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EXAMPLES
cup, luck
arm, father
cat, black
away, cinema
met, bed, where
turn, learn
hit, sitting
see, heat
hot, rock

call

put, could
blue, food -
five, eye
now, out

go, home
say, eight
near, here
bay, Join
pure, tourist
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EXAMPLES
had, lab

did, lady

find, if

give, flag

how, hello, who
yes, yellow
cat, back

leg, little

man, lemon
no, ten

sing, finger
pet, map

red, try

sun, miss

she, crash

tea, getting
check, church
think, both
this, mother
voice, five

wet, window
zoo, lazy
pleasure, vision
just, larde, jelly
human

Bach

onion (f)
million (el-yah)
caro

verlaba




Student Discovery: Overtones

We were running a men’s-only sectional on Fric Whitacte’s Lux durumque. For this
piece, S & A often double the men’s part up an octave. The piece was very familiar to
most of the singers. Using solfege, notes were fine-tuned in harmonic context
(horizontally and vertically) and vowels were refined. Dynamics were jgnored, with
everyone singing a healthy mif, with a focus on all cylinders firing efficiently. Used
analogy of car in garage, working engine o check the idle clean out the engine, This
allowed the clusters to ring healthily and crescendos kept things energized and vital, Our
continuous work on air flow, open and forward resonance, 1inging sounds, focused
vowels, etc. had already benefited our ensemble; however, with more emphasis on
connecting to low breath encrgy and compete closure of vocal folds (full vs. airy
phonation), the singing became even more intense and impressive. The overtones really
blossomed. Since the men were used to hearing the women’s parts, their ears were
acoustomed to listening to the pitches at that frequency and they recognized the overtones
immediately! Even though the women were not even in the room, it sounded as though
someone was singing them It was casy for them to notice when the overtones weie really
screaming at them (good intonation), when the overtones faded somewhat (intonation -
slipping), or when the overtones disappeared completely (wrong notes ‘obliterated the
structure). As there is nothing like the satisfaction of success, this process was completely
motivating for the men. When the women returned, they were amazed at the men’s funing

and motivated to improve as well.
Student Discovery: Fully Hooked Up Sound

With the men boldly phonating and tuning, a foundation was provided to which the
women could respond with strength and conviction. After some vocalises to encourage
healthy and energized singing (open spaces, fully engaged tone, etc.), it became
necessaty to emphasize stronger, more intense singing to balance the men’s sound. The
fact that the coordination of many factor’s is necessary to produce thrilling intonation
again became clear. More air was necessary (flow and pressurel), as was more awareness
of singing with the whole body, including high sternum, ribs up and out, relaxed
abdominals on inhale, flexible support oit cxhale, strong foundation to ground (stepping
into floor), and constant reminders to be flexible and free, not rigid and staid. Reminders
about keeping head ring in middle voice kept tone focused and spinning and improved
intonation from those students hanging slightly under the pitch, The women were self-
motivated when their communal sound was so full and vibrant, which became even more
impressive when they stood in mixed order. While matching pitches and blending voices
when standing in their sections helped them to learn notes, it seemed to constrict most of
the singers. In mixed order, harmonizing with their neighbor encoutaged vocal freedom
and feelings of accomplishment. :

Other fopics.
« solfege for good intonation because of contexi, good vowels, intetlectual

definition of pitch sounds, etc.
« movement to encourage good vocal production AND musical attributes.
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« M & M Days. -- movement and memotization days to encourage creativity,
musical imagination, expressiveness; application of techical learnings to musical
performance, Means 10 end.

Progranuming Forum

This column will focus on the process of artfully building a successful concert program.
While there are endless resources o explore and select choral literature, there ate
relatively few places where one can rescarch programs that work,

What qualities go into an offective choral presentation? (see former articles)
+ selection of songs
« variety of repertoire (styles, genres, forces, accompanying medium, etc.)
« arder of selections depondent upon issues below
« thematic connection or some other device to hold programn o gether
« musical elements including key relationships, tempo, mood, overall progression
. of concert, and others, )

.« some imposed form that may resemble a musical form, i.e., ABA: secular,
sacred, secular, Rondo: A (theme), B (non-theme), A (theme), C (non-theme), A (theme);
Gonata Allegro: introduction (processional), exposition, development, yecapitulation,
coda (processional) ' - :

« significance of golden proportion for most important piece, in relation to whole

congert, or in terms of peaks in groups

Tnvite members fo submit programs that they feel have been most successful, with an
emphasis on craftsmanship, originality, imagination, creativity, and innovation, Positive
qualities might also include audience appeal, student interest, an inherent motivational
quality to inspire participants t0 fulfill the program’s vision. A compilation of
outstanding program lists will be & helpful resource t0 consult when faced with the annual
chore of repertoire selection and congert programming, It may also invigorate our
profession to stretch traditional ideas of concert presentation, bring us into a future where
audiences are more engaged and connected to the music and the performers, and lend a
fresh petspective to an age-old art form.

Practical Pedagogical Pointers

Dealing with issues that are of a practical concern o choral conductors, voice teachers, -
and music educators. '

Developing a Vibrato

What is a vibrato? .
« product of a freely functioning voice
» caused by a variety of factors: myoelastic, acrodynamic, and acoustic
« not a tremolo (too fast) or a wobble (too slow)
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» no vibrato, while a stylistic necessity of some styles, signals a voice that is not
completely free; something is being held (tense vocal musculature, lack of air flow, faulty
air flow/air pressure ratio) or resonators are not complete “in tune” with phonation.

Why is a vibrato important?
« it is a signal that the singing is right (free, well-produced, balanced, expressive)

« improves musical qualities, such as timbre (warmth) and intonation, and allows
the voice to find its own best resonance. This results in improved negotiation of register
transitions, an even scale from the top to the bottom of one’s range, and, usually,
oxtension of range in both directions (high and low).

« ultimately, a voice witha well-produced vibrato serves the music befter. Even in
styles where a straight tone is required, vibrato is usnally employed as an ornamental
quality (e.g., early music to produce affect or as cadential ornament and in populat styles
on sustained long notes at ends of pieces.

One method to cultivate a vibrato: '

(1) Teach good vocal technique (functional unity of posture and alignment, breath
management, phonation, resonation, and articulation)! If this doesn’t produce a vibrato,
go to the next step. ' ‘ '

(2) Imitate @ stereotypical, over-the-top, vibrato-crazed opera singer (fully open
voice and let it go; don’t worry about what you sound like: be someone else — act!) ortry
some other playful representation (cowardly lion from Wizard of Oz: “I am the king of
the for- ch — eh —eh — ehst.”). If this doesn’t produce a vibrato, go 10 the next step.

(3) Create vibrato through FULL BODY SHAKE, the complete shaking of the
body, which will gimultaneously shake the sung tone. Actually, if the singer is committed
to a complete, strongly held straight tone, the voice teacher can turn around and listen:
this activity will produce a nice vibrato, it just looks kind of funny! This step is necessary
to unlock a rigid body, of which the voice is a part and to get some vibrato of tone going.
Of course, it’s completely silly, but it does blend a kind of vibrato into the singing sound,
which the singer will hear on their lesson tape and, hopefully, be receptive to bring about
naturally. The goal is for the natural vibrato to magically appear in the singer’s normal
singing, usually when Jeast expected. Proceeding from fhe full body shake through the
following steps encourages this.

