
A synergy is where two or more things applied together have a greater or 
significantly different effect than the sum of effects of the things applied 
separately. 
 
Human synergy relates to the way people come together to produce an 
overall better result than if each person was working toward the same goal 
individually.  Harmony is also a good example of human synergy. In the 
case of barbershop, it would be taking more than one voice part and put-
ting them together to create a song that has a much more dramatic effect 
than each of the parts when sung individually. 
 
Considering the definition of synergy, what better way to describe the proc-
ess that happens at rehearsal every week than to call it ―energetic syn-
ergy?‖ 
 
Each member arrives ready to act as part of a team in accomplishing the 

established goals of the chorus or quartet — of making chords ring and 

singing with expression, of becoming better purveyors of the art and craft 

of barbershop and of course, remembering always that it has to be fun.  

Positive energy combined with the synergy of the chorus or quartet mem-

bers is bound to create an atmosphere of joy and inspiration. 

         
Human energy is physical, emotional and mental — it is what gives us the 

opportunity to reach new heights in our musical expression as well as to 

connect with each other and our audiences.  It literally makes us feel good 

and motivates us to put forth the effort, on a daily and weekly basis, to con-

tinue to improve and work towards achieving the ultimate goal of delivering 

a performance that completely transcends technique and epitomizes the 

artistry and finesse of the barbershop style. In approaching each rehearsal 

and performance with energetic synergy, the opportunities for growth and 

learning are limitless.  
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A D V A N C E M E N T SA D V A N C E M E N T SA D V A N C E M E N T S  

Advanced to Master Director 700 
Anna Alvring, Rönninge Show Chorus, Region 32 

Britt-Heléne Bonnedahl, Rönninge Show Chorus, Region 32 
 

Advanced to Master Director 
Ruth Carmichael, Grand Harmony Chorus, Region 2 

Carole Macintyre, Perth Harmony Chorus, Region 34 
Anne Marteniuk, Golden West Harmony Chorus, Region 26 
Åsa Zetterberg, Farsta Harmony Bell Chorus, Region 32 

Rick Taylor, Upper Chesapeake Chorus, Region 19 
 

Advanced to Certified Director 
Martha DeClerq, York Highlands Chorus, Region 16 

Jennifer Gordon, Greenville in Harmony Chorus, Region 14 

Connie Light, Prairie Winds Chorus, Region 25  
Becky Loveday, Lone Star Chorus, Region 10 

Teresa McCafferty, Jet Cities Chorus, Region 13 

Betty Meinholz, Toast of Tampa Show Chorus, Region 9 
Caroline Richards, Chinook Winds Show Chorus, Region 26 

Carol Smith, Durham Shores Chorus, Region 16 
Patricia Weeks, Cape Shore Chorus, Region 19 
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Register Now for July’s FREE Webinar • The Vocal Lesson Plan 
Thursday, July 22, 2010, 12:00 p.m. (Central Standard Time) 

 

Featuring:  

Kathy Carmody  

International Board Member and Master Director of Velvet Hills Chorus, Region 8 
 

Registration is now open! 
 

The following topics will be reviewed: 

   In what ways are these vocal lesson plans unique? 
   Who should teach these lessons and why? 

   Lesson 1. Understanding posture and breathing 
   Lesson 2. Creating sound and space … and why bother! 
   Lesson 3. Communication, relaxation and magic! 

   Lesson 4. Putting it all together and falling in love with barbershop 

   Presentation and teaching tips 

   Exercises demonstrating each vocal concept 

   Illustrations that accompany each lesson 

   The four-week schedule 
 
This Webinar is offered at no charge to Sweet Adelines International members. Register now! For 

more information, contact Membership Coordinator Ann-Marie Dowling at 800-992-7464, ext. 103 

or by e-mail at ann-marie@sweetadelineintl.org.  

https://www2.gotomeeting.com/register/784756554
https://www2.gotomeeting.com/register/784756554
https://www2.gotomeeting.com/register/784756554
mailto:ann-marie@sweetadelineintl.org


Accent “ee.” Start with count-singing. By accent-
ing the second sixteenth note in a beat group, 
stress is taken away from the down beat in any 
beat group. Singers are forced to think about the 
forward motion of the music. 
 
