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The problem with which this investigation is con-

cerned is that of developing a theory in vocal pedagogy, 

voiception, which could provide teaching techniques with 

tangibility for gaining control of both voluntary and in-

voluntary functions of the singing act. The methods 

presented for achieving this goal include the employment 

of techniques which involve cognitive-affective processes 

and the divergent thinking processes of the voice teacher 

and student. It is assumed that the affective domain—-in 

conjunction with cognition—provides the means for gaining 

control of the reactive vocal functions, and that the 

divergent thinking of the student and teacher makes use 

of cognition and affect in gaining control of the vocal 

functions which lie below volitional control. The assump-

tion is made that cognition and affect are joined in 

learning. 



This study has the purpose of implementing the highest 

cognitive-affective processes through a synthesis of the 

cognitive domain, the affective domain, and the vocal 

functions. In the first chapter of this study is presented 

the need to investigate the philosophical thinking of 

Cornelius L. Reid, D. Ralph Appelman, and William Vennard 

as primary sources in vocal pedagogy. Additional sources 

include Burgin, Fields, Husler, Christy, Kagen, Lundin, 

Roe, and Reimer. For understanding the cognitive-affective 

domains and the psychophysical aspect of singing, the 

suggestion is given to investigate the psychological 

postulations of writers in diverse fields. Chapter IV 

contains psychological postulates of selected writers, 

including Krathwohl, Popham, Cantor, Guilford, Chiari, 

Osborn, Furlong, McMurray, and Woodruff. 

To clarify the theory of voiception. extensive infor-

mation, objective data, and empirical concepts are 

presented in Chapters Two and Three. Both chapters 

provide extensive objectively produced data and concepts 

concerning singing. Susanne Langer's contributions provide 

credibility to considering music as a form of human feeling, 

articulate but nondiscursive. Chapters One through Four 



provide credibility for the terminology used—discussing 

both psychological postulates and vocal pedagogy—in the 

development of the theory in Chapter V. The delineation 

of voiception presents thirteen premises and sixteen 

figures for illustrating the principles propounded. 

Voicepts—cognitive-affective concepts which employ both 

voluntary and involuntary procedures—are presented as 

providing the connecting link essential in gaining control 

of the involuntary vocal functions. The voicepts of the 

teacher and student are not identical. Peeling tone—af-

fective domain—is presented as providing tangible means 

through sensation, for the voice student to gain control 

of the reactive vocal functions. Initiating the chain of 

learning techniques which assist the voice student to 

evoke involuntary vocal functions, the teacher hears the 

singing and analyzes the vocal functions. The teacher 

guides the student to evaluate his sensation—including 

the sung tone, and physical and psychological feeling. 

By such means the teacher can guide the voice student to 

keep controllable vocal functions passive, and to recognize 

change or inertia in the involuntary vocal functions—the 



reactive functions. This sensitivity in analysis is the 

key to evaluation by the student of the sung tone. 

This study appears to show that feeling tone and cog-

nition are innately involved with singing, since the vocal 

instrument is actually a part of the singer. Analysis of 

the sung vowel through the singing sensation is the 

connecting link for gaining control of involuntary vocal 

functions. 

Recommendations for research include making a com-

parison of voice imprinting and feeling tones presented in 

a rank order. Other suggestions included an analysis 

comparing feeling circle evaluations and sonagraph 

findings• 
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CHAPTER I 

A THEORETICAL STUDY IN 

VOCAL PEDAGOGY 

Introduction 

All areas of teaching music have not kept pace with 

advancements being made in psychological theories of learn-

ing music. Conditions need to be provided in which music 

can be learned. Because of its complexity, the discipline 

of vocal pedagogy may have a greater need for a theoretical 

approach to teaching than have the other music disciplines. 

During the twentieth century much scientific informa-

tion has been compiled concerning vocal functions. Sincere 

efforts have been made on the part of most vocal pedagogs 

to improve teaching techniques. All conscientious vocal 

pedagogs strive toward a similar goal, that of helping the 

voice student become artistically proficient. While the 

vocal goals are uniform, a divergence is found among the 

means used for their achievement. Not only are the philos-

ophies of teachers dissimilar with respect to the desired 

specific goals to be attained by the voice student, but the 



teaching philosophies employed among vocal pedagogs are 

highly divergent and often contradictory. 

Vocal pedagogy (the art, science, or profession of 

teaching singing) is a complex and challenging artistic 

discipline. Some obvious factors involved in this com-

plexity derive from the abstract (recondite) character of 

the performing medium, the human voice. Music is consid-

ered by many to be the most abstract of the arts. 

Although for centuries man has tried to understand the 

thought process, very little is yet known about cognition 

(the act or process of knowing, including awareness and 

value judgments). During the past decade there has been a 

tremendous upsurge of interest concerning the understanding 

of the act of cognition. The statement has been made that 

"we are especially in need of theoretical formulations 

about the nature of nonlexical thought and the relation-

ship of nonlexical thought to other aspects of cognition. 

Vocal pedagogy as an academic discipline is concerned with 

a medium which mediates nonlexical thought, thinking which 

is only partially ordered by vocabulary and language con-

struction. 

*Mardi Jon Horowitz, Image Formation and Coanition 
(New York, 1970), p. x. 



Music is not a language, and in the highest sense, 

music is not communication. Although music may serve as 

a means of communication, as a transmitter of symbols, the 

greater function of music is that of being the transformer 

(the relay station, the transmitter) of insights and of 

"how feelings go."2 Langer states that in relating to art 

work, the percipient finds the significance in it and that 

he is likely to consider that this is the "feeling in it." 

Langer adds that this feeling is not communicated, but is 

revealed. The aesthetic emotion, according to Langer, is 

not expressed in the work but belongs to the percipient, 

and, because the purpose of art is to abstract and present 

forms of life and feeling for the percipient, it can thus 

clarify and organize intuition itself. Langer says that a 

work of art gives "us forms of imagination and forms of 

feeling."3 Music has a dual nature, that of the affective 

domain and that of the cognitive domain.^ 

2 
Bennett Reimer, A Philosophy of Music Education 

(Englewood Cliffs, New Jersey, 1970), p. 52. 

3Richard Courtney, "On Langer's Dramatic Illusion," 
321®. Journal of Aesthetics and Art Criticism. XXIX (Fall, 
1970), 11-20. 

^James P. O'Brien, "How Conceptual Learning Takes 
Place," Music Educators Journal. LVIII (September, 1971). 
34-35. 



The voice teacher deals with a complex organism and 

with both its cognitive processes and its affective forces. 

The affective domain includes two categories: (1) emotions 

and (2) feeling. McMurray distinguishes between emotion 

and feeling. The more inclusive of the terms is feeling? 

within the broader category of feelings are more specific 

kinds, emotions, designated by such terms as joy, anger, 

sorrow, or love.5 McMurray further explains that any feel-

ing which is clearly understood as belonging to a common 

category and which can easily be named in words is a special 

kind of feeling which can be called emotion. Specific emo-

tions have feelings that attend certain kinds of events in 

experience which have narrative qualities: a beginning, 

a development, and a conclusion or resolution of tensions 

and forces. He states that the nonemotional class of feel-

ings, those which have no names, are distinguished from the 

emotions by their being less directly related to types of 

dramatic events and to practical purposing. Nonemotional 

feelings, he continues, are aroused and attend our exper-

iences from one moment to another as a shifting and blending 

5Poster McMurray, "Pragmatism in Music Education," 
Basic Concepts in Music Education. Fifty-seventh Yearbook 
of the National Society for the Study of Education, Part I 
(Chicago, 1958), p. 58. 



"but almost never" cease "accompaniment to the impact of 

sensory experience."6 

If a person looks at a beautiful rose, and smells it, 
feelings will be there, possibly very pleasant ones, 
but ordinarily xt would be impossible to say what 
kind of feeling is being experienced. In many 
ordmsry situations, it would be impossible to say 
even whether one's feelings are pleasant or unpleas-
ant.' 

Musical sensations most often evoke a response of unemo-

tional feelings. McMurray believes that the aesthetic 

value of music depends upon the general feelings which it 

arouses rather than upon the emotions. He elaborates fur-

ther with the statement that "it is more accurate to speak 

of musical experience as essentially an experience of feel-

ings rather than of emotions.8 

Reimer states, "Peeling is part of human life as air is 

part of human bodies . . . . " 9 Reimer believes that feel-

ing saturates everything which an individual does and that 

feeling is inseparable from what people are and what they do. 

Theoretical postulation abounds with the belief that the 

cognitive and affective domains coexist? this fact has to 

P. 59. 7Ibid. Qxbid.. p. 60. 

^Bennett Reimer, A Philosophy of Music Education 
(Englewood Cliffs, New Jersey, 1970), p. 34. 



do with the physical functions of the human body which are 

actively involved in singing. Many of these physical func-

tions are involuntary responses. The vocal pedagog needs 

to have insight into and command of a situation in which 

the voice student has no volitional control over specific 

vocal functions which require development for singing. 

The musical instrument with which vocal pedagogs are 

concerned adds to the complexity of the academic discipline, 

to the abstract quality of voice teaching. The voice stu-

dent is using an instrument to which he relates both sub-

jectively and objectively. This musical instrument is 

subject to both voluntary and involuntary control by the 

singer. How to gain control of involuntary processes in 

the act of singing is a concern to vocal pedagogy. 

Efforts to understand the thinking processes have led 

in some instances to the establishment of a taxonomy, a 

sequential classification of the thinking processes ranked 

from low to high. The taxonomy of the cognitive domain by 

Bloom ranks cognitive learning from the attainment of know-

ledge at the bottom, up through comprehension, application, 

analysis, and synthesis, to evaluation at the top. Although 

creativity is known to exist in small children, the higher 



levels of the cognitive domain contain the words which have 

been descriptive of creative processes.10 The affective 

behaviors in learning, the area which pertains to feeling 

processes, was established as a taxonomy of the affective 

domain by Krathwohl and others. The lowest level of the 

taxonomy of the affective domain lists the act of receiving 

which includes both the idea of sensitivity and of aware-

ness. All levels of the affective domain appear to be part 

of the creative processes.11 Williams developed a three-

dimensional cubical model in an effort to implement both 

the cognitive and the affective processes with relation to 

creative processes. The model by Williams structures a 

relationship between the teaching modes of the teacher and 

the cognitive and affective behaviors of the student, by 

means of the subject matter.12 The taxonomy of cognitive 

functions, the taxonomy of the affective domain, and the 

^Benjamin S. Bloom and others. Taxonomy of Educational 
Objectives. Handbook It Cognitive Domain (1956), p. 201. 

Krathwohl, Benjamxn S• Bloom, and Bertram 
B. Masia, Taxonomy of Educational Objectives. Handbook U s 
Affective Domain (1964), p. 49. 

12Frank E. Williams, "Models for Encouraging Creativ-
ity in the Classroom by Integrating Cognitive-Affective 
Behaviors," Educational Technology. IX (December, 1969), 
7-13 • 
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cubical model by Williams (See voiception, page 10) appear 

to provide learning techniques which can be applied to the 

area of music.13 

Subject of the Study 

The subject is a theoretical study in the area of 

vocal pedagogy. The teaching-learning processes involved 

in voice study and an investigation to establish techniques 

for gaining control of the involuntary vocal functions were 

two areas of central concern. 

Purpose of the Study 

The purpose of this study was to develop a theory of 

vocal pedagogy, voiception. which could provide teaching 

techniques for gaining control of both the voluntary and 

involuntary functions of the singing process by employing 

the cognitive domain and the affective domain. Because of 

the inherent involvement of the affective domain in the 

act of singing, the term voicept was used to accentuate 

the dichotomous relationship of the affective and the cog-

nitive domains in voice study. The vocal functions and the 

13Williaras, "Models for Encouraging Creativity in the 
Classroom by Integrating Cognitive-Affective Behaviors," 
Educational Technology. IX (December, 1969), 7-13. 



mental concepts constitute the singing process. 

Summary of the Purpose of the Study 

The purpose of this study was the development of a 

theory of vocal pedagogy, voiception. which would implement 

the highest cognitive processes through a synthesis of the 

cognitive domain, the affective domain, and the vocal func-

tions • 

Sub-Purposes of the Study 

The sub-purposes of the study were to 

1. Ascertain pedagogical developments of selected 

factors of voice pedagogy. 

2. Synthesize the basic principles of functional or 

natural voice pedagogy of Cornelius L. Reid. 

3. Employ the philosophical thinking concerning vocal 

pedagogy of Cornelius L. Reid as the primary source giving 

emphasis to mental concepts in developing the theory of 

voiception. 

4. Incorporate, as additional sources, theories of 

selected factors of voice pedagogy from William Vennard, 

Frederick Husler and Yvonne Rodd-Marling, Van A. Christy, 

D. Ralph Appelman, Douglas Stanley, Sergius Kagen, Ernest 

G« White, and Victor Alexander Fields. 



10 

5. Abstract concepts from selected sources concerning 

the cognitive domain and the affective domain as they apply 

to the learning processes. 

6. Pursue a problem area identified by Charles W. 

Wright, namely: Is there a relationship between a partic-

ular type of cognitive thought process on the part of the 

voice teacher and the subsequent process on the part of the 

student? 

Definition of Terms 

For the purpose of this study the following definitions 

were formulated: 

1. Voiception.—Voiception refers to a theory in 

vocal pedagogy incorporating both the cognitive and the 

affective domains through techniques--including both volun-

tary and involuntary procedures—which provide access to 

the control of involuntary functions of the singing process. 

Cognitive-affective learning techniques are applied in 

voiception. The three highest levels of the taxonomy of the 

cognitive domain include (1) analysis, (2) synthesis, 

and (3) evaluation.14 Voiception includes, also, the five 

14Bloom, Taxonomy of Educational Objectives. Handbook 
i ! Cognitive Domain, p. 201. 
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levels of the affective domains (1) lowest is receiving, 

(2) responding (willingness and satisfaction), (3) valuing 

(appreciation and commitment), (4) conceptualizing (organi-

zing a value system), and (5) internalizing (automatically 

characterizing a way of life; organization).15 Voiception 

draws, also, upon the pupil behaviors and the teacher be-

haviors of a model for implementing cognitive-affective 

behaviors.16 Pour types of thinking are listed under the 

cognitive behaviors of the pupil: (1) fluent thinking, 

(2) flexible thinking, (3) original thinking, and (4) elab-

orative thinking. The four affective behaviors include 

(1) curiosity (willingness), (2) risk taking (courage), 

(3) complexity (challenge), and (4) imagination (intuition). 

The eighteen strategies or modes of teaching listed under 

teacher behaviors include (1) paradoxes, (2) attributes, 

(3) analogies, (4) discrepancies, (5) provocative questions, 

(6) examples of change, (7) examples of habit, (8) organized 

random search, (9) skills of search, (10) tolerance for am-

biguity (uncertainty), (11) intuitive expression, (12) ad-

justment to development, (13) study creative people and 

^Krathwohli Taxonomy of Educational Objectives, p. 49. 

16williams, "Models for Encouraging . . . #" pp. 7-13. 
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process, (14) evaluate situations, (15) creative reading 

skill, (16) creative listening skill, (17) creative writing 

skill, and (18) visualization skill.17 

A concept is formulated from stimuli which have been 

categorized into classes* Usually conceptual classes are 

described in verbal terms. Discrimination is the process 

of breaking down generalizations. A principle contains a 

chain of concepts each of which was learned in relative 

isolation. Problem solving is a process of selecting and 

reconibining principles which allows the learner to respond 

appropriately to new stimuli. It allows the learner to 

apply generalized principles to new situations beyond the 

context in which they were conceptualized. 

Due to the comprehensiveness of the cognitive and 

affective domains included in the theory of voiception and 

the extensive pupil and teacher behaviors of the model for 

implementing cognitive-affective behaviors, the strategies 

and processes included in the theory of voiception will, at 

times in this study, be referred to as the three highest 

levels of cognitive learning. This assumption is made here 

that the cognitive domain and the affective domain coexist 

17Williams, pp. 7-13. 
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as part of all learning.18 The coexistence of the cog-

nitive and the affective domains in the study of the act of 

singing is indisputable because singing is a psychophysical 

function. 

2. Voicept.—Voicept is a term devised to denote the 

cognitive-affective form of a concept which employs both 

voluntary and involuntary procedures in vocal pedagogy, and 

which serves either as material for thought or as the high-

er thought processes incorporated in the theory of voicep-

tion. The term voicept has been used interchangeably among 

the various levels of the affective domain, the three high-

est levels of the cognitive domain, and the many levels of 

the model for encouraging creativity which gives pupil be-

haviors and teacher behaviors (listed under voiception). 

The voicept of the teacher and the voicept of the student 

will not be identical. (See Chapter V). 

3. Voice.--Voice has been used in several ways in 

this study. The context helps to clarify the meaning: 

a. Voice.refers to the singing voice as opposed 

to the speaking voice. 

l^Bennett Reimer, A Philosophv of Music Education 
(Englewood Cliffs, New Jersey, 1970), p. 34. 
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b. Voice has been used in reference to individ-

ual voice study. 

c. Voice has been used to represent vocal peda-

gogy as an area of teaching. 

d. Voice has been used to refer to the human 

voice as a musical instrument. 

4» Vocal.—In this study vocal refers to the singing 

process and not to the speaking process. 

5* V o c al pedagogy.—Vocal pedagogy refers to the 

discipline of teaching singing. 

6. Vocal pedagog.—In this study a vocal pedagog is 

an individual who is a teacher of voice (singing) and is, 

therefore, actively participating in the area of vocal ped-

agogy. 

7« N.A.T.S,.—The abbreviated title of N.A.T.S. is 

used in this paper to give reference to the National Asso-

ciation of Teachers of Singing. 

8. Basic Methods of Vocal Pedagogy.—The three 

general method classifications of voice teaching are 

(1) Functional or Natural, (2) Scientific, and (3) Empiri-

cal. Descriptions of these classifications follow: 

a. Functional or Natural Method of teaching voice 

depends upon a technique which utilizes conceptual 
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controls known to evoke spontaneous and involuntary^ 

bodily reactions.Vocal tone is considered to be the 

product of a reacting instrument rather than of an 

acting instrument. "Inner beauty is always present 

and ready to surface the moment functional relation-

ships have been made right. Natural tonal beauty is 

the end result of vocal freedom and never has to be 

made."21 

k* Scientific Methods are in accordance with 

the methods of science. They follow scientific pro-

cedures and make use of various scientific instruments. 

Emphasis is given to the physiology of the vocal in-

strument. 22 Admission is make that the basis of singing 

is more than science; it is a philosophy. The teacher 

must go beyond fact and "venture further on the basis 

of faith. No 'fact' is to be trusted upon purely 

^Cornelius *•. Re id. The Free Voice (New York, 1965), 
p• 13• 1 

20Ibid.. p. 20. 

21cornelius L. Reid, Functional Vocal Training fOronnnm-
a t l 0 n S' Inc*» Journal of Orgonomv). IV (November, 

1970), p. 249. 

22philip D. Hisey, "Scientific vs Empirical Methods of 
Teaching Voice," The NATS Bt^JLetin, XXVII (December, 1970), 
14-17; 44• 
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theoretical support; the final reliance must be upon 

the realities of experience, even though unexplained 

and mysterious."23 

c. Empirical methods of teaching voice have 

their bases in observation and experimentation and do 

not use results of scientific examinations.24 Trial 

and error provide teaching techniques. The main 

objectives are aimed at attainment of the desired re-

sults by whatever means. Direct effort and voluntary 

controls of the vocal apparatus are common instruc-

tional procedures and the chief criterion for evaluat-

ing any vocal technique is that the voice must sound 

better as a result of the technique selected. 

9. Voice teacher.—A voice teacher is one who teaches 

voice. 

Basic Assumptions 

1. The assumption has been made that the individual 

voice student considered in this study is one whose phys-

ical and mental maturity made possible dedicated study. 

23Williara Vennard, Singing: The Mechanism and the 
Technic (New York, 1967), p. 209. 

2^Hisey, "Scientific vs Empirical Methods of Teaching 
Voice," 14-17; 44. 
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2. The assumption was made that the voice student 

considered herein has had sufficient background in the 

study of music to be competent to read the music required. 

Prior individual voice study was not a prerequisite. 

3. The assumption was made that the voice student 

in this study was from the age classification including 

juniors and seniors in high school, university age students, 

and mature adults. 

4. The assumption was made that the voice student was 

one whose musical ability (either natural or through study) 

provided him with singing proficiency commensurate with the 

level needed for dedicated study and development in voice. 

5. The assumption was made that although performance 

skill or some degree of proficiency on piano, violin, 

guitar, or other instrument would be advantageous, such 

training was not a prerequisite for inclusion in this study. 

6. The assumption was made that the definitions of 

terms used in this study (such as aesthetic, creativity, 

joy, freedom, tone, emotion, voice, vocal, and feelings) 

were those concerned only with the study of music. This 

assumption was made in order that the reader would know 

that these terms refer only to learning music (in this study) 
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Review of the Literature 

The nescience of the past in the area of cognitive 

functions needs to be replaced with the latest theoretical 

postulates in music learning theory. Even very young child-

ren can comprehend musical concepts which are quite complex. 

Teaching should promote maximum conceptual learning. "Yet 

there is little evidence of experimental research in the 

application of developmental psychological theories to 

musical learning."25 increased awareness is being demon-

strated by leaders in music education. At all levels of 

music education, leaders are seeking to understand how 

children learn. Music education today stresses two issues: 

Two major themes in music education literature today 
are that the structural concepts of music must be 
taught to children and that music teaching must be 
based on sound psychological principles of learning. 
Curriculum reformers stress that the structural 
elements and unifying concepts of music need to be 
translated into terms children . . . can understand.26 

According to Woodruff, conceptual development is the 

essence of the concerns of a music teacher. With the pos-

sible exception of reflex responses, every act of man 

25Marilyn Pflederer Zimmerman, "Percept and Concept: 
Implications of Piaget," Music Educators Journal. LVI 
(February, 1970), 49-50; 147-8. 

26Ibid. 
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includes some kind of a conceptual component from a simple 

visceral response to an act of creative deduction or inven-

tion. He emphasizes that a concept, being only a tendency, 

has no transportable substance and no form or physical 

structure of its own other than the cells and nerve fibers 

of the central nervous system.2? 

Considering that a concept is only a tendency is im-

portant to vocal pedagogy. Woodruff has implied that a 

concept, a product of the mind, has the power to direct 

attitudes, reactions, habits, and skills. Woodruff further 

states that human beings engage in three continuing and 

interwoven forms or types of behavior that have a cumula-

tive consistency with past experience based on stored, 

experiential memories which are called concepts. Concepts 

are postulated internal forces which support postulated 

covert acts. These postulated covert acts, in turn, direct 

acts of execution of thoughts and of choices. This process 

bears important implications for voice teaching: the use 

of mental concepts provides a means for directing both 

voluntary and involuntary responses. 

27 
Asahel D. Woodruff, "How Music Concepts are Devel-

oped . . . ," Music Educators Journal LVI (February, 1970). 
51-54. 
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Research studies concerning learning theories have 

attempted to develop modes of explanation for prior be-

havior, but have had little success in predicting subsequent 

complex behavior. "Only a limited amount of the work in 

learning theory to date can be directly translated into 

procedures that will be of value to music educators."28 

There are pioneering efforts being made to develop teaching 

theories which are based on concept formation. Even fewer 

theoretical postulates which recognize both the affective 

and the cognitive domains in learning are being projected. 

