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ABSTRACT 

Vocalises and vocal exercises historically have been the 

primary means for teaching good vocal technique. The vocal 

exercises used today can be traced back to the Bel Canto singing 

masters of the 17th and 18th centuries. 

This dissertation is the first in-depth study of the current use 

of vocalises and vocal exercises in university programs in the United 

States. A questionnaire was sent to all National Association of Music 

Schools accredited institutions that offer doctoral programs in voice. 

Each voice teacher was asked to list demographic data, answer 

general questions regarding vocalization in the studio, and to notate 

their ten most commonly used vocal exercises. The data were 

analyzed using general descriptive statistics, and hypotheses were 

formulated to determine whether a relationship existed between 

certain sets of variables. 

The data provided a valuable insight into the vocalises and 

vocal exercises used in the university vocal studio. The respondents 

were a balanced group in terms of gender and voice type with 

extensive experience in the teaching of voice. The majority stated 

they rarely use published vocalises but rely on simpler exercises that 

they received during their own training and/or refined themselves. 

The voice teachers responded that they do not give the same 

exercises to all of their students, but assign them according to voice 

type, competency level, and the individual student. In their written 

exercises, however, over half were assigned to all students; and there 

vii 



was no deference for voice type. The voice teachers are not as 

discriminating as they think they are in their assignment of vocal 

exercises. 

The vocal exercises were analyzed according to musical and 

syllabic content. The results showed that the majority of exercises 

fell into the same basic categories regardless of the purpose of the 

exercise. Cardinal vowels were used predominately, and voiced 

consonants were used more than any other consonants. 

The statistical analysis showed that there were few instances of 

relationship between the independent variables of gender, voice 

type, age, and number of years teaching and the approach to 

vocalization in the studio. There was a relationship between the 

amount of time spent in vocalization in the studio of advanced 

students and whether their teacher requested that they come 

warmed-up. 
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CHAPTER I 

INTRODUCTION 

Historical Background 

Vocal exercises and vocalises historically have been the 

primary means of teaching good vocal technique. While it can be 

assumed that vocal exercises have been used since the beginning of 

time, the earliest mention of training singers is found in the writings 

of the ancient Greek philosophers Plato and Aristotle. Both complain 

of the extensive use of virtuosity (Duey, 1951), and Aristotle even 

states in his Politics that singers should not "go on toiling at the 

exercises that aim at professional competitions" (Duey, 1951, p. 26). 

Specific mention of the need for daily exercises is found later in the 

work of Dionysius of Halicamassus (c. 30 B.C.-10 B.C.), a literary 

scholar. In De Compositione Verborum he states "No rules...can 

suffice to make experts of those who are determined to dispense 

with study and practice" (Duey, 1951, p. 28). Plutarch (46-120 A.D.) 

discusses the difficulties of acquiring the skill necessary for 

becoming "a most accurate musician" in De Musica while not 

specifically mentioning exercises (Duey, 1951, p. 29). His 

contemporary, Quintilian, (c. 35-100 A.D.) states in his Institutio 

Oratoria that singers and orators need different types of exercises: 

...while exercise which gives strength in all cases, is 
equally necessary both for orators and singing-masters, it 
is a different kind of exercise which they require. For the 
orator...cannot tune his voice through all the notes of the 
scale nor spare its exertion...[he] needs a strong and 
enduring voice rather than one which is soft and sweet, 

1 



while the singer mellows all sounds even the highest, by 
the modulations of his voice...Consequently, we [the 
orators] must not attempt to mellow our voice by 
coddling it. (Duey, 1951, pp. 29-30) 

This is an important reference because it implies the use of scalar 

exercises that form the foundation of singing exercises used today. 

In the early Christian era and the medieval period there were 

few works important to the art of singing, with those treatises about 

singing dealing more with the practicality of learning music itself, 

such as theory and sight singing. Indeed, the practicality of overall 

music training: sight singing, theory, and ornamentation and the 

technical study of singing seem inexorably intertwined. This holds 

true at least until the 19th if not the 20th century. The great 

teachers were all composers and performers, teaching in the finest 

schools, courts, and cathedrals of Europe, insisting on a rigorous 

curriculum of all musical skills. 

It is the rise of the art of ornamentation in the 15th and 16th 

centuries that leads to a flourish in the writings of vocal treatises. 

While these works are generally theoretical in nature and serve 

better today as handbooks for performance practice than works of 

vocal pedagogy, they are the foundation of the vocal exercises and 

vocalises that became so important in the Bel Canto era and are still 

in use today (Duey, 1951; Jander & Pleasants, 1980). The bulk of 

these writings are found in the works of the great theorists: Tinctoris' 

Liber de Arte Contrapuncti (1477), Coclicus' Compendium Mu.sices 

(1552), Vincentino's L'antica musica ridotto alia moderna prattica 

(1555), Zarlino's Institutioni Harmoniche (1573), and Zacconi's 



Prattica de Mnsir^ (1592) (Horsley, Collins, Badura-Skoda, & Libby, 

1980; Duey, 1951). These works all give detailed descriptions of the 

art of counterpoint and vocal ornamentation as well as some specific 

pedagogical instructions to the singer. 

In 1562, Giovanni Camillo Maffei wrote Discorso della voce e 

del modo d'apparare di cantar di garganta. the first complete vocal 

method book (Jander & Pleasants, 1980). A trained physiologist, 

Maffei explains the proper use of the voice and breath (Duey, 1951), 

but does not include any vocal exercises. His work is also unusual in 

that it is designed to be used without a teacher (Jander & Pleasants, 

1980). 

During the 17th century, at the same time exercises continued 

to appear in treatises of ornamentation, Italian voice teachers began 

writing exercises, or solfeggi, specifically for technical vocal training. 

These solfeggi were rarely published, each teacher taking pride in 

preserving his own technique. A notable exception is 

"Solfeggiamenti, et ricercare a due voci," published in Rome in 1642 

(Jander, "Solfeggio," 1980). As the title indicates, solfeggi were 

related to the vocal ricercares of the late 16th century and early 

17th century, polyphonic exercises often in two parts which could be 

performed on the proper solmization syllables (Jander, "Solfeggio," 

1980; Caldwell, 1980). These ricercares, in contrast to the solfeggi, 

were often published, with Grammatico Metallo's "Ricercari a canto e 

tenore" (1591, 1595) the most famous (Caldwell, 1980). Exercises 

deemed too complex for solfeggio (or solmization syllables) were 

sung to single vowel sounds, such as those written by the 
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aforementioned Zacconi (1592), Cerone (1613), and Mersenne (1634). 

These florid exercises were also called "passaggi," a forerunner to the 

"vocalise" of the 19th century (Jander, "Solfeggio," 1980). 

The most important vocal treatises in the 17th century were Le 

Nuove Musiche (1601-02) by Caccini and Remarques curieuses sur 

I'art de bien chanter (1668) by Benigne de Bacilly. The former is 

important for its philosophical statements on the aim of vocal music, 

and the latter for ornamentation as well as more specific vocal 

techniques (Horsley, Collins, Badura-Skoda, & Libby, 1980). 

Perhaps the most important early work on vocal pedagogy is 

Opinioni de' cantorj antichi e moderni (1723) by the famous castrato 

Pier Francesco Tosi (Tosi, 1743/1905). This work is typical of the 

theoretical works mentioned earlier, dealing almost exclusively with 

the art of ornamentation and not dealing specifically with vocal 

production. The work, however, proved to be very influential to 

later works on singing and was widely published and translated into 

English (1743) and German (1757) (Jander & Pleasants, 1980). In 

this work, Tosi (1743/1905) delineates examples and exercises for 

various vocal ornaments, as well as their proper usage. For example, 

he states that the varied reprise in a da capo aria is mandatory. He 

warns against singing through the nose and gives general advice on 

posture. Other important manuscripts in the 18th century were Code 

de Musique (1760) by Rameau, Pensieri e reflessioni (1777) by 

Mancini, Melopee Moderne on L'art du chant (1792) by Martini, 

Regole Armoniche (1797) by Manfredini, and Theorie de la mnsignp 

vocale (1799) by Tomeoni. The two most important of these works 
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were those by Mancini and Manfredini (Duey, 1951; Jander & 

Pleasants, 1980; Horsley, Collins, Badura-Skoda, & Libby, 1980). 

The Italian school of singing reigned supreme in the 18th 

century, and the practice of solfeggio spread to France. Collections of 

solfeggi began to be published, the first and most important of which 

was "Solfeges dTtalie avec la basse chiffree," edited by P. Levesque 

and L. Beche in 1772/1776. The edition contained solfeggi by Leo, 

Durante, Scarlatti, Hasse, Porpora and others (Jander, "Solfeggio," 

1980; Kisch-Arndt, 1956). These composers and teachers were all 

from the Neopolitan school and represent the founders of the so-

called Bel Canto style of singing. The exercises are written with and 

without accompaniment, progressing from simple intervallic 

exercises to more complex solos and duets. They could be performed 

on single vowels or solfeggio syllables. The importance of this work 

is evident by its many editions (at least five). 

The significance of the publication of solfeggi cannot be 

overstated; it represents the institution of exercises for the 

development of vocal technique, not just for learning the proper 

execution of counterpoint and ornamentation. 

In the 19th century the publication of solfeggi continued, 

including "Methode de chant du conservatoire de musique," 

published in 1803-04 under the supervision of Cherubini (Jander & 

Pleasants, 1980); "Raccolta di esercizi per il canto...solfeggi ed esercizi 

vari" (c. 1810) by Girolamo Crescentini; and "Gorgheggi e solfeggi per 

soprano" (1827) by Rossini (Jander, "Solfeggio," 1980). These 



collections of solfeggi were an integral part of vocal training in 

France and Italy throughout the 19th and early 20th centuries. 

During this time, composers and voice teachers began writing 

more complex exercises with accompaniment, such as some examples 

from the "Solfeges dTtalie," to be sung upon one vowel or series of 

vowels rather than solmization syllables. These became known as 

vocalises. A proliferation of these vocalises were being published by 

the middle of the century, including those by Panofka, Francesco 

Lamperti, Concone, Sieber, and Vaccai (Jander, "Vocalise," 1980). The 

distinction between solfeggio and vocalise at this point may be 

artificial, with the use of vowels versus solmization syllables the only 

arbiter. However, by mid-century, the complexity of many 

accompanied vocalises were such that they were really "songs 

without words," though they were rarely performed as such. 

The most significant work of vocal pedagogy in the 19th 

century was Traite complet de l'art du chant (1840) by Manuel 

Garcia, II, the most influential voice teacher of his time. For the first 

time, the "art" of teaching voice was combined with a physiological, 

scientific approach, as Garcia, the inventor of the laryngoscope, 

developed a method utilizing the knowledge he gained from using his 

invention. Garcia utilized exercises for specific vocal development, 

such as more volume, breath control, and proper enunciation (Garcia, 

1847/1872/1975). Garcia's work served as a model for later works 

on singing, including those by his famous students, Julius 

Stockhausen (Gesangs-Methode. 1884) and Mathilde Marchesi (Bel 

Canto: A Theoretical & Practical Vocal Method, c. 1903/1970). These 
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works, along with William Shakespeare's The Art of Singing (1898), 

form the foundation of technical vocal study in the 20th century, 

"carrying forward the main Italian tradition" (Jander & Pleasants, 

1980, pp. 345-6). 

In the 20th century there has been an interesting juxtaposition 

of the philosophical with the physiological in works of vocal 

pedagogy. Works of a more philosophical nature, such as those by 

Herbert-Caesari, mention vocal exercises only tangentially, if at all; 

while works of a scientific, physiological nature, such as Coffin's The 

Sounds of Singing (1976), are filled with technical exercises. This 

trend does not always hold, as the great masterwork of vocal 

pedagogy. The Science of Vocal Pedagogy (1967) by Ralph Appelman, 

says very little about vocal exercises. 

In contrast to the 19th century, few vocalises for technical 

study are being written. An interesting exception is Contemporary 

Exercises for Classical and Popular Singers (1982) by Arnold Rose. It 

is as if there is a dependence upon the 19th century standards, 

desperate, perhaps, for some link to the great Italian tradition of the 

past. The composition of performance vocalises, however, has 

developed in this century, with Rachmaninoffs "Vocalise," op. 34 no. 

14 (1912) and Vaughan Williams's "Three Vocalises for Soprano and 

Clarinet" (1958) the most famous. These are strictly performance 

pieces, however, and are not meant for technical study. 

Vocal method books continue to be written, with the books for 

class voice, such as Expressive Singing. Vol. 2, 3rd ed. (1975) and 

Fundamentals of Singing. 3rd ed. (1975) by Van Christy, Steps to 
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Singing for Voice Classe.«;. 3rd ed. (1983) by Royal Stanton, and Basics 

of Singing, 2nd ed. (1989) by Jan Schmidt, the most widely used. 

These works contain vocal exercises, but not to the same extent as 

the 19th century method books. 

In recent 1980s, there has been an attempt to integrate more 

fully the different approaches to vocal pedagogy: philosophical, 

psychological, physiological and methodological. One of the best of 

these is Richard Miller's The Structure of Singing (1986). It is at once 

a method book and a reference book, and utilizes vocal exercises 

throughout as the basis for technical study. 

Perhaps the publication of the Miller book will lead to a new 

era in the use and writing of vocal exercises. It is as if we have come 

full circle back to the 17th century when each voice teacher wrote 

and utilized their own vocal exercises and regarded them as a closely 

guarded secret. The teachers now, however, do not have the 

technical training and background of the teachers of the Bel Canto, 

who were composers as well as performers. The repertoire of 

today's singers does not require the art of ornamentation and 

improvisation which formed the basis of technical and overall 

musical training in the Bel Canto period. The emphasis in training 

today's singer is on performance rather than technique, on singing 

rather than overall musical training. If anything has been lost in the 

art of singing, as many have charged, it is the discipline of the Bel 

Canto masters, a discipline which can be regained with a thorough 

study of the vocal exercises and vocalises of the past, combined with 

the superior physiological knowledge of the present. 
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Need for Study 

There has been little systematic research in the area of vocal 

exercises and vocalises. Those studies in the music education field 

that have been conducted concern the use of specific exercises for a 

specific purpose, such as ear training, in the Ph.D. dissertation of 

Eunice Ann Wilcox (1968/1969), "The Effects on Sight Singing of 

Voice Class Instruction Utilizing Variants of Traditional Vocalises"; 

whether explanation of the exercise results in better vocal 

performance, as in Kenneth Sipley's Ph.D. dissertation, "The Effects of 

Vocal Exercises and Information About the Voice on the Tone Quality 

and Vocal Self-image of Adolescent Female Singers" (Sipley, 1993); 

vocalises for choral use, as in the Ph.D. dissertation of Paul Nesheim 

(1991) "Vocalises for choir: A collection of vocal exercises with a 

study of their value and of principles for their effective use"; and 

(only as a tangential part of the study as a whole) exercises for 

specific voice types (child voice, male voice, female voice in 

transition), such as Jarvis' (1987/1988) Ph.D. dissertation, "The 

Mature Female Voice in Transition." There has been no specific 

study to trace the historical origins of vocal exercises and vocalises or 

to determine what specific vocal exercises and/or vocalises are being 

used in university vocal programs today. 

Purpose of Study 

The purpose of this study is to determine the vocal exercises 

and/or vocalises currently used in selected university vocal 



programs to teach young singers how to sing with good, solid vocal 

technique. Such a study is unique, and serves not only as a source of 

vocalises and vocal exercises in use, but focuses on why a particular 

exercise or vocalise is given, what achievement is expected, and to 

whom it would be assigned. A descriptive analysis of this sort 

should prove valuable to all those associated with singing: to 

teachers, as a resource not only to validate their own teaching, but 

also to encourage the adoption of new and different exercises and 

vocalises which may work even better for their students; to students, 

as a guide to understanding what certain exercises and vocalises are 

meant to accomplish and why a teacher has assigned them; and to 

new and future voice teachers, who have not yet determined through 

experience those exercises and vocalises which will work in a variety 

of situations. 

Description of Study/Methodology and 

Materials 

A questionnaire was developed and mailed to fifty-two 

institutions with N.A.S.M. (National Association of Schools of Music) 

accredited doctoral programs in voice. The questionnaire was 

designed to gather the following data from the individual voice 

teacher: personal information; general information concerning the 

teacher's use of vocalization in his or her studio teaching of voice; 

and up to ten vocal exercises used most frequently by the 

respondent in the studio and why, how, to whom, and why these 
exercises or vocalises are assigned. 
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The data was analyzed using the SPSS statistical package using 

general descriptive statistics. General frequencies were tabulated for 

all questions, and each vocal exercise was examined for musical and 

syllabic content. There was statistical analysis of some questions 

using the chi-square test of independence. Hypotheses were 

formulated to determine if there was a relationship between the 

independent variables of gender, voice type, age, and number of 

years teaching and the approach toward vocalization in the studio. 

Additional hypotheses were formulated comparing specific 

dependent variables of the questionnaire. These are outlined in 

Chapter III, Methodology. 

Limitations of Study 

This study is a descriptive study. There is no determination of 

value of any exercise, and no certain exercise is purported for a 

single, specific purpose. There is a limited amount of statistical 

analysis to determine if a relationship exists between certain 

variables of the questionnaire. 

Organization of Study 

The study is organized into the following divisions: Chapter II, 

Review of Related Literature; Chapter III, Methodology and 

Materials; Chapter IV, Results; Chapter V, Discussion of Results; 

Chapter VI, Conclusions, Recommendations, and Implications for 

Further Research; and Appendices. 
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CHAPTER n 

REVIEW OF RELATED LITERATURE 

Introduction 

Vocal exercises and vocalises used today for the technical 

development of singers have their definitive origins in the Italian 

vocal school of the 17th century. Voice teachers wrote their own 

exercises, called solfeggi, to be sung on solmization syllables. More 

florid exercises, called passaggi, were sung on single vowel sounds 

and were the forerunner to the vocalises of the 19th century still in 

use today. There are many terms for technical vocal exercises which 

are unfortunately used quite interchangeably: vocal exercises, 

vocalises, and solfeggi, and to a lesser extent, essercizi and passaggi. 

While each of these terms originally evolved from the same origin, 

over the centuries they have each adopted their own specific 

identities. Solfeggi, or solfege in French, are exercises designed to be 

sung on the solmization syllables. In the broader sense, solfeggio is 

used to describe a method of sight singing used extensively in Europe 

and, to a lesser extent, here in the United States. Vocal exercises and 

vocalises are terms that are often used to mean the same thing, with 

vocal exercises (which include passaggi and essercizi) being the more 

general or inclusive term. Vocalise, however, is a term that adopted 

two specific meanings in the 19th century. First, it refers to a more 

complex vocal exercise for technical study that can use solmization 

syllables, syllables written by the composer, or single vowel sounds 

set to a complete accompaniment. The vocalises of the singing 
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masters Concone and Vaccai are examples of this type of vocalise. 

Secondly, the term vocalise is used to refer to a musical work written 

for performance in which the human voice is used as an obbligato 

instrument, using vowel sounds instead of words. This genre 

includes such works as Rachmaninoffs "Vocalise," Op. 34, No. 14 

(1912) and Vaughn Williams's "Three Vocalises for Soprano and 

Clarinet" (1958) (Jander, "Vocalise," 1980). For the purposes of this 

dissertation, the terms vocal exercise and vocalise will be used in the 

specific sense as outlined above. Vocalises which are performance 

pieces are not a part of this study and will not be discussed. 

There has been little systematic research in the area of vocal 

exercises and vocalises. This research has centered on the following 

sources: related articles, theses, dissertations, published editions of 

music, pedagogy books, and voice class/fundamental instruction 

books. Those research materials that dealt more tangentially to the 

topic, child voice development, choral use of vocalises, etc., were not 

universally used to focus more directly on the topic of vocal exercises 

and vocalises used in university programs. 

The International Phonetic Alphabet (I.P.A.) has been adopted 

as a universal system of writing vowels and consonants 

(pronunciation) in all languages. Most modern experts in the vocal 

field have adopted the I.P.A., and it will be used in this dissertation. 

Any I.P.A. symbols used in this document will be enclosed in 

brackets ([ ]). The equivalents of the I.P.A. in English, German, 

Italian, and French are included in Appendix A. 
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The review of the related research was conducted according to 

the following outline: 

A. General Discussion of Vocal Exercises and Vocalises-

1. Vocalization versus the "Song Approach," 

2. General Goals of Vocalization, 

3. General Use of Vocalization, 

a. Supervision of Vocalization, 

b. Frequency of Vocalization, 

c. Application of Vocal Exercises and Vocalises, 

d. Source of Vocal Exercises and Vocalises; 

B. Specific Use of Vocal Exercises— 

1. Type of Vocal Exercises, 

a. Non-Singing Vocal Exercises, 

b. Singing Vocal Exercises, 

2. Musical and Syllabic Content of Vocal Exercises, 

3. Purpose of Vocal Exercises. 

General Discussion of Vocal Exercises and 

Vocalises 

Vocalization versus the "Song Approach" 

In his article, "Eriibrigen sich gesangsiibungen?", Albrecht 

Kalckstein (1969) questions "Are Singing Exercises Unnecessary?" He 

concludes that they are necessary; that one must have a mechanistic 

approach to vocal technique. Not everyone in the vocal community 

agrees, and there are two main schools of thought in the teaching of 
vocal technique: mechanistic, technical training through the use of 

14 



vocal exercises, and the "song approach," where the different aspects 

of vocal technique are acquired directly through the learning of vocal 

literature. Through the centuries the pendulum has swung between 

these polar viewpoints. During the Bel Canto period, it was not 

uncommon for a student to study for years singing exercises alone, as 

with the famous castrato Caffarelli, who performed a single page of 

exercises for seven years for his teacher, Porpora (Field-Hyde, 1950). 

Numerous experts in the field are quoted as to the necessity of vocal 

exercises. Corri, student of Porpora, writes, "It is a misfortune 

attending our art, that songs are learned and sung before the 

rudiments are required" (1810, p. 2). Tosi (1743/1905), the great 

teacher of the 18th century, feels that the teacher should use 

solfeggio with the student as long as he feels necessary. Barbereux-

Parry (1941) insists that a complete mastery of technique must come 

before the study of songs. Others warn that the insistence of singing 

songs prior to establishing technique is damaging to the voice (Fields, 

1947). Herbert-Caesari (1965, p. 120) states that the vocal 

mechanism requires constant conditioning: "For over two hundred 

years, the greatest singers were in the habit of keeping up their daily 

vocalizzi until maturity, and past it. It is the only way to retard the 

process of ossification and its attendant rigidity." Julia Claussen, 

famous Swedish mezzo-soprano, states that American singing 

teachers feel they should give songs the first or second lesson, and 

that a "year of scales, exercises and solfeggios would have been far 

more time-saving" (Claussen, 1921, p. 96). Appelman, author of The 

Science of Vocal Pedagogy. (1967) states that singers must develop 
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an acceptable technique through the thoughtful use of vocal exercise. 

Martinelli (1954) feels that the entire first year of study should be 

devoted to intensive vocalizing. Richard Miller (1986, p. xvi) states 

that "a systematic approach to vocal technique is the most successful 

route to artistic singing....Technique represents the stabilization of 

desirable coordination during singing." Specific vocalises for specific 

aspects of technique must be used to achieve good technique. 

Literature alone cannot offer the "gamut of skills which a good 

systematic plan of vocalization can offer" (Miller, 1986, pp. xxi-xxii). 

The "song approach" was the prevailing attitude during the 

first half of this century, especially in the United States. In his 

reference book. Training the Singing Voice. Victor Alexander Fields 

(1947) states that the majority of experts he surveyed favored using 

songs as technical exercises rather than abstract exercises. Many 

experts feel that the insistence of using vocal exercises to the 

exclusion of any repertoire is as outdated as the time in which such 

teaching flourished. Polly Henderson (1933) states that technique is 

developed through the practice of "suitable materials" (i.e., songs) 

rather than the study of technical exercises. Taylor (1914) states 

that the daily practice of singing songs enables the student to find 

artistic pleasure in singing. This desire to achieve the artistic or 

interpretive side of singing rather than mechanistic is the driving 

force behind the "song approach." A strong advocate of this approach 

was Harry Plunket Greene, who was especially concerned with the 

marriage of the voice and the words of a song (Bairstow & Greene, 

1946). According to Field-Hyde (1950), this leads to superficial 
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training rather than a solid gounding in vocal technique, and Mr. 

Greene himself eventually realized the need for technical exercises. 

There are those experts who search for a middle ground 

between these polar viewpoints. Indeed, within the vocal curriculum 

in universities today, there is such a demand for performance that 

there is little time for the luxury of prolonged technical study. 

Herbert Witherspoon (1925) feels that the singing of exercises is 

necessary for the singer. However, he warns against dwelling too 

long on the vocalises of Concone, Lamperti, and others without the 

use of songs and arias. Songs must be given early to encourage 

artistic development and insure correct pronunciation. McKinney 

(1982, pp. 182-84) states that "vocal development is the result of 

careful and systematic practice of both songs and vocal exercises." 

He suggests that parts of songs can be extracted and used as 

technical exercises, but that this requires more time and expertise on 

the part of the teacher. A strong advocate of the song approach, 

Christy (1975a) agrees that separate exercises would not be needed 

if the teacher would use the correct songs or excerpts in teaching 

technique. Because this is not practical to expect from every teacher, 

however, a few basic exercises are needed. 

Most experts do agree that the use of some form of technical 

exercise, whether abstract or taken from the music itself, is an 

important element in the process of learning to sing. 
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General Goals of Vocalization 

An examination of the literature has shown four major reasons 

why vocal exercises and vocalises are used: (1) to physically warm-

up the voice, (2) to develop good vocal technique, (3) ear training, 

and (4) to prepare for literature. Within each application of an 

exercise, any one of these areas or combination of these areas may 

be focused upon. 

Many authors compare the physical nature of singing to 

athletics (Alderson, 1979; McKinney, 1982; Roma, 1955; Stark, 1975; 

Westerman, 1955). Just as an athlete must warm-up his or her 

muscles before a work-out or game, a singer must warm-up the 

musculature involved in singing. Vocal warm-ups get the blood 

flowing and increase the blood circulation to the areas involved in 

singing (Roma, 1955; Schmidt, 1989). Efficient blood circulation is 

vital for the maintenance of good function and viscosity of all 

muscles, including the vocal folds (Sundberg, 1987). 

Christy (1975a, p. 18) states that vocal exercises are "a quick 

method for warming up the voice, vitalizing the body, and 'toning' 

the muscles used in singing." Jones (1989) comments that warm-ups 

provide an opportunity for singers to review basic coordinate skills. 

McKinney (1982) and Miller (1990) state that all singers need to 

have a standard warm-up procedure with specific types of exercises 

in a certain sequence. Miller suggests about twenty minutes of 

warm-up time, and that warming-up provides both psychological as 

well as physical benefits to the singer. 
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The approach to vocal technique through vocalization can be 

subdivided into three areas of concern: (1) the achievement of 

specific technical goals, (2) the solution of a technical problem, and 

(3) general training/strength. It is universally accepted that vocal 

exercises and vocalises are used to attain proficiency in all aspects of 

vocal technique. Haywood (1930) states that every vocal exercise 

should have an express purpose. The specific technical goals and 

exercises used to achieve those goals will be discussed fully later in 

this chapter. 

While the achievement of specific goals represents a positive 

approach to the use of vocal exercises, the utilization of vocal 

exercises to correct vocal faults could be seen as a negative approach 

to the same end. YarroU (1936) suggests exercises should be 

specifically written to address vocal problems. According to Fuchs 

(1985), teachers should find the solution to a particular vocal fault 

through analytical hearing and the use of proper exercise. McKinney 

(1982) has written an entire book on the subject. The Diagnosis and 

Correction of Vocal Faults. Miller (1986) suggests that the exercises 

in his book. The Structure of Singing, can be used to correct specific 

technical problems. Witherspoon (1925) lists various vocal faults 

and gives specific phonetics designed to correct them. Reid (1965) 

stresses the importance of using exercises that by their innate 

structure will work toward the solution of the technical problem at 

hand. Wormhoudt (1981), however, states that vocal exercises 

should not be used to treat symptoms of vocal faults. Rather, 
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exercises should be used to impact the healthy functioning of the 

vocal instrument positively. 

Directly related to the use of vocal exercises to correct vocal 

faults is the use of exercises in the rehabilitation of dysfunctional 

voices. This is a relatively new field in which voice teachers are 

trained in the physiology of the voice and work together with speech 

therapists to reestablish vocal technique to those voices with 

pathological disorders. Current research indicates that particular sets 

of singing exercises can produce positive results in patients with 

singing and/or speaking voice disorders (Carroll & Sataloff, 1991; 

Mathis, 1990). 

Another approach in the acquisition of vocal technique is the 

use of vocalization for general training and strength. Again, the 

comparison between singing and athletics is drawn by many authors. 

Just as an athlete must perform certain exercises to achieve specific 

muscular coordination, a singer must utilize vocal exercises to 

achieve freedom and control of the vocal apparatus (Westerman, 

1955). Such coordination, according to Schmidt (1989), leads to 

flexibility and responsiveness of the voice that can then be 

transferred into songs. Stark (1975) suggests the use of vocal 

exercise for the same purposes of athletic exercise: to achieve 

strength, endurance and agility. According to Rose (1982) and 

Alderson (1979), the aim of vocal exercise is to achieve a conditioned 

response of the vocal muscles so that singing becomes an automatic 

response. Such training leads to the development of strength and 

agility. Carroll and Sataloff (1991) write that singing exercises build 
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muscle strength, coordination, and efficiency. Roma (1955) states 

that vocal exercises strengthen the vocal cords and apparatus. Frisell 

(1966) feels that a main objective to vocal exercise is to build the 

musculature of the voice. According to John Wilcox (1928), a singer 

must use systematic vocal exercise to maintain good vocal condition. 

While many authors mention the importance of ear training in 

the development of the singing voice, few directly link ear training 

with the use of vocal exercises. Perhaps it is because such a link is 

understood, or because unlike their 17th century predecessors, sight 

singing has left the vocal studio to join the ranks of the theory class 

in today's universities. Kenney (1987, p. 63) states, "Vocal exercises 

should develop the ear as well as the voice." Intonation and pitch, 

according to Roma (1955), can be adjusted through the use of vocal 

exercises. Ffrangcon-Davies states, "The training of the ear is one-

half of the training of the voice" (Fillebrown, 1911, p. 57). 

The fourth major reason vocal exercises and vocalises are used 

is to prepare the singer for the performance of literature. Christy 

(1975a) states that exercises provide a convenient way to practice 

the technical problems found in songs. Vocal exercises contain 

musical patterns the singer will encounter in literature (Frisell, 

1966). This was certainly the case in the 17th and 18th centuries in 

which exercises were devoted to the musical patterns found in the 

literature, especially those involved in embellishment. Miller (1986, 

p. xxi) states that the singer must "be equipped for the exacting 

demands of literature," and that vocal exercises must be used in 

order to achieve that purpose. The preparation of the vocal student 
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for the demands of performing literature was the specific aim of the 

great Italian teachers of the 19th century and is evidenced in their 

vocalises. Brown (1975) suggests that the use of such vocalises 

enable the singer to solve technical problems within the scope of the 

exercise and thus be prepared for similar problems found in 

literature. 

General Use of Vocalization 

Supervision of Vocalization 

Few subjects regarding vocal exercises in the literature 

received as much attention as whether beginning students should 

vocalize on their own. Many teachers agree with the great singing 

master of the 18th century, Tosi, that the beginning student should 

never sing unless the teacher is present (Tosi, 1743/1905). 

Salvatore Marchesi (1902) states the teacher should forbid the 

beginning student to study alone. G. B. Lamperti (1905) agrees that 

the singing of vocal exercises by beginning students should be only 

under the teacher's direct supervision. Fuchs (1985, p. 30) states, 

"Beginners need constant supervision while they are singing 

exercises." A student should begin practicing alone only when he can 

correct himself (Frank, 1981; Fuchs, 1985; Wormhoudt, 1981). Many 

experts feel that if a beginning student practices alone too early he 

will be reinforcing bad habits (Fields, 1947). Christy (1975a) states 

that no practice is better than bad practice. 

Other experts feel that it is completely unreasonable and 

impractical to expect a singer to vocalize only within the presence of 
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their teacher. Few can afford the luxury of a daily lesson. It is 

incumbent upon the teacher to insure that the student vocalizes at 

home utilizing the same techniques in the lesson. Teaching a student 

how to practice is one of the most important things a voice teacher 

can do. Jones (1989, pp. 101-2) states, "Intelligent practice away 

from the teacher is a primary goal of all instruction." Wilson (1942) 

describes the voice teacher as an enabler, one who shows the student 

the way to practice. Buzzi-Peccia (1925) feels that the teacher 

supplies the idea, but the student must work out the way for himself. 

Miller (1990, pp. 20-21) states that every student, which one must 

assume includes beginning students, should come to the lesson 

warmed-up, unless the teacher specifically wants to hear the voice in 

its natural state. He further states that a "singer should never 

become dependent upon the voice teacher for the warm-up process." 

He makes a clear distinction between vocalizing to warm-up the 

voice physically and vocalization for technical work. 

Frequency of Vocalization 

Vocal experts almost universally agree that the singing of vocal 

exercises should be done daily (Alderson, 1979; Brown, 1975; Burgin, 

1973; Coffin, 1980; Corri, 1810; Deighton & Palermo, 1991; Fields, 

1947; Flack, 1965; Fracht & Robinson, 1978; Fuchs, 1985; Garcia, 

1894; Herbert-Caesari, 1965; Lehmann, 1905; Lightner, 1991; 

Litante, 1959; Miller, 1986, 1990; Tkach, 1948; Westerman, 1955). 

Witherspoon (1925) alone stated that there should be one day a 

week with no singing to rest the voice. Most authors agreed that it 
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was better to vocalize for short periods of time several times a day, 

especially for beginners, rather than one long, protracted session 

(Carroll & Sataloff, 1991; Christy, 1975a; Roma, 1955; Rose, 1982). 

Times ranged from as little as five to fifteen minutes two or three 

times a day (Deighton & Palermo, 1991; Fields, 1947; Flack, 1965; 

Fuchs, 1985; Garcia, 1894; Marchesi, M., 1970; Vennard, 1967; 

Westerman, 1955), to 30 minute sessions two or three times a day 

(Coffin, 1980; Fracht & Robinson, 1978; Litante, 1959; Tkach, 1948; 

Witherspoon, 1925). Schumann (1941) suggested vocalizing one- to 

one- and one-half-hours at a time, with one-half-hour spent in 

exercises and the rest singing literature. Others commented that the 

advanced student and professional singer should be able to sing 

several hours a day without tiring (Corri, 1810). 

There is not much discussion by the experts as to the amount 

of time spent in vocalization during the voice lesson versus 

individual practice. Christy (1975a) states that the singing of 

literature should be proceeded by at least five to ten minutes of 

vocal exercises. Clippinger (1932) feels that half of the lesson time 

should be spent in vocalization and half in the study of repertoire. 

Several authors commented on which time of day was best for 

vocal exercise. Fracht and Robinson (1978) and Witherspoon (1925) 

feel it is important to vocalize first thing in the morning, even before 

breakfast. Tosi (1743/1905) felt that morning was best, and Lilli 

Lehmann (1905) said that all performers should vocalize the entire 

range each morning. Miller (1990) stresses the importance of 

vocalizing in the morning for students as well as teachers to get the 
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voice in the correct placement for the day's use. Frank (1981) does 

not specify a particular time of day for vocalizing, but says it is 

important that the student is rested and not tired from a full day's 

work. Carroll and Sataloff (1991) propose the use of exercises first 

thing in the morning to warm-up the voice as well as exercises to 

"warm down" the voice following each practice, rehearsal, or 

performance. 

Application of Vocal Exercises and Vocalises 

Interestingly, many authors do not discuss in general the 

assignment of vocal exercises and vocalises according to the 

individual student, different skill levels or voice types, or whether all 

exercises are to be used for all students. Perhaps authorities assume 

that the voice teacher will of course assign exercises according to 

these factors. Such action can be implied in the listing of some 

authors of different exercises for male and female voices (Roma, 

1955) or for specific voice types, such as vocalises written for 

soprano, alto, tenor, or bass (Behnke & Pearce, n.d.). The reason for 

such delineation, however, is not definitively stated. There have 

been specific studies of particular voice types, such as the high range 

of the male voice and the mature female voice in transition, which 

include vocal exercises for those voice types (Jarvis, 1987/1988; 

Johnstone, 1988/1989). Several authors detail the usage of 

particular vowels for specific voice types, which will be covered later 

in this chapter (Roma, 1955). Many writers do express the use of 

more difficult exercises for more advanced students. Reid 
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(1975, p. 86) states that all vocal exercises "must be tailored to fit 

the individual." Many experts share this view; an exercise must be 

adapted to fulfill the need of the particular student and the 

particular situation (McKinney, 1982). 

Of vital importance in the application of vocal exercises and 

vocalises is the communication between teacher and student of why 

a particular exercise is given. Jones (1989, p. 101) states there is 

nothing inherent in the vocal exercise itself that will improve a 

student's singing: 

Improvement does not come from vocalizing; it comes 
only while vocalizing with an understanding of why one 
is doing the vocalise, precisely how it is to be done, 
clearly what it is supposed to do for the singer, and 
exactly how singers can tell whether or not it is 'doing it.' 

Christy (1975a) feels that students must be made aware of the goals 

of technical study. The responsibility of setting forth clear goals lies 

squarely on the teacher's shoulders; students and teachers alike must 

always have a specific purpose for a specific vocal exercise. Too 

often teachers use an exercise simply because their teacher gave it to 

them (McKinney, 1982). 

The number of exercises required in the vocalization process 

varies from expert to expert. Field-Hyde (1950) states that students 

are often enamoured by the number and variety of exercises 

assigned to them by their teachers. Few exercises are really needed, 

as long as every aspect of technique is covered. A fairly set and 

limited number of exercises is preferred for beginners (Schmidt, 

1989). Francesco Lamperti (1939) states the large number of 
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exercises found in singing books are unnecessary and more likely to 

harm than develop the voice. Witherspoon (1925) lists fifty 

exercises and states that is all that is necessary to learn good vocal 

technique. Exercises must not be too long so that they can be 

memorized. Memorization of all vocal exercises is important and 

allows for spontaneity of the voice that may not occur if the student 

is reading music (Litante, 1959; Witherspoon, 1925). 

Several authors delineate a specific sequence in which vocal 

exercises are to be assigned, either in terms of the type of exercise or 

the goal which is to be achieved. Such a sequence often follows the 

particular teacher's pedagogical method of training, involving the 

major areas of vocal technique: posture, respiration, phonation, 

resonation, and articulation. Mathilde Marchesi (1970) states that 

exercises should be given in a natural and progressive order. 

Lightner (1991) gives nine exercises she says are to be practiced 

daily and in order. She begins with scalar exercises for resonance, 

range extension, and blending of the registers. Next comes the 

"messa di voce" for tonal control and the staccato arpeggio for 

diaphragmatic control. The final scalar exercise is for flexibility. One 

can assume these exercises are used for warming-up the voice as 

well as technical development. Richard Miller (1990) suggests a 

"warm-up package" to be used daily, utilizing exercises of the 

singer's choice covering the following areas in sequence: (1) attack 

and release, (2) humming, (3) tongue and jaw, (4) agility, (5) vowels, 

(6) registration and passaggio, and (7) range extension, using rapid 

scale and arpeggio patterns. Exercises for technical work are used in 
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no specific sequence at the teacher's discretion. McKinney (1982) 

utilizes the following sequence of exercises for a warm-up routine: 

(1) bending and stretching overall body exercises, (2) specific 

exercises to release body tension, (3) five-note scalar patterns for 

articulation and resonance, and (4) arpeggiated exercises for range 

extension. Many authors delineate the use of similar sequences of 

exercises for use in the warm-up procedure and technical work for 

practice and the studio (Brown, 1975; Frank, 1981; Reid, 1965; 

Schmidt, 1989; Tkach, 1948; Westerman, 1955). 

Source of Vocal Exercises and Vocalises 

Authorities often do not list a source of their vocal exercises, 

assuming self-authorship. Some have written their own vocalises, 

complete with accompaniment, in the style of their 17th-19th 

century predecessors (Rose, 1982). Many trace the exercises they 

use to their own teachers (McKinney, 1982). Others accept the fact 

that it is impossible to trace the origin of many exercises which have 

long become part of the public domain, but whose authorship surely 

lie in the great Italian masters of the past (Miller, 1986; Westerman, 

1955). 

While the vocal exercises used today may be based in whole or 

in part on the great Italian tradition of the past, the published 

vocalises of those great masters are not being used to the extent as 

they once were. Vennard (1967), a firm proponent of the "song-

approach" school, states that the public would much rather hear a 

fine Bach or Handel aria than a vocalise of Vaccai, Sieber, or Concone. 
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Reid (1965) states that the usage of the vocalises by Concone, 

Bordogni, and Marchesi has denegrated to dull repetition by tradition 

without purpose. Witherspoon (1925) feels that the use of vocalises 

can be valuable but should not be prolonged. According to Franca 

(1959), solfeggi, or vocalises, form the bridge between vocal 

exercises and literature. Others mention vocalises as supplements to 

vocal exercises, and suggest which vocalises to use and in what 

context (Appelman, 1967; Barbereux-Parry, 1941; Brown, 1975; 

Harpster, 1984). 

There are numerous vocalises still in print by the 19th century 

Italian singing masters. Many have been referred to above: Vaccai, 

Sieber, Concone, Bordogni, and Marchesi. All were well-known 

teachers and some were fine singers in their own right. Other 

composers of the same genre include Panofka, Spicker, G. B. 

Lamperti, and Viardot. Many were very prolific with their writing, 

composing numerous volumes for different skill levels and voice 

types, addressing technical difficulties singers would encounter in 

the literature. 

The remainder of this study will focus on vocal exercises and 

their specific use rather than published vocalises. 

Specific Use of Vocal Exercises 

Type of Vocal Exercises 

Non-Singing Vocal Exercises 

Vocal exercises can be divided into two major groups: singing 

and non-singing. Within the category of non-singing exercises are 
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many types of exercises which include (but are not limited to): (1) 

physical, (2) breathing, (3) tongue, (4) jaw, (5) speech, and 

(6) relaxation exercises. Many authors feel that good physical 

conditioning is a requirement of good posture and breathing, and 

therefore good singing. While certain physical exercises may be 

performed within the lesson itself (such as exercises for the head, 

neck, and shoulders), most teachers agree that participation in any 

aerobic exercise or sport (with the exception of swimming) can 

benefit the singing voice (Alderson, 1979; Christy, 1975b; Fields, 

1947; Frisell, 1966; Vennard, 1967). McKinney (1982) suggests 

beginning each period of singing with warm-up exercises for the 

body, including general stretching and bending, rolling of the head 

and shoulders, and lip trills. Carroll and Sataloff (1991) agree with 

the use of aerobic exercise, as well as sit-ups for strengthening 

abdominal muscles and leg lifts for the back and lower abdomen. 

