex music using

melodic and/or rhythmic ideas with variations to convey intent.

Materials:

● Pencils

● Pic-nic Tricks for Kicks by Jake DiFebo

● Rhythmic Worksheet with all choices

Objectives:

1. SWBAT speak all of the rhythms with 100% accuracy.

2. SWBAT sing all pitches of the A section with 80% accuracy.

3. SWBAT improvise rhythms over the changing chords in the first improv section.

Anticipatory Set:

1. T asks basses to sing a bassline back on solfege: Do La Fa Sol
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2. Sopranos: Sol Sol Sol La

3. Altos: Mi Mi Fa Fa

4. Tenors: Do Do Do Ti

5. All parts together: Focus on listening to all of the parts and tuning chords.

6. Half step higher, repeat until warm.

T asks if anyone has heard of the pic-nic game. Quick explanation of the rules:

Cumulative and alphabetical, and must be edible. Demonstration takes place with some

volunteers, up to the letter E.

Procedures:

1. T passes out worksheet.

2. “Look at the WS in front of you.” Class speaks the first row together. Then two

halves of the room are divided. Rhythmic duet is spoken.

3. T passes out music.

4. “Look at the music. What do you notice?” Dialogue, scaffolded to the

improvisation section. “Guess who’s deciding what they want to bring to the

pic-nic?”

5. Unison Melody: Via Rote/T model

6. Tempo di Rehearso: Run all the way to improv section, going back to fix pitches

as necessary.

7. Sing the pitches of the improv section on [du].

8. “Don’t forget about the improv mm. 19-26!” Run from beginning.

i. If it crashes, try running and then improvising spoken rhythms before

adding pitch back in.
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ii. If the rhythms are good, isolate and tune the chords on [du].

iii. Have everyone sing the same choices together to formant tune vowels.

iv. After everyone feels stable, try real improv again with a full runthrough.

9. Run from the beginning and continue sight singing as best as possible.

10. Fist to Five: Confidence of your ability to make choices in the moment?

i. Discussion around impostor syndrome, musical shame, and improv

ii. Re-emphasis of lowstakes. We’re naming foods.

11. Final runthrough!

Assessment:

1. Anticipatory Set is a diagnostic point at which one can decide if this piece is a

good option for today. If they are having trouble with singing a simple four-part

voicing of a doo-wop progression, it’s not going to work.

2. S can speak all of the rhythms perfectly.

3. S can sing through all of A well enough to start improvising.

4. S can make realtime choices about what rhythms they want to sing, using the

worksheet.

Closure:

● “The rest of the process will be extremely similar to today, but it will get easier and more

seamless as we go.”

● “I anticipate that we’ll make more confident choices as the semester goes on.”

● ToD: “On a scale of 1-10, 10 being the most fun, write on a paper how fun this was, and

drop it in my guitar case on the way out.”
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Suggested Rehearsal Guides

Title/Composer or Arranger: Living for the Now, Jake DiFebo

Section Description:
Table 1: Living for the Now Rehearsal Guide, Pt. 1

Section Name A AI B

Measures 1-14 15-22 28-43

(1)
Note/Rhythm
Challenges

Repeated notes may go flat
without energy
Hirajoshi scale may take
some getting used to

More independent as an
improviser

Tresillo against
4/4 will take trust
in the piano part
Tritone in melody
Interesting
rhythm in third
melody

(2)
Tone/Intonation/
Diction

Diphthong navigation
Sopranos open up vowels
for high notes, tenors close

Individual diction and tone
issues will be more
pronounced so warm up
and take good breaths.

Diphthong
navigation
Brightness of
“am”, “smiling”,
“trying”

(3) Expression/Blend
Challenges

Phrase height emphasis Different voices singing
different vowels at
different times will
obfuscate the lyrics
without strong diction

Phrase height
emphasis
Continuous
legato polyphony
Commit to
breaths

(4)
Communication/
Inspiration
Challenges

Existential dread Processing that emotion
via improvisation

Honest reflection

Table 2: Living for the Now Rehearsal Guide, Pt. 2

Section Name BI C CI End

Measures 44-51 57-68 69-76 81-93

(1)
Note/Rhythm
Challenges

More independent
as an improviser

Melodic leaps
Second melody
has descending
tritone
Third melody
tricky

More independent as
an improviser

F-natural then
F-sharp in S

6



(2)
Tone/Intonation/
Diction

Individual diction
and tone issues
will be more
pronounced so
warm up and take
good breaths.

Melodic leaps
might need
legatofication

Individual diction
and tone issues will
be more pronounced
so warm up and take
good breaths.

Diphthong
navigation
Sopranos open
up vowels for
high notes,
tenors close

(3)
Expression/Blend
Challenges

Different voices
singing different
vowels at different
times will
obfuscate the
lyrics without
strong diction

Phrase height
emphasis
Balancing tritone
leap with rest of
texture

Different voices
singing different
vowels at different
times will obfuscate
the lyrics without
strong diction

Slightly
different
phrasing from
the intro

(4)
Communication/
Inspiration
Challenges

Processing that
emotion via
improvisation

Epiphany Processing that
emotion via
improvisation

Catharsis

Title/Composer or Arranger: Pic-nic Tricks for Kicks, Jake DiFebo

Section Description:
Table 3: Pic-nic Tricks for Kicks Rehearsal Guide, Pt. 1

Section Name Refrain A I B C

Measures 1-10, 27-36,
55-64, 160-169

11-18 19-26, 47-54,
76-84, 100-107,
125-132,
152-159,
182-189

37-46 65-76

(1)
Note/Rhythm
Challenges

This provides
stability for the
whole piece.

Rhythms
simple but
important

Distinct
rhythmic
texturing.
Independence
required.

Rhythms
simple but
important

Rhythms
simple but
important

(2)
Tone/Intonation/
Diction

Homophonic
(vowels match
despite new
keys)

Brightness
decisions
“dar-JEE-ling"

Tone may suffer
as people
scramble to
gather their
groceries for the
picnic
(improvise)

Brightness
decisions

Brightness
decision

(3)
Expression/Blend
Challenges

Keeping the
same phrasing
despite new

Blend within
sections

Everyone has to
listen to the
entire ensemble

Blend
within
sections

Blend
within
sections
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vowels in
different keys

WHILE making
decisions.

(4)
Communication/
Inspiration
Challenges

Choreography
for the refrain?