Cornelius L. Reid has given insightful considerations 

to the relationship between the cognitive processes and the 

functions of the singing process. He states that a singer 

may be said to have fulfilled his talent potential when his 

objective and subjective concepts are in agreement. He 

emphasizes that one cannot sing a tone which is not first 

conceptualized. What one conceptualizes is largely due to 

conditioning. For this reason Reid believes that original 

subjective and objective ideals differ. Learning deals with 

concepts. Reid believes that the concepts held by the 

28Robert L. Lathrop, "The Psychology of Music and Music 
Education," Music Educators Journal. LVI (February, 1970), 
47-48? 141-145. 
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singer are one of the prime barriers in learning to s i n g . 2 9 

It is through the use of correct concepts in conjunction 

with activities of singing, however, that the full artistic 

potential of the singer can be achieved. He believes that 

every tone sung is a coordinative process accompanied by an 

experience which is purely subjective. Reid states that 

feeling and function, concept and communication must be 

synthesized in order to develop a coordinative response of 

the vocal organs.30 Reid seems aware that the processes of 

cognition and affect are both important to the teaching-

learning process in voice. Reid's emphasis is on cognition; 

he states that what the vocal organs react to is simply a 

mental concept. The clarity of the mental concept guides the 

reaction of the vocal organs. The respiratory tract response 

and psychological factors, also, help guide. Reid emphasizes 

that the muscles of the laryngeal and pharyngeal complex lie 

beyond the power of volitional control. 

A study of the developments made in understanding 

29Cornelius L. Reid, Functional Vocal Training 
(Orgonomic Publications, Inc., Journal of Orgonomv). V 
(May, 1971), p. 57. 

30Reid, The Free Voice, p. 190. 

31Ibid.. p. 20. 
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abstract thinking and concept formation has been under-

taken by Wright. Prom a synthesis of the theory of concept 

formation of Anatol Pikas and of concept learning expounded 

by Earl B• Hunt# Wright formulated a theoretical structure 

from which he postulated that an individual teacher should 

be able to develop his own individual approach to concep-

tual teaching of voice. He states that his study was not 

intended to be a methodological approach to conceptual 

learning. He concludes that it would be virtually impos-

sible to set down an indisputable list of vocal concepts 

which should be taught, implying that such selection would 

be relative to the individual teacher and student.32 Con-

cepts in voice, he states, are wide inclusive statements 

which serve to unify a variety of conceptual attributes. 

His study emphasizes the need to organize learning exper-

iences around a very limited number of concepts in order to 

facilitate the cognitive processes. 

Wright delineates a unifying concept in voice study. 

He believes that a unifying goal in vocal singing should 

be the correct production of a tone quality or tone which 

32Charles W. Wright, "A Study of Concept Formation, 
Concept Learning, and Vocal Pedagogy," unpublished doctoral 
dissertation. School of Education, North Texas State Univer-
sity, Denton, Texas, 1969, p. 281. 
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is representative of the maximum efforts and capabilities 

of a given student.33 The need to keep learning centered 

on relevant factors is emphasized by Wright? he chooses 

three major concepts: (1) unrestricted breath flow, (2) 

physiological and psychological freedom, and (3) full and 

natural resonating power. These three major concepts are 

then supported by five secondary concepts: (1) respiration, 

(2) phonation, (3) resonance, (4) range, and (5) dynamics. 

Actual studio teaching, he states, is too often begun by 

isolating a few problem areas such as head resonance, pos-

ture, or even mouth position. According to Wright such a 

beginning in voice study would be at the bottom of his model 

of concepts; he advocates beginning at the top of his model 

with tone. In emphasizing the need to use unifying concepts, 

he states, "In conceptual teaching, isolation of a factor or 

factors which are relevant to a particular concern tend to 

cause the student to fixate on one particular facet of the 

concept."3^ 

Many areas of the cognitive processes are being dis-

cussed in current literature. Some writers are aware that 

imagination plays an important part in the learning process. 

33Wright, "A Study of Concept Formation . . . , " p. 282. 

34lbid.. p. 287. 
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Numerous authors discuss imagination and the use of im-

agery concerning the role they play in cognition, and in 

the creation, the performance, the percipience, and the 

evaluation of the arts. John Laird states that attention 

and, in general, all cognitive awareness is both tran-

scendent and reflexive but that these two ways of knowing 

are quite different from one another although they are 

joined in all cognition. In the transcendent way there is 

always aloofness, he continues, non-identity or a psychic 

distance between the mind and the object. In the reflexive 

way there is no aloofness or psychic distance between the 

knower and the known? there is, be believes, literal iden-

tity. 35 

Chiari believes that imagination is essential for art 

and for cognition: "Archimedes, Newton, Galileo, Einstein 

and Descartes himself reached the bedrock of their various 

systems in moments of imagination, and they all did so, not 

as pragmatists whose beliefs were confined to sense-data 

and analytical truth, but as men possessed by metaphysical 

35John Laird, Mind and Deitv. Being the Second Series 
of a Course of Gifford Lectures on . . . Metaphysics and 
Theism . . . University of Glasgow in 1940 (Hamden, Con-
necticut, 1970), p. 321. 
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beliefs."36 There is no possibility of greatness, he states, 

unless emotion, thought, and experiences have been individ-

uated, have achieved their deserved level of finality in 

symbolization into the complete independent life of the imag-

ination embodied in symbols and symbolic entities whose life 

transcends time.3? In discussing creative endeavors, Chiari 

has this to say: 

Visitations of any kind only come to those who are 
predisposed to them; the subject chosen, artist or 
saint, must have certain natural predispositions 
which render him fit for his task. 

In fact, he differs from other human beings in 
the same way as crystal from ordinary glass, for he 
has the capacity of receiving or capturing rays of 
light which emanate from the essential truth, and of 
transmuting them according to his own luminosity. 

The moments of illumination are the only true 
sources of knowledge, whether one deals with poetic, 
scientific or philosophical knowledge, and they 
generally emerge from a background of sustained 
conscious and subconscious tension towards a goal.38 

Chiari gives further emphasis to imagination by stating: 

One has to accept the fact, by now well tested by 
philosophical thinking, that true knowledge, sci-
entific or artistic, rests upon a form of revelation 
through individual imagination. 

36Joseph Chiari, Realism and Imagination (London, 
1960), p. 195. 

37lbid«, p« 142• 38ibid«. p. 195. 
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Pure ideas are only apprehensible through 
imagination trying to resolve the secret of the 
structural pattern of disjunctive and conjunctive 
concepts and sense-data, and suddenly discovering 
new relationships which have to be explained by 
deductions and verified by experiments if they have 
to become part of the scientific knowledge, or 
transmuted into imaginative symbols if they have to 
become part of aesthetic e x p e r i e n c e . 3 9 

Chiari believes that imagination is part of reason and 

cannot be confused with fancy or dismissed as something 

irrational or anti-intellectual.40 

Reimer shows that imagination is the link between the 

creator and the perceiver in art when he says that the 

perceiver's insights are not precisely those of the cre-

ator.41 The creator has not made a simple statement of a 

message but a complex set of aesthetic qualities capable of 

giving rise to varied i n s i g h t s . 4 2 

Creativity, according to Osborn, is more than mere 

imagination; it is imagination inseparably coupled with 

both intent and effort.4^ Other observations made by Osborn 

are important to the learning processes. Judgment, he says, 

39Chiari, p. 196. 40Ibid.. p. 198. 

41Reimer, A Philosophy of Music Education, p. 50. 

42Ibid., p. 50. 

43Alex Osborn, Your Creative Power: SBK £o Use Imagina-
tion (New York, 1948), p. 52. 
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in the form of common convictions can block scientific 

advances.44 Relating to thought processes, Osbom states 

that analysis of any kind can bear productive results for 

it tends to uncover clues which speed up the power of 

association and thus tends to feed the imagination.45 In 

turn, imagination plays a guiding part in analysis.46 

Anderson believes that the imagination of man is the 

attribute which is perhaps least understood.47 He reasons 

that there are two distinct channels in every man's life 

and that all men live on two planes.48 According to 

Anderson, people live more of their lives in the world of 

imagination than in the real world.4^ 

Chiari believes that "society or men, whether they are 

geniuses or average men, do not make ideas, they can only 

apprehend and express them," and these men are the media 

through which knowledge comes.50 Osborn concurs with 

Chiari that imagination is the creative power in the 

440sborn, p. 93. 45lbid.. p. 133. 46ibid.. p. 133. 

4?Sherwood Anderson and others. The Intent of the 
Artist (Princeton, 1941), p. 39. 

»' P» 44» 49ibid., p. 44. 

50Chiari, p# 49• 
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scientific experiments and observations, Osborn explains 

that James B. Conant has stated that imagination is the 

"whole of science,"51 

Current literature is concerned with the importance 

of imagination in cognition and in the arts. Other areas 

which are receiving attention are those pertaining to the 

role of reason, of inquiry, and of reflection and memory. 

Effort is being given to understanding the processes by 

which an individual performs the acquisition of a concept. 

Current thought gives greater emphasis to the influence of 

the affective domain in the formulation of a concept, a 

private and individual experience. Woodruff states that 

people "rarely set out to learn something." He believes 

that they seek to get something and that learning occurs 

incidentally along the way.52 

Although these implications for the need for concept 

formation indicate a need for progress, there has been 

no significant advancement in the following important im-

plications for vocal pedagogy: (1) affective processes 

510sborn, p. 319. 

52Woodruff, "How Music Concepts are Developed . . . ," 
51-54. 
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are as important to individual voice study as are musical 

tones, (2) imagination is present in all learning, (3) the 

imagination is especially important to areas of art,53 (4) 

a theory has not been developed which gives emphasis to the 

affective domain in a conceptual approach to voice study, 

(5) affect and cognition appear to coexist in learning, and 

(6) the voice is viewed both objectively and subjectively. 

Design of the Study 

Central Issues 

Singing is, a complex psvchophvsical process sharing 

mental and physical qualities.——During the singing process 

the nerve impulses generate subjective sensations.54 

Definition of singing.—"Psychophysically, artful 

singing is the dynamic (ever changing) act of coordinating 

instantaneously the physical sensations of respiration (the 

will to breathe), phonation (the will to utter a sound)," 

the desire to form a particular vowel position, resonation. 

53woodruff, "How Music Concepts are Developed . . .." 
51-54. 

54D» Ralph Appelman, The Science of Vocal Pedagogy 
(Blooraington, Indiana, 1967), p. 142. 
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and articulation which is the "will to communicate by form-

ing both vowel and consonant into a disciplined" vocal 

utterance.55 This definition of singing was given in 

psychophysical terms. To give an aesthetic definition of 

singing acceptable to everyone is impossible.56 

All artful singing is conceptual.—Before singing a 

pitch the singer must first conceive it as sensation.57 

Vocal pedagogy is_ an analysis of a complex psycho-

physical vocal act.—The scientific entity of vocal peda-

gogy comes from the pure sciences of mathematics, acoustics, 

linguistics, and anatomy.58 vocal pedagogy is both scien-

tific and aesthetic (relating to, or dealing with aesthetics 

of the beautiful).59 Psychophysics is a study of the blend-

ing of objective and subjective data. Although a sound has 

physical properties, any human observer hears the sound 

psychophysical^ .6° 

Sound is real but it is intangible.—"To the psychol-

ogist, sound is a sensation, something that exists only 

55Appelman, p. 9. 56^^, t p # 9> 

57Ibid., p. 9. 58jbid.. p. 3. 

59Ibid., p. 3. 60Ibid.. p. 142, 
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within ourselves. Such sensations create emotions and 

change our conduct. 

Vocal tone is the product of a. reacting instrument.— 

The way the vocal organs react is dependent upon the respi-

ratory tract response, a mental concept and psychological 

factors. 

The feeling processes and the cognitive domain (as 

outlined in the definition of voiception. Chapter I) need 

to be utilized in the voice studio.—Mental concepts are 

necessary for singing. The feeling processes, the affective 

domain, are central to the development of the theory for 

vocal pedagogy. 

The only commodity which the singer has is sound. The 

vowel is the vehicle for sound.—62The vowel becomes an in-

valuable link between the scientific and the aesthetic, be-

tween the theoretical concepts and the practical concepts, 

between the affective-cognitive domain and singing. 

The vowel is the tool for providing emotional warmth 

but the consonant gives eloquence to the singing style. 

SlAppelman, p. 141. 62ibid.. p. viii. 
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Flexibility is demanded to move rapidly from vowel to con-

sonant to vowel and to stay within the rhythmic framework. 

This positive action needs to precede the beat of the music 

slightly to permit the vowel to sound on the beat.63 The 

consonants are interruptions of vowels at points of stric-

ture.6^ The vowel lies in the focal point between the 

singing process and the cognitive-affective processes. The 

vowel is the important part of the word from the standpoint 

of vocal sound. Detailed information concerning the vowel 

is necessary for the theory of voiception to unfold phase 

by phase. 

The vocal organs are not under the direct control of 

the singer.—65There are ways to gain control over these 

involuntary responses, however.66 Registration is a par-

ticular kind of physical adjustment assumed in response to 

specific combinations of intensity and pitch of the vowel 

being sung.67 

63Appelman, p. 238. 64ibid.. p. 252. 

65Reid, The Free Voice. p. 37. 

66Ibid.. p. 29. 

6^Cornelius L. Reid, Voice; Psyche and Soma (New York. 
1975), p. 33. 
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Statement of Key Research Areas 

Topics of investigation needed for development of the 

central issues included those of the complex act of singing. 

Two areas of vocal pedagogy were selected to provide the 

terms and material concerning the vocal functions needed 

in discussion of the principles of voiception. the subject 

of the study. The detail and scope of the research is sub-

stantive and should provide the reader with insights into 

the material identified. The areas selected for analysis 

are central issues in singing. 

Registration and phonation.—Subtopics researched 

include theories of registration, the larynx, five factors 

of laryngeal function, the number of registers, the chest 

voice, falsetto, the break in the voice, pitch, intensity, 

and classification of voices. 

2* Vowel: the vehicle for sound.—Subtopics included 

are sound, vowels, vowel formants, resonance, timbre (tone-

color, quality), the 'ring of the voice, 2800*, and two 

theories of harmonic structure, the relative pitch and the 

formant (fixed) theory. 

The second set of concerns for research was investi-

gation into psychological postulates which would provide 
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knowledge and terminologies for ways to implement the cog-

nitive-affective forces in teaching in the voice studio. 

3» Psychological postulates from scientific, sensuous. 

social, and practical knowledge.—Searching for psycholog-

ical postulates which could supply insightful material for 

the implementation of cognitive-affective learning situ-

ations in the voice studio was a fertile outreach. The 

concepts and philosophies of educators, philosophers, vocal 

pedagogs, clergy, physiologists, and psychologists were 

researched. 

Subtopics which came under study included the affective 

domain (feeling), the cognitive domain, cognitive-affective 

behaviors, imagination, communication, symbolism, freedom 

in singing, musical motion, and sensation. 

Research Procedures 

The procedures and criteria for the research needed 

for this study follow: 

1« Singing, the Mechanism and the Technic by Vennard 

was selected to give scientific credence.—This book pre-

sents material with accurate information; much was from 

objective findings. Vennard's book is a mechanistic one. 
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Prom this book the two areas in vocal pedagogy were given 

in some detail because of the objectively produced infor-

mation. Vennard thought that science applied to art was 

a safeguard. For the same reason the material from his 

writings was given rank in this study because of the cred-

ibility of the information. 

2. The Science of Vocal Pedagogy by D. Ralph Appelman 

was chosen because of the credibility of the information.— 

The material chosen from this book by Appelman was given 

a top ranking for inclusion in this study because of the 

emphasis given to topics for singer's aural awareness. The 

book provides a scientific physiological and phonetic look 

at the act of singing. Over half of the book is given to 

a system of vocal pedagogy based upon the International 

Phonetic Alphabet. Appelman states that the only commodity 

which a singer has is sound. He considers the vehicle for 

sound is the vowel, therefore, to have control of the vowel 

is to have control of the vocal function. A phoneme is a 

selected vowel position. Detailed vocal pedagogical prin-

ciples and objectively based data provide concepts for the 

voice studio. Appelman's book received extended coverage 

because of its credibility, coverage of the phoneme, and the 
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insightful emphasis of the psychophysical nature of sound 

providing subjective sensations. 

Voice8 Psyche and Soma* The Free Voice, and Bel 

Canto, books bv Cornelius L. Reid, were selected to present 

the basic concepts of the school of Functional vocal train-

ing.—Some applicable concepts were chosen from three books 

by Reid and from his monograph, Functional Vocal Training. 

His writings seem to lie between the empirical and the 

mechanistic approaches. The third book selected, Bel Canto, 

by Reid, was the least valuable of the four publications. 

Reid defines voice as a product of function. His works were 

selected partially because of the emphasis given to mental 

concepts, because of the emphases on utilization of the 

natural body rhythms and the inner rhythmic impetus of the 

vocal organs. Reid emphasized the concept that vocal tone 

is the product of a reacting instrument. He insists that 

control cam be gained over the involuntary vocal functions. 

Reid believes that mental concepts are needed for singing. 

Mind: An Essay on Human Feeling. Feeling and Form, 

and An Introduction to Symbolic Logic were three of the 

books selected for this study.—These references, by 

Susanne K. Langer, were selected because of Langer's 
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postulates concerning the definition of art, and of music 

in particular. The contributions were valuable concerning 

the need of philosophy to organize concepts and clarify 

semantic confusions. The emphases given to art as forms of 

human feeling, to the sentience of art, and to the basic 

concept that art can be articulate yet nondiscursive, gave 

reason for inclusion of her writings. The implications 

realized from her discussions of feeling were invaluable 

in the development of the principles of the theory. 

5. Theoretical postulates regarding cognitive pro-

cesses by selected writers were synthesized. Selected 

writings were synthesized on the affective domain (feeling 

processes).—Selections were made to include recognized 

leaders in the research on the cognitive-affective domains. 

Among those included: Bloom, David R. Krathwohl, James W. 

Popham, Asahel D. Woodruff, Nathaniel Cantor, and J. Paul 

Guilford. Other writers selected included those whose pos-

tulations were, in varying degrees, less scientifically 

oriented. The postulates of the writers selected were 

synthesized for implications which could provide impetus 

for this subject, the development of a theory in vocal 

pedagogy. 
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6. Among others selected for research in the area of 

music were these: Victor Alexander Fields. Frederick 

Husler. Sergius Kagen. Robert W. Lundin. Mariorie Montell. 

Bennett Reimer. Douglas Stanley. Van A, Christy# and Paul 

F. Roe.—The important contribution made by the writing of 

Fields is his enumeration and analyses of concepts in the 

singing area. Analyses of all of the writers reviewed for 

this study limited the scope in two ways. The primary 

sources listed earlier were synthesized. Selected pos-

tulates were incorporated from the secondary sources chosen 

for this study. 

7. A theory of voiception consistent with findings 

pertinent to cognitive functions and affective forces in 

the learning process was developed.—This theoretical 

structure supporting the use of voicepts (concepts which 

include both cognitive and affective processes) and em-

ploying both voluntary and involuntary procedures in vocal 

pedagogy includes the following postulates: 

a. The affective domain has a central role in 

vocal pedagogy. 

b. There are principles of convergence and of 

divergence between the voicepts of the voice student 

and the voicepts of the voice teacher. 
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c. The differences between the voicepts of the 

voice student and of the voice teacher become a central 

focus in cognitive-affective learning in the voice 

studio. 

These propositions in the theory grew from implications 

derived from the research in areas of vocal pedagogy and 

from psychological postulation in such areas as communica-

tion, cognitive and affective processes, imagination, and 

symbolism. 

Delimitations of the Study 

1. Research of the selected vocal factors chosen for 

this study was limited to those which contributed to a 

better understanding of the terms and processes significant 

to the development of the theory in vocal pedagogy, voicep-

tion. 

2. Research into areas of the affective and cognitive 

domains was limited in accordance with the nature and scope 

of this study. 

3. The purpose and scope of this study excluded a 

comparative evaluation of the general voice teaching methods 

(Functional or Natural, Scientific, and Empirical) except 

where principles from these methods were applicable. 
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Significance of the Study 

Selected writings of D. Ralph Appelman, of William 

Vennard, and of Cornelius L. Reid were chosen as primary 

sources from the area of music. These three authors in the 

field of vocal pedagogy provided materials from which some 

important implications derived for the development of the 

theory of voiception. Vennard's mechanistic book, as was 

said earlier, was chosen for the scientific credibility 

provided for the terms and processes, and for the emphasis 

which Vennard gave to the need to know how to develop the 

correct teaching techniques. He asserted that the use of 

imagery and some other empirical techniques are likely 

used by most voice teachers. 

The intent of this study was not to be polemical. The 

three general method classifications of voice teaching are 

(1) Functional or Natural, (2) Scientific, and (3) Empiri-

cal. Some methodology was needed from all three areas in 

the principles which took form in this theoretical study. 

Neither the scope nor the intent of this study permitted 

an assessment of the three broad categories of voice teach-

ing named above. Some comparison of selected factors in 

vocal pedagogy within these teaching methods, however, was 
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made in the process of the development of the theory of 

voiception. 

The Functional or Natural method of voice teaching 

as espoused by Reid contained the basic principles which 

were essential to the development of the theoretical study. 

The concepts and teaching techniques from the Functional or 

Natural general methodological classification of vocal ped-

agogy provided the bases for analysis of the vocal functions 

and of the mental processes involved in the act of singing. 

The Scientific general methodology provided information 

for understanding the vocal functions and for terminology 

to be used. The Empirical general methodology provided 

some historical background of the successes and failures 

in vocal pedagogy. Obviously, some empirical teaching 

techniques were incorporated into the theory of voiception. 

Although concepts were selected from all of the three basic 

voice methods, the Functional or Natural general method 

provided the basic insights essential to the theoretical 

study. 

Wright emphasized the need for using a conceptual 

approach in the learning p r o c e s s . j j e emphasized that 

68Wright, p. 220. 
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learning situations should focus upon important concepts 

and be free of irrelevant concepts. Wright delineated a 

need to study this inquiry: 

Is there a relationship between a particular 
type of cognitive thought process on the part of 
the teacher and the subsequent cognitive thought 
process on the part of the student?69 

The above question helped to focus the design for this 

theoretical study. The question posed by Wright was basic 

to exploring the learning process. In his study, Wright 

emphasized that learning is an individual process.70 The 

teacher's thinking, he postulated, should include activi-

ties of inquiry, of exploration, of discovery techniques, 

and of freedom of t h o u g h t . T h e teacher should have a 

proper basic teaching attitude, and should utilize percep-

tive thinking, Wright believes. In addition, the teacher 

should be able to utilize the student's own perceptions.72 

Wright emphasized the learning process is central. He 

saw a need to investigate three critical areasi thought 

processes of the teacher, of the student, and of the teach-

er and student relationship. These two perceptive thought 

69Wright, p. 293. 70ibid., p. 234. 

71Ibid., p. 231. 72xbid., p. 232. 
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processes of the voice teacher (ability to select correct 

teaching techniques and the ability to assess the unique 

perceptions of the voice student) were basic issues which 

were pursued in the development of the theory of voicep— 

tion.73 

The final analysis of voice study, assuming a high 

degree of excellence has been achieved, is a test of time. 