Metronome. If singers are having difficulty inter-
nalizing a steady beat, impose an external beat. 
An amplified metronome can make them aware of 
when the tempo starts to pull ahead or fall behind.  
 
Get physical. An ensemble often rushes a tempo 
because singers have not internalized the steady 
beat. Marching in place can be a way to use large 
body movement to internalize beats. A variation is 
to stand in a circle and face the center. Instead of 
marching in place (left-right left-right), step side-
ways (left foot to the left, then right foot moves to 
touch left foot, repeat same motion) so that the 
circle rotates in a clockwise motion to the beat. 
 
Telegraph. Have singers place their right hand on 
the shoulder of the person beside them. Gently 
use the forefinger of the right hand to tap the beat 
on the shoulder of that person. This can also be 
done in a circle with consistent effect so that sing-
ers get both kinesthetic and visual reinforcement 
as they sing. When the ensemble has had suc-
cess telegraphing the beat to other members, then 
internalize the beat by tapping their fingers on 
their own chests. 
 
Recording. Record your rehearsal. Often, singers 
are not aware they are having tempo problems 
until they hear a recording. Don’t wait for the con-
cert! Record rehearsals and let the singers listen. 
Then, they are more likely to work on techniques 
that lead to good rhythmic singing.  
 
Slow down. When a group rushes the tempo, the 
singers may need to focus more on the subdivi-
sion of beats. Changing the tempo, slowing it 
down, and forcing singers to internalize sixteenth 
notes instead of eighth notes will allow them to 
concentrate on placement of the downbeats. 

Rhythmic Integrity in the Choral Rehearsal: 

A Bag of Tricks and More 

Robert Shaw, the legendary conductor, was te-
nacious in his pursuit of precise rhythm in every 
ensemble he conducted. From attacks and re-
leases to the placement of diphthongs and con-
sonants, Shaw instilled a sense of rhythmic in-
tegrity with all of the musicians under his direc-
tion. I believe one of the keys to his great suc-
cess was his belief that choirs shouldn’t merely 
feel the rhythm; they needed to think carefully 
about what defined the various rhythmic compo-
nents of any work. The use of count-singing be-
came an important tool for developing group 
musicianship in any Robert Shaw chorus. 
 
Count-singing is the practice of rehearsing a 
choral work on counts rather than singing the 
text. Singers use a number on every beat con-
taining a pitch, thus engaging the singer for the 
entire length of long notes. When subdividing 
rhythms for eighth note patterns in duple time, 
singers should sing 1 & 2 &, etc. Shaw replaced 
the number ―three‖ with the syllable ―tee‖ to 
make the tongue move faster and not slow the 
rhythm on that beat. For greater rhythmic defini-
tion, singers should count sixteenth notes as 1 
ee & ah, 2 ee & ah, 3 ee & ah, etc. To perform a 
cut-off more accurately, singers should place the 
appropriate consonant on the rest following the 
last pitch, for example, 1 & 2 & 3 & ―t‖, if the rest 
is on 4 and the concluding consonant is ―t.‖  
 
Variations on this method should also be utilized 
for all compound meters. Understanding and 
having a method for solving counting problems 
is vital to the musical health of an ensemble.  
 

Rushing or Dragging Tempi 
• Accent “ee” 
• Metronome 
• Get physical 
• Telegraph 
• Recording 
• Slow down 
• Fewer beats 
• Count 8 

Page 4 Forward Motion Newsletter 

By Thomas Wine, Witchita State University  

from “ChorTeach” Vol. 1, No. 3 published by the American Choral Directors Association (ACDA) 



Fewer beats. When tempos are dragging, try con-
ducting the music in two instead of four beats to a 
bar. With triple meter, try conducting in one. The 
visual change for the singers will lead to a different 
feeling about the phrase and help pull the tempo 
forward. 
 
This is preferable to your conducting the same pat-
tern even larger.  A bigger-looking four pattern takes 
longer to execute than a simple two pattern and can 
actually contribute to the tempo problem. 
 
Count 8. Give a down beat to the ensemble and 
stop conducting. Tell singers to keep the beat in 
their heads and when they reach the number eight, 
shout it out. See how much variation there is in the 
placement of the end of the phrase. As the group 
gets better at internalizing eight counts, try 16 
counts. 
 