(4) Transfer fully shaking body to only 2 shaking HAND (or two); make sure
voice is still wavering.

(5) Stop shaking hand and put it down, with voice still shaking. May still seem
unnatural at this point, and that’s ok, but still calt this step: NATURAL..

(6) It is possible to run steps (3)-(5) in succession during one vocalise. For
example, s-f-m-r-d (sustain d and while holding do “FULL BODY SHAKE”. ..
“HAND”. . . “NATURAL.”); continue for 8 number of repstitions, and then try the
vocalise with a feeling of stillness.

(7) Practice, practice, practice. While there may be immediate resulis and a rapid
transference to naturalness, most likely continued practice and passing of time will be
necessary, Bventually, with attention and persistence, a natural vibrato will emerge as the
product of a freely functioning. Remember, though, this is a multi-faceted, evolutionaty
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process requiring the development, balance, and coordination of the entire vocal
mechanism.

Teaching Pitch Matching

Why can’t s/he match pitch or sing in tune?
« Usually a matter of inexpetience; they just haven’t been singing in any
organized way where pitch is important.

« Lack the coordination to match what they hear from the outside with what their
voice can produce from the inside. They need to leam to hear themselves better and
become accustomed to their vocal self-image.

« Have never used their speaking voice in a very flexible way to be expressive.
Perhaps they talk rather monotonically and rarely incorporate much pitch variation in
their speaking voice. Therefore, the muscles that control these qualities are completely
out of shape, perhaps stunted, and definitely under used. The student needs to be
introduced to the oxpressive possibilities of their yoice, which may begifn with imitating
speech pattetns that utilize pitch changes (¢.g., “How are you today?” ; “T'm fine” ;
“Whoal” or “Whee!” or “Hey!” (up and dowi); sirens; sighs; owl “who”; “moanifig
Merle or Myttle”) '

« The process of teaching someone to match pitch must take all of this into
consideration, since an inability to do so is probably a combination: of the above factors.

A short and simple method for teaching someone to match pitch

(1) Begin with SUpEr-CXPIessive echo speech (see above). Develop awareness of
yoice and pitch in general. Monitor student for ability to move voice up and down, May
use gesture oF theatrical games to encourage moie pitch flexibility. Freely move spoken
pitch through contrasting ranges.

(2) Play m-1-d in comfortable medium (or low) range and have student echo-sing
just the fixst three nofes 1o “Three blind mice.” If they don’t match, ity to go to where
they sung it, and repeat it back immediately. ' '

(3) Begin where they are comfortable and can match, if possible (you're matching
them fitst), and proceed from there. Go up or down by half-steps and see if they are able
to follow. Best to play it on the piano, you sing, and then they sing. See if they have an
easier time following you or the plano. Sometimes it makes a differonce. For example,
often a male can match a singing male voice better than thoy can the fone of a piano; of
sometimes a female can match her head tone better toa male teacher’s falsetto; or a rale
can match the lower tones on d piano better than a female teacher’s head (or even chest)
tone.

(4) If they are having real trouble with this, it’s possible they just can’t hear what
they're doing too well. Teach them to “cup their car(s)” with their fingers and bring their
palm forward, This usually brings about immediate results. They ate now hearing
themselves from the outside and will make the necessary adjustments. Run the m-r-d
pattern a number of times with ear cupping, and then have them ty it w/o cupping. See
how this works, They will develop their ability to hear themselves from inside better as

they become accustomed to the sensations.
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(5) As you continue with the m-t-d pattem, explore their low and high ranges
(best to start low whete it’s comfortable and then go iito the top). Keep things
comfortable so they only experience success (0 need to go to breaking point), if
possible.

(6) Next, you may waut introduce some basic vocal technique. If they are having
trouble, this may help them find their voice; if they are improving, singing better will
help to improve their confidence. A descending 5-note pattern (s-f-m-r-d) on “vee” is a
good place to start. (Note: the “ee” vowel (bright, high, and forward) is the easiest to heat
and feel in the singing mechanism. The pitched-"“v” helps to propel the sound forward on
a mini-burst of gir.) Explore/extend range with this vocalise. Remember gender
differences into the extremes (women: modify “ee” to “ah” for transition fo 10p of the
head voice, open “ee” to “o0™ for descent into chest voice; men: keep the “ee” into the
top, open vowel to “aty?” into lower register.) This is a good voice focuser.

(7) Another vocalise that is helpful to improve pitch (after matching is befter) is
one to improve vowel production. Poor pitch is often the result of mistuned resonator
(bad vowels). The following vocalise (W/ vowel gestures) is recommended: (s-s-s-s-s-f-
m.‘l._d On “ah”““eh”"“ee”"“o ”"“00. . "”'

. (8) Now proceed to echo patierns accompanied by the Curwen hand signs and
make transition to solfeggio. Begin with familiar patterns (s-m; s-1-s;, m-1-d). Encourage
excellent pitch, reinforced by quality vowel shapes and good singing, in comfortable
range. : : .
(9) With comfort level now established, consider exploration of falsefto. Often,
men will match better in falsetto than in head voice! This will give them ringing -
sensations in the head, a feeling of “up,” more animated facial expression, better use of
air flow, and a healthy workout for their voice. Developing the falsetto helps the entire
instrument to work better (high and low ranges). Bring falsetto down into “light mix”
production of chest/head register, with suggestions that tones should have a similar
tinging sensation, even if the registers (like gears) ave different. Tnexperienced singers
will have an impossible time with this, but it doesn’t hurt to plant the seed!

(10) Practice, practice, practice: Listen, Think. Hum, Sng. Hopefully this
introduction to voice matching will bring about successful results, however, continued
practice is required to fine-tune the coordination of hearing and singing pitches. Students
st be given the tools to practice on their own. Here are some suggestions:

a, Bring the student around to the piano keyboard and show them where
they are working at matching pitch (notes of their range, efc.).

b. Play a single pitch and have the student: (1) listen carefully to pitch; (2)
think the pitch; (3) hum the pitch; (4) sing the pitch on “vee” or “vah.” .

o, Continue this process for single notes throughout the students range

d. Show the student exactly what you are doing and have them do it.
Monitor them do it a couple of times. This will allow them to practice effectively on their
own. Suggest they do this often: at least three times a day for 5.10 minutes each session.

_ o. I they are successful at gingle notes, suggest they sing patterns from a

given note using the same process: (1) play a pitch; (2) listen to the pitch and think a
pattern: m-r-d; (3) hum the first pitch; and (4) sing the first pitch followed by the pattern.

4o




(11) Demonstrate how you can do this. Have them play any pitch on the piano and
you sing it back. Feel free to use a variety of registers to show how an extended range

and fully developed voice works, how quickly the Jisten-think-sing process Works.

Improving Dysfunctional Singing: Negotiating, the “Dead Zone”

« Damaged vocal fold function is often signaled by the presence of at least one
“dead zone,” where patticular notes fail to sound. These are found most often at register
transition points, particularly at the chest to head voice atea in the middle of the staff.