If a singer can continue actively singing with the same 

skill and beauty throughout his lifetime, his technique 

of singing is obviously developed to function correctly 

in a natural way. 

History recounts many renowned singers who have ex-

perienced voice failure after some years of successful 

singing. Some singers have had to end prominent careers. 

Others have retired from singing, received further voice 

training, and have later resumed a professional singing 

career. Such developments occur mainly because of a 

faulty technique. A beautiful or pleasing tone quality 

may be produced in an incorrect or unnatural way. Some 

examples of this phenomenon can be perceived in one who 

sings with improper registration, who employs incorrect 

73Wright, p. 221. 
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resonance, or who has unnecessary constriction of the 

pharynx. Whenever a vocalist is guilty of one or more of 

such vocal faults over a period of years, he may encounter 

the voice failure described above • Achievement of a cor-

rect vocal technique should preclude such voice failure, 

providing there has been a continued use of the voice.74 

Certain concepts extracted and synthesized from the 

literature provided implications applicable to the devel-

opment of the theory of voiception. Some of the concepts 

synthesized from the positions taken by the authors who 

were selected for this study follow: 

1. Awareness that the affect has a dominant role 

in cognitive processes. 

2. Feeling is both subjective and objective. 

3. Cognition does not remain separate from feeling. 

4. Imagination is an integral part of cognition. 

5. Imagination is an integral part of the creative 

process. 

6. Imagination plays an integral role in the part of 

the creator, the performer, the percipient, and the music 

critic. 

74Reid, The Free Voice, p. 99. 
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7. A concept is a postulated force directing action. 

8. Perception and conception deal with a range of 

phenomena which vastly exceeds the capability of language. 

9. Musical concepts are auditory concepts which can 

be translated into language, but translation is not the 

concept. 

In the course of this study an attempt was made to 

develop a theoretical structure which would provide for 

the voice student to be more actively involved in the study 

of voice. Skills and artistry acquired through an imagi-

native learning program which combines the affective and 

the cognitive domains should make possible the fulfillment 

of the singer's potential. Nuances of skill in percep-

tive thinking on the part of the voice teacher has been 

central to the study. The question arose as to what 

criteria could be used as bases for such selection of learn-

ing techniques. This study has pursued these nuances of 

skill, and has endeavored to seek refinement of such skills 

for the teacher and for the voice student. 

The following conclusions, reached by Wright, are 

relevant to conceptual teaching in vocal pedagogy: 

1. Conceptual learning is superior to a teaching 
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method based upon the dispensing of facts. 

2. Learning is facilitated by using unifying concepts. 

3. Limitation of the number of concepts to be learned 

is of greater necessity than limiting the complexity of 

factors within the concept. 

4. The singing voice should represent the natural 

voice of the student, fully resonated, and naturally execut-

ed. 

5. Voice teaching should originate with tone and then 

progress down to unrestricted breath flow, physiological and 

psychological freedom, and full and natural resonating 

power. 

6. A need exists to assess and compare the thought 

processes of the teacher and of the voice student. 

These conclusions are adaptable for use in the theo-

retical development of the use of voicepts. Only one 

important distinction needs to be made. Wright used tone 

as the unifying concept for voice study. He said that 

voice study should begin with tone and progress down to the 

three basic concepts and five secondary concepts (of his 

study)• In the theory of voiception. focus was taken away 

from tone during the initial stages of vocal development. 
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Chapter V shows that one of the first unifying con-

cepts used in the theory of voiception is the development 

of functional freedom in singing with a concomitant freedom 

derived from a de-emphasis on tone. 

The assessment of the beauty of tone quality is rel-

ative and is based upon individual value judgments which 

are subjective evaluations. Although music critics and 

skilled voice teachers tend to share some general con-

census of opinion concerning the beauty of tone quality, 

divergence abounds when finite opinions are expressed. 

In the ultimate fulfillment of the artistry of the 

voice student, the vocal freedom and tonal facility of the 

voice should have achieved the highest goal, that of pro-

viding the freedom and artistry for the singer to be re-

sponsive to the interpretation of the music, to the intu-

ition perceived, and to the aesthetic experience of singing 

artistically. 

Chapter Summary 

The cognitive domain and the affective domain need to 

be applied to the learning in the voice studio. Because of 

the psychophysical character of the act of singing, the 

affective domain appears to be highly important to an 
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understanding of the vocal functions and to the interpreta-

tive process. 

Creativity in the study of voice can be encouraged by 

techniques which rely upon the imagination. The actual 

vocal functions can be analyzed from the sensations which 

occur during the act of singing. Emphasis should be given 

to conceptualization which incorporates and relies upon the 

powerful forces found in the affective domain. Figure I 

denotes some meanings of the word feeling from the affective 

domain. 

FIGURE I 

MANY MEANINGS OF FEELING 

I SENSATION experienced 
I physically 

( Bodily consciousness ) 

^Sensitivity J 
— < - = — 

^Vagu 

Conscious 
recognition 
= sense 

A quality 
SENSATION AS 
APART FROM 
THOUGHT 

Unreasoned opinion) 

EMOTION 

Quality 

Premonition 
Sympathetic 
aesthetic 
response 

SENTIENT: 
Responsive to sense impressions 
Aware 
Sensitive in perception 



CHAPTER II 

REVIEW OF THE LITERATURE: REGISTRATION 

A definition of the vocal register of the singing 

voice was given by "Manuel Garcia, probably the greatest 

of the many fine teachers produced by the nineteenth cen-

tury. Garcia defined a "register as being a series of 

homogeneous sounds produced by one mechanism, differing 

essentially from another series of sounds equally homoge-

nous produced by another mechanism."2 Reid asserts that 

if this definition is accepted, there should be no further 

confusions concerning the topic.3 

Appelman suggests that the average singer conceives 

of the vocal scale as a single extended register. To 

pass from one register to another diatonically or inter-

vallically without a noticeable change in quality is the 

artistic goal of the singer. The single register is more 

often an objective than an actuality, Appelman believes. 

Much confusion in terminology is found, but one group of 

^-Cornelius L. Reid, The Free Voice (New York, 1965), 
p. 33. 

^Ibid., p. 33. ^Ibid.. p. 33. 
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European researchers define the register as a series of 

sounds of equal quality within the human vocal scale 

These researchers gave the following definition: 

A register within the human vocal scale is a 
series of sounds of equal quality. The musical ear 
distinguishes them from another series of sound also 
of equal quality. The limits of each series are 
marked by "points" of passage sometimes called "lifts." 
The timbre of each series, or register, is the result 
of a constant rapport of harmony. To the male singer 
the primary register change at the upper part of the 
scale gives a certain vibrating sensation perceptible 
to the head. To the female the primary register change 
at the lower part of the scale gives a certain vibra-
tory sensation to the chest. Each area of identical 
quality depends upon the adjustment of the resonating 
cavities. 

Registers are produced by a mechanism that func-
tions in the production of sound. The principal 
characteristic of this mechanism is the manner in 
which a particular laryngeal vibration is coupled with 
the supraglottic (area above the vocal folds) and the 
infraglottic (area below the vocal folds) resonators.5 

Some teachers believe that the only registers are the 

head and the chest; however, Appelman asserts that an equal 

number of voice teachers hold to the belief that the human 

voice has three registers: the head, the middle, and the 

chest.® 

4D. Ralph Appelman, The Science of Vocal Pedagogy 
(Bloomington, Indiana, 1967), p. 86. 

5Ibid., p. 87. 6Ibid., p. 86. 
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Reid states that there is wide variance between the 

way a singer conceptualizes a tone and the way he is able 

to produce the vocal sound. In some instances the concept 

of vowel purity is helpful to singers in bridging the gap 

between the concept of the tone and the vocal production.7 

The terminology of registers differs in many ways. Reid 

declares that the terminology of head and of chest voice is 

meaningless—why? The vocal organs are neither in the head 

nor in the chest.® 

Appelman, using the terms of head voice and chest 

voice, indicates that since "one octave separates the mascu-

line and feminine voices, the point of transition from the 

chest register to the head register for women occurs at the 

same height in the scale." Acoustical law and an adjustment 

of the resonating space govern the point of transition of 

the registers which occurs "always on the level of the 

same frequencies, E flat, 311 cps."9 

Garcia, the inventor of the laryngoscope, believed 

that every voice was "formed of three distinct portions, or 

7Cornelius L. Reid, The Free Voice. p. 29. 

®Ibid., p. 34. 

^Appelman, p. 87. 
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registers, namely, chest (lowest), medium (middle), and 

head (highest)."1° 

Vennard states that the phenomenon of singing is not 

simple. He believes that to think of the larynx merely as 

a valve, and phonation as a secondary function resulting 

from the fact that when the valve holds back the breath 

imperfectly, a vibration is produced—is incorrect. A wide 

variety of tones can be produced by the vibrator "depending 

on its adjustment alone and quite apart from any modifica-

tion by the resonators which are above." Vennard discusses 

in detail the important phase of singing known as registra-

tion.11 

Framework of the Larynx 

According to Vennard, the voice-box is composed of two 

large bits of gristle. The ring-like cartilage at the top 

of the trachea is called the cricoid cartilage. It is 

oval shaped like a signet ring—with the long axis from the 

front to the back. The other large cartilage of the larynx 

^Appelman, p. 88. 

^^William Vennard, Singing: The Mechanism and the 
Technic (New York, 1967), p. 52. 
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is the thyroid, a V-shaped cartilage with two sides or 

wings fused at the front. The point of the thyroid—known 

as the Adam's apple—often protrudes under the skin of the 

throat.^ In addition to the two cartilages name above are 

two small but important cartilages called the arytenoids, 

located on the top edge of the cricoid. Vennard sums up 

his discussion of these four important cartilages, having 

three names, with a brief description of each: 

First, cricoid, from a Greek word meaning "ring," 
a symmetrical, but single part. Second, thyroid, 
meaning "shield," two halves that fuse at the front. 
Third, arytenoid, meaning "ladle," a pair of small 
cartilages that are ladle-shaped. But they are more 
irregular in shape than ladles. Each has three 
processes or prongs. Each has a prong extending 
forward toward the thyroid notch, called the vocal 
or glottal process. On either side . . . are the 
muscular processes . . . . Attached to the apex is 
another cartilage which curves backward like the h 
handle of a ladle . . . corniculate (horn-like) 
cartilages, . . . named for Santorini.*3 

The only bone in the framework of the larynx is the 

hvoid bone. The epiglottis is a "leaf-shaped lid for the 

voice-box." Two possibilities of movement exist for the 

arytenoids, rocking and gliding. "When the two little car-

tilages rock together the vocal processes touch, but other-

wise the arytenoids are separated unless they also glide 

^•2Vennard, p. 52. ^Ibid.. p. 52. 
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together." When their heads touch as they glide together, 

the arytenoids "do not touch at the vocal processes unless 

the proper rocking movement also takes place. 

Vennard considers the conus elasticus to be the most 

important ligament of the larynx. "The base of this dis-

torted cone is the upper oval edge of the cricoid, and its 

apex is a firm attachment below the notch of the thyroid." 

The conus is attached to the "under side of the arytenoids, 

including the vocal processes." The conus is split and 

therefore opens when the arytenoids separate. This slit 

or opening is the glottis. 

Part of the conus, thus, is like a heavy protective 
skin for the under side of the vocal folds. It 
meets the blast of air from the lungs. The conus is 
only loosely attached to the vocal folds above, like 
the skin on the back of one * s hand. Notice that 
when your hand is relaxed the skin is loose. When 
the vocal muscles are relaxed, the conus vibrates 
rather independently.15 

The cricothyroid ligament which runs between the angle 

of the thyroid and the front part of the cricoid, is the 

front part of the ligament, conus elasticus. The crico-

thyroid ligament prevents the cartilages from separating 

too much at the front. The edges of the glottis, vocal 

^Vennard, pp. 53-54. ^Ibid.t p. 55# 
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ligaments. are thicker than the rest of the conus. The 

vocal processes are cartilaginous, and are fairly stiff, 

but along with tapering they become more flexible, and at 

their tips they merge with the even more flexible vocal 

l i g a m e n t s . A n important aspect of the vocal folds is 

that their edges are thus like bull whips, stiff at the 

back ends and increasingly flexible toward the notch of the 

thyroid. By visualizing two such whips tied together at a 

point in front, it is possible to imagine some of the un-

dulating movements of the vocal lips. "These edges show 

white against all the pink of the larynx, which is covered 

with transparent mucous membrane like the inside of the 

mouth and throat."I? Vennard states that the edges of the 

vocal folds are called vocal cords, and that if by that 

term is meant the ligaments, the term is justifiable.^-® 

Musculature of the Larynx 

The muscles of the larynx receive their names from the 

cartilages. The most important muscles are the thvroarvte-

noids. the cricothyroids. and the cricoarytenoids. These 

three muscles are the intrinsic muscles of the larynx, 

16Vennard, p. 55. 17Ibid.. p. 56. 18Ibid. 
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which means that they have both their ends in the voice-box. 

There are also some lesser muscles which operate the epi-

glottis, and some that approximate the hyoid bone and the 

1 Q 

thyroid cartilage. The extrinsic muscles pull between 

the larynx and outside points of attachment such as the 

breast-tone, the jaw, and the skull. 

The thyroarytenoid muscles, the body of the vocal lips, 

form the valve. They can completely close the top of the 

trachea if they come together.2-*- A membrane—continuous 

with the lining of the entire larynx—covers the thyro-

arytenoid muscles. Vennard believes this pair of muscles 

is so complex that they can, without involvement of other 

factors, produce different kinds of tone. The thyroaryte-

noid muscles form two distinct folds on each side—the 

upper pair are the ventricular bands, and the lower pair 

are the true cords. "The fascicles which form the in-

ferior fold, or true cords, have been named the vocalis 

muscles, or the internal thyroarytenoids. The heavier 

body along each wing of the thyroid is called the exter-

nal thyroarytenoid."22 The ventricular band is part of the 

^Vennard, p. 56. 2®Ibid., p. 56. 

2^Ibid.. p. 56. 22Ibid. 
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large external thyroarytenoid. This ventricular band which 

resembles the true cord has both muscular and ligamentous 

tissue (named the false cord) but is not suitable for 

phonation, and thus is not a part of normal voice produc-

0 ̂  

tion. On each side of the larynx, between the true and 

false cords, is a pocket, called the ventricle. The ventri-

cle—thought by some to be a resonator—"contains glands 

which secrete lubrication for the true cords, sometimes too 

much."24 

The vocal lips, by tensing and relaxing, can change 

their shape. This change comes from the action of the 

thyroarytenoids, and also by any movement of the arytenoid 

cartilages. The cricoarytenoid muscles operate the aryte-

noid cartilages, little levers which attach to the posterior 

ends of the vocal folds.2^ 

There are two lateral cricoarytenoids that pull 
forward on the muscular processes of the cartilages; 
and the two posterior cricoarytenoids that tip the 
cartilage back; four muscles in all. There is a 
single muscle, called the transverse arytenoid which 
can pull the tiny cartilages together. Also there 
is a pair of oblique arytenoids. Each fastens to 
the top tip of one arytenoid and crosses down to the 
opposite corner of the other . . . These little 
muscles are insignificant compared with the 

23 Vennard, p. 57. 24Ibid., p. 57. 25Ibid. 



58 

transverse, so much so . . . refer simply to the 

interarvtenoids, which includes all three.26 

Another example of muscular antagonism is that which results 

from the cricothyroids. "The thyroid cartilage is pivoted 

by the inferior cornua to the cricoid and rocks forward and 

back, increasing and decreasing the length and tension of 

the vocal bands."27 Vennard states that the cricothyroids 

spread out from the center of the front of the cricoid 

cartilage, and reach backward and upward to the bottom edge 

of the thyroid. The cricothyroids pull the "thyroid carti-

lage forward with relation to the cricoid," and then down-

ward, closer to it. "Both of these motions stretch the 

thyroarytenoids (assuming that the cricoarytenoids hold 

fast), and conversely, the contraction of the thyroaryte-

noids pulls the two cartilages apart and stretches the 

cricothyroids. "28 The p U H described above is not "a 

simple case like the biceps pulling against the triceps." 

In this instance, the pull involves the leverage of the 

arytenoids, and of the little muscles which operate them. 

Vennard says that when "the valve closes against breath 

pressure, in phonation," there is a complex balance of "the 

tensions of three distinct sets of muscles: cricothyroid, 

26vennard, p. 57. 27jbid., p # 53. 28ibid. 
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cricoarytenoid, and thyroarytenoid." The balance may be 

either dynamic or static, a fact important to understanding 

registration. A static balance results if any muscle has 

such rigidity, or if any cartilage holds with such strength 

that a changed adjustment is impossible without causing the 

tone to b r e a k . A static balance can be recognized in 

singing, even thought "our anatomical knowledge is not 

precise enough to define the rigidity specifically."30 

The ideal is to develop dynamic balance, Vennard asserts. 

When the laryngeal function remains static, and breaks 

develop between different adjustments, the voice appears to 

have registers. The concept of registration comes from the 

organ, an elaborate wind instrument. Register is often 

confused with the concept of range, that is, reference is 

made to a low or to a high register. On the organ, even 

though some registers are very high and some are very low, 

the same compass can have different registers. The singing 

voice also has different registers within a certain compass 

of range. Vennard stresses the important factor of pitch 

in registration, but insists that quality of tone makes the 

real distinction in registration.31 

29vennard, p. 58. 30Ibid. 33-Ibid.. p. 58. 
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Vennard: Five Factors of Laryngeal Function 

Breath Flow—The Power Factor 

The voice is actuated by the breathing apparatus. The 

aerodynamic aspect of voice production is important, Vennard 

stresses. In a situation in which the glottis is almost 

closed, vibration can be initiated and continued by air 

flow alone. The Bernoulli Effect causes the final closing 

movement, and the opening is the result of yielding to 

pressure as soon as the air flow ceases. Vennard explains 

that this phenomenon is known as singing on the breath. An 

increased flow of air will increase the loudness of the tone 

and will also raise the pitch. The pitch will be raised 

because the suction of the Bernoulli Effect will be strong-

er as a result of a greater flow of air, which, in turn, 

will effect a quicker closing of the glottis each time, and 

also the "greater flow will force itself through the glottis 

more quickly each time after the closing." Both of the 

above factors will—raise the frequency of the cycle—raise 

the pitch. "At the same time the resistance of the glottis 

to this greater flow will result in greater compression in 

each sound wave, making the tone louder." Vennard gives 

the above information which was learned from the study of 
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of an excised l a r y n x . 3 2 increasing the loudness without 

sharping, must always be done by ear. A singer should 

"think of singing more loudly as pouring more breath." As 

the pitch goes higher, the more the singer needs to depend 

upon moderation and a good e a r . 3 3 

Longitudinal Tension—Cricothyroids, 

The Pitch Factor 

The cricothyroid muscles increase the distance from 

the thyroid notch to the cricoid plate, and thus stretch 

the vocal folds longitudinally. The vocal folds—because 

of increased tension—return more rapidly to the midline 

after the breath has separated them. This rapid action 

obviously raises the frequency and the pitch. The pri-

mary function, according to Vennard, of the cricothyroids 

is to determine pitch. When the vocal folds become more 

tense, greater effort is necessary to cause them to move; 

thus, as the pitch becomes higher "greater resistance is 

offered to the breath stream, resulting in greater air 

pressure." Raising the pitch and increasing the loudness 

of the pitch go together.35 Vennard explains furthers 

32Vennard, p. 59. 33^^^^ p # 5 9 

34Ibid.. p. 60. 



62 

This . . . is well known in singing. Beginners find 
it almost impossible to sing high tones softly, and 
even when professionals sing high pianissimos, these 
tones are louder than fairly loud tones at lower 
levels. We think of them as pianissimo only in 
contrast to the sound of a fortissimo on a high pitch.35 

In a very subtle and indirect way, the cricothyroids 

are used to increase loudness. Vennard explains that 

muscles are controlled indirectly through the effects they 

produce, and "almost never directly." Pitch, like loudness, 

is controlled by the ear.**® 

A singer demonstrates an inadequate control of the 

pitch when singing with a high larynx; in this manner he is 

unable to control the pitch by the larynx itself, the in-

trinsic muscles. Vennard declares that changing the re-

lationship of the thyroid and the cricoid cartilages causes 

a change in pitch. The cricothyroids may be assisted by 

the neck muscles (extrinsic muscles) in causing longitudi-

nal tension. The hyothyroid muscles instinctively "pull 

the thyroid up toward the hyoid bone as the pitch rises, 

and while this is happening, those muscles which raise the 

hyoid also tense themselves, and the whole larynx rises." 

The esophagus and the weight of the traches and lungs, to 

35vennard, p. 60. 36jbid.. p. 60. 
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some extent, anchor the cricoid plate. These actions 

stretch the vocal folds.3? 

Adduction—Interarvtenoid Muscles 
An Efficiency Factor 

For phonation to occur the vocal folds need to come 

together, or nearly so. Just under the notch of the 

thyroid the vocal folds are together. The position of the 

arytenoids determines whether the glottis will be closed. 

The little cartilages are drawn together by the transverse 

arytenoid muscles; they are assisted by the obliques (two 

less important interarytenoid muscles). The movement is 

basically one of gliding along the upper edge of the cri-

coid plate. This brings the vocal folds toward the midline 

and is called adduction, a closing action.^® 

The opposite movement from adduction is abduction, an 

opening movement. Abduction is brought about by the pos-

terior cricoarytenoid muscles exerting a "downward and 

backward pull on the muscular processes." The arytenoids 

rock apart as they "glide down from their high perch to-

gether to the lower ends of the facets on the cricoid 

plate." The vocal processes are thereby separated as much 

•^Vennard, p. 60. ^®Ibid., p. 61. 
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possible by these rocking and gliding movements. This 

action takes place with normal breathing, and as inhala-

tion becomes more vigorous the vocal processes are sepa-

rated more widely. The posterior cricoarytenoids even 

during silent breathing remain active.-*9 Between singing 

phrases the posterior cricoarytenoids go quickly into 

action. "Most physiologists will say that they go out of 

action during phonation, since their function is to open 

the glottis." A theory which is not generally accepted, 

Vennard postulates, is that the posterior cricoarytenoids 

may exert muscular antagonism to prevent the glottis from 

closing too tightly and causing damage to the voice.40 

A Second Efficiency Factor 
Medial Compression 

The fourth factor of laryngeal function which Vennard 

discusses concerns the lateral cricoarytenoid muscles. The 

primary adductory muscles, the interarytenoids, cannot 

close the glottis completely by themselves. The crico-

thyroids (called anticus for short) create longitudinal 

tension by a pull which is not a direct pull from, for 

example, point A to point B. The facets for the arytenoids 

•*9Vennard, p. 61. ^Ibid.. p. 61. 
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are not at such a point B. Because the arytenoids are 

shaped similar to "a dog's hind leg, and attach at the 

sides instead of at the middle of the cricoid plate," 

there are two diagonal pulls.41 In order to counteract the 

tendency for longitudinal tension to make the glottis gap 

in the middle due to separation of the vocal processes, 

"the lateral cricoarytenoids create a rocking in direct 

opposition to that caused by the posticus" and thereby 

bring the vocal processes together. "Whenever the glottis 

closes, then (as it does thousands of times) there is a 

beautiful coordination of the interarytenoids and the lat-

eral cricoarytenoids (laterals for short) so that the vocal 

folds come together perfectly."42 

Medial compression has been listed as a separate 

factor because medial compression is often adequate when 

the interarytenoid pull is not sufficient. This happens 

when the voice is used in strong whispers. Medial compres-

sion is caused by the lateral cricoarytenoids pulling the 

muscular processes and causing the vocal processes to come 

together. 

