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Foreword 

Not Meant to be Your Typical Chorales   

When we piloted these chorale exercises with music teachers, we consistently received comments that they were 

not what the teachers had expected. They loved them for their unique harmonies, cadence points, voice leading, 

and the value-added concepts to guide their use.  

These chorale exercises are meant to provide learners with the skills and inspiration to always go beyond simply 

playing notes. They have been arranged with non-traditional voice leadings, range and tessitura issues, and added 

rhythmic, melodic, and harmonic cadential stimuli to challenge learners to make musical choices. To further 

enhance this goal, we have chosen not to indicate any musical ideas or give interpretative hints on the parts (tempi, 

dynamics, styles, balance). We intentionally leave that up to you and your learners to experiment with the various 

elements and skills required for making highly emotive music. Use these exercises as a vehicle to unify the intent 

and execution of every note, which will then be transferred to the repertoire you are rehearsing and performing.  

Most of the chorales in this book are based on religious content from the 1800s. Purposefully, we have provided 

limited reference to religious origins as we wish to be as inclusive as possible. Thus, it is your choice to introduce 

the text or not as the musicans’ scores do not include the text. 

We offer a few listening suggestions for each chorale, but for this resource to be most effective learners must be 

encouraged to not only listen to the suggested recordings, but to find, listen to, and share their own recordings or 

videos of each melody. When learners listen to these melodies in other contexts, they will more likely value them 

and apply what they learn through them as opposed to simply enduring them. Once this occurs, they will more 

regularly transfer the concepts and skills to every note they play without needing to be told.  

And finally, our goal with S.T.U.B.B.I.E. Tunes Chorale Exercises for Bands is that learners will 

 listen to other versions of these melodies to encourage them to find their own voice when making music 

 develop musical triage techniques  

 identify and unify their own approaches to executing and interpreting music by 

 creating a unified language to maximize rehearsal efficiency 

 applying the S.T.U.B.B.I.E. fundamentals to listening, interpreting, and problem solving 

 understanding that every note has a purpose  

 focus on performance issues, listening while they are playing 

 transfer what they learn from playing these simple melodies to more complex music  

 be inspired to learn more about the music they are playing to better inform their performance 

 see, play, and listen to all four parts of the chorales instead of the more common one-line part 

We are excited for you and your learners to enjoy learning to better communicate and unify your musical goals 

using this resource. We invite you to video record the work with your learners and celebrate your successes with 

us!  

Dale and Ardith  
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Introduction  

What Is S.T.U.B.B.I.E.? 

S.T.U.B.B.I.E. is a mnemonic device representing basic skills and concepts that are essential for individual and 

ensemble members to develop. If these are mastered and moved to automaticity, young musicians can reach 

higher levels of performance and musical understanding much quicker. 

Critically important to the successful implementation of this methodology is to teach learners what the letters of 

S.T.U.B.B.I.E. represent. This serves two purposes. First, it gives you and your learners a succinct, short-hand 

language to use when considering or discussing issues they are experiencing or hearing around them. The second 

purpose, which is equally as important, gives learners a chunking method to reduce the number of possible issues 

that are impeding them, their section, and/or the ensemble from sounding great. Integrating the use of the 

S.T.U.B.B.I. E. language when referring to the matters at hand facilitates learners’ ability to prioritize the 

solution. For information on integrating S.T.U.B.B.I.E. fundamentals, consult S.T.U.B.B.I.E. Warm-ups 

for Band 1 and S.T.U.B.B.I.E. Warm-ups for Band 2. 

Why Use These Chorale Exercises? 

Empowering Learners     

The goal is for learners to become independent musicians by providing them with the skills they need and a desire 

to want to practise and play beyond the band room. S.T.U.B.B.I.E. Tunes Chorale Exercises for Band is the 

platform for accomplishing this goal. You are encouraged to make empowering your learners your number one 

goal, which will lead to them taking ownership of reaching for a high level of performance.   

Listening and Transfer 

The latest research on the brain and music establishes a link between listening skills and cognition. Numerous 

examples of unconventional performances of the melodies in this resource have been provided. It is our goal that 

by listening to these alternative performances learners will be inspired to create their own versions and bring 

personal meaning to all the music they listen to and perform.  

Four-Part Format 

Allowing learners to see all four parts while performing a single line leads to increased awareness of how each part 

fits into the whole. Learners can easily switch parts to explore such things as balance, volume, chord tones, 

foreground, background, and cadences.  

Note regarding the F Scores: due to instrument range and tessitura issues, the French horn parts have been 

provided in two formats. The F Score is a direct transposition of the C score, with the melodic line in part 1. The 
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Alternate F Score has been arranged to address range considerations and voicings and has the melody moving from 

part to part, which will stimulate learning as musicians identify and balance the melodic line.  

Creating the Beauty 

These exercises have purposely been arranged with no extra musical information. Some suggestions for their use 

include:  

 playing them not as traditional chorales but as marches, songs, and dances 

 striving to achieve beauty by unifying performance fundamentals (style, balance) 

 engaging learners to pursue and create the intent of each note, each phrase, and each melody 

How to Use S.T.U.B.B.I.E. Tunes Chorale Exercises for Band 

What is learned during warm-ups should be transferrable to the rehearsal that is about to happen. Most important 

is getting musicians immediately involved in the act of making music. For ideas on planning your rehearsal consult 

Appendix 2 or click here. Using S.T.U.B.B.I.E. Tunes Chorale Exercises for Band (symbol to sound) in 

combination with S.T.U.B.B.I.E. Warm-ups for Band 1 and 2 (sound before symbol), and transferring the 

learning to the selected repertoire is a highly effective three-step method. Choosing any chorale and using it to 

address issues you are hearing in the repertoire you are rehearsing (e.g., note styles not unified, issues with 

balance, tessitura, tuning, breathing) allows learners to be engaged in musical triage (see below). Note: These 

chorales are purposely not written to sound great immediately. They are written to demand musicianship, musical 

choices, and listening from all musicians.  

Ideas regarding how to use the chorales in the warm-up are included in the bullets below. 

 asking musicians to adjust octave options accordingly as some of the tessituras may not be the best choice for 

young players (remind them that just because they can play a note does not mean they should. What makes 

the choice for them is that their sound must always be beautiful).   

 altering tempi, volumes, styles and adding fermati, accelerando/ritardando, crescendo/diminuendo 

 asking musicians to determine how the words (text) of the melody will affect their interpretation 

 asking musicians to bring an element of their favourite listening example to the performance (e.g. faster 

tempo, solo voices, rhythmic accompaniments)     

 adding repeats and exploring different instrument combinations to create your own arrangements for 

performance 

Throughout the document there are several hyperlinks (indicated in blue font) to our website. Click on these links 

for additional information related to the topic of discussion. 

Electronic Book Copy 

To access an electronic copy of this resource, go to www.mmiachieve.com/unlockstubbieweblinks and enter the 

passcode MYSTUBBIE. 

 

https://www.mmiachieve.com/3-part-rehearsal-plan
https://www.mmiachieve.com/unlockstubbieweblinks
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Musical Triage: Identifying and Addressing Musical Challenges  

How do we teach musical independence and give learners the requisite skills to develop their ability to listen and 

respond as they rehearse and perform their music? The first step is for musicians to master, or better yet, 

automatize skills and concepts to free their minds to attend to listening and prioritizing. S.T.U.B.B.I.E.  

Warm-ups for Band 1 provides musicians with the individual and ensemble skills and concepts they require to 

become independent learners. They will be challenged cognitively and creatively while automatizing the physical 

skills to develop a foundation for excellence.  

Musical Triage is based on the concept of medical triage where you identify and prioritize the most serious 

concerns first. In solving one or two of the major many secondary issues are often addressed. For instance, by 

intensifying (p. 3) to, through, and beyond the change, tuning or rhythmic issues are ofen resolved because 

musicians are no longer sagging on pitches or releasing them at random times. 

Teach learners to 

1. listen individually and consider their own issues to determine if they are doing what is required regarding 

style, pitch, time, intent, etc. 

2. listen within their sections to determine if they are together regarding style, tone, time, blend, balance, etc. 

3. listen to the entire ensemble to identify and prioritize the most serious concerns 

Ask learners to share their thoughts instead of you telling them what needs to be fixed. Yellow-boxed musical triage 

assessments have been included with each exercise. Feel free to duplicate them for your learners. When they 

engage in addressing these issues themselves, you will no longer be the hardest working person in the room.  

Assessment—Moving from Teacher-Centred to Learner-Centred 

Engaging learners in the assessment process  is critical to the success of this methodology. Typically, this involves 

more assessment for learning (formative               ) than of learning (summative  
              

). Formative assessment 

occurs during the learning process and focuses on the musician’s learning journey and motivation as well as 

providing feedback on the success of the teaching methodologies. Summative assessment is an evaluation—a 

summary of learning—and determines achievement at a given point of time. You are strongly encouraged to co-

construct all assessment tools. Getting learners involved in the assessment process will increase their engagement 

and heighten their valuing of the learning journey. 

Formative Assessment Coaching 

Once learners value what they are learning, they are far more likely to transfer what they have learned to the next 

challenge or application. Ideas to involve learners in sharing responsibility for learning and assessing include co-

constructing rubrics, using the assessment templates included in this resource, engaging in conversations with you 

and other learners, creating journals and portfolios, performing, and more. Remember, everything a learner does 

can be evidence of learning. 

F S 

https://www.mmiachieve.com/creating-intent
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Evaluating the Learning Process (Value and Transfer) 

Summative assessment at the end of a learning cycle is an essential component of the process of learning and 

achieving. You will make judgements based on the collective evidence of learning you have gathered throughout 

the cycle. Equally important is that you teach learners that the summative evaluation is not the end of the learning. 

Rather, it is a launching pad for the next step (value and transfer). An example of this would be to consider how you 

measure the success of a concert at the end of a learning cycle. Is it a matter of deciding that the performance was 

good or bad, or whether the adjudicator, audience, or others extrinsically reinforced the outcome? While 

performing well is an ultimate goal, are there other measures you might contemplate when evaluating the notion 

of the success of the concert? Consider 

 learners’ growth continuum starting from the initial rehearsal in the cycle. Where are they in their 

development regarding:  

 each S.T.U.B.B.I.E. tenet—emerging, mastered, automatized 

 movement from extrinsic motivation to intrinsic motivation 

 demonstration of value and transfer of the pedagogical learning to the artistic performance 

 demonstration of value and transfer to their next opportunities when learning new repertoire 

 the value and transfer of this process and outcomes to other music-making outside of the band room 

(i.e. like practising) 

 what will you, as the teacher, take away from the learning process? 

 What could you do differently next time regarding 

 building trust  

 time use 

 rehearsal choices (sequence, skills, concepts) 

 repertoire selection  

 communicating shared goals with all stakeholders  

 Is there something you may be able to teach more effectively and efficiently? 

 How will you demonstrate value and transfer for what you have learned as a teacher? 

 what else you need to think about. 

Encouraging Practice 

Steps leading to good practice habits: 

1. Musicians learn to assess what they do well and what still needs work.  

2. Musicians learn to “chunk” their practice sessions into small “bites” so they can focus on one or two 

fundamentals and be successful.  

3. Musicians learn that repetition leads to automaticity, allowing greater transfer to other musical tasks. 

4. Musicians learn that collaboration intensifies and economizes learning.  

When these are habitualized, musicians are then more likely to go home and play their instruments without being 

told to do so.   
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To further develop these steps leading to good practice habits, the following assessment tools are offered 

throughout the resource—launching points from which you and your learners will build. These are meant to be 

suggestions only, and you are urged to engage learners in creating opportunities where they share the 

responsibility for learning and assessing, thus inspiring them to play their instruments in settings beyond the band 

room. 

 Musical Triage is encouraged in every chorale exercise. 

 Assessment Template #1: Use as a quick exit slip at the end of class. 

 Assessment Template #2: Use to demonstrate triage understanding. 

 Assessment Template #3: Use to gain positive insights into the level of success learners are feeling. 