Try to pick
random rhythms
on the chart;
make sure to add
them
incrementally
based on what’s
already been
presented
(cumulative)

Table 4: Pic-nic Tricks for Kicks Rehearsal Guide, Pt. 2

Section Name D E F G End

Measures 85-99 108-124 133-151 170-181 190-207

(1)
Note/Rhythm
Challenges

Rhythms
simple but
important

Rhythms
simple but
important

Rhythms
simple but
important

Rhythms
simple but
important

Mozart to
Bluesy ending is
challenging

(2)
Tone/Intonation/
Diction

Brightness
decisions

Brightness
decisions

Brightness
decisions

Brightness
decisions

Close to
consonant on
“yum”?

(3)
Expression/Blend
Challenges

Blend within
sections

Blend within
sections

Blend within
sections

Blend within
sections

Blend and
balance
throughout
finale

(4)
Communication/
Inspiration
Challenges

Title/Composer or Arranger: Cognizant Consonance, Jake DiFebo

Section Description:
Table 5: Cognizant Consonance Rehearsal Guide, Pt. 1

Section Name A AI B

Measures 1-18 19-27 31-40
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(1)
Note/Rhythm
Challenges

Pelog scale will take
some getting used to.

Improvising with the scale
will take mastery.

Pelog scale will take
some getting used to.
Syncopated rhythms

(2)
Tone/Intonation/
Diction

Brightness
Diction decisions

Consonants must be made
with tongue and lips to not
compromise vowels

Brightness
Diction decisions

(3)
Expression/Blen
d Challenges

Building phrase as more
voices join the texture
Dynamics

Dynamics Building phrase as
more voices join the
texture
Breaking that phrasing
up differently in this
verse
Dynamics

(4)
Communication/
Inspiration
Challenges

What makes for good
lyrics?

Can we express the same
intent without the words?

What makes for good
lyrics?

Table 6: Cognizant Consonance Rehearsal Guide, Pt. 2

Section Name BI C

Measures 40-49 52-60

(1)
Note/Rhythm Challenges

Improvising with the scale will
take mastery.
Syncopated rhythm mastery for
improv
Pickup

Babble and babble and gab all your
consonants away
Harmony of the finale may take
some work

(2)
Tone/Intonation/
Diction

Consonants must be made with
tongue and lips to not
compromise vowels

Brightness
Diction decisions

(3) Expression/Blend
Challenges

Dynamics Dynamics

(4)
Communication/
Inspiration Challenges

Can we express the same intent
without the words?

Can we express the same intent
without the words?
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Suggested Rehearsal Schedules

Legend:
(1) Notes and Rhythms = NR
(2) Tone/Intonation/Diction = TID
(3) Expression/Blend = EB
(4) Communication/Inspiration = CI
Table 7: Living for the Now Rehearsal Schedule, Pt. 1

Living for
the Now

A AI B

Week 1 NR - Are people
singing the right
notes and rhythms
as a section?

-Unison rote
singing with
worksheets

-hirajoshi exercises
to refresh scale

NR – Are people singing the
right notes and rhythms
independently?

-go back to A

-have full sections make
decisions beforehand to have
more stability

NR - Are people singing the
right notes and rhythms as a
section?

-Unison rote singing with
worksheets

-hirajoshi exercises to refresh
scale

Week 2 TID – How do we
sound as a full
group?

In each section?

Diphthong
navigation
Sopranos open up
vowels for high
notes, tenors close

NR – Are people singing the
right notes and rhythms
independently?

-go back to A

-have full sections make
decisions beforehand to have
more stability

TID – How do we sound as a
full group?

In each section?

Diphthong navigation
Brightness of “am”,
“smiling”, “trying”

Week 3 NR - Are people
singing the right
notes and rhythms
as a section?
-Unison rote
singing with
worksheets

-hirajoshi exercises
to refresh scale

NR – Are people singing the
right notes and rhythms
independently?

-go back to A

-have full sections make
decisions beforehand to have
more stability

NR - Are people singing the
right notes and rhythms as a
section?

-Unison rote singing with
worksheets

-hirajoshi exercises to refresh
scale
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Week 4 TID – How do we
sound as a full
group?

In each section?

Diphthong
navigation
Sopranos open up
vowels for high
notes, tenors close

TID – How do we sound
individually?

Diphthong navigation
Sopranos open up vowels for
high notes, tenors close

TID – How do we sound as a
full group?

In each section?

Diphthong navigation
Brightness of “am”,
“smiling”, “trying”

Week 5 EB - Phrase height
emphasis

EB - Different voices singing
different vowels at different
times will obfuscate the lyrics
without strong diction

EB - Phrase height emphasis
Continuous legato polyphony
Commit to breaths

Week 6 EB - Phrase height
emphasis

EB - Different voices singing
different vowels at different
times will obfuscate the lyrics
without strong diction

EB - Phrase height emphasis
Continuous legato polyphony
Commit to breaths

Week 7 CI - Existential
dread

EB - Different voices singing
different vowels at different
times will obfuscate the lyrics
without strong diction

CI - Honest reflection

Week 8 CI - Existential
dread

CI - Processing that emotion
via improvisation

CI - Honest reflection

Table 8: Living for the Now Rehearsal Schedule, Pt. 2

Living for
the Now

BI C CI End

Week 1 NR – Are people
singing the right
notes and rhythms
independently?

-go back to B

-have full sections
make decisions
beforehand to have
more stability

NR - Are people
singing the right
notes and rhythms
as a section?

-Unison rote
singing with
worksheets

-hirajoshi exercises
to refresh scale

NR – Are people
singing the right
notes and
rhythms
independently?

-go back to C

-have full
sections make
decisions
beforehand to
have more
stability

NR - Are people
singing the right
notes and rhythms
as a section?

-Unison rote
singing with
worksheets

-hirajoshi exercises
to refresh scale
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Week 2 NR – Are people
singing the right
notes and rhythms
independently?

-go back to B

-have full sections
make decisions
beforehand to have
more stability

TID – How do we
sound as a full
group?

In each section?

Melodic leaps
might need
legatofication

NR – Are people
singing the right
notes and
rhythms
independently?

-go back to C

-have full
sections make
decisions
beforehand to
have more
stability

NR - Are people
singing the right
notes and rhythms
as a section?

-Unison rote
singing with
worksheets

-hirajoshi exercises
to refresh scale

Week 3 NR – Are people
singing the right
notes and rhythms
independently?

-go back to B

-have full sections
make decisions
beforehand to have
more stability

NR - Are people
singing the right
notes and rhythms
as a section?