41Vennard, p. 61. 

42Ibid.. p. 63. 
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The muscular glottis (ligamentous glottis) sometimes 

during phonation, especially in falsetto, will vibrate well 

by closing completely in each cycle. At the same time the 

cartilaginous glottis (the part bounded by the arytenoids) 

will not close at all. With young voices, especially with 

young women's voices, this phenomenon often occurs. The 

gap between the arytenoids is called the mutational chink. 

The presence of the mutational chink demonstrates a weak-

ness of the interarytenoid muscles. The sound which emits 

from the mutational chink is that of a "clear little voice, 

accompanied by the rustling of 'wild air' through the 

chink." This is a characteristic sound of breathy young 

voices, and can usually be corrected by "normal exercise 

of the singer, plus maturity," which tend to strengthen 

the interarytenoids. Vennard stresses that "young singers 

should not be driven to eliminate this breathiness" too 

rapidly.^^ 

Activity-Passivity—The Registration Factor• 

Vocalis Muscles 

There are two extreme adjustments of the vocalis 

muscles—active and passive. The vocal folds have a skin 

on the under surface (conus elasticus) which has thickened 

^^Vennard, p# 63. 
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edges (the vocal ligaments) which form the edges of the 

cords. The front part is flexible and the back part (the 

arytenoids with their vocal processes) is quite inflexible. 

Vennard considers that the condition of the vocal folds 

is the fifth factor of laryngeal function.44 "The body of 

each fold is the vocalis muscle, the internal thyroaryte-

noid. These complex vibrators are being acted upon by air 

flow, longitudinal tension, and two distinct adductory 

forces."45 The focal folds then are complex vibrators 

which are being acted upon by: air flow, longitudinal 

tension, and two distinct adductory forces. There are two 

extreme adjustments—active and passive.46 

Vennard believes there are two extremes of vibration 

described as registration. One register covers the lower 

two thirds of the compass of the voice, and the other 

applies to the upper two thirds of the compass. At least 

one octave can be sung in either high registration or in 

low registration. If the singer has static adjustments, he 

will have a chest voice with only a small overlapping area 

of the head voice, Vennard believes. Such a singer may 

even have three or four registers with no overlapping areas 

44 Vennard, p. 63, P» 6 3 • 46Ibid. 
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and with only breaks between the r e g i s t e r s . I f the sing-

er is well trained, Vennard believes the middle range of 

his voice will have a dynamic balance. A well trained 

singer will be able to make his voice light or heavy at his 

will within the compass which includes most of the notes 

which are appropriate for singing in public.48 

Both the vocabulary of registration and the knowledge 

of the function of registration are in states of confusion. 

Vennard prefers "to think of two extremes, heavy and light, 

dynamically related," and thus minimize the possibility of 

static adjustments according to pitch. The terms of chest 

voice and head voice are commonly used and probably have a 

similar meaning, Vennard postulates, in the minds of most 

vocal pedagogs.^9 

Vennard: The Chest Voice 

Discussing the characteristics of the heavy mechan-

ism or chest voice, Vennard mentions that the thyroaryte-

noids are active, and thus they are shortened. The vocalis 

muscles and the cricothyroids are relaxed during the lowest 

notes which means that only a small amount of longitudinal 

47 Vennard, pp. 63,66. 48Ibid.. p. 66. 49Ibid. 
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tension exists. The Bernoulli Effect sucks the conus to-

gether below the upper surface of the vocal folds and then, 

Vennard mentions, "its sides billow and ripple like flags 

in a breeze."50 

The vocal folds are thick in the chest voice. The 

glottis therefore closes firmly and stays closed for a 

time in each vibration allowing the air pressure to build 

for an almost explosive release. A vertical phase dif-

ference exists "because the glottis closes at the bottom 

before it closes at the top, and also opens at the bottom 

before it opens at the top."51 

In the chest voice the glottis opens widely which 

means that the vibration has great amplitude. In summary 

the chest voice is suitable for low tones for the following 

reasons: 

1. The frequency can only be low because a long time 

is required for the low tones to happen. 

2. Low tones are comparatively loud because the com-

pression builds in each puff of air. 

3. Low tones are rich in harmonic partials for two 

reasons: 

50Vennard, p. 66. 5libid., p. 66. 
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a. The rippling creates complexity in the puffs. 

b. The greater energy in each cycle presents the 

possibility for other frequencies to sound beside the 

fundamental, some of which may likely be determined 

by the resonators of the voice.^2 

Because the cricothyroids do not offer enough pull of 

strength, or antagonism, to the thyroarytenoids to develop 

sufficient resistance to the breath stream, the lowest 

tones of the voice are not very loud. The distinction be-

tween soft and loud low tones is probably determined by 

the degree of relaxation of the vocalis. As stated above 

the cricothyroids cause the pitch to rise by a movement of 

contraction. Because of this activity by the thyroaryte-

noids, Vennard states, the vocal folds are slower to elon-

gate. Two sets of muscles are in a state of antagonism. 

The thyroarytenoids pull in opposition to the cricothyroids, 

and in the lowest tones the internal thyroarytenoids tend 

to be relaxed unless there is maximum volume. Vennard 

believes that the internal thyroarytenoids join the ex-

ternal thyroarytenoids in antagonism against the crico-

thyroids when the pitch rises. In this manner the 

52Vennard, p. 66. 
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longitudinal tension can develop without elongation of the 

vocal folds even though the full stretch of the ligaments 

will finally be accomplished.53 

The cords are still thick as the pitch rises 
because muscles thicken when they are working, but 
at the top of this voice instead of being loose they 
are like rubber cushions striking together. It re-
quires more breath power and muscular effort, which 
probably communicates itself to the neck muscles as 
well . . . such a tone will be very loud. The upper 
limit of this register is reached when the limit of 
muscular strength has been reached. Beginners who 
have discovered no other way to ascend the scale 
often "crack," that is, the thyroarytenoids give way, 
allowing the cricothyroids to win the tug-of-way, 
and an involuntary falsetto is heard. The singer 
feels pain from the sudden stretching of the vocal 
ligaments, and embarrassment at the loss of control, 
and he stops singing, but if he were to continue he 
would be in light registration,54 

Vennard: The Light Mechanism—Falsetto 

The thyroarytenoids are nearly passive in the light 

voice. "It is not only the conclusion of logical specula-

tion, but it has been proved by electroncography (Faaborg-

Andersen, Katsuki)," Vennard asserts. The cricothyroids— 

while the vocalis muscle is relaxed—can exert strong 

longitudinal tension upon the vocal ligaments. "The ten-

sion can be increased in order to raise the pitch even after 

53Vennard# p# 66,
 54Ibid.. p. 66. 



72 

the maximum length of the cords has been reached. "55 The 

vocal folds are thus thin: almost no vertical phase differ-

ence exists. The glottis does not open at the bottom first 

and then at the top. "The vocalis muscles fall to the sides 

of the larynx and the vibration takes place almost entirely 

in the ligaments."56 

Vennard explains that high frequencies can occur be-

cause of the small amplitude of movement and the small 

amount of mass being moved. 

The folds offer much less resistance to the breath. 
It requires great breath expenditure to produce 
a loud tone, except in the highest parts of 
falsetto, where the tension has been raised to the 
point where it offers resistance. A tone sung in 
chest voice is always louder than the same pitch sung 
in falsetto. Because the edges of the folds are so 
thin in light mechanism each puff of air is compara-
tively simple. The relative weakness of each puff 
also produces a more flutelike tone, with fewer 
partials. The closure is brief at best, and often 
the glottis does not close completely* Because of 
the great longitudinal tension, great medial com-
pression is also needed to make the closure complete 
and often this is lacking.57 

Vennards Dampening or Damping 

The phenomenon of damping does not occur in all singers, 

In actuality the illusion of damping is an effect of the 

55xbid.. p. 67. 56ibid.. p. 67. 57ibid. 



73 

longitudinal tension and not a cause. The vocal folds are 

stretched or lengthened to raise the pitch.5® in each 

vibration cycle during singing in falsetto, the air comes 

through at the weakest, most flexible point first which is 

the "ligamentous portion, never between the arytenoids."59 

The air bubbles through first usually midway between the 

vocal processes and the angle of the thyroid, but in some 

cases the air comes through at the "forward end of the 

glottis, right at the angle," Vennard declares.60 The 

opening appears there first in the chest voice and then 

undulates back to the ends, and thereby opens the aryte-

noids. The entire glottis is in vibration in low fre-

quencies. There is less time for the glottis to open in 

high frequencies. During the singing of a low falsetto 

tone, the following occurs: 

The entire glottis will open as a tiny slit, 

but in middle falsetto range only the forward half 
of the glottis has time to open, and for the highest 
tones there will only be a brief opening at the 
forward end which will close again before there has 
been time for any more of the glottis to open.61 

In summarization of Vennard*s discussion of the chest and 

58Vennard, p. 68. 59Ibid.. p. 67. 

SOlbid.. p. 67, 61ibid. 
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the falsetto, he appears to emphasize the fact that there 

is a phase differential in the opening of the glottis. He 

believes that this phase difference accounts for a variance 

in the types of tone qualities of the two areas of the voice 

registration. 

Vennard: Register or Registers 

According to Vennard, there are three pedagogical 

interpretations of registrations the idealistic approach 

of one register, the realistic approach of three registers, 

and the hypothetical approach of two registers. 

Idealistic Approach: One Register 

The ideal of singers is that the voice have only one 

register. Without breaks, the voice should produce all of 

the pitches smoothly and with ease of production. Vennard 

believes all teachers strive toward this goal. He states 

that many believe "the best way to make an ideal come true 

is to assume that it is true . . . .1,62 Vennard suggests 

that such teachers hold to a psychological principle which 

precludes suggesting to a student that any possibility 

exists that a register problem might occur. Vennard, on 

62vennard, p. 69. 
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the contrary, believes that the voice teacher should 

develop the middle of the potential range of the voice 

student. The idea is to use the best possible technic in 

this part of the voice and to expand this area until it 

includes all the tones that can be expected from that voice, 

Vennard suggests that such a teacher would give instruc-

tions to supply more breath, or to let the voice go. No 

reference would be made to entering a new register. He 

believes that teachers may use expressions to achieve the 

desired vocal production, and thus avoid discussing the 

mechanics of singing at that time.®^ 

Some of the above discussion by Vennard has implica-

tions for the development of the theory of voiception. The 

approach which he suggested above for the teacher to avoid 

discussing the registration problem with the voice student, 

shows that he realizes that the voice teacher, at times, 

needs to be aware that the voice student thinks about his 

own voice both subjectively and objectively. Earlier in 

the discussion by Vennard, he stated that voice is acted 

upon. Although he did not use the same terms, Vennard was 

showing an awareness that the vocal functions to a large 

®"^Vennard, p. 69. 
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extent are reactive processes. Reid and Vennard, thus, 

concur in this belief. Vennard implies the essentiality 

of using psychological technics. He suggests that a teach-

er may say to the student that "there is no such thing 

as a high tone; all tones radiate high and low in all 

directions; the high tones should be placed on the same 

shelf as the" lower tones.^4 The psychology which the 

teacher is using is the belief that somehow in a sub-

conscious way the student will make the necessary vocal 

adjustments and sing the high tone correctly as long as 

he does not fear it. Vennard believes that "all this has 

a great deal more to be said for it than may be implied by" 

his cursory mention.65 

The Realistic Approach to Registration: 

Three Registers 

To Vennard the realistic philosophy concerning the 

matter of registration is that there are three registers. 

He believes that distinct qualities of tone can be heard 

by different adjustments of the larynx, and that without 

recourse to these different adjustments, the full potential 

of the voice cannot be a c h i e v e d . ® 6 Vennard asserts that 

64Vennard, p. 69, 65Ibid. 66Ibid., p. 69. 
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the full compass of the voice, approximately three octaves, 

is often not usable professionally, "but that . . . fact 

does not alter the major proposition above."67 

Vennard believes that as a teacher develops acuity in 

perceptiveness, he tends to identify more vocal registers, 

but Vennard generalizes that there are three registers.68 

The frequently used terms to discuss registration in a man's 

voice are the normal or chest, head, and falsetto. In a 

woman's voice the terms used are the chest, middle, and the 

head registers. Vennard suggests that teachers who use the 

above terminology usually begin by trying to help the voice 

student pass from one register to another, or bridge the 

register change.69 Most authorities, he believes, agree 

that basses sing largely in the chest register, using the 

head register for very high tones, and using the falsetto 

only for comic effects. Vennard believes that there is no 

transition to the falsetto for the bass voice without yodel-

ing. 

Tenors sing in "chest" up to F4 or F4 sharp, passing 
into "head" which they carry at least to A4, above 
which theorists dispute. Some call the quality from 
there on up a "reinforced falsetto," others deny 

67Vennard, p. 69. 68ibid. 69Ibid.. p. 73. 



78 

the use of falsetto. The baritone, of course, is 
midway between, but more like a bass in quality. 

Sopranos sing largely in "head" and contraltos 
largely in "chest," but when they discover the 
"middle" and how to get into it, their vocal 
development really begins. 

Vennard makes a definite assertion that teachers agree that 

most women beginners need to develop the middle voice in 

the early stages of training.71 He emphasizes that vocal 

development begins when the singer discovers and conquers 

the middle register. Vennard believes that many would 

avoid the chest register for sopranos, but others say to 

carry the chest up to F^, but prefer not going higher than 

D4 (above Middle C). "The mezzo soprano or dramatic so-

prano sings in all three registers throughout a very wide 

range with considerable smoothness."72 

The above discussion by Vennard concerns one basic 

tenet developed in the theory of voiception. Vennard, in 

the above, tends to believe that the middle voice is the 

important part of the register to develop, especially in 

the voices of women. Implied is the idea of cultivating 

the vocal development as it appears. Vennard used the term 

discover and by that term he may have in mind some vocal 

70Vennard, p. 73* 71Ibid. 72Ibid.. p. 73. 
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technics which are not mentioned. If Vennard meant that 

cultivation of the voice in the middle range should precede 

the cultivation of the other areas of the voice, this con-

cept would be somewhat at variance with the principle of 

de-emphasis upon tone in the theory of voiception. In 

Chapter V the theory as developed gives an intentional 

de-emphasis upon the need to have the voice student be 

concerned with tone quality in the initial stages of his 

vocal training. Giving a de-emphasis to tone quality in 

beginning voice study, in the theory of voiception, was 

done to free the voice student both physically and psycho-

logically from inhibiting factors. Obviously, the need to 

be able to be vocally agile, is central to voice study. 

Obviously, the desire to sing with beautiful tone quality 

when such tone quality is appropriate, is a central issue 

for voice study. The essential difference in the two ways 

to achieve the ability to produce beautiful tone quality, 

lies in the need to emphasize gaining control of the vocal 

functions. Actually, the voice student uses the tone 

quality of the vocal production in any evaluation which he 

makes of his own singing, but giving de-emphasis to the need 

to produce a desired tone quality, in initial stages of his 
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training, provides him with the freedom and incentive to 

explore his own vocal functions and evaluate any changes 

which occur. The voice student can thus be free to eval-

uate what has happened functionally. He does not have to 

be concerned about pleasing himself or someone other than 

himself, in early stages of training, with the tone which 

he is singing. The eventual goal of the two techniques is 

essentially the same, but the de-emphasis is given to the 

tone quality to eliminate inhibiting factors for the voice 

student and to allow him to develop the ability to be in 

command of his singing and to be able to develop his full 

vocal potential. One factor needs to be mentioned which 

dictates the distinction between the two concepts. A tone 

can be sung incorrectly and, in some instances, may have a 

good or even a beautiful tone quality. The ultimate goal 

for singing should be the ability to produce the desired 

tone quality in a manner which has full command of the total 

vocal mechanism both physically and psychologically. To 

be more explicit, the theory of voiception stresses the 

evaluative process of the voice student which by essence 

of the employment of singing sensation, could not avoid to 

some extent the evaluation of the sound of the tone quality. 
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A Hypothetical Approach: 

Two Registers 

Vennard maintains that somewhere between what he 

calls the idealistic concept of a single register of the 

voice and the realistic concept of there being three vocal 

registers, is a hypothetical philosophy of the voice having 

two registers. He believes the hypothesis of two registers 

"may be an oversimplification . . . which offers a rationale 

for explaining the multiple voices and how they may be com-

bined in one."73 

Baldly stated it is that every voice has a potential 
of roughly two octaves of "light mechanism" and 
two octaves of "heavy." These compasses overlap by 
one octave; that is, one octave can be sung in 
either laryngeal adjustment. In this area . . . it 
is possible to achieve a production that combines the 
best properties of both . . . The most radical 
proponents of the philosophy argue that at the bottom 
of this middle octave the light mechanism can taper 
off and the heavy take over, providing a transition 
to the bottom? or, conversely, the light can take 
over at the top. Thus every singer should have 
three octaves (Stanley). More realistic authorities 
will say that many dramatic sopranos can do this, but 
only exceptional voices in other categories manage 
it. They say that basses and contraltos have such 
fulsome and rewarding heavy mechanisms (chest voices) 
that the use of this mechanism prevails in all tones, 
even at the top. They may mix light mechanism with 
the heavy so that the upper part becomes more fluent 
and the range extends higher than would be possible 
with pure chest voice, and they also learn the trick 

?3Vennard, p# 73, 
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of mezza voce (half voice) for special artistic 
purposes. However, in public performance these 
singers never drop out the chest voice completely, 
and never emerge singing with the light mechanism 
except for comic effect. Lyric and coloratura 
sopranos, on the other hand, sing all light mech-
anism, "thickening" it at the bottom by mixing it 
with heavy voice. The quality in the pure chest 
voice below may not be usable in public.74 

From the concept of the voice having two registers, 

Vennard finds two other practical concepts: a portion of 

the voice which he calls an unused register, and the ac-

knowledgement of dynamic adjustment as opposed to static 

adjustment of vocal registration.7^ 

The Unused Register 

To discuss a part of vocal registration, Vennard 

coined a phrase, unused register. He believes the unused 

register "is like a different personality to the begin-

ning singer and something into which he lapses only by 

accident." Because most beginners tend to sing with an 

all light or in an all heavy register, the beginning sing-

er needs to be taught to use what Vennard calls the full 

voice which is a blend of the heavy and the light tone 

quality.76 

74Vennard, p. 73. 75Ibid. 76Ibid., p. 73. 
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The unused register in men, Vennard calls the falsetto. 

With the exception of some tenors, most men "have been so 

afraid they might sound effeminate that they have culti-

vated a tense, heavy production." When singing up a scale, 

such men will lighten their registration only by accident-

ly "'cracking' into falsetto." The unused register is the 

chest register in women's voices, Vennard believes. "With 

the exception of some contraltos, they have so carefully 

avoided masculinity as to sing entirely in light produc-

tion."^7 Even though many women speak with a chest quality, 

women generally do not like to have their singing voices 

sound coarse like the speaking register. Men usually speak 

and sing in the same register, Vennard a s s e r t s . 7 8 

Vennard suggests that the development of the unused 

register produces two good results: 

1. Muscular strength is built somewhere in the vocal 

instrument. 

2. The unused register gives the singer a feel of 

something he should be doing in singing.79 

A man, Vennard says specifically, overcomes some of 

his fear of high notes when he sings in falsetto, and he 

77 Vennard, p. 76. 78Ibid.. p. 76. 79Ibid. 
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also "gets the feel of relaxation of the vibrator and acti-

vation of the breath that he does not achieve when singing 

in the chest voice." The unused register may be the means 

of a man discovering the head voice. Greater longitudinal 

tension and higher pitches can be achieved by the relaxa-

tion of the vocalis muscles, but the tone has some charac-

ter which is found in the chest voice. "It is as if the 

singer had gone partway into falsetto, but still retained 

some of the chest."®0 Statements very similar "can be 

made conversely about the woman's chest voice," Vennard 

concludes, but there is an essential difference. A man 

can develop his falsetto downward without harm, "but 

forcing the female chest voice upward is dangerous if not 

actually malpractice." This malpractice, Vennard postu-

lates, "has brought the two-register philosophy into 

disrepute."81 Although Vennard believes that a woman's 

chest voice can be extended upward providing sufficient 

time is used, he emphasized that he had not felt a need to 

try this procedure.82 

The Natural general methodology of vocal pedagogy is 

seen to be somewhat at variance with the belief which was 

80Vennard, p. 76. 81Ibid. 82Ibid., p. 76. 
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expressed above by Vennard. The Functional or Natural 

general methodology indicated the possibility, the prob-

ability that men or women could with insightful guidance 

gain control, in varying degrees, of the vocal functions. 

Dynamic Versus Static Adjustment 

The following discourse comes from Vennard's discus-

sion of register transition in the voice. He explains 

that static adjustment causes a singer to be unable to 

change the tone quality or to go without a break from one 

register to another. A bass can often go from a pure 

chest voice into a quality of mixed chest and falsetto.83 

Often a bass has a static falsetto, which means that the 

singer is unable to go smoothly into the falsetto voice. 

For any voice to achieve the ideal of a completely dynamic 

registration is a real challenge.84 Vennard postulates 

that static adjustments related to the development of the 

range of the voice can often be overcome by making use of 

the overlapping of the registers.85 

Great teachers have used the messa di voce for over-

lapping the vocal registers and for going from one to the 

83Vennard, p. 76. 84lbid. 85lbid.« p. 77. 
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other of the registers. The essence of the messa di voce 

is making both a crescendo and a decrescendo on the same 

pitch.86 

Vennard stresses the necessity to think of registra-

tion in terms of other properties of tone in addition to 

the pitch of the tone. Three generalizations given by 

Vennard concerning register adjustment follow:87 

1. The adjustment of the voice must be heavy in the 

lower part of the voice if the development of the widest 

possible range with smooth technique is desired. 

2. For softer pitches the registration must be light-

er and without breathiness. 

3. The adjustment must be heavy for achieving a rich 

timbre, and light for sweet tones. The differences in 

timbre "are differences in degrees of regularity and ir-

regularity in the pattern of each vibration."88 

The Lift of the Breath 

The lift of the breath is a device known to assist 

in making shifts in registration, Vennard declares. He 

believes that every singer when going upward to high notes 

86 Vennard, p. 77. 87Ibid. 88Ibid.. p. 77. 
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experiences a lifting feeling. If the singer lightens the 

registration rather slowly, he will realize less the lift. 

If he changes the registration suddenly, he will be able 

more easily to recognize where the lifts take place.89 

Some choirmasters place voices for a choir by locating the 

lifts of the voice rather than to discover the extremes in 

r e g i s t r a t i o n . i n discussing talented beginning singers 

making use of lifts of the breath, Vennard explains that 

"they do not make as violent a change in registration as 

. . . 'cracking,' but they do make definite shifts." When 

the tension becomes too great, such singers "consciously 

and audibly change to lighter production.Vennard says. 