« Tn the course of singinga scalar passage, for example, there will usually be a
complete interraption in vocal fold vibration, resulting in a “break,” a rough tone, or even
halt to the tone altogether (dead), often followed by a touching of the neck area, throat
clearing, or a hacking cough. These physical maneuvess are often accompanied by other
body language that signals a familiar frustration, including a look o “what just
happened?,” a defeated postural stance or even a slight tear in the eye. A disturbance i8
definitely felt “in the throat” or an the vocal folds. ‘ ’

« This type of dysfunction is different than a break from belting; that is & whole
other issue and has involves a different registral-balancing act.

¢ How to fix? ' -

(1) Strengthen head tone!

(2) Improve use of supra-glotfal mechanism, ¢.8., Spacious resonation

(3) BEncourage feeling of lift in resonators and facial expression

(4) Bring head fone down through the middle voice; blend registers

(5) Cultivate healthy chest tone, not pressed ot heavy phonation

(6) Bring head tone into chest register, enrich head tone with balanced
connection to chest register: strive for BALANCE

(7) Work registers separately at first, with goal to bring them to gether.
This will develop the habits, skills and musculature necessary o
coordinate a smooth transition.

(8) Listen for vibrato as final factor that success is achieved

(9) Notice look of ease, satisfaction, and accomplishment as singer
negotiates a once troubled area with confidence and finesse.
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Repertoire and Standards

Building and Maintaining a M iddle
School Choral Program

There ace a number of fac-
tors wwolved 10 bullding
and mamtaining a qual-
ity middie school choral
program, such as having
recruitnient strategies;
a vatiety of ensembles,
observable goals for the
progtam  and students,
enjoyable and appropri-

BrianJ. Winnle

ate repertolre, positive
and honest remforcement, R&S Chals Jr. High &
Middle School Choirs

bemg an effective vocal
rmodel and rofe model, per-
formatices and choral exchanges, and riost of all,
cultivating independence and ownership of the
learning process.

A variety of ensembles, Including auditioned
and non-auditioned ensembles should be in-
cluded in the program, Having non-auditioned
ensembles provides opportumty for all students
to have a place to sing and fearn. Auditioned en-
sembles ‘give students the oppoxtunity to learmn
more advanced skills with students of simdar
skill levels, Those skills can then be applied in
the non-auditloned ensembles to help lead sec-
tions and tutor students, Smaller ensembles,
such as genderbased choirs, also provide a
greater experience for the learniag and applica-
tion of specific vocal and mustcal skills, usmg
gender-based songs as an alternative to mixed
repertoire, It 15 & great opportunity to explore
the volee and create a positve sclf-concept
among youy singers

Providing these opportumitics and expanding
the program helped my students learn moxe ef-
fectively. The program now Includes a curricular
non-auditioned chom for each grade level {6th
through 8th}, along wath five extracurricular en-
serbles ncluding a non-auditioned treble and
boys choir, an auditioned tourmg chosr, a stxth
grade select chely and an cighth grade chamber
engemble, The program has now expanded to
over 550 students within a school population of
1100.

Within these ensembles thercarevery different
expectations In place. In the chamber ensemble,
students help in the selection and analysis of rep-
ertolre and the running of rehearsals, focus on a
cappella music, participate in online discusslons
together and with other schools, Moreover, the
group 15 not conducted. In my cxperience, the
cooner a conduector can step away from the en-

I
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semble, the more students can apply their skills
and gain mustcal independence. It also gives stu-
dents pride, success, a positve self-concept, and
a sense of ownership when they realize what they
have accomplished.

Another component to building a strong pro-
gram s wcorporating school choral exchanges
and pubhe perforntances. This also promotes
positlve reinforcement, an application of must-
cal skills, a stronger self-concept, and bulds so-
clal skills. Examples of some local and mexpen-
sive performarce venucs mclude assisted lving
homes, hospitals, elementary schools i your
district, and other schools in your area. Another
opportunity that we offer students is an over-
mght performance tour vistting middie schools
and choxcs around the east coast, performing in
venues with wonderful acoustics even 1f no audt-
ence 1§ present, and performmg for the general
piblic. Students work hard each year to prepare
preces that are usually only heard at one concert,
They love the experience of performimg outside
of ther hometown Lastly, the students have the
opportunity to host a muddle school festival and
meet other students from around the state and
see performances from those choms. Hearmg
other choirs perform 15 always & great experience
for any group

Apponting cholr and section leaders who ef-
fectively facilitate learmng also helps mamtun a
strong program. Directors can fearn a lot from
stepping back and achng as a facihiator, In the
sprng 1 work with elected student conductors
who conduct a prece performed by one of the
180-member chotrs at the end of the year con-
certs. | began this tradition for stadents who
were extremely mvolved m the chosal program
and wanted an extra challenge, Tt also 15 a great
expenience for the choir to have a peer working
hard to produce a musical experience, and ratses
the work ethic of the choir.

_ Asammddleschool choral teacher T am always
astounded by a student’s willingness to exceed
expectations, We need to use that willimgness to
puild and mamtam charal programs that foster
the growth and independence of expressive mu-
sicians

Brian Winnie

R&S Chaw, Jt. High & Middle School Chotrs

winnibri@eastpennsd.org

Practical Pedagogical Pointers: How
to Teach Students to Match Pitch

At one time ot another, ev-
ery choral conductor has
encountered enthusiastic
singers who have trouble
matching pitch, What is
the best way to handle the
situatton? One could sim-
ply label students as “tone
deaf? probublt them from
jotnng the choig and avoid

Jeffey Gemmell,

working with them alto-
gether. However, a moke RE:S Chair for Youth &
Student Activities

humane, educattonal ap-
proach for the enlightened
chora! conductor is to teach the students how to
acquire pitch-matching skills Through effective
pedagogy, and given tume for expertence and skitl
bullding to take place, the false and unproven

* wone deaf” label is discarded and doors open for

students to patticipate in unlivmted smging op-
portunities.
The first step to teach pitch matching is to un-

.derstand why people probably have trouble in the

first place, It 15 usually & matter of inexpericnce,
they have not been stgmg in an organized fo-
ram where pitch Is important. A lack of eoords-
nation exists to match pitches they hear outside
of themselves to what thelr volce can produce
from the inside, Inexperlenced singers need to
Iearn to hear themselves better and to become
accustomed to their own vocal self-image. Often,
they have not used much expressive flexibility m
their speaking vorce either. They may talk mono-
tonically and will rarely mcorporate much pitch
varlation 1 their speech patterns. The muscles
that control these tonal quabties, thersfore, are
completely out of shape, probably undet-devel-
oped, and defirtely under-used. $ince an inabit-
ity to sing tunefully 1s most likely a combination
of these factors, the process of feachmg someone
to match pitch must take alt of this mto account.

Anmtroductory exercise encourages students to
hecome acquainted with the expressive possibili-
ties of their speaking voices. This is accomplished
by having the student wnitate speech patterns that
utilize cbvious piich changes The student should
echo the teacher with dramatic expressions that
emphasize varied ascending -and descending m-
flections, such as “How are you today?” or “T'm
fing® or “Whoa!” or “Whee'” or “Hey" "The pro-
cess then contlnues with sighs or sirens or an owl
who” or "a moaning Myrtle or Metle! Bo sponta-
neous and fan—like theater games-—and have stu-

. confiied on page 13 »
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contorited from page 12

denis enjoy the expressive potential of thei voIces.
Such a dramatic activity 153 good voeal lcchreaker
a5 well, because it leads to initial success, gets the
volce moving, and paves the way for more specific
piteh matching work to follow.