 Assessment Template #4: Use as a summative assessment at the end of a learning cycle.  

 Assessment Template #5: Create your own. 

Concluding Thoughts 

The goal of all S.T.U.B.B.I.E. books in the workshop series is to create “a-ha” moments in every rehearsal for 

all learners. To do this, learners must transcend thinking, feeling, and doing through repetition and by 

automatizing. S.T.U.B.B.I.E. Tunes Chorale Exercises for Band is a vehicle to allow learners to isolate the 

skills and concepts required to enable them to be cognitively, emotionally, and physically involved in playing every 

note. Assist learners in identifying personal connections with the music. Cognitively, they must be aware of the 

conflict that is created when the musical performance is not unified. Emotionally, they can listen to recordings and 

find a favourite to bring back and share. Further, as learners play the music they must feel the physical tension in 

their bodies as they maintain the intensity through the musical phrases. Only by engaging in all three domains will 

learners begin to develop the emotional intent of every note to fully realize the power of music. 
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S.T.U.B.B.I.E. Tenets 

S tyle 

A unified performance of the three parts of every note determines S tyle. By mastering and then 

automatizing five basic styles of notes the Intent and Emotion of the musical message is more clearly 

communicated.  

Tone, in-Tune; in-Time  on-Time 

Essential to creating beauty is to always perform with a characteristic Tone, in-Tune. As well, performing 

all rhythms (in the appropriate style) within every beat (in-Time) and arriving on the following beat 

precisely on-Time is critically important. 

Unifying 

When every musician has Unified all S.T.U.B.B.I.E. elements on every note with a shared intent, 

beauty ensues. 

Balance 

The relationship between every note being performed melodically, rhythmically, and harmonically with 

shared intent is the essence of Balance.  

Blend 

Establishing unified characteristic sounds for each instrument family and then melding these sounds to 

create a wholly different and beautiful composite tone colour is Blend. 

I Is for Purpose  

The Intent and Emotion of the musical message is more likely to be realized when the relationship 

between every note being performed melodically, rhythmically, and harmonically is in Balance. 

Ensuring Emotional Engagement 

S.T.U.B.B.I. - - > E. elements are used to develop the intensity, passion, tension, and release 

throughout every musical work. By performing with Unified Intent, we ensure engagement in the process 

of music-making, thereby evoking an emotional response and igniting the imaginations of players and 

listeners alike.  

 

© Copyright Music Mentors International 2017 
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1. For the Beauty of the Earth 

Background Information 

The origin of this melody is often wrongly attributed to William Chatterton Dix (1837–1898). However, he did not 

write it. Further, he later used the same melody for another hymn, As with Gladness, Men of Old. It was, in fact, 

Conrad Kocher (1786–1872) who wrote this melody in 1838 when Dix was only two years old. The lyrics we know 

today were written much later (1864) by Folliott Sandford Pierpont (1835–1917) after he took a long walk around 

his beloved home of Bath, England. He was evidently so inspired by the beauty of the area that he is said to have 

written the poem as a gift to his family and friends.    

Building S.T.U.B.B.I.E. Fundamentals and Musical Triage 

Fundamental Encourage learners to engage in musical triage to become independent musicians.            

Hyperlinks contained in these tables link directly to the MMI website for further information. 

S. T. U. 

Each time the two enotes appear at the end of a phrase they serve a purpose. How is each 

appearance the same or different? Each appearance creates an opportunity to teach, reinforce, 

and transfer the fundamental approach to the purpose of such rhythms within a melody and at 

cadence points.  

Ba. Add a repeat and ask learners to switch parts the second time. What challenges were created? 

Bl. 
Experiment with soloists on each part, slowly adding ensemble members on various parts to 

build an awareness of blend. Mix the instruments to create different challenges. 

S. T. I. 
Once learners have an idea of what they want to do, allow them to play the entire exercise 

without a conductor, working on all the elements on which you have focused. 

I. 
Each phrase presents an opportunity to build intensity (p. 3) and recalibrate (column 5). 

Experiment with various ways to create different interpretations. 

I.  Is for Purpose—Intent to Create Emotional Engagement 

Work on coming to an agreement on the various ways to approach each note regarding style and intent. Then 

add the overall intensifying (p. 3) and recalibrating (link column 5) of each phrase, culminating in arriving 

together at the most important cadential notes. 

Ask learners to talk about the beauty they experience in their own lives (home, art, sky, music). Ask them to 

write their own lyrics to this beautiful melody, and discuss how it will change the performance. 

Check out These Artists and Video Recordings on YouTube

For the Beauty of the Earth—Heather Prusse                              

For the Beauty of the Earth—Barlow Girl 

For the Beauty of the Earth—John Rutter, Heartstrings Cello Ensemble  

For the Beauty of the Earth—Jon Schmidt, Piano with cello accompaniment 

https://www.mmiachieve.com/musicaltriage
https://www.mmiachieve.com/cadences
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/techniques
https://www.mmiachieve.com/unifying-5-styles
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/techniques
https://www.mmiachieve.com/cadences
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For the Beauty of the Earth 

For the beauty of the Earth, 

For the glory of the skies, 

For the love which from our birth, 

Over and around us lies; 

Lord of all, to thee we raise  

This our hymn of grateful praise. 

For the beauty of each hour 

Of the day and of the night, 

Hill and vale, and tree and flower, 

Sun and moon and stars of light; 

Lord of all, to thee we raise  

This our hymn of grateful praise. 

For the joy of ear and eye, 

For the heart and mind’s delight, 

For the mystic harmony, 

Linking sense to sound and sight; 

Lord of all, to thee we raise  

This our hymn of grateful praise. 

For the joy of human love, 

Brother, sister, parent, child, 

Friends on earth, and friends above, 

For all gentle thoughts and mild; 

Lord of all, to thee we raise  

This our hymn of grateful praise. 
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For the Beauty of the Earth 

  Musical Triage (sample prompts to encourage learner engagement) 

INDIVIDUAL TRIAGE  

 Am I thinking about the beauty of the Earth 

and the music while performing or am I just 

playing notes? 

 Do I understand how the moving notes at the 

ends of phrases change the way I play at that 

moment? 

 Am I listening for tuning, balance, and blend? 

 Am I unified with the rest of my section in 

execution, style, intent? 

 Am I breathing exactly in tempo starting on 

time and exhaling on time? 

 Did I listen to recordings of this chorale? 

 How does listening to recordings change the 

way I play?  

 Am I able to bring my own voice to the 

interpretation of the music to evoke an 

emotional response from the listener? 

SECTION TRIAGE 

 Are we all playing with the same intent and 

intensity? 

 Are we all playing in the same style? 

 Is our section a strong addition to the 

ensemble sound?  

 How can we improve? 

ENSEMBLE TRIAGE 

 Is everyone in the ensemble committed to 

playing with the same intent?  

 Is everyone committed to excellence? 

 Is it beautiful? 

 What do we need to do as an ensemble to 

improve? 

 How will playing this tune help us with other 

music we are playing? 

   Your Thoughts and Notes (for teachers and learners) 

 Use this space to assess your own understanding, and consider other ways you might approach addressing    

 these skills and concepts. 

 

 

 

 

 

 

 

 

 

 

 

 

 

F S 
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2. Finlandia  

Background Information 

Jean Sibelius (1865–1957) wrote this melody (1899) in response to Russian oppression in Finland. At the beginning 

of World War II Finland was once again suffering from oppression. In 1941, Veikko Koskenniemi (1885–1962) wrote 

words that resonated with the desolate Finnish people, and it became a national hymn for Sibelius’ beloved 

country. However, it is the words of American poet Lloyd Stone (1912–1993), penned in 1934, that have been 

translated to many languages and adopted by other countries as a cry for freedom. Written during the peaceful 

time between the two World Wars, it was a song of “hope for all nations.” That quest for freedom from oppression 

is as strong today as it was when Sibelius wrote his homage to his homeland at the turn of the twentieth century. 

Building S.T.U.B.B.I.E. Fundamentals and Musical Triage 

Fundamental Encourage learners to engage in musical triage to become independent musicians.            

Hyperlinks contained in these tables link directly to the MMI website for further information. 

T. U. I. 

Each phrase prior to a rest presents an opportunity to build intensity (p. 3) and recalibrate 

(column 5). Ask learners to unify the release points by intensifying toward the release (i.e., on 

beat one). Next, introduce the breath accent release (p. 4) to carry the sound into the next 

portion of the phrase. Experiment with various ways to create different interpretations. 

U. 
The jecreates an opportunity to teach, reinforce, and transfer the fundamental approach to 

long-short rhythms. Click here for a suggested strategy for teaching this rhythmic figure. 

Ba. I. 
Ba.I. In measures three and seven, the high voices havejeand the lower voices have 

twoqnotes. How must these work together to create the intent? In the remaining measures, all 

parts arejeon those same beats. How does this change the intent? 

S. I. 

What is the intent of the threeqnotes following aQon beat one? Considering that beat two is 

the weakest beat in a measure, how would an agogic accent on either beat three or beat four 

change the intent? 

I. Is for Purpose— Intent to Create Emotional Engagement 

Split the ensemble into small groups, and ask each group to create an interpretation using style and intensity. 

Have each group perform for the others and defend their interpretations. For instance, if this work is about love 

of county, how would it be performed differently than if it is a hymn of faith? 

Check out These Artists and Video Recordings on YouTube 

Opening of Helsinki Music Hall—Finlandia 

David Archuleta—Be Still My Soul            

Cantus performs Finlandia Hymn                           

Jaime Jorge—Be Still My Soul                    

Libera—Be Still My Soul 

Thomas-Cumberland Choir—Be Still My Soul        

Amy Grant—Be Still My Soul 

Flash mob Finlandia 

https://www.mmiachieve.com/musicaltriage
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/techniques
https://www.mmiachieve.com/techniques
https://www.mmiachieve.com/creating-intent
file://///filesrv2.prov.gov.ns.ca/USR-EDUC$/HALEYAJ/a%20STICK/STUBBIE/Support%20Docs/Suggested%20Strategy%20to%20Teach%20dotted%20quarter.eighth.pdf


 

13 

This Is My Song 

Original Lyrics by Lloyd Stone (1934) 

This is my song, O God of all the nations, 

A song of peace for lands afar and mine. 

This is my home, the country where my heart is, 

Here are my hopes, my dreams, my holy shrine. 

But other hearts in other lands are beating, 

With hopes and dreams as true and high as mine. 

 

My country’s skies are bluer than the ocean, 

And sunlight beams on clover leaf and pine. 

But other lands have sunlight too, and clover, 

And skies are everywhere as blue as mine. 

And skies are everywhere as blue as mine. 

O hear my song, thou God of all the nations, 

A song of peace for their land and for mine. 

Finlandia  

Lyrics by Veikko Koskenniemi (1941) 

Finland, behold, thy daylight now is dawning, 

the threat of night has now been driven away. 

The skylark calls across the light of morning, 

The blue of heaven lets it have its way, 

And now the day the powers of night is scorning: 

Thy daylight dawns, O Finland of ours! 

Finland, arise, and raise towards the highest 

Thy head now crowned with mighty memory. 

Finland, arise, for to the world thou criest 

That thou hast thrown off thy slavery, 

Beneath oppression’s yoke thou never liest. 

                                                       Thy morning’s come, O Finland of ours!  
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Finlandia  

  Musical Triage (sample prompts to encourage learner engagement) 

INDIVIDUAL TRIAGE  

 Am I thinking about how this music 

represented emotion of the time it was written 

and the way people felt or am I just playing 

notes? 

 Do I understand how the rests affect the way I 

play this? 

 Do I understand how the music intensifies, 

recalibrates, and then intensifies again to 

create emotion? 

 Am I unified with the rest of my section in 

execution, style, intent? 

 Did I listen to recordings of this? 

 How does listening to recordings change the 

way I play?  

 Am I able to bring my own voice to the 

interpretation of the music to evoke an 

emotional response from the listener? 