The lighter the production the less the intensity 
for the same amount of breath pressure. Therefore, 
in order to keep the volume from dropping off, the 
singer feels the need for an extra surge of breath 
at the point of shifting. The expression, "lift of 
the breath," is very descriptive.92 

Vennard does not favor locating the specific notes where 

the student's voice will change. The student would tend to 

become self-conscious when he would approach such notes in 

a song. Vennard believes that "the emotional stimulation 

of a well written phrase should carry the singer through 

89Vennard, p. 77. 9QIbid.. p. 77. 

91lbid. 92ibid., p . 77. 



88 

without worries such as: 'That F is my "changing note." I 

know I won't be able to get a good tone on it.'"93 

Classification of Voices 

Vennard believes that most women are mezzo-sopranos 

and most men are baritones, singers with medium voice 

ranges. He lists as the unusual voices, "the extremes: 

bass, tenor, alto, and high soprano." Contraltos are 

found if they happen to be unashamed of their chest voices, 

Vennard believes. Only the true coloraturas, rare in 

number, can benefit by cultivating "the falsetto exclusive-

ly, " Vennard d e c l a r e s . H e explains that in his thinking 

there is no urgency in classifying the voice of a beginning 

student. "So many premature diagnoses have been proved 

wrong, and it can be harmful to the student and embarrass-

ing to the teacher to keep striving for an ill-chosen 

goal." Vennard considers the best course is to take the 

"middle part of the voice and work upward and downward 

until the voice classifies itself."95 vennard mentions that 

Students of better than average talent will 
probably have a certain amount of coordination 

^Vennard, p. 73. 94ibid.# p. 78. 

95Ibid. 
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of light and heavy in this area, and it is merely a 
matter of extending it. Avoid the fallacy of thinking 
that the middle is good enough and that it is the 
extremes that need work. When technic has been per-
fected in the middle, where it is easiest, its ap-
plication to the extremes will make them easier, but 
at the top or the bottom is no place to practice 
technic. It is difficult enough and hard enough on 
the larynx to sing there at all, and until one has 
mastered the easy notes, the high and low ones will 
get no better. However, high and low tones should 
be vocalized a little in each session. The extremes 
will not come unless they are claimed.9® 

The above discussion by Vennard has one principle in agree-

ment with the development of the theory of voiception. 

He states that the extremes, the high and low tones, should 

be vocalized some at each session. He gives reference, 

also, to the fact that the two extremes of most voices need 

to be developed. The concept above which is at variance 

with the theory of voiception is that in which Vennard 

indicates that the vocal functions should be developed first 

in the middle range of the voice to a point of perfection. 

The variance in philosophies is not one of complete oppo-

sition but one of degree. Voiception (See Chapter V) would 

de-emphasize the existing timbre in the middle range. The 

goal would be to develop the full range of the voice. Each 

area, low, high, or middle, would be approached with the 

^^Vennard, p. 78. 
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type of vocalization suitable for that part of the voice. 

Again, the variance in principles is one of degree. The 

messa di voce exercise, other selected vocalizes from the 

Functional methodology, and other techniques found to be 

effective (Functional, Scientific, or Empirical sources) 

would be applied. 

Vennard suggests that voices should be classified in 

an important selection in addition to range. "Many sing-

ers have wide ranges—more than two octaves—and the 

important criterion is tessitura. . . . that part of the 

range in which the voice performs best," Vennard insists. 

The tessitura is the range with the greatest ease and the 

best sound.Vennard discusses voices belows 

Basses and contraltos sing largely in chest voice, 
but tenors and sopranos use the light voice as 
well as the heavy . . . All young high voices 
should be classified lyric, regardless of poten-
tial. As they mature some of them will learn to 
use the vocalis muscles more actively in the upper 
range. This is called "pushing" and is dangerous, 
but nothing ventured nothing gained. The Italians 
actually dignify it by recognizing it as 
a classification, spinto (literally, pushed).98 

Vennard believes that most heroic tenors are "often pushed-

up baritones."99 Vennard asserts that a professional will 

9?Vennard, P» 79. 98ibid., p. 79. 99ibid. 
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likely have a performing compass of two octaves. Even 

wider ranges are often known, but most performing voices 

have at least an interval of the fifteenth. 

The bass voice is roughly from E2 below the 
bass staff to the above it. The baritone 
octaves are a third higher, and the tenor should 
be able to reach C5 above Middle C. Altos may 
be thought of as an octave above bass; mezzo, 
above baritone; soprano, above tenor. Generally 
the women's voices are a tone or so higher than 
this, but these boundaries are arbitrary. 

Although professional singers continue singing at a high 

dynamic pace for the full season, Vennard suggests that 

all "wise singers save their voices by 'marking the part,' 

that is, singing lightly or dropping the high tones an 

octave. **102 

Appelman: Theories of Registration 

Appelman declares that a confusion exists concerning 

the principles and terminology concerned with registration 

in the singing voice.*03 ne believes that professional 

singers think of the voice as one register. "Most pro-

fessionals are natural singers who have perfect body 

lOOvennard, p. 79. IQllbid. 102ibid.. p. 79. 

103Appelman, The Science of Vocal Pedagogy* p. 86. 
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coordination and have never really confronted a register 

problem, or perhaps register breaks which did occur have dis-

appeared with maturation."104 Appelman emphasizes that in 

the human voice registration is both physiological and 

acoustical.10:5 

The position of the larynx in the phonatory tube at the 

moment of transition from one register of the voice to 

another register, actually changes "much more in the trained 

voice than it does in an untrained voice." The singer is 

attempting to adjust for the register change with an effort 

"to enlarge the pharyngeal resonators by yawning and simul-

taneously stabilizing and tilting the thyroid cartilage for-

ward, thereby tensing the vocal folds,"106 Appelman asserts 

the "transition from the chest register to the head register 

for women occurs at the same height in the scale" due to 

the fact that the separation between masculine and feminine 

voices is just one octave. The point of transition, he 

believes, "occurs by acoustical law and through an adapta-

tion of the total resonating space, always on the level of 

the same frequencies," for both men's and women's voices.107 

104Appelman, p. 86. l°5ibid., p. 86. 

106Ibid., p. 87. l°7ibid., p. 87. 
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Appelman states that not all voices can achieve the 

single register ideal, but that some voices with practice 

may become homogeneous sufficiently to have a vocal register 

with a uniform vocal quality and production. He says, how-

ever, that a "beautiful voice that fulfills the ideals of 

Western vocal culture is a gift of birth, and methodical 

teaching is not the principal element in its production."108 

Adduction of the Vocal Folds 

Appelman emphasizes that adduction may take place but 

that "adduction may or may not take place in all voices.M 

He believes that both breath pressure and laryngeal function 

are employed in the process of adduction. 

Physiological changes.—Studies at Indiana University 

used tomography and cineradiology in analyses of the ad-

duction of the vocal folds: 

1. Tomography is a study using planigraph, radio-

graph, and spectograph of physiological changes during 

register transition in vocal tones.HO 

2. Cineradiology refers to X-ray motion pictures. 

The studies done at Indiana University (using tomography 

108Ibid.. p. 87. 109Ibid.. p. 94. HOlbid., p. 78. 
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and cineradiology) in analysis of the physiological changes, 

"reveal that, during the transition from a low pitch on 

which an open vowel is sung to a higher pitch above the 

register change on which a closed vowel is sung, the larynx 

is lowered an average of three to five millimeters" when the 

singer is forming the front vowels. The same studies show 

that the larynx was lowered from five to eight millimeters 

when the singer was forming the central vowels and the back 

vowels, under the same conditions—making a transition from 

a low pitch with the singing of an open vowel to a higher 

pitch above the change of the register on which the singer 

was producing a closed v o w e l . T h e s e studies showed that 

the anatomical changes were most striking as the singer used 

the same pitch and sang the open and closed positions. The 

pitches used were the "E natural for the bass voice and 

C-256 for the mezzo soprano." Appelman emphasizes that the 

singer should remember that muscular control of the larynx 

and the muscular alterations of the size and shape of the 

resonating system will bring about this change in position 

gradually, when the singer is moving through the point of 

passage, or change of registration.1*2 

111Appelman, p. 95. 112Ibid., p. 95. 
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To accommodate the changes in the laryngeal function 

which take place at the change in the vowel position, the 

resonating system becomes enlarged. "Perhaps the most 

significant physical alteration" which the male singer can 

sense as he sings into, passes into, or bridges into the 

upper voice "is the lowering of the larynx and the narrowing 

of the vestibule which determines the phonemic characteris-

tics of the uttered sound. "1]L3 The female singer experiences 

the same sensation as she bridges down into, or passes down-

ward in her lower voice range. Appelman believes that the 

laryngeal organs receive a "stability they could not attain 

with the vibrator at a higher point and with the phonatory 

tube altered in width and length;" this stability comes about 

as a result of the larynx being lowered.114 The sensation 

which the singer experiences during the above adjustment is 

that of a yawn, Appelman suggests. The lowering and adjust-

ing of the larynx is brought about by antagonist musculature. 

An added benefit of the increased tension on the larynx, is 

that the adducted portion of the vocal folds is secured. 

This situation, in turn, "permits the margins of the 

•^^Appelman, p. 95. 114Ibid.. p. 95. 



96 

reduced glottal aperture to become stable and to vibrate 

freely." The important function performed by these muscles 

is depressing the floor of the mouth, depressing the base 

of the tongue, and depressing the larynx.115 Appelman is 

convinced that the action of the above muscular set causes 

a broadening of the supraglottic space, "which, when com-

bined with the firming action of the suprahyoid muscles, 

adds stability to the pharyngeal area through an opposing 

action. 

The above discussion gives some credence to the con-

cept which Appelman assumes may be correct; with the vocal 

folds in adduction, "that is, with the posterior portion of 

the folds in adduction," the female singer is able to sing 

all of the tones above the chest voice. With the adducted 

portion of the vocal folds secured by the muscular functions 

described above, the remaining glottal area would be stable 

and free to vibrate. 

Intensity, laryngeal function, and vocal registers.—A 

proper pitch range, Appelman believes, is one which is the 

correct one for a specific singer. The tessitura is the 

115Appelman, p. 95. 116Ibid. i^Ibdd., p. 94. 
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important characteristic of a voice for making a decision 

concerning the pitch range.118 The tessitura is what makes 

the difference between what is easy for one voice and what 

is difficult for another. All sopranos, for example, do 

not have the same tessitura. In the same manner the proper 

use of intensities varies with different voices.11^ Too 

often singers go above or below what is considered the nat-

ural tessitura and sing too loudly for periods of time 

beyond what the voice is able to accept. Appelman believes 

that psychological systems are needed to help the singer to 

learn to sing with proper balance of the musculature and 

without strain.12® The "residual concept of such a proper 

balance" of the abdominal musculature, of the resistance 

supplied by the thoracic musculature, and of the functions 

of the laryngeal controls necessary to sing in a correct way 

so that damage is not done to the voice, is the control 

which the singer has as a result of the sensation which he 

experiences with the act of singing. Appelman believes the 

sensation is the critical issue in learning to sing well. 

Sensation is the critical issue for applying psychological 

118Appelman, p. 100. 11^Ibid. 

120Ibid., p. 100. 



98 

principles which result in correct singing.121 Appelman 

emphasizes the need to use conceptual control in the sing-

ing process. He insists that an intensity change should be 

gradual and should come as the result of a controlled co-

ordination of the "laryngeal muscles and the muscles of 

expiration." Appelman suggests that such control is thus 

brought about by conceptual means.^22 A controlled change 

of intensity involves "a gradual alteration of the length, 

mass, and tension of the vocal folds and a constantly in-

creasing and decreasing breath pressure."123 The bel canto 

technique, Reid, Appelman, and Vennard agree, made use 

of the messa di voce, which uses a gradual change of the 

intensity on the same pitch.12<^ These three authors agree 

that emphasis was given to the use of the messa di voce 

over the use of diatonic drills as vocalizing devices. The 

use of the messa di voce was an effort to learn to join the 

registers. 

The theory of voiception in Chapter V gives emphasis 

to the technique of the messa di voce because of the impor-

tance of the student gaining control of registration. 

121Appelman, p. 100. 122ibid., p. 100. 

123Ibid.. p. 100. 124ibid.. p. 100. 
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Singing the Messa di Voce 

The pitch of a sung sound will go higher if the breath 

pressure is increased. To restate, Appelman asserts, "to 

sing messa di voce the pitch must be maintained while the 

breath pressure is varied." The amplitude of the vibrations 

is directly changed "through the alterations of" the 

length, tension, mass, and elasticity of the vocal f o l d s . - * - 2 ^ 

The change in amplitude needs to be "in direct ratio to the 

alterations of the abdominal and the thoracic pressure" and 

should be "accompanied by a fixation of the volume of the 

resonating space for each vowel that is sung. "126 n^ssa. 

di voce is sung on a pitch which is maintained. 

The amplitude of vocal fold vibration will decrease in 

effecting the transition from a forte to a piano sound. The 

decreasing abdominal pressure will have the result of less 

breath flow. "The thoracic, or diaphragmatic, pressure 

will increase" and seem to hold back the breath. 

The resonating space must remain open and 
expanded to the jaw position assumed during the 
production of the forte sound to preserve the 
integrity of the phoneme . . . from a forte to a 
piano sound. 

Appelman says "the amplitude of the vocal fold vibration 

125Appelman, p. 101. 126Ibid. 127Ibid.. p. 101. 
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and the abdominal pressure will increase." There will be 

a decrease of thoracic pressure. The volume of the total 

phonatory tract will increase in order to "preserve the in-

tegrity of the phoneme and to accommodate the increased 

intensity."128 

Laryngeal Action and Pitch Change 

The same ratios of breath pressure to laryngeal control 

are needed to sing a scale evenly as are needed in singing 

the messa di voce for the reason that a constant ratio should 

be maintained "between pitch change and the increase of in-

tensity in a sung scale passage." Increasing the thoracic 

and diaphragmatic pressure gradually as the pitch rises 

provides the singer a "sensation of holding back the breath." 

Without this control, the scale becomes louder with a raise 

in the pitch.^-29 

Laryngeal Controls 

Because of the lack of conformity among singers in the 

physical attributes of the vocal mechanism, the habits 

developed in control of the vocal functions, and the mental 

concepts of the singer, no two subjects can produce a given 

128 Appelman, p. 101. 129Ibid.. p. 101, 
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tone in "exactly the same mode" or laryngeal function. Each 

singer is unique in his concept of tone quality, his vowel 

positions and his breath support.130 Appelman asserts that 

two singers can produce the same sound in differing manners. 

This can happen because the resonating systems of the two 

persons and other "indeterminate characteristics" which are 

involved in the vocal production are different "even though 

the expiratory pressures and the contour of the vocal folds" 

are the same.131 

Appelman asserts that a "particular laryngeal picture" 

of a given tone cannot be ascribed because of the types of 

variations among singers described above. He does believe, 

however, that certain principles do apply: prediction can 

be made concerning the larynx on the lowest note of the pos-

sible scale, and the changes which will occur as the singer 

"ascends the scale to reach" the highest note. These can 

be predicted with certain l i m i t a t i o n s . 1 3 ^ 

Reid: Theories of Registration 

Reid states that the registers of the voice have a 

reflexive response to "specific levels of pitch and" to 

130 'Appelman, p. 102. 131Ibid. 132Ibid., p. 102, 
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the degree of intensity. This reflexive response of the 

registers of the voice thus provide "the means for gaining 

volitional control over involuntary responses•"133 

Reid believes that the controlling element in the 

reflexive response, or involuntary response, of the vocal 

registers through the adjustment of the pitch level, the 

intensity and the vowel, comes from the mental concept 

can control the total physiological event.^34 Reid asserts 

that the vocal technique can be changed "most effectively by 

means of the action and interaction of the vocal registers." 

The involuntary muscular action can "be brought under voli-

tional control."135 

The above basic concept concerning vocal production is 

a central principle in the theory of voiception in Chapter V, 

Reid states that the above means for bringing under control 

the involuntary vocal functions, the action and interaction 

of vocal registration, "is the surest way of overcoming a 

supposedly insurmountable obstacle. "136 «phe Natural gen-

eral methodology of vocal pedagogy implies that the voice 

is a reacting instrument which can be c o n t r o l l e d . 1 3 7 

i33Reid, The Free Voice. p. 29. l34Ibid.. p. 30. 

l35Ibid., p. 30. l36Ibid. l37Ibid.. p. 28. 
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Reid believes that the head voice is an "outgrowth of 

the falsetto and represents a coordinate relationship be-

tween that mechanism and the 'chest' register." For this 

reason he makes the assertion that the falsetto should be 

employed again in vocal pedagogy. Reid considers the terms 

of head voice and chest voice to be incorrect nomenclatures 

and asks: "What is wrong with the terms 'head' voice and 

'chest* voice?" To this the answer he gave was "Every-

thing!" Reid explains that the muscles which control the 

vocal cords are in the throat.138 Conditions for vocal 

resonance are there. "The mechanisms to which Garcia al-

luded are in the laryngeal pharynx, not elsewhere," Reid 

asserts.139 

For generations, Reid declares, teachers have put much 

emphasis upon the sensations which are peculiar to each 

vocal register, rather than to be concerned with "the stim-

ulus patterns, i.e., combinations of pitch, intensity, and 

the vowel, which activate them. "140 declares that the 

"resonance, flexibility and control over wide extremes of 

pitch and intensity" depends upon register coordination.141 

!38Reid, p. 34. 139ibid.. p. 34. 

140Ibid., p. 34. 141Ibid., p. 36. 
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The vocal organs are not subject to the volitional 

control of the singer, Reid emphasizes. He asserts that 

"to gain volitional control over involuntary muscles is not 

easy, but neither is it impossible."I42 He believes that 

to gain this control, some form of "discipline could be 

instituted which would improve the coordinative process•" 

The phenomenon of the vocal registers presents the source 

for gaining control of the involuntary muscles used in the 

act of s i n g i n g . R e i d suggests that to have a voice which 

is functionally under control would be impossible without 

the "parallel relationships known to exist between pitch-

intensity patterns and the vocal peculiarity called a 

'register.*"144 

Several factors are listed by Reid to account for 

radical dissimilarities of tone qualities: the temperament, 

the shape, size, and functional situation of the vocal mech-

anism, the ability of the voice to adjust to pitch, vowel, 

and intensity, and the types of vocal faults in a set combi-

nation and proportion. Basic to singing is intensity, the 

pitch and the vowel.145 He stresses that tone originates 

142Reid, p. 37. 143lbid., p. 37. 

144Ibid., p. 37. 145Ibid., p. 37. 
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in the laryngeal complex. The breath pressure. Reid suggests, 

and the vocal organs react to a mental edict of pitch and 

intensity.3-4® When the vocal mechanism is in a "state of 

perfect equilibrium, each new pitch and intensity requires a 

special alignment of the coordinative process." Reid seems 

to insist that for each combination of pitch and intensity, 

there is only one perfect balance of the musculature. In a 

peerless vocal technique, for every "tone and loudness" 

there is a distinct adjustment of the registration.3"^7 

The singer is able to sing over the transitional areas 

in the vocal registration so that neither "the listener, nor 

even he himself, will be aware of the underlying mechanics" 

if the singing is being done with correct technique.148 

Correct singing results from a coordinative process, 

Reid explains. "If the mechanical response of the vocal 

organs is in any way deficient," the first ways to restore 

the coordinative balance of singing, is to correct the bal-

ance posture of the registration. To smooth out the voice 

is not the immediate goal.149 "To strive for a smooth scale 

too soon is literally" the act of sealing in the errors, 

146Reid, p. 37. 147Ibid.. p. 37. 

148 149 
Ibid., p. 39. Ibid.. p. 39. 



106 

Reid stresses. Registration in the voice needs to be in 

correct balance just as the strings on a piano or on a 

violin need to be adjusted for the length and tension. 

Mechanics of the Registers 

Reid believes that the "only tenable position with re-

gard to the number of registers is that there are two" from 

the fact that two basic muscle groups interact to create the 

tension needed for the vocal cords in singing.151 An almost 

endless number of possible adjustments of the laryngeal 

musculature exists. A singer should be able to sing a range 

of over two and one half to three octaves if the adjustments 

are correct within the vocal m e c h a n i s m . 1 5 2 

Reid states concisely that the "phenomenon of registra-

tion" is created by tension, a "shifting balance of tension 

on the vocal cords." Reid contends that the ratio of the 

strength of tension in the registration can be absorbed by 

the arytenoid muscles which allows the voice to be "dom-

inated by the chest register. By reversing the tension, Reid 

states, "the voice will be dominated" by the head "register 

mechanism."153 Reid emphatically states that singing in 

150Reid, p. 40. 151Ibid., p. 40. 

152lbid., p. 40. 153lbid., p. 40. 
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the head voice does not mean head resonance. The nasal 

passages are small cavities which cannot adjust and are 

thus not suited for giving amplification to a sung tone. 

For this reason the nasal passages are not important to 

the resonance of s i n g i n g . 1 5 4 The vibrations which seem to 

be in the head are caused by the adjustment of the crico-

thyroid and the arytenoid muscles. Reid says emphatically 

that without the correct coordination, or balance, of the 

cricothyroid and arytenoid muscles, the feeling of the 

tone being in the head would not happen. Reid declares 

that the head voice could not be activated without the 

phenomenon of registration, the coordination of the muscle 

groups mentioned a b o v e .^5 

Reid states that the note E, above Middle C, is often 

considered the point of register transition. 

When singing forte in the tonal range extending from 
E marking the "break" on downward, regardless of 
the singer's sex, the "chest" register will a p p e a r . 1 5 6 

If the intensity is lessened, because of the lower dynamic 

level the head voice will respond due to the inclination 

of the head voice to respond to lower intensity patterns. 

154Reid, p. 40. 155Ibid.. p. 40. 

156 , 
Ibid.. p. 41. 
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The vocal cords and "their surrounding resonators" are "one 

and the same thing" with the respiratory tract, Reid asserts. 

Each breath cycle is simply an act of an inhalation and an 

exhalation. The vocal cords are never constant in one posi-

tion because they "open to permit the free passage of air 

for breathing in as well as out."157 The vocal cords return 

to a closed position between each act of inhalation and 

exhalation. "This momentary closure occurs during the frac-

tion of time when a reversal of the breathing action takes 

place." At this exact moment there is neither inhalation 

nor exhalation, a "fraction of time." Reid explains that 

two times during a full breathing cycle the vocal cords will 

"open and close, open and close." There are two reasons for 

the vocal cords to act. To provide protection for the lungs 

"against the entry of water, food particles and other foreign 

matter for bodily survival" and to provide a passage to the 

lungs for the intake of the breath, the vocal cords act.158 

The Break in the Voice 

The fluctuation of the register break is due to many 

factors. The mechanism which causes the break, the chest 

157Reid, The Free Voice, p. 14. 158tbid.. p. 14. 
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register, will react in a different way for different 

vowels on the same intensity level. The position of the 

break in the voice is variable and shifts when the vocal 

circumstances demand variation. Reid believes that the 

break between the registers is in the "vicinity of E above 

middle C, the word 'vicinity' should be emphasized."159 

Important is the knowledge that the registers give a re-

sponse to specific patterns of pitch and intensity "as a 

functional reaction, not as a result of volitional dis-

ciplines. "160 

Registers and Intensity 

Reid emphasizes the need to understand the textural 

characteristics of each register and to know the pitch 

range and levels of intensity which belong to each one. 