Onee the generat concept of pitch varlance In
the speaking volce has hecn activated, the student
15 ready to begin more focused activities to match
specific notes, Here is a step-by-step methaod for
teaching someone to match plich:

Begin with supet-expressive echo speech as
deseribed above, Deyelop awareness of voice and
pitch in general, Monitor student for ability to
inovevoice up and down. Use gesture-or theatrscal
games t0 encourage more pitch flextbility. Freely
muove spoken plich throtigh contrasting ranges.

Smg or play cn the plano ts-re-do n comfort-
able medium (or low) range Notice three pstches
are used within a melodic context to aid compre-
hension of pitch Have the student echo-sing Just
the first three notes fo the solfége syllables or use
the fantliax song Thiree Blind Mice, If they do not

match your verston, fry to find the pitches {or,

general pitch area} where they dosing 1t correctly
and repeat immediately.

If possible begln where they are comfortable
and can match—yes, you ar¢ matching them
first!—and proceed from there Move starting
pitch up or down by half-steps and see if they
are able to follow, If using the prano, 1t is best for
you to play t first, fhen sing 1t for them, and then
have them sing It back. Observe if they are more
successful following you ot the piano, as some-
times 1t makes a difference. Fot example, often a
male can match a slnging tnale voice betier than
they can the tone of a plano, ot sometimes a fe-
male can mateh her head tone better to a male
teacher’s falsctto; or perhaps @ snale can match
the lower tones on a piano better than a female
teacher’s head (or even chest) tone. Experniment
and aim for success. :

1f students are having real trouble with this,
perhaps they shmply cannot “hear” what they
are doing. Teach themn to “cup theit car{s)”’ with
thefr fingers and bring thelr paim{s) forward,
‘This usually produces tmmediate results They
are now hearing themselves from the outsude and
will make the necessaty adjustments, Run the
mi-re-do pattern a numbet of times with the ear
cupping, and then have them tey 1t without the
cupplng. See how this works, They will develop
the ability to hear shemselves from inside better
as they become accustomed to feoling the sensa-
tions of stceess.

Ag you continue with the mi-re-do patterty
explore Jow and high ranges, It 15 best to be-
gin where 1t 18 comfortable before proceeding
to pitches in more extreme ranges. You should
also explore head and chest xanges to see if pitch
mnatciing Improves according to regster; this Is
highly individual and is related to how one uses
therr speaking voice,

Mext, you may want to introduce some ba-
sle vocal techniques. If they are having trouble
matching, this may help them find ther voice. If
they ate smproving, singing better will help them
to gain mote confidence, A descending S-note
pattern (s-f-n-r-d} on “yee [vl] 18 a good place
to start. (Note. the “ag® [i] vowel {bnight, high,
and forward) 13 the easiest o hear and feel m
the singing mechansm, The pitched “v” helps to
propel the sound forward on a muni-burst of alr)
Explore and extend ranges with this vocalise, Re-
member gender differences as singers move from
a more focused vowel to a more open vowel nto
the extremes

Female: modify "ee” {{] to 21y [a] for transition
to top of the head volee; change “e¢” 1] to “o0” [ul
to "o’ [o] to “aht” [a] for descent into chest voice;

Male: keep the “ee” [i] 1nio the top, apen vowel
to “ah” [a] mto Jower register.

Another vocalise that 15 helpful to improve
pitch 15 one that encourages good yovrel produc-
tlon, Poor pitch is often the result of mistuned
resonators, or simply put: bad yowels create poor

stch, This sustaned vocalise 15 recommended.

“aly* [a]-"eh” (E]“ee” i} ~olt” {o “o0. o [u] o

so5-5-8-5-f-rt-r-d

Next, proceed &0 echo patterns accomparnied
by the Curwen hand signs and make transition to
solfeggio. Begin vaith brief familiar patterns {s-#4
sei-st m-r-d) and expand to longex ones Encout-
age excellent pitch, remforced by quality vowel
shapes and good singing, n a comfortable range.
‘The solfeggio helps to strictly define the pitches
and gives an inexpertenced singer 4 handle to
grasp for reference and stability ’

With thelr comfort level now established, ex-
plore mote extremé ranges. In men, the develop-
ment of falsetto 15 especially helpful. Often, men
will match better m falsetfo than m the chest/
head voteet This will give them ringing sensations
m the head, a feeling of “up” to thew vocal pro-
duction, mote anunated facial expression, better
use of ar flow; and & healthy workout for ther
voice Developing the falsetto helps the entlre in-
strament to work better (high and fow registeis)
Bring fa!sctto"down it the “light nnx" produc-
tlon of chest/head reglster wlth suggestions that
tones should have a similar ringmg sensation,

Y9
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even if the registers {llke gears) are different. In-

experienced singets vl have a difficult time with

this, but planting the seed Is valuable.

Practice, practice, practice: Listen, Think, Humt,
Stug. Hopefully this introduction to volce match-
ing will bring about successhul results; however
continued practice 18 required to fine-tune the
coordmation of hearing and singing pitches, Stu-
dents naust be given the tools to pracitce on their
own, Here are some suggestlons:

» Bring the student around to the plano key-
board and show them where they are working
at matching prich (notes of thelr range, ete ),
Play a smgle pltch and have the student: {1)
Hsten carefully to the pltch; @) think
the pitch, (3} ham the piteh; {4) sing the -
gltch on “vee” fvi] or “valt” {val;

. Continue this process for smgle notes
throughout the student’s range,

+ Show students exactly what you are domng
and have them do it. Monitor stidents as
they do 1t a couple of times, "This will attow
them to practice effectively on their own.
Suggest they do ths often: at least three
times a day for 5-10 minutes each sesston.

13

« If they are successful at smgle notes, suggest
they sing patterns from a given note USING
thé same processt (1) play a pitchy (2} Hs-
ten to the pitch and Hupk a pattern: pi-r-d
() fuom the first pitch; and {4) sing the first
pitch followed by the pattern.

Demonstrate how well an expert {you) can do
this, Have students play any pitch on the prano
while you sing 1t back {mmediately, Use a variety
of your own registers to show how an extended
range and fully developed volce operates and how
quickly the listen-Ehuk-sing process Works.

Encourage the student to practice ont thelr own
and schedule regular appolnéments with them to
montor their progress Assign them a song o
prepare, as the ultimate goal of tuneful sging is
the application to a successful performance,

“The final step m the process s to have your stu-
dent audstion for & choral engemble n your pro-
gram so that you tmight observe their profound
growth and artistic tesumph, As choral conduc-
tors, we must always keep in mind that we are
also voice teachers — perhaps the only one many
of yaur students il ever have — and we must
accept the responstblity to teach our students to
ase thest instruments to the best of their abihity
for a Ifetime of participation In the choral art.

Jefirey Gemimell

R&S Chay, Youth & Student Activittes

seffrey.gemmell@ multersville.eda

Fl




J Voice Class Vocalises:

Resonance
f) 1 ot
GsC | 1. Opener and Focuser
\:j, ; i Note: Create space with the [a] and keep back space spacious as you focus the [u] in front.
fba fun] Sustain pitch with spin (caress)
e e AT

' and slide beiween pitches to sing on breath,
se gestures to reinforce this.