-Unison rote
singing with
worksheets

-hirajoshi exercises
to refresh scale

NR – Are people
singing the right
notes and
rhythms
independently?

-go back to C

-have full
sections make
decisions
beforehand to
have more
stability

TID – How do we
sound as a full
group?

In each section?

Diphthong
navigation
Sopranos open up
vowels for high
notes, tenors close

Week 4 TID – How do we
sound
individually?

Diphthong
navigation
Sopranos open up
vowels for high
notes, tenors close

TID – How do we
sound as a full
group?

In each section?

Melodic leaps
might need
legatofication

TID – How do
we sound
individually?

Diphthong
navigation
Sopranos open
up vowels for
high notes, tenors
close

TID – How do we
sound as a full
group?

In each section?

Diphthong
navigation
Sopranos open up
vowels for high
notes, tenors close

Week 5 EB - Different
voices singing
different vowels at
different times will
obfuscate the lyrics
without strong
diction

EB - Phrase height
emphasis
Balancing tritone
leap with rest of
texture

EB - Different
voices singing
different vowels
at different times
will obfuscate the
lyrics without
strong diction

EB - Slightly
different phrasing
from the intro

Week 6 EB - Different
voices singing
different vowels at
different times will

EB - Phrase height
emphasis
Balancing tritone
leap with rest of

EB - Different
voices singing
different vowels
at different times

EB - Slightly
different phrasing
from the intro
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obfuscate the lyrics
without strong
diction

texture will obfuscate the
lyrics without
strong diction

Week 7 EB - Different
voices singing
different vowels at
different times will
obfuscate the lyrics
without strong
diction

CI - Epiphany EB - Different
voices singing
different vowels
at different times
will obfuscate the
lyrics without
strong diction

CI - Catharsis

Week 8 CI - Processing
that emotion via
improvisation

CI - Epiphany CI - Processing
that emotion via
improvisation

CI - Catharsis

Table 9: Pic-nic Tricks for Kicks Rehearsal Schedule, Pt. 1

Pic-nic
Tricks
for Kicks

Refrain A I B C

Week 1 NR - Are
people
singing the
right notes
and
rhythms as
a section?
-Unison
rote
singing
-unison
rhythm
practice
with the
worksheet
-worksheet
duet

NR - Are
people singing
the right notes
and rhythms
as a section?

-Unison rote
singing
-unison
rhythm
practice with
the worksheet
-worksheet
duet

NR – Are
people singing
the right notes
and rhythms
independently?
-go back to
main section

-have full
sections make
decisions
beforehand to
have more
stability

NR - Are
people singing
the right notes
and rhythms as
a section?

-Unison rote
singing
-unison rhythm
practice with
the worksheet
-worksheet duet

NR - Are people
singing the right
notes and rhythms
as a section?

-Unison rote
singing
-unison rhythm
practice with the
worksheet
-worksheet duet

Week 2 TID – Does
the tone
change
across the
various
keys?

Does the
tone vary
by section?

NR - Are
people singing
the right notes
and rhythms
as a section?

-Unison rote
singing
-unison
rhythm
practice with
the worksheet

NR – Are
people singing
the right notes
and rhythms
independently?
-go back to
main section
-have full
sections make
decisions
beforehand to
have more

NR - Are
people singing
the right notes
and rhythms as
a section?

-Unison rote
singing

-unison rhythm
practice with
the worksheet

NR - Are people
singing the right
notes and rhythms
as a section?

-Unison rote
singing
-unison rhythm
practice with the
worksheet
-worksheet duet

13



-worksheet
duet

stability -worksheet duet

Week 3 TID – Does
the tone
change
across the
various
keys?

Does the
tone vary
by section?

TID – How
unified is the
brightness on
every vowel?
Do vowels
match in
general?
Brightness
decisions
“dar-JEE-ling"

NR – Are
people singing
the right notes
and rhythms
independently?
-go back to
main section

-have full
sections make
decisions
beforehand to
have more
stability

TID – How
unified is the
brightness on
every vowel?
Do vowels
match in
general?

TID – How
unified is the
brightness on
every vowel?
Do vowels match
in general?

Week 4 TID – Does
the tone
change
across the
various
keys?
Does the
tone vary
by section?

TID – How
unified is the
brightness on
every vowel?
Do vowels
match in
general?
Brightness
decisions
“dar-JEE-ling"

NR – Are
people singing
the right notes
and rhythms
independently?
-go back to
main section

-have full
sections make
decisions
beforehand to
have more
stability

TID – How
unified is the
brightness on
every vowel?
Do vowels
match in
general?

TID – How
unified is the
brightness on
every vowel?
Do vowels match
in general?

Week 5 EB - Does
the
breathwork
and
phrasing
change
across
multiple
keys?

TID – How
unified is the
brightness on
every vowel?
Do vowels
match in
general?
Brightness
decisions
“dar-JEE-ling"

TID – How is
the tone of
each
independent
singer?

Do some
singers have
individual
diction issues?

TID – How
unified is the
brightness on
every vowel?
Do vowels
match in
general?

TID – How
unified is the
brightness on
every vowel?
Do vowels match
in general?

Week 6 EB - Does
the
breathwork
and
phrasing
change
across

EB – Are we
blended
among
sections?

As a choir?

TID – How is
the tone of
each
independent
singer?

EB – Are we
blended among
sections?

As a choir?

EB – Are we
blended among
sections?

As a choir?
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multiple
keys?

Do some
singers have
individual
diction issues?

Week 7 CI -
Choreo?

EB – Phrasing
as sections?

As a choir?

EB – Is
everyone
listening to the
entire choir
while making
decisions
simultaneously
?

EB – Phrasing
as sections?

As a choir?

EB – Phrasing as
sections?

As a choir?

Week 8 EB – Phrasing
as sections?

As a choir?

CI – Are we
fully
addressing the
cumulative
nature of this
piece in our
improv?

EB – Phrasing
as sections?

As a choir?

EB – Phrasing as
sections?

As a choir?

Table 10: Pic-nic Tricks for Kicks Rehearsal Schedule, Pt. 2

Pic-nic
Tricks
for Kicks

D E F G End

Week 1 NR - Are
people
singing the
right notes
and
rhythms as
a section?

-Unison
rote singing
-unison
rhythm
practice
with the
worksheet
-worksheet
duet

NR - Are
people singing
the right notes
and rhythms as
a section?