He believes there are extreme differences between the vocal 

registers in range, in texture, in intensity, and in the 

quality. The falsetto creates an illusion of sensations of 

vibrations in the head. In the female voice there is a 

breathy quality to the falsetto, and the falsetto quality is 

"with the male 'hooty'."161 

159Reid, p. 46. 16QIbid. 161Ibid.. p. 44. 
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A concise definition of vocal registration is given by 

Reid: 

A register is a particular kind of physical adjust-
ment assumed by the vocal organs in response to 
specific combinations of pitch and intensity.I-62 

A direct relationship exists between the pitch of the note 

and the length, mass, and elasticity of the vocal cords, he 

emphasizes. "Intensity must also be considered a factor, 

insomuch as it is regulated by fluctuations of energy 

within the total system, as well as by the amplitude of the 

vocal cord movement."163 Reid emphasizes the importance of 

registration with the statement that "each tone in the 

musical scale has its own ratio of registration." Through 

the dynamics of registration, Reid insists, "the laryngeal 

muscles, although involuntary, can be made to readjust and 

coordinate more efficiently" in the singing process by using 

specific combinations of pitch, intensity, and the vowel.164 

The following assumptions by Reid provide a summary of 

his postulates concerning the registration of the voice: 

"1. There are two registers: one, the falsetto; the 

162cornelius L. Reid, Voice: Psyche and Soma 
(New York, 1975), p. 33. 

163Ibid., p. 33. 164Ibid., p. 43, 
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other, the 'chest.' 

"2. Each register must be the product of a separate 

mechanical (muscular) action. 

"3. Each register appears as an automatic reflex to 

pitch and intensity. 

"4. When the falsetto merges with the 'chest' register 

in a coordinate relationship to become the 'head* voice, it 

considerably overlaps the lower, and the two share many 

notes in common. 

"5. Because of the overlap, the voice will often, 

when reasonably well coordinated, appear to be made up of 

three separate divisions. 

"6. Each tonal area, or division, is recognizable 

because it is represented by unique textures. 

"7. Each area owes its special tonal characteristics 

to the influence of a separated or combined register action. 

"8. By proper selection of pitch-intensity patterns 

the registers can be separated or combined on a rather 

arbitrary basis. 

"9. Even when operating as a unit, the ratio of reg-

istration can still be balanced and set up quite arbitrarily 

by the instructor, or by the singer himself if he is skilled 
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enough, through proper use of pitch-intensity patterns. 

(This is only possible when the registers are already quite 

well-balanced.) 

"10. The muscular response causing a particular reg-

ister to predominate is purely involuntary. 

"11. The interplay of the registers, controllable 

through pitch and intensity patterns, represents the 

manipulative device to which the student can respond as an 

act of will. 

"12. As the reaction of the vocal organs to these 

simple patterns involves involuntary movement, supposedly 

inaccessible muscular reflexes can be brought under a very 

practical kind of control. 

"13. By skillful use of pitch-intensity patterns the 

registers can be separated, developed independently, or 

made to draw together and act as a unit in innumerable 

relationships involving a balance to be shared between them. 

"14. These factors, plus temperament, musicality, 

anatomical structure, and psychological attitudes, are the 

. . . elements making each voice . . . a unique problem."165 

165Reid, Voice: Psyche and Soma, pp. 62-63. 
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Stanley: Registration 

The definition of a register which Stanley gives says 

simply: "The preponderance of effect of one group over the 

other determines a register." In this statement Stanley is 

referring to two groups of muscles, the arytenoid and the 

cricothyroid muscles. Prom the above consideration, Stanley 

concludes that "there are consequently two, and only two, 

registers in the human voice."166 A further explanation of 

the vocal register defines it as a "co-ordination of la-

ryngeal muscles in which one or the other of the tensor 

groups predominates."167 Stanley asserts that the upper 

register will become more prominent under two situations: 

as the pitch of the notes rise, or as the intensity becomes 

less on a single tone. He explains that in "considering any 

single tone, the pianissimo utilizes the upper register only, 

which is swelled to a certain point," and following that the 

lower register is added, depending upon the pitch level.168 

Stanley considers the elimination of the "mouth as an 

important resonance cavity" as likely the most "vital factor 

166Douglas Stanley, The Science of Voice (New York. 
1958), p. 7. 

167lbid., p. 9. 168Ibid.. p. 9. 
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in the proper production" of correct s i n g i n g . I n re-

inforcement of this principle, Stanley asserts that the 

mouth is the principal resonator of the vowel in both faulty 

speaking and in faulty singing.170 

Stanley believes that most students sing with a rather 

throaty quality. Because of this throaty quality, he de-

clares : 

For this reason soft singing should never be 
attempted until the muscles which hold the pharynx 
open are fully developed. Any attempt to sing 
pianissimo tones, before this stage is reached, 
will result in an ever-increasing "throatiness".!7* 

The above concept of vocal pedagogy given by Stanley 

is at variance with the principles set forth in voiception. 

the theoretical subject of this study, in Chapter V. The 

use of the messa di voce and other vocalization which use 

pianissimo singing are incorporated in the theory of voicep-

tion. 

Fields; Registration 

The definition which Fields gives of the vocal range 

is that it is the number of frequency changes possible 

169Stanley, p. 22. 17QIbid.. p. 22. 

171Ibid.. p. 34. 
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when singing from "the lowest" to the "highest pitches of 

the voice."172 Fields indicates that the vocal ranges of 

the male and female sexes give a total combined range of 

the compass of the human voice extending over about five 

o c t a v e s . F o r overcoming mental hazards and tension 

which may develop from concern with the registers, he sug-

gests the implementation of psychological or indirect 

methods for developing the singing voice.174 The satis-

faction which a student receives from successful performance 

serves to provide incentive to learning. Enjoyment of sing-

ing also tends to relieve "anxieties that induce chronic 

muscular tension in the vocal tract. "^75 

In his discussion of vocal range. Fields quotes 228 

concepts of several different authors. These concepts are 

technical, psychological, and theoretical.176 Much has 

been written on the subjects of singing and on the culture 

of the voice, but some of this material is "extremely diver-

sified and fragmentary and rather diffusely distributed 

172Victor Alexander Fields, Training the Singing Voice 
(New York, 1947), p. 147. 

173lbid.. p. 147. 174jgbid., p. 164. 

175lbid.. p. 165. l76ibid.. p. 162. 
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throughout a variety of books, periodicals, scientific 

papers, reports of experiments and published interviews" 

and was not coordinated, Fields asserts. 

Furthermore, what is written about the singing voice 
is so often overlaid and interwoven with conflicting 
theories and extravagent conjectures that misinter-
pretations are inevitable. 

Fields stresses that the extensive verbal testimony which is 

available to support given procedures does not give "one 

shred of documentary or experimental evidence." Fields 

believes that teachers of singing become "easy prey to un-

scientific writings on voice" and expresses a need for some 

scientific support for principles in vocal pedagogy. The 

book by Fields was published in 1947 and far too much of 

what Fields stated above is true of current findings. His 

book gives an exchange of ideas gathered from a range of 

knowledge and experience selected from many authors. 

Chapter Summary 

The literature selected from the authors included in 

this chapter was chosen to give the reader a general survey 

in the areas of teaching voice which deal with factors con-

cerning registration in the singing voice. The concensus 

177Fields, p. 1. 
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of definitions appears to consider the vocal register as 

being a series of tones which have like tone quality. The 

registration in the voice is at the best when a dynamic 

balance of the musculature exists. The registers of the 

voice respond to levels of intensity and pitch as the vowel 

is being sung. Reid believes that a means for gaining voli-

tional control over involuntary responses lies in the 

reactive response of the registration of the voice to levels 

of pitch and intensity while the vowel is sung. This pos-

tulate provided the impetus for the development of the 

theoretical study in vocal pedagogy, voiception. 

The writers researched for this chapter concur that 

the act of singing is a coordinative process. The success 

of singing is dependent upon a dynamic balance of registra-

tion. The scope and intent of this study preclude the 

inclusion of much supportive material, and the inclusion of 

material which is not in agreement with the theoretical 

study, therefore, is provided in a minimal way, only. 



CHAPTER III 

REVIEW OF THE LITERATURE: THE SUNG VOWEL 

The topic of registration in the singing voice was 

emphasized in Chapter II. Other areas of voice study of 

necessity were included. Because of the important rela-

tionship of the sung vowel to correct vocal production, the 

area of investigation in this chapter was the vowel and its 

relationship to resonance, registration, tone quality, and 

expressive qualities. The letters a, e, _i, o, u, and some-

times Y. are usually used in the English language to repre-

sent a vowel. In speech the vowel is a sound in which the 

breath channel is not blocked and has slight constriction. 

The Importance of the Vowel 

The only commodity the singer has is sound, and the 

vehicle for sound is the vowel.1 By concentrating on the 

vowel, the singer can enhance the timbre (tone quality). 

A phoneme is a sound family, letters that sound the same.2 

1D. Ralph Appelman, The Science of Vocal Pedagogy 
(Bloomington, Indiana, 1967), p, viii. 

2Ibid., p. 192. 
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The cue of recognition of every word in singing may always 

be found in the prosodic elements of the song text, which 

have been united with the melodic and rhythmic elements of 

the music.3 

Sound and Resonance 

A sinusoid is a graphic representation of sine waves, 

"simple wave forms without overtones, Appelman explains, 

that are emitted by a vibrator exhibiting uniform 
periodic oscillation, such as a tuning fork, a 
pendulum, or a wheel.4 

Any complex sound wave is made up of the sum of its sinu-

soids, "or to state it differently, any complex sound with 

a repetitive wave form is . . . a series of pure tones."5 

The components of a complex sound structure are called 

partials and harmonics which are defined below: 

A partial is . . . a component of sound sensation 
which may be distinguished as a simple tone that 
cannot be further analyzed by the ear and which 
contributes to the timbre of the complex sound. 
The frequency of a partial may be either higher or 
lower than the basic frequency, and it may or may 
not be an integral multiple or submultiple of the 
basic frequency. If the frequency is not a 
multiple or submultiple, the partial is inharmonic. 

3Appelman, p. 219. 4Ibid., p. 104. 

5Ibid., p. 108. 6Ibid., p. 108. 
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A partial whose frequency is a multiple of the lowest, or 

fundamental, is an harmonic.7 Appelman explains that any 

given frequency has its harmonic series, a "series of sounds 

. . . in which each basic frequency in the series is an in-

tegral multiple of the fundamental frequency."® 

Phase, Reenforcement and Interference 

When two or more sinusoidal waves are exactly repeti-

tious—moving in the same direction they "cross the zero 

line at exactly the same point in time"—they are in phase 

with each other.^ This phenomenon of a "wave crest in 

concurrence with another wave crest is known as reinforce-

ment."10 Interference refers to a wave trough being in 

opposition to a wave crest.11 A complex wave "does not 

necessarily contain any fundamental component."12 

Forced Vibration 

If the frequencies of the vibration and the frequencies 

of the resonance system do not coincide, "one of two things 

may happen," dependent upon the materials used, the size 

7Appelman, p. 108. 8ibid.. p. 109. 

9Ibid., p. 111. lOlbid.. p. 111. 

11Ibid., p. 112. 12Ibid.. p. 113. 
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of the resonator and vibrator, and the relationship of the 

vibrator to the resonator. 

1. The vibrating source may change its natural 
frequency so that it vibrates more or less in the 
period of the system. Most wind instruments fall 
into this group. . . . 

2. The vibrating source may compel the system 
to vibrate at a frequency related to its own, re-
gardless of the natural frequency of the resonator. 
. . . All methods of recording and reproducing sound 
depend upon forced vibration. . . .13 

The human voice makes use of forced vibration. Appelman 

states that "resonance occurs when a resonator is in tune 

with its vibrator. . . . 

Other Factors of Vocal Sound 

Appelman explains that a single resonator "is able to 

respond to either sympathetic or forced vibration."15 

When a resonator is compelled to vibrate, forced 
vibration affects both the resonator and the generator. 
The resultant frequency is somewhere between the 
natural frequencies of both resonator and generator. 
The influence of the generator is stronger than that 
of the resonator upon the generator.1® 

A sharply tuned resonator is selective and will respond to 

only "a few frequencies within the complex tone emitted by 

•^Appelman, p. 116. l^ibid., p. 117. 

15Ibid., p. 118. 16lbid. 
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the vibrator." Appelman states that the size of the cavity 

is the factor which is the determinative in damping within 

the human resonating system.*7 Appelman asserts that the 

head, mouth, pharynx, and nasal cavities are analogous to 

the effects obtained with the spherical brass Helmholtz 

resonator. The following laws govern the selectivity of 

these cavities; 

1. The larger the aperature of the resonator, 
the lower the frequency to which it will resonate, 
provided the dimensions of the cavity and the neck 
remain constant. 

2. The larger the aperture of the cavity, the 
higher the frequency to which it will resonate, pro-
vided the cavity and length of neck remain constant. 

3. The longer the neck of the aperture, the 
lower the frequency to which it will resonate, 
provided the dimensions of the aperture and cavity 
remain constant. 

4. The softer the texture of the cavity walls, 
the more the cavity emphasizes low overtones.18 

Appelman believes that "the quality or timbre of a vocalized 

sound is determined by the number, intensity, and distribu-

tion of the partials which compose it."19 Low pitches, then, 

respond to a longer and narrower cavity resonator. 

*7Appelman, p. 119. l8Ibid.. p. 119, 

19Ibid.. p. 120. 
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Resonance 

Every vocalized tone is a complex tone in which "the 

high frequencies (harmonics) are simple multiples of the 

lowest or fundamental frequency." The high frequencies 

are the harmonics of the tone.20 The pitch is primarily de-

termined by the vibrator and the timbre only "is modified 

by the resonators." Resonators which are hopelessly out of 

tune may affect the intonation; "this explains how singers 

with good ears but poor technic can sing 'off key*."21 

Certain basic principles for understanding resonance 

in the voice are concerned with the resonators of the voice, 

The resonators function in two ways, they function selec-

tively "with reference to the laryngeal tone," but they 

also add frequencies of their own, frequencies generated 

within themselves. Other principles concerning resonance: 

First, any resonator is a secondary vibrator. 

Second, the vocal resonator is a column of air. It 
is not a sounding board of some sort, as comparisons 
with stringed instruments would make it. Third, 
the shape of the resonator is not only complex, but 
highly variable. Thus it may vibrate as a whole 
or in any of its parts. It should not be too hard 
to think of it as vibrating several ways at once. 

20Appelman, p. 121. 

^William Vennard, Singing: The Mechanism and the 
Technic (New York, 1967), p. 81. 
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Indeed most vibrators do this, otherwise we would 
not have timbre, which consists of several frequencies 
of different intensities sounding together. Air is 
fully capable of this as any other medium; indeed, 
the sounds of many diverse instruments are carried 
to the ear by the same air, are funnelled into the 
same tiny canal, and can still be heard as one 
sound or as sounds from the individual sources, 
depending upon the manner in which we give attention.22 

A musical instrument has three kinds of vibration. 

Below are three kinds of vibration found in a musical 

instrument and in the human voice: 

First, there is the primary vibrator? in the voice 
this is the larynx. There is also a secondary 
vibrator which we call the "resonator"; in the 
voice this is a body of air chiefly in the 
throat and mouth. Third, there is a wasteful 
vibration . . . strictly speaking it, too, is 
resonance, though dictionary definitions include 
the idea of reinforcement or prolongation which 
do not apply to this third type of vibration. 
. . . use the word "resonance" only for the 
secondary vibration which enhances the voice.23 

The tone quality of a sung tone is not the original fun-

damental pitch and its harmonics. Vocal tone is complex. 

The original glottal sound will be acted upon. The quality 

of the tone will be the glottal sound minus the overtones 

dampened by the secondary vibrator, the vocal resonance 

cavities, plus the augmentation of overtones which were 

22Vennard, p. 82. 

23Ibid., p. 83. 
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encouraged by resonance, plus, Vennard emphasizes, possibly 

some inharmonic frequencies which were generated by the 

air in certain cavities being set in motion.24 The quality 

of the vocal tone is illustrated in Figure II. 

FIGURE II 

QUALITY OF VOCAL TONE AS THE PRODUCT OF ORIGINAL GLOTTAL 
SOUND, MINUS DAMPED OVERTONES, PLUS RESONATED 

OVERTONES, PLUS ANY INHARMONIC PARTIALS 

Q = G-OT+OT + (IP) 
•There may or may not be some inharmonic partials 

added to the vocal tone. 

Resonance Term Used25 Symbol 

Quality of the vocal tone Q 
Glottis G 
Overtones which have been damped OT^ 
Overtones which have been resonated OTr 

Inharmonic partials, actual addition, new pitches . . IP* 

Figure II shows that the resonators of the voice tend 

to function selectively with regard to the laryngeal tone, 

24vennard, p. 83. 

2^Stephen T. Farish, Jr., unpublished lecture notes. 
School of Music, North Texas State University, Denton, 
Texas, 1973« 
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which is of primary importance, designated as the glottal 

tone, but these resonators also add frequencies which are 

generated in themselves, and which may not actually exist 

in the laryngeal vibration at all. These added frequencies 

would depend on the size and shape of the particular res-

onators and might not belong to the harmonic series for the 

fundamental pitch being sounded. These frequencies add new 

pitches. "These frequencies," Vennard explains, 

tend to compromise with the nearest frequency in the 
harmonic series; however we have not a simple case 
of the augmentation of overtones, but the actual 
addition of new pitches. In some cases the result 
is objectionable, and the singer must find a way to 
correct it by reshaping the resonators . . . . a good 
singer always tunes his throat in harmony with his 
vocal cords. Vocal pedagogs sometimes speak of 
"fundamental: as being produced in the larynx, and 
of "overtone" as being produced in the resonators . . , 
. This is a careless usage of the terms, it . . . is 
not entirely incorrect.26 

The complexity of the human resonating system shows 

that the development of the desired resonance in the sing-

ing voice is not easy to achieve. The larynx is important 

from two standpoints: the larynx is the site of the vocal 

bands and it is a resonator because it is also a cavity. 

Vennard believes the most prized resonance may be in the 

2^Vennard, p. 82. 
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larynx. In explanation of this, Vennard explains below: 

Bartholomew reports investigations at Peabody 
Conservatory which show that the "ring" of the voice 
is the presence of a strong overtone averaging around 
2800-2900 cycles for men (about P7 to F7 sharp at the 
top of the piano), and higher, about 3200 cycles, 
for women. The actual frequency varies and is not 
reported as the same by all investigators, but since 
"2800" is convenient to remember I shall use it in 
quotation marks . . . to mean any of these high 
frequencies which give "ring" to the voice.2? 

The ring of the voice is a function of the vibrator and is 

associated with the vibrator in the larynx. Vennard believes 

the ring of the voice is intermittant and "sounds only with 

the high intensity phase of the vibrato."28 

Formants and the Human Resonating System 

There are two theories of harmonic structures 

1. The relative pitch theory of tone quality maintains 

that the strength of the partials remains relative to the 

fundamental. 

2. The fixed pitch or formant theory is the second 

hypothesis which holds that "some part of the instrument will 

have a fixed pitch, which by sympathetic resonance will aug-

ment" the partials in tune with it. "This part of the inst-

rument, and also the frequency band" which has the partials 

27Vennard, p# 89.
 28Ibid.. p. 89. 
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which were exaggerated, "are called the formant."29 

Vennard explains that most instruments have formants. 

An analysis of all of the tones of instruments will show 

certain regions where overtones often are disproportion-

ately loud. The relative pitch theory explains only eighty 

or ninety per cent of the phenomenon. The flute has a 

formant with a pitch somewhere between the first and third 

partials. Some formants are detrimental to the tone. For 

this reason instrument makers try to eliminate some formants. 

In a violin a formant causes "a wolf tone, and . . . the 

broncho-tracheal formant creates vocal problems." 

The supraglottal formants, however, are essential, and 
the story of vocal timbre reverses that of instru-
mental timbre. Here eighty or ninety per cent of the 
proportioning of the harmonics is controlled by formant, 
and the rest is relative to the fundamental.30 

The frequencies of the formants are not necessarily the 

same as those of the partials, but they may coincide. The 

formant frequencies are determined by the reaction of the 

total vocal tract as a series of resonators "while the 

partials within the spectrum are determined by the vocal 

folds. The vocal tract and the vocal folds can change 

29Vennard, p. 125. 

30Ibid.. p. 125. 
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independently of each other."31 The formants of men, women, 

and children differ. The formants of men are lower than 

the formants "of women" which have "a higher frequency. 

The formants of children have a higher frequency than those 

of both men and women. "However, the ratio of frequency 

change between each phoneme is the same for men, women, and 

children."32 Spectrograms reveal "cavity resonances of 

three formants for each vowel."33 

The spectrograph or sonograph is an analyzing 
instrument that (a) provides an instantaneous record 
of the composition of any selected sound at any 
certain instant and (b) isolates and records only 
those frequencies that are essential to the rec-
ognition and understanding of the sung sound.34 

The strongest overtone, regardless of the fundamental, 

will be in the lower part of the treble staff is the vowel 

is Oo. "If the vowel changes to Oh," Vennard reveals, 

the predominant overtone will shift to the upper 
part of the treble staff. Since Ah shows the 
greatest variety of possible color, the overtone 
which will characterize it may be expected anywhere 
within the octave immediately above the treble 
staff. Ay has a narrower band above this, and Ee has 
the highest formant of all, reaching as high as 
"2800." . . . "2800" will sound only part . . . time35 

31Appelman, p. 127. 32Ibid., 133. 

33Ibid., p. 130. 34Ibid., p. 132. 

35Vennard, p. 128. 
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Vennard believes that the above information concerning the 

formants of the vowels has been a part of human knowledge 

for a long time as "attested by the onomatopoeic words in 

our language." In our language the following rank from 

low to high in pitch. 

moan, groan; shout; yell; scream, shriek. Lions 
roar, while pigs squeal and mice squeak. Doves 
coo, but chicks peep.36 

According to Vennard, "vowels are simply different timbres 

of the instrument," in which the structure of the overtones 

vary. The mouth and throat are the only variable resona-

tors in the voice.3? 

Vocal tone is comprised of five elements, Reid asserts, 

They are pitch, intensity, duration, vowel, and timbre. 

Resonance is the interplay, Reid states, among the five 

elements above and three additional factors: the "phys-

iological, the acoustic and the conceptual."38 Reid adds 

that a "complete vocal personality" is a synthesis of a 

correct vocal technique and the temperament, anatomical 

structure, and the "emotional identification" of the 

singer.39 

3®Vennard, p. 128. 37jbid., p. 130. 

38Reid, The Free Voice, p. 209. 39Ibid*» p. 122. 
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Reid declares that "vowel purity is the same thing as 

physiological Tightness" and that the way a vowel can be 

pure is for the principal resonators to "adjust with pre-

cision."^® Successful voice training, Reid asserts, is 

dependent upon vowel purity.^ Reid, Vennard, and, also, 

Appelman concur that each vowel has several formants. Reid 

sometimes speaks of vowel formants as frequency bands. He 

states that each vowel activates four, sometimes five, 

areas of frequency, two of which are prominent 

The characteristic frequencies for a vowel are 
distributed in such a way as to make the formation 
of some vowels easier in certain tonal areas than 
in others. The reason for this is that the funda-
mental, i.e., the frequency of the pitch being 
sung, is movable, whereas the areas of energy con-
centration for the vowel are fixed.43 

Appelman, Vennard, and Reid concur that for a vowel to be 

pure, the fundamental must be in a position where the en-

tire formant region lies "within a tonal range where its 

lowest frequency is higher than the fundamental." If the 

fundamental moves upward in pitch until it is between the 

two prominent formants, the vowel is forced to modify. 