“Slushy” Articulation 
• Isolate 
• Speak-sing 
• Alternate text and numbers 
• Softer 
• Begin somewhere else in the score 
• Get visual 
• Where’s the consonant? 
• Diphthongs 
 
Isolate. Eliminate some of the confounding vari-
ables present when singing. Singers have a plate 
full of components with which to deal—pitch, 
rhythm, text, tone color, etc. By isolating a single 
element, the singers are more likely to achieve suc-
cess. Gradually add the other elements into the mix. 
 
Speak-sing. Speak the rhythm on a neutral syllable 
with a percussive attack. ―Tah‖ and ―dah‖ work bet-
ter than ―la‖ because of a faster tongue. Also, sing 
the rhythm patterns on one pitch. For variety, have 
the ensemble sing on a chord that defines the tonal-
ity of the music, e.g., the tonic chord. Then sing the 
written notes on a neutral syllable. Try the same se-
quence using the text. Speak the text in rhythm; 
sing the text on a single note; and finally try the text 
with the written pitches. 
 
Alternate text and numbers. To reinforce rhythm, 
have one section of the ensemble sing on the text 
and the other sections count-sing (see above). 
There are many combinations, most of which can 
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promote clear, accurate articulation. Have one 
section count while another sings the text. Have 
one or two rows of singers count while others 
speak the words. A random grouping of choir 
members, e.g., singers wearing blue or black or 
those wearing glasses, is another way to divide 
the ensemble into counting and singing units. 
 
Softer. The louder a singer is performing, the 
less likely she is to focus on what she hears 
from other members of the ensemble. Singing at 
a softer dynamic will help focus attention on 
group consonants. 
 
Start somewhere else in the music. Singers 
will memorize certain habits if the group always 
starts in the same place in the music. Change 
the pattern. Begin on a different page or phrase 
or section. Try isolating a rhythm problem until 
one measure is perfect. Add a measure on each 
side until the entire phrase is correct. 
 
Get visual. Write problematic rhythm patterns 
on the board. Write out subdivisions for dotted 
rhythms. Create a warm-up containing the tricki-
est rhythms from the music you will rehearse; 
start the rehearsal with that rhythm as a warm-
up. For a variation, give an incorrect rhythm to 
the ensemble and see if members can identify 
what is different from the rhythm clapped or 
played by the director. Keep a chart or poster on 
the wall to point out common rhythmic chal-
lenges in the music. 
 
Where’s the consonant? Determine if the sing-
ers should place a consonant on the beat or in 
anticipation of the beat so that the vowel occurs 
precisely on a beat. With percussive consonants 
(t, p, b), phonating on the beat is not a problem. 
With more sustained consonants (s, v, z), the 
tendency to wait for the beat before making a 
sound tends to force the remainder of the 
phrase out of sync. 
 
Practice singing the music with only the vowel 
sounds found in the words. Anticipate and prac-
tice the placement of each consonant before 
adding it into the choral fabric. 
 
Diphthongs. Because diphthongs require a 
singer to phonate two vowel sounds on one 
word (―night‖ = nah – eet), placement of the sec-
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ond vowel should be as precise as if it had 
its own rhythm. If the word ―my‖ is notated as 
a half note, divide the two vowels so that the 
choir sings ―ah‖ as a dotted quarter note and 
―ee‖ as an eighth note. Count-sing the first 
vowel in the diphthong and sing the second 
vowel where it should occur in the measure.  
 

Selected Solutions for Common 
Counting Problems 
 
Entrances early or late. Count-sing. Pulse 
the tempo. Write beats into the music. 
 
Note duration too short. Clap and sing the 
music simultaneously. Pulse the breath on 
every beat. 
 
Contrapuntal entrances. Sing individual 
lines only until a new voice enters. Add a 
phrase to the theme with each repetition. 
Listen more actively while singing. 
 
Ties. Often, the note after a tied rhythm is 
late. Imagine an eighth rest at the end of the 
tie as a stepping stone to anticipate the en-
trance. Think of ties that begin on an off-beat 
as a pick-up into the next beat. 
 
Syncopation. Syncopated rhythms almost 
always start with a short note followed by a 
long note. Make the short note even shorter 
to anticipate the change in stress. Prepare 
the rhythmic resolution of the syncopated 
pattern by marking in the music the beat 
where the melody returns to regular metric 
stress. 
 