-Unison rote
singing
-unison
rhythm
practice with
the worksheet
-worksheet
duet

NR - Are people
singing the right
notes and
rhythms as a
section?

-Unison rote
singing
-unison rhythm
practice with the
worksheet
-worksheet duet

NR - Are
people
singing the
right notes
and rhythms
as a section?

-Unison rote
singing
-unison
rhythm
practice with
the worksheet
-worksheet
duet

NR - Are people
singing the right
notes and
rhythms as a
section?
-fermata’d
chords
-unison rhythm
practice with the
worksheet
-worksheet duet

Week 2 NR - Are
people
singing the
right notes
and

NR - Are
people singing
the right notes
and rhythms as
a section?

NR - Are people
singing the right
notes and
rhythms as a
section?

NR - Are
people
singing the
right notes
and rhythms

NR - Are people
singing the right
notes and
rhythms as a
section?
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rhythms as
a section?

-Unison
rote singing
-unison
rhythm
practice
with the
worksheet
-worksheet
duet

-Unison rote
singing
-unison
rhythm
practice with
the worksheet
-worksheet
duet

-Unison rote
singing
-unison rhythm
practice with the
worksheet
-worksheet duet

as a section?

-Unison rote
singing
-unison
rhythm
practice with
the worksheet
-worksheet
duet

-fermata’d
chords
-unison rhythm
practice with the
worksheet
-worksheet duet

Week 3 TID – How
unified is
the
brightness
on every
vowel?
Do vowels
match in
general?

TID – How
unified is the
brightness on
every vowel?
Do vowels
match in
general?

TID – How
unified is the
brightness on
every vowel?
Do vowels match
in general?

TID – How
unified is the
brightness on
every vowel?
Do vowels
match in
general?

TID – How
unified is the
brightness on
every vowel?
Do vowels
match in
general?

Week 4 TID – How
unified is
the
brightness
on every
vowel?
Do vowels
match in
general?

TID – How
unified is the
brightness on
every vowel?
Do vowels
match in
general?

TID – How
unified is the
brightness on
every vowel?
Do vowels match
in general?

TID – How
unified is the
brightness on
every vowel?
Do vowels
match in
general?

TID – How
unified is the
brightness on
every vowel?
Do vowels
match in
general?

Week 5 TID – How
unified is
the
brightness
on every
vowel?
Do vowels
match in
general?

TID – How
unified is the
brightness on
every vowel?
Do vowels
match in
general?

TID – How
unified is the
brightness on
every vowel?
Do vowels match
in general?

TID – How
unified is the
brightness on
every vowel?
Do vowels
match in
general?

TID – How
unified is the
brightness on
every vowel?
Do vowels
match in
general?

Week 6 EB – Are
we blended
among
sections?

As a choir?

EB – Are we
blended
among
sections?

As a choir?

EB – Are we
blended among
sections?

As a choir?

EB – Are we
blended
among
sections?

As a choir?

EB – Are we
blended and
balanced among
sections?

As a choir?
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Week 7 EB –
Phrasing as
sections?

As a choir?

EB – Phrasing
as sections?

As a choir?

EB – Phrasing as
sections?

As a choir?

EB – Phrasing
as sections?

As a choir?

EB – Phrasing as
sections?

As a choir?

Week 8 EB –
Phrasing as
sections?

As a choir?

EB – Phrasing
as sections?

As a choir?

EB – Phrasing as
sections?

As a choir?

EB – Phrasing
as sections?

As a choir?

EB – Phrasing as
sections?

As a choir?

Table 11: Cognizant Consonance Rehearsal Schedule, Pt. 1

Cognizant
Consonance

A AI B

Week 1 NR - Are people
singing the right
notes and rhythms
as a section?

-pelog exercises to
refresh scale

-Speak the rhythms

NR – Are people singing the
right notes and rhythms
independently?

-go back to A

-have full sections make
decisions beforehand to have
more stability

NR - Are people singing
the right notes and
rhythms as a section?

-pelog exercises to
refresh scale

-Speak the rhythms

Week 2 NR - Are people
singing the right
notes and rhythms
as a section?
-pelog exercises to
refresh scale

-Speak the rhythms

NR – Are people singing the
right notes and rhythms
independently?

-go back to A

-have full sections make
decisions beforehand to have
more stability

NR - Are people singing
the right notes and
rhythms as a section?

-pelog exercises to
refresh scale

-Speak the rhythms

Week 3 TID- How bright do
we sound as
sections?

As a group?

NR – Are people singing the
right notes and rhythms
independently?

-go back to A

-have full sections make
decisions beforehand to have

TID- How bright do we
sound as sections?

As a group?
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more stability

Week 4 TID- How strong is
each section's
diction?
The whole group?

TID - Consonants must be
made with tongue and lips to
not compromise vowels

TID- How strong is each
section's diction?

The whole group?

Week 5 EB - Building
phrase as more
voices join the
texture

TID - Consonants must be
made with tongue and lips to
not compromise vowels

EB - Building phrase as
more voices join the
texture
Breaking that phrasing up
differently in this verse

Week 6 EB - Dynamics EB - Dynamics EB - Dynamics

Week 7 CI - What makes for
good lyrics?

CI - Can we express the
same intent without the
words?

EB - Dynamics

Week 8 CI - What makes for
good lyrics?

CI - Can we express the
same intent without the
words?

CI - What makes for
good lyrics?

Table 12: Cognizant Consonance Rehearsal Schedule, Pt. 2

Cognizant
Consonance

BI C

Week 1 NR – Are people singing the right
notes and rhythms independently?

-go back to B

-have full sections make decisions
beforehand to have more stability

NR - Are people singing the right
notes and rhythms as a section?

-pelog exercises to refresh scale

-Speak the rhythms

Week 2 NR – Are people singing the right
notes and rhythms independently?

-go back to B

-have full sections make decisions
beforehand to have more stability

NR - Are people singing the right
notes and rhythms as a section?

-pelog exercises to refresh scale

-Speak the rhythms
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Week 3 NR – Are people singing the right
notes and rhythms independently?

-go back to B

-have full sections make decisions
beforehand to have more stability

TID- How bright do we sound as
sections?

As a group?

Week 4 TID - Consonants must be made with
tongue and lips to not compromise
vowels

TID- How strong is each section's
diction?

The whole group?

Week 5 TID - Consonants must be made with
tongue and lips to not compromise
vowels

EB - Building phrase as more voices
join the texture

Week 6 EB - Dynamics EB - Dynamics

Week 7 EB - Dynamics CI - Can we express the same intent
without the words?