Ross (1948) cautions against heavy exercise, especially swimming, 

which can lead to upper respiratory infections. 

Breathing exercises are almost universally used in vocal studios 

to promote the muscular actions required for proper inhalation and 

exhalation. Many exercises have been handed down through the 

centuries from the great Italian masters of the past. The most 

famous breathing exercise was made so by the great Italian castrato, 

Farinelli. The breath is inhaled slowly through pursed lips, held for a 

few counts, and then exhaled steadily and very slowly through the 

again pursed lips (Fillebrown, 1911). Many authors use this exercise 

or variations of it, including exhaling on an [s] or [f] sound. 
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Exhalation is done to a slow count of ten, working up to 30, 40 or 

more seconds (Carroll & Sataloff, 1991; Christy, 1975b; Field-Hyde, 

1908; Garcia, 1894; Kisch-Arndt, 1956; Lehmann, 1905; Miller, 1986; 

Shakespeare, 1898; Trusler, 1987; Vennard, 1967). Variations of this 

exercises include fast inhalation, hold, fast exhalation, and slow 

inhalation, hold, fast exhalation (Fillebrown, 1911; Garcia, 1894; 

Vennard, 1967). Other breathing exercises include panting exercises, 

to bring attention to diaphragmatic movement (Alderson, 1979; 

Christy, 1975b; Shakepeare, 1898). Many teachers use breathing 

exercises before any other vocal exercises (Burgin, 1973; Fuchs, 

1985; Schumann, 1941). Appelman (1967) states that breathing is 

best taught in conjunction with phonation, rather than in isolation, a 

view shared by Stanley (1958). Others, clearly in the minority, feel 

that the use of any breathing exercise is wrong and exaggerates a 

normal process (Deighton & Palermo, 1991; Witherspoon, 1925). 

Tongue exercises are often employed by voice teachers to 

eliminate excessive tension and promote good articulation. Alderson 

(1979, pp. 88-89) suggests moving the tongue forward and back in 

and out of the mouth to recognize the range of movement, then 

saying "ah-ee" [a-i] several times, focusing on the movement of the 

tongue. This can then be practiced with other vowels. Fracht and 

Robinson (1978) also use tongue thrusts as well as rolling the tip of 

the tongue in a circular motion in the mouth touching all surfaces of 

the teeth. Roma (1955) asks the student to manipulate different 

parts of the tongue, holding the tip at the edge of the teeth and 

alternatively raising and then lowering the middle and the back of 
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the tongue. Westerman (1955) endorses all of the exercises above 

and includes rolling the tongue over from side to side within the 

mouth. 

Jaw exercises are used to promote the sense of the relaxed, 

"dropped" jaw and the alleviation of any tension. Most exercises 

involve the glide [j] in syllables or words such as "yah" [ja] or "you" 

[ju] or the implied [j] in moving from the syllables "ee-ah" [i-a]. These 

exercises can either be spoken or sung on pitch (Alderson, 1979, pp. 

89-91; Rosewall, 1961, p. 35; Tate, 1978, p. 29; Wormhoudt, 1981, p. 

79). 

Spoken exercises are often used in the development of the 

singing voice, and many authors trace the singing process directly 

from speech (Bairstow & Greene, 1946; Barbereux-Parry, 1941), 

while others insist they are two separate processes (Jones, 1989). 

Proponents of speech exercises encourage voice students to read 

aloud the texts of the songs they are studying to improve articulation 

as well as interpretation (Bairstow & Greene, 1946; Barbereux-Parry, 

1941; Bowen & Mook, 1952; Tosi, 1743/1905). Others promote the 

speaking of the syllables of vocal exercises first before singing 

(Barbereux-Parry, 1941; DeLys, 1979; Shakespeare, 1898; Winsel, 

1966). Carroll and Sataloff (1991) use exercises that combine singing 

and speech to form a "bridge" between the two processes. 

Relaxation exercises play an important role in many vocal 

studios, often in conjunction with the exercises mentioned above. 

The primary purpose is to promote the free production of the voice 

without unnecessary tension. Alderson (1979) suggests resting the 
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chin on the chest and pulling gently but firmly downwards with the 

arms behind the neck to release the muscular tension in the neck 

and shoulders. Christy (1975b) lists several relaxation exercises 

including shaking the head from side to side and up and down with 

jaw and lips loose, rotating the shoulders in a circular motion, 

shaking the hands loosely, massaging the hyoglossus muscle under 

the chin to relieve tongue tension, and breathing deeply. McKinney 

(1982) recommends similar exercises. Miller (1986) cautions against 

using the term relaxation too loosely, that singing requires a 

balanced equilibrium between relaxation and tension of those 

muscles involved. 

Jones (1989) approaches the subject of non-singing exercises in 

a unique way. He states that before attempting singing exercises, 

students must "regress" back to primitive and intuitive processes not 

associated with the act of singing (in the mind of the student). To do 

this he uses a set of exercises he calls "reculeur exercises." These 

exercises basically include the actions involved in all of the exercises 

listed above. The purpose and uniqueness of the "reculeur" is for the 

student to become aware that singing is actually a culmination of 

innate and intuitive processes of the human body. 

Singing Vocal Exercises 

The traditional type of vocal exercises and universally 

recognized as such are singing exercises. There are literally an 

infinite number of possible vocal exercises, with infinite variations of 

musical and syllabic content. In order to examine the different types 
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of vocal exercises used, exercises will first be discussed and classified 

melodically within the categories used by Van Christy in his 

Foundations in Singing, 3rd ed. (1975b) and Expressive Singing. Vol. 

2, 3rd ed. (1975a). Christy lists four melodic categories of vocal 

exercises: (1) the sustained and reiterated tone on one pitch (same 

note), (2) the scale, (3) the arpeggio, and (4) the combination of the 

sustained, scale, and arpeggio exercise. An additional category 

applied by this writer, (5) other, serves as a category for those 

exercises that do not readily fall into any of the other four. 

The same note exercise is the simplest melodic form of vocal 

exercise. Many teachers suggest starting with this type of exercise 

because it is so simple (Frisell, 1966; Shakespeare, 1898; 

Witherspoon, 1925). Lamson (1922), however, cautions against using 

sustained exercises for beginners because they are too difficult. One 

of the most popular repeated note exercises uses the Italian cardinal 

vowels [a, e, i, o, u] in combination with a voiced consonant such as 

[m, n] or [1] (see Example 1 at the end of this chapter). 

The most difficult sustained note exercise is the "messa di 

voce," literally "measure of the voice." In a properly executed "messa 

di voce," the voice gradually increases in dynamic level from 

pianissimo to fortissimo and back to pianissimo. Vennard calls it the 

vocal "treasury," and it was used by the great Italian Bel Canto 

singers in practice and performance (Vennard, 1967; Manen, 1987). 

Authors caution against the use of this exercise for beginners, and 

that it should be attempted only by those students who have 

established the basic fundamentals of vocal technique (Marchesi, M., 
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1970; Miller, 1986). The "messa di voce" is often practiced in halves 

at first, as in Example 2 (Broekhoven, 1908; Franca, 1959; Garcia, 

1894; Manen, 1987; Miller, 1986; Shakespeare, 1898). 

Stark (1975, p. 71) calls the "messa di voce" "the vocal 

isometric 'par excellence.'" He explains that vocal exercises can be 

divided into two major types, isometric and isotonic, just as standard 

physical muscular exercises. While isotonic exercises involve 

numerous muscular contractions of short duration, in this case, florid 

exercises such as scales and arpeggios; isometric exercises, or those 

on sustained tones, involve a single sustained muscular contraction 

without motion. Isometric exercise. Stark maintains, promotes 

muscular strength, and the singing of sustained tones is an excellent 

way to develop strength of the vocal apparatus. Sabol (1992) has 

just completed a study based on Stark's work, and the results 

showed significant vocal strength improvement in those singers who 

used isometric-type exercises. 

The second major type of melodic vocal exercise is the scale. 

This includes all scales; from two tones on up (partial), major, minor, 

chromatic, whole tone, and pentatonic. By far the most commonly 

used scale is the major scale. Bums states the scale is the basic vocal 

exercise for the singing voice, with evenness of tone its primary goal, 

like "kneading dough" (Burns, 1980). Christy (1975b) agrees that it 

is important for all singers to be able to sing an even scale. Alderson 

(1979) states that the scale should be one of the first exercises used 

for beginners. Mathilde Marchesi (1970) writes that students should 

begin first with two to three tones and then complete scales. 
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The singing of the major scale slowly on long, sustained tones 

was certainly used in the Bel Canto period, but it is perhaps best 

known for its use by the great singer and teacher, Lilli Lehmann. In 

her book. How to Sing (1905, p. 243), Lehmann calls the "great scale" 

the "guardian angel of the voice." She would often devote the entire 

vocalization period to singing this one exercise. Stark (1975) 

classifies this as an excellent isometric exercise strengthening the 

entire voice. Deighton and Palermo (1991) warn that, like the "messa 

di voce," the great scale is too difficult for beginning voices. Garcia 

(1894) prefers the sustained chromatic scale, which must be 

practiced slowly and carefully. Example 3 includes the "great scale" 

and other commonly used scales. 

The arpeggio is a mainstay in the repertoire of vocal exercises 

of voice teachers. It is used in its simplest form, the outline of a 

major or minor triad, in root position or its inversions, or it may 

encompass up to two octaves. Arpeggio exercises often outline the 

tonic chord during the ascent and the dominant chord on the descent 

of the exercise (see Example 4). Beginning and advanced students 

alike vocalize arpeggios regularly. Garcia (1894, p. 34) states: 

In singing arpeggios the voice must pass with precision 
and firmness from one sound to another, whatever the 
distance between, neither aspirating, detaching, nor 
slurring, but executing the sounds as in playing the organ. 

Witherspoon (1925) cautions against using rapid arpeggios until the 

student, as Garcia has suggested, can sing each separate note clearly 
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and distinctly. Lightner (1991) and Christy (1975a, 1975b) extol the 

benefits of the staccato arpeggio. 

The fourth classification of melodic vocal exercise, the 

combination, is the most widely used. It combines any of the first 

three types of exercises in an infinite amount of ways. Exercises in 

this category include: intervallic skips (seconds, thirds, octaves, and 

greater), repeated notes plus scales or arpeggios, interval skips in 

combination with scales or arpeggios, and scale and arpeggio 

combinations. Christy (1975a) states that this type of exercise 

should not be used before the first three types of exercises; however, 

if there could only be one exercise, this would be it. Example 5 

includes a commonly used combination exercise. 

The fifth major type of melodic vocal exercise is classified by 

the writer as "other." This includes exercises that are specialized, 

such as the trill, as well as exercises that are not sung in the 

traditional sense, but are phonated, and could not, therefore, be 

classified as non-singing exercises. These exercises include the 

glissando and portamento, the "yawn sigh," the siren, and squeals. 

The trill is an important ornament in vocal literature and is 

approached in generally the same way by many teachers (Field-

Hyde, 1908; Manen, 1987; Roma, 1955). The student begins by 

singing two notes, either a half step or whole step apart, slowly at 

first, gradually increasing in speed (see Example 6). Lehmann (1905) 

promotes accenting the upper note of the trill, while Roma (1955) 

insists the primary or lower note must be accented. Others approach 

the trill from not only intervals of a second, but of a third and fourth 
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(Proschowsky, 1923; Shakespeare, 1898). Witherspoon (1925) 

fundamentally disagrees with these types of trill exercises. He states 

that the trill is a true oscillation of the larynx, and must be taught as 

such. Merely singing two notes in rapid succession in and of itself is 

not necessarily a trill. 

The glissando and portamento are two similar but distinct 

types of vocal effects. The glissando, called the "trombone glide" by 

Reid (1975) is rarely encountered in the literature and involves a 

glide of a large interval in which the intervening notes are heard but 

not discernible (see Example 7). The portamento, on the other hand, 

is an often-used effect in specific types of vocal literature, in which 

all the intervening notes of an interval are sung and heard as distinct 

pitches. The portamento, then, is actually a very rapid scale (see 

Example 8). 

The "yawn-sigh" is an exercise made famous by William 

Vennard (1967). This exercise combines the lifted palate and open 

throat of a yawn with a naturally low larynx of the dropped jaw. No 

distinct pitch is used at first, just a light registration. This progresses 

to a five-note descending scale which is initiated by the "yawn-sigh." 

There is no specific notation for the "yawn-sigh," which is best 

described orally by the teacher giving it. The writer utilizes a 

descending slur mark to describe the "sighing from above" approach 

to this exercise (see Example 9). 

The siren is very kin to the glissando, in which the vocalist 

imitates the sound of a fire siren, either in descending or ascending 

motion (Alderson, 1979). Barbereux-Parry (1941) utilizes what he 
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calls "squeals," the phonation of sounds in a very high register, which 

may or may not have distinct pitch or melodic contour. This exercise 

is very similar to the "yawn-sigh" in which the object of the exercise 

is not a specific pitch but the way in which the sound is produced. 

The glissando, "yawn-sigh," fire siren, and squeal are all used to 

promote freedom and production of spontaneous phonation rather 

than the typical "singing" sound (see Example 10). 

All of these types of melodic vocal exercises are used for 

specific vocal purposes. Generalities can be made, such as the use of 

fast scale work or arpeggios for agility, the use of same note 

exercises for sostenuto and strength, the use of arpeggios and scales 

for range extension, the use of glissando and the fire siren for 

freedom, etc. While these are all true, any vocal exercise can be used 

for any purpose. The opposite is also true: no vocal exercise by itself 

has any intrinsic worth (Reid, 1975; Stanley, 1958). It is only in its 

use, both explained by the teacher and understood and implemented 

by the student, that any vocal exercise has any validity. The 

discussion of the specific purposes for which vocal exercises are 

utilized will follow later in this chapter. 

Musical and Syllabic Content of Vocal Exercises 

Musical Content of Vocal Exercises 

The musical content of vocal exercises includes the melodic 

content of the exercise as described above, the movement of the 

melodic line, and the musical elements of pitch, tempo, meter, 

rhythm, dynamics, and articulation. 
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The melodic line of a musical exercise can take a variety of 

shapes or remain static. A number of vocal experts agree that 

descending exercises should be used before those with an ascending 

line (Burgin, 1973). Bachner (1947) states that there is less tendency 

for the larynx to tense in descending exercises. In The Soprano 

Voice, Frisell (1966) writes that all beginning exercises should be in 

descending motion. Reid (1965) concurs that the female voice should 

utilize exercises in descending motion, especially when coordinating 

registers. Clippinger (1917) agrees with the use of a descending line 

to develop the head voice and blend registers. Johnstone 

(1988/1989) found in her research that the majority of voice 

teachers she interviewed utilized descending exercises in the 

development of the male high voice. Westerman (1955), however, 

states that ascending exercises should be utilized first, followed by 

descending exercises for balance. Witherspoon (1925) feels that 

ascending and descending exercises are of equal importance, but 

urges the teacher and student to be aware that ascending exercises 

may take too much weight up and descending exercises may bring 

the head voice down too far. Alderson (1979) states that the 

individual student is the key to the melodic line of exercise to be 

used: if the voice seems to work upward best, use ascending 

exercises; and if the voice moves downward best, descending 

exercises are used. 

Seldom is there agreement within the vocal community such as 

was found in the area of the best pitch to start vocal exercises. While 

a specific pitch was usually not mentioned, the overwhelming 
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majority of the experts stated that vocal exercises should begin in 

the middle of the voice (Burgin, 1973; Burns, 1980; Christy, 1975a; 

Coffin, 1976; Deighton & Palermo, 1991; Fields, 1947; Lehmann, 

1905; Litante, 1959; Westerman, 1955; Witherspoon, 1925). Others 

(Alderson, 1979; Broekhoven, 1908; Klein & Schjeide, 1967; 

McKinney, 1982; Trusler, 1987) further clarify the starting point of 

vocalization as that part of the voice which is the best and most 

comfortably produced (which may or may not be the middle voice). 

Ross (1959) suggests beginning vocal exercises on the average 

pitch of the normal speaking voice, which is somewhat lower than 

the middle voice. Shakespeare (1898) tells the teacher to use 

different starting notes and ranges for exercises according to voice 

types. Winsel (1966) and Harpster (1984) deviate the most from the 

norm, beginning exercises for women's voices in the chest register, 

and in the falsetto for men. 

All exercises are generally expected to be transposed up or 

down by half-steps throughout the comfortable range unless 

specifically noted otherwise by the teacher or author (Christy, 1975b; 

Garcia, 1894; Lehmann, 1905; Litante, 1959; Marchesi, M., 1970; 

Miller, 1986; Roma, 1955; Schmidt, 1989; Trusler, 1987; Westerman, 

1955). Francesco Lamperti (1939, p. 17) states it well: "The master 

may transpose and vary this exercise according to the voice, 

intelligence, and capacity of the pupil." Many experts warn, 

however, of practicing the extremes of the voice: the lower register, 

and especially the high register (Christy, 1975b; Shakespeare, 1898). 
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McKinney (1982) states that a singer should not sing high notes until 

he is thoroughly warmed-up. 

Tempo of vocal exercises is generally left to the discretion of 

the teacher to match the needs of the individual student (Rose, 1982, 

Miller, 1986). Most experts agree that fast exercises should only be 

sung at a speed in which all tones are freely produced and clearly 

distinguishable, beginning first at a slow pace and working up to the 

desired tempo (Corri, 1810; Field-Hyde, 1950; Garcia, 1894; Lamperti, 

F., 1939; Lehmann, 1905; Marchesi, M., 1970; Pierce & Liebling, 1937; 

Roma, 1955; Stanley, 1958; Vennard, 1967; Witherspoon, 1925). 

Bachner (1947) and Lamson (1963) notably disagree, and state that 

fast exercises should not be practiced slowly but should always be 

sung fast. 

Litante (1959, p. 35) states that the tempo of vocal exercises 

should be varied, in order "to develop all the potentialities of the 

voice." Wormhoudt (1981) suggests alternating between fast and 

slow exercises; using a fast tempo to promote lightness and a slower 

tempo for resonance and power. Reid (1965, p. 129) uses slow 

exercises when he wishes a student to focus mentally, and fast 

exercises to "bypass his wrong thinking" and "let go." Coffin (1976) 

states that a balance between sustained and florid exercises is 

necessary for a healthy voice. The singing of florid exercises only 

makes the voice weak, and the singing of sustained exercises to the 

exclusion of florid exercises makes the voice too heavy-

There is very little discussion in the literature about the meter 

and rhythmic patterns used in vocal exercises. Garcia (1894) and 
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Litante (1959) extol the execution of vocal exercises in strict time, 

regardless of tempo, to insure rhythmic and musical continuity-

Many authors utilize a variety of meters and rhythmic patterns with 

no explanation. Miller (1986) often uses different rhythmic patterns 

within a set of vocal exercises. Reid (1965) feels that rhythmic 

movement in vocal exercises is very important because it is the 

springboard of spontaneity that is so vital to vocal study. 

While meter and rhythm were not frequent subjects of 

discussion in the literature, dynamics were often discussed. The 

majority of experts agree that the best dynamic level for the singing 

of vocal exercises, at least at the initial stages of training, is mezzo 

forte (Christy, 1975a; Deighton & Palermo, 1991; Kenney, 1987; 

Shakespeare, 1898; Winsel, 1966). Wormhoudt (1981) and Stanley 

(1958) both state that the voice operates most efficiently at the 

mezzo forte level. Stanley (1958, p. 100) goes on to call mezzo forte 

"the natural power of the voice." Marafioti (1958), physician of 

Caruso, said the tenor always vocalized in full voice. Mathilde 

Marchesi (1970) also endorses the use of full voice, though not 

shouting, for the singing of exercises. Tosi (1743/1905) encouraged 

students to work more on forte than piano, that a true piano is very 

difficult to achieve. Frisell (1966) cautions against dynamic 

extremes, especially for beginners. Westerman (1955) and DeLys 

(1979) are of the opinion, however, that vocal exercises should be 

sung piano. Johnstone (1988/1989) promotes the use of mezzo piano 

to develop the high voice in tenors, but mezzo forte for the baritone 

and bass high range. 
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Litante (1959) states that dynamics, like tempo, must be varied 

to train the voice fully. Christy (1975a) encourages a variety of 

tempo, dynamics, tone color, and styles to make exercises more 

interesting and gain the most technical benefit. 

The use of musical articulation and phrasing in the notation of 

vocal exercises is prevalent in the works of many authors, including 

Field-Hyde (1908), Christy (1975b), Miller (1986), and Shakespeare 

(1898). Others do not use specific notation, but give directions that 

the exercise is to be sung legato, staccato, or perhaps marcato. The 

overwhelming majority of vocal exercises are to be performed legato. 

Legato or sostenuto (sustained singing) is the very basis of the vocal 

art. The ability to sing from one note to another without any 

perceivable break is an important goal of vocal training. All vocal 

exercises, if not otherwise indicated, are to be sung legato. 

Witherspoon (1925), however, feels that the overemphasis on legato 

neglects the use of the staccato articulation. Bachner (1947) states 

that staccato exercises develop a light, free approximation and 

flexibility of the vocal cords and is useful for all voices. Lightner 

(1991, p. 16) combines the two, approaching the legato from the 

freedom of the staccato. She also notes that staccato exercises 

encourage a spontaneity of response from the singer, that there is 

not "time" within the short time value of each note for the singer to 

tense. An incorrectly formed staccato, however, negates all the 

natural positive attributes of such an exercise. This is perhaps why 

teachers use staccato exercises less regularly than legato. Marcato, or 
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heavily accented vocal exercises, are rarely used, though 

encountered in literature. 

Syllabic Content of Vocal Exercises 

Just as there are an infinite number of melodic possibilities for 

vocal exercises, there are an infinite number of syllabic 

combinations. Syllabic content of vocal exercises include vowels, 

consonants, syllables, words, or phrases used singularly or in any 

combination with one another. An exercise may contain a single 

initial vowel or consonant, or more than one vowel or consonant or 

words. The syllabic content may remain the same throughout the 

exercise or change depending on the rhythmic content. Examples 11 

and 12 contain various ways syllablic content can be found in vocal 

exercises. 

The vowel is the vehicle of the voice, even to the exclusion of 

consonants according to some experts (Deighton & Palermo, 1991). 

When asked what are the functions of vowels, Garcia (1894, p. 46) 

responds: "Intonation, sustaining of the voice, expression of quality 

of timbre, tonic accent, and vocalization are all entrusted to the care 

of the vowel." With this definition in mind, it is clear why Frisell 

(1966, p. 2) states that "the formation of pure vowels takes 

precedence over all other matters." 

Vowels are formed in the vocal tract by the manipulation of 

the pharynx, the mouth, including the tongue and velum, and the 

lips. The vowel, therefore, is "shaped vibration" (Herbert-Caesari, 

1965). The infinite number of ways the human vocal tract can be 
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shaped enables the singer to utilize a myriad of timbres within each 

vowel sound. Scientific research has shown that, in spite of the 

infinite variety of vocal timbres associated with the vowel sounds, 

each vowel has a distinct pattern with areas of high energy 

frequency, called formants, which enable the human ear to 

differentiate between the different vowels (Alderson, 1979). In 

order to maximize the natural resonance, or formant, of each vowel, 

singers must adjust the vocal tract according to the vowel and pitch 

being sung. This is called vowel modification, an area of vocal 

pedagogy which has certainly existed through the centuries, but has 

been explored within a scientific setting in the work of Appelman 

(1967), Vennard (1967), Coffin (1976, 1980), Sundberg (1987) and 

others. Specific vocal exercises for vowel modification will be 

examined later in this chapter. 

Vowels are categorized in a variety of ways: front/back, 

open/closed, light or bright/dark, and neutral. These categories refer 

to the physical formation of the vowel and its characteristic sound. 

The front vowels, [i, I, e, 6, ae, a] are formed when the tip of the 

tongue is elevated so that the major restriction of the airway occurs 

near the alveolar ridge (just behind the top front teeth). The back 

vowels, [u, U, o, 0, a] are formed when the major restriction of the 

airway occurs between the back of the tongue and the velum or 

between the back of the tongue and the pharyngeal wall (back of the 

throat). In other words, the hump of the tongue is forward for front 

vowels, and back for back vowels (Miller, 1986). There is little or no 
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hump of the tongue for the neutral vowels [3] and [A] (Coffin, 1980). 

Figure 1 shows the position of the lips and tongue for the major front 

and back vowels (see Figure 1 at the end of this chapter). Open 

vowels are formed with an open mouth, a lowered velum, and high 

larynx, and closed vowels have more constriction of the lips with a 

smaller mouth opening, higher velum, and lowered larynx. Front and 

back vowels can be modified as necessary toward more open or 

closed vowels, as shown in Figure 2. Women tend to modify to [a] in 

the high register, and men tend to modify to [A]. 

The terms "light" or "bright" and "dark" in reference to vowels 

are more subjective than technical in description. Bright vowels are 

generally frontal and open, and dark vowels are back and closed. 

However, it is the essence of the vocal tone that each timbre contain 

aspects of both light and dark, open and closed, rounded and free, 

which the Italians refer to as "chiaroscuro" (Garcia, 1894; Vennard, 

1967). 

The Italian cardinal vowels, [a, e, i, o, u] have historically been 

the basic vowels used to teach the human voice (Litante, 1959). 

Many experts state that the Italian [a] is the best vowel for vocal 

exercises (Corri, 1810; Frisell, 1966; Marchesi, M., 1970; Marchesi, S., 

1902; Shakespeare, 1898; Witherspoon, 1925). Francesco Lamperti 

(1939) states that [a J is preferred over other vowels because it opens 

the throat. Fields (1947) and Manen (1987) make the point that [a] 

is physiologically closest to the matrix vowel of the singing voice, and 

is naturally best suited for vocal exercises and vocalises. Manen 
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suggests using [i] to modify the [a] if the [a] is too relaxed. Lehmann 

(1905) states that the Italian [a] with a little [u] in it is the best 

vowel for vocalizing. Vennard (1967) prefers [a], using [i, e, a] to 

focus it, and [o, u] to free it. Lightner (1991) states that [a] must be 

gradually modified with [e]. Proschowsky (1923, pp. 117-18) feels 

that the choice of vowel is dependent upon the voice. He prefers [a], 

but uses [e] with a breathy voice, and [o] with a voice that is too 

"white" in quality. 

Others warn against the use of [a]. Fillebrown (1911) feels that 

[a] should never be used first, but rather, last; it is too difficult to 

focus. Tkach (1948) agrees that [a] is the most difficult vowel to 

master. Buzzi-Peccia (1925) states it is a mistake to begin the 

training of American students with the open Italian [a], which has no 

proper equivalent in English. Although [a] is used most frequently, it 

is often too swallowed and wears out the vocal cords according to 

Flack (1965). Numerous pedagogues suggest starting vocal exercises 

with the best or most comfortable vowel for the student and then 

working to different or more difficult vowels (Alderson, 1979; 

Christy, 1975a; Field-Hyde, 1950; Ross, 1948). 

Reid (1965) states that the [i] vowel is the best vowel to begin 

with women's voice, [a] for men. Roma (1955) amplifies this 

viewpoint somewhat, stating [i] is good for low tones in women, but 

[a] for high tones, and [a] for the low voice in men, and [i, u] for high 

voice. Miller (1986) feels that [i] is useful in developing the full 

timbre of the voice. Flack (1965) agrees with the initial use of the [i] 

vowel and that it provides for the best forward production. Bachner 
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(1947) states that [i, e] develop the resistant strength of the vocal 

folds. Barbereux-Parry (1941) and Field-Hyde (1950) use [o] to 

blend high and low tones in every pitch and promote fuller quality-

Deighton and Palermo (1991) suggest using [u] on high notes to avoid 

spreading. 

Wormhoudt (1981) and Miller (1986) advocate the alternation 

between front and back vowels. This helps with vowel definition 

and encourages a flexible jaw. Harpster (1984) uses exercises that 

employ pairs of open and closed vowels: [6 - e], [I - i], [A - o], [U - u], 

[Y - y], and [oe - o]. Broekhoven (1908) also uses open and closed 

vowels. Tosi (1743/1905) used the three open vowels [a , e, o] 

before proceeding to other vowels. Jarvis (1987/1988) concludes in 

her research that the closed vowels [u, i, e] are the key to the upper 

register in women. 

Many teachers stress the importance of using all vowels sounds 

in vocalization (Shakespeare, 1898). Coffin (1980) urges the 

continual change of vowel series in vocalization. The use of front 

vowels to the exclusion of all others make the voice harsh, and using 

only back vowels make the voice too booty- Miller (1986) has 

written exercises for all vowel sounds, encouraging differentiation 

between each individual sound. Vowels should not be vocalized in 

any one order, according to McKinney (1982), as such a set order will 

not likely be encountered in the literature. McKinney (1982) and 

Coffin (1980) caution against the use of more than two vowels per 

exercise, especially if the exercise is to be performed by memory-
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The singer may have a hard time remembering more than two 

vowels, and fewer variables enables the student to concentrate more 

on other aspects of vocal technique. If more than two vowels are 

used. Coffin suggests that the student have the exercise in hand and 

read the vowel sounds. Miller (1986) often utilizes more than two 

vowel sounds, changing the vowel within certain parts of the musical 

phrase or with each rhythmic group. 

While experts agree that the vowel is the main arbiter of vocal 

sound, there is no similar consensus concerning the role of 

consonants. Many contend that consonants are interrupters of vocal 

sound, and should be minimalized, if not eliminated, whenever 

possible. Tkach (1948, p. 26) states that "some consonants are not 

really a part of [the] vocal art." Litante (1959) feels that consonants 

invariably close the throat, and does not use them in her vocal 

exercises. According to Coffin, consonants can be softened or even 

omitted entirely if the vowel resonances are correct (Coffin, 1980). 

Others disagree, and maintain that consonants are not only of vital 

importance in the communication of song, but help launch vowels 

and promote healthy vocal production. Roma (1955, p. 68) lauds the 

use of consonants, and states that "Vocalises and scales sung only on 

vowels tend to carelessness of focal direction and ultimate strain on 

the vocal cords and throat muscles." Westerman (1955) agrees, and 

states that the use of the Italian [a] to the exclusion of consonants 

avoids articulation and leads to problems. McKinney (1982) 

maintains that firm consonants establish good vowels and energized 

phonation. According to Vennard (1967), consonants are used in 
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vocal exercises for two reasons: (1) to practice diction, and (2) to 

place vowels. Miller (1986) feels that consonants are important in 

achieving resonator balance. Garcia (1894) states that consonants 

are the "skeletons of words" and have three main functions: to 

convey the sense of words, to mark the rhythm of the phrase, and to 

declare the sentiment of the words. Pierce and Liebling (1937) add 

that while vowels are the chief vocal element in singing, consonants 

give words character and meaning. 

Consonants are formed in the mouth chiefly by the articulators 

of the tongue, jaw, and lips in conjunction with the teeth, palate, and 

pharyngeal wall. The velum and the nasopharynx are also involved 

the formation of nasal consonants. There is no single standard 

method for identifying consonants. Consonants are classified by the 

location in which the sound is produced, the way the sound is 

produced, and the actual sound of the consonant. For example, the 

consonant "b" is a bilabial consonant, produced by closing the lips. It 

is also a stop or stop-plosive in that the breath is brought to a halt. 

The consonant "b" is also called a sonant, or voiced consonant, in that 

a buzzing sound is produced as the air passes through the lips. This 

final category is the most prevalent in vocal exercises, and a listing of 

all the consonants and their classification by formation is contained 

in Appendix A (McKinney, 1982; Miller, 1986). 

Consonants are found in three locations in words: at the 

beginning (initial consonant), in the middle (medial consonant), and 

at the end (final consonant). Vocal exercises frequently employ, if 

any, only initial consonants. Perhaps this is why so many singers do 
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not enunciate medial and final consonants properly. Vocal exercises 

which use all three types of consonants must be specially constructed 

or use words, syllables, or phrases (Coffin, 1976). 

Voiced consonants are used more frequently than any other 

type of consonant in vocal exercises. Occurring simultaneously with 

phonation, voiced consonants are seen as a help rather than a 

hindrance to good singing. Marafioti (1958) uses [b, m] and [I] in 

conjunction with vowels first, then all other consonants, and finally 

vowels alone in vocal exercises. Coffin (1976) states that, properly 

produced, [1, n, d] and [t] (an unvoiced consonant Coffin modifies to a 

"d") can enhance resonance and brighten the voice. He suggests 

dentalizing the above consonants by placing the tongue on the 

bottom teeth rather than the top teeth to approximate an Italian 

production. Many experts use voiced consonants for placement, 

resonance, and attack (Christy, 1975b; Fillebrown, 1911; Miller, 

1986). 

Several experts suggest vocal exercises which use pairs of 

voiced and voiceless or unvoiced initial consonants using the same 

articulators (Alderson, 1979; Miller, 1986). For example, [b] (voiced) 

alternating with [p] (voiceless), [d] with [t], [z] with [s], and [v] with 

[f]. The voiced consonant is generally used first in each pairing to 

encourage proper vocal production that will carry over into the 

voiceless consonant. These initial consonants are utilized in 

combination with varying vowels. However, some teachers utilize 

exercises employing only the consonants to promote coordination of 

the articulators (Field-Hyde, 1950). Francesco Lamperti (1939) 
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argues against this, saying that consonants have no sound except 

when accompanied with a vowel. Witherspoon (1925) agrees that 

phonetics should never be sung alone, but always in concert with a 

vowel. Coffin (1976) feels that voiceless consonants are antivocal, 

especially [p, t] and [k], and should be modified to a soft Italian 

pronunciation. Manen (1987) maintains that consonants are not 

sung, but articulated. 

There is widespread use of the aspirate [h], especially for 

initiating an attack and staccato. Alderson (1979) uses it to promote 

staccato, and Christy (1975b) states that the aspirate [h] opens the 

throat and prevents a guttural attack. DeLys (1979) uses the [h] for 

placement. According to Vennard (1967), [h] enables the correct 

adjustment of the vibrator with the breath stream. Others feel that 

the aspirate [h] should be avoided at all costs (Reid, 1975). Miller 

(1986, pp. 14-15) uses the aspirate [h] only as a corrective measure, 

preferring the "imaginary, nearly audible [h]," in which the 

production of the [h] and phonation occur simultaneously. 

Glides are consonants which are really vowels, also called semi

vowels, that function as consonants (McKinney, 1982). Glides are so 

named because they begin in the position of one vowel and then 

assume the position of the vowel that immediately follows it. The 

most commonly used glides in English are [j] (as in the "y" of you), 

[w] (as in well), and [hw] (as in the "wh" in when). Of these three, the 

[j] is the most frequently used in vocal exercises. Vennard (1967) 

states that the transitional quality of glides enables them to exercise 

the jaw and open vowels. Coffin (1976) suggests using [j] in agility 
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exercises to establish the Italian [a]. Alderson (1979) uses [j] to 

exercise the jaw and promote freedom of movement. 

Numerous experts stress the importance of practicing all 

consonants in vocal exercises, not just the more commonly used 

voiced consonants (Alderson, 1979; Fillebrown, 1911; Shakespeare, 

1898). Miller (1986) discusses at length and gives exercises for each 

type of consonant. According to McKinney (1982), if the use of 

consonants and vowels are too limited in vocal exercises, the singer 

will have a difficult time making the transition from exercises to 

literature. 

There is general agreement among the experts concerning the 

articulation speed of consonants. Consonants should be articulated 

correctly and quickly so that the emphasis of the singing tone is on 

the vowel (Field-Hyde, 1950; Flack, 1965; Frank, 1981; Stanley, 

1958). Miller (1986) states that the intermedial positions of the 

resonators which result from the movement of consonant to vowel is 

common in speech but must be minimalized in singing. Reid (1965, 

p. 129) agrees, and points out that one of the primary goals of vocal 

exercises should be "to effect a smooth coordinate relationship 

between consonant articulation and the vowel form, in order to 

prohibit the tone interfering with the word, and the word with the 

tone." 

Many experts promote the use of syllables, words, sentences, or 

song texts in vocal exercises rather than simple vowels (Field-Hyde, 

1950; Pierce & Liebling, 1937; Trusler, 1987). Johnstone 

(1988/1989) asserts that vocal exercises with words are especially 
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helpful to those students with static registration who cannot sing 

well on vowels alone. Words stimulate better vocalization and tone. 

Bachner (1944) states that the use of words and song texts promote 

elasticity and agility in the articulators and, therefore, better diction 

Lindsley (1985) agrees, and uses "tongue twisters" to promote bettei 

articulation (see Example 13). 

Numerous teachers suggest using certain words or word pairs 

to focus on specific types of consonants: initial, medial, final, Italian 

double consonants, etc. (Coffin, 1976; Henderson, P., 1933). Others 

stress the importance of using exercises with words containing 

dipthongs, such as "oil" and "boil," "toy" and "joy" (Clippinger, 1932; 

Pierce & Liebling, 1937). 

Though the use of solfeggio, as previously mentioned, is found 

more today in sight singing classes than vocal studios, the Italian 

masters viewed the solmization syllables as a bridge between vowel 

and words. Francesco Lamperti (1939, p. 20) states that the 

importance of solfeggio cannot be overstated, and "forms the surest 

foundation for a good pronunciation." Ferdinand Sieber (1899), who 

wrote numerous volumes of vocalises, utilized a sequence of syllable 

that many modem voice teachers continue to use, either in his 

vocalises or their own: [la] [be] [da] [me] [ni] [po] [tu] (Clippinger, 

1932; Harpster, 1984; Tkach, 1948). Sieber (1899) instructs the 

singer to sing the vocalises first on various vowels, secondly on the 

above syllables, and finally on solfeggio. 

Just as there are often musical variations of vocal exercises, 

either by transposition or melodic or rhythmic changes, there are 
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often syllabic variations of vocal exercises. A specific melodic vocal 

exercise can be sung with numerous vowels, consonants, syllables, or 

word combinations, or a combination of more than one of these 

elements. 

Purpose of Vocal Exercises 

One of the primary reasons for the use of vocal exercises is to 

establish good vocal technique. While all voice teachers agree that 

the study of vocal technique must address the areas of respiration, 

phonation, resonation, and articulation, there is no agreement as to 

the order in which these different areas are addressed during 

training. Neither is there a consensus as to the specific type of vocal 

exercise to be used for different areas of vocal technique. Vocal 

exercises themselves have no intrinsic value; it is how they are 

applied and under what conditions they are used that determine 

their effectiveness. A specific vocal exercise can be used for a single 

purpose, or a variety of purposes. Its musical or syllabic content can 

be altered to address a different purpose or to meet the individual 

needs of the voice student. 

The following specific areas of vocal technique were examined 

in the literature to determine the types of vocal exercises used: 

attack, placement, resonance, breath support, phrasing, legato, 

staccato, agility, range, vowel clarity, consonants, intonation, and 

coordination of registers. These areas of vocal technique are those 

most frequently encountered in the development of the singing voice 

and do not represent any specific order of training. 
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Attack 

The term "attack" in singing refers to the initiation of the vocal 

sound, which requires a coordination of the respiration, phonation, 

and resonation systems. Christy (1975b) states there are three types 

of attack: normal legato, staccato, and marcato. Miller (1986, p. 1) 

prefers the term "onset" to attack. He also lists three types of onset, 

according to the function of the vocal folds: soft, hard, and balanced. 

In the soft attack, the vocal folds do not approximate completely, 

producing a breathy or aspirate sound. In the hard or glottal attack, 

there is a forcing of the vocal folds together before the breath is 

initiated. The "balanced onset" implies the dynamic muscular 

equilibrium required for proper phonation, and can be manifested in 

legato, staccato, or marcato singing according to breath pressure. 

Many experts begin the study of attack with very simple 

melodic exercises, generally repeated notes, often with a breath in 

between each note, gradually working toward short scales and 

arpeggios (Alderson, 1979; Broekhoven, 1908; Christy, 1975b; Field-

Hyde, 1908; Harpster, 1984; Lindsley, 1985; Litante, 1959; Miller, 

1986; Pierce & Liebling, 1937; Shakespeare, 1898; Tkach, 1948; 

Winsel, 1966). The use of voiced consonants, such as [m, n, d] and [1] 

are prevalent to promote frontal resonance and tonal efficiency 

(Alderson, 1979; Christy, 1975b; Pierce & Liebling, 1937; Tkach, 

1948). McKinney (1982) suggests speaking a word, such as "one" 

three times and then singing it. 
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1911; Miller, 1986). Others treat placement as a separate aspect of 

singing requiring specific exercises. Lightner (1991) uses the "messa 

di voce" for correct mask placement in the middle voice. Edith DeLys 

(1979), famous singer and student of Jean de Reszke, suggests 

placing [h] in front of [a] and [oj to "throw" the voice into the temples. 

Shakespeare (1898) and Marafioti (1922) suggest using staccato 

exercises with the voiced consonants [b, m, IJ. Shakespeare (1898) 

also uses repeated notes with the student singing numbers (one, two, 

three, four, five, six) followed by [a], sequencing up the scale. Roma 

(1955) suggests using scales for placement, with [e] and [i] on low 

notes, and [a] for high notes for women, and [a] on low notes, [o] for 

the middle range, and [u] for high notes for men. She also uses the 

word "ming" [mirj] on two repeated notes and a descending five-tone 

scale. Miller (1986) and Stanton (1983) agree that nasal consonants 

can be used as placement devices. Example 15 contains various 

exercises for placement. 

Resonance 

Webster (1981, p. 978) defines resonance as "the 

intensification and enriching of a musical tone by supplementary 

vibration." In the human voice, the supplementary or sympathetic 

vibration occurs within the mouth, the pharynx, and, to some extent, 

the nose. The maximizing of resonance is one of the chief aims of 

classical singing. In vocal pedagogy, however, the teaching of 

resonance is often intertwined with numerous other vocal elements, 

including placement (as aforementioned), articulation, vowel 
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modification, registration, and tone quality. Some authors, notably 

Vennard (1967), view this combination of other vocal elements as 

misleading to the student, who should have an understanding of 

resonance in the strict physical sense. Others, including Miller 

(1986), maintain that vocal resonance is naturally linked to other 

vocal elements, especially articulation, and that the manipulation of 

the vocal tract and articulators in the act of articulation actually 

control resonance. 