SECTION TRIAGE 

 Are we all unified in our rhythms (in-time)? 

 Are we all playing in the same style with the 

same intent? 

 Is our section a strong addition to the 

ensemble sound?   

 How can we improve? 

ENSEMBLE TRIAGE 

 Is everyone in the ensemble committed to 

playing with the same intent?  

 Is everyone committed to excellence? 

 Is it beautiful? 

 What do we need to do as an ensemble to 

improve? 

 How will playing this tune help us with other 

music we are playing? 

   Your Thoughts and Notes (for teachers and learners) 

 Use this space to assess your own understanding, and consider other ways you might approach addressing     

 these skills and concepts. 

 

 

 

 

 

 

 

 

 

 

 

 

 

F S 
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3. Ode to Joy  

Background Information 

Arguably one of the best-known melodies in history, this melody from Ludwig van Beethoven’s (1770–1827) ninth 

symphony (1824) is often interpreted as a triumph over his own personal and political challenges. Personally, he 

was deaf at the time he wrote the symphony. Politically, he was feeling the effects of a repressive government. In 

his only choral symphony, Beethoven adapted the poem of Friedrich Schiller (1759–1805) to his purposes in 

support of universal brotherhood for his adopted country of Austria. In 1907, Henry Van Dyke (1852–1933) wrote 

the powerful English version Joyful, Joyful We Adore Thee that has become a universal hymn. Beethoven’s melody 

and subsequent uses to this day stand as a representation of the power of music to express hope and joy.  

Building S.T.U.B.B.I.E. Fundamentals and Musical Triage 

Fundamental Encourage learners to engage in musical triage to become independent musicians.            

Hyperlinks contained in these tables link directly to the MMI website for further information. 

S. U. 
This is the perfect opportunity to try all five styles to be sure band members can execute 

them on demand. First try each style, then mix and match. 

S. I. 

If approaching this from the English version Joyful, Joyful. . ., we tend to emphasize each note. 

Ask learners to perform by emphasizing beats one and three. Then ask them to emphasize 

only beat one. Finally, ask learners to play from the beginning of the phrase, intensifying (p. 

3) to the measures with the notes. Ask which version they like the best and why. 

S. I. Ba. Bl. 
The [] adds opportunities to perform the repeat differently than the first time through. Ask 

learners how they might play it differently the second time and why. 

U. 
Thejecreates an opportunity to teach, reinforce, and transfer the fundamental approach 

to long-short rhythms. Click here for a suggested strategy for teaching this rhythmic figure. 

I. Is for Purpose—Intent to Create Emotional Engagement  

Ask learners to research the background information of the piece and discuss how they wish to express the 

musical meaning and represent the origin of the melody. How would a performance about “political repression” 

be different than an “ode to joy?” 

Combine the S.T.U.B.B.I. fundamentals above to create your band’s version that delivers the emotional 

intent you desire. 

Check out These Artists and Video Recordings on YouTube 

Berlin Philharmonic, Herbert von Karajan—Ode to Joy                    

The Muppets—Ode to Joy 

Flash mob started by girl at Som Sabadell Ode to Joy                       

 The Piano Guys—Ants Marching/Ode to Joy 

10,000 singing Beethoven Ode to Joy                                                   

 Ragtime Version—Ode to Joy 

https://www.mmiachieve.com/musicaltriage
https://www.mmiachieve.com/unifyingnotestyles
https://www.mmiachieve.com/unifyingnotestyles
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/creating-intent
file://///filesrv2.prov.gov.ns.ca/USR-EDUC$/HALEYAJ/a%20STICK/STUBBIE/Support%20Docs/Suggested%20Strategy%20to%20Teach%20dotted%20quarter.eighth.pdf
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Ode to Joy 

Lyrics by Henry Van Dyke (1907) 

Joyful, joyful, we adore Thee, 

God of glory, Lord of love; 

Hearts unfold like flow’rs before Thee, 

Op’ning to the sun above. 

Melt the clouds of sin and sadness; 

Drive the dark of doubt away; 

Giver of immortal gladness, 

Fill us with the light of day! 

 

All Thy works with joy surround Thee, 

Earth and heav’n reflect Thy rays, 

Stars and angels sing around Thee, 

Center of unbroken praise. 

Field and forest, vale and mountain, 

Flow’ry meadow, flashing sea, 

Singing bird and flowing fountain 

Call us to rejoice in Thee. 

 

Thou art giving and forgiving, 

Ever blessing, ever blest, 

Wellspring of the joy of living, 

Ocean depth of happy rest! 

Thou our Father, Lord our Brother, 

All who live in love are Thine; 

Teach us how to love each other, 

Lift us to the joy divine 

German Original (Schiller) 

Freude, schöner Götterfunken, 

Tochter aus Elysium, 

Wir betreten feuertrunken 

Himmlische, dein Heiligtum. 

Deine Zauber binden wieder, 

Was der Mode Schwert geteilt; 

Bettler werden Fürstenbrüder, 

Wo dein sanfter Flügel weilt. 

Chor 

Seid umschlungen, Millionen! 

Diesen Kuss der ganzen Welt! 

Brüder—überm Sternenzelt 

Muss ein lieber Vater wohnen. 

English Translation 

Joy, thou beauteous godly lighting, 

Daughter of Elysium, 

Fire drunken we are ent’ring 

Heavenly, thy holy home! 

The enchantments bind together 

What did custom’s sword divide.  

Beggars are a prince’s brother,  

Where thy gentle wings abide. 

Chorus 

Be embrace’d, ye millions yonder! 

Take this kiss throughout the world! 

Brothers—o’er the stars unfurl’d 

Must reside a loving father. 
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Ode to Joy  

  Musical Triage (sample prompts to encourage learner engagement) 

INDIVIDUAL TRIAGE  

 Am I making this sound joyful by the way I am 

playing? 

 Am I able to play this tune in all five styles and 

still make it joyful? 

 How are we playing the music differently after 

the repeat? 

 Am I unified with the rest of my section in 

execution, style, intent? 

 Did I listen to recordings of this? 

 Which recording is my favorite? 

 How does listening to recordings change the 

way I play?  

 Am I able to bring my own voice to the 

interpretation of the music to evoke an 

emotional response from the listener? 

SECTION TRIAGE 

 Are we all unified in our rhythms (in-time) 

and tempo? 

 Are we all playing in the same style, and 

volume with the same intent? 

 Are we blending our sounds within the 

section? 

 Is our section a strong addition to the 

ensemble sound?  

 How can we improve? 

ENSEMBLE TRIAGE 

 Is everyone in the ensemble committed to 

playing with the same intent?  

 Is everyone committed to excellence? 

 Is it beautiful? 

 What do we need to do as an ensemble to 

improve? 

 How will playing this tune help us with other 

music we are playing? 

   Your Thoughts and Notes (for teachers and learners) 

 Use this space to assess your own understanding, and consider other ways you might approach addressing  

 these skills and concepts. 
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4. Eternal Father Strong to Save (Melita)  

Background Information 

William Whiting (1825–1878) wrote the original text to this hymn in 1860 after surviving a tremendous storm on 

the Mediterranean Sea. John Bacchus Dykes (1823–1876) later set the text to music and named it after the 

Mediterranean Island Melita (now known as Malta). The opening line of the original text by Whiting, “O Thou who 

bid’s the ocean deep,” proclaimed the dominance of the sea over humans. It was later changed to “Eternal Father, 

strong to save” suggesting that humans and a higher power, together, reign supreme. In 1879, the U.S. Naval 

Academy Choir regularly using this hymn in their services, leading to its acceptance as The Naval Hymn.    

Building S.T.U.B.B.I.E. Fundamentals and Musical Triage 

Fundamental Encourage learners to engage in musical triage to become independent musicians.            

Hyperlinks contained in these tables link directly to the MMI website for further information. 

S. U. 
This is the perfect opportunity to try all five styles to be sure band members can execute 

them on demand. First try each style, then mix and match. 

U. 
Thejecreates an opportunity to teach, reinforce, and transfer the fundamental approach 

to long-short rhythms. Click here for a suggested strategy for teaching this rhythmic figure. 

Ba. Bl. 

This exercise has been arranged to challenge learners to understand balance and blend. The 

blending of each line is critical to achieving balance. Play each line separately to create a 

“blended” sound within each line. Then play it all together and listen for how the balance        

(column 5) has changed. 

I. 

Remind learners to intensify (p. 3) to the change—to, through, and beyond (i.e., specifically in 

this exercise, sometimes beat four to beat one and sometimes not; reminding them that the 

greater the change of pitch [leap of a third or more] or change in rhythm [etoh is more 

thanetoq], the greater the intensity is increased). Remember to remind learners that 

intensifying does not always equal crescendo. 

I. Is for Purpose—Intent to Create Emotional Engagement  

Altering the tempo (p. 1), the style of notes, the balance (column 5), and the blend dramatically alters the 

emotional impact of any work. Experiment not only with the tempo and styles of notes but try a variety of 

instrument combinations on the various lines. Ask learners what they learned from this process. How will they 

transfer this new understanding to other pieces they are playing? 

Check out These Artists and Video Recordings on YouTube 

Claude T. Smith—Eternal Father Strong to Save    

President’s Own” U.S. Marine Band—Eternal Father                                                       

Navy Band Country Current—Eternal Father 

Naval Academy Glee Club—Eternal Father 

https://www.mmiachieve.com/musicaltriage
https://www.mmiachieve.com/unifyingnotestyles
https://www.mmiachieve.com/unifyingnotestyles
file://///filesrv2.prov.gov.ns.ca/USR-EDUC$/HALEYAJ/a%20STICK/STUBBIE/Support%20Docs/Suggested%20Strategy%20to%20Teach%20dotted%20quarter.eighth.pdf
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/techniques
https://www.mmiachieve.com/techniques
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/unifying-5-styles
https://www.mmiachieve.com/techniques
https://www.mmiachieve.com/creating-intent
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Eternal Father Strong to Save (Melita) 

Eternal Father, strong to save, 

Whose arm hath bound the restless wave,  

Who biddest the mighty ocean deep 

Its own appointed limits keep; 

Oh, hear us when we cry to Thee, 

For those in peril on the sea! 

 

O Lord! Whose voice the waters heard 

And hushed their raging at Thy word, 

Who walked on the foaming deep, 

And calm amidst its rage didst sleep; 

Oh, hear us when we cry to Thee, 

For those in peril on the sea! 

 

Most Holy Spirit! Who didst brood 

Upon the chaos dark and rude, 

And bid its angry tumult cease, 

And give, for wild confusion, peace; 

Oh, hear us when we cry to Thee, 

For those in peril on the sea! 

 

With faith of love and power! 

Our family shield in danger’s hour;  

From rock and tempest, fire and foe,  

Protect us wheresoever we go; 

Thus evermore shall rise to Thee 

Glad hymns of praise from land and sea. 
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Eternal Father Strong to Save (Melita)  

  Musical Triage (sample prompts to encourage learner engagement) 

INDIVIDUAL TRIAGE  

 Am I playing every note with intent or just 

some? 

 Am I able to alter the tempo when asked while 

maintaining style and intent?  

 Am I unified with my section and the ensemble 

in my volume and intensity? 

 Did I listen to recordings of this? 

 Which recording is my favorite? 

 How does listening to recordings change the 

way I play?  

 Am I able to bring my own voice to the 

interpretation of the music to evoke an 

emotional response from the listener? 

SECTION TRIAGE 

 Are we unified in our rhythms (in-time) and 

tempo? 

 Are we all playing in the same style, and 

volume with the same intent? 

 Are we blending our sounds within the 

section? 

 Is our section a strong addition to the 

ensemble sound?  

 How can we improve? 

ENSEMBLE TRIAGE 

 Is everyone in the ensemble committed to 

playing with the same intent?  

 Is everyone committed to excellence? 

 Is it beautiful? 

 What do we need to do as an ensemble to 

improve? 

 How will playing this tune help us with other 

music we are playing? 