(Begin with raspb?rry on pitch)
| ]

(e ! i - 3. Femate Focuser for Middle Voice
o) | Note: Modify [u] to fae} or {a} as you ascend. Use Iots of middle vault space.

fputl pudi sumasma - sul

8}
5] ? E 3. Opener, Extender, Focuser, Releaser
& Note: #1 better for females; #2 better for males. Why? "Ng" releases soft patate.
Lha - Ja - Ja - jal ,
2. [singi - 0}
—— _1“ lmrql—ﬂ ‘Tuﬂ!ﬂm j '
= - 4, For Consistency
[la-be-da-me-m-'p0~tu—la—be]
) = : i .
, } s 5, For Consistency
ANV 1 T > i
o) — 1
la - be-da - me - ni - po -~ fu - fa - bel
)
t 6. Male Range Extender (more myoelastic)
e ! — Note: modify |e} to [i} as you ascend.
Initia! Im] creates forward resonance, final [m) releases palate.
[mem - mem - mem - mem]}
e
r""v-—glh,.___._[ r_____s__-n-—“"l 3-‘-'ﬁ ; \u/
! —— e — 7. Male Range Extender; Focuser Opener
o o 1 (more myoelastic)
e < = Note: modify [e] to [i] as you ascend.
“fze -a - IE-ma-a’™ ain  ze - a - JE-main] .
ﬁ L 3
¥ = 8. Female Range Extender with focuser and opener
S [ — Note: Eliminate consonants for highest pitches; modify [u].
[shu-tha -tha~tha - tha]
(Begin with raspbery on pitch)
1] )
3 t t t '} 9, Male Blender for consistency (more aerodynamic)
e I ) Ngte: Begin in mid-range w/ #1: take #2 into lower range;
ta into hi .
. ftho - tho - tho - fho - tho - tho - tho - tho e #3 info higher range
2 {tho - tho - tho - tho - tha - tha - tha - tha
3 ftha - thu - thu - thu - tho - tho - tho - tho

g0




Top 10 Vocalises for the Red Rose City Chorus

Compiled and explained by J effrey S. Gemmell, July 2007

[Source for vocalises: Charlotte Adam's Daily Workout for a Beautifut Voice (video), Sanlz Barbaca Music Press, 1992 ]

0 £ } I —J} Focus resonance: round "oh" with lots of "oo and
1, 2 i ~=4 keep o tall; sustain breath encrgy, unify vowels
\\_——/a. {Lift cirele by ears, upward movement on descending pitches]
es ol ] oh €8 e 0h
A
7 Vowel unification and consistency? purify vowels and
2. 45 make then ring; make vowels tall and avoid spreading
e \“:‘13 [Johnson's vowel gestarcs from "Ready, Set, Sing"® video]
ah el o8 oh 00 —
JENEEE il e
A
__1.& i . — Refine resonance, sustain breath energy, relax
3 o g [Right hand ascent on "yee,” clockwlse circle on *wsh,”
.)’ = 2 both arms make circle from center of body autvrard on "thoh"]
L P wall e tHON e
A a
4 :ﬁ;_ S ; - Tune vowels (closed to apen), coordinate breathing,
r A e o = ! vary articulation (Iégato vs. detached) ‘
Tg # t/d ¢ —— . e -3 {Brush checks with thumbs in upward motion; hounce
llé o o yoh oh ah ah ah Tands at hips for higher notes]
A Pt
5. frosmadinim—py ‘{ I i
[ — g .‘f. 4 Unify vowels (use closed vowels to focus open oncs,
lah__. beh dah.. meh nee— poh 00— fah beh ﬁiggﬁ&vgﬁgggg gﬂgﬁf&:}}‘ﬁ?ﬁﬁ?ﬁ;{;“.,ﬁgﬁ to
retain focus ’
Fal agine candy kiss or oreo cookie in mouth to saise widdle
> e e W gt e i N | ————1] vault space; paint forizontally to sustain fone and breath]
6. :-?ﬁr oyt T 1 i I : j
G bR deh  meh nmee poh too lah  beh
m : : ~ . , .
Bt s — Range gxgt;nsiam fo;u;is and rm% middlg voi&e to oper to
[ a:.___:—F:' "‘:FF caress high note and keep tone forward on descent
7. m P, 57 —— —3f {Sustain encrgy and foousffengthen vowel on “shov" o
) F © prepare open spaces for "ah;" keep tone forward and bright
shoo tha tha tha tha on descent]
4} B [ _ Range extenslon: focus and ring "ee? vowel up,
o S—— —| modifying gradually to "ih" hefore opening te "ah"
$ modlt ! (
LAY ¢ {Sustain and expand physical encrgy to biossom on high note
- @ with step info floor; keep sternum gh and iead batanced]
26 ah ’ :
. Range extension and flexibility: Keep tone forward and
—{ /: S - - —n bright; adjust vowel space -- fegin with focus and modi
9, ; i e d g s ﬂ open into top; keep rosonance spaciousness and breath
-8 } e 6{ siream moving; vary articulation to encourage buoyand
- and relaxation.
fah arch with fots of anm motion, yet retain batanco with
: . connection lo sirong foundation]
A
10. . t i ¥ f 1 : — Relaxation, with work to keep consonant artieulation
. %, — f j ] ! =] light, flexible and crisp; move air!
[3) <

fub - ba - bub - ba dou - bie bub - ble gum




Various Warm-ups and Vocalises

[Composer]
0 @, e @)
e E= =S EecE == ==
: g
o) I 4 = Y zF ¥ <
Vi-va, vi-vala mu- si - ca, vi-va vi-vala mu-si-ca, vi - va la  mu-si-ca
b
f) 1 i t ] -l
1 i1 [N E ! E
15
ﬁ(’f"‘ﬂ’ A X¥ (4] : . . T} -
v 1 [
LY ]
bilim bahm bohm Mo-hee ee ¢ eo ¢o ¢ €0 bolim

1 3

[ [ * F .’
. . . H
e ee ‘et ec Yah thah habh ‘hah Ah
(or Bohm)
23
! {
]
@%
77 T
Y] 1 i
Ah eh ee oh ah eh oo
(ay) (ay)
30
’ i |

@ :

. 1
bohm  bohm  bohm bohm bohm

Meo— .. yee—— yah—. ah——

By e
' — B i t ] Y X 3
o & . .- ——— = : : -
Lah__ beh—dah_ meh—nee poh too lah beh Moo mah_ bohm bobm bohm bohm

53



€e,

¢h

eh ee ol

Ah

See.——

o

moh  mehm mohm  mehm

moh meh moh mee

moh mee

" et

€3



More Vocalises

g 3 k-
ma ma 500

Spo ma ma 800

Mum mum mum eic.

Mee mee mee Moo mea med eto.

i3

) © - - h <
msh  moh Mmoo

mee may  mah moh mee may

oh, thee ah




Al

38

Ah

tow lea-ther yel-low la -ther  ya&y

Yel -low lea-ther yel - low fea - ther yel -

ea-ther glc.




) VOCALISES

(vocal compositions using vowel sounds instead 6f words)
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the late Barbara Doscher's Voice Studio, Univeristy of Colorado at Boulder.
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ON THE STAMINA OF THE STNGING VOICE

-

1

The practice of singing three or four pours a day will ruin
the most robust organy. three half hours & day at long inbter-
vals ought to be the maximum of study, and should give flexi-
bility without risk of fatigue. -

Manuel Garcia, Hints on Sin in

(London: Ascherberg, Hopwood, 1894),
p. 18 ,

Pause therefore after, say, & quarter or half an hour's
practicesss it fatigue is felt in the breathing muscles, but
not in the throat, the practice has been good, and may be re-
peated two or three or (later on) four times during the day.