Many experts agree that humming is an excellent exercise for 

resonance (Bairstow & Greene, 1945; Burgin, 1973; Christy, 1975b; 

Fields, 1947; Lightner, 1991; Miller, 1986; Tkach, 1948; Westerman, 

1955). Westerman (1955) states that the first and best exercise is 

the "m-hm." After the resonance is established with the hum, 

various vowels are used in conjunction with nasal and voiced 

consonants on repeated note patterns or short scales or arpeggios, 

usually in descending motion (Alderson, 1979; Kenney, 1987; 

Rosewall, 1961; Stanton, 1983). The object is to maintain the 

resonance or feeling of the hum in the vowel. Closed vowels, such as 

[e, o] and [i], are used first, gradually working to open vowels 

(Barbereux-Parry, 1941; Deighton & Palermo, 1991; Miller, 1986). 

Others argue that humming is bad for the voice and should be 

avoided. Coffin (1976) said his teacher, Paola Novikova, taught him 

that humming "mutes" the voice, and the exercise was not used by 

Garcia, Marchesi, or Lamperti. Francesco Lamperti (1939) states that 

humming is to be avoided, that it fatigues the throat and leads to 
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faulty intonation. Deighton and Palermo (1991) agree, stating that 

humming can be the cause of strain. 

Fillebrown (1911) utilizes the nasal consonant [T\] in a series of 

"hung-ee" [hAi)-i] exercises that are used by many voice teachers 

today (Harpster, 1984; Roma, 1955; Tkach, 1948). Fillebrown states 

that the vowel must follow the same course of sound as the [g], 

which has a very forward placement in the "mask." Miller (1986) 

quotes Fillebrown (1911) and utilizes this exercise with the sibiliant 

[s] rather than the [h]. After the [i] vowel is established, the other 

cardinal vowels are used. 

Some experts, however, caution against the use of the [r)]. 

Lightner (1991) feels that the [g] is the result of a tight tongue, and 

can lead to vocal fatigue and strain. Westerman (1955) agrees, 

stating that the pianissimo hum is better than the [g], which can lead 

to muscular interference. Deighton and Palermo (1991) assert that 

[g] utilizes forced resonance rather than sympathetic or free 

resonance. Example 16 contains numerous exercises for resonance. 

Breath Support 

Breath support in singing can be defined as the complete 

coordination of phonation and expiration. Breath pressure released 

from the lungs should be constant and controlled and must be 

balanced by the proper functioning of the vocal cords. Appelman 

(1967) promotes the use of pulsated drills or exercises to teach 

breath support. Each exercise consists of five, seven, or nine 
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repeated notes within one phrase, each note receiving a separate 

pulse of breath pressure. The pulsation drill is designed to teach the 

student the direct link between muscular support and proper 

phonation. After the repeated note exercises are mastered, a 

combination of five-tone scales and repeated notes are introduced. 

Many teachers advise the use of staccato exercises in teaching 

breath support (Alderson, 1979; Christy, 1975b; Lindsley, 1985; 

Roma, 1955; Schmidt, 1989; Shakespeare, 1898). The spontaneity of 

staccato exercises leads to a better coordination between phonation 

and expiration, many times without the conscious effort of the 

student. Repeated notes, scales, and arpeggios are used, often in 

conjunction with the aspirate [h]. Lightner (1991) uses a staccato 

octave plus a third to "strengthen the diaphragm." 

Schmidt (1989) utilizes a legato descending neighbor tone scale 

that accentuates the first note of each rhythmic group with a breath 

pulse (see Example 17). DeLys (1979) suggests practicing sustained 

tones in the middle voice, as well as descending five-tone scales and 

the arpeggiated I-V-I, all with a piano dynamic marking. Miller 

(1986) and Roma (1955) also suggest using repeated tones, scales, 

and arpeggios in the middle area of the voice. 

The "messa di voce" is hailed as the premier exercise for the 

study of breath control (Concone, 1898; Lindsley, 1985; Stark, 1975; 

Trusler, 1987; Vennard, 1967; Wormhoudt, 1981). Sabol (1992) 

suggests using other isometric exercises in addition to the "messa di 

voce." These include the sustaining of the vowels [o] and/or [i] on a 

comfortable note for as long as possible (at least fifteen seconds). 
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This strengthens the diaphragm and increases the amount of time a 

singer can sing on one breath. 

Carroll and Sataloff (1991) suggest using lip trills or rolled [r] 

exercises on descending scalar passages for breath control. They also 

use descending sighs on the vowels [u, o, a] , singly at first, then 

prefaced with the initial consonants [s, z, J]. 

Kenney (1987) states that any exercise can be thought of as a 

breathing exercise. Miller (1986, p. 37) agrees, saying that every 

exercise is a breath management exercise, and "control of the breath 

is synonymous with control of the singing instrument." Example 17 

contains examples of breath control exercises. 

Phrasing 

Phrasing is actually more of a musical element than a separate 

vocal element. It is the grouping of notes into specific units for an 

artistic or technical purpose. In singing, phrasing is intimately 

involved in the practice of legato and breath support or control. 

Exercises that are used for these two vocal elements can be used for 

teaching phrasing. Some teachers, however, feel that phrasing 

should be practiced on its own. Vennard (1967) states that each 

phrase should be sung on one breath, although elongated phrases, 

such as in the "Messiah," can have intermittent breaths. He suggests 

practicing phrases from the literature without breaths, and with 

breaths in the middle, as they may be necessary during performance. 

Miller (1986) suggests using exercises with practiced breaths for the 
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renewal of breath energy and the breath control necessary for longer 

phrases. 

Shakespeare (1898) states that phrasing should be exercised 

from a musical as well as vocal standpoint. The student should be 

aware of the natural rise and fall of the musical line. He lists various 

vocalises with various editorial markings to promote the 

development of artistry in the vocal student. Garcia (1894, p. 51) 

agrees that phrasing encompasses various musical and vocal 

elements, specifically "prosody, rhythm, the formation of the phrase, 

the choice of breathing-places, expression and style." Frisell (1966) 

states that vocal phrasing is the joining together of all vocal functions 

into musical thought. Pierce and Liebling (1937) assert that proper 

phrasing requires a balance of dynamic, tonal, and breath control. 

They suggest the use of long scales and arpeggios, as well as excerpts 

from the literature, all to be sung on one breath. Mathilde Marchesi 

(1970) encourages the teacher and student to change the phrasing of 

exercises to better prepare for the phrasing encountered in the 

repertoire. Example 18 contains an exercise for phrasing. 

Legato 

From the standpoint of articulation, legato refers to a smooth 

and connected line. In singing, this line is achieved by consistent 

phonation uninterrupted by changing notes or words. The ability to 

sing a sustained legato line, also called "sostenuto," is of paramount 

importance in the vocal art. Francesco Lamperti (1939, pp. 16-17) 

states: "He who cannot sing Legato cannot sing well." Alderson 

64 



(1979) has his students sing an overly done glissando to get the 

feeling of legato. He also suggests that when singing long notes to 

feel the underlying rhythmic pulse of the sixteenth note. Christy 

(1975b) utilizes exercises with intervallic skips, especially thirds, 

slurring between each skip. Francesco Lamperti (1939), however, 

cautions against the use of glissando or slurring. A proper legato 

moves from one note clearly to the next, without all the intervening 

notes in between. Lightner (1991) suggests approaching the legato 

from the freedom and spontaneity of the staccato. She uses an 

octave plus a third arpeggio, first sung staccato and then legato. 

Proschowsky (1923, p. 125) states that "changing vowels on the 

slow scale is the key to all beautiful legato and sustained singing." 

Litante (1959) agrees, using repeated tones and a single vowel per 

exercise (see Example 19). She cautions against making any changes 

in the vowel between notes. Manen (1987) endorses the use of the 

long scale and well as the chromatic scale for studying legato. 

Broekhoven (1952) initiates the study of legato first with neighbor 

tones, then progressing to larger intervals, arpeggios and scales. 

Pierce and Liebling (1937) advocate the use of simple scales and 

arpeggios. Wormhoudt (1981) agrees, using slow arpeggios and 

scales. She insists on not using the aspirate [h], which destroys the 

vocal line. 

Miller (1986, p. 109) states: "Sostenuto is the culmination of all 

the technical aspects of singing." Sustained, legato singing requires 

good breath support, a balanced attack, focused resonation, and 

proper articulation. He lists various exercises for sostenuto, 
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generally short arpeggios and scales with some intervallic skips. 

Each exercise is sung on a combination of vowels rather than just one 

vowel. Field-Hyde (1950) states that sustained exercises should be 

practiced at a slow tempo at a medium dynamic marking. Example 

19 contains exercises for legato. 

Staccato 

Staccato, in the strictest musical sense, is a light, detached 

articulation of sound. In singing, a staccato line is produced much in 

the same way as a legato line without sustaining the sound between 

each note. In fact, Litante (1959) suggests approaching the staccato 

from the legato. A repeated note exercise is first sung legato and 

then staccato. Many teachers view staccato as a type of attack, which 

it definitely is, or as a means to an end, as a method of achieving 

other vocal aims, such as placement or breath support. Others, such 

as Litante, feel that staccato is a separate element of vocal technique. 

Initial exercises for staccato usually include "panting" exercises to 

associate the staccato with the breath. Christy (1975b) utilizes 

exercises on repeated notes and simple scales with a vowel preceded 

by an aspirate [h]. Each note is to be sung with a definite, separate 

breath pulse. Alderson (1979) also uses the aspirate [hj, first in 

combination with the vowel [i] on a descending five-tone scale. He 

states that the best staccato exercise is an arpeggiated tonic chord, 

ascending and then descending, on "hip, hip, hip, hip, hip" [hip, hip, 

hip, hip, hip]. Westerman (1955) also begins staccato study with a 

simple arpeggiated tonic chord, moving to five- and nine-tone scales, 
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in which the top note is repeated four times before descending. 

Rosewall (1961) suggests a staccato arpeggio utilizing the syllables 
"yuh-huh-huh" [ jA-hA-hA] . 

While most teachers suggest studying staccato with breath 

pulses and a light production, Reid (1975) states that staccato is 

formed in the larynx, not the diaphragm, and should be boisterous, 

not light. He suggests using staccato arpeggios to promote healthy 

pharyngeal action. Example 20 contains exercises for staccato. 

Agility 

Vocal experts agree that the study of agility, the execution of 

fast, moving passages with clear articulation and freedom of 

production, is paramount to good singing. Agility is acquired by 

practicing florid exercises, first slowly, and then gradually working 

up to a fast tempo. Garcia (1894) suggests a metronome marking of 

quarter note equals 132 as the ultimate tempo for his agility 

exercises. Miller (1986) makes the point that all singers, from the 

coloratura to the basso profundo, need to sing florid exercises for 

technical facility. Field-Hyde (1950) agrees, and states that florid 

exercises are not just for agility, but for elasticity and resilience of 

tone, freedom, firmness, power, and the blending of registers. 

Garcia (1894, p. 19) states that agility is obtained "by the study 

of diatonic scales, passages of combined intervals, arpeggios, 

chromatic scales, tums, [and] shakes." Vocal instruction books of the 

nineteenth and twentieth centuries are full of these types of vocal 
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exercises for agility (Shakespeare, 1898). Most experts agree that 

the exercises most commonly used for agility are fast arpeggios and 

scales, ascending and descending, or a combination of the two 

(Lightner, 1991; Roma, 1955; Rose, 1982; Ross, 1948; Westerman, 

1955; Wormhoudt, 1981) DeLys (1979) suggests using scales with 

skips and neighbor tone combinations, using the [u] vowel first, then 

[a]. Coffin (1976, 1980) also uses the Italian [a] in a variety of 

exercises, including scales, thirds, and arpeggios. He utilizes one 

exercise which is popular with many teachers, the ascending tonic 

chord, arpeggiated to the twelth above, descending on the 

arpeggiated dominant, first legato and then staccato (see Example 

21). Field-Hyde (1950) suggests using skips of different intervals, 

arpeggios, and scales, beginning with short patterns of two or three 

notes, working up to nine-tone scales. He also advocates the use of 

the aspirate [h] (not to be overdone) to facilitate speed and clarity. 

As aforesaid, most teachers wam against the use of the aspirate [h], 

especially within a legato line. Such practice is common, however, in 

melismatic singing within a choral setting. 

Kenney (1987) uses scales with alternating vowels for agility. 

Miller (1986) lists various exercises of varying difficulty which 

implement numerous rhythmic patterns and vowel combinations. 

For example, there may be one vowel per exercise, one per rhythmic 

group, or more than one vowel per exercise or rhythmic group (see 

Example 21). Pierce and Liebling (1937) utilize scales with accents 

on the third note for five-tone scales and on the fifth note for nine-

tone scales. The accents are to preserve rhythmic accuracy. 
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Mathilde Marchesi (1970) also suggests using scales with varying 

accents and articulations. Example 21 contains exercises for agility. 

Range 

While teachers agree that the study of vocal technique should 

begin in the most comfortable range of the voice, usually the middle 

voice, exercises are used to extend the range to the upper and lower 

limits of each particular voice. Bachner (1947) states that the voice 

is extended through the use of staccati and florid exercises, especially 

arpeggios and scales. Fuchs (1985) insists that high notes should be 

sung first in legato, not staccato, because the legato can be developed 

and the staccato cannot. Christy (1975b) and Lightner (1991) utilize 

the staccato arpeggio, adding that it must be sung lightly-

Numerous experts laud the use of ascending and descending 

scales and arpeggios to extend range (McKinney, 1982; Ross, 1948; 

Stanley, 1958; Westerman, 1955). While most scales were of five, 

eight, nine, or eleven tones, Corri (1810) and Kenney (1987) 

suggested using two octave scales. Lightner (1991) states that the 

use of the descending scale develops the extension of the lower voice 

in both men and women. Deighton and Palermo (1991) feel that the 

arpeggio is really the best exercise for range, and utilizes an 

ascending arpeggio proceeding in inversions to two octaves above the 

starting note (see Example 22). Schmidt (1989) and Manen (1987) 

both utilize the ascending arpeggiated tonic followed by the 

descending dominant on an [o] or [a] vowel. 
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Tosi (1743/1905) states that one must attain the high range by 

degrees, and should approach the high notes softly. Miller (1986) 

agrees that the upper voice develops gradually. He endorses the use 

of arpeggios and scales with the addition of large skips, up to two 

octaves, all to be sung legato on a single vowel. Schmidt (1989) and 

Johnstone (1988/1989) also utilize the legato octave skip. Example 

22 contains exercises for range extension. 

Vowel Clarity 

Earlier in this chapter is a discussion of the types of vowels 

most commonly used in vocal exercises. Vowels are used in vocal 

exercises to develop all aspects of vocal technique. The terminology 

in use to depict the specific study of vowels as an aspect of vocal 

technique, however, is far from uniform. The study of vowels is 

often synonymous with the study of tone color or timbre and is 

dependent upon proper respiration, phonation, registration, and 

resonance. The following terms are found in the literature to 

describe the study of vowels by specific vocal exercises: vowel 

unification and equalization, and, conversely, vowel differentiation; 

evenness of vowel; vowel fluency; horizontal and vertical alignment 

of vowels; vowel modification; vowel purity; and vowel clarity. In 

actuality, all the above terms are aimed at the same goal: the 

production of a free, even scale throughout the range with clear, 

distinct vowels on every pitch level. The term "vowel clarity" 

implies that all of the above conditions are met, and will be used 

here. 
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McKinney (1982) describes the equalization of the vowels in 

terms of horizontal and vertical alignment. In horizontal alignment, 

each vowel retains its own phonemic identity, which Miller (1986) 

refers to as vowel differentiation, but all vowels are formed with as 

little movement of the articulators as possible in changing from one 

vowel to another. Christy (1975b) states that this is accomplished by 

establishing a neutral tongue position from which all other vowels 

can be produced with an economy of movement. McKinney and 
Christy agree that the best neutral position is that of the vowel [A], 

which Christy states is the matrix vowel of the voice. Christy 

suggests using repeated note exercises, alternating between [A] and 

different vowels to achieve horizontal alignment (see Example 23). A 
subsequent exercise is the use of different vowels without [A] on 

repeated notes, often preceded by a voiced consonant (Alderson, 

1979; Broekhoven, 1908; Flack, 1965; Pierce & Liebling, 1937; 

Schmidt, 1989; Wormhoudt, 1981). 

Appelman (1967) and Miller (1986) warn that phonemic 

identity will be lost if there is not enough differentiation between 

the vowels. Though they acknowledge that the changes in the vocal 

tract and articulators for each different vowel are subtle and should 

be made as rapidly as possible, each vowel has a distinct shape; and 

there cannot be one basic "posture," neutral or otherwise, for singing. 

Miller suggests using simple arpeggio exercises that alternate 

between front and back vowels, such as [a - o - i - o - e]. The 

student should first speak the exercise, noticing the changes in the 
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jaw, lips, mouth, and tongue for each vowel. Wormhoudt (1981) also 

alternates between front and back vowels, while Harpster (1984) 

suggests singing open and and then closed vowel sounds slowly on a 

sustained tone. 

McKinney (1982) explains that while horizontal alignment 

refers to the evenness of quality of differing vowels on the same 

pitch, the ability to sing a vowel or series of vowels throughout the 

vocal range without any perceptible change of quality is called 

vertical alignment. He suggests the use of scales and arpeggios, as 

well as exercises with wide interval skips on one vowel, or a series of 

vowels. Numerous experts agree that scales and arpeggios be used 

for vowel clarity (Flack, 1965; Pierce & Liebling, 1937; Roma, 1955; 

Tkach, 1948). Kenney (1987) uses an arpeggio on the words 

"Alleluia" and "Ave Maria." Fillebrown (1911, p. 72) suggests an 

ascending and descending scale of vowel sounds on the following 

words: "nee, nit, net, nay, nair, nat, nigh, nah, not, naw, nor, nut, no, 

nook, noo." 

McKinney's concept of vertical vowel alignment necessitates 

the use of vowel modification. As mentioned earlier in this chapter, 

vowel modification is the adjustment of the vocal tract to maximize 

the natural resonance and formants of vowels on every pitch 

throughout the range. A chart of vowel modification can be found in 

Figure 2. While it has been a subject of much scientific research in 

the field of vocal pedagogy in the last thirty years, vowel 

modification was discussed much earlier, however, in the works of 

Garcia (1847/1872/1975) and Witherspoon (1925); and exercises for 
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the modifying of vowels no doubt existed throughout the Bel Canto 

period. Caruso practiced vowel modification utilizing a nine-tone 

scale beginning on the vowel [a], changing to [o] on b and to [u] on 

f#l and above (Fucito & Beyer, 1922). Harpster (1984) also utilizes 

scales to practice vowel modification, changing vowels with each 

rhythmic group. Alderson (1979) suggests a more natural approach, 

using excerpts from the literature to study vowel modification. 

Appelman (1967) has written numerous exercises, utilizing 

basic arpeggios and scales, he calls "vowel migration drills" in which 

he indicates specific instructions for vowel migrations on specific 

pitches. McKinney (1982) feels that these drills are too complex for 

the average studio voice teacher to implement. The vowel 

modification exercises in the works of Coffin (1976, 1980), however, 

are considerably more complex and seemingly beyond the reach of 

even the most astute voice teacher, much less the students 

themselves. The difficulty lies not in the exercises themselves, which 

are generally simple scales and arpeggios, but in the detailed charts 

of vowels and their modifications to be used on every pitch according 

to voice type. Miller (1986) uses a less tedious approach, combining 

the scientific knowledge of the present with the experience of the 

past. He utilizes scales, arpeggios, and octave skips, sometimes 

suggesting specific vowels according to their modification, other 

times utilizing a single vowel, allowing the student to adjust or 

modify that vowel as needed (see Example 23). He cautions against 

overmodification, especially by the use of closed vowels in the upper 
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voices of men under the guise of "covering." Exercises for vowel 

clarity can be found in Example 23. 

Consonants 

Earlier in this chapter there is a discussion of the types of 

consonants used in vocal exercises. Voiced consonants are 

particularly prevalent in vocal exercises for various aspects of vocal 

technique, including attack, resonance, and placement. Numerous 

experts recommend, however, that all consonants should be practiced 

in vocal exercises. Shakespeare (1898) utilizes simple scales and 

repeated notes with a series of different beginning consonants. Roma 

(1955) and Tkach (1948) suggest exercises on repeated notes, 

changing consonants and vowels on every note. Miller (1986), 

Pierce, and Liebling (1937) use scale patterns, repeated notes, 

arpeggios, and thirds, with consonants articulated on every note or 

rhythmic group. Some exercises utilize the same consonant 

throughout; others change consonants on every pitch. In the same 

manner, some exercises use one vowel, while others change vowels. 

Alderson (1979) also uses simple scales, repeated notes, and 

arpeggios, focusing on a single consonant within each exercise, and 

then repeating the exercise with a different consonant so that all the 

articulators (jaw, lips, tongue, teeth, palate, and velum) are used. 

Proschowsky (1923, p. 131) suggests the following series of syllables, 

with changing initial consonants: "Pah, Bah, Tah, Pah, Kah, Gah, Scha, 

Djah, Fah, Vah, Sah, Zah, La, Na, Ma, Ra, Gna." Tkach (1948) and 

others support the use of the Sieber syllables, [la, be, da, me, ni, po, 
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tu], on repeated notes and scales to promote the facility in the 

singing of consonants. 

Coffin (1976) states that too often vocal exercises employ only 

initial consonants, instead of medial and final consonants. He 

suggests an exercise of repeated notes with consonants placed in the 

three different positions (see Example 24). He also includes Italian 

double consonants in the exercise. 

Miller (1986), Alderson (1979), and others suggest vocal 

exercises that utilize paired voiced and unvoiced consonants using 

the same articulators, such as [b] and [p], and [d] and [t]. Again, 

repeated notes, scales, and arpeggios are used. Exercises for 

consonants can be found in Example 24. 

Intonation 

While ear training seems to have moved into the realm of the 

theory class in today's universities, intonation remains an important 

element in the training of all musicians, especially singers. Vocal 

exercises play an important role in the acquisition of good intonation, 

according to Roma (1955) and Kenney (1987). The most common 

exercises used are scales, major, minor, and chromatic (Kenney, 1987; 

Lindsley, 1985; Marchesi, M., 1970; Proschowsky, 1923; Roma, 1955; 

Rose, 1982; Shakespeare, 1898). Tosi (1743/1905) states that it is 

important to teach the student to sing all intervals in the scale 

"perfectly and readily" in tune. Lightner (1991) states that the 

staccato arpeggio is excellent for "pitch acuity." Pierce and Liebling 

(1937) feel that good intonation is linked to good attack, and also 
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suggest the use of the staccato arpeggio, utilizing the beginning 

consonants [m, n, j , h] and [f]. Westerman (1955) uses diminished 

and augmented triads, and Field-Hyde (1908) also uses diminished 

seventh chords. 

Corri (1810) states that intervallic exercise is necessary for 

proper intonation. Rose (1982) and Roma (1955) agree, listing 

exercises based on different intervals. Many vocal instruction books 

and books of vocalises of the nineteenth and early twentieth 

centuries contain such exercises for ear training and intonation. 

Example 25 contains exercises for intonation. 

Coordination of Registers 

The concept of registration is one of the most controversial in 

all of vocal pedagogy. Experts vary from the belief that there is only 

one register in the human voice to as many as five. There is 

agreement as to the definition of registration itself, however, which 

is the change in timbre or quality of the voice according to different 

pitch levels. These different areas of similar quality or timbre are 

called registers. The existence of registers has been written about 

since the sixteenth century (Alderson, 1979). Recent scientific 

research, however, has shown that registration is a laryngeal 

phenomenon, specifically, in the relationship of thyroarytenoid and 

cricothyroid muscular adjustment (Miller, 1986). In lower notes, 

pitch adjustments are made primarily in the vocal folds themselves 

(thyroarytenoids). In higher notes, the vocal folds are lengthened 

and adjusted by the cricothyroid muscles. 
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Different vocal registers are generally easily felt by the voice 

student because they resonate in different places in the body. Lower 

notes are felt to resonate generally in the chest, while the highest 

notes are felt in the head, and the middle notes are felt somewhere 

in between. Voice teachers generally recognize and accept these 

three areas of resonation, with corresponding different vocal timbres, 

as the three registers of the voice. Terminology for these registers 

vary greatly, but the most common, from low to high in men's and 

women's voices is chest voice, middle voice, and head voice. Much of 

the controversy in registration centers around an additional register 

in the male voice, the falsetto. The term "falsetto" was used in the 

17th and 18th centuries to refer to what we now call the head voice. 

Miller (1986) warns that falsetto should not be confused with the 

male head voice. Falsetto is produced by a different adjustment of 

the vocal folds in which they do not approximate fully, and should be 

used sparingly, if at all, in public performance. Some experts also 

recognize the existence of a higher voice in women called the 

"whistle register" or "flageolet voice," as well as an extended lower 

register in men called "Strohbass." The point in the scale, also called 

a register break, at which these different registers manifest 

themselves is an acoustic and physical phenomenon which differs 

according to voice type as well as individual voices. Figure 3 

includes the general demarcations of the registers according to voice 

type. 

While there is much debate as to the existence and number of 

vocal registers, there is general agreement that there should be a 
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smooth transition from one register to another with an evenness of 

scale and tone quality. There are many registers; but the voice 

should sound as if there is one. This is very similar to the concept of 

the even scale through vowel modification. Indeed, Alderson (1979) 

states that registration is a function of proper phonation and 

resonance. He approaches the coordination of registers through 

resonance and vowel modification, and uses many of the same 

exercises. McKinney (1982) agrees, and states that the equalization 

of the voice is accomplished through vowels, registers, and 

resonance. 

Exercises for the coordination of registers generally begin in 

the area just above or below the register break, called the 

"passaggio." For women, registration work generally begins with the 

first register break, also called the "primo passaggio," which occurs 

just above middle c (c^). Garcia (1894) suggests a very simple 

exercise of just two notes, moving slowly from one note to the next 

and modulating up and down throughout the passaggio, with special 

care to blending the chest voice and the middle voice. Numerous 

experts suggest descending five-tone scales beginning above the 

passaggio and modulating downward (Alderson, 1979; Clippinger, 

1917; Deighton & Palermo, 1991; Litante, 1959; Manen, 1987; 

McKinney, 1982; Miller, 1986; Rosewall, 1961). Miller (1986) 

suggests singing the descending scale several times with a different 

register mixture each time. For example, the first time the exercise 

may be sung only in middle voice. The second time, only the final 

note is to be sung in chest voice or chest mixture. This continues 
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until the entire exercise is once again sung only in middle voice. The 

object of this changing of registration is to enable the singer to 

manage a variety of ways to blend the registers on any given pitch in 

the lower range, as dictated by the literature to be performed. A 

variety of vowels may be used. Alderson (1979) suggests humming, 

as well as [a] and [i]. Lightner (1991) uses [a], while McKinney 

(1982) suggests using the vowel that works best, generally [i]. After 

the scale work, many experts use short arpeggios and interval skips, 

gradually working toward octave skips (Alderson, 1979; Coffin, 1980; 

Lindsley, 1985; Miller, 1986; Stanley, 1958). 

For men, registration work generally begins at the second 

register break, or secondo passaggio, with the transition from head 

voice to middle voice. The secondo passaggio is above middle c (c^) 

in the same area as the female primo passaggio. Many teachers 

approach the male head voice from the falsetto (Clippinger, 1917; 

Johnstone, 1988/1989; McKinney, 1986; Vennard, 1967; Wormhoudt, 

1981). Scalar exercises, diatonic and chromatic, are used, beginning 

from above the secondo passaggio and descending to the primo 

passaggio. Johnstone (1988/1989) and Wormhoudt (1981) suggest 

the use of closed vowels. Lightner (1991) utilizes a staccato arpeggio 

to blend the male falsetto. Advocates of the use of falsetto agree that 

the aim is to bring in the ease of production and lighter mechanism 

into the head voice, without the extra weight of the chest voice. 

Miller (1986) cautions against the misuse of falsetto; that there is to 

be no blending between the falsetto and head registers, except as an 

occasional coloring device. 
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Miller (1986) actually prefers to begin register work in men in 

the middle voice, in the area between the primo and secondo 

passaggio. He uses short legato arpeggios on [a] and [e] with initial 

voiced consonants, gradually working toward octave skips. Alderson 

(1979) utilizes a longer arpeggio, beginning on the fifth in chest 

voice, crescendoing up to the tonic in middle voice and back down. 

He suggests using a glissando beginning on the consonant [z] with the 

vowels [e , I, 8 ] . Alderson feels that the approach to middle voice and 

head voice is interlinked with the modification of vowels and cover. 

He uses the same arpeggio exercises with various vowel 

combinations. 

Frisell (1966, p. 24) states that the key to the coordination of 

registers in the female voice is to bring the head voice (which he 

falsely terms as the falsetto) down as far as possible. All exercises 

are to be performed in a descending motion "to purify the action of 

the upper register." He utilizes descending scales on the vowel [a], 

although the singer can use [i] and [u] until the [a] vowel is 

established. Miller (1986) agrees that the head voice should be 

carried down throughout the voice. He uses descending arpeggio 

exercises on various vowels. Jarvis (1987/1988) suggests 

descending passages on closed vowels to bridge the head voice and 

the middle voice to encourage lighter production in the middle 

register. Rosewall (1961) also uses descending scale passages on 

closed vowels. Coffin (1980) utilizes the whistle register as 

preparation for the female head voice, much as using the falsetto in 
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men. He suggests using a light production that resonates in the 

mouth as well as nose. He uses descending arpeggio exercises on a 

variety of vowels, and asks the student to sing with the palm or back 

of the hand covering the mouth. Coffin states this is a way of 

training nasality and tongue positions for head voice. McKinney 

(1982) and Vennard (1967) caution against promoting the use of the 

breathy, underdeveloped head voice in women. They suggest using a 

fire siren or glissando type of vocal exercise on a closed vowel, such 

as [i] to bring the depth of the chest voice or middle voice into the 

head voice. 

After the registration breaks, also called "lifts," have been 

negotiated and blended, longer exercises encompassing all of the 

registers are used for men and women. It is in these longer scales 

and arpeggios or combinations of the two that vowel modification 

and resonance are required for the evenness of vocal line as 

mentioned by Alderson (1979) and McKinney (1982) above. Both 

suggest the use of sirens, glissandi, scales, arpeggios, and octave 

leaps, to feel the "hook-up" or "turning over" of the voice as it passes 

from one register to another. Of course, proper breath support and 

phonation are required as well. Coffin (1980) utilizes scales and 

arpeggios and very wide leaps (an octave and a fifth) with vowel 

modification to unify the registers. Field-Hyde (1950) suggests florid 

exercises, which are not just for agility, for the blending of registers. 

Kisch-Arndt (1956) utilizes a nine-tone scale, repeating the fifth and 

the ninth on the syllables [mi] and [sa]. Manen (1987) suggests 

ascending and descending tonic and dominant arpeggios. Miller 
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(1986) uses a variety of exercises, including arpeggios, thirds, and 

glissandi encompassing as much as an octave and a fifth. Lindsley 

(1985) utilizes octave skips, arpeggios, and two octave scales to blend 

the registers, as well as a "messa di voce" on each note in the 

passaggio area itself. Wormhoudt (1981) promotes the use of the 

Caruso vowel scale mentioned above to promote register unification 

in male voices. 

The aim of all of the experts mentioned above is the 

coordination of the registers to promote a seamless, even vocal line. 

In fact, many state that there is a constant mixture of registers 

present in every tone. Two authors, however, feel that register 

coordination can only be approached by the isolation of the different 

registers first. Reid (1965, 1975) bases his entire pedagogy on 

registration. He maintains that the registers cannot be blended until 

they are isolated and strengthened separately. He utilizes short 

scalar patterns, encouraging the register break points for men's and 

women's voices. After the registers are separated and exercised, 

Reid then explains that the registers are blended using octave slurs 

and the "messa di voce," the ultimate registration exercise. Harpster 

(1984) agrees that the least developed register, usually the head 

voice in men and the chest voice in women, should be isolated and 

exercised first. While both authors agree to the ultimate goal of 

register unification, the isolation of these registers, with forced voice 

breaks, seems to be contradictory to the goal itself. At the worst, it 

can be damaging to the voice, particularly in the singing of open 

chest voice at a forte level (as designated by Reid) in a light soprano 
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voice. Numerous experts argue that the changing of dynamics and 

intensity of the sound as required by the "messa di voce" has nothing 

to do with constantly changing registration as Reid suggests. The 

coordination of registers is best achieved by just that, coordination, 

rather than isolation. Example 26 contains exercises for the 

coordination of registers. 

Conclusion 

In this extensive review of the literature, the following areas 

have been discussed: vocalization and the "song approach," general 

goals of vocalization, general use of vocalization, and specific use of 

vocal exercises. Of particular interest to this study is the specific use 

of vocal exercises, including the type, the musical and syllabic 

content, and the purpose of vocal exercises. In the next chapter. 

Methodology, there will be a detailed examination of this study of 

vocal exercises and vocalises used in selected university vocal 

programs developed and based on this literature review. 
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Example 1 Same Note Exercise 

4 ^ ^ ^ « ^ 

[ma] [me] [mi] [mo] [mu] 

Example 2 Messa di voce 

% 

Jf 
x c 2Z< 

% xc 

[a] [a] 

PP 
X E 

Example 3 Scales 
\L r\ 

^--^ :^ r, o o—»J-
o — ® -

T l IT 
xn 

A^ 
" p p . . 

-o- xr 
[a] [a] [a] [a] 

(Lehmann, 1905, p. 239) 

[mo] 

i 
-o-

[mi] 

Example 4 Tonic/Dominant Arpeggio 

$ 
I 

^ 
• • •6^' 

[ha] [ha] [ha] [ha] [ha] [ha] [ha] [ha] [ha] [ha] [ha] [ha] [ha] 
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Example 5 Combination Exercise 

I m w m ^-*-0-
-jr. 

[a] -[o] [u] [o] [a] 

Example 6 Trill Exercise 

4 ' r r r r r r r r r r r r r X t W m 9 M W m W W-r-0-

[a] 

Example 7 Glissando Exercise 

I i 13 
'^^ 

[o] 

Example 8 Portamento Exercise 

^ zs: • ^ 4 rJ 

[mi] 

Example 9 "Yawn-sigh" Exercise 

[ha] 

Example 10 Siren or Squeal Exercise 

[ha] [ja] [ja] [ja] 
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Example 11 Syllabic Usage of Vowels 

J J f I f J One vowel per exercise 
[ma]. 

J J J 
[ ma] [ ma] [ ma] 

One vowel per syllable 

m m 
[ ma] [ ma]. 

J f T r J f T r 
[ma]. [ma]. 

J J J J r r r 
[ ma] [ ma] [ ma]. 

J J J J J 
[ma] [me] [mi] [mo] [mu] 

One vowel per rhythmic group 

One vowel melismatic 

One vowel combination 

Different vowels per syllable 

m m m 
[ma] [me] [mi] 

Different vowels 
per rhythmic group 

J J J J J J J J 
[ma]. [me] 

J J J J r r r 
[ma] [me] [mi] [mo] 

Different vowels melismatic 

Different vowels combination 
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Example 12 Syllabic Usage of Consonants 

J J J J 
[ma]^ 

One initial consonant per exercise 

J J J 
[ ma] [ ma] [ ma] 

One consonant per syllable 

[ma]. [ma]. 
One consonant per rhythmic group 

J J r J J j p J 
[ma]. [ma]. 

J J J j p r r 
[ma][ma][ma]. 

One consonant melismatic 

One consonant combination 

J J J 
[ma] [ba] [da] 

Different consonants per syllable 

n m 0 0 Different consonants 
[ma] [ba] [da] per rhythmic group 

J J p J J J p J 
[ma] [da] 

Different consonants melismatic 

J J J Jr rr Different consonants combination 

[ma][ba] [da][za]. 
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Example 13 Tongue Twister Exercise 

^ 
r , J I 

Carl could catch cold ca t - f i sh clear a - cross the c ry-s ta l creek 

(Lindsley, 1985, p. 73) 

Example 14 Exercises for Attack 

4"^ p ô ^ ĵ ^ 
[hi] [hi] [hi] [hi] 

4*g v^r^'^ 
[hi] [hi] [hi] [hi] [hi] 

4 J J J J 
^ S 0 0 0 -&-

any vowel 

Example 15 Exercises for Placement 

^^ ni 

:ni 

[la] [le] [li] [lo] [luj 

fe '̂ / ^ J^ / ^ i I / ^ / ^ ^ 
One Two Three Four Five Six Ah 

(Shakespeare, 1898, p. 56) 
One Two Three Four Five Six Ah Ah. 

I % ± 
[ba] [ba] [ba] [ba] 

y ' ^ 

u a 0 ^ 

[mig] [mil)] [mig]. 

(Roma, 1955, p. 70) 

-& 17 
[mi - I]] 
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Example 16 Exercises for Resonance 

- A : > v 0 A m " — 

-y^— ^^ . - - i - . J ^ -' ^ J .--^—— 
[m]. 

I ^ 

zz 

[zi] [ze]. [za [zi] 
(Rosewall, 1961, p. 29) 

rs 

I * ^ 
-& 

[hAg ] [i] 

m 
[hAi) ] [i] [u] [o] [0] [a] [i] 

(Fillebrown, 1911, p. 60) 

Example 17 Exercises for Breath Support 

i :x: 

[aL 

(Schmidt, 1981, p. 17) 

h 
-0 ' 1 : T O 

[ha ][ha ][ha ][ha ] [ha ][ha ][ha ][ha ] [ha ] 

[a] 

$ 

p * w -^1 i I 
0 ^ -^ 

[A]. 

(Appelman, 1967, p. 21) 
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Example 18 Phrasing Exercise 

Example 19 Exercises for Legato 
r\ 

-&—&- o t» - O G- X t :xx: 
- o — » -

[a] [a] [a]. 

t » t i 

[a]. [a]. [a]. [a]. [a]. 
r\ 

^ ^ 

-© o -
zsi: 

t» t» -o o- »• t» -o o o cr 

[a]. [a]. [a]. [a]. [a]. [a]. [a]. 
lei 
[a] . 

(Litante, 1959, p. 47) 

* 

k 
( ! ^^cJ 

[Q]. 

[o] 
(Alderson, 1979, p. 73 ) 

^ m 
[a]. 

^ - ^ 

3 t ^ 

(Lightner, 1991, p. 16) 

Example 20 Exercises for Staccato 

I h ::=^ i h7 JM h 

[hip] [hip] [hip] [hip] [hip] 

(Alderson, 1979, p. 73) 

^ 
-#—# 0 

• • ^=«til f 
[a]. 

I i i t 
[ha] [ha] [ha] [ha] 

90 



Example 21 Exercises for Agili^ 

[a]. 

[vi-a] [vi-a] [vi-a] [vi-a] [vi-a] [vi-a] [vi-a] [vi] 

* ^ 
' ^ ^ J •̂  J ^ 

0—* ^ * -^ V 

[vi-a] [vi-a] [vi-a] [vi-a] [vi-a] [vi-a] [vi-a] [vi] 

I * E 0 0 0 0 
-o -

[i]. 
[e] 
[3] 

(Miller, 1986, p. 44) 

Example 22 Exercises for Range 

I E 

[ a ] _ 

V-^ (W J J ^ 
-o-

[ma]. 

% 
^ 

— T 
XT 

[a]. 

z zr z ! !s s :x v; 
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Example 23 Exercises for Vowel Clarity r\ 
^ 

[ A ] -

[AQ] 

[a] - [A] -

[Ae] 
[e] - [ A ] -

[Ai] 
[i] - [A] 

[AU] 

[Q] - [A] - [o] - [A] - [u] 

[Ao] [Au] 

(Christy, 1975b, p. 71) 

i 
- ^ = ^ 

[ma] [me] [mi] [mo] [muj 

(Miller, 1986, p. 160) 

Example 24 Exercises for Consonants 

1. 2. 3. 

t }" >J- > ^ >J- ? 
[a] - [b] [a] - [b] 

[a] - [b ] [a ] - [b] 

(Coffin, 1976, p. 86) 

[b] [a] 

[b] [a] 

is intervocal or medial 
consonant 

is final consonant 
is initial consonant 
Tie 2. and 3. together for 

Italian double consonant 

I E 

[ma] [na]. [la] [va]. [ba]. [da]. [za]. [ga] 

^ 
I 0 

[be] [pe] [be] [pe] [pe] [be] [pe] [be] [pe]_ [be]_ [pe]_ [be] 

(Miller, 1986, p. 97) 
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Example 25 Exercises for Intonation 

I ± ) Q r̂  ̂ Q ^ ^ — V 
J 

[m] [la] - [la] - [la] - [la] - [la] - [la] -

(Westerman, 1955, p. 100) 

* 

[la] 

S i 
F̂  

[mi]. [mi]. 

^ h ^ ^ ^H'%' '\' 0-90- 0-?^ ^J\fi 
i 

[a] [e] [i] [o] [u] [o] [i] [e] [a] 

Example 26 Exercises for Coordination of Registers 
for women 

E 
^^ ̂ J ^\^: etc. IZZ 

[a]. [a]. 

for men - Start in falsetto 

^ E 
^ f etc. HL^rzUE 

[ i ] [ i ] 

I for men 
{*, e-^' 

^ * - ^ 

[zE] [1] [£]. 

(Alderson, 1979, p. 160) 
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Example 26 Continued 
for men 

^ 

n—1» I -0 ^ ? 
[m] 
[a] 

[a] 
[m] 

(Miller, 1986, p. 128) 

all voices 

I X I X E 

[ m ] . 

[m] 
[a] 

[a] 
[m] 

[m] 
[a] 

[a] 
[m] 

for women 

% 

y-rf i 
[e ] [D] [e] . 
[3] [e] [0]-

(Miller, 1986, p. 144) 

for women 

(Miller, 1986, p. 147) 

[e] 

[3] 
[3] 
[e] 

[e] . 