   Your Thoughts and Notes (for teachers and learners) 

    Use this space to assess your own understanding, and consider other ways you might approach addressing   

    these skills and concepts. 
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5. Ville du Havre (It Is Well with My Soul)  

Background Information 

Horatio Gates Spafford (1828–1888) lost his two-year-old son in the Great Chicago fire of 1871. Two years later, he 

sent his family to Europe ahead of him on a holiday on the ocean liner Ville du Havre. On a tragic night on the 

Atlantic, the ship sank and his four daughters were lost at sea. His wife survived, and when he was finally reunited 

with her, he was inspired to write the poem, It Is Well with My Soul, to help in reconciling their loss. Philip Bliss 

(1838–1876) brought this poem to life in music, ironically being published the same year of his own death. Over 100 

years later, David Holsinger wrote his own powerful version based on the hymn song of Philip Bliss. We each deal 

with loss in our own way. Fortunately, we have words and music to help us find our way through loss and sorrow.  

Building S.T.U.B.B.I.E. Fundamentals and Musical Triage 

Fundamental Encourage learners to engage in musical triage to become independent musicians.            

Hyperlinks contained in these tables link directly to the MMI website for further information. 

S. T. U. Ba. 

Bl. I.   

There are passing harmonic tones that clash with the melodic line. Ask learners what S. T. 

U. Ba. Bl. I. challenges these notes present? 

S. U. Ba. I. 
How do the movingenotes affect the emotional development, and what style of note will be 

most effective (default, tenuto, marcato) to accomplish the emotional intent? 

S. T. U.   

The way notes are released will dramatically affect the emotional response experienced by 

the listener. Sometimeshnotes lead toHandwnotes have been tied toenotes. Review this 

“notational“ device with learners. What kind of release is desired, and how will the performer 

play thewnote andhnote to arrive in a unified manner to the release? 

I. How is intensifying (p. 3) to, through, and beyond the change applied to this exercise? 

I. Is for Purpose—Intent to Create Emotional Engagement  

When all are satisfied that the S.T.U.B.B.I. issues are addressed and unified, ask if the performance was 

meaningful. If not, why not, and what might they do with each note and phrase to make it so? Experiment with 

all the S.T.U.B.B.I.E. fundamentals to keep learners involved in intent. 

Ask learners to agree about the feelings they wish their audience to experience during the performance (e.g., 

sadness, strength, hope, reflection). Have them choose emotions or ideas to express through the performance of 

the music. Ask learners to offer how the other S.T.U.B.B.I. fundamentals can be used to express those 

emotions or ideas. 

Check out These Artists and Video Recordings on YouTube 

David Abramsky—It Is Well with My Soul                                        

Acapella—Hymns for All the World—It Is Well                        

Aramis String Quartet—When Peace like a River  

NTUWB—On a Hymn Song of Philip Bliss 

https://www.mmiachieve.com/musicaltriage
https://www.mmiachieve.com/unifying-5-styles
https://www.mmiachieve.com/notational-device
https://www.mmiachieve.com/creating-intent
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Ville du Havre (It Is Well with My Soul) 

When peace, like a river, attendeth my way, 

When sorrows like sea billows roll; 

Whatever my lot, Thou hast taught me to say, 

It is well, it is well with my soul. 

 

Refrain 

It is well with my soul, 

It is well, it is well with my soul. 

 

Though Satan should buffet, though trials should come, 

Let this blest assurance control, 

The Lord hath regarded my helpless estate, 

And hath shown me the way for my soul. 

 

For me, it’s my Lord, it’s my Lord hence to live: 

If the sky above me shall roll, 

No pang shall be mine, for in death as in life 

Thou wilt whisper Thy peace to my soul. 

 

But, Lord, ‘tis for Thee, for Thy coming we wait, 

The sky, not the grave, is our goal; 

Oh, trump of the angel! Oh, voice of the Lord! 

Blessed hope, blessed rest of my soul! 

 

And Lord, haste the day when the faith shall be sight, 

The clouds be rolled back as a scroll; 

The trump shall resound, and the Lord shall descend, 

Even so, it is well with my soul. 
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Ville du Havre (It Is Well with My Soul)  

  Musical Triage (sample prompts to encourage learner engagement) 

INDIVIDUAL TRIAGE  

 Do I understand how to make something I play 

intensely sad or hopeful? 

 Am I able to get across in my playing exactly 

the way I am feeling at any given measure? 

 Do I understand what to do when a note has 

been written to create harmonic tension?  

 Am I unified with my section regarding the kind 

of release I am using? 

 Did I listen to recordings of this? 

 How does listening to recordings change the 

way I play?  

 Am I able to bring my own voice to the 

interpretation of the music to evoke an 

emotional response from the listener? 

SECTION TRIAGE 

 Are we all unified in the intensity of the 

emotion we are attempting to portray in this 

tune? 

 Are we all playing in the same style and 

volume with the same intent? 

 Are we listening to the other lines being 

played within the section and balancing with 

them appropriately? 

 Are we unified in every way with the rest of 

the ensemble?  

 How can we improve? 

ENSEMBLE TRIAGE 

 Is everyone in the ensemble committed to 

playing with the same intent?  

 Is everyone committed to excellence? 

 Is it beautiful? 

 What do we need to do as an ensemble to 

improve? 

 How will playing this tune help us with other 

music we are playing? 

   Your Thoughts and Notes (for teachers and learners) 

    Use this space to assess your own understanding, and consider other ways you might approach addressing  

    these skills and concepts. 
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6. Abide with Me 

Background Information 

Faith in any form has the power to transform and transcend. Faith in family, in what we value, or in the power of 

friendship can make the difference between joy and sorrow, success and failure, a good life, or a life incomplete. 

The English poet Henry Francis Lyte (1793–1847) found his own voice—his own sense of beauty—and shared it with 

the world through his poetry. Many of his poems of faith have been put to music. It is said that the composer of this 

music, William Monk (1823–1889), was so inspired by Lyte’s words that he wrote the melody in less than ten 

minutes. It has clearly stood the test of time. 

Building S.T.U.B.B.I.E. Fundamentals and Musical Triage 

Fundamental Encourage learners to engage in musical triage to become independent musicians.            

Hyperlinks contained in these tables link directly to the MMI website for further information. 

U. 
Focus on starting without a conductor. L isten for breath (link column 1), timing, initial balance 

(highs not coming in first), and perhaps more difficult, unifying the style of the initial note.  

U. 
Never breathe (column 1) after a long note unless you all decide to. Measures four, eight, and 

twelve are perfect opportunities to try this. Either decision is musically justifiable. 

T. Ba. I. 
Tempo, style, and volume affect the emotional response of the listener. Where might you add 

accelerando/ritardando (link p. 1), crescendo/decrescendo, or fermati in this melody? 

Ba. Bl. 
Place soloists or small numbers of band members on the melody, and ask the rest of the band to 

balance (column 5) and blend their accompaniment. 

S. 
Instead of legato, try the exercise in default or a mix of styles (e.g., beats 1 and 2 in default and 

beats 3 and 4 in legato; then reverse it). 

I. Is for Purpose—Intent to Create Emotional Engagement 

Ask the ensemble to work out a breathing plan so the audience does not hear a break or bumps at breaths. How 

will whole notes (p. 4) work to create emotion? How will the harmonic chord tones (cadence) at the ends of 

phrases work to create emotion? 

Ask learners where they believe the most passionate and intense moment is and how long it lasts. How will they 

be sure to get to it so the audience hears it the same way? 

Ask learners to write their own lyrics to this melody expressing a personal feeling.  

Check out These Artists and Video Recordings on YouTube 

Libera—Abide with Me  

Audrey Assad—Abide with Me 

 

King’s College Choir, Cambridge—Abide with Me  

Opening London Olympic Games—Abide with Me

https://www.mmiachieve.com/musicaltriage
https://www.mmiachieve.com/techniques
https://www.mmiachieve.com/unifyingnotestyles
https://www.mmiachieve.com/techniques
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/volumechanges
https://www.mmiachieve.com/fermati
https://www.mmiachieve.com/techniques
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/unifying-5-styles
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/cadences
https://www.youtube.com/user/aNGLICANcHOIR92
https://www.youtube.com/user/aNGLICANcHOIR92
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Abide with Me 

Abide with me; fast falls the eventide; 

The darkness deepens; Lord with me abide. 

When other helpers fail and comforts flee, 

Help of the helpless, O abide with me. 

Swift to its close ebbs out life’s little day; 

Earth’s joys grow dim; its glories pass away; 

Change and decay in all around I see; 

O Thou who changest not, abide with me. 

I need your presence every passing hour. 

What but your grace can foil the tempter’s power? 

Who like yourself, my guide and stay can be? 

Through cloud and sunshine, O, abide with me. 

I fear no foe, with you at hand to bless; 

Though ills have weight, and tears their bitterness. 

Where is death’s sting? Where, grave, your victory? 

I triumph still, if you abide with me. 

Hold now your word before my closing eyes; 

Shine through the gloom and point me to the skies. 

Heaven’s morning breaks and Earth’s vain shadows flee; 

In life, in death, O Lord, abide with me. 
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Abide with Me 

  Musical Triage (sample prompts to encourage learner engagement) 

INDIVIDUAL TRIAGE  

 Do I understand what I need to do to start and 

play without a conductor? 

 Am I able to get across in my playing exactly 

the way I am feeling at any given measure? 

 Do I understand how to blend with other 

instruments playing the same line as mine?  

 Do I understand how to blend with other 

instruments playing different lines with mine? 

 Do I know which note or measure is the most 

intense or passionate and why? 

 How does listening to recordings change the 

way I play?  

 Am I able to bring my own voice to the 

interpretation of the music to evoke an 

emotional response from the listener?   

 

SECTION TRIAGE 

 Are we all committed to making our section 

one that every other section wants to be like? 

 Are we all playing every note with intensity 

and passion and unified in that? 

 Are we listening to the other lines being 

played within the section and balancing with 

them appropriately? 

 Is our section a strong addition to the 

ensemble sound?  

 How can we improve? 

ENSEMBLE TRIAGE 

 Is everyone in the ensemble committed to 

playing with the same intent?  

 Is everyone committed to excellence? 

 Is it beautiful? 

 What do we need to do as an ensemble to 

improve? 

 How will playing this tune help us with other 

music we are playing? 

   Your Thoughts and Notes (for teachers and learners) 

    Use this space to assess your own understanding, and consider other ways you might approach addressing      

    these skills and concepts. 
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7. Terra Beata (This Is My Father’s World) 

Background Information 

Terra Beata is Latin for “Beautiful World.” The poem by Maltbie Davenport Babcock (1858–1901) speaks of the 

beauty of our Earth, the wonder of nature, and the simplicity of the rustling grass. It is said that he had been 

inspired by his frequent walks near Lake Ontario in upstate New York. Franklin L. Sheppard (1852–1930) put the 

poem to music in 1905, basing the melody on a folk tune from England that his mother sang to him as a child. It 

may have been the ancient Greek concept of “music of the spheres” that inspired him, in that the stars and planets 

resonate creating beauty around us, inspiring us to look deep within our own souls. The wonder and the beauty of 

this simple melody stayed with Babcock until he found the words to express his inner soul.  

Building S.T.U.B.B.I.E. Fundamentals and Musical Triage 

Fundamental Encourage learners to engage in musical triage to become independent musicians.            

Hyperlinks contained in these tables link directly to the MMI website for further information. 

Ba. Bl. 

Play the chorale at three different volume levels (f, mf, and p). Between performances discuss 

the balance and blend issues created at each volume level. “When is piano not piano? When it is 

forte!” (column 5). Repeat, with learners changing lines to create new colour and blend issues.  

T. Ba. I. 

Tempo and volume choices dramatically affect the emotional response of the listener. Where 

might you add accelerando/ritardando (p. 1) and/or crescendo/decrescendo. In which three 

measures would it be possible to add a fermata, and which type would you add? 

S. U. Ba. 

Bl. I. 