Week 8 CI - Can we express the same intent
without the words?

CI - Can we express the same intent
without the words?

19



Embedded Choral Improv Etude No. 1

for SATB

Living for the Now
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œœ ‰

œœJ
œœnJ ‰ ‰ œœJ

œœJ ‰ ‰ œœ## J
˙̇ œœœn ‰

œœœJ
œœœnJ ‰ ‰ œœœJ

œœœJ ‰ ‰ œœœ## J
˙̇̇

œ ‰
œj œj

‰ ‰
œ
j

œ
j ‰ ‰

œ#
j
˙ œ ‰

œj œj
‰ ‰

œ
j

œ
j ‰ ‰

œ#
j
˙ œ ‰

œj œj
‰ ‰

œ
j

œ
j ‰ ‰

œ#
j
˙ œ ‰

œj œj
‰ ‰

œ
j

œ
j ‰ ‰

œ#
j
˙
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S.

A.

T.

B.

Pno.

I'm

mf

go ing- to the pic nic- and I'm gon na- bring to you lots of yum my- good ies- and you

160

I'm

mf

go ing- to the pic nic- and I'm gon na- bring to you lots of yum my- good ies- and you

I'm

mf

go ing- to the pic nic- and I'm gon na- bring to you lots of yum my- good ies- and you

I'm

mf

go ing- to the pic nic- and I'm gon na- bring to you lots of yum my- good ies- and you

S.

A.

T.

B.

Pno.

know I'm tal kin'- food! so at the store go get some more of what you want to bring The

165

know I'm tal kin'- food! so at the store go get some more of what you want to bring The

know I'm tal kin'- food! so at the store go get some more of what you want to bring The

know I'm tal kin'- food! so at the store go get some more of what you want to bring The

S.

A.

T.

B.

Pno.

gro cery- list you've writ ten- now I'd like to hear you sing!

168

gro cery- list you've writ ten- now I'd like to hear you sing!

gro cery- list you've writ ten- now I'd like to hear you sing!

gro cery- list you've writ ten- now I'd like to hear you sing!

& # ∑

& # ∑

&
‹
# ∑

?# ∑

& #

?# ∑

& #

& #

&
‹
#

?#

& #

?#

& #

& #

&
‹
#

?#

& # ?

?#

Ó Œ ‰ œj œ œ œ œ œ œ œ œ œ œ œ œ# œ Œ œ œ œ œ œ œ œ œ

Ó Œ ‰ œj œ œ œ œ œ œ œ œ œ œ œ œ# œ Œ œ œ œ œ œ œ œ œ

Ó Œ ‰ œj œ œ œ œ œ œ œ œ œ œ œ œ# œ Œ œ œ œ œ œ œ œ œ

Ó Œ ‰ œj œ œ œ œ œ œ œ œ œ œ œ œ# œ Œ œ œ œ œ œ œ œ œ

œ œ œ œ œ œ œ œb œœœœ
j ‰ Œ ˙̇̇̇ Œ™ œœœ ™™™ œœœ Œ™ œœœ ™™™ œœœ œœœ Œ™ œœœ ™™™ œœœ

œj ‰ Œ ˙ œ œ œ œ œ œ œ œ œ# ˙ œ œ œ œ œ œ

œ œ œ œ# œ ‰ œJ œ œ œ œ œ œ œ œ œ œ œ œ# œ ‰ œJ

œ œ œ œ# œ ‰ œj œ œ œ œ œ œ œ œ œ œ œ œ# œ ‰ œJ

œ œ œ œ# œ ‰ œ# j œ œ œ œ œn œ œ œ œ œ œ œ# œ ‰ œj

œ œ œ œ# œ ‰ œJ
œ œ œ œ œ œ œ œ œ œ œ œ# œ ‰ œJ

Œ™ œœœ ™™™ œœœ œœœ Œ™ œœœ ™™™ œœœ Œ™ œœœ ™™™ œœœ

œ œ œ# ˙ œ œ œ œ œ œ œ œ œ# ˙

œ œ œ œ œ œ œ œ œ œ œ œ# œ Œ

œ œ œ œ œ œ œ œ œ œ œ œ œ Œ

œ œ œ œ œ œ œ œ œ œ œ œ œ Œ

œ œ œ œ œ œ œ œ œ œ œ œ# œ Œ

Œ™ œœœ ™™™ œœœ Œ™ œœœ
œœœœ œœœœ œœœœ

œ œ œ œ œ œ œ œ œ# œ œœ œœ œœ
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S.
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T.

B.

Pno.

Ap ples- Ha li- but-

G
170

Ba na- nas- Eggs

Cu cum- ber- Fe ta- Ice cream sand wich- es-

Dar jee- ling- tea Green on ion- Jam ba- la- ya-

G

S.

A.

T.

B.

Pno.

Ket tle- corn Noo dle- cas se- role- Que so- di a- blo- Xy li- tol-

175

Lime Oat me al- ra vi- o- li U don- noo dles-

Pep per- ro- ni- piz za- Sri ra- cha- Ve g'ta- ble-

Mac a- ro- ni- and chee To TSSS Wa ter- me- lon-

™™

™™

™™

™™

™™

™™

S.

A.

T.

B.

Pno.

182

mfmp

& # ∑ ∑ ∑3

& # ∑ ∑ ∑

&
‹
# ∑ ∑

?# ∑ ∑ 3

?# ∑ ∑ ∑ ∑ ∑

?#

& # 3 ∑ 3 ∑ ∑3 3

& # ∑ 3 ∑ ∑3

&
‹
# ∑ ∑ ∑ ∑

?# ∑ ∑ ∑ ∑

?# ∑ ∑ ∑ ∑ ∑ ∑ ∑
?#

& # n

& # n

&
‹
# n

?# n

?# ∑ ∑ .
. .

. .
.