Dotted rhythms. Use the short note follow-
ing a dotted note as the subdivision to count 
the entire pattern. 
 
Hemiolas. Write into the music the three-
against-two patterns. Count-sing duples and 
triples simultaneously. 
 
Tempo changes. Make sure every singer is 
watching you, the director. 
 

Singing correct pitches and rhythms at the right time 
is only the initial stage of an artistic performance. En-
sembles must also incorporate appropriate tone qual-
ity, dynamics, phrasing, and style into their presenta-
tion; however, directors should recognize the impor-
tance of reviewing and focusing on the impact of 
rhythmic integrity on each of these elements in any 
performance. 
 

 

Tom Wine is Professor of Music Education and Direc-

tor of Choral Activities at Wichita State University. 

Wine is editor of the book, “Composers on Composing 

for Choir”, published by GIA Press in March, 2007. 

Articles by him have appeared in Choral Journal, Con-

tributions to Music Education and Kansas Music Re-

view. He received his Ph.D. at Florida State Univer-

sity, MME at Duquesne University, and BS at Alder-

son-Broaddus College.  

Rhythmic Integrity in the Choral Rehearsal (Continued) 

CALL FOR SUBMISSIONS 
 

Have something to add?   

Write an article to share  

with your fellow directors  

and DCP participants. 

 

 Send your suggestions  

and submissions to 

lori@sweetadelineintl.org 

mailto:lori@sweetadelineintl.org?subject=Forward%20Motion%20Submission
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Tips for Memorizing Music 

By Jane Ramseyer Miller, Artistic Director One Voice Mixed Chorus 

Before trying to memorize a piece think 
about how you pick up and process informa-
tion. Are you an auditory learner (you can 
hear a song on the radio and soon sing 
along without much thought to the words 
or tune)? Or are you more of a visual learner 
(you learn faster by looking at the words, 
creating an outline or visualizing the page in 
your mind)? Most of us use a combination of 
both techniques but may have a preference 
toward one or the other. 
 

Choose a time to concentrate on memo-
rization. Don't just assume it will happen 
automatically because you are singing or 
listening to these songs every week. 

 
Especially if you are an auditory learner 
bring an audio recorder to rehearsals 
and use it! Watch for the following pitfalls 
with this method… 

 
Recording Pitfalls: Especially if the re-
cording is made early in the season it 
may contain rough cut-offs, irregular 
breathing, harsh vowel sounds. Listen to 
the recording with your marked music or 
notes about the song so that you can 
compensate for these areas. You will be 
a great help to your section in rehearsals 
if you are aware of the problem areas 
and are able to sing and lead your sec-
tion through them. Gradually move away 
from looking at the music but concentrate 
on remembering those problem spots. 

 
Don't be afraid to ask for help. It will do 
little good for you to bring a tape recorder 
to rehearsal if the recording picks up all 
your own wrong notes! If you are feeling 
shaky on a song ask someone in your 
section (that seems to have the notes 
down) to sing near your recorder. Also 
record problem lines in sectional re-
hearsals where others can help. 

 
Map out a lyric outline of the song such 
as verse one, chorus, verse two, bridge, 

tag, etc. Write down one or two word cues for 
each section. If  you are able to begin the sen-
tence or section it is likely that you will be able to 
finish it by memory. 

 
 You may even want to bring your cues or outlines 

to rehearsal and sing from them rather than the 
 music.  Small note cards with your cue words may 

be all you need to jog your memory. 
 

Write down all the words by memory. Then con-
centrate on the verses or sections where you got 
stuck. Or, write all the words on an erasable chalk 
or white board. Practice singing or speaking 
through the piece multiple times while gradually 
erasing the ends of sentences until you are left 
with only a cue word for each section. 

 
Pay attention to rhyme! Not all songs use rhyme, 
but many do. This is a great help to keep you on 
track with the lyrics. 

 
You can create a song outline for the notes too. 
For example, try diagramming the up and down of 
musical lines, musical lines that repeat, problem 
intervals with arrows, etc. Just the process of cre-
ating the outline will help you understand and re-
member the piece as a whole. 

 
Ask your section leader for help in finding a 
―memorizing buddy‖ within your section. Find a 
time to meet together weekly to concentrate on 
memorization. 

 
Plan a memorizing sectional. After you’ve con-
quered the notes plan a sectional to concentrate 
on memorization as a group. 