William Shakespeare, Lhe Art of
Sineing (Bryn Mawr: OLiver Ditson,
T@él)?gp. 176

How long should the practice period be for beginners? -- half-
an hour each day, —--three times, not more tham ten minutes.
at 'a time.
William BEarl Brown, Vocal Wisdom
(maxims of G. B. Tamperti) (L.
Strongin, 1931), p. 128

Metrazzini advised sSingers to practice foxr ten or fifteen
minutes only at a time snd Lo leave off as soon 285 the wvoice
feels tired.... Avoid over—use of the voice by singing oo
often at performance, practice or ‘rehearsal. ’

Norman Punt, The Singer's and Actor's

Throat (London: Heinemann Medical
Books, 1952), p. 58 :

In general the public thinks that singers spend hours and
hours of the day bellowing out scales and whooping up and down
arpeggios. In fact, singers, bLeachers (the intelligent ones)
and doctors all. warn against the dangers of over-singing. The
yocal cords, though muscles, are not 1ike those of an athlete
which must be worked out to keep their elasticity. FPrecisely
the oppositer” tired or overworked or strained because they
are not correctly manipulated, these extraordinary ligaments
that singers call on +o make lightning changes in length and.
tension lose their ability to do S0«

‘ Robert Rushmore, The Singing Voice
(Rew York: Dodd, ﬁEEd}'IS?I%,'pi‘Z7o

Sherrill. Milnes, in answer to a question aboub how'long he
agvises singing each day: '‘a maximum of an hour and a walf,

even for a mafure volce like mine."

Discussion Session with students ab
the University of Cglorado—Boulder;

’ g?ﬂi November, 975
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To tbose who don‘t know the effort ‘phat goes into 51nging,
it may seen strange that an opera - 81nger who gings only. half
."an hour o/ an hour. in- ‘anl énbire 0perdy” ‘requires  two or - three
days tQ PRCOVETsdew Consider 3 ‘startving - pltcher, who also’ ', ”
relies largely on one ‘set of mMasSelesS,s.s Now, if ‘a pitcher o
' throws too hard, Boo often and/or %oo young, he ‘can ruin his’
' arhs . .

L Sean Kell:ogg,‘ ups T See Tt," SDOTELS
' Illustrated, May 1%, 1979 u‘,‘

i

z

3

(For young 51ngems) under idesal: elpreunstances, two ot three -
short preectice’ perieds should be- spread over the 'courss’ of 2"
QBT 00 e Lh 1E regrettable that' .some ‘conductors ‘with little, -
~ working dmowledge of wocal @roductlon will. require singers to -
. pehearse  fol; long tiring hours. phis is difficult "for seasoned
professnwnal ‘singers vand B0 * almost 1mp0551ble sitvuation for

the novice. .
' ‘ . Merlbeth Bunch, Dynamics of the , .

4 D i

. AL . . ' Binging: Volce-(New Yorki: Spr1ng§ru“
\ ‘ . ' S Verlag, 19827, p» 121 LA

i * -
LTI ¥

The master teachers of 51ng1ng stated that four practlce
. sess;ons*nf %0 minvbes a day: were;sufflcient for ' the mast.
.. pobust voéal organs. ., What ., happens when choirs have [0S, two,_'
. ., and thrge-hour rehearsals geveral days & week? .- What-happens '
'( .- when operas are scheduled on consecutive nlgbts%w If the, con-— ;p
ductorsuw1llxnot protect B singor., it is-up, o, he singer %o ?
protect himself by ,anyigulse., - The wayWard conductor willk npt
He able-fo Léturn to the singer.. “the, voice, whigh, hej,has. takeny: .

. l regardless ‘of any price pald ner caun his singing. teaohers nor i

his™ terat’doator, Nox' can the slnger restore hlS own volce
", Lif he -hés, glven it away. Y et - .

;t

i:'m ] o .. “Berton Doffzn bounds of - 51nglng

* o
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: There‘ls not much that 28, cbor;ster can ﬂo about‘exc3851velyﬂ,zhm

Long, rehearsals othen,than 40, ‘quit’ s1ng1ng.£ tlrely,. Diten pii ~::
l@ng.rehearsals take place the.;day immedlaxely precedlngh - jf,;
concert.. I%.18 rather 1liker repamming . for,an examlnatlpn,v81nce

"the percentage _of musical, or teehnlcal 1mprpvementh

AR w3 % seule atwsuch A late @%te,-but ¢he potentlalnfor gocal@gg@%gek

' ﬁv,«auls greaﬁ.“.;Af;
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Vocal Health Do's and Don'ts

DO: Get plenty of sleep
Drink a lot of water (at least 8 - 8 ounce glasses) daily
Eat a balanced diet
Maintain a regular aerobic exercise program
Practice reguiarly
Sleep with a vaporizer on if possible
Brush your teeth frequently
Maintain good posture

DON'T: Smoke
Drink excessive amounts of alcohol
Talk over loud music/crowds
Sing too much or to0 high or too loud
“Belt" or shout like a cheerleader ‘
Make weird noises with your voice

HOW TO AVOID A COLD

1. Do all the things in the "do list" above.

2 Avoid all the things in the “don't list" above.

3. Wash your hands with hot soapy water frequently during the day. .
4. Eat foods containing B complex vitamins and calcium - this helps your body
deal with stress.

WHAT TO DO BEFORE A REHEARSAL/PERFORMANCE
1. Eat at least one hour before you sing. .

2 Avoid dairy products or sweets. }

3. Take time to stretch your shoulders, neck, etc.. - your body is your instrument!
. 4. Always, always vocalise before you rehearse or perform - just as you would
stretch your muscles pefore a tennis match, so you must warm your singing
muscles up before you use them full force. '

SURVIVING LONG REHEARSALS! . .

1. pace yourself - you don't have to sing full blast all the time.

2. Bring a water bottle.

3. Avoid cough drops, esp. Chloroseptic brand {contains phenol)

4. If you get tired, sit out for a while, or "marlk the high notes down an octavefthe
low notes up an octave.

5. Don't sing if you are sick

68 Use good posture - you will breathe better and become less fatigued
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Care of the Professional Voice
Vul ble Ti 1 Situati for_the I

1. Physical changes: illness: =
1. Fatigue : '
2. Allergles
3. Infections
4, Gastric reflux
5. Dental problems
8. Puberty
7. Menses
'8, Pregnancy
8. Menopause
10, Injury
11. Dryness
12. Drugs

11, Envi 1 t
1. Dryness
2. Dampness .
3. Cold
4, Dust
5, Smoke, pollution
6. Noise

111 Emotional conditions:
1, Psychologlcal stress
2, Stage fright
3, Preparation

%zwwms;gﬁzm%‘m Aher
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1V. Travel conditions and changes:
1. Climafe
2. Time zone changes
3. Dietary
4, Altitude
5. Physical and psychological slress
6. Noise: car, bus, train, plane, background, efc.