Reid states that the study of acoustics is necessary for 

40Reid, The Free Voice. p. 88. ^Ibid., p. 88. 

^^Ibid., p. 89. 43lbid.^ 
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the voice teacher, but that real knowledge is gained, "not 

by understanding acoustic laws, but through intelligent 

listening." Reid insists that perceptive listening will 

of itself "penetrate the truth of an acoustic situation." 

As an example, Reid explains that any teacher who has a 

developed ear for tonal beauty "would never instruct a 

soprano to sing a literal 'ee' or 'oo' vowel on a high 

B-flat or high C without modification." Such would be an 

impossibility.44 Reid believes that an absolutely pure 

vowel is dependent upon "a correctly balanced and inte-

grated registration combined with an ideal resonance 

adjustment."45 in the earlier stages of vocal training, 

Reid emphasizes finding the right combination of vowel 

texture, pitch, and intensity "to correct faulty coordi-

native patterns."4^ 

Vennard, Appelman, and Reid emphasize the multi-

plicity of vowel sounds. Reid states that—although there 

are but five vowel symbols in the English language—there 

are upward of fifty vowel sounds, and each of these can be 

"expressed in terms of absolute purity." There is a great 

44Reid, The Free Voice, p. 90. 

45Ibid., p. 90. 46Ibid.. p. 91. 
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difference between the way the symbol a is pronounced in 

the word fat and in the way the same symbol is sounded in 

the word father.47 In analyzing the textural properties 

of the vowel, Reid suggests that four main topics should 

be considered: 

"1) those brought to bear by the condition of the 

registration. 

"2) those of the harmonic structure as the funda-

mental moves above and below the various formant regions. 

"3) those of the resonance adjustment as it is 

expressed in terms of constriction or non-constriction, 

interference or non-interference, precision or lack of 

precision, and 

"4) the quality and purity of the vowel as a sound 

rather than a symbol."4® 

The above principles are considered by Reid to be factors 

which can determine the success of a vocal training pro-

gram and the success of the voice teacher. 

Appelman goes in depth into the analysis of spoken 

and sung speech sounds. He emphasizes the need to use the 

47Reid, p. 93. 

48Ibid., p. 94. 
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International Phonetic Alphabet which was devised by the 

"International Phonetic Association in 1886."49 He says 

that the English language has forty-seven letters in the 

IPA, but the written alphabet has only twenty-six letters. 

Because each of the vowels in the English language is 

pronounced in several different ways, a subdivision of 

the vowel sounds must be made.50 

A distinction should be made between the phonetic 

symbols and the International Phonetic Alphabet, Appelman 

insists. He stresses that IPA symbols should be printed 

and bracketed rather than written. The phonetic symbols 

must represent all of the sounds which are heard when the 

word is pronounced—when a phonetic transcription is being 

made. The silent letters which appear in the word should 

not be included. Doubled consonancts should be replaced 

by the use of single consonants. "Homonyms, two words 

spelled differently but pronounced the same—such as know 

and no, and son and sun—are transcribed" in the same way. 

When two words have the same spelling but different sounds 

in the pronounciation, the difference must be shown.51 

49Appelman, p. 172. 50Ibid.. p. 173. 

51Ibid., p. 174. 



135 

Phonetics: The Linguistic Element 
of Singing 

Appelman considers the understanding of phonetics to 

be essential for a voice teacher. He believes that the 

phonetic system in voice study provides a means for the 

achievement of good diction and a correct placement of 

the voice. This conviction concurs with that of Reid as 

stated above. 

Believing that vowel position is important in singing, 

Appelman devotes a large portion of his book to this topic. 

He states that "phonetics provides visible symbols which 

express and unify the aural and phonatory elements of 

communication."52 These linguistic symbols can be used to 

reconsile the "dialectal differences which exist among 

the world's populations."53 Phonetics, the science of 

speech sounds, is related to many disciplines; phonetics 

is related to 

both morphology, which considers speech forms and 
words, and to etymology, which traces the origin and 
development of the word; to physiology and anatomy, 
which provide information regarding the structure and 
the functioning of the speech mechanism. It is 
related to psychology, which aids in the 

52Appelman, p. 171. 

53Ibid.. p. 171. 
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interpretation of the symbolic aspect of speech 
sounds, and to the study of semantics, the 
study of meanings.54 

Appelman takes the position that textual "intelligibility 

is obtained" by a singer exercising discipline in the 

awareness and correct use of phonemes.55 

Appelman and Reid concur that a complexity of sounds 

exists in singing. The spoken language has preceded 

written language. In a complex social order, the usage 

of language creates changes in the written symbols to the 

extent that no modern language possesses a symbol for 

every sound. "Spanish is closest to such an ideal lan-

guage, for the spelling in this language serves as a 

reliable guide to pronunciation."5® 

Reid postulates that "every tone in singing is the 

product of a coordinative process," and that each vowel 

production is accompanied by an experience which is purely 

subjective.57 Appelman states that "stress is the only 

semantic element which connects the singer's psycho-

physical sensation with the aesthetic meaning of the words 

he sings." By the use of stress the singer is able to 

54Appelman, p. 171. 55ibid. 56ibid., p. 172. 

57Reid, The Free Voice, p. 190. 
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translate his concept of the meaning of a word to sounds 

which portray the meaning. He emphasizes that semantics, 

"as a body of knowledge, is the study of meaning and is 

related to phonetics only through the acts of phonemic 

stress and pronunciation which convey meaning."58 In the 

English language, stress is the distinguishing feature. 

In English, the important syllables are more prominent, 

and the less important syllables receive less prominence 

than "in any other language." Appelman declares that an 

absence of stress in singing the English language will 

lead to a "plodding vocal line and an unimaginative per-

formance. "59 Increased vocal force which emphasizes a 

phoneme within a word to bring out its meaning and aes-

thetic qualities, is known as stress. The word stress 

is often used interchangeably with accent, yet stress and 

accent are not identical in song.60 Stress, Appelman 

explains, "has duration and is used to emphasize vowels, 

since it is controlled by pitch and note value." Accent 

has an abruptness which is not "complimentary to" singing. 

The rhythm of English alternates between stress and 

58Appelman, p. 191. 59ibjd.. p. 192. 

60Ibid.. p. 192. 
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lack of stress on the syllables.61 Appelman asserts that 

two types of stress are sufficient for musicians "as an 

aid to textual intelligibility, to express the factual and 

emotional meaning within the art song, folk song, and 

opera. 

Vennard, Appelman, and Reid concur that vowel pro-

duction provides both timbre and a means of articulation 

in singing. Vennard states that music, literature, and 

drama can be expressed by the voice. Vowel color is not 

a synonym for timbre, but also includes sonance. "What 

the ear perceives as color is a Gestalt of all the prop-

erties of tone." Vennard stresses that the ear does not 

report the intensities, frequencies, and other properties 

of the tones heard. The ear gives a report of a combina-

tion of the effects such as qualities or vowels.63 He 

indicates the voice more than any other instrument makes 

use of the fifth property of tone, sonance. 

Language is the succession of different vowels, the 
fluctuation of timbre, and it is also the combination 
of these sounds with consonants, the admixture of 
noise. . . . In the voice, however, the noises are 
intentional. 

61Appelman, p. 192. 62Ibid.. p. 194. 

63Vennard, p. 160. 64Ibid.. p. 160. 
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Although consonants appear to be given less impor-

tance than vowels for timbre in singing, consonants are 

needed for vocal production. Consonants are interruptions 

of the vowels, Appelman, explains, at points of stricture 

in the phonatory tract, and can be identified by the 

presence or absence of laryngeal vibration, by the point of 

stricture, and by duration. Appelman explains that 

a consonant is an interruption of a vowel sound by 
the movement of the lips, teeth, tongue, or velum 
which results in an obstruction within the oral 
cavity. This obstruction interrupts the phonated 
sound altogether or confines it to a hum or a friction 
noise. In terms of movement, phoneticians consider 
consonants to be either continuant or stops.65 

According to Appelman, diction is complex and includes these 

three concepts: 

1. "Pronunciation considers the task of utterance 

with regard to the phoneme and stress; meaning depends upon 

pronunciation. 

2. "Enunciation considers the utterance of each word 

with regard to fullness, clearness, and sonority. This con-

cept involves the vocal force that energizes speech in song. 

3. "Articulation considers the action of the speech 

organs in forming the vowels and consonants. Without 

Appelman, p. 258. 
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articulation, pronunciation and enunciation cannot be real-

ized."66 

Consonants give intensity to words in dramatic speech 

or singing. Appelman shows that the vowel and the con-

sonant have a part to fulfill in the act of singing. 

The vowel provides the emotional warmth to the 
sung sound but the consonant provides the eloquence 
of singing style. This fact is particularly impor-
tant in a consideration of stress within a word or 
phrase. For when consonant and vowel are properly 
stressed and unified# a word becomes alive and 
persuasive.67 

Appelman explains that "rapid articulation of the conso-

nants" does not lead to good diction. The consonant needs 

sufficient duration to be recognized. For the singer "to 

move rapidly and accurately," Appelman explains, 

from vowel to consonant to vowel, always within the 
framework, demands flexibility of jaw, lips, mouth, 
and tongue. This positive action must occur slightly 
before each beat point to permit the vowel to sound 
on the beat? therefore, every consonant must be 
slightly anticipated by a proper preparation of the 
articulators.6° 

Both flexibility and rhythm were shown above by Appelman to 

be necessary for correct articulation of both vowels and 

consonants.69 

Appelman, p. 236. 6^Ibid.. p. 238. 6®Ibid. 

69Ibid.. p. 237. 
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Chapter Summary 

To discuss music or art, to some extent the language 

of the artists needs to be adopted.70 Their vocabulary 

is often powerful and at times is metaphorical, Langer 

asserts. She believes that critics may despise the poetic 

speech of artists but these same critics are "all too likely 

to be superficial" in their examination of the speech of 

the artists. These critics may impute ideas to the artists 

which the artists do not hold "rather than to discover 

what they really think and know. 

In an effort to avoid metaphorical and poetic speech 

whenever possible in discussing singing and the voice, some 

of the authors whose writings are basically scientific have 

been extensively quoted. William Vennard and D. Ralph 

Appelman are considered to be key authorities on the scien-

tific understanding of the voice. Frederick Husler and 

Yvonne Rodd-Marling give technical information about the 

voice, but are not as extensive as either William Vennard 

or D. Ralph Appelman. The Art of Singing, by Viktor Fuchs, 

70Susanne K. Langer, Feeling and Form (New York, 1953), 
p. ix. 

7̂ -Ibid.. p. ix. 
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is a book containing the empirical findings of Fuchs in a 

career of teaching voice. Douglas Stanley writes from an 

empirical view without the benefit of recent scientific 

equipment and findings. Van A. Christy presents both some 

empirical postulates and presents vocal literature for the 

studio. The writing of Ernest G. White does not rank with 

Vennard and Appelman. Sergius Kagen writes from an attitude 

of empirical experience. His survey of literature for the 

voice is fine. 

Ernest G. White proposes that the voice is generated in 

the sinuses, a concept at variance with Vennard, Reid, 

Husler, and Appelman. Training the Singing Voice, by Victor 

Alexander Fields, and Teaching Singing, by John Carroll 

Burgin, are books which present analytical studies of a wide 

selection of contributions to vocal pedagogy. Both Fields 

and Burgin (1973) cover a survey of theoretical and method-

ological considerations in voice teaching. Fields sums the 

comparative survey of voice teaching by saying that the 

Natural method voice teachers take a middle path. Burgin 

gives only short summary statements on voice topics.72 

72John Carroll Burgin, Teaching Singing (Metuchen, 
New Jersey, 1973), p# 8. 
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Fields suggests that the Empirical methodology teachers 

learn by trial and error. He suggests that the Scientific 

group believe that vocal tone can be analyzed in an 

objective way and can be made to conform to "definite 

standards of vocal production established for all singers."73 

Several publications by Reid have been chosen for this 

study. Among them are Ihe Free Voice. Bel Canto, and Voice: 

Psyche and Soma. (1975). Reid's contributions are important 

from the fact that they tend to make use of the scientific 

findings, and in a more important contribution, specify the 

need to understand and utilize the "affect" in learning. 

Webster defines the affect as the conscious-subjective 

aspect of an emotion consxdered apart from bodily changes.74 

Reid says that the vocal organ is a reactive functioning 

instrument, and that the subconscious is involved in the 

singing act. By empirical means, Reid postulates, a right 

relationship needs to exist between the functional being, 

the "nature inside ourselves, and the physical world around 

73Victor Alexander Fields, Training the Singing Voice 
(New York, 1947), p. 243. 

74"Affect, " Webster's New Collegiate nint-ion̂ r-y 
(Springfield, Massachusetts, 1974), p. 19, 
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us, or nature outside ourselves." Self-perception is 

Reid's answer to the proper understanding of sensation 

which is a guide to proper singing.7^ 

Extensive materials were taken from Vennard, Appelraan, 

and Reid to present the necessary information in the language 

of the voice studio. The philosophy of art should begin in 

the studio, not in the art gallery, in the auditorium, or 

•̂n library, Langer asserts. The language and views of 

the scientist were needed for the proper development of 

the philosophy of science. In the same way the philosophy 

of art "requires the standpoint of the artist to test the 

power of its concepts and prevent empty or naive general-

izations. "76 Langer asserts that "it is, in fact, impossible 

to talk about art without adopting to some extent the lan-

guage of the artists."77 Osborn observes that in the 

development of a philosophy, "it is less important to 

narrow" the aim of research "than it is to broaden our"78 

75Reid, The Free Voice, p. 188. 

76 Langer, Feeling and Form, p. ix. 

77Ibid.« p. ix. 

78Alex Osborn, Your Creative Power; How to Use 
Imagination (New York, 1948), p. 29. 
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investigation after the searching has begun. In an effort 

to make clear the discussions needed, in the development of 

the theory of voiception. extensive technical information, 

some historical facts, and both empirical and theoretical 

postulates of the above writers were included in the first 

two chapters of this study. 

The central issues in the development of the theory of 

voiception germinated from some of the principles of the 

Natural or Functional Method of vocal pedagogy. Chapter V 

gives the development of the theory. The writings of Reid 

provided the philosophies involved in the Functional general 

methodology. From this major pedagogical approach came the 

impetus for giving clarity to the dichotomous factors which 

define the thinking processes of the voice student and the 

teacher. The same major pedagogical approach provided for 

pregnant research into other areas of vital concern to 

vocal pedagogy. The Functional methodology gave impetus 

for a search for tangibility in gaining control of the act 

of singing which involves involuntary reactive processes. 

In Chapter II the emphasis was given to registration in the 

singing voice to provide clarity for the benefit of the 

reader and to provide background for the voice teacher. The 



146 

inclusion of extensive detail of the mechanism of the vocal 

register in Chapter II, and the research concerning the sung 

vowel in Chapter III, does not imply that the presentation 

of this knowledge or even the acquisition of this knowledge 

provides techniques for teaching voice. The knowledge 

presented in the second and third chapters gives some 

empirical postulates and some objective findings upon which 

to build theoretical postulates for vocal pedagogy. As was 

stated above, the Functional methodology provided the cen-

tral stimuli for the development of voiception- The in-

clusion of scientific findings was a necessary concomitant 

because the theory of vocal pedagogy, voiception. being 

developed was dependent upon a knowledge of the vocal func-

tions. Because of the reactive processes involved in the 

vocal functions, because of the intangibility of teaching 

voice, and because of the inherent existence of both sub-

jective and objective thinking processes in singing or in 

teaching singing, the Empirical methodology was, also, a 

concomitant to the development of the theory. Voiception. 

as a theory of vocal pedagogy, gives emphasis to the use 

of vocalization. One such vocalization is the messa di 

voce which is one of the most important techniques for 
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implementation of voiception. The messa di voce is indeed 

not the only vocalize needed in voiception. but it is an 

important one. Reid, Vennard, and Appelman all refer to the 

successful use which the Italians made of the messa di voce. 

There are other teaching techniques which are needed for 

developing the theoretical postulates of the theory of 

voiception. Reference can be made to the sources listed 

which discuss other vocal procedures contributive to the 

successful implementation of the theory of voiception. 

Particular reference should be given to the sources on 

the Functional or Natural methodology by Reid. He gives 

some other specific techniques which would be applicable. 

In the voice studio the teacher needs to have knowledge 

about the voice, needs to synthesize the information for 

application only where the learning process demands such 

application, and needs to choose learning techniques which 

are valid in view of the scientific information available. 

An understanding of the psychological interpretation of 

sound was needed for clarity in teaching voice. 

An understanding of the vocal mechanism and of the 

specific teaching techniques for achieving the ultimate 

resonance of the vowel are central issues in vocal pedagogy. 
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An application of the objective information available is 

the final analysis of effective learning techniques in the 

voice studio. The authors researched in this chapter concur 

that the singing process is a coordinative process and that 

the singing functions are psychophysical. 

The vowel is the vehicle for singing the phoneme which 

gives the sounds which are spoken and therefor sung in any 

given language. The speech sounds and the sung sounds are 

not identical. There is concurrence among the authors used 

in this chapter, Appelman, Reid, and Vennard, that the 

sounds used in singing are complex. Consonants are of 

importance to singing but in an entirely different way, as 

was discussed above. 

The voice teacher needs an extensive knowledge of 

objective data, historical knowledge of the success and 

of the failures in the empirical methods of teaching, and 

an open, inquisitive attitude to techniques which will 

give validity to the selections made. 



CHAPTER IV 

REVIEW OF PSYCHOLOGICAL POSTULATES 

Osborn postulates that in "any form of thinking, imag-

ination supplies the premises and asks the questions from 

which reason grinds out the conclusions as a calculating 

machine. 1 "Instinctively and almost unconsciously, the 

imagination of the genius dashes down one trail after an-

other in search of i d e a s . " 2 Qne way to give direction to 

imagination is to ask questions.3 Osborn believes that 

firsthand experience provides the richest source for crea-

tive power.4 

More than any other art, music suffers from marked 

somatic effects, which are all too often taken for its 

essential virtue, Langer states. Literature suffers from 

its relation to fact, propositional truth? drama suffers 

from its nearness to moral questions; dance suffers from 

the personal element; architecture, from its utility. Langer 

iAlex Osborn, Your Creative Powert How to Use Imaqina-
txon (New York, 1948), p. 133. q * 

p. 142. 3 lb id. 4 Ibid., p. 55. 
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asserts that philosophy "is a fabric of ideas." She states 

that philosophy does not have a body of science, a set of 

discovered facts, and it is not a set of moral truths which 

were "learned by some other means than factual discovery." 

Philosophy is the "study of a conceptual framework in which 

all our propositions, true or false, are made." Philosophy 

"deals primarily with meanings—with the sense of what we 

say."5 

Instead of reiterating that philosophy deals with 

generalized ideas, Langer believes that philosophy should 

be considered for what it does in relation to general 

notions; she thinks it "constructs them." Philosophy con-

structs from special and particularized knowledge—practical, 

scientific, social, or purely sensuous knowledge. "Its work 

is a constant process of generalization." "That process 

requires#" Langer believes, 

logical technique, imagination, and ingenuity; it 
is not achieved by beginning with generalities such 
as: "Art is expression," or "beauty is harmony." 
Propositions of this sort should occur at the end 
of a philosophical inquiry, not at its commencement. 
At the end, they are summaries of explicit and or-
ganized ideas that give meaning; but as points of 
departure they prejudge too much and furnish no 

5Susanne K. Langer, Feeling and Form (New York, 1953), 
p. 3. 
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terms for their own elucidation. 

Another unhappy product of our professional 
self-criticism is the dogma that philosophy can 
never attain its goal, a completely synthetic 
vision of life.® 

In a field where "basic concepts are not clear, conflicting 

outlooks and terminologies continue, side by side, to 

recruit adherents," Langer states. This is especially true 

in the domain of art criticism, she believes. 

All considered judgment rests, of course, on theoret-
ical foundations of some sort; but the greatest 
experts in this field cannot really develop an 
interesting theory to account for their findings.7 

The arts do appear to have a striking unity and logic, and 

to have a field conducive to systematic thought. "Why the 

confusion? is asked by Langsr* and 

Why the disconnected theories • • . P a truly en-

«. „ i • ̂  i • i , « uld rise upon important 
artistic insights and evolve naturally from phase to 
phase, as the great edifices of thought—mathe-

^ C ^ l 0 g i C ' t ]? e® c i e n c e s' theology, law, history-
grow from perennial roots to further and further 
reaches of their own implications . . . .8 

Langer was searching for a systematic theory of art. The 

reason that such a theory of art has not evolved, Langer 

asserts, derived from the central issues in the appreciation 

p. 5. 7Ibid., p. 3. 8Ibid.. p. 4. 
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and understanding of art? the central issues seem clear 

in practice, but have not been philosophically sifted and 

recognized "for what they were." When the key problems are 

formulated, a systematic discipline such as art can take 

organizational shape. Such key problems, Langer explains, 

the solution of which would require and beget a 
powerful terminology and a principle of operation, 
are obscured by the incursion of obvious questions, 
immediately proposed by common sense, and regarded 
as "basic" because of their obviousness.9 

Many such questions are "mooted for hundreds of years, but 

when we make up our minds about the answers, theory goes 

no further. We have taken a stand, and we stand there," 

Langer postulates. These are legitimate questions which 

need to be answered about art, and the purpose of philosophy 

is to give an answer. Such questions are inquiries about 

the form, content, materials of art, and about how art 

affects the beholder. 

But as starting points of theory they are baneful, 
because they are products of "common sense# " and 
consequently foist the vocabulary and the whole 
conceptual framework of common sense on our think-
ing. And with that instrument we cannot think 
beyond the commonplace.10 

9 
Langer, Feeling and Form, p. 4. 

1QIbid.. p. 4. 
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The theory which Langer has of music, she believes 

would also apply to art. "The basic concept is," Langer 

explains, 

the articulate but non-discursive form having import 
without conventional reference, and therefore pre-
senting itself not as a symbol in the ordinary 
sense, but as a "significant form," in which the 
factor of significance is not logically discriminated, 
but is felt as a quality rather than recognized as 
a function.11 

Music is significant form and its significance is that of 

a symbol, Langer asserts, a highly articulated sensuous 

object, "which by virtue of its dynamic structure can ex-

press the forms of vital experience which language is pecu-

liarly unfit to convey."12 p e eiing, life, motion and 

emotion constitute the import of music, significant form.13 

Significant form is the quality which provokes aesthetic 

emotions.14 Langer believes that before an aesthetic emo-

tion develops for a combination of forms, an intellectual 

perception of the Tightness and necessity of the combina-

tion has first been experienced.!5 This aesthetic emotion 

"is a personal reaction to the discovery of 'Tightness and 

necessity' in the sensuous forms that evoke it."I6 Langer 

ULanger, p. 32. "ibid. "ibid., p. 32. 