Almost every measure where the melody has a longer note has an interesting cadence issue 

written in (i.e., movingqnotes or a single beat threeqnote added). Help learners identify these 

measures and discuss how they might approach the issues of styles unification and intent of the 

single beat three note, and intensifying (p. 3) to, through, and beyond the long notes. 

I. Is for Purpose—Intent to Create Emotional Engagement 

When all are satisfied that the S.T.U.B.B.I. issues are addressed and unified, ask if the performance was 

meaningful. If not, why not, and what might they do with each note and phrase to make it so? Experiment with 

all the S.T.U.B.B.I.E. fundamentals to keep them involved in intent. 

Ask learners to agree about the feelings they wish their audience to experience during the performance. Have 

them choose an emotion or idea to express through the music (e.g., pride, strength, reflection). Ask learners to 

offer how the other S.T.U.B.B.I. fundamentals can be used to express those emotions or ideas. 

Check out These Artists and Video Recordings on YouTube 

TYABB—Variations on Terra Beata  

Elaine Hagerman—This Is My Father’s World  

Arr. Brenda Portman; Molly Hanes Terra Beata  

Korg Kronos 2 Instrumental—Terra Beata  

Tenore—This Is My Father’s World  

Fernando Ortega—This Is My Father’s World  

https://www.mmiachieve.com/musicaltriage
https://www.mmiachieve.com/techniques
https://www.mmiachieve.com/techniques
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/volumechanges
https://www.mmiachieve.com/fermati
https://www.mmiachieve.com/cadences
https://www.mmiachieve.com/unifying-5-styles
https://www.mmiachieve.com/creating-intent
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Terra Beata (This Is My Father’s World) 

This is my Father’s world,  

and to my listening ears  

all nature sings, and round me rings  

the music of the spheres.  

This is my Father’s world:  

I rest me in the thought  

of rocks and trees, of skies and seas;  

his hand the wonders wrought.  
 

This is my Father’s world,  

the birds their carols raise,  

the morning light, the lily white,  

declare their maker’s praise.  

This is my Father’s world:  

he shines in all that’s fair;  

in the rustling grass I hear him pass;  

he speaks to me everywhere.  
 

This is my Father’s world.  

O let me ne’er forget  

that though the wrong seems oft so strong,  

God is the ruler yet.  

This is my Father’s world:  

why should my heart be sad?  

The Lord is King; let the heavens ring!  
God reigns; let the earth be glad! 
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Terra Beata (This is My Father’s World) 

  Musical Triage (sample prompts to encourage learner engagement) 

INDIVIDUAL TRIAGE  

 Do I understand what the composer was 

originally trying to portray? How does that 

affect my playing? 

 Am I able to get across in my playing exactly 

the way I am feeling at any given measure?  

 Do I understand my role when playing notes 

that are not the melody—particularly when the 

melody has a long note? 

 Did I listen to recordings of this? 

 Which recording is my favorite? 

 How does listening to recordings change the 

way I play?  

 Am I able to bring my own voice to the 

interpretation of the music to evoke an 

emotional response from the listener? 

SECTION TRIAGE 

 Are we unified as a section when asked to 

change tempo? 

 Are we able to maintain balance when 

changing volumes? 

 Are we listening to the other lines being 

played within the section and balancing with 

them appropriately? 

 Is our section a strong addition to the 

ensemble sound?  

 How can we improve? 

ENSEMBLE TRIAGE 

 Is everyone in the ensemble committed to 

playing with the same intent?  

 Is everyone committed to excellence? 

 Is it beautiful? 

 What do we need to do as an ensemble to 

improve? 

 How will playing this tune help us with other 

music we are playing? 

   Your Thoughts and Notes (for teachers and learners) 

  Use this space to assess your own understanding, and consider other ways you might approach addressing     

  these skills and concepts. 
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8. Come Thou Fount of Every Blessing 

Background Information 

The origin of this melody is a mystery. Credit for the melody has been given to two different sources—Asahel 

Nettleton (1783–1844) and John Wyeth (1770–1858). It is more likely an American traditional folk melody of 

anonymous origin. In 1757 Robert Robinson penned the words that remain in common use today. Most recently it 

has become a favourite of pop and folk singers, bringing their own interpretation to this haunting melody. Perhaps, 

more importantly, it allows us to consider the beauty and passion within each of us and all those around us. 

Building S.T.U.B.B.I.E. Fundamentals and Musical Triage 

Fundamental Encourage learners to engage in musical triage to become independent musicians.            

Hyperlinks contained in these tables link directly to the MMI website for further information. 

S. I. Ask learners to emphasize beat one in each measure. Then ask them to try the concept in 3 

time  of “three loves one.” (p. 2).  

U. I.   After the performance of three loves one is unified, ask the questions When is 3 not 3? When it 

is 6! (p. 2). In 3, three loves one; in 6, three loves four, and six loves one. 

I. When there are two snotes in the melody, how does the intensity of the enotes supporting it 

differ from when three loves one, or six loves one? 

T. Ba. I. Tempo, style, and volume choices dramatically affect the emotional response of the listener. 

Where might you add accelerando/ritardando, crescendo/decrescendo, or fermati in this 

melody? 

I. Is for Purpose—Intent to Create Emotional Engagement 

All the exercises above are designed to help increase learners’ awareness that each note is important and has its 

own personality and purpose, just like each of them. Ask learners to listen to a variety of recorded versions to 

assist them in creating their own. Have each of them perform the melody, demonstrating their ideas for 

intensity and purpose. After each learner has played, ask the band how they could join in and add to the version. 

Have learners choose the bands’ favourites and determine the emotional reasons for why. 

This melody is of unknown origin and has no record of its original words. Ask learners to write their own words 

to express meaningful ideas (love for family, loss of a friend, hopes for the future, etc.). 

Check out These Artists and Video Recordings on YouTube 

Harmonic Hope—Come Thou Fount of Every Blessing     

Elenyi & Sarah Young—Come Thou Fount  

Paul Cardall—Come Thou Fount of Every Blessing      

Reawaken (Acoustic) —Come Thou Fount 

Sarah Noëlle—Come Thou Fount of Every Blessing 

Skip Cleavinger—Come Thou Fount of Every Blessing  

Mormon Tabernacle Choir—Come Thou Fount 

Kings Kaleidoscope—Come Thou Fount live at rehearsal 

https://www.mmiachieve.com/musicaltriage
https://www.mmiachieve.com/style
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/volumechanges
https://www.mmiachieve.com/fermati
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Come Thou Fount of Every Blessing 

Come, Thou Fount of every blessing, 

Tune my heart to sing Thy grace; 

Streams of mercy, never ceasing, 

Call for songs of loudest praise. 

Teach me some melodious sonnet, 

Sung by flaming tongues above; 

Praise the mount! I’m fixed upon it, 

Mount of Thy redeeming love. 

Here I’ll raise my Ebenezer; 

Hither by Thy help I’m come; 

And I hope, by Thy good pleasure, 

Safely to arrive at home. 

My Lord sought me when a stranger, 

Wand’ring from the fold above; 

He, to rescue me from danger, 

Interposed His precious love. 

Oh, to grace how great a debtor 

Daily I’m constrained to be! 

Let Thy goodness, like a fetter, 

Bind my feeble heart to Thee. 

“Prone to wander, Lord, I feel it,” 

Long I cried to be made pure; 

“Here’s my heart, O take and seal it, 

Work in me Thy double cure.” 

Hallelujah! I have found it, 

The full cleansing I had craved, 

And to all the world I’ll sound it: 

They too may be wholly saved. 

I am sealed by Thy sweet Spirit, 

Prone no longer now to roam; 

And Thy voice, I’ll humbly hear it, 

For Thy presence is my home.   
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Come Thou Fount of Every Blessing 

  Musical Triage (sample prompts to encourage learner engagement) 

INDIVIDUAL TRIAGE  

 Do I understand the relationship between beat 

three and beat one and can I execute it? 

 Am I able to get across in my playing exactly 

the way I am feeling at any given measure?  

 Could I play all four parts understanding my 

role in each? 

 Did I listen to recordings of this? 

 Which recording is my favorite? 

 How does listening to recordings change the 

way I play?  

 Am I able to bring my own voice to the 

interpretation of the music to evoke an 

emotional response from the listener? 

SECTION TRIAGE 

 Are we unified as a section regarding “three 

loves one”? 

 Are we able to maintain balance and style 

when changing tempo? 

 Are we unified regarding playing in three or in 

six? 

 Is our section a strong addition to the 

ensemble sound?   

 How can we improve? 

ENSEMBLE TRIAGE 

 Is everyone in the ensemble committed to 

playing with the same intent?  

 Is everyone committed to excellence? 

 Is it beautiful? 

 What do we need to do as an ensemble to 

improve? 

 How will playing this tune help us with other 

music we are playing? 

  Your Thoughts and Notes (for teachers and learners) 

   Use this space to assess your own understanding, and consider other ways you might approach addressing    

   these skills and concepts. 

 

 

 

 

 

 

 

 

 

 

 

F S 



 

40 

9. Slane (Be Thou My Vision) 

Background Information 

The title of this work is intriguing because although many people recognize it as Be Thou My Vision, the original 

melody is from Ireland c. 700. Slane Castle is located just outside the town of Slane in the county of Meath, just 

north of Dublin. In 1905 Mary Elizabeth Byrne (1880–1931) translated the Gaelic hymn Bi Thusa ‘mo Shúile into 

English. The history of the region is rich with stories of courage, hardship, and joy, including how St. Patrick was first 

recognized with his actions to light candles on Slane Hill prior to Pagan festivals in the fifth century. Over the next 

several centuries, the southern region from Slane Castle to Dublin was fraught with battles and power struggles. 

Perhaps this is why this region is known for its prolific outpouring of folklore and deeply passionate music.   

Building S.T.U.B.B.I.E. Fundamentals and Musical Triage 

Fundamental Encourage learners to engage in musical triage to become independent musicians.            

Hyperlinks contained in these tables link directly to the MMI website for further information. 

I. 
When is 3 not 3?  When it is 6! (p. 2). In 3, three loves one; in 6 three loves four and six loves 

one. 

U.  Unify the legato—“slow music; quick articulation” (column 2). 

T. Ba. I. 

Tempo and volume choices dramatically affect the emotional response of the listener. Where 

might you add accelerando/ritardando and/or crescendo/decrescendo? How is 

crescendo/decrescendo different than intensifying to the change? 

Ba. Bl. 
Try placing different sections or individuals on different lines and work on balance (column 5) 

and blend. 

I. 
Partial rhythmic and harmonic cadences have been added to this arrangement. What challenges 

do these present, and how do they change the intent? 

I. Is for Purpose—Intent to Create Emotional Engagement 

Ask learners to agree upon one or two beats within each phrase that are the most intense. Have them perform 

each phrase, intensifying (p. 3) to, through, and beyond each note they selected.  

Ask learners how their performance will change if they play it like the text suggests or if they perform as if it 

were a folk tune about living in Slane Castle.  

Check out These Artists and Video Recordings on YouTube 

The Webb Family—Be Thou My Vision 

BYU Noteworthy—Be Thou My Vision 

David Gillingham—Be Thou My Vision for band 

Travis Cross—Be Thou My Vision for band 

The King’s College—Be Thou My Vision for choir 

https://www.mmiachieve.com/musicaltriage
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/techniques
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/volumechanges
https://www.mmiachieve.com/techniques
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/cadences
https://www.mmiachieve.com/creating-intent
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Slane (Be Thou My Vision) 

Be Thou my Vision, O Lord of my heart; 

Naught be all else to me, save that Thou art; 

Thou my best Thought, by day or by night, 

Waking or sleeping, Thy presence my light. 

Be Thou my Wisdom, and Thou my true Word; 

I ever with Thee and Thou with me, Lord; 

Thou my great Father, I Thy true son; 

Thou in me dwelling, and I with Thee one. 

Be Thou my battle Shield, Sword for the fight; 

Be Thou my Dignity, Thou my Delight; 

Thou my soul’s Shelter, Thou my high Tow’r: 

Raise Thou me heav’nward, O Pow’r of my pow’r. 