V. AVOID! AVOID! AVOID! AVOIDI
"~ 1, Voice use (speaking and singing) before body warm up-

9. Voice use (speaking and singing) without careful warmup

3, Excessive use of the voice (speaking and, singing)

4, Singing and speaking at excessive 1ntensiﬁy and frequency levels

5. Throat clearing, coughing, loud prolonged laughter, crying,
- screaming, and shouting .

8, Imitating unusual sounds and noises: sirens, engines, animals, and
other music instruments and voices

7. Hard glottal attack and glottal fry

© 8. Whispering : _

9, Irritants; tobacco, smoke, marijuana, cocaine, polluted air, alcohol,
spicy foods, etc. : '

10, Drugs —— always consull a competent physician who understands the
use and care of the professional voice

11. Noise pollution

12, Dry artificlal climates

13, Speaking and-singing with clenched teeth and mandibular
constriction

14, Taking your voice for granted

15, Dehydration —= drink 8-10 glasses of water per day. Remember;,
caffeine and alcohol are diuretics which contribute to dehydration

140
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V1. Warning signs:
1.Hoarseness; harsh, husky, raspy gravelly, etc.
9. Soreness or tenderness in throat or neck
3. Change in vibralo: "straight” tone, or wobble
4. Loss of range, quality, clearness, resonance
5. Pitch breaks, cracking
6. Increased breathiness
7. Pitch problems :
8, Loss of dynamic control
g, Frequent throat clearing, dryness, tickle, burning, stinging
10. Increased effort needed to prodncc tone

VII. Remember:
1. YOU are responsible for YOUR voice..

9. Voice rest is SILENCE _(no singing, no falking, no w nering)

3. Save vocal miles: reduce volce use (speaking and siny mQ before
rehearsals and performances.

4. Voice use (speaking and singing) must begin with proper warm up
(body, breathing, sound) which 1s determined by your vocal, physic
and mental condition at that time. ‘

5. Maintain good health. Eal a balanced dlet exercise regularly, and

maintain body hydration (8 to 10 glasses of water ‘2 dag)

al,

8. Be aware of your voice, respect if, strive to understand it, and LOVE"

singing!

I‘uth’ L, Druc

: 0

ker

..gz/:'




II.

AGENTS AND FACTORS WHICH -ﬁFFECT PHONATION

Drying Agents
1. Antihistamines - either prescription or over-the-counter - used to
treat allergies and colds.
Chlorpheniramine
Diphenhydramine
Brompheniramine
Promethazine
(trade names; Triaminic, Dimetapp, Chlor-Trimeton, Novafed A}
2. Sleep Aides - Scopolamine (Nytol and Sominex)
3, Cough Suppressants
Codeine (Robitussin A-C)
Diphenhydramine (Benylin Cough Syrup)
Dextromethorphan (Robitussin DM, Vicks Formula 44)
4. Antispasmodic Agents (to reduce gastrointestinal spasms)
Belladonna Alkaloids
Donnatal
Combid
Pro~Banthine
5. Antidiarrheal Agents
Paregoric
Codeine
Lomotil
6. Antihypertensive Agents
Methyldopa (Aldomet)
Clonidine (Catapres)
Prazosin (Minipress)
Reserpine (Ser-Ap-Es)
7. Antidepressant Agents
Tofranil
Elavil
Vivactil
8, Antipsychotic Agents
Thorazine
Mellaril
Haldol
9, Large doses of vitamin C (as recommended by Linus Pauling)
10, Diuretics
Lasix
Hydrochlorothiazide
11. Alcohol
12. Caffeine
Coffee and tea
Soft drinks
Diuretics
Cold remedies
Weight control aids
13. Unhumidified Air
14. Mouth Breathing
Agents That Increase Risk of Vocal Fold Hemorrhage
1, Aspirin )
over-the-counter cold remedies that contain aspirin

1y - '
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§§§NTS AND FACTORS WHICH EFFECT PHONATION '
Yi. (Continued)

1. Aspirin (Cont')
Coricidin
Empirin
Ascriptin
Bufferin
Excedrin
JII, Agents/Factors That Incresse Vocal Fold Edema
1. Chreonic vecal abuse (overuse, throat clearing) .
2, lLaryngitis ' ' T
3, Smoking
4, Allergies
IV. Agents/Factors That Change Vocal Fold Structure
1. Puberty ) .
2. Menses s .
3. Menopause .
4. Progetine dominate birth control pill
5. Androgens, such as Danazol '
6. Smoking .- .
7. Volatile fumes and irritants
8, Vocal abuse
9, ‘Gastric reflux

REFERENCES

Lawrence, Yan. When All glse Fails, Read the Instructions (ox even the Fine
Print). The Nats Bulletin, Jan./Feh., 1983.

Martin, FE.G, (1984) . Drugs and the Voice. rranscripts of the XIII Symposium:

Caye of the Professional Voice, New York: The Voice Foundation.

Physician's Desk Reference (1986}, New York: Medical Economics Co."
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Dr. C. Richard Stasney
Director, Texas
Voice Center

he majesty and beatty of vocal
music is highly dependenton a
healthy larynx, and, more spe-
ctfically, healthy vocal folds
(cords). This is due to the fact
that the vocal folds are the primary
sound source for speaking and sing-
ing Out of all the known species,
_ humans have developed the mosdt
sophisticated control over the use of
the larynx for sound production,
and the demands on singers far ex-
ceed that of the average human
The increased demands that sing-
ers have on their voice often make
them more susceptible to vocal
fold problems. One of the simplest
ways to prevent these problems 15 for
singers to have a clear understanding
of how the larynx works s0 that they
can take the precautions needed to

protect the vocal folds.
An important fact that 1s often over-

. David Garrefl,
Ph.D. is an Asst Pro-
fossor at Baylor Col-
lage of Medicine and
a Voice Screntist al the
Texas Voice Contor &
Van Lawrence Voice
Institute.

Dr, Garell recenved

d s Ph.D. from the
Umiversity of fowa 1h Speech Pathology
with a specialty in Volce Physiology He
completed a Post-doctoral Fellowship al
Haskins Laboratories at Yale and was a
Professor at the University of Wisconsin at
Madhison,

\

Fig. 1 Larynx during singing

Tl

loaked,is that the larynx is used for many
hehaviors other than sound production.
In fact, the mamn biological purpose of
the larynx 1s to protect (he jungs. The
larynx achieves this task in two ways.
“The first 1s by preventing material from
entering the lungs. During the swallow,
thelarynxfunctionsto make surethatthe
tood or fluid 1s channeled to the esopha-
gus {the tube to the stornach) instead of
entering the lungs  The second way that
the tarynx protects the fungs 15 hy using
the cough to remove any unwanted sub-
atances Forexample, ifany food or fluid
\ouches the vacal folds or the area be-
fow, a vIgorous cough 1s inttiated sQ that
i can be removed.