[3]. 
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Point of nuximum 
lon|uc hdihl 

roint oTmaiiiniiin 
contlriclioii 

Tongue and lip posilions for Ihc vowel* 

High 

Mid 

Low 

U) 

• HI 

• | u | 
• Id 

• Id 

• l<l 

(1) Ii| (S) lal 
(2) Id (6) (>| 
O) Id (7) lot 
(4) 1*1 (S) |u| 

• lol 

• I d 

• lot 

Front 
Highest |KMnt of the tong«ie 

Back 

Figure 1 Tongue and Lip Positions for Vowels 

(From Daniloff, Normal Articulation Processes, in F. D. Minifie, T. J. 
Hixon, & F. Williams (Eds.), Normal Aspects of Speech. Hearing, and 
Language. 1973, p. 187, by Allyn and Bacon. Reprinted/Adapted by 
permission.) 
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(more closed) 

Front Vowels 

(more closed) 

(more open) (more open) 

Back Vowels 

Figure 2 Vowel Modification Chart 

(Miller, 1986, p. 157) 
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^ 

U OQ 

CQ 

iTffr 

i/i 
M 

CQ 

CO 

D 
DO 
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CHAPTER m 

METHODOLOGY AND MATERIALS 

Scope of the Study 

This study is a descriptive analysis of vocal exercises and vo

calises used in selected university vocal programs. The data was 

gathered in 1988, but it is still deemed current because it represents 

a lifetime of teaching experience that would not have appreciably 

changed in the time that has passed. 

Design of Instrument 

In the fall of 1987 an instrument was designed to determine 

the vocal exercises and vocalises used in selected university vocal 

programs. A mailed questionnaire was used because of the 

complexity of the study. Because a review of the literature revealed 

no similar surveys on this topic, the questionnaire was designed 

based upon logic and the review of the literature. The questionnaire 

was designed or intended to gather the following data from the 

individual voice teacher: personal information (demographics); 

general information concerning the teacher's use of vocalization in 

his or her studio teaching of voice; and up to ten vocal exercises used 

most frequently by the respondent in the studio and why, how, to 

whom, and when these exercises or vocalises are assigned. The 

questionnaire was divided into three parts. Part 1, demographics, 

was used to determine the background of the respondent and if 

there is any correlation between this information (for example, voice 
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type or number of years teaching) and the use of vocalization in his 

or her studio teaching of voice. Part 2 contained general questions 

concerning vocalization in the studio to determine if published 

vocalises are used, how much time is spent in vocalization, whether 

students come to the lesson warmed-up, and if exercises are assigned 

to all students or to specific students on the basis of voice type and 

competency level. The answers to these questions should show the 

teacher's general views on vocalization as well as the importance 

placed on vocalization in the studio. Part 3 represented the thrust of 

the entire dissertation: what vocal exercises are used, for whom, and 

for what purpose. The voice teacher was asked to write up to ten 

exercises he/she regularly use in his/her studio and provide the 

following information for each exercise: the purpose of the exercise, 

for whom the exercise is assigned (voice type and competency level), 

how often and where in the vocalization process the exercise is used, 

whether the exercise is used in the teacher's own vocalization, and 

the source of the exercise. One would expect similarities among the 

respondents in the exercises used for the same purpose, but it would 

prove interesting if the same held true for voice type and 

competency level as well. 

The data were analyzed using the SPSS statistical package. In 

Part 1 (demographics) general frequencies were tabulated for 

Questions 2-9 (personal information). General frequencies were also 

tabulated for all questions in Part 2, which contained general 

questions regarding vocalization in the studio. These questions 

included: do you regularly assign vocal exercises and/or vocalises; if 
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you regularly use published vocalises, which do you use; how much 

time is spent in the lesson time for vocalization for beginning, 

intermediate, and advanced students; do you use vocal exercises 

and/or vocalises to warm-up the voice or to achieve specific goals; do 

you ask your students to warm-up for lessons, and, if so, do they 

come warmed-up; do you use a large variety of vocal exercises or a 

few standard ones; do you use the same exercises for all of your 

students; do you use certain exercises for specific voice types or 

competency levels; and do you tailor exercises to meet the needs of 

the individual student. 

The most detailed analysis was in Part 3. The vocal exercises 

listed in Part 3 were placed into a separate data file so that the 

exercises could be compared with each other instead of questionnaire 

by questionnaire. The vocal exercises were examined first for 

musical content and sorted into various categories accordingly. The 

first category was "classification," and was based on the four basic 

exercises used by Van Christy (1975b). Under classification were 

four major divisions: same note, scalar, arpeggio, and combination. 

The second category was a subdivision of the first 

(classification) and is called "type." This category gave a more 

specific melodic analysis of the written exercise, for example: five-

note scalar, nine-note scalar, octave arpeggio, thirds, scale 

combinations, etc. 

The next several categories examined the musical content and 

notation of the exercises, including movement of melodic line, 

starting pitch, tempo, meter, rhythm, dynamics, and articulation. 
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The next few categories examined the syllabic content of the 

exercise: vowel and consonant types, syllabic usage of vowels and 

consonants or words, use of the International Phonetic Alphabet 

(I.P.A.), the type of variants used, and the type of vowel and 

consonant variants used. 

General frequencies were tabulated for the exercise and 

Questions 1-6 (why and to whom would you assign this exercise; how 

often do you use this exercise; when in the vocalization process do 

you use this exercise; do you use this exercise in your own personal 

vocalization; and source of exercise). 

Crosstabulations of frequencies of certain questions in Part 3 of 

the questionnaire were run to further analyze the data. First, the 

classification of vocal exercises was crosstabulated with Questions 3 

and 4, Part 3 of the questionnaire, the frequency and order of use of 

written exercises in the vocalization process. Next, Question 1, Part 3 

of the questionnaire (why would you assign this exercise) was 

crosstabulated with different musical and syllabic categories. These 

categories included: classification and type of vocal exercises, 

movement of the melodic line, starting pitch, vowel and consonant 

types, syllabic use of vowels and consonants, variants used for vocal 

exercises, and vowel and consonant variants. Finally, Question 1, 

Part 3 of the questionnaire (why would you assign this exercise) was 

crosstabulated with Questions 3 and 4, Part 3 (how often do you use 

this exercise and when in the vocalization process do you use this 

exercise). 
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In addition to general frequencies, a statistical analysis of the 

crosstabulation of certain items of the questionnaire was completed. 

First, the independent variables of gender, voice type, age, and 

number of years teaching from Part 1 of the questionnaire were 

crosstabulated with the responses (dependent variables) of the 

general questions concerning vocalization in Part 2 of the 

questionnaire to determine whether teaching methods varied 

according to gender, voice type, age, or number of years teaching. 

Hypotheses were formulated and tested using the chi-square 

statistical test of independence to determine whether a relationship 

existed between the two variables being tested. 

In addition, certain questions in Part 2 of the questionnaire 

were crosstabulated to determine if there was a relationship 

between how the respondents answered different sets of questions 

in the questionnaire. Question 9 (do you use the same exercises for 

all of your students) was crosstabulated with Questions 10-12 (do 

you use exercises for specific voice types; do you use exercises for 

different competency levels; and do you tailor exercises for 

individual students). Question 5 (do you use vocal exercises and/or 

vocalises to warm-up the voice or for specific goals) was 

crosstabulated with Questions 9 and 12 (see above). Question 6 (do 

you prefer your beginning, intermediate, or advanced students to 

warm-up for lessons on their own) was crosstabulated with Question 

7 (how often do your beginning, intermediate, or advanced students 

come warmed-up if you prefer it) and Questions 3 and 4 (time spent 

in vocalization of beginning, intermediate, or advanced students in 
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one-hour lesson, time spent in vocalization of beginning, 

intermediate, or advanced students in one-half-hour lesson). Again, 

hypotheses were formulated and tested using the chi-square 

statistical test of independence to determine whether a relationship 

existed between the two variables being tested. 

Pilot Study 

A pilot study was conducted in November 1987 using two 

institutions not in the sample and one individual voice teacher. 

Three packets of materials were distributed to the voice chairpersons 

of Houghton College in Houghton, New York, Youngstown State 

University in Youngstown, Ohio, and Mr. Herald Stark, professor 

emeritus of the University of Iowa, now residing in San Antonio, 

Texas. Each packet contained five questionnaires, each with two 

cover letters, one from Dr. Donald Bailey, and an introductory letter 

of explanation and thanks for participating in the pilot study. Each 

survey had a postage-paid return envelope. The voice chairperson 

was asked to return at least three completed surveys within two 

weeks. Each respondent was encouraged to make any constructive 

comments, positive or negative, directly on the questionnaire or 

cover letters or on two blank pages at the end of the questionnaire. 

Youngstown State University did not participate in the pilot 

study. Although the voice chairperson was personally contacted and 

said he had received the questionnaires and would distribute them 

to the faculty, no questionnaires were ever returned. Professor Stark 

and three faculty members from Houghton College returned 
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questionnaires. Each made comments, which were all implemented 

in the final questionnaire and cover letters. Several comments 

concerned clarity and word usage in the questionnaire and cover 

letters. One teacher suggested using a range of times for Part 2, 

Questions 3 and 4, concerning how much time is spent in vocalization. 

This was adopted. Another participant suggested minimizing the 

voice classifications in Part 1, Question 7. This also was done. One 

very important change was made in the final questionnaire concern

ing Part 3. In the pilot study questionnaire, the respondent was not 

asked for whom the exercise was assigned. This became an 

important design rationale for the dissertation and a question 

concerning for whom the exercise is assigned, by voice type and 

competency level was added. Two boxes asking whether the 

respondent wanted credit for an original exercise if printed in the 

dissertation and/or would like to receive a summary of the 

dissertation findings were added on the last page as well as a word 

of thanks. A committee member suggested the use of Texas Tech 

letterhead for the questionnaire itself in addition to the cover letter 

from Dr. Bailey. This was not approved by the university, though the 

use of the words "Texas Tech Music Department" in capital letters at 

the top of the first page was approved by the music department. 

Copies of the original questionnaire and cover letters used in the 

pilot study are located in Appendix B. 
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Sample 

The sample used for this study was comprised of 52 

institutions accredited by the National Association of Schools of 

Music, hereinafter called N.A.S.M., which offer doctorate degrees in 

voice or vocal pedagogy. The reasons for using this particular sample 

were twofold: accreditation by N.A.S.M. denotes a certain level of 

excellence in the vocal programs of those institutions, and the 

inclusion of doctoral degree-granting institutions should assure an 

even higher level of excellence with more voice teachers of a high 

level of expertise and experience. A listing of those institutions 

within the sample was obtained from the current directory of 

N.A.S.M. and is included in Appendix C. 

Mailings 

The mailing of the pilot study occurred on November 10, 1987, 

in the manner described above. The mailing of the final 

questionnaire to the 52 institutions was conducted on March 11, 

1988. Each institution was sent a packet addressed to the voice 

chairperson (if known). Addresses for the sample were obtained 

from the Directory of Music Faculties in Colleges and Universities. U.S. 

and Canada: 1986-88. published by the The College Music Society. 

Each packet contained two cover letters, one from the writer, and one 

from Dr. Bailey, addressed to the voice chairperson along with five 

questionnaires with five self-addressed, postage-paid return 

envelopes. The voice chairperson was asked to distribute the 

questionnaires to those faculty members he/she thought most likely 
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and capable of participating in the survey. A minimum of three 

questionnaires were requested to be returned within two weeks. 

Copies of the final questionnaire and cover letters are included in 

Appendix D. 

After the initial mailing, ten institutions responded with 21 

questionnaires. One chairperson wrote a letter in support of the 

study but stated that it was received too late in the semester for his 

faculty to participate. A letter was sent to him thanking him for his 

letter and asking him to reconsider his decision. 

On April 14, 1988, a follow-up letter was sent to 41 institu

tions. The letter was again mailed to the voice department chair

person encouraging participation and included an offer to send a 

complete packet of five questionnaires in the event that they had not 

received one. Seven institutions responded with a total of eight 

questionnaires. Letters were received from two universities that the 

initial packet had never been received and additional packets were 

mailed April 26, 1988. Nine additional letters were received with 

several comments, including: questionnaires were distributed; 

questionnaires were not distributed, because it would take too much 

time; questionnaire was good but too lengthy; and one respondent 

who completed the questionnaire and sent a letter complimenting 

the study-

Telephone calls were made in September 1988 to those 

institutions who responded positively by letter in the spring for 

which completed questionnaires were never received. In two cases, 

there had been a change of chairperson. New packets with additional 
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questionnaires were mailed to the chairpersons of four institutions 

(including the two new chairpersons) on September 27, 1988. In 

addition, it was decided by the committee that a follow-up mailing to 

individual voice teachers might prove more fruitful than to voice 

department chairpersons. A list of voice faculty members from those 

institutions who had received spring follow-up letters or packets 

without returning any questionnaires was compiled. Using a random 

number generator, two faculty members from each institution 

(excluding the four institutions sent packets mentioned above) were 

selected to receive a new cover letter with a questionnaire and self-

addressed return envelope. These were also mailed September 27, 

1988. Of the twenty-six institutions, six questionnaires from six 

institutions were returned, although two were not completed. 

Appendix E contains copies of all the follow-up letters and a listing of 

the institutions and individuals included in the mailing on September 

27, 1988. 

In all, twenty-three out of fifty-two institutions returned 

completed questionnaires, or 44.2% of the sample. Two institutions 

sent unanswered questionnaires, and seven sent letters with no 

questionnaires, for a total of thirty-two institutions responding to the 

survey, or 61.5% of the sample. Each institution was asked to return 

three questionnaires, for a possible response of 156 questionnaires. 

A total of thirty-seven questionnaires were returned, although two 

were not completed. A total response of 35 questionnaires, or 22.4% 

was used for data analysis. A chart detailing the survey mailings 

and results is located in Appendix F. 
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CHAPTER IV 

RESULTS 

The results will be divided into three main sections: the 

frequencies from the questionnaire, the crosstabulation frequencies 

of certain questions from the questionnaire, and statistical analysis. 

All tables will be found at the end of the chapter. The tables of the 

frequencies from the questionnaire contain three columns: 

frequency, percent, and valid percent. The percent represents the 

actual percent, including missing cases (no answer), while the valid 

percent eliminates the missing cases. 

Frequencies From the Questionnaire 

The questionnaire was divided into three parts: personal 

information (demographics), general questions regarding vocalization 

in the studio, and a listing of vocal exercises and specifics concerning 

their use. 

Part 1: Demographics 

Each respondent answered Questions 1 and 2 and listed their 

name and institution (see Table 1). One institution returned four 

questionnaires, three institutions returned three questionnaires each, 

three institutions returned two questionnaires each, and eighteen 

schools returned one questionnaire each, although two were not 

completed (see Table 1). Everyone answered Question 3, rank, with 

professor being the most frequent choice, 37.1%; followed by 
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assistant professor, 9%; associate professor, 7%; and instructor, 

lecturer, and adjunct professor each representing 5.7% (see Table 1). 

Of the respondents who answered Question 4 concerning tenure, 

60.6% were tenured and 39.4% were not (see Table 1). Five of the 

thirty-five valid respondents did not answer Question 5 concerning 

age, but the median age of those who did respond was 47.5 years 

(see Table 1). The group was almost evenly divided between men 

(48.6%) and women (51.4%, Question 6, see Table 1). In Question 7, 

25.7% of the respondents classified themselves as sopranos, 20% as 

mezzos, 2.9% as contraltos, 22.9% as tenors, 17.1% as baritones and 

8.6% as basses. One respondent did not answer the question (see 

Table 1). Of those respondents who answered Question 8 concerning 

years of teaching, the median and also the highest percentage 

(18.2%) of those represented was 20 years, out of a range from 3 to 

39 (see Table 1). The number of students taught this year (Question 

9) ranged in answer from 1 to 45, with the median and largest 

percentage being 20, or 12.5% of those who responded (see Table 1). 

Part 2: General Questions Regarding Vocalization 

Of the respondents who answered Question 1, do you regularly 

assign vocal exercises and/or vocalises, 70.6% assigned vocal 

exercises; 2.9% assigned vocalises; and 26.5% assigned both. One 

person did not respond to the question (see Table 2). 

In Question 2, seven composers of published vocalises were 

listed. The respondents were asked to check all that they use, or to 

write in those that they use that were not listed. Two people said 
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they used Bordogni, four answered Concone, zero checked Lamperti, 

five selected Marchesi, two answered Sieber, one chose Spicker, and 

nine checked Vaccai. Nine respondents checked other (see Table 3). 

Question 3 asked the respondent to check how much time 

during a one-hour lesson is spent in vocalization, from zero to over 

30 minutes, for beginning, intermediate, and advanced students. Of 

those who responded for beginning students, zero answered 0-5 

minutes; 9.1% answered 6-10 minutes; 15.2% responded 11-15 

minutes; 24.2% answered 16-20 minutes; 21.2% responded 21-25 

minutes; 24.2% checked 26-30 minutes; 6.1% responded over 30 

minutes; and two people did not answer. Of those who answered the 

time spent in vocalization for intermediate students, zero answered 

0-5 minutes; 21.2% responded 6-10 minutes; 6.1% answered 11-15 

minutes; 36.4% responded 16-20 minutes; 27.3% answered 21-25 

minutes; 9.1% responded 26-30 minutes; zero answered over 30 

minutes; and two people did not answer. Of those who responded for 

advanced students, 9.1% answered 0-5 minutes; 21.2% responded 6-

10 minutes and 11-15 minutes; 30.3% answered 16-20 minutes, 

15.2% responded 21-25 minutes, 3% answered 26-30 minutes; zero 

responded over 30 minutes; and two people did not answer (see 

Table 4). 

Question 4 asked the respondent to check how much time 

during a one-half-hour lesson is spent in vocalization, from zero to 

over 15 minutes, for beginning, intermediate, and advanced students. 

Of those who responded for beginning students, 3.2% answered 0-5 

minutes; 32.3% answered 6-10 minutes; 48.4% responded 11-15 
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minutes; 16.1% answered over 30 minutes; and four people did not 

answer. Of those who answered the time spent in vocalization for 

intermediate students, 13.3% answered 0-5 minutes; 43.3% 

responded 6-10 minutes and 11-15 minutes; zero answered over 15 

minutes; and five people did not answer. Of those who responded for 

advanced students, 42.9% answered 0-5 minutes; 21.4% responded 

6-10 minutes; 35.7% answered 11-15 minutes; zero responded over 

15 minutes; and seven people did not answer (see Table 5). 

In Question 5, the respondent was asked whether vocal 

exercises and/or vocalises are used to warm-up the voice or to 

achieve specific goals, or both. None of the respondents answered to 

warm-up the voice, 14.3% chose for specific goals, and the majority 

(85.7%) selected both (see Table 6). 

Questions 6 and 7 concerned teacher preference as to whether 

they wish students to warm-up on their own before lessons and how 

often the students do so if asked. Eight respondents, or 22.9%, 

answered yes, they wanted beginning students to warm-up before 

lessons, 51.4% said no, and 25.7% answered sometimes. For 

intermediate students, 31.4% said yes; 22.9% answered no; and 45.7% 

said sometimes. Sixteen respondents, or 45.7%, answered yes, they 

wanted advanced students to warm-up before lessons; 11.4% said no; 

and 42.9% responded sometimes (see Table 7). In Question 7 the 

respondents were given the choices of always, frequently, 

sometimes, and rarely that their students come warmed-up to the 

lesson if asked to do so. Of those who answered the question for 

beginners, 8% said always; 12% answered frequently; 52% responded 
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sometimes; and 28% said rarely. Ten people did not answer the 

question. Of those who responded for intermediate students, one 

person, 3.4% said always; 48.3% answered frequently; 34.5% said 

sometimes; and 13.8% answered rarely. Six people did not respond 

to the question. Of those who responded for advanced students, 

16.1% answered always; 51.6% said frequently; 25.8% responded 

sometimes; and 6.5% answered rarely. Four people did not answer 

the question (see Table 7). 

Questions 8 through 12 concerned the number of exercises 

used and how they were assigned, by specific voice types (soprano, 

bass, etc.), different competency levels, or on an individual basis. In 

Question 8, 51.4% of the respondents said they used a large variety 

of exercises (over ten), and 48.6% said they used a few standard 

exercises (see Table 8). In response to Question 9, do you use the 

same exercise for all of your students, 34.3% said yes, and 65.7% said 

no (see Table 8). In Question 10, concerning the assignment of vocal 

exercises by voice type, 68.6% said yes, 31.4% said no (see Table 8). 

Of those who responded to Question 11, do you assign vocal exercises 

according to competency levels, 94.1% said yes, 5.9% said no, and one 

person did not answer the question (see Table 8). In Question 12, do 

you tailor exericises to meet the needs of the individual student, the 

majority (97.1%) said yes, and 2.9% responded no (see Table 8). 

Part 3: Vocal Exercises and Their Specific Use 

The written exercises were placed into a separate data file and 

analyzed for musical and syllabic content. Each questionnaire 
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allowed space for up to ten exercises. Out of 350 possible exercises 

for 35 completed questionnaires, 268 exercises were written out. 

The following analysis is based upon the actual responses of the 268 

written exercises. The exercises were first sorted individually into 

four major classifications based upon the four basic exercises by Van 

Christy (1975b). Of all the written exercises listed, 9% were of the 

classification same note; 29.9% were scalar; 23.9% were arpeggio; 

31.3% were combination; and 6% were other (see Table 9). 

Each exercise was examined for specific melodic content and 

placed within the proper classification (same note, scale, arpeggio, 

combination) under a more specific category called "type." Of all the 

exercises written, 6.7% were same note, 2.6% were "messa di voce" 

(the same note with a gradual crescendo and then decrescendo). 

Three percent were less than five-note scalar, 11.9% were five-note 

scalar, 1.1% were eight-note scalar, 3% were nine-note scalar, 1.1% 

were two octave scalar, 2.6% were chromatic scalar, and 7.5% were 

other scalar. 5.6% of all written exercises were tonic chord arpeggio, 

8.6% were octave arpeggio, 3.5% were octave plus a third arpeggio, 

.7% were two octave arpeggio, 4.5% were tonic-dominant arpeggio, 

and 1.1% were other arpeggio. Seven exercises, or 2.6% of those 

written were based on thirds. Three percent of all the written 

exercises were octave skips, 3.7% were octaves with scale or arpeggio 

combinations, 3.7% were other interval skips, 1.1% were other skips 

with scalar combinations, 9% were repeated notes with scalar, 

neighbor tone, or arpeggio combinations; and 8.2% were scalar and 
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arpeggio combinations. Fourteen exercises, or 5.2% of those written, 

were placed in the type other (see Table 10). 

The written exercises were first analyzed as to the movement 

of the melodic line within the exercise. Twenty-five exercises, or 

9.5% of those written, had a static melodic line; and 102 exercises, or 

38.6%, had an ascending followed by descending melodic line. Only 

two exercises, or .8% of those written, had a descending beginning 

and then ascending melodic line. Five exercises, or 1.9%, had an 

ascending only line; while 18.2% had a descending only melodic line. 

Fifty-six exercises, or 21.2%, had an ascending start with a 

combination of movement within the melodic line; and 9.8% were the 

opposite, with a descending start followed by a combination of 

movement. This category was non-applicable to four exercises (see 

Table 11). 

The next six categories examined the notation of the exercises 

by the respondents as to the specifics of starting pitch, tempo, meter, 

rhythm, dynamics, and articulation. 

The exercises were examined for starting pitch according to the 

designations of the Helmholtz standard. All but five exercises 

utilized a starting pitch, many indicating different pitches for men 

and women. The overwhelming majority of the exercises, 117 or 

44.5% of those which indicated a starting pitch, began on middle c, 

c l . One exercise began on B, or .4%, three exercises began on f, or 

1.1%, and one exercise began on g, or .4%. The a below middle c and 

b-flat were each used to begin two exercises, or .8%. Nine exercises 

began on d^, or 3.4%; four exercises began on e^, or 1.5%; and 
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seventeen exercises began on fl , or 6.5%. After middle c, the note 

used most often was gl , the g above middle c. It began 55 exercises, 

or 20.9%. Nine exercises, or 3.4% used â  at the beginning; and b̂  

was used for three exercises, or 1.1%. The c above middle c, c2, was 

used to begin 26 exercises, or 9.9% of the exercises utilizing starting 

pitches. One exercises began on e2, or .4%; and two exercises began 

on f2, or .8%. Nine exercises began on g2, the g below high c, for 

3.4%; and one exercise began on a ,̂ or .4%. One exercise began on 

high c, c3, or .4% (see Table 12). 

Very few respondents used any tempo markings in their 

notation of the written exercises. Out of 268 exercises, only 22 

utilized tempo markings. Of those who used tempo markings, 36.4% 

used the word "slow," 13.6% used "moderate," and 40.9% used the 

word "fast." Two exercises, or 9.1%, used common time and then cut-

time not only as a meter but as a tempo indicator to sing the cut-

time section twice as fast (see Table 13). 

Many respondents were very specific in their notation; others 

were not. When bar lines were employed and meter was thus 

implied, even without a time signature, the implied meter was used 

as a response. Of the written exercises that specified meter, 35 

exercises, or 13.3%, used 2/4 time. 10.6% used 3/4 meter, and 51.3% 

used 4/4 meter. Four exercises, or 1.5%, used common time followed 

by cut time. 6/8 meter and 3/2 meter were each used by only one 

exercise, or .4% of the written exercises utilizing meter. Fifty-nine 

exercises, or 22.4%, used no meter at all and were non-measured. 

This category was non-applicable for five exercises (see Table 13). 
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Of those exercises that utilized notated rhythmic note values, 

26 exercises, or 9.9%, used whole notes. Quarter notes were used in 

30.4% of the exercises, and 3% used half notes. Sixty-four exercises, 

or 24.3%, utilized eighth notes; and 3.4% used eighth note triplets. 

Twenty-three exercises, or 8.7%, used sixteenth notes; and only one 

exercise, .4%, used thirty-second notes. Fifty-one exercises, or 19.4% 

of all those exercises that utilized rhythmic values, used a 

combination of different note values. One exercise used other. This 

category was non-applicable for five exercises (see Table 13). 

Only 17 exercises out of 268 utilized any dynamic markings. Of 

those exercises that did utilize dynamic markings, 70.6% used "messa 

di voce," beginning softly with a gradual crescendo to forte and 

decrescendo back to piano. The next two dynamic levels were each 

utilized by one exercise, or 5.9% of those exercises that used dynamic 

markings: pianissimo and piano. One exercise used a combination of 

dynamic markings, or 5.9%; and two exercises, or 11.8%, used other 

(see Table 14). 

In 103 exercises, specific indications were given for 

articulation. Of those exercises, 50.5% indicated the use of legato, 

11.7% indicated staccato, and 9.7% indicated both. One exercise, or 

1% specified an accented attack. Portamento was indicated for eight 

exercises, or 7.8%, and 19 exercises, or 18.4% of those exercises that 

utilized articulation markings used a combination of those markings. 

One exercise utilized other, and 165 exercises gave no markings for 

articulation (see Table 14). 
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The written exercises were next examined for syllabic content. 

The categories included: the type of vowel (s), consonant (s), and/or 

words used, the usage of those vowel (s), consonant (s), and/or 

words, and the use (or not) of the International Phonetic Alphabet 

(I.P.A.). Vowel types were divided into various specific and general 

categories. The specific categories for vowel types were defined as 

follows: (1) [a], (2) [e], (3) [i], (4) [o], (5) [u], (6) other, (7) more than 

one cardinal, (8) more than one other, (9) more than one cardinal and 

other, and (10) any vowel. The categories for general vowel types 

were the following: (1) front, (2) back, (3) front to back alternating, 

(4) open to closed alternating, (5) mixed vowels, (6) any vowel, and 

(7) neutral. Consonant types were defined as follows: (1) voiced 

consonant, (2) unvoiced consonant, (3) both voiced and unvoiced 

consonants, (4) sustained voiced consonant, (5) words, and (6) other. 

The usage of vowels was divided into nine categories: (1) one vowel 

per exercise, (2) one vowel per syllable, (3) one vowel per rhythmic 

group, (4) one vowel melismatic, (5) one vowel combination, (6) 

different vowels per syllable, (7) different vowels per rhythmic 

group, and (8) different vowels combination (see Example 11, 

Chapter 2). Similarly, the use of consonants were divided into nine 

categories: (1) one initial consonant per exercise, (2) one consonant 

per syllable, (3) one consonant per rhythmic group, (4) one 

consonant melismatic, (5) one consonant combination, (6) different 

consonants per syllable, (7) different consonants per rhythmic group, 

and (8) different consonants combination (see Example 12, Chapter 

2). 
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Of those exercises that utilized specific type vowels, 51 

exercises, or 23.6%, used [a]. The vowel [e] was used in 1.9% of the 

exercises, 8.8% used [i], 2.3% used [o], and 5.1% used [u]. Thirteen 

exercises, or 6% of those exercises that utilized vowels used other; 

37.5% used more than one cardinal vowel; and 7.9% used more than 

one cardinal and other vowels. No exercises utilized more than one 

other vowel. Fifteen exercises, or 6.9% stated that any vowel could 

be used; and 52 exercises did not use vowels (see Table 15). 

Twenty-seven exercises, or 12.5% of those exercises that used 

general type vowels, used front vowels. Back vowels were used in 

39.8% of the exercises, and 15.3% used alternating front to back 

vowels. Three exercises, or 1.4%, used alternating open to closed 

vowels; and 22.7% used mixed vowels. Fifteen exercises, or 6.9%, 

stated that any vowel could be used, and 1.4% used neutral vowels. 

Again, fifty-two exercises did not use vowels (see Table 15). 

Sixty-three exercises, or 44.7% of those exercises that used 

consonants, used voiced consonants. Unvoiced consonants were used 

for 17 exercises, or 12.1%, and 15.6% used both voiced and unvoiced 

consonants. Of the written exercises that employed consonants, 6.4% 

used sustained voiced consonants; 19.1% used words; and 2.1% used 

other. This category was non-applicable to 127 exercises (see Table 

15). 

Of those exercises that used vowels, 34.7% used one vowel per 

exercise. Thirteen percent used one vowel per syllable, 2.8% used 

one vowel per rhythmic group, .9% used one vowel melismatic, and 

2.8% used one vowel combination. Twenty-nine exercises, or 13.4% 
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of those written, used different vowels per syllable. Six percent used 

different vowels per rhythmic group, 15.7% used different vowels 

melismatic, and 10.6% used different vowels combination. Fifty-two 

exercises did not employ the use of vowels (see Table 16). 

Of all the written exercises that used consonants, 37.8% had one 

initial consonant per exercise; 27.9% had one consonant per syllable; 

9.9% had one consonant per rhythmic group; and 8.1% used one 

consonant melismatic. Seven exercises, or 6.3% of those written 

exercises that used consonants, used one consonant combination. Of 

the exercises that used consonants, 3.6% used different consonants 

per syllable; .9% used different consonants per rhythmic group and 

melismatic; and 4.5% use different consonants combination. 

Consonants were not used in 157 exercises (see Table 16). 

Of the written exercises that contained syllabic content, 50.4% 

utilized the International Phonetic Alphabet, while 49.6% did not. 

Those respondents who used both were counted as using the I.P.A., 

and 38 exercises did not use any type of phonetics (see Table 17). 

Many respondents indicated variants to be utilized within the 

written exercise. These variants contained different syllabic content 

or articulation. Variants were indicated for 119 exercises. Of these, 

76 exercises, or 63.9%, used different vowel combinations. Eight 

exercises, or 6.7%, indicated different consonant combinations. 

Twenty-four exercises, or 20.2%, indicated different vowel and 

consonant combinations to be used with the written exercise. Eight 

exercises, or 6.7%, used different word combinations. Two exercises, 

or 1.7%, utilized different vowel, consonant, and word combinations; 
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and one exercise, or .8%, utilized different articulation. Variants 

were not indicated for 149 exercises (see Table 18). 

The variants for the written vocal exercises were then 

examined as to the different vowel and consonant types used. The 

same categories used for differentiating the primary vowels and 

consonants were implemented. Four additional categories were used, 

however, because the respondents could list more than one variant. 

For the specific type of vowel used in variants, cardinal vowels and 

single cardinal or other are the two new categories. In the type of 

consonant used for variants, the categories of combination and any 

consonant were added. 

Of those exercises that listed at least one variant, the vowel [a] 

was used for five exercises, or 4.9% of the written exercises. Two 

exercises, or 2.0%, used [i]; and four exercises, or 3.9%, used [o]. Other 

vowels were used in 3.9% of the exercises. Thirty-seven exercises, or 

36.3% of those exercises that utilized variants, used more than one 

cardinal vowel; and 15.7% used more than one cardinal and other 

vowels. Four exercises, or 3.9%, used any vowel; and 21 exercises, or 

20.6%, utilized cardinal vowels. Nine exercises, or 8.8%, used single 

cardinal or another vowel. Vowel variants were not listed for 166 

exercises (see Table 19). 

Three exercises, or 2.9% of those exercises that used vowel 

variants, used front vowels, while 16.7% used back vowels. Ten 

exercises, or 9.8%, utilized variants that alternated between front and 

back vowels. Two percent of the variants listed alternated between 

open and closed vowels. Sixty-five exercises, or 63.7% of those that 
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listed variants used mixed vowels. Three exercises, or 2.9%, used 

any vowel; and two exercises, or 2.0%, used neutral vowels. Again, 

166 exercises did not list any vowel variants (see Table 19). 

Of those exercises that utilized a consonant variant, 38.1% used 

voiced consonants. Three exercises, or 7.1%, used unvoiced 

consonants, while 21.4% used both voiced and unvoiced consonants. 

One exercise variant, or 2.4%, used a sustained voiced consonant, and 

eight exercises, or 19.0%, used words. Two exercises, or 4.8%, utilized 

combination; 2.4% used other consonant variations; and two 

exercises, or 4.8%, listed any consonant. This category was not 

applicable to 226 exercises (see Table 19). 

In Part 3, Question 1 of the questionnaire, the respondents 

were asked why they assigned the exercise they had just written. 

Fourteen categories, including other, were listed, and the respondent 

was asked to check those categories that best exemplify the purpose 

of the exercise. Out of 268 exercises, all but one had at least one 

purpose checked. Of those exercises that listed at least one purpose, 

29.1% were used for attack. Fifty-three percent, or 142 exercises, 

were used for placement; while resonance was checked as a purpose 

for 108 exercises, or 40.3%. Breath support was used for 54.1% of 

the exercises, and phrasing was checked for 62 exercises, or 23.1%. 

Legato was a purpose for 128 exercises, or 47.8%; while only 29 

exercises, or 10.8%, were used for staccato. Agility was selected for 

34.3% of the exercises, and 38.1% were used for range extension. 

Ninety-five exercises, or 35.4%, were checked for vowel clarity; while 

only 11.6%, or 31 exercises, were used for consonants. Intonation 
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was a purpose for 30.6% of the exercises, and coordination of 

registers was checked for 49.6%. Fifty exercises, or 18.7%, checked 

other, and listed a variety of purposes, many of which could have 

been interpreted to be in the supplied categories (see Table 20). 

These will be discussed in detail in Chapter V. 

In Part 3, Question 2 of the questionnaire, the respondents 

were asked to whom they would assign the written exercise. Seven 

voice types were listed: coloratura, soprano, mezzo, contralto, tenor, 

baritone, and bass. Three competency levels were listed: beginner, 

intermediate, and advanced. Therefore, there were a total of 21 

categories: beginning coloratura, intermediate coloratura, advanced 

coloratura, beginning soprano, etc. A category for all students was 

also listed. Out of 268 exercises, all but three listed at least one voice 

type and skill level. Of those exercises that included responses to the 

question, 175, or 66% checked beginning coloratura. Soprano was 

checked for 70.5% of the exercises, and 70.6% checked beginning 

mezzo. Beginning contralto was assigned to 183 exercises, or 69.1%, 

and 69%, or 185 exercises were assigned to beginning tenor. 

Beginning baritone was checked for 69.4% of the exercises, and 69.1% 

checked beginning bass. Of the exercises that responded to Question 

2, 76.9% checked intermediate coloratura, 81.9% checked 

intermediate soprano, and 82.6% checked intermediate mezzo. Two 

hundred and fifteen exercises, or 81.1%, were used by intermediate 

contralto, and 81.5%, or 216 exercises were used for intermediate 

tenor. Intermediate baritone was checked for 215 exercises, or 

81.1%, and intermediate bass was checked 78.5%, or 208 exercises. 
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Of those exercises that responded to Question 2, 81.1% selected 

advanced coloratura for 215 exercises; advanced soprano was 

checked for 218 exercises, or 82.3%; and advanced mezzo was 

checked for 216 exercises, or 81.5%. Two hundred and seven 

exercises, or 78.1%, were used for advanced contralto; 216 exercises, 

or 81.5%, were used for advanced tenor; and 211 exercises, or 79.6%, 

were used for advanced baritone. Advanced bass was checked for 

203 exercises, or 76.6%. Out of the 265 exercises that included 

responses to Question 2, 55.5% checked all students (see Table 21). 

Question 3, Part 3 asked the respondent how often the exercise 

is used in the vocalization process: every lesson, frequently, or 

sometimes. Of those exercises which had a response to the question, 

25.8%, or 68 exercises, were used every lesson; 147 exercises (55.7%) 

were used frequently; and 18.6%, or 49 exercises, were used 

sometimes. Four exercises did not have a response to this question 

(see Table 22). 

Question 4, Part 3 asked when the written exercise was used in 

the lesson: beginning, middle or end. The respondent was asked to 

select only one answer, but more than one answer was selected for 

15 exercises. In order to accommodate this information, three new 

categories were added: beginning/middle, middle/end, and 

beginning/middle/end. Six exercises did not have responses to the 

question. Of those exercises that did have a response, 36.3%, or 95 

exercises were used at the beginning of the lesson. Eighty-four 

exercises, or 32.1% were used in the middle of the lesson. Twenty-

six percent, or 68 exercises were used at the end of the vocalization 
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process. Seven exercises, or 2.7%, were used beginning/middle; and 

2.3%, or six exercises, were used middle/end. Two exercises, or .8%, 

were used at any point during the vocalization process, 

beginning/middle/end (see Table 22). 

In the next question, the respondents were asked if they used 

the written exercise in their own personal vocalization. Of those 

exercises that included a response, 21.1%, or 54 exercises, had always 

as a response. Ninety-nine exercises, or 38.7%, said the exercise was 

used frequently in their own personal vocalization. Seventy-five 

exercises, or 29.3%, were used sometimes; and 21 exercises, or 8.2%, 

were used rarely. Seven exercises, or 2.7%, included a written-in 

response, never. Twelve exercises did not have a response to the 

question (see Table 23). 

The final question in Part 3 asked the respondent to list the 

source of the exercise: self, vocal book(s), teacher, and other. Each 

respondent was to select only one answer; however, as in Question 3, 

many exercises (29) had more than one answer checked. New 

categories were devised to accommodate these responses: 

self/book(s), self/teacher(s), and book(s)/teacher(s), 

self/book(s)/teacher(s). Of those exercises that included a response, 

32%, or 81 exercises, selected self. Sixteen exercises, or 6.3%, 

selected vocal book(s); and 41.1%, or 104 exercises, selected 

teacher(s). Two exercises, or .8%, checked self/book(s); and 14 

exercises, or 5.5%, selected self/teacher(s). Twelve exercises, or 4.7%, 

checked book(s)/teacher(s); and one exercise, or .4%, selected 

self/book(s)/teacher(s). Other was the selection for 23 exercises, or 
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9.1%. Fifteen exercises did not have a response to the question (see 

Table 24). 

Crosstabulations 

To explore the data gathered in the questionnaire, crosstabu

lations of frequencies of certain questions in the questionnaire were 

run. First, the classification of vocal exercises was crosstabulated 

with Questions 3 and 4, Part 3 of the questionnaire, the frequency 

and order of use of written exercises in the vocalization process (see 

Table 25). Next, Question 1, Part 3 of the questionnaire, why would 

you assign this exercise (purpose) was crosstabulated with different 

musical and syllabic categories. The categories included the 

following: classification and type of vocal exercises (see Table 26), 

movement of the melodic line (see Table 27), starting pitch (see 

Table 28), vowel types (see Table 29), consonant types (see Table 

30), syllabic use of vowels (see Table 31), syllabic use of consonants 

(see Table 32), variants used for vocal exercises (see Table 33), 

vowel variants (see Table 34), and consonant variants (see Table 35). 

Finally, Question 1, Part 3 of the questionnaire, why would you 

assign this exercise (purpose) was crosstabulated with Questions 3 

and 4, Part 3, how often do you use this exercise and when in the 

vocalization process do you use this exercise (see Table 36). Because 

of the enormity of the data, the results will not be detailed here. 

However, the major trends will be discussed in Chapter V, Discussion 

of Results. 
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Statistical Analysis 

As outlined in Chapter III, Methodology, there were many 

aspects of the study that lent itself to statistical analysis. First, the 

independent variables of gender, voice type, age, and number of 

years teaching from Part 1 of the questionnaire were crosstabulated 

with the responses (dependent variables) of the general questions 

concerning vocalization in Part 2 of the questionnaire to determine 

whether teaching methods varied according to gender, voice type, 

age, or number of years teaching. Hypotheses were formulated and 

were numbered according to the independent variable being tested 

in order to avoid an inordinate number of hypotheses. For example, 

the hypotheses concerning gender were numbered 1.1, 2.1, 3.1, etc. 

Voice type were numbered .2; age, .3; and number of years teaching, 

.4. In like manner, those hypotheses involving beginning, 

intermediate, or advanced students were numbered .xl, .x2, and .x3 

respectively. The following hypotheses were tested using a 0.05 

level of significance: 

1. HQ: Gender, voice type, age, or number of years 

teaching are independent of the assignment of vocal exercises and/or 

published vocalises. 

2. HQ: Gender, voice type, age, or number of years 

teaching are independent of the use of published vocalises. 

3. HQ: Gender, voice type, age, or number of years 

teaching are independent of the time spent in vocalization of 

beginning, intermediate, or advanced students in a one-hour lesson. 
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4. HQ: Gender, voice type, age, or number of years 

teaching are independent of the time spent in vocalization of 

beginning, intermediate and advanced students in a one-half-hour 

lesson. 

5. HQ: Gender, voice type, age, or number of years 

teaching are independent of the use of vocal exercises and/or 

vocalises to warm-up the voice or to achieve specific goals. 

6. HQ: Gender, voice type, age, or number of years 

teaching are independent of the preference of teachers for beginning, 

intermediate, or advanced students to warm-up on their own before 

lessons. 

7. HQ: Gender, voice type, age, or number of years 

teaching and how often beginning, intermediate, or advanced 

students come warmed-up to the lesson if preferred by the teacher. 

8. HQ: Gender, voice type, age, or number of years 

teaching are independent of the use of a large variety or a few 

standard exercises. 

9. HQ: Gender, voice type, age, or number of years 

teaching are independent of the use of the same exercises for all 

students. 