 
Don't try all these ideas at once! Experiment and 
choose the ones that work for you. 
 
Jane Ramseyer Miller is in her fifteenth year as Artis-

tic Director for One Voice Mixed Chorus, Minnesota’s 

GLBTA chorus. She holds a Masters of Music in Cho-

ral Conducting from the University of Minnesota and a 

BA in Psychology from the University of Waterloo in 

Ontario, Canada. She may be reached at                

ArtisticDirector@ovmc.org or 651-298-1954. 



Is the Clock Ticking You Off? 

Tools for Time Management for Directors  

Condensed and adapted from Teaching Music, published by MENC April 2002 
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Directing is one of the most challenging and re-
warding avocations, and to do it well, you need 
time. Here are some tips from time-management 
pros: 

Prioritize:  Do the most important things 

first. If you can achieve two or three major 
goals with each rehearsal, each week, you’ll 
make progress. And don’t forget to do some-
thing fun with the chorus each week!  

 

Visualize:  Have a clear mental picture of 

what you want to accomplish.   
 

Itemize:  Make lists, and cross things off as 

you go. Put major goals where you’ll see 
them daily (like your bathroom mirror or sun 
visor in your car).   

 

Minimize:  Get rid of clutter. If you haven’t 

used something in three years, pass it on.  
 

Compartmentalize:  Focus on what you’re 

doing. Separate your personal, professional 
and chorus lives, and aim for balance of all 
three.  

 

Exercise:  A 20-minute walk each day will 

help clear your brain, keep you fit, and pro-
duce better sleep.  

 

Re-energize:  Take time to recharge your 
batteries. Sometimes wasting time is an effi-
cient use of it. Don’t forget your family time 
and personal vacations!   

 

Fertilize:  Do some fun things. Go to mov-

ies, plays, and live musical performances. 
Engage in non-barbershop activities to in-
spire your work with your chorus and/or 
quartet. 

 

Organize:  ―A place for everything and eve-

rything in its place‖ can help save your sanity 
and will save a lot of time.  

 

Desensitize:  It’s okay to say no sometimes. 

You can’t do it all in one season.   
 

Synthesize:  Good ideas come from many 

sources. Ask others for ideas and utilize net-
working tools on the Internet for new solu-
tions to problems.  The staff at International 
Headquarters is also a good resource for 
information and solutions pertaining to cho-
rus life.  

 

Revitalize:  Get plenty of rest, eat well, and 

keep hydrated.  
  

Conceptualize:  Effective time managers 

are always looking ahead to the next step on 
each project.  

Director Wanted: 

Gem City Chorus 

Gem City Chorus in Centerville, Ohio, is looking 
for a dynamic, energetic director who will keep the 
chorus moving forward.  Master Director Jean 
Barford is retiring after forty years and a wonderful 
record with the chorus.     
 
Please visit the chorus’ website: 
www.gemcitychorus.org for additional information 
and an application. Deadline for application is July 
31. 

http://www.gemcitychorus.org
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Mentoring...is it for me? 

Several years ago, the Director Education Coordi-
nators (DEC) rolled out a program designed to 
provide assistance to promising chorus directors 
and to provide opportunities for Master Directors 
to share their knowledge and ideas about musical 
leadership. 
 
The International Director Mentoring program 
pairs Master Directors with directors whose cho-
ruses have not yet achieved 500 points on the 
contest stage.  Volunteer master directors are 
paired with invited directors who respond posi-
tively to the invitation to enter the program.  Cur-
rently, the mentor/mentee relationship is interna-
tionally funded for two regular chorus rehearsal 
visits as well as on-going communication over a 
two year time period.   
 
Each of the mentors is assigned to a mentee 
whose chorus is in a region different from her 
own.  So often, someone who is truly an outsider 
brings a fresh perspective that our colleagues 
from within the region — who know us well — 
cannot bring.  It is also sometimes easier to share 
questions, suggestions and concerns with people 
we don’t see on a regular basis at regional events.   
What does the mentor do?  She visits the men-
tee’s chorus rehearsal and provides coaching for 
the mentee director.  This hands-on work is truly 
for the director and is not a coaching session for 
the chorus. The mentor also is in touch with the 
mentee by e-mail and phone from time to time 
during the assignment.  The suggestions and sup-
port provided personally to the director is the fo-
cus of this program.   
 