Riches I heed not, nor man’s empty praise, 

Thou mine Inheritance, now and always: 

Thou and Thou only, first in my heart, 

High King of Heaven, my Treasure Thou art. 

High King of Heaven, my victory won, 

May I reach Heaven’s joys, O bright Heav’n’s Sun! 

Heart of my own heart, whate’er befall, 

Still be my Vision, O Ruler of all. 
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Slane (Be Thou My Vision) 

  Musical Triage (sample prompts to encourage learner engagement) 

INDIVIDUAL TRIAGE  

 Can I picture a place in Ireland as I play this 

tune? 

 Am I playing with quick and light articulation?  

 Could I play all four parts understanding my 

role in each? 

 Did I listen to recordings of this? 

 Which recording is my favorite? 

 How does listening to recordings change the 

way I play?  

 Am I able to bring my own voice to the 

interpretation of the music to evoke an 

emotional response from the listener? 

SECTION TRIAGE 

 Are we unified as a section regarding the 

intent and intensity of every note? 

 Are we working together to create the 

intensity through the rhythmic and harmonic 

cadences? 

 Is our section a strong addition to the 

ensemble sound?   

 How can we improve? 

ENSEMBLE TRIAGE 

 Is everyone in the ensemble committed to 

playing with the same intent?  

 Is everyone committed to excellence? 

 Is it beautiful? 

 What do we need to do as an ensemble to 

improve? 

 How will playing this tune help us with other 

music we are playing? 

   Your Thoughts and Notes (for teachers and learners) 

    Use this space to assess your own understanding, and consider other ways you might approach addressing    

    these skills and concepts. 
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10. Greensleeves 

Background Information 

Many myths and legends surround this melody, but it is generally accepted that it is a Tudor hymn first referenced 

in 1580. One popular myth is that it was composed by King Henry VIII (an accomplished composer and organist) 

after his first overtures to Anne Boleyn when she initially rejected him. However, it is considered highly suspect that 

King Henry VIII wrote this melody. The original lyrics reflected the unrequited love of a rich man for a lady who, 

evidently, wore green sleeves. It was not until 1686 that it was made into a popular Christian hymn What Child Is 

This, (allegedly) by William Chatterton Dix. A tribute to the timelessness of this melody is that in 1962 it was re-

imagined with new lyrics sung by Debbie Reynolds in the movie How the West Was Won.  

Building S.T.U.B.B.I.E. Fundamentals and Musical Triage 

Fundamental Encourage learners to engage in musical triage to become independent musicians.            

Hyperlinks contained in these tables link directly to the MMI website for further information. 

U. 
The jecreates an opportunity to teach, reinforce, and transfer the fundamental approach to 

long-short rhythms. Click here for a suggested strategy for teaching this rhythmic figure. 

Ba. 
This arrangement has been created to offer challenges in balance (column 5). Be sure to keep 

the melody in the foreground, particularly during the second half of the exercise. 

I. 
Each half of the exercise offers distinct challenges—the first sustaining the forward motion 

because three loves one in 3 (p.2); the second considering the style of the obligato notes and 

balance (column 5) to keep the melody in the foreground. 

T. 
Play this exercise at three different tempos. Try m.m.q=  60, 72, and 96. Discuss the 

performance challenges that each tempo presents. 

I. Is for Purpose—Intent to Create Emotional Engagement 

Ask learners how changing the tempo affects the emotional portrayal. How does combining the three 

elements of tempo, volume, and style change the intent?  

There are three accepted text settings to this music. Each one has its own strong emotional context. Without the 

text, how will the listener know which setting has been performed? Ask sections of the band to perform the 

chorale with a particular context in mind. Then ask the listeners which version was played and how did they 

know. 

Check out These Artists and Video Recordings on YouTube 

Ralph Vaughan Williams—Fantasia on Greensleeves               

Eastern Wind Symphony, Alfred Reed—Greensleeves 

David Nevue—Greensleeves 

Vince Guaraldi Trio—Greensleeves 

Loreena McKinnett—Greensleeves                                            

Jethro Tull—Greensleeves 

https://www.mmiachieve.com/musicaltriage
file://///filesrv2.prov.gov.ns.ca/USR-EDUC$/HALEYAJ/a%20STICK/STUBBIE/Support%20Docs/Suggested%20Strategy%20to%20Teach%20dotted%20quarter.eighth.pdf
https://www.mmiachieve.com/techniques
https://www.mmiachieve.com/creating-intent
https://www.mmiachieve.com/unifying-5-styles
https://www.mmiachieve.com/techniques
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Greensleeves 

Alas my love  

you do me wrong 

To cast me off discourteously; 

And I have loved you  

oh so long 

Delighting in your company. 

Greensleeves was my delight, 

Greensleeves my  

heart of gold 

Greensleeves was my heart of joy 

And who but my  

lady Greensleeves. 

 

I have been ready at your hand 

To grant whatever thou  

would’st crave; 

I have waged both life and land 

Your love and goodwill  

or to have. 

Greensleeves was my delight, 

Greensleeves my  

heart of gold 

Greensleeves was my heart of joy 

And who but my  

lady Greensleeves. 

 

What Child is This 

What child is this,  

who, laid to rest, 

On Mary’s lap is sleeping? 

Whom angels greet with anthems 

sweet, 

While shepherds watch  

are keeping. 

This, this is Christ the King, 

Whom shepherds guard and angels 

sing: 

Haste, haste to bring Him laud, 

The Babe, the Son of Mary. 

 

Why lies He in such mean estate, 

Where ox and ass are feeding? 

Good Christians, fear,  

for sinners here 

The silent Word is pleading. 

This, this is Christ the King, 

Whom shepherds guard and angels 

sing: 

Haste, haste to bring Him laud, 

The Babe, the Son of Mary. 

Home in the Meadow 

Away, away come away with me 

Where the grass grows wild 

where the winds blow free 

Away, away come away with me 

and I’ll build you 

a home in the meadow. 

Come, come 

there’s a wondrous land 

For the hopeful heart, 

and the willing hand 

Come, come 

there’s a wondrous land 

Where I’ll build you 

a home in the meadow. 

 

The stars, the stars 

oh, how bright they’ll shine 

On a world the Lord 

himself designed 

The stars, the stars 

oh, how bright they’ll shine 

On that home we will build 

in the meadow. 

Come, come 

there’s a wondrous land 

For the hopeful heart, 

and the willing hand 

Come, come 

there’s a wondrous land 

Where I’ll build you 

a home in the meadow. 
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Greensleeves  

  Musical Triage (sample prompts to encourage learner engagement) 

INDIVIDUAL TRIAGE  

 Am I able to play this in a variety of ways with 

different intents regarding the meaning and 

purpose of the music? 

 Am I playing in-time and on-time?  

 Can I play this in different tempos while 

portraying the musical intent I am trying to 

share? 

 Did I listen to recordings of this? 

 How does listening to recordings change the 

way I play?  

 Am I able to bring my own voice to the 

interpretation of the music to evoke an 

emotional response from the listener? 

SECTION TRIAGE 

 Are we unified as a section regarding the 

intent and intensity of every note? 

 Are we working together to create the 

intensity through intensifying and 

recalibration? 

 Is our section a strong addition to the 

ensemble sound?  

 How can we improve? 

ENSEMBLE TRIAGE 

 Is everyone in the ensemble committed to 

playing with the same intent?  

 Is everyone committed to excellence? 

 Is it beautiful? 

 What do we need to do as an ensemble to 

improve? 

 How will playing this tune help us with other 

music we are playing? 

   Your Thoughts and Notes (for teachers and learners) 

    Use this space to assess your own understanding, and consider other ways you might approach addressing    

    these skills and concepts. 
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Value and Transfer: Triage Assessment 

Notions     

1.   It is now time to put what learners have learned to the test. Have learners mastered (and possibly 

automatized) the prerequisite skills and concepts required to execute musical triage and perform with 

intent and emotion? Are they able to successfully assess and prioritize which skills and concepts continue 

to be concerns—for themselves, their sections and for the ensemble-at-large? 

2.   Once learners have identified and prioritized the issues, encourage them to invent ways of selecting or 

even combining the warm-ups to address their own personal challenges, the issues they are hearing within 

their sections and the ensemble concerns. This encourages ownership and engagement leading them to 

value and transfer the notions on their own. 

3.   It is important to point out and celebrate successes that have been achieved and guide learners to 

understand how to take these achievements to the value and transfer level. 

4.   Work together to co-construct goals, timelines, and a plan to address and eliminate the issues you have all 

agreed upon. Then implement you plan and work together to achieve the goals you have set.  

A Case for Mastery 

Mastery is the standard to be pursued in this method. As learners progress through the S.T.U.B.B.I.E. exercises 

they must not only be able to execute them, but also grasp the fundamental notions that lead to value and transfer. 

Encourage your learners to creatively design their own ways to demonstrate their understanding and mastery. Do 

this as often as possible to create good triage habits. And finally, learners should collaborate with one another to 

challenge each other to the highest level of achievement.  

Triage Assessment 

PREMISES 

 Triage takes place in the moment of producing sounds and prioritizing issues to be addressed. 

 After learners understand and can apply triage to their playing they can use triage assessment to create  

opportunities to co-construct solutions. 

 Triage assessment is a synthesis of all the issues that have been identified (either successfully addressed or 

needing further attention). Engage learners in triage assessment after five to eight rehearsals, or every three 

weeks (whichever best fits your rehearsal schedule).   

 These assessment sessions should take seven to ten minutes and can be scheduled at the end of a rehearsal 

session, thus becoming an advance organizer for the next rehearsal.  

SUGGESTED PROCEDURE 

 Have learners fill out all three components of the Triage Assessment Form.  
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 Ask section leaders to collect the forms and collate the answers (this not only builds leadership, but also trust 

and collaboration within the section). 

 Have section leaders discuss with their section the information collected. Determine which fundamentals are 

full section concerns and which are individual issues. 

 For individual concerns, discuss how section members can help each other to resolve the issues. 

 For section concerns, have learners prioritize their challenges and create a plan to address them. 

 Have sections submit their findings to you so you can determine your course of action. 

 Inform the ensemble of the issues that were found to be of concern for most the sections and advise them 

that you will take the responsibility of addressing those issues. 

 Assign individuals or sections to take the lead in addressing the other issues. 

 Collect these triage plans at various points throughout the year. Charts are provided as samples at the end of 

this section to keep track of the data to inform ongoing teaching and learning. For example, build your warm-

ups to address issues as they emerge. 

A FINAL NOTE FOR LEARNER AND ENSEMBLE SUCCESS 

 Whenever possible, ask learners to lead these sessions or demonstrate their mastery as a model for other 

learners. It is also very important to identify learners who may be struggling with some issues, but who are 

capable of modeling good performance for another issue or concern. This will help to build confidence, trust, 

and a supportive environment within the ensemble for all learners. 
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S.T.U.B.B.I.E. Triage Assessment Form for Chorale Exercises 

Individual 

A. I am very confident with my execution of the following S.T.U.B.B.I.E. tenets and can apply them in these 

chorales and then transfer them to other music I am playing.  

S.T.U.B.B.I.E. Tenet Chorale How I Will Use This in Another Piece of Music 

 
 

  

 
 

  

B. I still need to work on these S.T.U.B.B.I.E. tenets so I can apply them more effectively to the chorales. 

1. 

2. 

Sectional 

A. Our section is great at applying these S.T.U.B.B.I.E. tenets to the chorales.  

B. Our section agrees that we need help with these chorales or S.T.U.B.B.I.E.  tenets. 

1. 

2. 

Ensemble 

A. Our band rocks these S.T.U.B.B.I.E. tenets and chorales.  

B. Our band needs more time and help with these S.T.U.B.B.I.E. tenets or chorales.  

 

S.T.U.B.B.I.E. Tenet How We Can Help Other Sections Achieve This 

 
 

 

 
 

 

S.T.U.B.B.I.E. Tenets/Chorales How We Demonstrate Our Mastery! 