10. HQ: Gender, voice type, age, or number of years 

teaching are independent of the use of certain exercises for specific 

voice types. 

11. HQ: Gender, voice type, age, or number of years 

teaching are independent of the use of certain exercises for different 

competency levels. 
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12. HQ: Gender, voice type, age, or number of years 

teaching are independent of the tailoring of exercises to meet the 

needs of the individual student. 

The alternative hypothesis to each of the above hypotheses is 

the following: Hi: Events are dependent. 

When there is significance at the 0.05 level, the null hypothesis 

of independence is rejected, and the two variables being tested can 

be assumed to be related. The chi-square statistical test is applied to 

determine whether a relationship exists between the two variables 

being tested. 

Secondly, certain questions in Part 2 were compared to each 

other to determine if there is a relationship between how the 

respondents answered different sets of questions in the question

naire. Question 9 (do you use the same exercises for all of your 

students) was crosstabulated with Questions 10-12 (do you use 

exercises for specific voice types, do you use exercises for different 

competency levels, and do you tailor exercises for individual 

students). Question 5 (do you use vocal exercises and/or vocalises to 

warm-up the voice or for specific goals) was crosstabulated with 

Questions 9 and 12 (see above). Question 6 (do you prefer your 

beginning, intermediate, or advanced students to warm-up for 

lessons on their own) was crosstabulated with Question 7 (how often 

do your beginning, intermediate, or advanced students come 

warmed-up if you prefer it) and Questions 3 and 4 (time spent in 

vocalization of beginning, intermediate, or advanced students in one-

hour lesson, time spent in vocalization of beginning, intermediate, or 
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advanced students in one-half-hour lesson). Hypotheses involving 

beginning, intermediate, or advanced students were again numbered 

xl, x2, and x3, respectively. The following hypotheses were tested: 

13. HQ: The use of the same vocal exercises for all students 

is independent of the use of vocal exercises for specific voice types. 

14. HQ: The use of the same vocal exercises for all students 

is independent of the use of vocal exercises for different competency 

levels. 

15. HQ: The use of the same vocal exercises for all students 

is independent of the tailoring of vocal exercises for individual 

students. 

16. HQ: The use of vocal exercises and/or vocalises to 

warm-up the voice or for specific goals is independent of the use of 

the same exercises for all students. 

17. HQ: The use of vocal exercises and/or vocalises to 

warm-up the voice or for specific goals is independent of the 

tailoring of vocal exercises for individual students. 

18. HQ: The preference of teachers for beginning, 

intermediate, or advanced students to warm-up on their own before 

lessons is independent of how often beginning, intermediate, or 

advanced students come warmed-up to the lesson if preferred by the 

teacher. 

19. HQ: The preference of teachers for beginning, 

intermediate, or advanced students to warm-up on their own before 

lessons is independent of the time spent in vocalization of beginning, 

intermediate, or advanced students in a one-hour lesson. 
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20. HQ: The preference of teachers for beginning, 

intermediate, or advanced students to warm-up on their own before 

lessons is independent of the time spent in vocalization of beginning, 

intermediate, or advanced students in a one-half-hour lesson. 

The alternative hypothesis to each of the above hypotheses is 

the following: Hi: Events are dependent. 

When there is significance at the 0.05 level, the null hypothesis 

of independence is rejected, and the two variables being tested can 

be assumed to be related. 

The sample size for the foregoing hypotheses is 35. This 

sample size varies according to the questions crosstabulated, 

however, because every respondent did not answer every question. 

In the crosstabulation of the independent variables of gender, 

voice type, age, and number of years teaching with Questions 1-12, 

Part 2 of the questionnaire, stated in hypotheses 1-12 above, there 

was significance at the 0.05 level in four hypotheses. In all other 

hypotheses there was no significance and the null hypothesis of 

independence is not rejected (see Tables 37-45). 

The hypotheses that showed significance were the following: 

4.13 HQ: Gender is independent of the time spent in 

vocalization of advanced students in a one-half-hour lesson. 

2.4 HQ: Number of years teaching is independent of the use 

of published vocalises (Concone). 

2.4 HQ: Number of years teaching is independent of the use 

of published vocalises (Other). 
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4.42 HQ: Number of years teaching is independent of the 

time spent in vocalization of intermediate students in a one-half-

hour lesson. 

In the crosstabulation of the independent variable of gender 

with Question 4, Part 2 (time spent in vocalization of advanced 

students in one-half-hour lesson), hypothesis 4.13, the chi-square 

value was 6.60 with 2 degrees of freedom and a p-value of 0.037. 

There was significance at the 0.05 level, and the null hypothesis of 

independence is rejected; therefore, the two variables can be 

assumed to be related (see Table 37). 

For advanced students in a one-half-hour lesson, nine males 

responded 0-5 minutes compared to three females; three males and 

three females responded 6-10 minutes; and two males responded 

11-15 minutes compared to eight females (see Table 38). 

In the crosstabulation of the independent variable of voice 

type with Questions 1-12, Part 2, hypotheses 1.2-12.2, there was no 

significance. All of the null hypotheses of independence were not 

rejected. The variables are not related (see Table 39). 

In the crosstabulation of the independent variable of age with 

Questions 1-12, Part 2, hypotheses 1.3-12.3, there was no 

significance. All of the null hypotheses of independence were not 

rejected. The variables are not related (see Table 40). 

In the crosstabulation of the independent variable of number 

of years teaching with Question 2, Part 2 (do you use published 

vocalises, Concone), hypothesis 2.4, the chi-square value was 4.26 

with 1 degree of freedom and a p-value of 0.039. There was 
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significance, and the null hypothesis of independence is rejected. 

The two variables can be assumed to be related (see Table 41). 

In the 1-20 years teaching category, no respondents said yes, 

he/she used Concone vocalises, while 22 said no. Two respondents in 

the 21-39 years teaching category said yes, while nine said no (see 

Table 42). 

In the crosstabulation of the independent variable of number 

of years teaching with Question 2, Part 2 (do you use published 

vocalises, Marchesi), hypothesis 2.4, the chi-square value was 3.56 

with 1 degree of freedom and a p-value of 0.059. There was no 

significance, and the null hypothesis of independence is not rejected. 

However, the p-value is close to 0.05 and there may be some 

relationship between these two variables (see Table 41). 

In the 1-20 years teaching category, one respondent said yes, 

he/she used Marchesi vocalises, while 21 said no. Three respondents 

in the 21-39 years category said yes, while eight said no (see Table 

43). 

In the crosstabulation of the independent variable of number 

of years teaching with Question 2, Part 2 (do you use published 

vocalises. Other), hypothesis 2.4, the chi-square value was 4.04 with 

1 degree of freedom and a p-value of 0.044. There was significance, 

and the null hypothesis of independence is rejected. The two 

variables can be assumed to be related (see Table 41). 

In the 1-20 years teaching category, three respondents said 

yes, they used Other vocalises, while 19 said no. Five respondents in 

the 21-39 years category said yes, while six said no (see Table 44). 
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In the crosstabulation of number of years teaching with 

Question 4, Part 2 (time spent in vocalization of intermediate 

students in one-half-hour lesson, hypothesis 4.42, the chi-square 

value was 6.44 with 2 degrees of freedom and a p-value of 0.040. 

There was significance at the 0.05 level, and the null hypothesis of 

independence is rejected; therefore, the two variables can be 

assumed to be related (see Table 41). 

Three respondents in the 1-20 years teaching category vocalize 

their intermediate students in a one-half-hour lesson 0-5 minutes, 

five respondents vocalize 6-10 minutes, and 12 respondents vocalize 

for 11-15 minutes. One respondent in the 21-39 years teaching 

category answered 0-5 minutes, six respondents said 6-10 minutes, 

and one respondent answered 11-15 minutes (see Table 45). 

In the crosstabulation of different variables in questions in 

Part 2 of the questionnaire, stated in hypotheses 13-20, there was 

significance at the 0.05 level in five hypotheses. In all other 

hypotheses there was no significance and the null hypothesis of 

independence is not rejected (see Table 46). 

The hypotheses that showed significance were the following: 

13. HQ: The use of the same vocal exercises for all 

students is independent of the use of vocal exercises for specific 

voice types. 

18.02 HQ: The preference of teachers for intermediate 

students to warm-up on their own before lessons is independent of 

how often intermediate students come warmed-up to the lesson if 

preferred by the teacher. 
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18.03 HQ: The preference of teachers for advanced students 

to warm-up on their own before lessons is independent of how often 

advanced students come warmed-up to the lesson if preferred by the 

teacher. 

19.03 HQ: The preference of teachers for advanced students 

to warm-up on their own before lessons is independent of the time 

spent in vocalization of advanced students in a one-hour lesson. 

20.03 HQ: The preference of teachers for advanced students 

to warm-up on their own before lessons is independent of the time 

spent in vocalization of advanced students in a one-half-hour lesson. 

In the crosstabulation of Question 9 (do you use the same 

exercises for all of your students) with Question 10 (do you use 

exercises for specific voice types), hypothesis 13, the chi-square 

value was 8.18 with 1 degree of freedom and a p-value of 0.004. 

There was significance at the 0.05 level, and the null hypothesis of 

independence is rejected; therefore, the two variables can be 

assumed to be related (see Table 46). 

Of those respondents who answered yes to Question 9, they use 

the same exercises for all students, four said yes, they used exercises 

for specific voice types (Question 10), while eight said no. Twenty 

respondents who said no, they do not use the same exercises said 

yes, they used exercises for specific voice types. Three respondents 

said no to both questions (see Table 47). 

In the crosstabulation of Question 9, Part 2 (do you use the 

same exercises for all of your students) with Question 11, Part 2 (do 

you use exercises for different competency levels), hypothesis 14, 
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there was no level of significance. The null hypothesis is not 

rejected; therefore, the two variables are not related (see Table 46). 

In the crosstabulation of Question 9, Part 2 (see above) with 

Question 12, Part 2 (do you tailor exercises for individual students), 

hypothesis 15, there was no level of significance. The null 

hypothesis is not rejected; therefore, the two variables are not 

related (see Table 46). 

In the crosstabulation of Question 5, Part 2 (do you use vocal 

exercises and/or vocalises to warm-up the voice or for specific goals) 

with Question 9, Part 2 (see above), hypothesis 16, there was no level 

of significance. The null hypothesis is not rejected; therefore, the two 

variables are not related (see Table 46). 

In the crosstabulation of Question 5, Part 2 (see above) with 

Question 12, Part 2 (see above), hypothesis 17, there was no level of 

significance. The null hypothesis is not rejected; therefore, the two 

variables are not related (see Table 46). 

In the crosstabulation of Question 6, Part 2 (do you prefer your 

beginning, intermediate, or advanced students to warm-up for 

lessons on their own) with Question 7, Part 2 (how often do your 

beginning, intermediate, or advanced students come warmed-up if 

you prefer it), hypothesis 18.01, for beginning students, there was no 

significance, and the null hypothesis of independence is not rejected. 

The two variables are not related (see Table 46). 

In the crosstabulation of Question 6, Part 2 (do you prefer your 

beginning, intermediate, or advanced students to warm-up for 

lessons on their own) with Question 7, Part 2 (how often do your 
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beginning, intermediate, or advanced students come warmed-up if 

you prefer it), hypothesis 18.02, for intermediate students, the chi-

square value was 6.43 with 1 degrees of freedom and a p-value of 

0.011. There was significance at the 0.05 level, and the null 

hypothesis of independence is rejected; therefore, the two variables 

can be assumed to be related (see Table 46). 

Of those who responded yes to Question 6, they prefer their 

intermediate students to come warmed-up to the lesson, nine said 

their students frequently come warmed-up, and two responded 

sometimes. Of those respondents who said no, they do not want their 

intermediate students to warm-up for lessons, six answered 

frequently, while 12 said sometimes (see Table 48). 

In the crosstabulation of Question 6, Part 2 (do you prefer your 

beginning, intermediate, or advanced students to warm-up for 

lessons on their own) with Question 7, Part 2 (how often do your 

beginning, intermediate, or advanced students come warmed-up if 

you prefer it), hypothesis 18.03, for advanced students, the chi-

square value was 5.91 with 1 degree of freedom and a p-value of 

0.015. There was significance at the 0.05 level, and the null 

hypothesis of independence is rejected; therefore, the two variables 

can be assumed to be related (see Table 46). 

Of those who answered yes to Question 6, they prefer their 

advanced students to come warmed-up to the lesson, 14 respondents 

said they frequently do so; and two said sometimes. Of those who 

said they did not want their advanced students to warm-up for 
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lessons on their own, seven answered frequently, and eight said 

sometimes (see Table 49). 

In the crosstabulation of Question 6, Part 2 (do you prefer your 

beginning, intermediate, or advanced students to warm-up for 

lessons on their own) with Question 3, Part 2 (time spent in 

vocalization in a one-hour lesson of beginning, intermediate, or 

advanced students), hypotheses 19.01 and 19.02, there was no 

significance for beginning or intermediate students. The null 

hypothesis of independence is not rejected (see Table 46). For 

advanced students, hypothesis 19.03, the chi-square value was 5.24 

with 1 degree of freedom and a p-value of 0.022. There was 

significance at the 0.05 level, and the null hypothesis of 

independence is rejected; therefore, the two variables can be 

assumed to be related (see Table 46). 

Of those respondents who said yes, they prefer their advanced 

students to warm-up for their lesson, 11 respondents vocalized their 

advanced students 0-15 minutes during a one-hour lesson, and four 

vocalized for 16-30 minues. Of those who answered no, they do not 

prefer their advanced students to warm-up for lessons, six 

respondents vocalized their advanced students for 0-15 minutes 

during a one-hour lesson, and 12 vocalized for 16-30 minutes (see 

Table 50). 

In the crosstabulation of Question 6, Part 2 (do you prefer your 

beginning, intermediate, or advanced students to warm-up for 

lessons on their own) with Question 4, Part 2 (time spent in 

vocalization in one-half-hour lesson of beginning, intermediate, or 
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advanced students), hypotheses 20.01 and 20.02, there was no 

significance for beginning or intermediate students. The null 

hypothesis of independence is not rejected (see Table 46). For 

advanced students, hypothesis 20.03, the chi-square value was 6.60 

with 2 degrees of freedom and a p-value of 0.037. There was 

significance at the 0.05 level, and the null hypothesis of 

independence is rejected. The two variables can be assumed to be 

related (see Table 46). 

Of those respondents who said yes, they prefer their advanced 

students to warm-up before their one-half-hour lesson, nine 

vocalized their advanced students 0-5 minutes for a one-half-hour 

lesson; three respondents vocalized for 6-10 minutes; and two 

respondents vocalized for 11-15 minutes. Of those respondents who 

said no, they do not prefer their advanced students to warm-up 

before their one-half-hour lesson, three respondents vocalized their 

advanced students for 0-5 minutes; three vocalized 6-10 minutes; 

and eight vocalized for 11-15 minutes (see Table 51). 

In conclusion, out of all the hypotheses and subhypotheses (for 

a total of 122) only nine showed any significance at the 0.05 level. 

Further discussion will follow in Chapter V, Discussion of Results. 
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Table 1 Demographics 

Question 

1. Name 
Yes 
No 

2. Institution 
1 
3 
5 
6 
9 
1 1 
2 0 
2 2 
2 4 
25 
2 6 
27 
2 9 
35 
36 
38 
4 0 
41 
4 2 
43 
45 
47 
51 

3. Rank 
Professor 
Assoc. Prof. 
Asst. Prof. 
Instructor 
Lecturer 
Adjunct 

Frequency 

35 
0 

3 
3 

4 

2 

2 

3 

2 
1 

13 
7 
9 
2 
2 
2 

Percent 

100.0 
0.0 

8.6 
8.6 
2.9 
2.9 
2.9 
2.9 
2.9 

11.4 
2.9 
2.9 
5.7 
2.9 
5.7 
2.9 
2.9 
2.9 
2.9 
8.6 
2.9 
2.9 
2.9 
5.7 
2.9 

37.1 
20.0 
25.7 

5.7 
5.7 
5.7 

Valid Percent 

100.0 
0.0 

8.6 
8.6 
2.9 
2.9 
2.9 
2.9 
2.9 

11.4 
2.9 
2.9 
5-7 
2.9 
5.7 
2.9 
2.9 
2.9 
2.9 
8.6 
2.9 
2.9 
2.9 
5.7 
2.9 

37.1 
20.0 
25.7 

5.7 
5.7 
5.7 
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Table 1 Continued 

Question ] 

4- Tenured 
Yes 
No 
No Answer 

5. Age 
20-29 
30-39 
40-49 
50-59 
60-69 
No Answer 

6. Gender 
Male 
Female 

7. Voice Type 
Soprano 
Mezzo 
Contralto 
Tenor 
Baritone 
Bass 
No Answer 

8. No. Years Teaching 
1-10 
11-20 
21-30 
31-39 
No Answer 

Frequency 

20 
13 

2 

1 
7 
8 
9 
5 
5 

17 
18 

9 
7 
1 
8 
6 
3 
1 

10 
12 

6 
5 
2 

Percent 

57.1 
37.1 

5.7 

2.9 
20.0 
22.8 
25.7 
14.3 
14.3 

48.6 
51-4 

25-7 
20.0 

2.9 
22.9 
17.1 

8.6 
2.9 

28.6 
34.3 
17.1 
14.3 

5-7 

Valid Percent 

60.6 
39-4 

3.3 
23.3 
26.7 
30.0 
16.7 

48.6 
51.4 

26.5 
20.6 

2.9 
23.5 
17.6 

8.8 

30.3 
36.4 
18.2 
15.1 
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Table 1 Continued 

Question 

9. No. of Students 
1-10 
11-20 
21-30 
31 or more 
No Answer 

Frequency 

2 
15 
12 

3 
3 

Percent 

5.7 
42.8 
34.3 

8.6 
8.6 

Valid Percent 

6.2 
46.9 
37.5 

9.4 
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Table 2 Assign Vocal Exercises and/or Vocalises 

Answer Frequency Percent Valid Percent 

Vocal Exercises 24 68.6 70.6 

Vocalises 2.9 2.9 

Both 25.7 26.5 

No Answer 2.9 

Table 3 Published Vocalises Used 

Answer 

Bordogni 

Concone 

Lamperti 

Marchesi 

Sieber 

Spicker 

Vaccai 

Other 

Frequency 

2 

4 

0 

5 

2 

1 

9 

9 

Percent 

5.7 

11-4 

0.0 

14.3 

5.7 

2.9 

25-7 

25.7 

Valid Percent 

5.7 

11.4 

0.0 

14.3 

5-7 

2.9 

25.7 

25.7 

*These percentages will not add up to 100% because the respondents 
could check more than one answer (vocalise). 
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Table 4 Time Spent in Vocalization in One-hour Lesson 

Answer 

Beginning Student 
0-5 min. 
6-10 min. 
11-15 min. 
16-20 min. 
21-25 min. 
26-30 min. 
Over 30 min. 
No Answer 

Intermediate Student 
0-5 min. 
6-10 min. 
11-15 min. 
16-20 min. 
21-25 min. 
26-30 min. 
Over 30 min. 
No Answer 

Advanced Student 
0-5 min. 
6-10 min. 
11-15 min. 
16-20 min. 
21-25 min. 
26-30 min. 
Over 30 min. 
No Answer 

Frequency 

0 
3 
5 
8 
7 
8 
2 
2 

0 
7 
2 

12 
9 
3 
0 
2 

3 
7 
7 

10 
5 
1 
0 
2 

Percent 

0.0 
8.6 

14.3 
22.9 
20.0 
22.9 

5.7 
5.7 

0.0 
20.0 

5.7 
34.3 
25.7 

8.6 
0.0 
5.7 

8.6 
20.0 
20.0 
28.6 
14.3 

2.9 
0.0 
5.7 

Valid Percent 

0.0 
9.1 

15.2 
24.2 
21.2 
24.2 

6.1 

0.0 
21.2 

6.1 
36.4 
27.3 

9.1 
0.0 

9.1 
21.2 
21.2 
30.3 
15.2 

3.0 
0.0 
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Table 5 Time Spent in Vocalization in One-half-hour Lesson 

Answer 

Beginning Student 
0-5 min. 
6-10 min. 
11-15 min. 
Over 15 min. 
No Answer 

Intermediate Student 
0-5 min. 
6-10 min. 
11-15 min. 
Over 15 min. 
No Answer 

Advanced Student 
0-5 min. 
6-10 min. 
11-15 min. 
Over 15 min. 
No Answer 

Frequency 

1 
10 
15 

5 
4 

4 
13 
13 

0 
5 

12 
6 

10 
0 
7 

Percent 

2.9 
28.6 
42.9 
14.3 
11.4 

11.4 
37.1 
37.1 

0.0 
14.3 

34.3 
17.1 
28.6 

0.0 
20.0 

Valid Percent 

3.2 
32.3 
48-4 
16.1 

13.3 
43.3 
43.3 

0.0 

42.9 
21.4 
35.7 

0.0 

Table 6 Vocal 

Answer 

Warm-up 

Specific Goals 

Both 

Exercises for Warming-up, Specific 

Frequency 

0 

5 

3 0 

Goals, or Both 

Percent Valid Percent 

0.0 

14.3 

85.7 

0.0 

14.3 

85.7 
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Table 7 Preference for Students to Warm-up on Their Own 
and Whether They Do So 

Answer 

Beginner 
Yes 
No 
Sometimes 

Intermediate 
Yes 
No 
Sometimes 

Advanced 
Yes 
No 
Sometimes 

Beginner 
Always 
Frequently 
Sometimes 
Rarely 
No Answer 

Intermediate 
Always 
Frequently 
Sometimes 
Rarely 
No Answer 

Advanced 
Always 
Frequently 
Sometimes 
Rarely 
No Answer 

Frequency 

8 
18 

9 

1 1 
8 

16 

16 
4 

15 

2 
3 

13 
7 

10 

1 
14 
10 

4 
6 

5 
16 

8 
2 
4 

Percent 

22.9 
51.4 
25.7 

31.4 
22.9 
45.7 

45.7 
11.4 
42.9 

5.7 
8.6 

37.1 
20.0 
28.6 

2.9 
40.0 
28.6 
11-4 
17.1 

14.3 
45.7 
22.9 

5.7 
11.4 

Valid Percent 

22.9 
51.4 
25.7 

31.4 
22.9 
45.7 

45.7 
11.4 
42.9 

8.0 
12.0 
52.0 
28.0 

3.4 
48.3 
34.5 
13.8 

16.1 
51.6 
25.8 

6.5 
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Table 8 Number of Vocal Exercises Used and How They 
are Assigned 

Question 

Number of Exercises 
Large Variety 
Few Standard 

Same Exer. for All 
Yes 
No 

Exer. by Voice Types 
Yes 
No 

Exer. by Competency 
Yes 
No 
No Answer 

Exer. for Individuals 
Yes 
No 

Frequency 

18 
17 

12 
23 

24 
1 1 

32 
2 
1 

34 
1 

Percent 

51-4 
48.6 

34.3 
65.7 

68.6 
31-4 

91.4 
5.7 
2.9 

97.1 
2.9 

Valid Percent 

51-4 
48.6 

34.3 
65.7 

68.6 
31.4 

94.1 
5.9 

97.1 
2.9 

Table 9 Classification of Vocal Exercises 

Classification 

Same Note 

Scalar 

Arpeggio 

Combination 

Other 

Frequency 

24 

80 

64 

84 

16 

Percent 

9.0 

29.9 

23.9 

31.3 

6.0 

Valid Percent 

9.0 

29.9 

23.9 

31.3 

6.0 
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Table 10 Specific Types of Vocal Exercises 

Type Frequency 

Same Note 1 8 
Messa di voce 7 

Less than 5 note scalar 8 
5 note scalar 3 2 
8 note scalar 3 
9 note scalar 8 
Two octave scalar 3 
Chromatic 7 
Other scalar 2 0 

Tonic chord arpeggio 1 5 
Octave arpeggio 2 3 
Octave + third arpeggio 9 
Two octave arpeggio 2 
Arpeggio I-V-I 1 2 
Other arpeggio 3 

Thirds 7 2.6 2.6 

Octave skips 8 
Octave with Scale or Arp. 1 0 
Other interval skips 1 0 
Other Skips with Scalar 3 
Repeated-combination 2 4 
Arpeggio/Scale Comb. 2 2 

Other 14 5.2 5.2 

rcent 

6.7 
2.6 

3.0 
11.9 

1.1 
3.0 
1.1 
2.6 
7.5 

5.6 
8.6 
3.4 
0.7 
4.5 
1.1 

Valid Percent 

6.7 
2.6 

3.0 
11.9 

1.1 
3.0 
1.1 
2.6 
7.5 

5.6 
8.6 
3.4 
0.7 
4.5 
1.1 

3.0 
3.7 
3.7 
1.1 
9.0 
8.2 

3.0 
3.7 
3.7 
1.1 
9.0 
8.2 

147 



Table 11 Movement Within the Melodic Line 

Movement Frequency 

Static 
Ascending/descending 
Descending/ascending 
Ascending 
Descending 
Asc. Start/Combination 
Desc. Start/Combination 
Non-applicable 

25 
102 

2 
5 

48 
56 
26 

4 

Percent 

9.3 
38.1 

0.7 
1.9 

17.9 
20.9 

9.7 
1.5 

Valid Percent 

9.5 
38.6 

0.8 
1.9 

18.2 
21.2 

9.8 

Table 12 Starting Pitch of Vocal Exercises 

Pitch 

B 
f 
g 
a 
b-flat 
cl 
dl 
e l 
fl 

gl 
al 
bl 
c2 
e2 
f2 

g2 
a2 
c3 
Non-applicable 

Frequency 

1 
3 
1 
2 
2 

117 
9 
4 

17 
55 

9 
3 

2 6 
1 
2 
9 
1 
1 
5 

Percent 

0.4 
1.1 
0.4 
0-7 
0.7 

43.7 
3-4 
1.5 
6.3 

20.5 
3-4 
1.1 
9.7 
0-4 
0.7 
3-4 
0.4 
0-4 
1.9 

Valid Percent 

0-4 
1.1 
0.4 
0.8 
0.8 

44.5 
3-4 
1.5 
6.5 

20.9 
3.4 
1.1 
9.9 
0.4 
0.8 
3.4 
0.4 
0.4 
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Table 13 Tempo, Meter, and Rhythm of Vocal Exercises 

Marking Frequency 

Tempo 
Slow 
Moderate 
Fast 
C then cut-time 
Non-applicable 

Meter 
2 / 4 
3 / 4 
4 / 4 
C then cut-time 
6 / 8 
Non-measured 
3 / 2 
Non-applicable 

Rhythm 
Whole Note 
Quarter Note 
Half Note 
Eighth Note 
Eighth Note Triplets 
Sixteenth Note 
Thirty-second Note 
Combination 
Other 
Non-applicable 

8 
3 
9 
2 

246 

35 
28 

135 
4 
1 

59 
1 
5 

2 6 
80 

8 
6 4 

9 
23 

1 
51 

1 
5 

Percent 

3.0 
1.1 
3.4 
0.7 

91.8 

13.1 
10.4 
50.4 

1.5 
0.4 

22.0 
0.4 
1.9 

9.7 
29.9 

3.0 
23.9 

3-4 
8.6 
0.4 

19.0 
0.4 
1.9 

Valid Percent 

36.4 
13.6 
40.9 

9.1 

13.3 
10.6 
51.3 

1.5 
0.4 

22.4 
0.4 

9.9 
30.4 

3.0 
24.3 

3-4 
8.7 
0.4 

19-4 
0.4 
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Table 14 Dynamics and Articulation of Vocal Exercises 

Marking 

Dynamics 

Messa di voce 

Pianissimo 

Piano 

Combination 

Other 

Non-applicable 

Articulation 

Legato 

Staccato 

Both 

Accented 

Portamento 

Combination 

Other 

Non-applicable 

Frequency 

12 

1 

1 

1 

2 

251 

5 2 

12 

10 

1 

8 

19 

1 

165 

Percent 

4.5 

0.4 

0.4 

0.4 

0.7 

93.7 

19.4 

4.5 

3.7 

0.4 

3.0 

7.1 

0.4 

61.6 

Valid Percent 

70.6 

5.9 

5.9 

5.9 

11.8 

50.5 

11.7 

9.7 

1.0 

7.8 

18.4 

1.0 

150 



Table 15 Vowel and Consonant Types Used in Vocal Exercises 

Syllabic Content Frequency 

Vowel Specific Type 
[a] 
[e] 
[i] 
[0] 
[u] 
Other 
More than one 

cardinal 
More than one other 
More than one card. 

and other 
Any vowel 
Non-applicable 

Vowel General Type 
Front 
Back 
Front to back 

alternating 
Open to closed 

alternating 
Mixed vowels 
Any vowel 
Neutral 
Non-applicable 

Consonant Type 
Voiced Consonant 
Unvoiced Consonant 
Both 
Sustained Voiced Con. 
Words 
Other 
Non-applicable 

51 
4 

19 
5 

1 1 
13 
81 

0 
17 

15 
5 2 

27 
86 
33 

3 

4 9 
15 

3 
5 2 

63 
17 
2 2 

9 
27 

3 
127 

Percent 

19.0 
1.5 
7.1 
1.9 
4.1 
4.9 

30.2 

0.0 
6.3 

5.6 
19.4 

10.1 
32.1 
12.3 

1.1 

18.3 
5.6 
1.1 

19.4 

23.5 
6.3 
8.2 
3-4 

10.1 
1.1 

47-4 

Valid Percent 

23.6 
1.9 
8.8 
2.3 
5.1 
6.0 

37.5 

0.0 
7.9 

6.9 

12.5 
39.8 
15.3 

1-4 

22.7 
6.9 
1.4 

44.7 
12.1 
15.6 

6.4 
19.1 

2.1 
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Table 16 Syllabic Use of Vowels and Consonants in Vocal Exercises 

Syllabic Content Frequency Percent Valid Percent 

Vowels 
One vowel per exer. 7 5 28.0 34.7 
One vowel per syll. 2 8 10.4 13.0 
One vowel rhy. group 6 2.2 2.8 
One vowel melismatic 2 0.7 0.9 
One vowel comb. 6 2.2 2.8 
Different vowels per 29 10.8 13.4 

syllable 
Different vowels per 13 4.9 6.0 

rhythmic group 
Different vowels 34 12.7 15.7 

melismatic 
Different vowels comb. 2 3 8.6 10.6 
Non-applicable 5 2 19.4 

Consonants 
One initial con. per 42 15.7 37.8 

exercise 
One cons, per syll. 
One cons. rhy. group 
One cons, melismatic 
One cons, combination 
Different consonants 

per syllable 
Different consonants 

per rhy- group 
Different consonants 

melismatic 
Different con. comb. 
Non-applicable 

31 
1 1 

9 
7 
4 

1 

1 

5 
157 

11.6 
4.1 
3-4 
2.6 
1.5 

0.4 

0.4 

1.9 
58.6 

27.9 
9.9 
8.1 
6.3 
3.6 

0.9 

0.9 

4.5 
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Table 17 Use of International Phonetic Alphabet 

I.P.A. 

Yes 

No 

Non-applicable 

Frequency Percent 

116 

114 

38 

43.3 

42.5 

14.2 

Valid Percent 

50.4 

49.6 

Table 18 Variants Indicated for Written Exercises 

Variant 

Different Vowel Comb 

Different Con. Comb. 

Diff. Vowel and Con. 
Combinations 

Diff. Vowel, Con. and 
Word Comb. 

Different Articulation 

Non-applicable 

Frequency 

76 

8 

24 

2 

1 

149 

Percent 

28.4 

3.0 

9.0 

0.7 

0.4 

55.6 

Valid Percent 

63.9 

6.7 

20.2 

1.7 

0.8 
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Table 19 Vowel and Consonant Variants for Vocal Exercises 

Syllabic Content Frequency 

Vowel Specific Type 
[a] 
[i] 
[0] 
Other 
More than one card. 
More than one other 
More than one card. 

and other 
Any vowel 
Cardinal 
Single card, or other 
Non-applicable 

Vowel General Type 
Front 
Back 
Front to back 

alternating 
Open to closed 

alternating 
Mixed vowels 
Any vowel 
Neutral 
Non-applicable 

Consonant Type 
Voiced Consonant 
Unvoiced Consonant 
Both 
Sustained Voiced Con 
Words 
Combination 
Other 
Any consonant 
Non-applicable 

5 
2 
4 
4 

37 
0 

16 

4 
21 

9 
166 

3 
17 
10 

2 

65 
3 
2 

166 

16 
3 
9 
1 
8 
2 
1 
2 

226 

Percent 

1.9 
0.7 
1.5 
1.5 

13.8 
0.0 
6.0 

1.5 
7.8 
3.4 

61.9 

1.1 
6.3 
3.7 

0.7 

24.3 
1.1 
0-7 

61.9 

6.0 
1.1 
3-4 
0-4 
3.0 
0.7 
0.4 
0.7 

84.3 

Valid Percent 

4.9 
2.0 
3.9 
3.9 

36.3 
0.0 

15.7 

3.9 
20.6 

8.8 

2.9 
16.7 

9.8 

2.0 

63.7 
2.9 
2.0 

38.1 
7.1 

21.4 
2.4 

19.0 
4.8 
2.4 
4.8 
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Table 20 Purpose of Written Exercises* 

Purpose 

Attack 

Placement 

Resonance 

Breath Support 

Phrasing 

Legato 

Staccato 

Agility 

Range 

Vowel Clarity 

Consonants 

Intonation 

Coor. of Registers 

Other 

No Answer 

Frequency 

78 

142 

108 

145 

62 

128 

29 

92 

102 

95 

31 

82 

133 

50 

1 

Percent 

29.1 

53.0 

40.3 

54.1 

23.1 

47.8 

10.8 

34.3 

38.1 

35.4 

11.6 

30.6 

49.6 

18.7 

0.4 

Valid Percent 

29.2 

53.2 

40.4 

54.3 

23.2 

47.9 

10.9 

34.5 

38.2 

35.6 

11.6 

30-7 

49.8 

18.7 

*These percentages will not add up to 100% because the respondents 
could check more than one answer (purpose) per exercise. 
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Table 21 Assignment of Written Exercises According to Voice Type 
and Competency Level 

Purpose 

Beginning Students 
Coloratura 
Soprano 
Mezzo 
Contralto 
Tenor 
Baritone 
Bass 

Frequency 

175 
189 
187 
183 
185 
184 
183 

Intermediate Students 
Coloratura 
Soprano 
Mezzo 
Contralto 
Tenor 
Baritone 
Bass 

Advanced Students 
Coloratura 
Soprano 
Mezzo 
Contralto 
Tenor 
Baritone 
Bass 

All Students 

No Answer 

206 
217 
219 
215 
216 
215 
208 

215 
218 
216 
207 
216 
211 
203 

147 

3 

Percent 

65.3 
70.5 
69.8 
68.3 
69.0 
68.7 
68.3 

76.9 
81.0 
81.7 
80.2 
80.6 
80.2 
77.6 

80.2 
81.3 
80.6 
77.2 
80.6 
78.7 
75.7 

54.8 

1.1 

Valid Percent 

66.0 
71.3 
70.6 
69.1 
69.8 
69.4 
69.1 

77.7 
81.9 
82.6 
81.1 
81.5 
81.1 
78.5 

81.1 
82.3 
81.5 
78.1 
81.5 
79.6 
76.6 

55.5 

•These percentages will not add up to 100% because the respondents 
could check more than one answer (type of student) per exercise. 
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Table 22 Frequency and Order of Use of Written Exercises in the 
Vocalization Process 

Use Frequency Percent Valid Percent 

Frequency of Use 
Every Lesson 
Frequently 
Sometimes 
No Answer 

Order of Use in Lesson 
Beginning 
Middle 
End 
Beginning/Middle 
Middle/End 
Beg./Middle/End 
No Answer 

68 
147 
49 

4 

95 
84 
68 

7 
6 
2 
6 

25.4 
54.9 
18.3 

1.5 

35.4 
31.3 
25-4 

2.6 
2.2 
0.7 
2.2 

25.8 
55.7 
18.6 

36.3 
32.1 
26.0 

2.7 
2.3 
0.8 

Table 23 Use of Written Exercises in Personal Vocalization Process 

Personal Vocalization Frequency Percent Valid Percent 

Always 

Frequently 

Sometimes 

Rarely 

Never 

No Answer 

54 

99 

75 

21 

7 

12 

20.1 

36.9 

28.0 

7.8 

2.6 

4.5 

21.1 

38.7 

29.3 

8.2 

2.7 
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Table 24 Source of Written Exercises 

Source Frequency Percent Valid Percent 

Self 

Vocal Book(s) 

Teacher 

Self/Book(s) 

Self/Teacher(s) 

Book(s)/Teacher(s) 

Self/Book(s)/Teacher(s) 

Other 

No Answer 

81 

16 

104 

2 

14 

12 

1 

23 

15 

30.2 

6.0 

38.8 

0.7 

5.2 

4.5 

0.4 

8.6 

5.6 

32 

6.3 

41.1 

0.8 

5.5 

4-7 

0.4 

9.1 
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Table 37 yp Test of Independence for Hypotheses 1.1-12.1 
Versus the Independent Variable of Gender 

Hypothesis 

1.1 Assignment of vocal 
exercises and/or 
published vocalises 

2.1 Use of Published 
Vocalises 

2.56 

d.f. p Value Conclusion 

0.278 Not Reject' 

Bordogni 
Concone 
Lamperti 
Marchesi 
Sieber 
Spicker 
Vaccai 
Other 

0.001 
3-47 

0.171 
0.001 

1.09 
0.508 
0.082 

1 0.967 
1 0.062 

* * 

1 0.679 
1 0.967 
1 0.296 
1 0.476 
1 0.774 

Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 

3.1 Time spent in 
vocalization in 
one-hour lesson 

3.11 Beginning Students 
3-12 Intermediate 
3.13 Advanced 

1.65 
4.56 
4.94 

5 
4 
5 

0.895 
0.335 
0.424 

Not Reject* 
Not Reject* 
Not Reject* 

4-1 Time spent in 
vocalization in 
one-half-hour lesson 

4-11 Beginning Students 
4-12 Intermediate 
4.13 Advanced 

5.1 Use of vocal exercises/ 
vocalises to warm-up 
or specific goals 

3.24 
2.88 
6.60 

3 
2 
2 

0.356 
0.237 
0.037 

Not Reject* 
Not Reject* 

*** Reject 

1.91 0-167 Not Reject' 
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Table 37 Continued 

Hypothesis 

6.1 Preference for students 
to warm-up on own 
before lesson 

6.11 Beginning Students 
6.12 Intermediate " 
6.13 Advanced 

y} 

0.083 
3.54 
1.57 

d.f. 

2 
2 
2 

p Value 

0.960 
0.170 
0.456 

Conclusion 

Not Reject* 
Not Reject* 
Not Reject* 

7.1 How often students 
come warmed-up 
if preferred by teacher 

7.11 Beginning students 
7.12 Intermediate 
7.13 Advanced 

9.1 Use same exercises 
for all students 

5.19 
2.85 

0.418 

8.1 Use large variety or 0.027 
few standard exercises 

0.229 

10.1 Use certain exercises 0.013 
for specific voice types 

11.1 Use certain exercises 0.000 
for different compe
tency levels 

12.1 Tailor exercises to 0.001 
meet needs of 
individual student 

3 0.159 
3 0.415 
3 0.936 

1 

Not Reject* 
Not Reject* 
Not Reject* 

0.870 Not Reject' 

0.632 Not Reject' 

0.909 Not Reject* 

1.000 Not Reject' 

0.977 Not Reject* 

*Insufficient evidence for rejecting the hypothesis. 
**Statistics cannot be computed when the number of non-empty 
rows or columns is one. 
•••Significant at the 0.05 level. 
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Table 38 Crosstabulation of Gender with Question 4, Part 2: 
Time Spent in Vocalization in One-half-hour Lesson 

Gender 

Advanced Student 

0-5 min. 

6-10 min. 

11-15 min. 

Column Totals 

Column Percent 

Male 

9 

3 

2 

14 

5 0 

Female 

3 

3 

8 

14 

5 0 

Totals 

12 

6 

10 

28 

Percent 

42.9 

21-4 

35.7 

100.0 
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Table 39 f} Test of Independence for Hypotheses 1.2-12.2 
Versus the Independent Variable of Voice Type 

Hypothesis d.f. p Value Conclusion 

1.2 Assignment of vocal 
exercises and/or 
published vocalises 

8.31 10 0.599 Not Reject' 

2.2 Use of Published 
Vocalises 

3.2 

3.21 
3.22 
3.23 

Bordogni 
Concone 
Lamperti 
Marchesi 
Sieber 
Spicker 
Vaccai 
Other 

Time spent 
vocalization 

in 
in 

one-hour lesson 

Beginning ! 
Intermediate 
Advanced 

Students 
II 

II 

2.89 
9.14 

2.81 
2.71 
4.81 
1.98 
3.90 

20.79 
20.63 
22.99 

5 
5 

5 
5 
5 
5 
5 

25 
20 
25 

0.717 
0.104 

* * 

0.730 
0.744 
0.440 
0.852 
0.564 

0.704 
0.419 
0.578 

Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 

Not Reject* 
Not Reject* 
Not Reject* 

4.2 Time spent in 
vocalization in 
one-half-hour lesson 

4.21 Beginning Students 
4.22 Intermediate 
4.23 Advanced 

11.95 
8.37 

11.55 

5.2 Use of vocal exercises/ 9.45 
vocalises to warm-up 
or specific goals 

15 
10 
10 

0.683 
0.593 
0.317 

Not Reject* 
Not Reject* 
Not Reject* 

0.092 Not Reject' 
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Table 39 Continued 

Hypothesis 

6.2 Preference for students 
to warm-up on own 
before lesson 

6.21 Beginning Students 
6.22 Intermediate 
6.23 Advanced 

y? 

7.98 
7.69 
5.33 

d.f. 