One of the mos! frequent causes for
acough 1swhenthereis thick mucousor
too much mucous on orbelow the vocal
folds The common cold 1s one of the
nmes we experience too much mucous,

* This 1s because the body increases the

production of mucous when the igsue

Il

by j. David Garrett, ph.D.
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ht law, Title 17 U.8. Code

‘This material may be protected -

by copyrig

hasaninfectionorwhen tis irritated
in some way Thick mucous also
presents a signtficant problem to
singers, and, tn most cases, isduelo
. dryness. Thethickmucous decreases
the lubrication of the vocal folds and
increases the need to cough The
problem 1s compounded for a per-
former because the hody decreases
mucous production when a person
1s under high stress

Singers are faced with a basic
dilerama where the cough 1s con-
cerned. When a person coughs
aggressively of frequently 1t can
cause the vocal folds to e further
iritated thereby making the problem
worse, Unfortunately, 1t1s virtually im-
possible to make it though life without
coughing. The solution to the dilemma
is for the singer to usé two strategies to
protect the vocal folds. One strategy 1sto
take measures to reduce the need o

- cough, and the second strategy 1s {when

needed) to use what we refer to as the
“productive cough”

Reduce the Need to Cough

The need to cough 15 significantly
decreased when dryness 15 reduced
The reason that singers are told to drink
large quantities of water 1s hecause
helps reduce the thickness of mucous
By domg this the vocal folds are lubri-
cated properly and the need to cough
or throat-clear decreases. Reducing
the use of caffeine products can also
help because caffeine tends to produce
dryness If you frequently suffer from
allergies or colds, make sure and dis-
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cuss -all the medications you use
with an otolarngologist o insure
the bast results with minimal dry-
ness.

The Productive Cough

Therewilialwayshe timeswhen

there is a need to cough. The goal

of the singer should be to coughin

the mos! efficient way andlinaway

that minimizes irrilation due o the

cough The following steps de-

. scrihe how the normal cough is
produced

Fig.

1. A very rapid breath is taken. B

2. The larynx is closed tightly
{Figure 2}.

3. The chest and abdomen are
pushed inward to huild up pressure.

4. The larynx 1s quickly onened and
air rushes through the area between the
vocal folds to remove the mucous.

As mentioned previously, the pur-
pose of thecoughistorerove unwanied
substances {typically raucous). The pro-

_ ductive cough atternpts 1o accomplish
this goal with as little irritation as Pos-
sible. Since air rushing through the vocal

stands to reason
air as possible,

second steps are

.momentarily ho

as {s possible,
These simp

cough. The fou

2 Larynx c’lringcg

in as deep a breath as possthle

g

folds is what removesthemucous, itonly

that you want as much

tn the productive cough the fisstand

modified to read: take
and then
id your breath. In the

thirdstep, the chestand abdomenshould
be pushed inward with as ruch strength

16 modifications will

help enhance the efficiency of the

rth step is often where

e
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THE OXFORD CHORAL CLASSICS
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the most amount of darage to the
vocal folds occurs. As the air
rushes through the larynx, some
people hring the vocal folds too
Closely together causing the vocal
foldstoharshly bangtogether. This
causes the loud sound people as-
sociate with a cough. The prob-
lem Is that this banging action
does not help the cough and it
usually causes irritation. {Ine
method used to teach the produc-
tive cough is to expel the air while
producing an ‘H’ sound, The gen-
eral rule of thumb is that 2 more
officient cough is produced by in-
creasing the amount of air, and a qui-
eter cough produces the least damage
{o the vocal folds. Throat clearingis a
varation of the cough and is the most
destructive and inefficient way to re-
move mucous. This s because throat-
clearing is produced by banging the
vocal folds thgether with very little air *
flow. Throat clearingis rarely success-
ful in removing unwanted muCOUS.
Throat clearing should be avoided and
should be.replaced by-3 productive
cough onlywhen needed.

The Habitual Cough/
Throat-Clear
it is very easy to get caught in 2
vicious cycle that results in consistent
coughing and throat-clearing. The
cycle often staris during a cold, but
continues long after the cold is gone.
The tycle is as follows: a person
coughs or clears his throat, this causes

P

irritation to the vocal folds, the hody

% produces more mucous in response to

theirritatéd folds, which, in turn, Causes
the personto cough and clearhisthroat
rmore, There are several ways for a
person to break out of this cycle. Allof
the techniquesdescribed ahove should
be used to ensure the least amount of
irritation. Sometimes itis possible to
reduce the occurrences of -coughing.
The tickling feeling that often leads to
coughing-or throat-clearing can be re-
duced by massaging the front of the
neck ton the sides of the larynx) in a
downward motion.

in conclusion, itis important forthe
singer to understand how the larynx is
used for behaviors other than singing
This knowledge will help the singer 10
take measuresto protectthe vocalfolds
at all times, and not just duringsinging.
By far, the best defense against vocal,
fold problems is a strong offense, V3%

it 2 ﬁ;@«?{;’;




Bibliography
Adams, Charlotie. Daily Workout fora Beautiful Voice (¥ ideorecording), Santa Barbara Press, 1977 fon order]
Aldorson, Richard. Compilete Handbook of Vojce Training. West Nyack, NY: Parker Publishing Co , 1979
Brinson, Barbara. Choral husic, Mg}_mdg and Materials. New York: Schirmer Books, 1996.
Cooksey, John M. Waorking witf the Adolescent Yoice, St Louis, MO. Concordia Publishing House, 1992

Csiksz,entmihalyi, Mihaly. Creativity: Flow and the Esgchglogy of Discovery and Invention. New York, NY: Harper
Collings Publishers, 1996.

Demorost, Stevei M. Build New York: Oxford

University Press, 2001

Doscher, Barbata M. onal Unity of the inglu 2ad ed. Metuchen, NJ: Scarectow Press, e, 1994

fhmann, Wilhelm and Fravke Haaseman. Voice Building for Choifs. Chapel Hill, N.C.: Hinshaw Music, 1981,

Eitiott, David J.. Mosic Matters A New Phdosophy of Music Education, New York: Qxford Univ. Press, 1995.

Green, Barry with W, Timothy Gallwey. The Inner Gamg of Musie, New York: Anchor Press (Dcﬁbleday), 1986.

Haasemann, Frauke apd James M Jordan. Group Yocal Techniques {video). Chapel Hill, NC. Hinshaw Music, 1989,
Jacques-Daleroze, Emile. mm%;mﬁduﬂﬁgﬂ Translated by Harold F. Rubinstein, New York: B.Blom, 1972

Jordan, James M. «Rehearsal Technique. A Guide for Planning the Choral Rehearsal” it Up Frontl B ecoming the Complete
Choral Conductor: Boston; E. C. Schirmer, 1993, 211-232.

Marvin, Jameson. “Mastery of Choral Bnsemble” in Up Front! Becoming the Complete Choral Conductor, Boston: E.C.
Scharmer, Inc., 1993

Phillips, Kenneth Teaching Kids to Sing, New York, NY Schirmer Books, 1996.

Reimer, Bennett. mwy_g_{_myﬂgﬁﬂm 2nd ed. Englewood Cliffs, NT: Prentice Hall, 1989
Riziad, B A_wg_gnﬂﬂ.ﬂsﬁi Moab, UT: Real People Pross, 1982,

Roach, Donald M, Complete Secondaty Choral Music Gude. West Nyack, NY: Parker Publishing Co., 1989.

gwan, Howard, “FThe Development of 2 Choral Instrument” 1 Choral Condygting Sympogiul, ond ed. Edited by Hatold
Decker and Julius Hesford Englewood Cliffs, NI- Prentice Hall, 1983, .

Ware, Clifford. B i g New York:McGraw-Hill, 1998

Webb, Guy B., Editor. Up Eront! Becomingthe Complefe Choral Conducior. Boston: B. C. Schirmer, Inc., 1993.

g7