 
 

 

 
 

 

S.T.U.B.B.I.E. Tenets/Chorales What We Need Help With 
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S.T.U.B.B.I.E. Triage Assessment Form for Emotion and Intent  

Individual 

A.  I am very confident that I understand how to create emotion in my playing.  

B. I still need to work on demonstrating the following emotions.  

Sectional 

A. Our section is great at expressing emotional intent in these chorales. We can help other sections. 

B. Our section agrees that we need help with applying emotional intent to these chorales.   

Ensemble 

A. Our band rocks the emotional intent in these chorales. 

B. Our band needs more time and help to create emotional intent in these chorales. 

I Displayed Emotion in these Chorales How I Demonstrated That Emotional Intent 

 
 

 

 
 

 

Emotions I Am Working On Some Strategies I Will Try to Address This 

 
 

 

 
 

 

Chorales How We Can Help Other Sections to Express Emotional Intent 

 
 

 

 
 

 

Chorales What Our Section Needs Help With 

 
 

 

 
 

 

Chorales How We Use the S.T.U.B.B.I.E. Tenets to Create Emotion 

 
 

 

 
 

 

Chorales What We Need Help With 
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Three Levels of Achievement  

These three levels can be used in identifying where learners are in the learning process (for teacher and leaner 

use). 

K: KNOWLEDGE LEVEL 

 Learners understand the concepts, important facts, and information. Learners can talk about them and 

describe them. 

 Learners know what and how to approach practising the fundamentals. 

C: CONNECTION LEVEL 

 Learners understand and know how to apply what they have learned. 

 Learners can connect what they have learned in a meaningful way to what they already knew. 

 Learners understand triage and self assessment and can apply it to their performance. 

V&T: VALUE AND TRANSFER LEVEL  

 Learners value what they have learned and wish to share it. 

 A-ha! Learners can apply new learning to other situations. 

 Learners have automatized what they have learned and can transfer it to their playing without even 

thinking about it. 

Use the legend key above (K, C, or V&T) to fill in charts to keep records of progress. Sample chart templates have 

been created (on the following pages) to help organize your thoughts. Under the S.T.U.B.B.I.E. boxes indicate 

your assessment of the achievement level for each tenet. Use the notes area to add specific details. Feel free to 

adapt these templates to suit your needs.  



 

 

  Chorale Achievement Level Chart (K, C, V&T)        Assessment Date: ______________ 

Chorale S. T. U. B. B. I. E. Notes 
 

For the Beauty 
       

 

Finlandia 
        

Ode to Joy 
        

Eternal Father 
        

Ville du Havre 
        

Abide with Me 
        

Terra Beata 
        

Come Thou 

Fount 

        

Slane 
        

Greensleeves 
        

  



 

 

  Section Achievement Level Chart (K, C, V&T)            Assessment Date: _____________ 

Section S. T. U. B. B. I. E. Notes About Specific Sections/Tenets 

Flute        

 

Double 

Reed 
       

 

Clarinet        

 

Saxophone        

 

Trumpet        

 



 

 

Continued 

Section S. T. U. B. B. I. E. Notes About Specific Sections/Tenets 

French Horn        

 

Trombone        

 

Low Brass        

 

Percussion        

 

Strings        
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Appendix 1: Table of S.T. U.B.B.I.E. Fundamentals 

As you use S.T.U.B.B.I.E. Tunes Chorale Exercises for Band, you will quickly see how many 

S.T.U.B.B.I.E. fundamentals may be addressed by using these exercises. This chart has been prepared as a 

guide to indicate which S.T.U.B.B.I.E. fundamentals are focused on in each chorale exercise. As the learning 

activities evolve, transfer ideas from one melody to the next. More importantly, create your own ways of 

addressing these fundamentals. Document your successes and challenges as a guide for new ideas for integrating 

S.T.U.B.B.I.E. fundamentals in the melodies and then transferring to your selected repertoire. As in all we do, 

intent and emotion are included in the goals on every page.       

 S. T. U. B. B. I. E. 

1. For the Beauty of the Earth               

2. Finlandia              

3. Ode to Joy              

4. Eternal Father, Strong to Save              

5. Ville du Havre (When Peace like a River)               

6. Abide with Me               

7. Terra Beata (This Is My Father’s World)               

8. Come Thou Fount of Every Blessing              

9. Slane (Be Thou My Vision)              

10. Greensleeves              
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Appendix 2: Three-Part Rehearsal Plan 

Beginning: Inspiration Stage 

The beginning part of the rehearsal inspires learners to want to learn and create beauty. You must plan to 

prepare the first several minutes of each rehearsal. It is important that each session begin with making music. 

The goal of this portion of the rehearsal is to create a positive learning environment and set a tone so that 

learners are unified in their intent to work hard together. Inspiring learners to value their learning is an important 

feature of this stage of the rehearsal. 

This beginning stage will take approximately one-sixth of the total rehearsal time (or not more than 10–15 

minutes) and is a combination of daily regimented discipline and creative instruction. Learners must know what is 

expected of them and be held accountable for what was previously learned. The goals for the segment must be 

clear in your mind and communicated to learners. The teaching approach should be interactive with an emphasis 

on not only reviewing the key messages, concepts, and skills from previous sessions but for creating advanced 

organizers for what will be taught in this rehearsal portion or future rehearsals. It is a perfect opportunity to 

include formative assessments to determine the level of mastery of the skills and concepts you have deemed 

important. Even when doing drills and routine warm-ups to allow learners to automatize important fundamentals, 

the teaching approach and expectation from the exercise should vary from session to session. By varying the 

approaches, learners will not fall into a routine where they go into auto pilot. They must stay engaged mentally, 

emotionally, and physically for maximum success. Constantly challenging learners to think of ways they will 

transfer these musical calisthenics to their performance of music is critical to the success of this phase. 

Middle: Drill the Skill and Transfer Stage  

The philosophy for the middle phase is based on using the repertoire as a means for future musical 

performance and learning. You must be highly prepared for which concepts and skills will be emphasized 

during this session as well as being critically aware of the mastery level for each of the skills and concepts of 

every learner in the room. 

This phase of the rehearsal is notable for its attention to the work ethic required. It will take most of the rehearsal 

time (one-half to two-thirds). Make it clear to learners that once they have addressed and fixed musical concerns, 

they will be held accountable for doing them as close to perfect as they can every time in the future. You are 

encouraged to conduct formative assessments as an ongoing component of this phase to assist you in the 

preparation of the next and future rehearsals. You should be constantly gauging whether you have correctly 

assessed the mastery levels of the learners, as well as metacognitively planning for the next steps in the learning 

process. 

To help you prepare for next steps, by the end of this phase you should have assessed the following: 

 What the learners know and comprehend. 

 What learners are capable of.  

 How much they value what is being learned. 
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End: Creation Stage 

This final stage of the rehearsal develops an atmosphere where learners are performing what they have 

learned as well as enjoying the creation of beauty. This phase should take as much one-quarter to one-half of 

the rehearsal session, depending on how far along in the process the ensemble has come. The goal of this 

phase is to share the joy of making music so learners will leave each rehearsal with a great sense of joy and 

accomplishment. It is, in effect, an advanced organizer for the next rehearsal session. During this phase, you 

should be in a highly-charged state of listening and evaluating what learners are demonstrating. Just prior to 

dismissal, you should remind learners of what was accomplished that day and give them specific instructions 

to think about outside of the classroom. They should also be given advanced organizers for what will be 

expected of them at the next rehearsal. 

Applying the Tenets of Rehearsing for Musical Value (Lonis & Haley 2017) 

 Take inventory of the fundamental music skills and concepts through formative testing. 

 Address the desired fundamental concepts and skills that are not mastered. 

 Hold learners accountable for knowing what is expected of them. 

 Promote the pursuit of the highest stages of each domain. 

 Promote interaction over reaction. 

 Consider music as the means—not the end. 

 Place thinking above doing. 

 Place valuing above all else. 

Why we learn directly affects how we learn. 

What we value affects how much we learn.  

Benjamin Bloom’s Mastery (Bloom 1971) 

DEGREE OF LEARNING = ____________Time Allowed and Perseverance___________ 

                                            Aptitude, Quality of Instruction, and Ability to Understand   
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Appendix 3: Melodic and Harmonic Tuning  

Quite often when listening to instrumental ensembles of all types (band, orchestra, mixed chamber ensembles), it 

becomes clear that tuning has not been sufficiently addressed. There are five key factors involved in successful 

tuning. 

1. Characteristic Sound                       

 Perhaps most important is that the musician must be able to create a beautiful, characteristic sound 

in a wide range. Without a consistently-centred tone, tuning will remain elusive. 

2. Idiosyncrasies 

 Generally, musicians must know the idiosyncrasies of the instrument they are playing. With 

stringed instruments, this often is more about the lower strings going out of tune faster than the 

upper strings or vice versa. Wind instruments are more complex since they are built in a way to 

become a compromise of all pitches. Thus, every wind instrument has out-of-tune notes built in.  

 Specifically, musicians must know the idiosyncrasies of their personal instrument. In strings, again 

this often depends on the strings and their rate of pitch decay. With wind instruments, musicians 

must learn to determine how flat or sharp a note is due to the compromise mentioned above. 

Although a concert “A” is tuned to A = 440 or 442, this does not mean that all the other notes will 

be perfectly in tune. On the contrary, they most certainly will not. Thus, it is up to the musician to 

adjust each note based on what is known about the instrument they are using. 

3. Melodic Tuning 

 Playing or singing in tune with themselves first and then adjusting to others as required is often the 

first step toward ensemble tuning. Young players get most of the notes in tune (often except for 

the “bad notes” on their instrument [above]) and have learned to match pitches with others on 

longer notes. Often the shorter notes are still out of tune, but since they pass quickly. they are less 

noticeable. Only when the tempo is slowed will the shorter out-of-tune notes be identified.  

4. Harmonic Tuning  

 Often younger groups sound in tune until they get to a held chord. Even though the melody notes 

may be in tune, the chord sounds out of tune. A fundamental understanding of how a chord is 

tuned is not present. The most common mistake is that learners have been told that the third is the 

usual cause of the problem when, in fact, most often it is the fifth that is the culprit.  

5. Balance Affects Tuning 

 This is often the final step to excellent tuning. When musicians understand the roles of notes 

within a chord, they must next learn how balance affects tuning. If the predominant number of 

instruments end up playing the fifth, and a small number are on the tonic, the fifth sounds as if it is 

the tonic and the root sounds like it is the subdominant. Thus, the concept of raising or opening the 

fifth does not work. The third becomes the second casualty as well, becoming the de facto sixth of 

the chord, leaving the chord without a third or a fifth being sensed by the listener.    
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Appendix 4: Cadences—Understanding and 
Application 

From the beginning of our musical training we learned about melody, rhythm, and harmony. We learned that 

melody is the important line that must always be in the foreground. We were taught that the rhythm creates the 

sense of strong and weak beats and organized the duration of sound and silence. As we grew in our musical 

comprehension, we moved to harmony where we began to understand the layers of music supporting the melody, 

often in terms of the type of harmonic progressions and cadences that gave breadth and depth to the melodic 

intent. The definition of cadence comes from the Latin word cadentia meaning “a falling” or “sense of resolution.” 

We will further interpret this as meaning a “sense of arrival” and apply it to each of the three important musical 

notions of melody, rhythm, and harmony. 

We believe strongly that the most effective way of understanding music and the roles of each note, line, or part at 

any given moment is to understand the relationship between these three types of “cadences.” This awareness 

creates greater emotional context within the music leading to passionate and evocative performances. We have 

found that far too many musicians start and end their understanding of a work of music by simply doing a phrasal 

analysis based on the melody or harmony, or simply follow the dynamics printed on the page. This becomes 

obvious when musicians miss the opportunity to lead the listener past the end of a melody that continues to be 

“driven” or supported by an incomplete rhythmic or harmonic cadence. Further, when the composer completes a 

melody on beats 1 or 2 and the rhythm cadences on beat 1, this has a completely different musical effect than had 

the composer rhythmically cadenced on beat 3. Adding the arrival point and/or sustaining the length of the sounds 

of the harmonic cadence brings yet another beautiful complexity to consider that will completely change the 

interpretation.   