10 
10 
10 

p Value 

0.631 
0.659 
0.868 

Conclusion 

Not Reject* 
Not Reject* 
Not Reject* 

7.2 How often students 
come warmed-up if 
preferred by teacher 

7.21 Beginning students 
7.22 Intermediate 
7.23 Advanced 

8.2 Use large variety or 
few standard exercises 

9.2 Use same exercises 
for all students 

10.2 Use certain exercises 
for specific voice types 

11.2 Use certain exercises 
for different compe
tency levels 

12.2 Tailor exercises to 
meet needs of 
individual student 

12.38 
22.31 
10.90 

4.12 

3.63 

5.52 

5.68 

15 
15 
15 

5 

5 

5 

4 

0.650 
0.100 
0.759 

0.532 

0.604 

0.355 

0.225 

Not Reject* 
Not Reject* 
Not Reject* 

Not Reject* 

Not Reject* 

Not Reject* 

Not Reject* 

4.81 0.440 Not Reject' 

*Insufficient evidence for rejecting the hypothesis. 
**Statistics cannot be computed when the number of non-empty 
rows or columns is one. 
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Table 40 yp Test of Independence for Hypotheses 1.3-12.3 
Versus the Independent Variable of Age 

Hypothesis 

1.3 Assignment of vocal 
exercises and/or 
published vocalises 

2.3 Use of Published 
Vocalises 

6.96 8 

d.f. p Value Conclusion 

0.541 Not Reject' 

Bordogni 
Concone 
Lamperti 
Marchesi 
Sieber 
Spicker 
Vaccai 
Other 

1.65 

1.87 
3.40 

2.37 
2.25 

4 

4 
4 

4 
1 

• * 

0.799 
* * 

0.761 
0.493 

* • 

0.668 
0.134 

Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 

3.3 Time spent in 
vocalization in 
one-hour lesson 

3.31 Beginning Students 
3.32 Intermediate 
3.33 Advanced 

18.53 
22.37 
14.28 

20 
16 
20 

0.552 
0.132 
0.816 

Not Reject* 
Not Reject* 
Not Reject* 

4.3 Time spent in 
vocalization in 
one-half-hour lesson 

4.31 Beginning Students 
4.32 Intermediate 
4.33 Advanced 

5.3 Use of vocal exercises/ 
vocalises to warm-up 
or specific goals 

12.47 
3.42 
8.50 

2.40 

12 
8 
8 

0.409 
0.905 
0.387 

Not Reject* 
Not Reject* 
Not Reject* 

0.662 Not Reject* 
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Table 40 Continued 

Hypothesis 

6.3 Preference for students 
to warm-up on own 
before lesson 

d.f. p Value Conclusion 

6.31 Beginning Students 
6.32 Intermediate 
6.33 Advanced " 

7.3 How often students 
come warmed-up 
if preferred by teacher 

7.31 Beginning students 
7.32 Intermediate 
7.33 Advanced 

8.3 Use large variety or 
few standard exercises 

9.3 Use same exercises 
for all students 

10.3 Use certain exercises 
for specific voice types 

11.3 Use certain exercises 
for different compe
tency levels 

12.3 Tailor exercises to 
meet needs of 
individual student 

9.03 
5.97 
7.52 

8 
8 
8 

0.340 
0.651 
0.482 

Not Reject* 
Not Reject* 
Not Reject* 

7.98 
13.30 
11.51 

2.84 

3.25 

2.96 

1.53 

12 
12 
12 

4 

4 

4 

4 

0.787 
0.347 
0.486 

0.584 

0.517 

0.564 

0.821 

Not Reject* 
Not Reject* 
Not Reject* 

Not Reject* 

Not Reject* 

Not Reject* 

Not Reject* 

3.40 0.493 Not Reject* 

*Insufficient evidence for rejecting the hypothesis. 
**Statistics cannot be computed when the number of non-empty 
rows or columns is one. 
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Table 41 yP Test of Independence for Hypotheses 1.4-12.4 Versus 
the Independent Variable of Number of Years Teaching 

Hypothesis d.f. p Value Conclusion 

1-4 Assignment of vocal 
exercises and/or 
published vocalises 

5.51 0.480 Not Reject' 

2.4 Use of Published 
Vocalises 

3-4 

3-41 
3.42 
3-43 

Bordogni 
Concone 
Lamperti 
Marchesi 
Sieber 
Spicker 
Vaccai 
Other 

Time spent 
vocalization 

in 
in 

one-hour lesson 

Beginning ! 
Intermediate 
Advanced 

Students 
II 

11 

4.64 
4.26 

3.56 
1.09 

0.421 
4.04 

21.83 
11.16 
19.81 

3 
1 

1 
3 

3 
1 

15 
12 
15 

0.200 
0.039 = 

* * 

0.059 
0-779 

* * 

0.936 
0.044 

0.112 
0.515 
0.180 

Not Reject* 
•=** Reject 

Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 
Not Reject* 

*** Reject 

Not Reject* 
Not Reject* 
Not Reject* 

4-4 Time spent in 
vocalization in 
one-half-hour lesson 

4.41 Beginning Students 
4.42 Intermediate 
4.43 Advanced 

5.4 Use of vocal exercises/ 3.44 
vocalises to warm-up 
or specific goals 

12.10 
6.44 
5.97 

9 
2 
6 

0.208 Not Reject* 
0.040 *** Reject 
0.427 Not Reject* 

0.328 Not Reject' 
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Table 41 Continued 

Hypothesis 

6.4 Preference for students 
to warm-up on own 
before lesson 

6.41 Beginning Students 
6.42 Intermediate 
6.43 Advanced 

y} 

4.07 
2.60 
6.05 

d.f. 

6 
6 
6 

p Value 

0.667 
0.857 
0.418 

Conclusion 

Not Reject* 
Not Reject* 
Not Reject* 

7-4 How often students 
come warmed-up 
if preferred by teacher 

7-41 Beginning students 
7.42 Intermediate 
7.43 Advanced 

8.4 Use large variety or 
few standard exercises 

9.4 Use same exercises 
for all students 

10.4 Use certain exercises 
for specific voice types 

11-4 Use certain exercises 
for different compe
tency levels 

12.4 Tailor exercises to 
meet needs of 
individual student 

7.04 
12.25 

9.08 

3.11 

1.96 

3.30 

2.42 

9 
9 
9 

3 

3 

3 

3 

0.633 
0.199 
0.430 

0.376 

0.581 

0.348 

0-490 

Not Reject* 
Not Reject* 
Not Reject* 

Not Reject* 

Not Reject* 

Not Reject* 

Not Reject* 

2.37 0.499 Not Reject* 

*Insufficient evidence for rejecting the hypothesis. 
**Statistics cannot be computed when the number of non-empty 
rows or columns is one. 
***Significant at the 0.05 level. 
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Table 42 Crosstabulation of Number of Years Teaching with 
Question 2, Part 2: Use Published Vocalises/Concone 

Concone Vocalises Yes 

No. Years Teaching 

1-20 0 

21-39 2 

Column Totals 2 

Column Percent 6.1 

No 

22 

9 

31 

93.9 

Totals 

22 

1 1 

33 

Percent 

66.7 

33.3 

100.0 

Table 43 Crosstabulation of Number of Years Teaching with 
Question 2, Part 2: Use Published Vocalises/Marchesi 

Marchesi Vocalises Yes No Totals Percent 

No. Years Teaching 

1-20 

21-39 

Column Totals 

Column Percent 12.1 

21 

8 

29 

87.9 

22 

1 1 

33 

66.7 

33.3 

100.0 
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Table 44 Crosstabulation of Number of Years Teaching with 
Question 2, Part 2: Use Published Vocalises/Other 

Other Vocalises Yes No Totals Percent 

No. Years Teaching 

1-20 

21-39 

Column Totals 

Column Percent 

8 

24.2 

19 

6 

25 

75.8 

22 

1 1 

33 

66.7 

33.3 

100.0 

Table 45 Crosstabulation of Number of Years Teaching with 
Question 4, Part 2: Time Spent in Vocalization of 
Intermediate Students in One-half-hour Lesson 

No. Years Teaching 

Intermediate Student 

0-5 min. 

6-10 min. 

11-15 min. 

Column Totals 

Column Percent 

1-20 

3 

5 

12 

2 0 

71.4 

21 

28 

-39 

1 

6 

1 

8 

.6 

Totals 

4 

1 1 

13 

28 

Percent 

14.3 

39.3 

46.4 

100.0 
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Table 46 y^ Test of Independence for Hypotheses 13-20 

Hypothesis d.f. p Value Conclusion 

13. 

14 

15 

Use of same exercises 8.18 
versus exer. for 
specific voice types 

Use of same exercises 0.00 
versus exer. for diff. 
competency levels 

Use of same exercises 0.113 
versus tailor of exer. 
for individuals 

1 0.004 *** Reject 

1.000 Not Reject' 

0.737 Not Reject* 

16 

17 

18. 

Use of exer. for 
warm-up or goals 
versus use of same 
exercises 

Use of exer. for 
warm-up or goals 
versus tailor of 
exercises for 
individuals 

Preference for 
students to warm-
up versus how often 
come warmed-up 

0.048 

0.000 

0.827 Not Reject' 

1.000 Not Reject' 

18.01 Beginning Students 0.184 1 0.668 Not Reject' 

18.02 Intermediate 

18.03 Advanced 

6.43 

5.91 

0.011 *** 

0.015 *** 

Reject 

Reject 
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Table 46 Continued 

Hypothesis 

19. Preference for 
students to warm-
up versus time spent 
in vocalization in 
one-hour lesson 

d.f. p Value Conclusion 

19.01 Beginning Students 8.63 10 0.567 Not Reject' 

19.02 Intermediate 6.99 8 0.538 Not Reject' 

19-03 Advanced 5.24 0.022 *** Reject 

20. Preference for 
students to warm-
up versus time spent 
in vocalization in 
one-half-hour 
lesson 

20.01 Beginning Students 3.73 

20.02 Intermediate 

20.03 Advanced 

0.977 

6.60 

0.714 Not Reject* 

0.913 Not Reject* 

0.037 *** Reject 

*Insufficient evidence for rejecting the hypothesis. 
***Significant at the 0.05 level. 
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Table 47 Crosstabulation of Question 9, Part 2: Same Exercises for 
All Students with Question 10, Part: Use Exercises for 
Specific Voice Types 

Specific Voice Types Yes 

Same exercises 
for all students 

Yes 4 

No 20 

Column Totals 24 

Column Percent 68.6 

No 

8 

3 

1 1 

31-4 

Totals 

12 

23 

35 

Percent 

34.3 

65.7 

100.0 

Table 48 Crosstabulation of Question 6, Part 2: Preference for 
Intermediate Students to Warm-up on Their Own with 
Question 7, Part 2: Do Intermediate Students Come 
Warmed-up to the Lesson 

Prefer Intermediate Yes 
Students to come 
Warmed-up 

No Totals Percent 

Intermediate Students 
Come Warmed-up 

Frequently 

Sometimes 12 

15 

14 

51.7 

48.3 

Column Totals 1 1 18 29 100.0 

Column Percent 37.9 62.1 
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Table 49 Crosstabulation of Question 6, Part 2: Preference for 
Advanced Students to Warm-up of Their Own with 
Question 7, Part 2: Do Advanced Students Come 
Warmed-up to the Lesson 

Prefer Advanced 
Students to come 
Warmed-up 

Advanced Students 
Come Warmed-up 

Yes No Totals Percent 

Frequently 14 21 67.7 

Sometimes 8 10 32.3 

Column Totals 16 15 31 100.0 

Column Percent 51.6 48.4 
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Table 50 Crosstabulation of Question 6, Part 2: Preference for 
Advanced Students to Warm-up of Their Own with 
Question 3, Part 2: Time Spent in Vocalization of 
Advanced Students in a One-hour Lesson 

Prefer Advanced 
Students to come 
Warmed-up 

Yes No Totals Percent 

Time spent in vocal
ization of advanced 
students in one-hour 
lesson 

0-15 minutes 

16-30 minutes 

Column Totals 

Column Percent 

1 1 

15 

45.5 

6 

12 

18 

54.5 

17 

16 

33 

51.5 

48.5 

100.0 
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Table 51 Crosstabulation of Question 6, Part 2: Preference for 
Advanced Students to Warm-up of Their Own with 
Question 4, Part 2: Time Spent in Vocalization of 
Advanced Students in a One-half-hour Lesson 

Prefer Advanced 
Students to come 
Warmed-up 

Yes No Totals Percent 

Time spent in vocal
ization of advanced 
students in one-half-
hour lesson 

0-5 minutes 

6-10 minutes 

11-15 minutes 

Column Totals 

Column Percent 

9 

3 

2 

14 

5 0 

3 

3 

8 

14 

5 0 

12 

6 

10 

28 

42.9 

21.4 

35.7 

100.0 
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CHAPTER V 

DISCUSSION OF RESULTS 

In Chapter IV, the results were divided into three main 

sections: the frequencies from the questionnaire, the crosstabulation 

frequencies of certain questions from the questionnaire, and the 

statistical analysis. The questionnaire itself was divided into three 

parts: personal information (demographics), general questions 

regarding vocalization in the studio, and a listing of vocal exercises 

and specifics concerning their use. The discussion of results will 

follow these same divisions. 

Frequencies from the Ouestionnaire 

Part 1: Demographics 

Thirty-five completed questionnaires were returned from 23 

out of 52 institutions, or 44.2% of the sample. The demographics 

show a varied group of respondents, split almost evenly among 

gender lines (17 male, 18 female) as well as voice type (nine 

soprano, eight mezzo and contralto, eight tenor, and nine bartitone 

and bass). The majority of respondents were tenured faculty 

members, with professor being the most common rank (37.1%). The 

median age was 47.5 years, and the median number of years 

teaching experience was 20. When the questionnaire was returned, 

42.8% taught 11-20 students, and 34.3% taught 21-30 students. 

These frequencies show that the respondents were older. 
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experienced teachers and represented an even distribution of voice 

type and gender. 

Part 2: General Questions Regarding Vocalization 

Question 1, Part 2 of the questionnaire asked the respondents if 

they regularly assigned vocal exercises, vocalises, or both. It was a 

very telling number that only 2.9% of those that responded to the 

question answered vocalises, and 26.5% answered both. A review of 

the literature showed that while vocalises were the mainstay of vocal 

technique prior to this century, this is no longer the case. With the 

"song approach" school and the desire of teachers to use simpler 

vocal exercises, often of their own design, vocalises are not used as 

often in the studio. Of those who answered Question 2, which 

published vocalises do you use, Marchesi, Concone, and Vaccai were 

selected most often. Many experts in the review of the literature 

stated that they augmented their own exercises with vocalises from 

these masters. Nine respondents checked other, and listed the 

following vocalises: Liitgen, Cox, Coffin, Liebling, Lii, Choriibengen, 

and three respondents said they used their own vocalises, which one 

must assume means vocalises complete with accompaniment rather 

than simple exercises. 

Questions 3 and 4, Part 2 of the questionnaire concerned the 

amount of time spent on vocalization of beginning, intermediate, and 

advanced students in a one-half-hour or one-hour lesson. In the 

review of the literature, authorities vary in the amount of lesson 

time devoted to vocalization, from a few minutes to half of the lesson 
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time. For beginning students, the majority of respondents spent one-

third to one-half of the lesson time in vocalization. For intermediate 

students the time was somewhat less but still approaching between 

one-third and one-half of the lesson time. The amount of 

vocalization time dropped significantly for advanced students, with 

42.4% of those responding for a one-hour lesson vocalizing 6-20 

minutes, and 42.9% vocalizing advanced students 0-5 minutes for a 

one-half-hour lesson. The key factor is the competency level of the 

student. Beginning and intermediate students tend to require much 

more vocal technique training, while advanced students are working 

more on repertoire. 

Experts in the field have mixed feelings on the use of vocal 

exercises to warm-up the voice or to achieve specific goals, the fifth 

question asked in Part 2 of the questionnaire. Many feel that the 

voice should indeed be warmed-up with vocal exercises before 

singing either literature or technical studies. Others feel that "warm-

up" is almost a pejorative term and denies the technical training 

aspect of vocal exercises. One respondent obviously agreed with the 

latter group, and stated, "'Warmed-up' is not a concept I employ—I 

check coordination." The respondents were given the option of 

selecting warm-up, specific goals, or both. Both was selected by 

85.7% of the respondents, 14.3% selected specific goals, and no one 

selected warm-up. The 14.3% may have agreed with the derogatory 

nature of the term. 

Question 6, Part 2 of the questionnaire asked if the respondents 

prefer to have their beginning, intermediate, and advanced students 
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warm-up for their lesson, and Question 7, Part 2 asked how often 

their beginning, intermediate, and advanced students actually come 

warmed-up if instructed to do so. The review of the literature 

showed an unusual degree of agreement on this issue: beginning 

students should not warm-up or vocalize without their teacher 

present. The respondents seemed somewhat mixed, however. While 

51.4% said they did not want their beginning students warming-up 

on their own before lessons, 25.7% answered sometimes, and 22.9% 

answered yes. It would perhaps have been better if the option of 

sometimes was not given, because one does not know how many of 

those respondents would have said yes and how many would have 

answered no. As expected, the percentage of no responses decreased 

as the competency level increased, with 22.9% answering they do not 

want their intermediate students to warm-up, and only 11.4% stating 

they do not want their advanced students warming-up before 

lessons. 

Of those who responded to Question 7, how often do your 

students come warmed-up if you prefer it, 80% said their beginning 

students came warmed-up rarely or sometimes, compared to 48.3% 

of intermediate students and only 32.3% of advanced students. Such 

decreasing numbers would be expected as intermediate and 

advanced students would naturally tend to warm-up more than a 

beginner. 

Experts are mixed as to whether a large variety or a few 

standard exercises are necessary, the aim of Question 8, Part 2 of the 

questionnaire. The respondents apparently agreed, with 51.4% 
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choosing a large variety, and 48.6%, a few standard. Interestingly, 

there was not much discussion in the literature concerning the use of 

different exercises according to voice type, competency level, 

individual students, or if exercises are to be given to everyone. As 

stated in Chapter II, this may be because some authors feel that the 

voice teacher will automatically assign exercises according to these 

different factors. Only 34.3% of the respondents said they used the 

same exercises for all students (Question 9, Part 2), while 68.6% and 

94.1% answered they selected exercises based on voice type and 

competency levels, respectively (Questions 10 and 11, Part 2). All 

but one respondent said that they tailored exercises to meet the 

needs of the individual (Question 12, Part 2). This indicates that the 

respondents feel they are very discriminating in their use of vocal 

exercises. It is extremely interesting, however, that in response to 

Question 2, Part 3 of the questionnaire (to whom do you assign this 

exercise), 55.5% checked all students. Perhaps the teacher is not as 

discriminating as he/she thinks he/she is in actual practice, or the 

subtleties of changing the vocal exercise to accommodate a certain 

student could not be accurately notated. 

Part 3: Vocal Exercises and Their Specific Use 

In Part 3 of the questionnaire, the respondents were asked to 

write up to ten exercises they regularly used in vocalizing their 

students. Out of 350 possible exercises for 35 completed question

naires, 268 exercises were written out. The data from these 268 

exercises were placed in a separate file and analyzed for musical and 
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syllabic content. The exercises were first sorted into four major 

classifications based upon the four basic exercises by Van Christy 

(1975b). Of the written exercises listed, 9% were same note, 29.9% 

were scalar, 23.9% were arpeggio, 31.3% were combination, and 69c 

were other. Several types of exercises were found in other, 

including: trill, glissando, portamento, yawn-sigh, excerpts from the 

literature, Vaccai vocalises; and non-singing exercises, such as 

breathing exercises. Christy stated that the majority of exercises are 

combination exercises, and this was proven to be true in this 

instance. However, the percentage of scalar exercises is so close to 

that of combination exercises that one could not state it is the 

definitive majority. Indeed, the percentage of arpeggio, scalar, and 

same note exercises (62.8%) is so high that it seems to suggest that 

voice teachers are using simpler exercises rather than combination 

exercises, which include combinations of same note, scales, and 

arpeggios. 

The exercises were then placed into a more specific category 

under classification called type. The same note classification was 

divided into two types: same note (including repeated notes) and 

"messa di voce." Eighteen exercises, or 6.7% were same note type, 

and 7 exercises, or 2.6% were "messa di voce." There is a discrepancy 

of one exercise (there were 24 exercises under the classification 

same note) because one repeated note exercise involved breathing 

exercises and was placed in the classification other. 

The classification of scalar exercises was divided into seven 

major types: less than five-note scalar, five-note scalar, eight-note 
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scalar, nine-note scalar, two octave scalar, chromatic, and other 

scalar. The two types of scales listed most often in the questionnaire 

were the five-note scalar, 32 exercises (11.9%) and other scalar, 20 

exercises (7.5%). Other scalar included neighbortone scales and 

combinations of other scales. It is not surprising that five-note scales 

formed the largest category of scales, as they were the most common 

type of scale found in the literature. There were a total of 81 scale 

types, again a discrepancy of one exercise (there were 80 exercises 

under the classification of scalar). Once again, a five-note scalar 

exercise involved specific breathing instructions and was placed 

under the classification other. 

The classification arpeggio was divided into six major types: 

tonic chord arpeggio, octave arpeggio, octave plus a third arpeggio, 

two octave arpeggio, arpeggio I-V-I, and other arpeggio. The type 

the respondents used most often was the octave arpeggio, used in 23 

exercises, or 8.6% of all the exercises written. Again, this was the 

arpeggio exercise listed most often in the literature review, although 

the use of the tonic chord arpeggio (5.6%) and tonic/dominant 

arpeggio (4.5%) in the questionnaire followed closely behind. 

There were seven major types in the classification of 

combination exercises: thirds, octave skips, octave skips followed by 

scales or arpeggios, other interval skips, other interval skips followed 

by scales, repeated notes followed by a combination of scales or 

arpeggios, and arpeggio/scale combinations. If the types of exercises 

using interval skips were put together, they would represent the 

largest group of combination exercises: 38 exercises, or 14.1%. 
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Repeated-combination exercises were 9%, and arpeggio/scale 

combinations were 8.2%. 

There were 14 exercises in the type other, as compared to 16 

exercises in the classification other. Again, two exercises were placed 

in the same note and five-note scalar types because they had specific 

breathing instructions. The exercises in the type other included the 

same exercises as in the classification other: trill, glissando, 

portamento, yawn-sigh, excerpts from the literature, Vaccai 

vocalises; and non-singing exercises, such as breathing exercises. The 

respondents may actually use more type other exercises in the 

studio, especially non-singing exercises, but felt that they were 

supposed to write "musical" exercises since a staff was given in the 

questionnaire. 

The exercises were further analyzed in terms of musical 

content. In the category of melodic line movement, 25 exercises had 

a static melodic line, which obviously coordinated with the 25 

exercises that are same note or "messa di voce." By far the largest 

single category of exercises began with an ascending line and then 

descended back to the starting pitch (102 exercises, or 38.6%). This 

category, combined with all categories of exercises that begin with an 

ascending line, total 163 exercises, or 61.7%. Those that begin with a 

descending motion total 76, or 28.8%. There are 48 exercises (18.2%) 

that simply descend. The literature is split in the use of ascending or 

descending exercises. Many experts feel that descending exercises 

are best, especially for the development of head voice and blending 

registers. Others feel that ascending exercises should be used first. 
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Still others comment that ascending and descending exercises are of 

equal importance. The respondents in this survey, however, 

definitely favored exercises that began with an ascending motion. 

That the largest category that contained exercises that began with an 

ascent followed by a descent would seem to indicate the importance 

of a balance between the two. 

In the category of starting pitch, the single largest response 

was for c l , or middle c (117 exercises, or 44.5%). It must be 

assumed this is where the voice teacher actually starts the exercise, 

but it may also indicate the ease of notation in the key of C major. 

The next largest category was the g above middle c, ĝ  (55 exercises, 

or 29.0%). This correlated with the findings in the review of the 

literature that vocalization should begin in the most comfortable 

range of the voice, generally the middle voice. Twenty-six exercises, 

or 9.9%, began on c2, the c one octave above middle c. Many 

exercises indicated different starting pitches for men and women. 

The next five categories of musical content concerned the 

musical notation of the exercises: tempo, meter, rhythm, dynamics, 

and articulation. Only 22 exercises out of 268 indicated any tempo 

markings, and only 17 indicated dynamics (12 of those indicated the 

gradual crescendo and decrescendo of the "messa di voce"). The 

research showed that experts have definite opinions on the use of 

tempo and dynamics, generally working from a slow to fast tempo on 

a healthy mezzo forte. The respondents either did not consider these 

categories important, or, more likely, just neglected to notate them. 
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They may aurally communicate changes in tempo and dynamics to 

their students. 

There was more indication by the respondents for articulation, 

with 103 exercises (38.4%) having articulation markings. Of these, 

the largest category was for legato (52 exercises, or 50.5% of those 

exercises that indicated articulation markings). The respondents 

apparently agreed with the experts that legato singing is of 

paramount importance in the vocal art. 

The exercises were examined for meter and rhythm, and the 

most common meter used was 4/4 (135 exercises, 51.3%). The 

quarter note was used in 80 exercises, or 30.4%, and the eighth note 

was used in 24.3% of the exercises that utilized note values (64 

exercises). Again, this may indicate the ease of notation and/or the 

genuine use of those meters and note values. 

Following the musical analysis, the written vocal exercises were 

examined for syllabic content. The categories included: the type of 

vowel(s), consonant(s), and/or words used, the usage of those 

vowel(s), consonant(s), and/or words, and the use (or not) of the 

International Phonetic Alphabet (I.P.A.). Vowel types were divided 

into two categories: specific and general. The specific type refers to 

the vowel itself, such as one of the cardinal vowels ([a, e, i, o, u]), 

while the general type refers to location or the way the vowel is 

produced (front, back, open, closed). Consonant types included the 

following: voiced consonants, unvoiced consonants, both voiced and 

unvoiced consonants, sustained voiced consonants, words, and other. 
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As expected from the review of the literature, the single largest 

category of specific vowel types contained more than one cardinal 

vowel ([a, e, i, o, u]). Eighty-one exercises, or 37.5% of those exercises 

that used vowels were in this category. The largest category of 

single specific vowels was [a], referred to by Fields (1947) and 

Manen (1987) as the matrix vowel of the singing voice, with 51 

exercises, or 23.6%. In the general category, the category with the 

largest number of exercises was back vowels, of which [a] is one, 

used in 86 exercises, or 39.8%. The next largest category was mixed 

vowels, used in 49 exercises, or 22.7%. Vocal authorities state the 

importance of using mixed vowels, or even alternating between front 

and back or open and closed vowels. Thirty-three exercises, or 15.3% 

indicated the use of alternating front to back vowels, and 15 

exercises (6.9%), in both the general and specific types of vowels, 

indicated that any vowel could be employed. Eleven exercises utilize 

the semi-vowel or glide [j] (as in the "y" in "yes"), which voice 

teachers in the literature review suggest for freedom of jaw 

movement. Thirteen exercises, or 6%, utilized only other vowels, and 

these include the following: [A, j , 0, y, ae, U] and [aj (as in "task"). 

Numerous experts in the literature stress the importance of 

using voiced consonants in the technical training of the voice, and 

some cautioned against the use of unvoiced consonants. The 

respondents apparently agreed, with 63 exercises, or 44.7% of those 

exercises that utilize consonants in the voiced category. Seventeen 

exercises, or 12.1% used unvoiced consonants, and 22 exercises, or 
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15.6% used both voiced and unvoiced consonants. Sustained voiced 

consonants were used in 9 exercises, or 6.4%, and 27 exercises 

(19.1%) used words. The sustained voiced consonant category 

contained humming exercises, generally nasal consonants, including 

the [r)]. Exercises that actually wrote a word containing [g], such as 

"hung" or "bing," were placed in the word category. In total, there 

were nine exercises that utilized the [r)], an exercise promulgated by 

Fillebrown (1911). Although expert opinion on the use of the 

aspirate [h] is mixed, many extol its importance, especially in the 

area of placement and breath support. Nineteen exercises written by 

the respondents used the aspirate [h]. Of the 27 exercises that 

utilized words, many used phrases, including the following: "Seele 

mein," "la mia mama," "the skies above," and "Oh, how I love to sing." 

The vowels and consonants were then examined for their 

syllabification within the vocal exercise (see Examples 11 and 12, 

Chapter II). There was not much discussion in the literature 

concerning the syllabification in vocal exercises, although many 

exercises contained in vocal books use different examples of vowel 

and consonant placement. By far the use of one vowel per exercise 

was the most common form of vowel syllabification used by the 

respondents in the written vocal exercises. Of those exercises that 

contained vowels, 75 exercises, or 34.7% used only one vowel per 

exercise. The next four largest categories were the following: one 

vowel per syllable (28 exercises, or 13%), different vowels per 

syllable (29 exercises, or 13.4%), different vowels melismatic (34 

exercises, or 15.7%), and different vowels combination (23 exercises, 
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or 10.6%). The data suggest that while the respondents did use 

exercises with more than one vowel, there was a tendency to use 

only one vowel per exercise, a practice that authorities believe leads 

to faulty technical preparation (McKinney, 1982; Miller, 1986). Vocal 

repertoire contain words, with many varieties of vowels and 

consonants, and the explicit use of only one of either category does 

not properly prepare the student for the singing of songs. In the 

same manner, the largest category of consonant syllabification was 

one initial consonant per vocal exercise, found in 42 exercises, or 

37.8% of those exercises that utilized consonants. This is followed 

somewhat closely, however, by one consonant per syllable, with 31 

exercises, or 27.9%. Coffin (1976) notes that the use of initial 

consonants, to the exclusion of medial and final consonants (found 

only in syllables or words) also does not properly prepare the vocal 

student for the singing of repertoire. 

Of those exercises that utilized vowels, consonants, or words, 

there was an almost even split between the use of the I.P.A. and the 

use of traditional phonetics. I.P.A. was used in 116 exercises, or 

50.4%. The use of the I.P.A. gives a more accurate indication of the 

exact sounds, regardless of the language, that the student is to sing. 

There was no predictor from reviewing the literature as to whether 

the respondents would use I.P.A. or not. It is noteworthy, however, 

that most recent vocal books implement the I.P.A. There may be a 

correlation between the age of the respondent and the use of the 

I.P.A. 
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Respondents were asked to indicate any variants for the 

written exercises, either in terms of different vowel, consonant, or 

word combinations or different articulation. Mathilde Marchesi 

(1970) and others suggest changing the articulation of vocal exercises 

depending on the result desired from the student. Only one exercise 

from the survey, however, indicated any different articulation as a 

variant. The use of different vowels and consonants is almost a 

given, and the single largest category in this survey was the use of 

different vowels. Of those exercises that indicated variants, 76 

exercises, or 63.9%, used different vowels. Eight exercises, or 6.7%, 

listed only consonant variants, but 24 exercises (20.2%) listed 

consonant and vowel variants. Eight exercises, or 6.7%, used 

different word combinations, and 2 exercises (1.7%) used different 

vowel, consonant, and word combinations as variants. That means 

that 102 exercises, or 85.8% used some type of vowel variant, and 34 

exercises, or 35.3% used consonant and/or word variants. These 

figures will not add up to 100% because vowels and/or consonants 

were included in more than one category. 

Of those variants that utilized different vowel combinations, 69 

exercises, or 67.7%, used only cardinal vowels, either singly or in 

combination with other cardinal vowels [a, e, i, o, uj. When combined 

with all categories that included the use of cardinal vowels, including 

any vowel and those categories that combine cardinal and other 

vowels, the number rose to 98 exercises, or 96.1%. Only four 

exercises, or 3.9%, of those exercises that included vowel variants, 

used other vowels exclusively. The vowels used were the following: 

196 



[A] and [U]. These frequencies of vowels used, both here as variants 

and the primary exercises as well, show the predominance of the use 

of cardinal vowels. While the Italian cardinal vowels do serve as the 

standard vowels for teaching vocal technique, authors in the 

literature wam against the use of them exclusively. Experts such as 

Richard Miller (1986) stress the importance of using all vowels, 

which will better prepare the students for the singing of literature. 

The largest single category in the variants used for the general type 

of vowel was mixed vowels, found in 65 exercises, or 63.7%, of all 

those exercises that indicated vowel variants. In the consonant type 

of variants used, the largest category was, expectedly, voiced 

consonants, with 16 exercises, or 38.1%. 

In Part 3, Question 1 of the questionnaire, the respondents 

were asked why they assigned the exercise they had just written. 

Fourteen categories, including other, were listed, and the respondents 

were asked to check those categories that best exemplify the purpose 

of the exercise. Out of 268 exercises, all but one had at least one 

purpose checked. Breath support was the category that was checked 

most often. Of those exercises with at least one purpose selected, 

breath support was checked for 145 exercises, or 54.3%. Placement 

followed closely with 142 exercises, or 53.2%. It may or may not be 

coincidental that these two areas of vocal technique are often the 

first that voice teachers address. While many vocal experts suggest a 

certain sequence in which different areas of vocal technique are 

taught, there is not the feeling that any area is significantly more 
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important than the others. All areas of vocal technique must be 

stressed in order to develop the full potential of the voice. 

The next category of vocal technique that was checked most 

often was coordination of registers, with 133 exercises, or 49.8%. 

Legato was selected as a purpose for 128 exercises, or 47.9%, and 

resonance was checked for 108 exercises, for 40.4%. The only other 

category selected for more than 100 exercises was range, with 102 

exercises, or 38.2%. Vowel clarity was checked for 95 exercises, or 

35.6%; agility was selected for 92 exercises, or 34.5%; intonation was 

checked for 82 exercises, or 30.7%; attack was selected for 78 

exercises, or 29.2%; and phrasing was checked for 62 exercises, or 

23.2%. The only frequency that was perhaps surprising was the 

percentage of exercises that chose intonation as a purpose (30.7%). 

Intonation was not discussed as much in the literature as one might 

expect, yet it is obviously of great concern to voice teachers and 

conductors. This is probably a very realistic number. 

The two categories of purpose that were selected the least were 

consonants (31 exercises, or 11.6%) and staccato (29 exercises, or 

10.9%). In both cases, the review of the literature showed that 

experts feel that voice teachers are often remiss in teaching staccato 

articulation and the utilization of all consonants. It is certainly true 

in the case of these respondents that these two areas of vocal 

technique were not viewed as important as the other areas. 

There were 50 exercises, or 18.7% that selected other as a 

category in response to Part 3, Question 1. In many instances, the 

answers that were written in could have been placed within the 
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confines of those given. For example, one respondent wrote in 

"breath control coordination." This could have been placed under 

breath support. "Range increase," written in by another respondent, 

could obviously have been placed in the range category. "Evenness 

of quality of all vowels" would seem a logical choice for "vowel 

clarity," as would, arguably perhaps, "vowel modification." Other 

responses were quite specific, including the iollowing: "abdominal 

strength and flexibility," "male falsetto," "stretch and relax," "freedom 

of tongue," "release on top," and "development of extrinsic laryngeal 

musculature." There were many others that were just as specific. It 

would seem that the respondents were intent on relaying the specific 

way in which they used their exercises and what they hoped to 

attain. This could explain the use of a written-in choice, even when a 

given one would have sufficed. While specificity seemed to be 

important, it is interesting that the overwhelming majority of 

respondents listed many purposes for each exercise, often four or 

more. One cannot argue that a single vocal exercise can accomplish 

many goals or serve many purposes. What is interesting is whether 

the respondent gave the exercises with those varied purposes in 

mind, or whether, after he/she had written the exercise, he/she 

simply checked those categories that seemed applicable. 

Question 2, Part 3 of the questionnaire asked the respondent to 

check for whom the exercise was assigned. Categories of competency 

level (beginning, intermediate, and advanced) as well as voice type 

(coloratura, soprano, mezzo, contralto, tenor, baritone, and bass) were 

listed. There were a total of 21 categories: beginning coloratura, 
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intermediate coloratura, advanced coloratura, beginning soprano, etc. 

A category for all students was also given. Out of 268 exercises, all 

but three listed at least one voice type and skill level. What was 

clear from the responses was that there was a clear deference for 

skill or competency level, but not for voice type. In other words, 

more exercises were listed for intermediate and advanced students 

than for beginning students, but the differences between the voice 

types for all competency levels were not appreciable. However, 

having said that, it was very interesting that 147 exercises, or 55.5% 

checked all students. This would seem to indicate two things: the 

respondents tend to give the same exercises to their students, 

regardless of competency level or voice type; and, if there is any 

deference made to whom the exercises are assigned, it is based on 

competency level instead of voice type. The research was mixed on 

this point. Many experts state that simpler exercises should be given 

to beginning students, and to avoid the more difficult agility 

exercises and especially the "messa di voce" until the student has 

advanced sufficiently in his or her training. While some authorities 

discuss the importance of choosing particular exercises for men 

versus women, or high voice versus low voice, others agree that the 

same type of exercises would benefit all students. Many do not 

discuss the issue, believing that it is up to the voice teacher to assign 

exercises to particular students. 

Questions 3-6, Part 3 of the questionnaire asked the 

respondent specific questions concerning the written exercise, 

including: how often do you use this exercise, when in the 

200 



vocalization process do you use this exercise, do you use this exercise 

in your own personal vocalizing, and what is the source of this 

exercise. Concerning the frequency of use, the majority of the 

exercises, 147, or 55.7% of those who answered the question, 

responded frequently. Sixty-eight exercises, or 25.8%, were used 

every lesson, and 49 exercises, or 18.6%, were used sometimes. Four 

exercises did not have responses to the question. Considering the 

fact that the respondent was asked to list the ten exercises used most 

often in the studio, the most surprising result was the number of 

responses in the sometimes category (49). This could be interpreted 

that the respondent generally used less than ten exercises for every 

lesson, or simply included exercises that he/she felt were important 

but did not use as often as others. 

The respondents were then asked to rank the exercise 

according to the order of use in the lesson: beginning, middle, or end. 

Only one answer was to be checked, but many respondents checked 

more than one. To accommodate this, three more categories with 

combinations of the original categories were added: 

beginning/middle, middle/end, and beg./middle/end. A total of 15 

exercises, or 5.8% of those who answered the question were in these 

new categories. Six exercises did not have a response to the 

question. The category beginning was selected most often (95 

exercises, or 36.3%). Closely behind was middle, with 84 exercises, or 

32.1%, and end, with 68 exercises or 26%. The responses indicated 

that voice teachers do give exercises in a particular order within the 

lesson, as expected from the review of the literature. The 15 
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responses that combined categories showed that some exercises 

would fit well at various times in the vocalization process. 

Question 5, Part 3 asked the respondents whether they used 

the written exercise in their personal vocalization with the following 

categories provided: always, frequently, sometimes, and rarely. A 

fifth category, never, was added when seven respondents, or 2.7%, 

wrote in that category. The largest response was in the frequently 

category, with 99 exercises, or 38.7%. Sometimes was next with 75 

exercises, or 29.3%, followed by always, with 54 exercises, or 21.1%. 

The category rarely was checked for 21 exercises, or 8.2%, which, 

when combined with never, amounted to 28 exercises, or 10.9%. 

While the literature did not specifically address this point, it is logical 

to assume that voice teachers would assign exercises that they use 

themselves. Indeed, the responses showed that 89.1% of the 

respondents did just that. The rarely/never category is also quite 

legitimate, in that exercises for a specific purpose, such as the 

extreme upper range of the soprano voice, would not be used by a 

voice teacher with a lower voice. 

The responses to Question 6, Part 3, concerning the source of 

the exercise, were particularly interesting. Four categories were 

supplied: self, vocal book(s), teacher, and other. Once again, the 

respondents could not limit themselves to one answer, and many 

checked up to three responses. Four additional categories were 

added: self/book(s), self/teacher(s), book(s)/teacher(s), and 

self/book(s)/teacher(s). Fifteen exercises did not have responses to 

the question. Of those that did respond to the question, the majority 
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of the responses, with 104 exercises, or 41.1%, were for teacher. The 

next largest category of responses was for self, with 81 exercises, or 

32%. Only 16 responses, or 6.3%, answered that the source of the 

vocal exercise was a vocal book. The responses change somewhat if 

combined with the additional categories. Twenty-three exercises, or 

9.1%, selected other as a category, yet many of the answers would 

have fit into the categories provided. In many instances the 

respondent desired to give a more specific answer, such as the name 

of the teacher or book or a combination of the categories supplied. 

Only the following responses were truly other: traditional/common 

practice, colleague, and church choir. Combining all of the responses 

that included teacher (not including other), there were 131 exercises, 

or 51.7%. All of the responses that included self (not including other) 

accounted for 98 exercises, or 38.7%. The responses that included 

books (not including other) were found in 31 exercises, or 12.2%. It 

is apparent that the voice teachers in this study relied heavily on the 

exercises given to them by their own teachers as well as those of 

their own design in the type of exercises they use in their teaching. 

Few respondents utilized the resource material available in vocal 

books. 

Crosstabulations 

To explore the data gathered in the questionnaire, crosstabula

tions of frequencies of certain questions in the questionnaire were 

run. A crosstabulation enables one to compare how the respondent 

answered two different questions. 
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Questions 3 and 4, Part 3, concerning the frequency of use of 

vocalization and when in the vocalization process the exercise was 

used, were crosstabulated with classification of exercises, same note, 

scalar, arpeggio, combination, and other (see Table 25, Chapter IV). 

Scalar exercises were the largest category of exercises used every 

lesson (27 exercises). Combination exercises were the largest 

category of exercises used frequently (48 exercises) and sometimes 

(17 exercises). In the beginning part of the lesson, the largest 

category was scalar exercises (35 exercises). The categories of scalar 

(25 exercises), arpeggio (26 exercises), and combination (23 

exercises) had similar responses for use in the middle of the lesson. 

At the end of the lesson, however, the largest category was for 

combination exercises, with 25 exercises. The data suggest that 

scalar exercises are often used for every lesson, but generally at the 

beginning or the middle of the lesson. The more complicated 

combination exercises are used frequently in lessons, more often at 

the middle or end of the lesson. The review of the literature showed 

that the beginning of the lesson is more of a "warm-up" period using 

simpler scalar exercises, gradually working toward those that are 

more complex, such as scale and arpeggio combinations. 

In the next set of crosstabulations, the purpose of the exercise. 

Question 1, Part 3, was compared to different musical and syllabic 

categories. First, the purpose of the exercise was crosstabulated with 

the type of vocal exercise (see Table 26, Chapter IV). The categories 

of type that were in the majority of the general frequencies were in 

evidence here: five-note scalar, octave arpeggio, 
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repeated-combination, and arpeggio/scale combination. Table 26 

(Chapter IV) allows the reader to see the delineation of all the 

different types of exercises that were used for each purpose. The 

categories using five-note scalar in the largest number of exercises 

were placement, with 21 exercises, resonance, with 19 exercises, and 

breath support and legato, each with 17 exercises. The literature 

suggests using short, scalar passages for placement and resonance. 

Experts state that any exercise could be used for breath support, and 

scalar exercises are often used for legato. 

Octave arpeggio was used most often in the coordination of 

registers category, with 16 exercises, followed by placement, with 14 

exercises, range, with 13 exercises, and legato, with 12 exercises. 