. .
. &

n

?#
. . . . . . . . .

n

œn j œ ™ Ó Ó œ œ œ Œ

Œ ‰ œj œ œ Œ ˙ Ó

œ œ œ Ó Ó Œ œ œ œ œ œ œ œ Ó

Œ ‰ œ# j œ œ œ œ œ œj ‰ Ó Ó œ œ œ œ

ææ
ww

ææ
ww

ææ
ww

ææ
ww

ææ
ww

œ œ œ Œ Ó Ó œ œj œ œ œ œ œ œ œ œjÓ Ó œ ™ œ ™ œ

Ó Œ œ œ œ œŒ Ó Ó ‰œ œ œ œj œ œ œ œ ™ Ó

Ó œ œ œ œ œ œ ‰ ≈œr œ œ Ó Ó œ ™ œ œj ‰

‰ œ œ œ œ œ œJ ‰ Œ Ó œ ¿ œ œ œ œ Œ Ó

ææ
ww

ææ
ww

ææ
ww

ææ
ww

ææ
ww

ææ
ww

ææ
ww

˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙

˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙

˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙

˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙ ˙

œ ‰ œj œj ‰ ‰ œj œj ‰ ‰ œ# j ˙
œœ ‰ œœJ

œœnJ ‰ ‰ œœ
j

œœ
j ‰ ‰ œœ##

j
˙̇

œœœn ‰ œœœJ
œœœnJ ‰ ‰ œœœ

j
œœœ
j ‰ ‰ œœœ##

j
˙̇̇

œ ‰ œj œj ‰ ‰ œj œj
‰ ‰

œ# j ˙ œ ‰ œj œj ‰ ‰ œj œj
‰ ‰

œ# j ˙ œ ‰ œj œj ‰ ‰ œj œj
‰ ‰

œ# j ˙ œ ‰ œj œj ‰ ‰ œj œj
‰ ‰

œ# j ˙
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Yum Yum Yum Yum Yum Yum

190

Yum Yum Yum Yum Yum Yum

Yum Yum Yum Yum Yum Yum

Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum

S.

A.

T.

B.

Pno.

Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Zuc chi- ni-

197

Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Zuc chi- ni-

Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Zuc chi- ni-

Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Yum Zuc chin- i-

mf

& ∑ ∑ ∑ ∑

& ∑ ∑ ∑ ∑

&
‹

∑ ∑ ∑ ∑

? ∑ ∑

& ∑ . .
? ∑

.

&

&

&
‹

?

&
. . . . . . .

?
. . . . .

∑

Œ ˙ œ œ ˙ œ œ ˙ œ

œ Œ œ Œ œ Œ œ Œ œ Œ œ Œ

Œ ˙ œ œ ˙ œ# œ ˙ œ

œ Œ œ Œ œ Œ œ Œ œ Œ œ Œ œ Œ œ Œ œ Œ œ Œ

œ œ œ œ œ œ# œ œb œœœœ#
j ‰ Œ

˙̇̇̇# œœœJ ‰ Œ Ó Ó Œ œœœœ# œœœ Œ Ó œ ‰ œj œj ‰ ‰
œj

˙ ˙ œj ‰ Œ ˙ œJ ‰ Œ Ó Ó Œ œ# œ Œ Ó œ ‰ œ# j œj ‰ ‰ œj

œ ˙ œ œ ˙ œ œ ˙ œ œ ˙ œ œ œ ˙ œ Œ œ Œ œ Œ œ Œ ˙ Ó ˙ ™ œb wn w

œ Œ œ Œ œ Œ œ Œ œ Œ œ Œ œ Œ œ Œ œ Œ ˙ œ Œ œ Œ œ Œ œ Œ ˙ Ó ˙ ™ œ wb w

œ ˙ œ# œ ˙ œ œ ˙ œ# œ ˙ œ œ œ ˙# œ Œ œ# Œ œ Œ œ Œ ˙ Ó ˙ ™ œ w w

œ Œ œ Œ œ Œ œ Œ œ Œ œ Œ œ Œ œ Œ œ Œ ˙ œ Œ œ Œ œ Œ œ Œ ˙ Ó ˙ ™ œ w w

œj
‰ ‰

œ# j ˙ œœ ‰ œœ
j
œœn
j ‰ ‰

œœ##
j

œœ
j ‰ ‰

œœ##
j
˙̇# œœœn ‰ œœœ#

j
œœœn
j ‰ ‰

œœœ
j

œœœ
j ‰ ‰

œœœ##
j
˙̇̇#

Œ œœœnn Œ œœœ# Œ
œœœ Œ

œœœ œœœ Œ Ó
˙̇̇̇b ™™™
™

∏∏∏
∏ œœœœ œœœn Œ Ó

wwwb∏∏∏∏

œj
‰ ‰

œ# j ˙ œ ‰ œ# j œj ‰ ‰ œj œj
‰ ‰

œ# j ˙ œ ‰ œ# j œj ‰ ‰ œj œj
‰ ‰

œ# j ˙ Œ
œœ

Œ
œœ

Œ
œœ

Œ œœ Œ ‰
œœ œœ ˙̇ ˙̇

˙̇ ww
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Figure 2: Pic-nic Tricks for Kicks, Score
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Piano mf

q = 140

To

mf6

for

mf

good ly rics?-

What

mf

makes for good ly rics?-

makes

mf

good ly rics?-

mp

cap ture- the hu man- sp irit- We try to find the per fect- word

12

cap ture- the hu man- sp irit- find the per fect- word

hu man- sp irit- find the per fect- word

the hu man- sp irit- We try to find the per fect- word

To help make sense of what oc curred.-

16

To help make sense of what oc curred.-

To help make sense of what oc curred.-

sense of what oc curred.-

mf p

44
44

&

Cognizant Consonance

Jake DiFebo

Embedded Choral Improv Etude No. 3

for SATB

?

& ∑ ∑ ∑ ∑

& ∑ ∑ ∑ ∑

&
‹

∑ ∑ ∑ ∑

? ∑ ∑ ∑ ∑

& ? &

?

&

&

&
‹

∑

?

&
?

& ∑

& ∑

&
‹

∑

? ∑

&

?