Melodic  

Every melody has a beginning, a middle, and an end. Understanding this simple notion can lead to a more sensitive 

interpretation of the music and ease of unifying the musicians’ approach to performing it. Melodic cadences 

generally include a long note at least once somewhere near the middle of the melody (sometimes more) and a long 

note at the end. The melodic cadence generally concludes over two or three beats. Understanding that a melody 

does not always end at the arrival beat, but instead, may end at the silence following the last beat of a longer note 

can change the emotion or emotional impact of the music. For example, sing Mary Had a Little Lamb or This Old 

Man. You will find that if you think of Mary in cut time, you have three options. The first two options are either to 

emphasize beat 1 or beat 2 at the end of the melody. The third option is to slow the tempo of the tune down (now 

in four) and sustain the tension through to the beat following the last note. All three are acceptable, but your 

choice will change the feeling, or emotional outcome of the music. In This Old Man, you will notice that you could 

arrive on beat 1 of the final melody note or you could extend it a full bar to the downbeat of the measure following, 

thus again, changing the emotional outcome.   
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Rhythmic  

Rhythmic cadences are generally a combination of long and short emphasized beats, usually ending on a single 

beat. The timing of these is not always aligned with the other two types of cadences. In fact, the less they are 

aligned, the more compelling and complex the music becomes. Understanding when the rhythmic cadence 

concludes or does not conclude is critical to its use as the “engine” that drives the music forward to its logical and 

beautiful conclusion.  

We encourage you to think of simple tunes and sing the rhythm without the melody. You will notice that on 

occasion the rhythm arrives on beat 1 and at other times it arrives on beat 2, 3, or later. In some instances, it may 

not arrive at all, and instead, will keep going. One example we like is the rhythm of “a shave and a haircut–two 

bits.” If you add the melody it almost compels you to end the rhythm on “two bits.”  However, take away the 

melody and you can either end it or repeat it. The latter could be part of a more complex melody, pushing the 

entire musical phrase forward without stopping until ending emphatically on the two “bits rhythm” at some point. 

Or perhaps it will morph into another rhythm. Another example can be found in Gustav Holst’s First Suite in Eb.  In 

the Intermezzo movement Holst maintains a steady driving rhythm that does not cadence at the ends of melodies. 

In this fashion, he does not let the listener relax at the end of either the antecedent of the consequent phrases until 

much farther along in the work. You need not agree with us and might think otherwise. The point is that identifying 

melodic, rhythmic, and harmonic cadences and relating them to the interpretation, will significantly change the 

emotional intent and outcome of the performance. 

Harmonic  

As we know, harmonic cadences often develop over a longer period (IV, V, I) and can either offer the greatest sense 

of arrival and completion or suspend it–even the untrained musician understands that the music is not complete. 

We can be set up for surprise or allowed to find moments of repose. Also important to consider is how harmonic 

cadences can lead to transitional moments. These occur quite often when the bass voice sustains a pedal tone that 

establishes a new tonal centre or “foreshadows” a new musical or emotional idea. Another way this is typically 

accomplished is by suspending a note such as the fifth or the seventh. Another effective compositional technique is 

to either place the chord in an inversion or leave out an important chord tone altogether, such as the root of the 

third, thus creating a sense of incompletion for the listener.  

A brilliant example of this notion is again found in Gustav Holst’s First Suite in Eb. Although the ending of the first 

movement (Chaconne) is melodically clear, the listener is left unsatisfied due to the lack of rhythmic and harmonic 

cadences. These do not arrive or resolve until the downbeat of the second movement (Intermezzo). This requires 

the musician to make a choice about the length of the silence between the two movements. In effect, that silence 

becomes part of the rhythmic cadence, and harmony is completed upon arrival of beat 1 of the new movement. 

This knowledge completely changes the emotional expression of the work. 
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Full and Partial Cadences 

We will next speak of partial and full cadence points. When the melody, rhythm, and harmony cadence at the same 

time, the listener experiences a “full” arrival and resolution, thus calling this a full cadence. When any one of the 

three cadences are incomplete or unresolved, we consider that to be a partial cadence point. Teaching learners 

how to identify these cadence points will change the way they approach their performance. The key to stronger 

interpretation of the music lies in determining what the accompanying members of the ensemble are doing to 

support the element that has fully cadenced (often the melody).  

Begin by listening for and identifying the long notes of the melody. Once identified, listen for what is happening 

below that long note. Generally, there is at least one longer note somewhere in the middle of a melody and then 

one at the end. Of course, there can be and are more at times, so just listen and look for those as well. Three things 

occur during the long note of a melody: 

1. Everyone has the same note length, and either the same pitch or other pitches. 

2. Some have harmonic notes that move, such as two half notes, during a whole note of melody or two 

quarter notes during a half note of melody.  

3. Some have moving notes (quarter notes, sixteenth notes) during the long note of the melody.  

 

The basic approach is to intensify to, through and beyond these non-melodic notes. The effect is profound if it has 

not been occurring prior to this. It serves two purposes. The first is that everyone will learn to always listen for the 

melody and support it better. The second is that when a melody comes to a longer note, it can seem to pause, lose 

momentum, or increase momentum. In the middle of a phrase we almost always want to increase momentum. 

Partial rhythmic and harmonic cadences that occur at a full melodic cadence point are critically important to the 

interpretation of the music. If they are not intensified, then the music stalls. The audience (listener) will not know 

what happened or why they suddenly disengaged, but the music will lose momentum and be less satisfying when 

all three cadences finally do align. 

Further, understanding how to identify these cadences, how they align, or better yet, do not align, and the 

composer’s general approach to these cadences and phrasing will help inform whether to select a piece of music. If 

we learn to identify cadences in this fashion, we will become better at identifying weak or less exciting music. The 

quickest way to realize a piece of music is less interesting is to note when all three cadences occur at the same time 

in a regular pattern, such as every eight measures. The more the cadences do not fully align, the more complex the 

music becomes to the listener’s ear. The more creative the composer is about keeping the rhythm or harmony 

incomplete until a critical and beautiful moment, the better the music.         

In the final analysis, it is the relationship between the three cadences and the musician that creates the power of an 

emotional performance. We have all experienced those performances that have left us breathless and emotionally 

drained. Unfortunately, all too often, we leave a performance unfulfilled. We hope that by understanding and 

applying the notions here that you will get closer to more emotional and meaningful performances.
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Appendix 5: Unifying the Five Basic Note Styles  

Premises 

Premise 1: There are five basic styles of notes.  

Premise 2: There are three parts to every note—Beginning (T or d), Middle (O), and End (H). 

Cognitive Overview 

  Text Font Analogy Sound, Silence Special Instructions 

Default 
 14-point font “T” 
 12-point font “OH” 

 
3

4
  sound, 

1

4 
  silence 

 The “H” rings through 

the srest (silence) 

Agogic  16-point font bold “T” 
 14-point font bold “OH” 

 bold default style  

 
3

4
  sound, 

1

4 
  silence 

 Agogic = “SUMO”  

 Default on steroids 

Tenuto 
 12-point font start, using “d,”  
 12-point font “OH” 

 connected 
 Quick, light articulation 

 No space between notes 

Staccato  12-point font “TOH”  
1

2
  sound, 

1

2
  silence 

 Do not lose the “H” 

 The dot is an 

abbreviation for 
1

2
    

Marcato  18-point font bold “T”  
 14-point font “OH” 

 
2

3
  sound, 

1

3
  silence 

 Think triplet subdivision 

 Sound for the first two 
notes of the triplet 

 Do not lose the “H” 

The Five Basic Note Styles Primer 

DEFAULT  TOH TOH TOH TOH         AGOGIC   TOH TOH TOH TOH     TENUTO  dOHdOHdOHdOH               
                                                                        

                   QQQQ          QQQQ          QQQQ 

STACCATO  TOH  TOH  TOH  TOH     MARCATO   TOH TOH TOH TOH 

                                                                                                                               

       QQQQ           QQQQ 
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Representation of Note Styles 

DEFAULT          TOH TOH TOH TOH   

                           QQQQ     

AGOGIC            TOH TOH TOH TOH      TOH TOH TOH TOH        TOH TOH TOH TOH 

                                                                                                              

                           QQQQ     QQQQ     QQQQ 

TENUTO            dOHdOHdOHdOH                 TOH dOHTOH dOH                dOHTOH dOHdOH                                            
                                                                                                                    

         QQQQ     QQQQ      QQQQ  

STACCATO         TOH  TOH  TOH  TOH            TOH  TOH TOH  TOH              TOH TOH  TOH TOH 

                                                                                                                                                                  

                           QQQQ       QQQQ     QQQQ 

MARCATO         TOH TOH TOH TOH    TOH TOH  TOH TOH    TOH  TOH TOH  TOH 

                                                                                                          

          QQQQ       QQQQ     QQQQ 

 

Combining the Five Styles 

                            TOH  dOHTOH TOH           TOH dOHdOHTOH             TOH TOH TOH  TOH 
                                                                                                                    

                           QQQQ     QQQQ      QQQQ 

© Copyright Music Mentors International 2017 
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Appendix 6: Sample Assessment Tools 

           Assessment Template #1 (use when you have five minutes at the end of class)      F 

 Chorale Exercise: ______________________ 

____________________________________

________________ 

 

        What did I learn from this particular chorale?  

    1. 

 

 

2. 

 

 

 

 
   

What S.T.U.B.B.I.E. tenets do I still need to work on? 

1. 

 

 

 

2. 

 

 

What in this chorale could I directly transfer to another piece of music I am playing? 

  1. 

 

                          2. 
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           Assessment Template #2 (use when you have 10 minutes at the end of class)     

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                             Chorale Exercise ____________________________ 

      What have I learned (in my own words): 

 about the importance of the background information for this chorale 
 
 
 

 from watching and listening to the videos 
 
 
 

 from playing this chorale 
 

 
 
 
What performance challenges did triage and triage assessment point out to you? 

 triage 
 
 
 

 triage assessment 
 

 
 
 
What ideas and S.T.U.B.B.I.E. tenets can I transfer to other music I am playing? 

 tenets 
 
 
 

 ideas 
 
 

F 
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           Assessment Template #3 (use when you have 10 minutes at the end of class)         

I am good at demonstrating the following 
S.T.U.B.B.I.E. tenets in the chorales listed 

below (C). 
 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

 

I “get” the following S.T.U.B.B.I.E. tenets, but 
still need more practice (C). 

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

I could use some help from a friend/teacher with 
the above S.T.U.B.B.I.E. fundamentals (K). 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

I am excited to transfer the specific ideas I list 
above to my other music (V&T). 

Chorale Exercise: 

___________________ 

F 
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           Assessment Template #4 (use after learners have studied at least four chorales) 

Chorale Exercise: ___________________________________ 

Choose your favourite chorale thus far and make a recording that showcases your achievement now. Be 

imaginative! This recording will demonstrate your skill, musicianship, and understanding of the S.T.U.B.B.I.E. 

tenets. You can choose to play a solo, or join with a friend to play a duet, or even create a small ensemble. After 

you have decided on your musical intent and the way you want to play your version, video record it (this may take a 

few attempts to get it the way you want it). On the recording, you will also want to talk about how the music moves 

you. Tell your story. To prepare your talk, write down some key ideas or phrases about what you might wish to 

share such as: 

 the context and background of the piece 

 

 your emotional intent supporting the performance 

 

 the S.T.U.B.B.I.E. tenets most important in portraying your intent 

 

 what you want the audience to feel and to take away from your performance 

 

 the performance challenges you experienced 

 

 other people who helped you create this performance 

 

 which artist/artists influenced you the most 

 

 what you are most proud of 

 

 what this project has inspired you to do next 

 

 whom you are most excited to share this final product with and why 

 

 

 

 

 

 

S 
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