Many vocal authorities extol the use of the octave arpeggio in the 

coordination of registers and extension of range. A staccato arpeggio 

using voiced consonants was mentioned by numerous authors for 

placement. 

Breath support utilized the most repeated-combination 

exercises, with 16, attack and placement each had 11 exercises, and 

resonance, legato, and vowel clarity were next with 10 exercises. 

Many authorities, including Appelman, support the use of repeated-

combination exercises for developing breath support. Resonance and 

vowel clarity were often linked together in the literature utilizing 

repeated-combination type exercises. 

Arpeggio/scale combination was used most often for breath 

support with 16 exercises, followed by range with 15 exercises. 

Legato and agility were the purposes for 12 arpeggio/scale 
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combination exercises, and vowel clarity and coordination of 

registers each had 10 exercises. There is ample support in the 

literature for the use of longer, extended exercises, such as the 

arpeggio/scale combination to develop many aspects of vocal 

technique, including breath support, range, legato, and agility. 

Table 28 (Chapter IV) shows the crosstabulation of Question 1, 

Part 3, purpose of the vocal exercise with starting pitch. There is 

really nothing unexpected here, with c^, gl, and c2 the most common 

starting pitches regardless of purpose. It is interesting to note, 

however, that the majority of exercises that start above c2, including 

one that starts on high c (c^) are used for placement and 

coordination of registers, two important elements in the development 

of the upper register. 

In the next series of crosstabulations. Question 1, Part 3, 

purpose of the vocal exercise was compared to the syllabic content of 

the vocal exercises. First, the purpose was crosstabulated with the 

specific and general types of vowels (see Table 29, Chapter IV). The 

review of the literature showed that the cardinal vowels, especially 

[a] were used most often, regardless of purpose. Many authorities 

suggest the use of specific vowels or types of vowels for specific 

purposes. For example, numerous experts state that closed vowels, 

particularly [i], promoted resonance. Others suggest using front 

vowels first for breath support, and then back vowels. In the 

crosstabulation, however, under resonance, there were more open 

vowels than closed vowels; and under breath support, back vowels 

outnumbered front vowels by more than two to one. Just as in the 
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general frequencies, the cardinal vowels, back vowels, and the [a] 

vowel were used more often than any other, regardless of purpose. 

Question 1, Part 3, purpose of the vocal exercise was next 

crosstabulated with consonant type (see Table 30, Chapter IV). The 

categories of consonant type include: voiced consonant, unvoiced 

consonant, both voiced and unvoiced consonants, sustained voiced 

consonant, words, and other. Experts use voiced consonants far more 

often than any other type of consonant or word, and this was shown 

to be true in this study also. It is interesting to note in this 

crosstabulation, however, that staccato is the only purpose in which 

unvoiced consonant outnumbers voiced consonant and both voiced 

and unvoiced consonants. This is due to the use of the aspirate [h] 

and other unvoiced consonants for staccato. The aspirate [h] is often 

used for attack as well, but the crosstabulation shows that 13 

exercises used voiced consonants, compared to seven that used 

unvoiced consonant. Six exercises used both voiced and unvoiced 

consonants. The literature also showed that sustained voiced 

consonants, such as [g] and words were often used for placement and 

resonance. This also was shown to be true in this crosstabulation. 

Eighteen exercises used words for the teaching of placement, more 

than for any other purpose. Words were used for the piuT)ose 

resonance in 15 exercises. The categories of placement, resonance, 

and breath support each used exercises that contained words. Not 

surprisingly, agility (four exercises) and staccato (three exercises) 

utilized few exercises with words. 
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The next two crosstabulations were concerned with the 

syllabification of vowels and consonants in the vocal exercises (see 

Tables 31 and 32, Chapter IV). As shown in the general frequencies, 

the clear majority of exercises utilized only one vowel per exercise. 

This was evident for all purposes in Table 31. McKinney (1982) 

states that the use of one or two vowels per exercise can be 

especially helpful in the development of range. One vowel per 

exercise was used in 41 exercises for range, and also in 41 exercises 

for placement. The largest category, however, was coordination of 

registers, with 46 exercises. 

In the crosstabulation of the usage of consonants with the 

purpose of the written exercise, the majority of responses were for 

one initial consonant per exercise, followed closely by one consonant 

per syllable. For attack, there were twice as many responses using 

one consonant per syllable (14 exercises) than one initial consonant 

per exercise (seven exercises). There were 19 exercises using one 

consonant per syllable for breath support, compared to 18 exercises 

using one initial consonant per exercise. Many authorities use 

consonants in the teaching of attack to "launch" the sound. It would 

be expected for exercises for attack to utilize more than just one 

initial consonant per exercise. The equal use of one initial consonant 

per exercise and one consonant per syllable for breath support may 

indicate the use of extended exercises with consonant and vowel 

changes interspersed throughout. 

In the crosstabulation of Question 1, Part 3, purpose of the 

written exercise with the type of variants indicated by the 
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respondent, the majority of responses were for different vowel 

combinations and different vowel and consonant combinations (see 

Table 33, Chapter IV). The categories of purpose that contained the 

largest number of variants in both vowel and consonant and vowel 

combinations were breath support, with 45 exercises with different 

vowel combinations, and 16 exercises with different vowel and 

consonant combinations; placement, with 41 exercises with different 

vowel combinations and 16 exercises with different vowel and 

consonant combinations; and legato, with 40 exercises with different 

vowel combinations and 14 exercises with different vowel and 

consonant combinations. Throughout the literature, the emphasis in 

vocal training is primarily on the vowel, not the consonant. The 

same seems to be true in this study. 

The purpose of the vocal exercise was crosstabulated with the 

types of vowel and consonant variants used by the respondents (see 

Tables 34 and 35, Chapter IV). As in the general frequencies, the use 

of cardinal vowels predominated, as well as a preference for back 

vowels versus front vowels, regardless of purpose. Another category 

that contained a large number of responses was the mixed vowels 

category, indicating that variants, regardless of purpose, should 

implement a combination of front, back, open, closed, and neutral 

vowels. The use of voiced consonants predominated in the exercise 

variants, as well as in the primary exercise. It is interesting that for 

the purpose staccato, in which the exercises originally used a 

majority of unvoiced consonants, the majority of the variants were 

for voiced consonants. Sixteen exercises utilize voiced consonant 
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variants for the purpose of staccato, compared to three exercises that 

utilized unvoiced consonants. This may indicate that there is no real 

preference for voiced or unvoiced consonants in the teaching of 

staccato. 

The final two crosstabulations compared the purpose of the 

vocal exercise with Questions 3 and 4, Part 3, frequency of use in the 

lesson of the vocal exercise, and order of use in the lesson of the 

vocal exercise (see Table 36, Chapter IV). In the general frequencies, 

the majority of responses for Question 3 fell into the frequently 

category, and that is in evidence here. The responses for the purpose 

phrasing were more evenly divided between the categories of every 

lesson (22 exercises), frequently (23 exercises), and sometimes (16 

exercises); but contained far fewer exercises on the whole than other 

categories. The purposes placement (74 exercises), breath support 

(70 exercises), legato (65 exercises), and coordination of registers (66 

exercises) had the largest number of responses; and these all fell in 

the frequently category. 

In the general frequencies, the majority of responses in the 

order of use were for the beginning of the lesson, with slightly fewer 

in the middle category, followed by the end. In the crosstabulation, 

the numbers seemed more evenly divided within each purpose. 

There was a greater difference between the first three responses 

(beginning, middle, and end) for coordination of registers than for 

any other purpose. Of those exercises that were used for 

coordination of registers, 37 exercises were given at the beginning of 

the lesson, 50 exercises were given in the middle, and 39 exercises 
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were given at the end of the lesson. The review of the literature 

suggested that the vocalization process should be designed in terms 

of the areas of vocal technique that are going to be addressed. 

Vocalization should begin with easier exercises focused on attack and 

placement, progressing to the more complex exercises of coordination 

of registers, range, and agility. It does not seem that this type of 

process is being followed by these respondents. 

Statistical Analysis 

The statistical analysis of the data was divided into two main 

parts. First, the independent variables of gender, voice type, age, 

and number of years teaching from Part 1 of the questionnaire were 

crosstabulated with the responses (dependent variables) of the 

general questions concerning vocalization in Part 2 of the 

questionnaire to determine whether teaching methods varied 

according to gender, voice type, age, or number of years teaching. 

Null hypotheses of independence were formulated for each question 

in Part 2 for each of the four independent variables being tested (see 

pp. 126-28, Chapter IV). The questions in Part 2 being tested were 

the following: do you assign vocal exercises and/or published 

vocalises; which published vocalises do you use; how much time do 

you spend in the vocalization of beginning, intermediate, and 

advanced students in lessons of one-hour and one-half-hour; do you 

use vocal exercises and/or vocalises to warm-up the voice or to 

achieve specific goals; do you prefer your beginning, intermediate, or 

advanced students to warm-up on their own before lessons, how 
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often do your beginning, intermediate, or advanced students come 

warmed-up to the lesson if you prefer it; do you use a large variety 

or a few standard exercises; do you use the same exercises for all 

students; do you use certain exercises for specific voice types or 

different competency levels; and do you tailor exercises to meet the 

needs of the individual student. 

Secondly, the following questions in Part 2 were compared to 

each other to determine if there was a relationship between how the 

respondents answered different sets of questions in the 

questionnaire. Question 9 (do you use the same exercises for all of 

your students) was crosstabulated with Questions 10-12 (do you use 

exercises for specific voice types, do you use exercises for different 

competency levels, and do you tailor exercises for individual 

students). Question 5 (do you use vocal exercises and/or vocalises to 

warm-up the voice or for specific goals) was crosstabulated with 

Questions 9 and 12 (see above). Question 6 (do you prefer your 

beginning, intermediate, or advanced students to warm-up for 

lessons on their own) was crosstabulated with Question 7 (how often 

do your beginning, intermediate, or advanced students come 

warmed-up if you prefer it) and Questions 3 and 4 (time spent in 

vocalization of beginning, intermediate, or advanced students in 1 

hour lesson, time spent in vocalization of beginning, intermediate, or 

advanced students in one-half-hour lesson). Again, null hypotheses 

of independence were formulated for each set of questions being 

tested (see pp. 129-30, Chapter IV). 
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The chi-square statistical test of independence was applied to 

determine whether a relationship existed between the two variables 

being tested. When there was significance at the 0.05 level, the null 

hypothesis of independence was rejected, and the two variables 

being tested were assumed to be related. 

In the first part of the statistical analysis, the crosstabulations 

of the independent variables of gender, voice type, age, and number 

of years teaching with Questions 1-12, Part 2 of the questionnaire, 

only four hypotheses showed significance at the 0.05 level. In all 

other hypotheses there was no significance and the null hypothesis 

of independence is not rejected. 

The hypotheses that showed significance were the following: 

4-13 HQ: Gender is independent of the time spent in 

vocalization of advanced students in a one-half-hour lesson. 

2.4 HQ: Number of years teaching is independent of the use 

of published vocalises (Concone). 

2.4 HQ: Number of years teaching is independent of the use 

of published vocalises (Other). 

4.42 Ho* Number of years teaching is independent of the 

time spent in vocalization of intermediate students in a one-half-

hour lesson. 

In hypotheses 4.13, there was significance at the 0.05 level, 

and the null hypothesis of independence is rejected; therefore, the 

two variables can be assumed to be related. For advanced students 

in a one-half-hour lesson, nine males responded 0-5 minutes 

compared to three females; three males and three females responded 
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6-10 minutes; and two males responded 11-15 minutes compared to 

eight females. The data indicates that, in this instance, there is a 

relationship between gender and the amount of vocalization time of 

advanced students in a one-half-hour lesson. Women vocalized their 

students longer than men. This relationship did not hold true for 

one-hour lessons or for other competency levels. There is no 

precedence for this data in that there are no other studies to the 

knowledge of the writer that has examined whether there is any 

relationship between gender and vocalization in the studio. 

In hypotheses 2.4, concerning the use of Concone and Other 

published vocalises and the number of years teaching, there was 

significance at the 0.05 level, and the null hypothesis of 

independence is rejected; therefore, the two variables can be 

assumed to be related. Originally, the number of years teaching was 

separated into four categories: 1-10, 11-20, 21-30, and 31-39- For 

the statistical tests, the categories were collapsed into two: 1-20 and 

21-39 to avoid a null value in one of the cells. 

In the 1-20 years teaching category, no respondents said yes, 

he/she used Concone vocalises, while 22 said no. Two respondents in 

the 21-39 years teaching category said yes, while nine said no. 

Three respondents said yes, he/she used Other vocalises, while 19 

said no. In the 21-39 years category, five respondents said yes, 

while six said no. 

An additional hypothesis concerning the number of years 

teaching and the use of published vocalises (Marchesi) did not show 

significance, yet the p-value was close enough to 0.05 that there 
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might be some relationship between the two variables. In the 1-20 

years teaching category, one respondent said yes, he/she used 

Marchesi vocalises, while 21 said no. Three respondents in the 21-

39 years category said yes, while eight said no. 

In all of these hypotheses, the data indicate that those with 1-

20 years teaching experience used the published vocalises of 

Concone, some others, and perhaps Marchesi, less than those who had 

21-39 years teaching experience. One would expect this result, 

because the use of published vocalises was far more prevalent in the 

past than today. It should be noted, however, that the numbers that 

use the vocalises are very low, in one instance zero, and statistical 

significance may not be as accurate with a null value in one cell. 

It is very interesting that there was no significance in any of 

the hypotheses with the independent variables of voice type and age. 

Again, there are no previous studies that have attempted to 

determine if there is a relationship between these variables and 

vocalization in the studio. One might have expected that with the 

differences in voice types between male and female, or perhaps 

more importantly, between low and high voices, there would be a 

relationship between an individual voice teacher's particular voice 

type and his/her approach to vocalization in the studio. The results 

of this study would seem to indicate clearly that there is no such 

relationship. 

In hypothesis 4.42, concerning the number of years teaching 

and the vocalization of intermediate students in a one-half-hour 

lesson, there was significance at the 0.05 level, and the null 

215 



hypothesis of independence is rejected; therefore, the two variables 

can be assumed to be related. For intermediate students in a one-

half-hour lesson, three respondents vocalize their students for 0-5 

minutes, five respondents vocalize 6-10 minutes, and 12 respondents 

vocalize for 11-15 minutes. One respondent in the 21-39 years 

teaching category answered 0-5 minutes, six respondents said 6-10 

minutes, and one respondent answered 11-15 minutes. The data 

suggest that teachers with 1-20 years teaching experience vocalize 

their intermediate students in a one-half-hour lesson longer than 

their counterparts with 21-39 years teaching experience. With no 

previous studies, one would be speculating as to the reasons for this 

phenomenon. Teachers with less experience may value the training 

of vocal technique through vocalization as more important than that 

of studying literature, while teachers with more experience may feel 

the opposite. The more experienced teachers may endorse the use of 

the "song approach" school, as mentioned in the review of the 

literature, and pursue vocal training through the singing of songs. 

With only four hypotheses showing significance in the 

comparison of the independent variables of gender, voice type, age, 

and number of years teaching with the responses to general 

questions regarding vocalization in the studio, one would conclude 

that there is not a significant difference in the general approach to 

vocalization in the studio in terms of gender, voice type, age, and 

number of years teaching. 

In the second part of the statistical analysis, certain questions 

in Part 2 were compared to each other to determine if there was a 
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relationship between how the respondents answered different sets of 

questions in the questionnaire. These were stated in hypotheses 13-

20 (pp. 129-30, Chapter IV). There was significance at the 0.05 level 

in five hypotheses. In all other hypotheses, there was no significance 

and the null hypothesis of independence is not rejected. 

The hypotheses that showed significance were the following: 

13. HQ: The use of the same vocal exercises for all 

students is independent of the use of vocal exercises for specific 

voice types. 

18.02 HQ: The preference of teachers for intermediate 

students to warm-up on their own before lessons is independent of 

how often intermediate students come warmed-up to the lesson if 

preferred by the teacher. 

18.03 HQ: The preference of teachers for advanced students 

to warm-up on their own before lessons is independent of how often 

advanced students come warmed-up to the lesson if preferred by the 

teacher. 

19.03 HQ: The preference of teachers for advanced students 

to warm-up on their own before lessons is independent of the time 

spent in vocalization of advanced students in a one-hour lesson. 

20.03 HQ: The preference of teachers for advanced students 

to warm-up on their own before lessons is independent of the time 

spent in vocalization of advanced students in a one-half-hour lesson. 

In the crosstabulation of Question 9 (do you use the same 

exercises for all of your students) with Question 10 (do you use 

exercises for specific voice types), hypothesis 13, there was 
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significance at the 0.05 level, and the null hypothesis of 

independence is rejected; therefore, the two variables can be 

assumed to be related. Of those respondents who answered yes to 

Question 9, they use the same exercises for all students, four said 

yes, they use exercises for specific voice types (Question 10), while 

eight said no. Twenty respondents who said no, they do not use the 

same exercises said yes, they use exercises for specific voice types. 

Three respondents said no to both questions. 

This indicates that there was a relationship in how the 

respondents answered both Questions 9 and 10, Part 2 of the 

questionnaire. Those teachers who used the same exercises for all 

students did not use different exercises for specific voice types. The 

interesting thing is that this did not hold true for Questions 11 and 

12 concerning competency levels and the tailoring of exercises for 

individual students. Those hypotheses, 14 and 15, were not rejected. 

If one uses the same exercises for everyone, one would not 

differentiate for individual students or by competency levels. The 

respondents obviously felt that they did respond to the needs of the 

student, whether individually or by competency level, regardless of 

which exercise they used. These responses are confirmed by the 

review of the literature, which suggests that there is more deference 

given to competency level and individual needs than voice type in 

the assignment of vocal exercises. 

In the crosstabulations of Question 5, Part 2 (do you use vocal 

exercises and/or vocalises to warm-up the voice or for specific goals) 

with Question 9, Part 2 (do you use the same exercises for all of your 
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students) and Question 12, Part 2 (do you tailor exercises to meet the 

needs of individual students), there was no level of significance. 

These hypotheses (16 and 17) were formulated to see if there was a 

relationship between how the respondent viewed vocalization in the 

studio, as a method of warming-up, to achieve specific goals, or both, 

and their application of vocal exercises. One would expect that a 

teacher that used vocalization to achieve specific goals would be 

more likely to tailor exercises to meet the needs of the individual. 

This was not the case, and the null hypothesis of independence was 

not rejected. 

The next two hypotheses that showed significance concerned 

the preference of the respondent for intermediate and advanced 

students to come warmed-up to the lesson, and whether they came 

warmed-up if preferred to do so. There was significance at the 0.05 

level for both hypotheses, and the null hypothesis of independence is 

rejected; therefore, the two variables can be assumed to be related in 

both hypotheses. 

Of those who responded yes to Question 6, they prefer their 

intermediate students to come warmed-up to the lesson, nine said 

their students frequently come warmed-up, and two responded 

sometimes. Of those respondents who said no, they do not want their 

intermediate students to warm-up for lessons, six answered 

frequently, while 12 said sometimes. Originally, there were three 

responses for Question 6: yes, sometimes, and no. These were 

collapsed to two responses, with sometimes placed in the no category 

in order to avoid a null value in one of the cells. There were four 
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categories for Question 7: always, frequently, sometimes, and rarely. 

These were collapsed into two categories: always and frequently 

became frequently, and sometimes and rarely became sometimes. 

Again, this was done to avoid a null value in one of the cells. 

Of those who answered yes to Question 6, they prefer their 

advanced students to come warmed-up to the lesson, 14 respondents 

said they frequently do so, and two said sometimes. Of those who 

said they did not want their advanced students to warm-up for 

lessons on their own, seven answered frequently, and eight said 

sometimes. 

The general frequencies showed that teachers preferred their 

intermediate and advanced students to warm-up before their voice 

lesson. The crosstabulation of these Questions 6 and 7 really 

measure the teachers' assessment of their student's ability to follow 

instructions. One would expect intermediate and advanced students 

to come to the lesson warmed-up, especially if asked to do so by the 

teacher. The same does not hold true for beginning students. They 

are too unpredictable, and there was no relationship between what 

the teacher asked them to do and what they chose to do. 

The final hypotheses were concerned with preference for 

students to warm-up before the lesson (Question 6) and the amount 

of time spent in the vocalization of beginning, intermediate, and 

advanced students in one-hour and one-half-hour lessons (Questions 

3 and 4). There was significance only in the hypotheses dealing with 

advanced students. In the other hypotheses, there was no 
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significance, and the null hypothesis of independence was not 

rejected. 

For advanced students in a one-hour lesson, hypothesis 19.03, 

there was significance at the 0.05 level, and the null hypothesis of 

independence is rejected; therefore, the two variables can be 

assumed to be related. Of those respondents who said yes, they 

prefer their advanced students to warm-up for their lesson, 11 

respondents vocalize their advanced students 0-15 minutes during a 

one-hour lesson, and four vocalize for 16-30 minutes. Of those who 

answered no, they do not prefer their advanced students to warm-up 

for lessons, six respondents vocalized their advanced students for 0-

15 minutes during a one-hour lesson, and 12 vocalized for 16-30 

minutes. Originally, there were seven categories of responses for 

Question 3: 0-5 minutes, 6-10 minutes, 11-15 minutes, 16-20 

minutes, 21-25 minutes, 26-30 minutes, and Over 30 minutes. These 

were collapsed into two categories: 0-15 minutes, and 16-30 

minutes. Again, the responses to Question 6 were collapsed into two 

categories: no (which included sometimes) and yes. In both cases 

the responses were collapsed to avoid a null value in one of the cells. 

For advanced students in a one-half-hour lesson, hypothesis 

20.03, there was significance at the 0.05 level and the null 

hypothesis of independence is rejected; therefore, the two variables 

can be assumed to be related. Of those respondents who said yes, 

they prefer their advanced students to warm-up before their one-

half-hour lesson, nine vocalize their advanced students 0-5 minutes 

for a one-half-hour lesson, three respondents vocalize for 6-10 
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minutes, and two respondents vocalize for 11-15 minutes. Of those 

respondents who said no, they do not prefer their advanced students 

to warm-up before their one-half-hour lesson, three respondents 

vocalize their advanced students for 0-5 minutes, three vocalize 6-10 

minutes, and eight vocalize for 11-15 minutes. Again, the responses 

to Question 6 were collapsed into two categories: no (which included 

sometimes) and yes. 

One would expect a relationship between whether a teacher 

wants his/her student to warm-up before a lesson and how much 

time is spent in vocalization in the studio. By doing so, however, one 

is making the assumption that vocalization in the studio includes 

time that is spent warming-up and not strictly for vocal technique. 

There was evidence of such a relationship only for advanced 

students in both one-hour and one-half-hour lessons. Teachers that 

preferred their advanced students to warm-up for their lessons 

spent less time in vocalization than those teachers who did not want 

their students to come warmed-up. The reasons why the 

relationship between warm-up preference and vocalization time did 

not hold true for beginning and intermediate students may be 

twofold: teachers may have a predetermined amount of time for 

vocalization in the studio of beginning and intermediate students, 

regardless of any outside factors, and advanced students tend to be 

working on performances, and lesson time must be more rigorously 

spent on repertoire instead of technique. A beginning student would 

especially need the reverse, with more time spent on technique 

rather than repertoire. As mentioned earlier, there is also the 
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consideration of whether the particular teacher endorses the use of 

vocalization in the studio as the primary means of teaching vocal 

technique or chooses to do so through songs. 

Out of the second set of hypotheses and subhypotheses 

comparing different questions in Part 2 of the questionnaire, only 

five showed any significance at the 0.05 level. Teachers who used 

the same exercises for all of their students did not differentiate 

between students of different voice types in the assignment of 

exercises. However, they did differentiate according to competency 

level and individual needs. Intermediate and advanced students 

tended to come warmed-up to the lesson if asked to do so by their 

teacher, and time spent on vocalization in the studio of advanced 

students was dependent upon whether the teacher requires the 

student to warm-up for the lesson. 
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CHAPTER VI 

CONCLUSIONS, RECOMMENDATIONS, AND 

IMPLICATIONS FOR FURTHER RESEARCH 

Conclusions 

The thrust of this study was to determine the vocalises and 

vocal exercises currently used in university programs in the United 

States. A survey was conducted with questionnaires sent to 52 

institutions accredited by the National Association of Schools of Music 

that offer doctoral programs in voice. A total of 35 completed 

questionnaires were returned from 23 institutions, representing 

44.2% of the sample. The data from the questionnaires were 

analyzed using the SPSS statistical package. The bulk of the study 

was descriptive in nature, though hypotheses were formulated and 

tested to determine whether a relationship existed between certain 

sets of variables. A large part of the study involved the design of a 

data base to analyze the written vocal exercises for syllabification 

and musical content. 

The data provided a valuable insight into the vocalises and 

vocal exercises used in the university vocal studio. The respondents 

were a balanced group in terms of gender and voice type with 

extensive experience in the teaching of voice. The majority of 

respondents stated they rarely use published vocalises but rely 

instead on simpler exercises that they received during their own 

training and/or refined themselves. The voice teachers responded 

that they do not give the same exercises to all of their students, but 

224 



assign them according to voice type, competency level, and the 

individual student. However, in their written exercises, over half 

were assigned to all students; and there was no deference for voice 

type. It would seem that voice teachers are really not as 

discriminating as they think they are in their assignment of vocal 

exercises, and tend to give the same exercises to every student. 

Moreover, they tend to use the same exercises that were taught to 

them and that they use in their own vocalization. 

The vocal exercises were analyzed in depth according to 

musical and syllabic content. The results showed that while different 

exercises were used depending on the area of vocal technique being 

considered, the majority of exercises fell into the same basic 

categories of same note, scalar, arpeggio, and a combination of these, 

regardless of the purpose of the exercise. Cardinal vowels were used 

predominately, with [a] the most often used, and voiced consonants 

were used more than any other consonants. 

The statistical analysis showed that there were few instances of 

relationship between the independent variables of gender, voice 

type, age, and number of years teaching and the approach to 

vocalization in the studio. There was a relationship between the 

amount of time spent in vocalization in the studio of advanced 

students and whether their teacher requested that they come 

warmed-up. 
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Recommendations 

There are some limitations to the interpretation of the data. 

While the study enjoyed a good response rate of 44.2% from the 

targeted institutions, the writer had hoped for a larger response rate 

from the individuals at the institutions. The smaller individual 

response rate was probably caused by two factors: the complexity of 

the questionnaire, and the method and timing of its distribution. The 

questionnaire was very lengthy and quite complex. Many letters 

were received stating that while the study seemed very worthwhile, 

the questionnaire would simply take more time than the voice 

teacher could afford. The teacher was no doubt referring to the 

actual notating of vocal exercises in Part 3, because Parts 1 and 2 

could be completed in a very short time. The study was dependent 

in part, however, upon the respondent writing those exercises that 

are used most often in their studio teaching of voice. One could have 

supplied a series of exercises and asked the respondent to select 

those that they used. This may have biased the respondent, 

however, simply to check those that seemed convenient rather than 

give a response from their own teaching experience. The only other 

way to gather the information would be to conduct personal 

interviews or to sit in on lessons, both of which would not be realistic 

for a national study. 

Five questionnaires were mailed with cover letters to the 

chairpersons of the voice departments of the institutions in the 

sample. This method was chosen in the hope that the chairperson 

would be most likely interested in participating in the research and 
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would encourage his/her faculty to complete the questionnaires. In 

many cases, however, it had the opposite effect. Letters were 

received from more than one chairperson stating that while the 

study seemed very noteworthy, his/her faculty simply did not have 

the time to complete such a lengthy and time-consuming 

questionnaire. Surveys have been conducted by other researchers in 

which the questionnaire was sent directly to individual voice 

teachers. It would have perhaps increased the response rate if the 

questionnaires in this study had been sent directly to the voice 

faculty members of the 52 institutions in the sample. The original 

intent of the study, however, was to determine what vocalises and 

vocal exercises are being used in university programs offering 

doctoral programs in voice, not a study of what individual voice 

teachers use regardless of university affiliation. 

The timing of the mailing of the survey may have also 

influenced the response rate. The packets of questionnaires were 

mailed in March. This may have coincided with spring break at 

many universities, and the spring is a busy time of year for all music 

faculty members with required performances. It would have been 

better if the questionnaires had been mailed earlier in the semester. 

While some may consider the use of data gathered in 1988 as a 

limitation of the study, the intent of the research was to determine 

the methodology of vocalization in the studio. Because the 

respondents as a group averaged over 18 years of teaching 

experience, the responses to the questionnaire represent a lifetime of 

teaching experience that would not have appreciably changed in the 
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intervening years. It would have been optimal, however, for the 

results to have been reported as close to the gathering of the data as 

possible. 

Implications for Further Research 

There was a wealth of information gathered in the course of 

this study- While this dissertation has lead to an in-depth analysis of 

the data, there are many other ways in which the data could be 

explored further to describe the use of vocalises and vocal exercises 

used in university vocal programs. Similar studies could be con

ducted with the improvements suggested in the recommendations, 

varying or increasing the sample. In terms of the statistical analysis, 

a larger sample and response rate may accept or reject the conclu

sions of this study that there is no relationship between gender, 

voice, type, age, and number of years teaching and the approach to 

vocalization in the studio. While this study asked the voice teachers 

to list why they assign certain vocal exercises, they were not asked if 

they explain their reasons to their students. Other studies have 

shown that this is invaluable to students, but there has not been a 

study conducted to determine if voice teachers give explanations of 

vocal exercises to their students. 

An extensive database was designed by the writer to analyze 

the written exercises for melodic and syllabic content. No such other 

design is known to exist, and it could be used in the analysis of 

written vocal exercises from other sources, published vocalises, or 

even adapted to accommodate larger pieces of music. The use of 
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such a database design could be used by other disciplines within the 

field of music with some modifications. 
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APPENDIX A 

I.P.A. SYMBOLS AND EQUIVALENTS FOR 

ENGLISH, GERMAN, ITALL\N, AND FRENCH 

VOWELS AND CONSONANTS 
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IPA SYMBOLS FOR VOWELS, SEMI-VOWELS, AND FRENCH 
VOWEL SOUNDS 

IPA Symbols 

ni 
[I] 
[e] 
[cl 

W 
[•] 

[al 
[D] 
[3l 

[0] 

M 
[u] 
[A] 
[al 
[y] 
[Y] 
[̂ ] 
[«] 

£ng/u/i 

keen 
thm 
chaos 
be? 

bat 
task 

(American) 
Father 
hot (British) 
soiFt, all 

note 

nook 
gnu, fool 
yp~ 
(schwa) ahead 

German 

Vowels 
Liebe 
[cTT 
Leben 
Bett. Caste, 

Stadt 

Sonne 

Sohn, 

Mutter 
Mut 

getan 
(approximates [i] plus [u]) mude 
(approximates [i] plus [u]) Cluck 
(approximates [c] plus [o]) scFTgn 
(approximates [c] plus [a]) Kgpfe 

Italian 

prima 

pena 
tempo 

camera 

morto 

non 

uso 

French 

lis 

kit, crier 
etes, pere 

neige 

parle 

ras. |ge 

somme, jfiU. 
votre 

beaux, 
pauvre, 
gros 

OU 

demain 
une, 

peu. 
heure. 

Semi-Vowels (Glides) and Diphthongs 

[jl y.es 

[w] wish 

[ai] nice 
[a I)] house 
[ei] way 
[DI] boy 

[oe] 
[QO] 

[3*1 

î  

Mai, Ei 
Haus 

Hauser, 
Kreuz 

[ai] 
(ou] 
[ci] 
[Di] 

piu. 
pXeno 

uomo. 
guida 

mai 
aura 

dovei_ 
vuqî  

Hon, pjed 

moms 

[ou] sô  

Vowel Sounds Peculiar to the French Language 

[ai 
[2] 
[fi] 
[ i ] 

temps 
faim, vin, 
nom, long 
parTum 

jeun 

Figure 4 I.P.A. Symbols for Vowels, Semi-Vowels, 
and French Vowel Sounds 

(Miller, 1986, p. 298) 

240 



INTERNATIONAL PHONETIC ALPHABET SYMBOLS FOR 
CONSONANT SOUNDS 

Pairs of consonants, one voiced and the other unvoiced, are executed with 
similar tongue and lip positions. 

[Pl 
[t] 

[kl 
[f] 
[e] 
[si 
LH 

[9] 
[X] 
[h] 

[tJ] 

[ts] 

Voiceless 

pope 
tote 

coke 
fife 
think 
cease 
Sh! 

ich (German) 
ach (German) 
ha-ha* 

(aspirate) 
chase 

tsetse 

Classification 
by Formation 

bilabial 
lingua-

alveolar 
velar 
labiodental 
linguadcntal 
dental 
lingua-

alveolar 
palatal 
velar 
glottal 

lingua-
alveolar 

linguadcntal 

[b] 
[d] 

[g] 
[V] 
[0] 
[zl 
[3] 

[•] 
m 
[d3] 

[dz] 

Voiced 

bob 
dead 

glug 
valve 
the 
zones 
vision 

Paris (French) 
uh-oh! 

(stroked glottal) 
judgment 

adds 

As just indicated, the pairs are as follows: 

[pHb] 
[t]-[d] 
[kH«l 
[f}-[v] 
[eH6] 
[sHz] 
[i>[3] 
[?}-

[hHT] 
[t;Hd3l 
[ts}-[dz] 

[?] is generally believed to be 
without a voiced counterpart) 

NASAL CONSONANTS 

[m] ma 
[n] no 
[n] son£ 
[p] ogni (Italian), onion (English), agneau (French) 
[fl)] conforto (Italian) 

bilabial nasal 
alveolar nasal 
velar nasal 
palatal nasal 
nasal labio-dental 

Figure 5 I.P.A. Symbols for Consonant Sounds 

(Miller, 1986, p. 299) 
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APPENDIX B 

PILOT STUDY QUESTIONNAIRE AND COVER 

LETTERS 
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November 10, 1987 

Dr. King: 

I want to thank you and your colleagues at Houghton for 
pretesting this questionnaire. The letter addressed to 
you will be sent to the chairperson of the vocal depart
ments of all N.A.S.M. accredited schools offering doctoral 
degrees in voice. The survey itself has a letter of intro
duction and instruction for each voice teacher, as well as 
a postage-paid envelope. 

Please feel free to make any constructive comments, 
positive and negative, concerning the survey: the 
validity of the study itself, clarity of the questions, 
difficulty, length, appearance, readability (is reduction 
too small), etc. Comments can be made directly on the 
questionnaire at specific questions or on the final two 
blank pages. 

The letter requests that the surveys be returned within 
two weeks. We, of course, would like to hear from you as 
soon as possible! 

Thanks again for your cooperation and support. 
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Texas Tech University 
Department of Music 

Box 4239/Lubbock. Texas 79409-2033/(806) 742-2270 

November 10, 1987 

Dr. Ben King, Director 
School of Music 
Houghton College 
Houghton, New York 14744 

Dear Dr. King: 

Mary Saathoff, a current student in the Ph.D. program at Texas Tech 
University, is currendy working on a dissertation in the area of Vocal 
Pedagogy. As part of her dissertation work, she is doing a survey 
regarding the use of vocal exercises and vocalises in N.A.S.M. 
accredited universities in the United States. 

Since I believe this survey can be of significant use to the voice 
teachers in our universities, may I encourage you to complete the 
form and urge the voice teachers in your department to complete it 
also. 

Your help in this dissertation project is greatly appreciated. 

Cordially, 

Donald Bailey 
Chairman, Vocal Division 
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3613 42nd Street 
Lubbock, Texas 79413 

November 10, 1987 

Dr. Ben King, Director 
School of Music 
Houghton College 
Houghton, New York 14744 

Dear Dr. King: 

I am currently a doctoral student in the Ph.D. in Fine Arts program at 
Texas Tech University with a major in vocal pedagogy. My dissertation 
will deal with vocal exercises and vocalises used in studio voice teaching in 
the U.S. The purpose of this study is to determine what methods of 
vocalization are currently being used in university vocal studios and which 
vocal exercises and vocalises are used most often and why. The results of 
such a study should prove valuable to all involved with the study of 
singing: to the teachers as a validation of their own methods, and to 
students and future teachers of singing to ensure a proper understanding 
of why certain exercises are assigned and what achievement is expected. 

I have prepared a survey that will be sent to all N.A.S.M. accredited 
schools which offer doctoral degrees in voice performance or vocal 
pedagogy. As chairperson of the voice department, I would like to enlist 
your support in conducting this study. A minimum of three surveys from 
each university is needed to effectively complete this research, and I 
would like for you to select those faculty members (including yourselQ 
whom you feel would be most likely to complete the survey. You will find 
all the materials you will need in this packet, including postage paid return 
envelopes. Please return the completed surveys within two weeks. 

Thank you very much for your time and help in conducting this research. 

Sincerely yours. 

Mary Jones Saathoff 

Enclosures 
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November 9. 1987 

Dear Voice Teacher: 

On the following pages, you will be given the opportunity lo 
share some specific techniques of vocalization you use in your 
own studio leaching. While there are numerous books of all 
kinds with dozens of vocal eiercises, each voice teacher gen
erally has found those vocal exercises, often in combination 
with standard published vocalises, that work best for his or her 
students. The purpose of this study is to determine what meth
ods of vocalization are currently being used in university vocal 
studios and which vocal exercises and vocalises are used most 
often and why. The results of such a study should prove valu
able to all involved with the study of singing: to the teachers as 
a validation of their own methods, and to students and future 
teachers of singing to ensure a proper understanding of why 
certain exercises are assigned and what achievement is ex
pected. 

The survey is divided into three parts: personal information, 
general questions about vocalization, and specific vocal exer
cises. The listing of your name is optional, and is included only 
to give proper credit to you if you have a completely original 
exercise that will be printed in the dissertation. Part Three is 
the most critical part of the study, in which you will notate up 
lo ten vocal exercises you use most frequently in your leaching. 
A basic exercise can have many variants, such as vowel and 
consonant combinations and slight melodic variations, but will 
be considered only one exercise. There will be specific ques
tions for each exercise notated. 

Thank you very much for your lime and cooperation. 

Sincerely. 

Mary Jones Saathoff 
Texas Tech University 
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SURVEY OF VOCALISES AND VOCAL EIERCISES USED IN STUDIO TEACHING 

PART ONE 

Please answer ihe following general questions about you and your leaching of voice 
majors. 

1. Name (optional) ^__ 

2. University _ ^ 

3. Rank 4. Tenured D Yes D No 

5. Age 6. Sex D Female D Male 

7. Voice Category D Coloratura D Soprano D Mezzo D Tenor D Baritone D Bass 

8. No. of Years in Teaching 9. No. of Students this year 

PART TWO 

Please answer the following questions concerning vocal exercises and/or vocalises you 
use most frequently in your leaching of voice majors. 

1. Do you regularly assign vocal exercises and/or vocalises? 

D Vocal Exercises D Vocalises D Both 

2. If you regularly use published vocalises, which do you use? Check all that apply. 

D Bordogni D Concone D Lamperti. G.B. D Marchesi 
D Seiber D Spicker D Vaccai D Other 

3. Out of a one-hour lesson, how many minutes is spent in vocalization, either of vocal 
exercises or vocalises? Please answer for each applicable classification. 

0 min. 5 min. 10 min. 15 min. 20 min. 25 min. 30 min. Over 30 
Beginner D D D D D D D D 
Intermediate D D D D D D D D 
Advanced D D D D D D D D 

4. Out of a one-half-hour lesson, how many minutes is spent in vocalization, either of 
vocal exercises or vocalises? Please answer for each applicable classification. 
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0 min. 5 min. 10 min. 15 min. Over 15 
Beginner D D D D D 
Intermediate D D D D D 
Advanced D D D D D 

5. Do you use vocal exercises and/or vocalises lo warm-up the voice or to achieve 
specific goals? 

D Warm-up D Specific goals D Both 

6. Do you ask or prefer your students lo warm-up for their lessons on their own? 
Please answer for each applicable classification. 

No 
D 
D 
D 

7. How often do your students actually come warmed-up if you prefer il? Please 
answer for each applicable classification. 

Beginner 
Intermediate 
Advanced 

Yes 
D 
D 
D 

Beginner 
Intermediate 
Advanced 

Always 
D 
D 
D 

Frequently 
D 
D 
D 

Sometimes 
D 
D 
D 

Rarely 
D 
D 
D 

8. If you use vocal exercises, do you lend lo use a large variety (over ten) or a few 
standard ones? (An exercise with several variants constitutes only one exercise.) 

D Large variety (I U) D Few standard 

9. Do you use the same exercises for all of your students? 

D Yes D No 

10. Do you categorize certain exercises by voice category (soprano, bass, etc.)? 

D Yes D No 

11. Do you categorize certain exercises by competence level (beg., inter., advanced)? 

D Yes D No 

12. Do you tailor exercises lo meet the needs of an individual student? 

D Yes D No 
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PART THREE 

On the following pages, you will be given the opportunity lo delineate up lo ten exercises 
you use most frequently in your leaching. A musical staff is provided (please indicate 
bass or treble clef) along with a detailed list of possible pedagogical uses for the exercise. 
In addition, there are specific questions lo be answered for each exercise. An example 
exercise and answer lo Question I has been provided below. 

Eiample 

Please indicate ail vowels, consonants or word combinations used and variations thereof. 
It will be assumed that the exercise is modulated up and down by half-step throughout 
the range unless indicated otherwise. 

^ 
^ 

IAU/VVO, e e . 
- t ^ 

a -J O 
K^ 

\\ 

OL M 
OO — 

1. Why would you assign this exercise? Please check those boxes that best exemplify 
the purpose of this exercise. 

( 3 ^ Hack 
DNPlacement 
G/Resonance 
D Breath Support 
D Phrasing 
D Legato 
D Staccato 

D Agility 
D Range 
D Vowel Clarity 
D Consonants 
D Intonation 
D Coordination of 

Registers 

Other: . ^ . 

D -(̂ uuAC:\TO>r\ 

D zzzzzzzzz 
D 
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Exercise 1 

Please indicate all vowels, consonants or word combinations used and variations thereof. 
Il will be assumed that the exercise is modulated up and down by half-step throughout 
the range unless indicated otherwise. 

Why would you assign this exercise? Please check those boxes that best exemplify 
the purpose of this exercise. 

D Attack 
D Placement 
D Resonance 
D Breath Support 
D Phrasing 
D Legato 
D Staccato 

D AgUily 
D Range 
D Vowel Clarity 
D Consonants 
D Intonation 
D Coordination of 

Registers 

Other: 
D _ 
D _ 
D — 
D _ 
D __ 
D _ 

D Sometimes 

5. 