The Master Directors who regularly sign up to 
mentor, are able to use their own education and 
experience to help someone else who is engaged 
in the process of developing her own directing 
skills.  Both parties benefit from the relationship! 
Sometimes directors who are invited into the pro-
gram as mentees are reluctant to enthusiastically 
accept the invitation.  Sometimes master directors 
are hesitant to agree to be mentors.  We know 
that there are many reasons which prevent mem-
bers of each group to become involved, not the 
least of which is fear of the unknown. 

There have been very few incompatible matches 
over the life of the program.  In many cases, the 
mentors and mentees become friends and main-
tain the relationship long after the formal assign-
ment is complete.  Sometimes the chorus hires 
the Mentor to return and coach the chorus.  
There is a reporting process that is intended to 
give feedback to the DEC and Education Direc-
tion Committee (EDC), as well as to the parties 
involved in the program and to the International 
Board of Directors (IBOD), which provides the 
funding through the annual budget.  There have 
been enhancements to the program along the 
way and the DEC will continue to monitor and 
make adjustments as we move ahead.   
 
The success of the mentoring program is due, 
not only because of the commitment of the mas-
ter directors, the specific guidelines and direction 
provided by the DEC and the support of the EDC 
and IBOD, but also because of the courage of the 
invited mentee directors and their choruses.  It 
takes courage to say YES — to open your doors 
and yourself to someone, often an unknown 
someone, who will look at you and listen to your 
chorus as you conduct the rehearsal and interact 
with your singers.  It takes courage from the cho-
rus to be at ease while their leader is being 
watched and possibly ―fixed,‖ as the rehearsal 
progresses. 
 
We often say, “It’s easier to fix one than 20 (or 
60, or 120).‖  If we believe that the director is the 
key to the musical success of the chorus, and 
most of us do, then spending the time, energy 
and dollars it takes to help our developing direc-
tors become more secure and knowledgeable in 
our craft is a grand use of our resources!   
 
Each of the mentor/mentee relationships is 
unique.  If you have the opportunity to be part of 
the program, I’d encourage you to take a 
chance…whether you are the mentor or the men-
tee, it can change your life as a director…mostly 
“for good!‖ 

By Bev Miller, Artistic Co-Director, Capital City Chorus, Region #4 
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Get NEW MUSIC ... delivered right to your door! 
Join Sweet Adelines International’s New Music Subscription Club and get 30 of the latest 
barbershop titles, for adult or young women, delivered right to your door! Club price for 
members is just $25, and non-members pay only $30. The newest titles are sent about 
every eight weeks. As an added benefit, we’ve included FREE shipping & handling. Join 
now and discover a world of new music at a great price ... delivered to your door! 
 

To order individual titles or join the New Music Subscription Club  
call toll-free at 877-545-5441 or go to www.sweetadelineintl.org 

NEWLY PUBLISHED MUSIC TITLES 

Come In From The Rain - In the Key of F, this ballad arranged by Betty Oliver is 

rated difficult and is not prohibited from competition. 

 

Bring On The Beautiful Girls - In the key of B flat, this uptune arranged by Nancy 

Bergman is rated medium and is suitable for competition. 

 

You've Got A Friend In Me - In the key of B flat, this uptune arranged by Jo Lund is 

rated medium and suitable for competition. 

 

All My Loving - In the key of B flat, this swing ballad arranged by Carolyn E. 

Schmidt is rated medium and suitable for competition. 

 

You Made Me Love You - In the Key of A flat, this swing ballad arranged by 

Lorraine Rochefort is rated easy and suitable for competition. 

 

Moonlight Serenade - In the key of F, this ballad arranged by Carolyn Healey is 

rated medium and suitable for competition. 

 

Miss Otis Regrets - In the key of B flat, this ballad arranged by Marge Bailey is 

rated easy/medium and not prohibited from competition. 

 
Beauty and the Beast - In the key of F, this ballad arranged by Carolyn E. Schmidt 

is rated medium and not prohibited from competition. 

 
Old Teddy Bear - In the key of F, this ballad arranged by Lynnell Diamond is rated 

medium and suitable for competition. 

Order your copies from International Sales today! 1-877-545-5441 

http://www.sweetadelineintl.org/

