Amerfcan Academy of
Teachers of Singing

The foeraal of Shuging continues
o publish selected pronouncements
issued by the American Academy of
Teachers of Singhg, For a brief history
of the organization and Hs umiQue
relationship ro NATS, the reader is
veferved to the Joarnal of Singing 58,
o, 1 {September/October 2001).
Sirce 1922, the year of its founding,
the American Academy of Teachers

of Singing has been sctively writing

ang disseminating papers on all sub-
}ifém pmt;iimng o the tci.u.hmg of
singing, This Statement, “Prometing

Voeal Mealth in the Production of

Fhigh School Music Theater,”
recently spproved origingl document
that makes i firsy appearance in this
publication. Becaise Statements atise
out of the Acadeny as a whole rather
than reflect the thinking of an inds-
vidual or sinall group, it is mportant
to list the organization's mentbership
at the fime of the drafting of 2 par

15 ®

ticudar Statement. The appearance of

fhe Sratements in the fenraal of Singe
ing, however, does not imply NATS
andorsement, nor does their content
necessarily reflect the phitosophy of
NATS o the Jmwrnal of Siing, Read-
ers are vited wrvisic the AATS web
site iwx swvorcetrachersacads m};,:,}rg} .
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PROMOTING VOCAL HEALTH
N THE PRODUCTION OF HIGH
SCHOOL MUSIC THEATER

naysic Theater is Valuable

The armual production of 2 music
theator work is one of the most pop-
ular eveots on the calendar of most
high school music departmients. Many
HUsie programs experience an up-
surge of interest due W such prajects,
and there often are financial re-

vards—a significant point in o tdme
when performing arts budgets are
heing cul.

Thers are o number of positive edu-

cational values in the production of

4 school musical. Fivst, Amertean
musice theater certainly deserves sert-
ous stndy, for it is well established in
the canen of American music Second,
as a school project, the musical uso-
ally requires thai the choral and
instrornenil music departments Com-
bine their talents and effors with o
number of other departments—art,
drama, industrial arts—achieving a
schiont spinit often reserved only for
arhdetic or social events. Thivd, the

oraduction of 2 musical demands of

the students a high degree of disei-
pline amd responsibility, so, with the
right divection, it can be the impetus
for diseovering amd nurturing student
talent and creativily.
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Potential Difficulty

Ohie serious concern and mas
drawhaek for high school music e
ater productions—the possibility of
damage to adolescent voices-—bears
careful constderation. Musie theater
is written for professional actors and
singers, generally well trained and
highly seasoned performers. Fre
quently, parts and songs are written
with specific actors or voices i mind
and are madified in rehearsal so that
they fit the performer perfectly, Some
tmes hundreds of volees are audh-
viomed wntit the right volee or actor
3 Foumned For the part. Music theater, for
the last half of the century, has been
an electrorically amplified medivme
a most important point in how the
vuice 1s used, Young students should
not be expected to do the same things
that major Broadway performers do.
if established, vocally trained Broad-
way stars sulfer vocal strain during
the rehearsal period orrun of a
Broadway show—ard they do—how
niueh more could this oceur in youngd,
fmature, high sehoolbaged voices?
Vocal issues must be a priority when
feachers are contemp ldtiﬂ‘f the pro-
duetion of a musical, choosing the
musical, casting the parts, deternin-
ing the length and structure of the
rehearsal period, staging the s
aned choosing the accompariment o

fow,
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be used. 1t is imperative that music
departments undertaking such s prop

ect include voice nstruction for thew

students from within the department
or from qualified cutside voice teach-
ers—particulariy those familiar with
music theater.

How to Proceed Safely

First, the work must be chosen
carefully, A choral/vocal director
should huve some idea of his/her st
dents’ abilities and the show’s voeal
and drarmaiic paranicters even before
ciasting beging. Musicals do not make
etual demands of the voice or acting
ability, 1T the potential falent pool
seems seill in any glven vearn a shany
with few chavacters or a student-devel-
oped show with a review-type format
might be a good chaice, Tt nught be