‰ œJ œ œ œ œ œb œ ‰ œJ œ œ œ œn œb œ ‰ œJ œ œ œb œ œ œ ‰ œJ œ œ œb œ œ œ ‰ œJ œ œ œb œ œ œ

ww ˙ ˙ wwb ˙ œ œb wwn

∑ Ó Œ œ

Ó Œ œ ˙ œb œ œj ‰
œ ˙ œ ˙ œ œ œJ ‰

Ó ˙ ˙ œb œ œJ ‰
‰ œJ œ œ œb œ œ œ ‰ œnJ œ œ œ œ œ œ ‰ œj œ œ œ œ œ œ ‰

œJ œ œ œ œ œ œ ww ˙ ˙

ww ˙ ˙ ww ww œ œ œ œ œ œ œb œ œ œ œ œ œ œn œb œ

œ ˙ œ œ œ œ œb œJ ‰ ‰ œJ œ œ œ œ œ œ ˙ Ó

Œ œb œ œ œb œ œ œ œj ‰ Ó œ œ œ œ ˙b Ó

œ œ œb œ œJ ‰ Ó œ œ œ œ ˙ Ó

Ó Œ œ œ œ œ œ œJ ‰ ‰ œJ œ œ œb œ œ œ ˙ Ó

wwb ˙ œ œb ˙̇n ˙̇b ww

œb œ œ œ œb œ œ œ œ œ œ œ œb œ œ œ œ œ œ œ œb œ œ œ œ œ œ œ œb œ œ œ

‰ œJ œ œ œ œ œ œ ˙ Ó

‰ œj œ œ œn œ œ œ ˙ Ó

‰ œJ œ œ œ œ œ œ ˙ Ó

Ó œ œ œ œ ˙ Ó

˙ ˙ ww ww

‰ œn j œ œ œ œ œ œ ‰ œj œ œ œ œ œ œ ‰ œj œ œ œ œ œ œ

2
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[ɑ] [ɑ] [ɑ]

mf19

[o]

mp

[ɑ] [ɑ] [ɑ] [ɑ]

mf

[ɑ]

mp

[i] [ɑ] [ɑ] [ɑ] [i]

mf

[o]

mp

[ɑ] [ɑ] [ɑ] [i]

mf

Would

mf28

not

mf

speak a word?

But what

mf

if we could not speak a word?

if we could

mf

not speak a word?

mf mp

we still com mun- i cate- and be heard? all we could mus ter- were a con so- nant,- lives as con fi- dent?-

34

still com mun- i cate- and be heard? mu ster- were a con so- nant,- Would we live our lives as con fi- dent?-

and be heard? If all we could mus ter- were a con so- nant,- Would we live our lives as con fi- dent?-

cate and be heard? mus ter- were a con so- nant,- lives as con fi- dent?-

mf pp

&
[f], [p], [t], [w] [h], [k], [n], [s] [f], [g], [l], [m] ∑ bb

&
[k], [p], [s], [t]

[f], [p], [t], [w] [h], [k], [n], [s] [f], [g], [l], [m]

∑ bb

&
‹

[k], [p], [s], [t]

∑
[f], [p], [t], [w] [h], [k], [n], [s] [f], [g], [l], [m]

∑ bb

?
[k], [p], [s], [t]

[f], [p], [t], [w]
[h], [k], [n], [s]

[f], [g], [l], [m]

∑ bb

& bb
? bb

& bb ∑ ∑ ∑ ∑

& bb ∑ ∑ ∑ ∑

&
‹
bb ∑ ∑ ∑

?bb ∑ ∑ ∑ ∑

& bb

?bb

& bb

& bb ∑

&
‹
bb ∑ [d], [n], [s], [w]

?bb ∑

& bb

?bb

∑ Ó Œ œ œ ˙ œ œ œ œ œb œJ ‰ ‰ œJ œ œ œ œœ œ ˙ Ó ‰ œJ œ œ œ œœœ ˙ Ó

Ó Œ œ ˙ œb œ œj‰ Œ œb œ œ œb œ œ œ œj‰ Ó œ œœ œ ˙b Ó ‰ œj œ œ œn œœœ ˙ Ó

œ ˙ œ ˙ œ œ œJ ‰ œ œ œb œ œJ ‰ Ó œ œœ œ ˙ Ó ‰ œJ œ œ œ œœœ ˙ Ó

Ó ˙ ˙ œb œ œJ ‰ Ó Œ œ œ œ œ œ œJ ‰ ‰ œJ œ œ œb œœ œ ˙ Ó Ó œ œœœ ˙ Ó

ww ˙ ˙ wwb ˙ œ œb ˙̇n ˙̇b ww ˙ ˙ ww ww

œ œœœ œœ œb œ œ œœœ œ œn œb œ œb œ œ œ œb œœ œ œ œ œ œ
œb œ œ œ œ œ œ œ

œb œœ œ œ œ œ œ œb œœœ ‰ œn j œ œ œ œœœ ‰ œj œœ œœœœ ‰ œj œ œ œ œ œ œ

∑ Ó Œ œ

Ó Œ œ œ œ œb œ œj ‰

Ó Œ œ œJ œ œJ œ œ œ œ œ œ œJ ‰

‰ œ œJ œ œ œ œ œb œ œJ ‰

Ó œ œ œ œ ˙ œ œ œ œ ˙ œ œ œ œ
˙̇̇̇ Ó ww ˙ ˙

œ œ œ œ ˙ œ œ œ œ ˙ œ œ œ œ ˙
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œb œ œ œ œ œ œ œn œb œ

œ œ œ œ œ œ œ œ œ œb œj ‰ œ œ œ œ œ ‰ œJ œ œ œ œ œ Œ Ó œ œ œ œ ˙ Ó Ó Ó

Œ œb œ œ œ œ œb œ œ œ œj ‰ Ó œ œ ‰ œj œ œb œ œ œ Œ œ œ œ œ œ œ œ œ ˙ Ó

œ œ œb œ œ œ œ œ œ œ œ ‰ œJ œ œ œ œ œ Œ œ œ œ œ œ œ œ œ ˙ Ó Ó Œ œ

Ó Œ œ œ œ œ œ œJ ‰ Ó œb œ ‰ œJ œ œ œ œ œ Œ Ó œ œ œ œ ˙ Ó

wwb ˙ œ œb ˙̇n œœb ™™ œœJ
ww ˙ ˙ ww ww

œb œ œ œ œb œ œ œ œ œœ œ
œb œ œ œ œ œ œ œ œb œ œœ œ œ œ œ œb œœœ ‰ œn j œ œ œ œ œ œ ‰ œjœœœ œ œ œ ‰œjœœœœ

œœ

3
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p f41

p f

p f sub. p

p f

mf pp

Just

mf

bab ble- and bab ble- and gab all your

50

mf

know what to say bab ble- and gab all your

Next

mf

time you don't know what to say gab all your

you

mf

don't know what to say all your

mf

con so nants- - a way- Sure they'll be ut ter- ly- con fused- But you will al ways- be a mused!-

55

con so- nants- a way- ut ter- ly- con fused- But you will al ways- be a mused!-

con so- nants- a way- ut ter- ly- con fused- But you will al ways- be a mused!-

con so- nants- a way- Sure they'll be ut ter- ly- con fused- But you will al ways- be a mused!-