How often do you use this exercise? 

D Every lesson D Frequently 

When in the warm-up do you use this exercise? 

D Beginning 0 Middle • End 

Do you use this exercise in your own singing/warm-up? 

D Always D Frequently D Somelimes D Rarely 

What is the source of this exercise? 

D Self D Vocal Book 
D Teacher D Other 
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Eiercise 2 

Please indicate all vowels, consonants or word combinations used and variations thereof. 
Il will be assumed that the exercise is modulated up and down by half-step throughout 
the range unless indicated otherwise. 

Why would you assign this exercise? Please check those boxes that best exemplify 
the purpose of this eiercise. 

D Attack 
D Placement 
D Resonance 
D Breath Support 
D Phrasing 
D Legato 
D Staccato 

D AgiUly 
D Range 
D Vowel Qarily 
D Consonants 
D Intonation 
D Oxx'dinalion of 

Registers 

2. How often do you use this eiercise? 

D Every lesson D Frequently 

3. When in the warm-up do you use this eiercise? 

D Beginning D Middle 

Other: 
D _ 
D _ 
D _ 
D _ 
D -_ 
D — 

D Sometimes 

D End 

4. Do you use this exercise in your own singing/warm-up? 

D Always D Frequently 

5. What is the source of this exercise? 

D Self D Vocal Book 
D Teacher D Other 

D Somelimes D Rarely 
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Eiercise 3 

Please indicate all vowels, consonants or word combinations used and variations thereof. 
Il wiU be assumed that the exercise is modulated up and down by half-step throughout 
the range unless indicated otherwise. 

Why would you assign this exercise? Please check those boxes that best exemplify 
the purpose of this exercise. 

D Attack 
D Placement 
D Resonance 
D Breath Support 
D Phrasing 
D Legato 
D Staccato 

D AgiUly 
D Range 
D Vowel Clarity 
D Consonants 
D Intonation 
D Coordination of 

Registers 

Other: 
D __ 
D _ 
D _ 
D _ 
D _-
D _ 

2. How often do you use this eiercise? 

D Every lesson D Frequently D Sometimes 

3. When in the warm-up do you use this eiercise? 

D Beginning D Middle D End 

4. Do you use this eiercise in your own singing/warm-up? 

D Always • Frequently D Somelimes 

5. What is the source of this exercise? 

D Rarely 

D Self D Vocal Book 
D Teacher D Other 
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Eiercise 4 

Please indicate all vowels, consonants or word combinations used and variations thereof. 
Il wiH be assumed that the exercise is modulated up and down by half-step throughout 
the range unless indicated otherwise. 

1. Why would you assign this eiercise? Please check those boies that best eiemplify 
the purpose of this eiercise. 

D AtUck D Agility Other: 
D Placement D Range D _ 
D Resonance D Vowel Clarity D 
D Breath Support D Consonants D 
D Phrasing D Intonation • 
D Legato D Coordination of D 
D SUccalo Registers D __ 

2. How often do you use this eiercise? 

D Every lesson D Frequently D Sometimes 

3. When in the warm-up do you use this eiercise? 

D Beginning D Middle D End 

4. Do you use this eiercise in your own singing/warm-up? 

D Always D FrequenUy D Somelimes D Rarely 

5. What is the source of this eiercise? 

D Self D Vocal Book 
0 Teacher D Other 
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Eiercise 3 

Please indicate all vowels, consonants or word combinations used and variations thereof. 
It will be assumed that the exercise is modulated up and down by half-step throughout 
the range unless indicated otherwise. 

Why would you assign this eiercise? Please check those boies that best eiemplify 
the purpose of this eiercise. 

D Aiuck 
D Placement 
D Resonance 
D Breath Support 
D Phrasing 
D Legato 
D Staccato 

D AgiUly 
D Range 
D Vowel Clarity 
D Consonants 
D Intonation 
D Coordination of 

Registers 

Other: 
D _ 
D _ 
D _ 
D _ 
D _ 
D __ 

D Sometimes 

How often do you use this eiercise? 

D Every lesson D Frequently 

When in the warm-up do you use this eiercise? 

D Beginning • Middle D End 

Do you use this eiercise in your own singing/warm-up? 

D Always D Frequently D Somelimes D Rarely 

What is the source of this eiercise? 

D Self D Vocal Book 
D Teacher D Other 
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Eiercise 6 

Please indicate aU vowels, consonants or word combinations used and variations thereof. 
Il wiU be assumed that the exercise is modulated up and down by half-step throughout 
the range unless indicated otherwise. 

Why would you assign this eiercise? Please check those boies that best eiempUfy 
the purpose of this exercise. 

D Attack 
D Placement 
D Resonance 
D Breath Support 
D Phrasing 
D Legato 
D Staccato 

D AgiUly 
D Range 
D Vowel Clarity 
D Consonants 
D Intonation 
D Coordination of 

Registers 

Other: 
D _ 
D _ 
D _ 
D _ 
D _ 
D __ 

5. 

How often do you use this exercise? 

D Every lesson D Frequently D Sometimes 

When in the warm-up do you use this eiercise? 

D Beginning D Middle D End 

Do you use this eiercise in your own singing/warm-up? 

D Always D Frequently D Somelimes D Rarely 

What is the source of this exercise? 

D Self D Vocal Book 
D Teacher D Other 
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Eiercise 7 

Please indicate aU vowels, consonants or word combinations used and variations thereof. 
Il will be assumed that the exercise is modulated up and down by half-step throughout 
the range unless indicated otherwise. 

Why would you assign this eiercise? Please check those boies that best eiempUfy 
the purpose of this eiercise. 

D Attack 
D Placement 
D Resonance 
D Breath Support 
D Phrasing 
D Legato 
D Staccato 

D AgUily 
D Range 
D Vowel Clarity 
D Consonants 
D Intonation 
D Coordination of 

Registers 

2. How often do you use this eiercise? 

D Every lesson 

Other: 
D 
D 
D 
D 
D 
D 

D Frequently D Sometimes 

3. When in the warm-up do you use this eiercise? 

D Beginning D Middle D End 

4. Do you use this eiercise in your own singing/warm-up? 

D Always D Frequently D Somelimes D Rarely 

5. What is the source of this eiercise? 

D Self D Vocal Book 
D Teacher D Other 
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Exercise S 

Please indicate aU vowels, consonants or word combinations used and variations thereof. 
Il wUl be assumed that the eiercise is modulated up and down by half-step throughout 
the range unless indicated otherwise. 

Why would you assign this eiercise? Please check those boies that best eiempUfy 
the purpose of this eiercise. 

D Attack 
D Placement 
D Resonance 
D Breath Support 
D Phrasing 
D Legato 
D Staccato 

D AgiUly 
D Range 
D Vowel Clarity 
D Consonants 
D Intonation 
D Coordination of 

Registers 

Other: 
D _ 
D _ 
D _ 
D _ 
D _ 
D _ 

2. How often do you use this eiercise? 

D Every lesson D Frequently D Sometimes 

3. When in the warm-up do you use this eiercise? 

D Beginning D Middle D End 

4. Do you use this eiercise in your own singing/warm-up? 

D Always D Frequently D Somelimes D Rarely 

5. What is the source of this eiercise? 

D Self D Vocal Book 
D Teacher D Other 
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Eiercise 9 

Please indicate aU vowels, consonants or word combinations used and variations thereof. 
It wiU be assumed that the exercise is modulated up and down by half-step throughout 
the range unless indicated otherwise. 

1. Why would you assign this eiercise? Please check those boies that best eiempUfy 
the purpose of this exercise. 

D AlUck D AgiUly Other: 
D Placement D Range D __ 
D Resonance D Vowel Clarity D 
D Breath Support D Consonants D 
D Phrasing D Intonation D _ 
D Legato D Coordination of D _ 
D SUccalo Registers D 

2. How often do you use this exercise? 

D Every lesson D Frequently D Sometimes 

3. When in the warm-up do you use this eiercise? 

D Beginning D Middle D End 

4. Do you use this eiercise in your own singing/warm-up? 

D Always D Frequently D Somelimes D Rarely 

5. What is the source of this exercise? 

D Self D Vocal Book 
D Teacher D Other 
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Eiercise 10 

Please indicate all vowels, consonants or word combinations used and variations thereof. 
Il will be assumed that the eiercise is modulated up and down by half-step throughout 
the range unless indicated otherwise. 

1. Why would you assign this eiercise? Please check those boies that best eiempUfy 
the purpose of this eiercise. 

D Attack D AgiUly Other: 
D Placement D Range D 
D Resonance D Vowel Clarity D 
D Breath Support D Consonants D 
D Phrasing D Intonation D 
D Legato D Coordination of D 
D Staccato Registers D 

2. How often do you use this eiercise? 

D Every lesson D Frequently D Somelimes 

3. When in the warm-up do you use this eiercise? 

D Beginning D Middle D End 

4. Do you use this eiercise in your own singing/warm-up? 

D Always D Frequently D Somelimes D Rarely 

5. What is the source of this eiercise? 

D Self D Vocal Book 
D Teacher D Other 
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Thank you very much for your lime and your help in conduclmg this 
research. Please feel free to make any comments below. 
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APPENDIX C 

LISTING OF INSTITUTIONS IN SAMPLE 
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LISTING OF INSTITUTIONS IN SAMPLE 

1 American Conservatory of Music 

2 Arizona State University 

3 Ball State University 

4 Boston University 

5 Brigham Young University 

6 The Catholic University of America 

7 Cleveland Institute of Music 

8 Eastman School of Music 

9 Florida State University 

1 0 Ham School of Music 

University of Hartford 

1 1 Indiana University 

1 2 Louisiana State University 

1 3 Memphis State University 

1 4 Michigan State University 

1 5 New England Conservatory of Music 

1 6 University of North Texas 

1 7 Northwestern University 

1 8 Ohio State University 

1 9 Peabody Institute of The John Hopkins University 

2 0 Rutgers University 

2 1 Temple University 

2 2 Texas Tech University 

2 3 University of Alabama 
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2 4 University of Arizona 

2 5 University of Cincinnati 

2 6 University of Colorado 

2 7 University of Connecticut 

2 8 University of Florida 

2 9 University of Georgia 

3 0 University of Illinois 

3 1 University of Iowa 

3 2 University of Kansas 

3 3 University of Kentucky 

3 4 University of Maryland 

3 5 University of Miami 

3 6 University of Michigan 

3 7 University of Minnesota-Minneapolis 

3 8 University of Mississippi 

3 9 University of Missouri, Kansas City 

4 0 University of Nebraska-Lincoln 

4 1 University of North Carolina 

4 2 University of Northern Colorado 

4 3 University of Oklahoma 

4 4 University of Oregon 

4 5 University of South Carolina 

4 6 University of Southern California 

4 7 University of Southern Mississippi 

4 8 University of Texas at Austin 

4 9 University of Washington 
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5 0 University of Wisconsin-Madison 

5 1 West Virginia University 

5 2 Yale University 
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APPENDDC D 

FESTAL QUESTIONNAIRE AND COVER LETTERS 
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Texas Tech University 
Department of Music 

Box 4239/Lubbock, Texas 79409-2033/(806) 742-2270 

March 11, 1988 

American Conservatory of Music 
17 North State Street, 18th Floor 
Chicago, BL 60602 
ATTN: Ms. Wilma Osheim 

Dear Ms. Osheim: 

Mary Saathoff, a current student in the Ph.D. program at Texas Tech 
University, is currently working on a dissertation in the area of Vocal 
Pedagogy. As part of her dissertation work, she is doing a survey 
regarding the use of vocal exercises and vocalises in N.A.S.M. 
accredited universities in the United States. 

Since I believe this survey can be of significant use to the voice 
teachers in our universities, may I encourage you to complete the 
form and urge the voice teachers in your department to complete it 
also. 

Your help in this disscrtadon project is greatly appreciated. 

Cordially, 

Donald Bailey 
Chairman, Vocal Division 
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3613 42nd Street 
Lubbock, Texas 79413 

March 11, 1988 

American Conservatory of Music 
17 North State Street, 18th Floor 
Chicago, IL 60602 
ATTN: Ms. Wilma Osheim 

Dear Ms. Osheim: 

I am currently a doctoral student in the Ph.D. in Fine Arts program at 
Texas Tech University with a major in vocal pedagogy. My dissertation 
will deal with vocal exercises and vocalises used in studio voice teaching in 
the U.S. The purpose of this study is to determine what methods of 
vocalization are currently being used in university vocal studios and which 
vocal exercises and vocalises are used most often and why. The results of 
such a study should prove valuable to all involved with the study of 
singing: to the teachers as a validation of their own methods, and to 
students and future teachers of singing to ensure a proper understanding 
of why certain exercises are assigned and what achievement is expected. 

I have prepared a survey that will be sent to all N.A.S.M. accredited 
schools which offer doctoral degrees in voice performance or vocal 
pedagogy. I would Uke to enlist your support as chairperson of the voice 
department in conducting this study. A minimum of three surveys from 
each university is needed to effectively complete this research, and I 
would like for you to select those faculty members (including yourselO 
whom you feel would be most likely to complete the survey. You will find 
all the materials you will need in this packet, including postage paid return 
envelopes. Please return the completed surveys within two weeks. 

Thank you very much for your time and help in conducting this research. 

Sincerely yours, 

Mary Jones Saathoff 
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TEXAS TECH MUSIC DEPARTMENT 

March 11, 1988 

Dear Voice Teacher: 

Each voice teacher generally has found certain vocal exercises, often in 
combination with standard published vocalises, that work best for his or 
her students. On the following pages, you will be given the opportunity to 
share some specific techniques of vocalization you use in your own studio 
teaching. This study will determine what methods of vocalization are 
currently being used in university vocal studios and which vocal exercises 
and vocalises arc used most often and why. The results should prove val
uable to all involved with the study of singing: to teachers as a resource to 
validate their own teaching and to encourage the adoption of new and 
different exercises and vocalises which may work even better for their 
students; to students to ensure a proper understanding of why certain 
exercises are assigned and what achievement is expected; and to future 
teachers of singing who have not yet determined through study and 
experience those exercises and vocalises which will work best in a variety 
of situations. A summary of the results of this study will be shared with 
all participants. 

The survey is divided into three parts: personal information, general 
questions about vocalization, and specific vocal exercises. The listing of 
your name is optional, and is included only to give proper credit to you (if 
you wish) for an original exercise that may be printed in the dissertation. 
In the third section, you may notate up to ten vocal exercises you use most 
frequently in your teaching. A basic exercise can have many variants, 
such as vowel and consonant combinations and slight melodic variations, 
but will be considered only one exercise. There will be specific questions 
for each exercise notated. 

Thank you very much for your time and cooperation. 

Sincerely, 

Mary Jones Saathoff 
Texas Tech University 
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VOCAL EXERCISES AND VOCALISES USED IN STUDIO TEACHING 

PART ONE 

Please answer the following general questions about you and your teaching of voice 
majors. 

1, Name (optional) 

2. Institution 

3. Rank 4. Tenured D Yes D No 

5. Age 6. Sex D Female D Male 

7. Voice Type D Soprano D Mezzo D Contralto D Tenor D Bar. D Bass 

8. No. of Years in Teaching 9. No. of Students this year 

PART TWO 

Please answer the following questions concerning vocal exercises and/or published 
vocalises you use most frequently in your teaching of voice majors. 

1. Do you regularly assign vocal exercises and/or published vocalises? 

D Vocal Exercises D Vocalises D Both 

2. If you regularly use published vocalises, which do you use? Check all that apply. 

D Bordogni D Concone D Lampeni, G.B. D Marchesi 
D Sieber D Spicker D Vaccai D Other 

3. Out of a one-hour lesson, how many minutes is spent in vocalization, either of 
vocal exercises or vocalises? Please answer for each applicable classification. 

0-5 6-10 11-15 16-20 21-25 26-30 Over 30 
Beginner D D D D D D D 
Intermediate 0 0 0 0 0 0 0 
Advanced O O O O O O O 

4. Out of a one-half-hour lesson, how many minutes is spent in vocalization, either of 
vocal exercises or vocalises? Please answer for each applicable classification. 
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Beginner 
Intermediate 
Advanced 

0-5 
O 
O 
O 

6-10 
D 
O 
D 

11-15 
O 
O 
O 

Over 15 
O 
O 
O 

5. Do you use vocal exercises and/or vocalises to warm-up the voice or to achieve 
specific goals? 

D Warm-up O Specific goals O Both 

6. Do you ask or prefer your students to warm-up for their lessons on their own? 
Please answer for each applicable classification. 

Beginner 
Intermediate 
Advanced 

Yes 
D 
O 
O 

Sometimes 
O 
O 
O 

No 
O 
O 
O 

7. How often do your students actually come warmed-up if you prefer it? Please 
answer for each applicable classification. 

Beginner 
Intermediate 
Advanced 

Always 
O 
O 
O 

Frequently 
O 
O 
O 

Sometimes 
O 
O 
O 

Rarely 
O 
O 
O 

8. If you use vocal exercises, do you tend to use a large variety (over ten) or a few 
standard ones? (An exercise with several variants constitutes only one exercise.) 

O Large variety O Few standard 

9. Do you use the same exercises for all of your students? 

O Yes O No 

10. Do you use certain exercises for specific voice types (soprano, bass, etc.)? 

O Yes O No 

11. Do you use certain exercises for different competency levels (beg., inter., adv.)? 

D Yes O No 

12. Do you tailor exercises to meet the needs of an individual student? 

O Yes O No 
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PART THREE 

On the following pages, please notate up to ten exercises you use most frequently in 
your teaching. A musical staff is provided (please indicate bass or treble clef) along 
with a detailed list of possible pedagogical uses for the exercise. In addition, there are 
specific questions to be answered for each exercise. An example exercise and answers 
to Questions 1 and 2 have been provided below. After your final exercise (if less than 
ten), please turn to the final page. 

Example 

Please indicate all vowels, consonants or word combinations used and variations 
thereof. It will be assumed that the exercise is modulated up and down by half-step 
throughout the range unless indicated otherwise. 

mo • 
i/v\-e (\\odA^^ c \ p s ^ u o u ^ ^ 0Y\ V o p 

Why would you assign this exercise? 
exemplify the purpose of this exercise. 

Please check those boxes that best 

O Attack 
O Placement 
O Resonance 
O Breath Support 
O Phrasing 

To whom would you assign 

^ Legato 
O Staccato 
E}{ Agility 

"P̂  Range 
O Vowel Clarity 

this exercise? 
Coloratura Soprano 

Beginner 
Intermediate 
Advanced 
All Students O 

O 
O 

^ 

O 
O 

; ^ 

Check 
Mezzo 

O 
O 
O 

O Consonants 
O Intonation 

"^/L Coordination 
Registers 

Other: 

all that apply. 
Contralto Tenor 

o o 
o o 
o o 

of 

Bar. 
O 
O 
O 

Bass 
D 
D 
O 
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Exercise 1 

Please indicate all vowels, consonants or word combinations used and variations 
thereof. It will be assumed that the exercise is modulated up and down by half-step 
throughout the range unless indicated otherwise. 

1. Why would you assign this exercise? Please check those boxes that best 
exemplify the purpose of this exercise. 
O Attack 
O Placement 
O Resonance 
O Breath Support 
O Phrasing 

To whom would you assign 

D 
O 
O 
O 
O 

this 
Coloratura 

Beginner 
Intermediate 
Advanced 
All Students O 

O 
O 
O 

Legato 
Staccato 
Agility 
Range 
Vowel Clarity 

exercise? 
Soprano 

O 
O 
O 

Check 
Mezzo 

O 
D 
O 

O Consonants 
O Intonation 
O Coordination of 

Registers 
Other! 

all that apply. 
Contralto Tenor 

O O 
O O 
o o 

Bar. 
O 
O 
O 

Bass 
D 
D 
0 

3. How often do you use this exercise? 
D Every lesson O Frequently O Sometimes 

4. When in the vocalization process do you use this exercise? 
D Beginning O Middle O End 

5. Do you use this exercise in your own personal vocalizing? 
O Always • Frequently D Sometimes O Rarely 

6. What is the source of this exercise? 
O Self O Vocal Book(s) . 
O Teacher D Other 
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Exercise 2 

Please indicate all vowels, consonants or word combinations used and variations 
thereof. It will be assumed that the exercise is modulated up and down by half-step 
throughout the range unless indicated otherwise. 

Why would you assign this exercise? 
exemplify the purpose of this exercise. 
O Attack O Legato 
O Placement O Staccato 
O Resonance O Agility 
O Breath Support O Range 

Please check those boxes that best 

O Consonants 
O Intonation 
O Coordination of 

Registers 
O Phrasing O Vowel Clarity Other: 

2. To whom would you assign this exercise? Check all that apply. 

Beginner 
Intermediate 
Advanced 
All Students O 

Coloratura 
D 
O 
D 

Soprano 
D 
O 
O 

Mezzo 
O 
O 
O 

Contralto 
O 
O 
O 

Tenor 
O 
O 
O 

Bar. 
O 
O 
O 

Bass 

D 
D 
O 

3. How often do you use this exercise? 
D Every lesson O Frequently O Sometimes 

4. When in the vocalization process do you use this exercise? 
D Beginning O Middle O End 

5. Do you use this exercise in your own personal vocalizing? 
O Always D Frequently • Sometimes O Rarely 

6. What is the source of this exercise? 
O Self O Vocal Book(s) . 
O Teacher D Other . 
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Exercise 3 

Please indicate all vowels, consonants or word combinations used and variations 
thereof. It will be assumed that the exercise is modulated up and down by half-step 
throughout the range unless indicated otherwise. 

1. Why would you assign this exercise? Please check those boxes that best 

2. 

5. 

6. 

exemplify the purpose of this exercise. 
O Attack 
O Placement 
O Resonance 
O Breath Support 
O Phrasing 

O Legato 
O Staccato 
O Agility 
O Range 
O Vowel Clarity 

O Consonants 
O Intonation 
O Coordination of 

Registers 
Other: 

To whom would you assign this exercise? 
Coloratura Soprano 

O 
O 

Beginner 
Intermediate 
Advanced 
All Students 

O 
O 
o 

Check all that apply. 
Mezzo Contralto Tenor Bar. 

O O O O 
O O O O 
O O O O 

Bass 
D 
D 
D 

O 

How often do you use this exercise? 
O Every lesson O Frequently O Sometimes 

When in the vocalization process do you use this exercise? 
O Beginning O Middle O 

Do you use this exercise in your own personal vocalizing? 
D Always O Frequently O Sometimes 

What is the source of this exercise? 
O Self O Vocal Book(s) ^ 
O Teacher D Other 

End 

O Rarely 
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Exercise 4 

Please indicate all vowels, consonants or word combinations used and variations 
thereof. It will be assumed that the exercise is modulated up and down by half-step 
throughout the range unless indicated otherwise. 

1. Why would you assign this exercise? 
exemplify the purpose of this exercise. 
O Attack D Legato 
O Placement O 
O Resonance O 
O Breath Support O 
O Phrasing O 

Please check those boxes that best 

Staccato 
Agility 
Range 
Vowel Clarity 

O Consonants 
O Intonation 
O Coordination of 

Registers 
Other: 

2. To whom would you assign this exercise? Check all that apply. 
Coloratura Soprano Mezzo Contralto Tenor 

Beginner 
Intermediate 
Advanced 
All Students 

O 
O 
D 

O 
O 
O 

O 
O 
O 

D 
O 
O 

O 
O 
O 

Bar. 
O 
O 
O 

Bass 
O 
O 
O 

How often do you use this exercise? 
O Every lesson O Frequently O Sometimes 

When in the vocalization process do you use this exercise? 
O Beginning O Middle O End 

Do you use this exercise in your own personal vocalizing? 
O Always O Frequently D Sometimes O Rarely 

What is the source of this exercise? 
O Self D Vocal Book(s) 
O Teacher O Other 
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Exercise 5 

Please indicate all vowels, consonants or word combinations used and variations 
thereof It will be assumed that the exercise is modulated up and down by half-step 
throughout the range unless indicated otherwise. 

1. Why would you assign this exercise? Please check those boxes that best 
exemplify the purpose of this exercise. 
O Attack 
D Placement 
O Resonance 
O Breath Support 
O Phrasing 

To whom would you assign 

O 
O 
O 
O 
O 

this 
Coloratura 

Beginner 
Intermediate 
Advanced 
All Students O 

O 
O 
O 

Legato 
Staccato 
Agility 
Range 
Vowel Clarity 

exercise? 
Soprano 

O 
O 
O 

Check 
Mezzo 

O 
O 
O 

O Consonants 
O Intonation 
O Coordination of 

Registers 
Other: 

all that apply. 
Contralto Tenor 

O O 
O O 
O O 

Bar. 
O 
O 
O 

Bass 
O 
O 
D 

3. How often do you use this exercise? 
O Every lesson O Frequently O Sometimes 

4. When in the vocalization process do you use this exercise? 
O Beginning O Middle O End 

5. Do you use this exercise in your own personal vocalizing? 
D Always O Frequently O Sometimes O Rarely 

6. What is the source of this exercise? 
O Self O Vocal Book(s) — 
O Teacher O Other 
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Exercise 6 

Please indicate all vowels, consonants or word combinations used and variations 
thereof. It will be assumed that the exercise is modulated up and down by half-step 
throughout the range unless indicated otherwise. 

1. Why would you assign this exercise? Please check those boxes that best 

5. 

exemplify the purpose of this exercise. 
O Attack 
O Placement 
O Resonance 
O Breath Support 
O Phrasing 

O Legato 
O Staccato 
O Agility 
O Range 
O Vowel Clarity 

O Consonants 
O Intonation 
O Coordination of 

Registers 
Other: 

2. To whom would you assign this exercise? Check all that apply. 

Beginner 
Intermediate 
Advanced 
All Students 

Coloratura 
O 
O 
O 

Soprano 
O 
O 
O 

Mezzo 
O 
O 
O 

Contralto 
O 
O 
O 

Tenor 
O 
O 
O 

Bar. 
O 
O 
o 

o 
How often do you use this exercise? 

O Every lesson D Frequently O Sometimes 

When in the vocalization process do you use this exercise? 
O Beginning D Middle D End 

Do you use this exercise in your own personal vocalizing? 

Bass 
O 
o 
o 

O Always O Frequently O Sometimes O Rarely 

What is the source of this exercise? 
O Self O Vocal Book(s) 
O Teacher O Other 
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Exercise 7 

Please indicate all vowels, consonants or word combinations used and variations 
thereof. It will be assumed that the exercise is modulated up and down by halfstep 
throughout the range unless indicated otherwise. 

1. Why would you assign this exercise? 
exemplify the purpose of this exercise. 
O Attack O Legato 
D Placement O Staccato 
O Resonance O Agility 
O Breath Support O Range 
O Phrasing O Vowel Clarity 

Please check those boxes that best 

O Consonants 
O Intonation 
O Coordination of 

Registers 
Other: ^__ 

To whom would you assign this exercise? Check all that apply. 
Coloratura Soprano Mezzo Contralto Tenor Bar. 

O O O O O 
O O O O O 
O O O O O 

Beginner 
Intermediate 
Advanced 
All Students O 

D 
D 
O 

3. How often do you use this exercise? 
O Every lesson O Frequently O Sometimes 

Bass 
O 
O 
O 

4. When in the vocalization process do you use this exercise? 
O Beginning O Middle O End 

5. Do you use this exercise in your own personal vocalizing? 
D Always O Frequently O Sometimes O Rarely 

6. What is the source of this exercise? 
O Self O Vocal Book(s) 
O Teacher O Other 
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Exercise 8 

Please indicate all vowels, consonants or word combinations used and variations 
thereof. It will be assumed that the exercise is modulated up and down by half-step 
throughout the range unless indicated otherwise. 

1. Why would you assign this exercise? Please check those boxes that best 

4. 

exemplify the purpose of this exercise. 
O Attack 
D Placement 
O Resonance 
O Breath Support 
O Phrasing 

O Legato 
O Staccato 
O Agility 
O Range 
O Vowel Clarity 

O Consonants 
O Intonation 
O Coordination of 

Registers 
Other: 

2. To whom would you assign this exercise? Check all that apply. 

Beginner 
Intermediate 
Advanced 
All Students 

Coloratura 
D 
O 
O 

Soprano 
O 
O 
O 

Mezzo 
O 
O 
O 

Contralto 
O 
O 
O 

Tenor 
O 
O 
O 

Bar. 
O 
O 
O 

How often do you use this exercise? 
O Every lesson D Frequently O Sometimes 

Bass 
O 
O 
O 

When in the vocalization process do you use this exercise? 
O Beginning O Middle O End 

Do you use this exercise in your own personal vocalizing? 
O Always O Frequently O Sometimes O Rarely 

What is the source of this exercise? 
O Self O Vocal Book(s) 
O Teacher O Other 
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Exercise 9 

Please indicate all vowels, consonants or word combinations used and variations 
thereof. It will be assumed that the exercise is modulated up and down by half-step 
throughout the range unless indicated otherwise. 

Why would you assign this exercise? 
exemplify the purpose of this exercise. 
O Attack O Legato 
O Placement O Staccato 
O Resonance O Agility 
O Breath Support O Range 

Please check those boxes that best 

O Consonants 
O Intonation 
O Coordination of 

Registers 
O Phrasing O Vowel Clarity Other: 

To whom would you assign this exercise? 
Coloratura Soprano 

Beginner 
Intermediate 
Advanced 
All Students 

O 
O 
O 

O 
o 
o 

Check all that apply. 
Mezzo Contralto Tenor Bar. 

O O O O 
O O O O 
O O O O 

3. How often do you use this exercise? 
O Every lesson O Frequently O Sometimes 

Bass 
D 
O 
D 

When in the vocalization process do you use this exercise? 
O Beginning O Middle O End 

Do you use this exercise in your own personal vocalizing? 
O Always O Frequently O Sometimes O Rarely 

What is the source of this exercise? 
O Self D Vocal Book(s) 
D Teacher O Other 
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Exercise 10 

Please indicate all vowels, consonants or word combinations used and variations 
thereof. It will be assumed that the exercise is modulated up and down by half-step 
throughout the range unless indicated otherwise. 

1. Why would you assign this exercise? 
exemplify the purpose of this exercise. 
O Attack O Legato 
O Placement O Staccato 
O Resonance O Agility 
O Breath Support O Range 

Please check those boxes that best 

O Consonants 
O Intonation 
O Coordination of 

Registers 
O Phrasing O Vowel Clarity Other: 

2. To whom would you assign this exercise? Check all that apply. 

Beginner 
Intermediate 
Advanced 
All Students 

Coloratura 
D 
D 
O 

Soprano 
O 
O 
O 

Mezzo 
O 
O 
O 

Contralto 
O 
O 
O 

Tenor 
D 
D 
D 

Bar. 
O 
O 
O 

3. How often do you use this exercise? 
O Every lesson O Frequently O Sometimes 

Bass 
D 
D 
D 

When in the vocalization process do you use this exercise? 
O Beginning O Middle O End 

Do you use this exercise in your own personal vocalizing? 
O Always D Frequently O Sometimes O Rarely 

What is the source of this exercise? 
O Self O Vocal Book(s) 
O Teacher O Other _ ^ 
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O Please check if you would like to receive credit for your original exercises if 
printed in the dissertation. 

O Please check is you would you like to receive a summary of the findings of this 
study. 

Thank you very much for your time and your help in conducting this research. 
Please feel free to make any comments below. 
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3613 42nd Street 
Lubbock, Texas 79413 

April 14, 1988 

Peabody Insritute of The John Hopkins University 
Conservatory of Music 
1 East Mount Vernon Place 
Baltimore, MD 21202-2397 
ATTN: Mr. Wayne Conner 

Dear Mr. Conner: 

About four weeks ago I mailed to you a large packet of research materials 
concerning vocal exercises and vocalises. Each packet contained a cover 
letter and five questionnaires, with postage-paid envelopes, which I asked 
you to distribute to members of your voice faculty, including yourself. 

There has been a very enthusiastic response to my research, and I am 
very pleased with the results so far. I have not yet received any 
questionnaires from your school, however, and I wonder if you perhaps 
have not yet distributed them to your faculty. If that is the case, please 
distribute the questionnaires as soon as possible to those faculty members 
you feel would most likely return them. If you have already distributed 
the questionnaires, perhaps you could encourage your faculty to please fill 
them out and return them to me. A minimum of three surveys from each 
university is needed to effectively complete this research, and I would 
very much like for your institution to be represented in the results. In the 
event that you never received the materials packet, I would be happy to 
furnish it to you upon your request. 

Thank you very much for your time and cooperation in this research. I 
look forward to hearing from you soon. 

Sincerely yours. 

Mary Jones Saathoff 
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LISTING OF INDIVIDUALS AT UNIVERSITIES 

SENT LETTERS AND QUESTIONNAIRES 

9 / 2 7 / 8 8 

Arizona State University Ms. Christina Carroll, Professor 
Mr. Jerry D. Doan, Assoc. Professor 

Boston University Ms. Mary Davenport, Professor 
Ms. Shirlee Emmons, Assoc. Prof. 

Cleveland Institute of Music Ms. Susan Erickson 
Ms. Lucy Shelton 

Florida State University Mr. Roy Delp, Professor 
Ms. Betty Jane Grimm, Prof. 

Hartt School of Music 
University of Hartford 

Ms. Joan Glazier, Teaching Assoc. 
Ms. Virginia Schorr, Asst. Prof. 

Memphis State University Mr. Earl Coleman, Assoc. Professor 
Ms. Katherine Smith, Asst. Prof. 

Michigan State University Mr. Waldie Anderson, Assoc. Prof. 
Dr. Harlan Jennings, Assoc. Prof. 

University of North Texas Ms. Virginia Botkin, Professor 
Ms. Jeannine Crader, Art. in Res. 

Ohio State University Mr. McHenry R. Boatwright, 
Associate Prof. 

Mr. Roger L. Stephens, Professor 
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Temple University Dr. Christine Anderson, Asst. Prof. 
Mr. Tom Jaber, Assoc. Professor 

University of Alabama Mr. Jerry Benser, Asst. Professor 
Mr. Edward White, Professor 

University of Arizona Ms. Angela Cofer, Instructor 
Mr. Grayson Hirst, Assoc. Professor 

University of Illinois Ms. Dodi Protero, Professor 
Mr. William Warfield, Professor 

University of Iowa Ms. Jocelyn Carmichael, 
Assoc. Prof. 

Mr. Robert W. Eckert, Professor 

University of Kentucky Ms. Phyllis Jenness, Professor 
Dr. Margaret Kennedy, 

Asst. Professor 

University of Maryland Ms. Carmen A. Balthrop, 
Asst. Professor 

Dr. Kenneth Pennington, 
Assoc. Professor 

University of Missouri, 
Kansas City 

Mr. Inci Bashar, Asst. Professor 
Mr. Richard C. Knoll, Professor 

University of Nebraska-Lincoln Dr. Richard Grace, Professor 
Ms. Donna Harler, Professor 

University of South Carolina Mr. Laury Christie, Assoc. Prof. 
Ms. Evelyn S. McGarrity, Professor 

2 8 6 



University of Southern California Dr. Lynn Nagle, Lecturer 
Mr. Charles Roe, Professor 

University of Texas at Austin Dr. Cody A. Gamer, Lecturer 
Mr. Jess Walters, Professor 

University of Washington Ms. Montserrat Alavedra, 
Assoc. Professor 

Mr. August© Paglialunga, 
Assoc. Professor 

University of Wisconsin-Madison Mr. David Hottman, Assoc. Prof. 
Dr. Samuel Jones, Professor 

Yale University Ms. Karen Gruber, Lecturer 
Mr. Blake Stern, Professor 
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3613 42nd Street 
Lubbock, Texas 79413 

September 27, 1988 

Arizona State University 
School of Music 
Tempe, AZ 85287 
ATTN: Ms. Chrisdna Carroll, Professor 

Dear Ms. Carroll: 

I am currently a doctoral student in the Ph.D. in Fine Arts program at 
Texas Tech University with a major in vocal pedagogy. My dissertation 
will deal with vocal exercises and vocalises used in studio voice teaching in 
the U.S. The purpose of this study is to determine what methods of 
vocalization are currently being used in university vocal studios and which 
vocal exercises and vocalises are used most often and why. The results of 
such a study should prove valuable to all involved with the study of 
singing: to the teachers as a validation of their own methods, and to 
students and future teachers of singing to ensure a proper understanding 
of why certain exercises are assigned and what achievement is expected. 

Last spring I prepared and mailed surveys to all N.A.S.M. accredited 
schools which offer doctoral degrees in voice performance or vocal 
pedagogy. I have made a preliminary analysis of the data I have gathered 
so far and the results are quite interesting. I am now in the process of 
following-up schools and/or individuals for further responses. I would 
like to enlist your support in conducdng this study. Enclosed is a survey 
with a letter of introduction on the first page and a postage paid return 
envelope. Please return the completed survey within two weeks or as 
soon as possible. 

Thank you very much for your time and help in conducting this research. 

Sincerely yours. 

Mary Jones Saathoff 
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3613 42nd Street 
Lubbock, Texas 79413 

September 27, 1988 

Northwestern University 
School of Music 
Evanston, IL 60201 
ATTN: Dr. Richard Alderson 

Dear Dr. Alderson: 

As you may recall, last spring I mailed you a packet of surveys dealing with 
vocal exercises and vocalises. I received your letter saying that you had indeed 
received the packet and distributed the surveys. As yet, however, I have not 
received any surveys from your school. 

I have received a number of responses and begun preliminary analysis of the 
data, and the results are indeed quite interesting. I would very much like for 
Northwestern to be a part of this research, and I have enclosed three more 
surveys that I would like for you to distribute to any voice faculty members that 
you think would like to participate. I realize, of course, that this is a lengthy 
survey and requires more time that many faculty members have or are willing 
to give to complete. I am also aware that your faculty did not receive the 
surveys until the latter part of the spring semester and may have been too 
involved with other projects to give this study much consideration. Perhaps it is 
still early enough in this semester that some faculty members would have the 
time to participate. 

Thank you very much for your time and help and past efforts in conducting this 
research. I look forward to hearing from you soon, but I completely understand 
if your faculty would prefer not to participate. 

Sincerely yours, 

Mary Jones Saathoff 
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3613 42nd Street 
Lubbock, Texas 79413 

September 27, 1988 

Louisiana State University 
School of Music 
Baton Rouge, LA 70803-2504 
ATTN: Dr. Robert Grayson 

Dear Dr. Grayson: 

I am currently a doctoral student in the Ph.D. in Fine Arts program at Texas Tech 
University with a major in vocal pedagogy. Last spring I prepared and mailed a 
survey as part of my doctoral research to all N.A.S.M. accredited schools which 
offer doctoral degrees in voice performance or vocal pedagogy, including 
Louisiana State University. The purpose of this survey is to determine what 
methods of vocalization are currently being used in university vocal studios and 
which vocal exercises and vocalises arc used most often and why. After a 
follow-up mailing, I received a letter from Ms. Patricia Erienne that your school 
had never received the original packet of materials. I then mailed a new packet, 
but never received any completed surveys from your school. I have since 
discovered that you are now the acting chairman of the voice department at 
L.S.U., and I would like to enlist your support in conducting this study. Please 
select those faculty members (including yourselO whom you feel would be most 
likely to complete the survey. You will find all the materials you will need in 
this packet, including postage paid return envelopes. Please return the 
completed surveys as soon as possible. 

I do hope that Louisiana State University will participate in this research, I have 
made a preliminary analysis of the data gathered so far and the results are quite 
interesting. I will be happy to share a summary of these results with all 
interested participants. 

Thank you very much for your time and help in conducting this research. 

Sincerely yours, 

Mary Jones Saathoff 
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3613 42nd Street 
Lubbock, Texas 79413 

September 27, 1988 

University of Florida 
Department of Music 
Gainesville, FL 32611 
ATTN: Dr. Elizabeth Graham 

Dear Dr. Graham: 

I am currently a doctoral student in the Ph.D. in Fine Arts program at Texas Tech 
University with a major in vocal pedagogy. Last spring I prepared and mailed a 
survey as part of my doctoral research to all N.A.S.M. accredited schools which 
offer doctoral degrees in voice performance or vocal pedagogy, including the 
University of Florida. The purpose of this survey is to determine what methods 
of vocalization are currently being used in university vocal studios and which 
vocal exercises and vocalises are used most often and why. Unfortunately, your 
school did not receive the surveys until your semester had ended. 

I had corresponded both with Mr. James P. Hale and Dr. John R. Grigsby last 
spring, and spoke with them by telephone last week. They assured me that the 
University of Florida would like to pardcipate in this research, and that I should 
contact you as acting chair of the vocal area. I have enclosed four surveys which 
I would like for you to distribute to the voice faculty (including yourselO-
There is a letter of introduction on the first page of the survey, and I have 
enclosed postage paid return envelopes for your convenience. Please return the 
completed surveys as soon as possible. 

I have made a preliminary analysis of the data gathered so far and the results 
are quite interesting. I am looking forward to the responses from the University 
of Florida. 

Thank you very much for your time and help in conducting this research. 

Sincerely yours. 

Mary Jones Saathoff 
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3613 42nd Street 
Lubbock, Texas 79413 

September 27, 1988 

New England Conservatory of Music 
290 Huntington Avenue 
Boston, MA 02115 
ATTN: Mr. Mark Pearson 

Dear Mr. Pearson: 

Thank you very much for returning my phone call last week and for your 
willingness to participate in my doctoral research project. I have enclosed five 
questionnaires with return envelopes for you to distribute to those faculty 
members you feel would be most likely to complete them. 

Thank you again for your time and help in conducdng this research. 

Sincerely yours. 

Mary Jones Saathoff 
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SURVEY MAILINGS AND RESULTS 

Pretest 

First Mailing 

Follow-up Letter 

Telephone Calls 
Additional Mailings 
Letters to Individuals 

11 /10 /87 

3 /11 /88 
Mailed to 52 N.A.S.M. institutions 
Packet of 5 surveys sent to 
Voice Dept. Chairperson 

4/14/88 

9/27/88 

RESULTS: 

Out of 52 institutions: 

Out of 37 surveys 

23 sent answered surveys 44.2% 
2 sent unanswered surveys 
7 sent letters, no surveys 
32 inst. heard from total 61.5% 

2 inst. sent unanswered surveys 
1 inst. sent 4 surveys 
3 inst. sent 3 surveys 
3 inst. sent 2 surveys 
18 inst. sent 1 survey 

35 answered surveys out 22.4% 
of 156 asked for returns 
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