Richard Dale Sjoerdsma

necessary, particularly i small scheools,
to educate the administration not
expect a music theater production
automatically each vear if it is not in
the best interest of the students or
overall miusic progran. Some shows
have demanding choral parts or ask
sinders to dance while singing, and
some reguire heavy or cumbersonte
costumes thar may inrerfere with
votal production. Some shows are
written well for the volee and some
are nof, in that the music makes
demands on the singer that are unrea-
sonable even for a seasoned, expert-
enced professional. A show should
he examined for all these Factors as
part of selecting it for production,
Additionally. any show can be exam-
inedd for potential euts and alterations.
Some performance contructs may pro-

hihit this, but many do sor and some-
ties spocial permissions can be
granted for amateur performance. A
cut verse, a rewritten ont-of-range
finale, a key transposition—all can go
a fong way toward lessening vocal
strain without damaging the intedrity
of the show, _
Second, voeal comsiderations always
should be paramount i casting, 1vis
tempting to seck the ideal fonk fora
partiaular charseter, but it should not
be assumed that soy actor ¢an be
taught to sing something bevond
his/her voeal capability. Whenever
possible, double casting or event riple
casting should he attewipted for load-
ing roles, especially iF the covering
singers can be guaranteed one per-
formance in the run and are them-
selves cast in regudar, smallor roles,
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Aldfernte casting sHows omergencies
to he covered, and singers can be sale
stituted for each other at the frstsigin
of voeal styvain i rehearsals (which
ean be more maxing vocally than an
actual performance). Whenever pos-
sible suditions should be held in the
aunditoriem where the performance
is 10 take piace st with some sort of
sound systens in effect—avoiding the
aced tor volume 1o he g major con-
sideration. Casting will probably be
a gomposite decision of tie produc-
ficn staff, but ideally the final author-
ity should rest with the chorp! dircetos/
rotve teachor whier can hesy assess the
voeal requirements of the pares and
corresponding abiities of the student.
Fhisd, rebwearsals should be planned
for maximum efficieney and mini-
mum vocal stran, Rebiearssl times
should he scheduled thoughifidly and
generally are bust when Hmited to nof
more than two hours of singing.
Allowances must be made for ere.
atbvity and spontaneity, but certain
physical and musical regquirements
are butlt into the seove of any music
theater work, 1t
witt the vebearsel Hself to wark o
these regquiremenis. Onee U s under
stood just what each rehcarsal is to
accomplish, it can be determined how
mueh Hime that rehearsalwill ke or
how many repetitions of a specific
rehearsal unit are necessary, Vocal
stradn alse can be avorded i the samo
students are not reguired to sing in
every rehea: raat, D13 20PN pAs0s, S0Ime
singers may 1ot necd o be present at
ali vrehearsals, especially when the
show is double or triple cast.
Fourth, a Hexible attitude toward
staging can hielp avold strain tn young
voices, Good posture is o requisiie for
good voloe production. A simple shift
i stage position, o move from sitting
Crostanding, @ b of the head 1o a
more comfbortable

f
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gy sall and insignthicant facorm in
an averall production—can go far
toward a&‘»‘-’ﬂiiiii'zzf vocal strain, The
choral divector/volee teacher needs
oy vernin vigiant about this, partie-
ularly if p:tofa;s:,umai directors and/ot
choreographers are brought into the
sithool fo help with the production,
Fifih, accompardment and ampli-
fieation are very imiporiant i high
seivoel musicsl productions, In the
developing vears of American music
theater, houses were often small with
excelent nanural acoustios. Orchiestras
rended to be small with a predomi.
annce of strings and relatively light
scoring throughout maost of e show.
st nadf contury, most pro.
fessional musie theater productions
have used electronic amplification
and many seores call for electronic
instruments, IFhe full instramentsl
seove, yather than a reduoction, 18 being
used, and the instruments ave ample
fied, the sinders must afse be amplified.
It s then also absolutely necessary to
I
fe

For the pa

v 1 qualihed sound engineer set

evels for the speakers and jo provide

good monitors so the singers casily
can hear themselves, Poor placement
or sonnd production in monitors in
an amplified show s & primary cause
fatigue n young singers. I
the school does :mt own adegiste
pguipment, itcan be rented or possi-
bly borrowed from within the come
munity. Even with amplification,
msirnnentalists need o be reminded
about dynamic levels: they need not
OVETPOWES [0 he exiting.

of voural |

A Pasitive Experience

Adbering t the ahove suggdestions
should sase the traly erideal probiom
of viiee abnse. Any music teacher
who has produced & musioal kiows
the onee-ir-a-Hfetine experignoe i
pravides for many young people, and
the interest and excitemont it gener-
ates {or active participation in a stu-
dent world inereasingly dominated
by mediz-induced passivity, I itean
be doni with a sincere regard for good
veice production, itcan b a beautiful,
vatunhie, and ahove all, healthy expe
Tience,
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frstructor Jeannetse LoVeort has had
students on Broadway and in ali areas
of professionsd contemporany music
and has bean teaching for more than
3G veurs, She is Volce Specalise for
the aveard winning Braokhyn Youth :
Chorus, Consultant :
for Grabscheid Volce
Cenrer at Me. Sinai
Medical Ceneer in NY
City, and a natiomally
and internationally
recognized expert on
healthy singing for the
non-chasgieal volce.
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