°

54

54

54

54
54

54

54 44 98 58

54 44 98 58

54 44 98 58

54 44 98 58

54 44 98 58

54 44 98 58

58 24 44

58 24 44

58 24 44

58 24 44

58 24 44

58 24 44

& bb
[b], [h], [k], [w]

[b], [k], [s], [w] [f], [l], [k], [w]

∑

& bb
[d], [n], [s], [w]

[b], [h], [k], [w] [b], [k], [s], [w] [f], [l], [k], [w]

∑

&
‹
bb

[d], [n], [s], [w]

∑
[b], [h], [k], [w] [b], [k], [s], [w] [f], [l], [k], [w]

(first time only) 

[d], [n], [s], [w]

?bb
[d], [n], [s], [w] [b], [h], [k], [w] [b], [k], [s], [w] [f], [l], [k], [w]
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Improvisation Worksheets

Living for the Now: SOPRANO

A Section Improv Choices – mm. 15-22

Figure 4: Living for the Now, Soprano, A Section - A

Figure 5: Living for the Now, Soprano, A Section - B

Figure 6: Living for the Now, Soprano, A section - C

(Two options for D)
Figure 7: Living for the Now, Soprano, A section - D
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B Section Improv Choices – mm.44-51

Figure 8: Living for the Now, Soprano, B section - A

Figure 9: Living for the Now, Soprano, B section - B

Figure 10: Living for the Now, Soprano, B section - C

Figure 11: Living for the Now, Soprano, B section - D

46



C Section Improv Choices – mm. 69-76

Figure 12: Living for the Now, Soprano, C section - A

Figure 13: Living for the Now, Soprano, C section - B

Figure 14: Living for the Now, Soprano, C section - C

Figure 15: Living for the Now, Soprano, C section - D

47



Living for the Now: ALTO

A Section Improv Choices – mm. 15-22

Figure 16: Living for the Now, Alto, A section - A

Figure 17: Living for the Now, Alto, A section - B

Figure 18: Living for the Now, Alto, A section - C

Figure 19: Living for the Now, Alto, A section - D
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B Section Improv Choices – mm.44-51

Figure 20: Living for the Now, Alto, B section - A

Figure 21: Living for the Now, Alto, B section - B

Figure 22: Living for the Now, Alto, B section - C

Figure 23: Living for the Now, Alto, B section - D
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C Section Improv Choices – mm. 69-76

Figure 24: Living for the Now, Alto, C section - A

Figure 25: Living for the Now, Alto, C section - B

Figure 26: Living for the Now, Alto, C section - C

Figure 27: Living for the Now, Alto, C section - D
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Living for the Now: TENOR

A Section Improv Choices – mm. 15-22

Figure 28: Living for the Now, Tenor, A section - A

Figure 29: Living for the Now, Tenor, A section - B

Figure 30: Living for the Now, Tenor, A section - C

(Two options for D)
Figure 31: Living for the Now, Tenor, A section - D
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B Section Improv Choices – mm.44-51

Figure 32: Living for the Now, Tenor, B section - A

Figure 33: Living for the Now, Tenor, B section - B

Figure 34: Living for the Now, Tenor, B section - C

Figure 35: Living for the Now, Tenor, B section - D
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C Section Improv Choices – mm. 69-76

Figure 36: Living for the Now, Tenor, C section - A

Figure 37: Living for the Now, Tenor, C section - B

Figure 38: Living for the Now, Tenor, C section - D

Figure 39: Living for the Now, Tenor, C section - D
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Living for the Now: BASS
A Section Improv Choices – mm. 15-22

Figure 40: Living for the Now, Bass, A section - A

Figure 41: Living for the Now, Bass, A section - B

Figure 42: Living for the Now, Bass, A section - C

Figure 43: Living for the Now, Bass, A section - D
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B Section Improv Choices – mm.44-51

Figure 44: Living for the Now, Bass, B section - A

Figure 45: Living for the Now, Bass, B section - B

Figure 46: Living for the Now, Bass, B section - C

Figure 47: Living for the Now, Bass, B section - D
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C Section Improv Choices – mm. 69-76

Figure 48: Living for the Now, Bass, C section - A

Figure 49: Living for the Now, Bass, C section - B

Figure 50: Living for the Now, Bass, C section - C

Figure 51: Living for the Now, Bass, C section - D
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University Music Students. Front. Psychol. 12:623312. doi: 10.3389/fpsyg.2021.623312

A study on university music students’ perceptions of their teachers and how well they met their

basic psychological needs (autonomy, relatedness, competence), as compared to their type of

perfectionism (maladaptive or adaptive). It was found that flourishing was more related to

students who felt their BPN were met; frustration and perfectionism as it is colloquially known

were more related to students whose needs were not met.

Hogle, L. A. (2021). Fostering singing agency through emotional differentiation in an inclusive

singing environment. Research Studies in Music Education, 43(2), 179–194.

https://doi-org.ezproxy2.library.colostate.edu/10.1177/1321103X20930426

A phenomenological study of singing self-efficacy as it relates to musical shame. Research

suggests that singing shame is often a result of “wounding [producing] deficit, disability, and

shame.” Four themes occurred: Wounding incidents, Seeking singing agency through enhancing

and protective strategies, perceived obstacles to singing self-efficacy, and personal definitions of

what it means to be a good singer.

Reeve, John Marshall. (2016). Autonomy-Supportive Teaching: What It Is, How to Do It.

10.1007/978-981-287-630-0_7.

An extremely important article detailing how music teachers can support autonomy in their

teaching. Since improvisation is inherently vulnerable, it is essential that all improvisers feel
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autonomy, relatedness, and competence (Basic Psychological Needs Theory). One major aspect

is acknowledging negative affect and allowing that emotion to be valid without any challenge to

processing it.

Silvey, Philip E. (2016). Awakening Creativity in the Choral Classroom. In Musicianship:

Composing in Choir.

Teacher-composer Silvey argues that before any composing can take place, students must learn

how to act and think creatively. There are three principles he posits for how to do this: (1)

creators seek inspiration and have intentions at the outset of the process, (2) creators work from

multiple options, (3) creators make value judgements about ideas.

Weisberg, R.W. (1986). Creativity: Genius and other myths. New York: W. H. Freeman and

Company.

Weisberg argues that creativity can and should be scaffolded. There are different levels of stakes

in creativity that matter a great deal for teaching developing creators. He also devotes much of

the writing to defeating the myth of the “musical genius”.
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