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ÅWhat is òvoice buildingó?

ÅWhy is it important?

ÅWhat is the role of  a choral conductor in building voices?

ÅWhat do I need to know as I adopt the òconductor as 

constructoró mentality?







ÅIncreasing our studentsõ vocal ability (technique)by every 

measure:

ÅTone quality

ÅRange

ÅStamina

ÅDynamic contrast

ÅAnd, yes, increasing the [perceived/actualized] sizeof our 

studentsõ instruments.

ÅHow often does a contractor get called to removea 

room from someoneõs home? J





ÅWhat are we?

ïConductor-artist-teacher

ïVocal òphysicianó

ïCoach-counselor-confidante!

ÅAnd when it comes to voice building:

CONSTRUCTION WORKER

(and the architect who drew up the plans!)





ÅPrimumnon nocere

ïFirst, do no harm!

ÅA listening ear

ÅA watching eye

ÅThe òrightó amount of positive pressure 
and motivation

ÅKnowing our singersõ voices individually
and our singers as individuals





ÅWe may be the only voice teachers our 

choristers will ever have.

ÅWe have an educational responsibility to 

develop the skills of  our singers.

ÅBetter singers = better choirs.





1. External posture

2. Internal posture

3. Deep, silent inhalation

4. òAthleticó breath support

5. Singerõs òembouchureó

6. Chiaroscuro

7. Two-step audiation



1. External posture



2.  Internal posture



3.  Deep, silent inhalation



4.  òAthleticó breath support



5. Singerõs òembouchureó



6. Chiaroscuro



7.  Two-step audiation:

ïPitch (Kodály-Curwen-Glover solfège hand 

signs)

ïVowel (vowel hand signals)





THE VOCAL òPHYSICIANó

*symptoms Ą solutions*

1. Hearthe vocal/tone quality fault 
(symptom)

2. Diagnosethe problem

3. Prescribeantidotes

4. Practiceand reinforcethe prescription 
(solution!)



Imagistic 
Approach

Mechanistic 
Approach



ÅPhonation

ÅRespiration

ÅResonation

ÅRegistration

ÅArticulation

ÅCoordination



(Ware, p. 55)



(Ware, p. 54)





ÅProducing tone before managing breath?

ÅòSing as you speak.ó

ïSing as you should(could!) speak!

ïòSpeaking on steroidsó

ÅThe exercises that follow assume that students 

have already been taught to housetheir 

phonatory instrument (the larynx) properlyñ

i.e., they are utilizing singerõs posture.



APPROACHES TO CONTROL

ÅMental coordination

ÅLaryngeal position

ÅòOpen throató

ÅOral cavity controls

ÅPalatal controls

ÅLinguistic elements

ÅThe sum of  above = total coordination!



Be ye not afraid of the glottis,

For õtis from such that proceedeththe voice.

(Okerlund, chapter 5)



(Okerlund, chapter 5)



Onset Exercises

Å Sing on various vowels
ïEven try moving from a healthy, supported shout to singing

Å Real release on rests followed by immediate deep 
inhalation

Å Try glottal, aspirate, and balanced onsets



Laryngeal Position Exercises

i jר_______________________________

ÅFingers on Adamõs apple

ÅArtificially high larynx on [ i]

ÅArtificially low larynx on [ [ר
ÅGoal is to consistently achieve a larynx òat or 
very slightly below its natural resting placeó 
(McCoy, p. 122)





PHILOSOPHIES OF BREATHING 

FOR SINGING

Italian vs. German



The most helpful definition of  

breath òsupportóñRichard 

Millerõs description of appoggio:

1. Stable & stationary sternum 

(ònobleó posture)

2. Expanded rib cage

3. Inhalation = outward motion 

b/t sternum & navel

4. Exhalation = imperceptible 

inward motion, internally 

resisted



The òBreath Gauntletó

Nose pant (1. 1ǋ)

[p]/silent breath (2. 1ǋ)

[b]/silent breath (3. 1ǋ)

[p]/silent breath/[b]/silent breath (4. 1ǋ)

5.[t‚]/silent breath (1ǋ)

6.[t‚]/silent breath in rhythm )*FÂ(30s)

7.[t‚]/silent breath in rhythm )#*FÂ(30s)
(Okerlund, chapter 1)
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ÅòPlacementóñto use or not to use?
ï Forward/high/back/low

ï Ideas vs. behaviorsñwhat are these instructions?

Å Itõs a fine shorthand, if all the singers in your choir share a common 
understanding of it (but they probably wonõt).

Å A humble idea: Perhaps we should use adjectives instead of  verbs.
ïE.g., òBrighter, please!ó instead of òYou need to sing with a more forward 
placement.ó

ïWhy?
ÅWhat is placementanyway?

ÅThe dangers of teaching for product (òmake your ômaskõ buzz!ó) instead of process 
(whatmakes your òmaskó buzz?)

Å If  your students are studying voice privately, their studio definition may be different 
than your ensemble definition.

Å An alternative definition of ògoodó placement or resonance: The 
absence of  counterproductive tensionfrom any part of the vocal tract 
will cause desired resonation.



Exercises for Jaw Tension

(Heizmann, p. 18)