14Ibid., p. 32. 15Ibid., p. 33. 16ttid., P. 34. 
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states that artists, who are amateurs in philosophy, try 

to treat their subject in the same vein as do leading 

philosophers, in searching for principles of intellectual 

analysis they take the current terminology, and thus commit 

themselves to the "prevailing fashion of thought. "i? The 

mentorship of natural science has with it the ideals of 

empiricism, namely observation, analysis and verification, 

and also certain cherished hypotheses, primarily from the 

least perfect and successful of the sciences, psychology and 

sociology." A strong assumption that determines the entire 

procedure of pragmatic philosophy, Langer believes, "is that 

all human interests are direct or oblique manifestations of 

'drives* motivated by animal needs."18 "This premise," 

Langer explains, 

limits the class of admitted human interests to such 
as can, by one device or another, be interpreted in 
terms of animal psychology. 

The above premise has limiting effects, Langer explains. 

The effect of the genetic premise on art theory is 
that aesthetic values must be treated either as 
direct satisfactions, i.e. pleasures, or as 
instrumental values, that is to say, means to 
fulfillment of biological needs.20 

17Langer, Feeling and Form, p. 35. 18Ibid. 

20Ibid.. p. 35. 
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"It is either a leisure interest, like sports or hobbies," 

a morale builder, repression of feelings, or integration of 

social groups. Artistic experience in such situations is 

not considered to be different from ordinary social, practi-

cal, or physical experiences.21 

Philosophy has the task of unravelling and organizing 

concepts, and giving definition to the ideas.22 A philos-

ophy of art should begin in the studio because the artist 

needs to test the power of concepts, "it is, in fact, 

impossible to talk about art without adopting to some extent 

the language of the a r t i s t s . I n a philosophical dis-

course, the key words suffer from a wide range of meanings 

received in previous literature. The language of the studios 

is not enough, the philosopher must use what he learns to 

construct a theory.2"* 

Peeling-Affective Domain 

Art, Langer declares, "is the creation of forms sym-

bolic of human feeling." An artifact is merely a combination 

of materials, or a modification of a natural object to 

2lLanger, p. 36. 22ibid.. p. vii. 23ibid.. p. jx. 

*» P* 2^Ibid.. p. x. 
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conform to human purposes. An artifact is not a creation, 

but is an arrangement of given factors. The difference 

between a work of art and an artifact is that art becomes 

more than an arrangment of given things. Art becomes even 

more than qualitative things. Something new emerges from 

the arrangement of colors and tones which was not there 

previously—this, "not there before . . . this, rather than 

the arranged material, is the symbol of sentience."26 

The making of this expressive form is the creative 
^ e n l i s t s a man's utmost technical skill 

imagination^" ° f ^ C O I ™ a l P«~r. 

Iianger believes the word creative has this meaning: 

* h e ir™ention of new original turns, nor the 
°5.nOVel t h e m e s' merits the word "creative," 

but the makxng of any work symbolic of feeling, even 
xn the most canonical context and manner.28 

The crucial problem obviously in art is to present 

feelings not to enjoyment, but to conception. This means 

that art is not the experience of feelings, which is pre-

supposed in the appeal to memory, but art is knowledge 

about feelings, which is difficult to achieve. 

Since they are non-sensory qualities, our apperception 
of them xs also of a non-sensuous sort. . . . There is 
no apperception so blind as the non-sensuous 

26Langer# p. 40. 2 7 ^ ^ , 28Ibjd. 
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apperception of feelings.29 . . . How can we capture, 
hold and handle feelings so that their content may 
be conceivable and presented to our consciousness 
m universal form, without being understood . . . by 
means of concepts? The answer is: We can do it by 
creating objects wherein the feelings we seek to 
hold are so definitely embodied that any subject fon-
fronted with these objects, and emphatically disposed 
toward them, cannot but experience a non-sensuous 
apperception of the feelings in question. Such 
objects are called "works of art," and by "art" we 
designate the activity that produces them.30 

An important word used in describing art is illusion, 

which is often confused with delusion. Illusion as it 

appears in art has no connection with delusion, nor with 

self-deception or pretense.31 P o r example, Langer believes 

that what is perceived in music is not the aesthetic surface. 

"What we hear is motion, tension, growth, living form—the 

illusion of a many dimensional time in passage. The 'aes-

thetic attitude* is something that underlies this illusion."32 

Musical motion is different from physical displacement, it 

is a semblance, and nothing more, Langer suggests. "Music 

is the illusion begotten by sounds."33 Nothing is as fun-

damental in the pattern of human feeling as the sense of 

permanence and of change and of their intimate unity in the 

29Langer, p. 21. 3 0 ^ ^ ^ p # 2 1 # 31jbid. p. xi. 

32Ibid.# p. 150*
 33lbid.. pp. 107-108. 
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form of art works.34 Originally, a work of art is a unit, 

is not a synthesis of independent factors #35 

Langer believes the concept of significant form as an 

articulate expression of feeling, "reflecting the verbally 

ineffable and there unknown forms of sentience," presents 

a focal point for further understanding of art.36 ĵ il 

articulation is a "difficult, exacting, and ingenious" task. 

craftsmanship is required in the making of a symbol. The 

fundamental technique of expression is language which must 

be learned by both conscious and unconscious training 

through both example and practice. Language is not adequate 

to express the feeling in art.37 

Both affect and meaning exist as the two parts of every 

experience. Woodruff postulates. The person is made aware 

of possible alternatives by the acquisition of meaning, but 

affect dictates the choice which he makes between them.38 

Chiari states that what one has in affective memory, 

the source of poetry, is an upsurge of feelings which 

" 34 „ — — 

Langer, p. 66. 35ibid## p > l Q 5 > 36Ibid.. p # 3 9 # 

37Ibid.. p. 39. 
38Asahel D. Woodruff, "How Music Concepts Are Devel-

51-54* * * ' Educators Journal. LVI (February, 1970), 
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gives an emotional state similar to the original one.39 

Some other authors show awareness of the importance of 

feelings. Cantor believes that individuals find either 

good or bad reasons for justifying the way they feel.40 

High school students must acquire knowledge for certifica-

tion for graduation. These students possess facts, Cantor 

declares, but too often they are not motivated by what they 

have learned. The factors motivating these students, often, 

are feelings about their parents, friends, their appear-

ance, their rivalries, and the opposite sex.41 Learning is 

often influenced by the emotional tensions and the feeling 

tones of these students.42 

Motivation for genuine learning, Cantor emphasizes, in 

the final analysis, is self education. "Self and interests 

are two terms for the same phenomena."43 Knowledge, Cantor 

emphasizes, is utilized, for good or for evil, in a frame-

work of beliefs, feeling, desires, hopes, and both conscious 

and subconscious fears. The above discussion gives emphasis 

39Joseph Chiari, Realism and Imaaination fLonrlrm. 
1960), p. 175. 

40Nathaniel Cantor, Dynamics of Learning (Buffalo, 
1946), p. 18. 

P. 19. 42Ibid., p. 17. 43Ibid., p. 47. 
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to the part feeling takes in the learning process.44 "For 

the vast majority of students . . . fundamental changes 

in basic attitudes of childhood and adolescence do not 

occur . . . . they remain stand-patters, protecting their 

prejudices."45 Cantor gives further reference to the 

import of feelings when he declares that the opinions and 

ideas which freshmen take with them to college are less 

important than the emotions which attend their feelings, 

their beliefs, and their prejudices.46 

Reimer refers to the "feelingfulness of human life" as 

subjective reality, which is "endlessly varied and infinite-

ly complex."47 A distinction is made between feeling and 

emotion. Ete states that so long as music remains at the 

level of expression of emotion, it is non-aesthetic.48 

"Whether a creative musician is a composer or a performer, 

the more his music is 'self-expression* the less it can be 

aesthetically expressive."49 One factor which makes the 

realm of human subjective reality infinite in complexity 

44Cantor, p. 28. 45Ibid., p. 2. 46ibid.. p. 16. 

47Bennett Reimer, A Philosophy of Music Education 
(Englewood Cliffs, New Jersey, 1970), p. 35. 

48Ibid.. p. 34. 49ibid.. p. 33. 
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and scope, is the indistinctness of human feeling.50 Reimer 

believes that the essential characteristic of aesthetic 

creation is the growth process, which is an activity of 

exploration.51 He knows of no way for "humans to explore 

the realm of feeling except through the feelingful quali-

ties of things—words, sounds, colors, shapes, movements, 

acts." Aesthetic creation, Reimer explains, forms and 

explores the feelingful qualities of a particular medium. 

In no way is this exploring process a simple procedure of 

encoding messages.52 "In the process of discovery which 

constitutes the act of aesthetic creation the creator 

himself is introduced to new possibilities of feeling."53 

So the difference between emotion and feeling is a real 

one* it is the difference between words and experiences, 

the one being a symbol, or sign, of possibilities in the 

other.54 "Human experience is always accompanied by feel-

ing, but our ability to stipulate what is being felt is 

limited by the extreme limitations of category-words . . . 

EC C 

The immense complexity and fluidity of subjective 

50Reimer, p. 35. 51Ibid.. p. 46. 52Ibid.. p. 46. 

53Ibid. 54Ibid.. p. 36. 55Ibid.. p. 36. 
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responsiveness cannot be expressed with words. Words are 

symbols or signs—inadequate tools—for trying to express 

human experience.56 

Woodruff concurs with Langer, with Chiari, and with 

Reimer when he says that perception and conception are 

concerned with a "range of phenomena that vastly exceeds 

the capacity of language."57 Effective conceptual behavior 

goes on "at the subliminal level and therefore at the 

nonverbalized level in all people, and it goes on in both 

people and higher animals without language capabilities."58 

Woodruff states that the place of language is adjunctive to 

conceptual behavior, not central. He emphasizes that con-

ceptual behavior is basically "adjunctive in nature, not 

communicative.1,59 "Communication," Woodruff stresses, 

is not the transmission of meanings, it is the 
transmission of symbols that evoke meanings in the 
minds of listeners who already have the meanings.60 

Woodruff concurs with Cantor, Langer, Chiari, and Reimer, 

when he declares that "people rarely set out to learn 

56Reimer, p. 36. 

57 
Woodruff, "How Music Concepts Are Developed . . . ," 

p. 53. 

58 I b i d . , p . 5 3 . 5 9 l b i d , 6 0 I b i d . # P» 5 2 . 
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something. They set out to get something they want. 

Learning occurs incidentally on the way." Woodruff thus 

stresses that the feeling tone or motivation often super-

cedes the actual intention of learning. An effort should 

be made "to pull away from the curriculum of verbal and 

academic information and replace it with a body of concepts 

and behavioral competencies that are taken directly from 

life itself," Woodruff declares.61 Sanford concurs with 

Woodruff when he says "we can teach students to enjoy 

learning for its own sake. Although we must make use of 

existing motives to create initial satisfactions in learn-

ing, " these motives do not need to limit the development of 

more intrinsic motives for the student, Sanford believes. 

"What teaching method is best? . . . We have 
to counter the question with "Best for what?" 
If our most important objective is transmitting 
information, we should probably use lecture or 
reading rather than discussion. . . .62 

In the above discussion Sanford indicates a need to be 

cognizant of the goals established for the learning situa-

tion so that correct teaching techniques can be established. 

61Woodruff, p. 52. 

62Nevitt Sanford, College and Character (New York, 
1964), p. 113. 
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Langer asserts simply that feeling is projected in art 

as a quality. 

It is quality, above all, that pervades a work of 
art, and is the resultant of all its virtual tensions 
and resolutions, its motion or stillness, its format, 
its palette, or in music, its pace, and every other 
created element.63 

The illusion of tensions is the essence of art, Langer 

64 

postulates. * She compares a work of art to a metaphor to 

be understood without translation or comparison of ideas. 

The work of art is exhibited and the import is immediately 
perceived, she believes.65 Art, Langer explains below: 

Art . . . the symbolic expression of an artist's 
knowledge of feeling (a very different thing from 
symptomatic expression of currently felt emotions).66 

With relation to imagination, feeling can operate in 

at least three ways. Furlong believes. Feeling can serve 

as a stimulus to imagination; feeling can serve as the 

material for imagination? and feeling can serve as the 

companion. "Feeling, actual or stored, may set the poet's 

fancy going. 1,67 

/ T O 
OJSusanne K. Langer, Mind; An Essav on Human Feelina 

(Baltimore, 1967), p. 106. 

6^Ibid., p. 104. 65Ibid. 66Ibid.. p. xv. 

67E. J. Furlong, Imagination (New York, 1961), p. 34. 
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Consensus among the writers selected above gives 

emphasis to the importance of feeling and to the dual role 

of affect and cognition. Langer emphasizes that music is 

significant form and that feeling is projected in art as 

quality. The essence of art, she wagers, is the illusion of 

tensions. Langer makes a great distinction between feeling 

and the knowledge of feeling. In continued summarization, 

reiteration is made that Furlong explains that imagination 

can serve as stimulus, as material, and as companion. A 

further distinction is made between emotion and feeling by 

McMurray. He explains that any feeling which is clearly 

understood as belonging to a common category and which can 

be named with words is a special kind of feeling which can 

be called an emotion. The more inclusive term is feeling 

which is a broad category of feelings including more spe-

cific kinds called emotions, such as joy, anger, sorrow, 

and love.68 McMurray thus makes a distinction between feel-

ings and more specific feelings which he calls emotions. 

Thus, there are emotional and unemotional feelings, 

McMurray postulates. 

68p0ster McMurray, "Pragmatism in Music Education," 
Basic Concepts in Music Education (Chicago, 1958), p. 58. 
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Imagination and Symbolism 

Chiari postulates that "imagination is part of reason 

and cannot be confused with fancy or dismissed as something 

irrational or anti-intellectual."69 He explains that the 

artist draws his objects and the material of his art from 

nature, but the final act of his creation pertains to his 

imagination. This creating is usually done without models. 

The overextended use of models might lead to a dangerous 

emphasis upon details.70 Chiari believes that visitations 

of any kind appear only to those who are predisposed to 

them. The subject chosen, "the artist or saint," must 

have certain natural predispositions which render him 

capable of the task.7* 

One of the most widespread fallacies, suggests Chiari, 

is that in believing that only one type of knowledge exists, 

empirical—knowledge acquired through experience, or handed 

down from one nation to another, from a teacher to a pupil, 

or from one civilization to another.72 Chiari gives 

69Joseph Chiari, Realism and Imagination, p. 198. 

70Ibid., p. 35. 71lbid., p. 195. 

72ibid., p. 196. 
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emphatic reference to two broad means of approaching 

truth—the intuitive and the rational. In the rational 

way of apprehending truth, Chiari explains, "there is at 

the beginning an intuitive moment which is rationalized, 

analysed and pursued throughout all its ramifications in the 

case of the philosopher," and which is expressed in the 

case of the artist as sensuous creation.73 

Chiari concurs with Langer in saying that the artist 

"does not start from ideas, but from a complex of emotions 

and from an inner symbolic structure which is the shaping 

framework of the experience he happens to translate into 

perceptual signs or images."74 These true "fountainheads 

of human knowledge" produce the concepts and notions which 

pertain to historical time and are therefore transmissible 

from generation to generation, and from civilization to 

civilization. These concepts and notions "retain their 

timeless core and can be apprehended in their purity at 

different moments of human history, or by different in-

dividuals living in the same period." Chiari asserts that 

the timelessness of pure ideas which are the only 
true founts of originality in art or science makes 
it impossible to reduce all aspects of knowledge to 

73Chiari, p# 173.
 74lbid., p. 141. 
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transmissible data ruled by positivist 
laws . . . true knowledge, scientific or 
artistic, rests upon a form of revelation.75 

Chiari believes that art is both illumination and effort: 

Art is therefore discovery, but the intuitive 
illumination of the beginning, and its final 
shaping through craftsmanship, require sustained 
intellectual effort, in the same way as faith 
requires intellect for its birth and its 
maintenance.76 

Every discovery contains a creative intuition or an element 

of the irrational, Chiari asserts. "One might call this 

intuition a pure Platonic idea, something which obviously 

cannot be reached through logical methods or induction."77 

Intelligence, the faculty which describes the structure 

of things, Chiari believes, is essentially imagination 

"which pierces right through to the depth of the sea of 

life. 7® To imagine, he states, is not only to bring forth 

materials from experience stored in memory and to fuse them 

into ideas or symbols which represent new forms, but also 

a way of perceiving the conscious and unconscious. Chiari 

says to imagine is to use the memory. To imagine, also, is to 

maintain, side by side with the faculties of the 
understanding which categorize and conceptualize, a 

75Chiari, p. 196. 76lbid., p. 210. 

77Ibid., p. 197. 78lbid.. p. 205 
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kind of overall synthetic apprehension of the 
conscious and subconscious perceptions which are 
woven organically into the patterns which make 
the living mind. 

Chiari asserts that "one has to accept the fact, by now well 

tested by philosophical thinking," that scientific or artis-

tic knowledge relies upon individual imagination.80 He says 

that pure ideas come in the following manner: 

Pure ideas are only apprehensible through imagination 
trying to resolve . . . disjunctive and conjunctive 
concepts and sense—data, and suddenly discovering 
new relationships which have to be explained by 
deductions and verified by experiments if they have 
to become part of scientific knowledge, or trans-
muted into imaginative symbols if they have to 
become part of aesthetic experience.81 

Although images are used for making an artistic symbol, 

the artistic symbol is not the image. Chiari suggests that 

while the image is "recorded and processed by the mind in 

conjunction with imagination at an almost automatic level 

involving neither the whole subject nor its full spiritu-

ality, both of these aspects of the subject are involved.82 

The artistic symbol is formed by a fusion of the fusion of 

the "true spirit or essence of the subject" and the "essence 

or true spirit of the thing involved" in the creation.83 

79chiari, p. 198. SOibid.. p. 196. 81ibid.. p. 197. 

82Ibid.. p. 113. 83Ibid. 
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"The artistic symbol that is a revelation of essential 

truth is the result of a full and intentional identification 

of the essential self of the subject with the essence of 

the think observed.1,84 Chiari explains further: 

A painter does not paint an object but the music 
which arises from it, and he hears that music 

with his inner senses, namely, through imagination.85 

Langer concurs with Chiari that imagination supplies 

the natural resources for artistic expression. She states 

that "the only adequate symbolic projection of our insights 

into feeling (including the feeling of rational thought, 

which the discursive record of rational order has to omit) 

is artistic expression; . . . furnished by the natural re-

sources" which come from imagination.86 Langer assumes. 

Artistic expression has an enormous range; for what 
we usually call a mental image—a visual fantasy—is 
only one kind of figment produced by our brain, 
prodigally, in sleep as well as waking, apparently 
without effort.87 

In addition to visual forms, there are also forms of sound 

and of bodily movement and "even envisagements of purposeful 

action" which demonstrate the same sort of "plasticity and 

84chiari, p. 114. 85ibid. 

86Langer, Mind: An Essav on Human Feeling, p. 103. 

87Ibid.. p. 104. 
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and the same tendency to take on symbolic functions as 

visual forms." The imaginative mode seems to have endless 

potentialities.88 Langer believes that the power of the 

image comes from the fact that in an abstraction, a symbol 

brings forth an idea.89 Concerning the abstract quality 

of imagination. Furlong states simply that the term, in 

imagination, means the opposite of, in reality.90 

Furlong considers three main topics under imagination: 

the imaginary, supposal, and the imaginative. The imaginary 

is that which takes place in the head. The imaginative is 

concerned with creative thought.91 An example which is 

given by Furlong is that of a child playing bears in imag-

ination—in his head. If the child's mother asks the child 

to imagine that he is a bear, for example, the child would 

have been asked to suppose. If a storm arose while the 

child was in the room alone, the child might believe falsely 

there were bears around. "As it is, however, the lights are 

on, his mother is there . . . He is making believe, not 

88Langer, Mind; An Essav on Human Feeling, p. 104. 

O Q o:7Langer, Feeling and Form, p. 47. 

90Furlong, Imagination, p. 31. 

91Ibid., p. 26. 
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believing."92 As dreams are usually understood, the 

act of dreaming means to suppose. When a child awakens 

from a terrifying nightmare, he has a false belief.93 

According to the story theory of dreams, a dreamer awakens 

under the impression, a false impression, that certain 

circumstances have taken place. The dreamer is the victim 

of a series of pseudo-memories.94 

A daydream is an example of activity done in imagination 

and a night dream is classed under imagination as supposal. 

When thinking of a daydream, the experience is considered 

to have been done in imagination. For example the individ-

ual might say, "I saw Buttermere in imagination." In a 

night dream, the individual might imagine that he had been 

chased by thieves. Furlong classes hallucinations with the 

night dream. He mentions that 

Macbeth imagined he saw a dagger* he did not see 
a dagger in imagination. The difference . . . can 
be traced mainly to the part played by belief in the 
daydream on the one hand and in dreams and hallucina-
tions on the other.95 

Furlong uses the example of the child playing bears to 

show the difference between imaginary, supposal, and the 

92Furlong, p. 21. 93Ibid.. p. 21. 

94Ibid., p. 21. 95£bid., p. 22. 
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imaginative. Examples of the first two were given above. 

If the child plays with imagination, he will show origi-

nality, creativeness, and perhaps sympathy. If he thinks 

of the chair as another bear, he is showing imagination.96 

According to Furlong, the "imaginary is a copy of the real? 

it is a short step from this to the not-real, the unreal."97 

The use of mock-beliefs or pretending is a form of the 

supposition aspect of imagination. Supposition can pass 

into false supposition, if the individual forgets that he 

is just pretending, that his expectations are only copies.98 

Furlong distinguishes the third aspect of imagination—act-

ing with imagination—as having originality, as being an 

escape from reality, as having freedom. To speak of the 

phrase, with imagination, as referring to copying seems 

incorrect. The idea of freedom gives the clue. A copy is 

done with exactitude. To do something with imagination, is 

to act with freedom. "In imagination we can climb Everest, 

or run a mile in three minutes . . . . so also to act 'with 

imagination' is to act with freedom, with spontaneity."99 

96Furlong, p. 23. 97Ibid., p. 24. 

9^Ibid.. p. 24. 

"ibid., p. 25. 
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Furlong uses the notion of the imago, the copy, to 

organize the modern usages into a family tree. He con-

siders that imagining, of which daydreaming is an example, 

and supposing, which includes both hallucinations and night 

dreaming, are the direct stems of the root. "The terra 'with 

imagination' corresponds to branches from either stem. What 

it shares with them is the notion of freedom."100 Furlong 

suggests that pretending can be done with imagination, and 

probably cannot be done without it. Pretence, like play, 

differs from supposal. Furlong shows. If the child pretends 

earnestly and long, he may fall into believing falsely, a 

factor in supposing.101 Furlong classified plain supposal 

as including the acts of picturing or acting, either in 

mental or physical activity.102 The child used in the 

examples above could play in imagination or not, and he 

could play with imagination or without it. The child 

roight engage in an activity which was novel, creative, 

inventive, or not.103 

The three areas of imagination which Furlong discusses 

have implications for the voice studio because of the 

100Furlong, p. 25. 101Ibid.. p. 26. 

l02Ibid., p. 28. 103Ibid.. p. 29. 
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involvement of both conscious and subconscious functions in 

the act of singing. 

Furlong believes that to imagine, to suppose, to 

believe falsely is an activity or state which can be the 

result of either mental or physical activity.104 jje 

of the opinion that false belief, "which consists in 

having the wrong expectations, wrongly directed feelings, 

wrong preparednesses, may be produced or induced in many 

ways. Supposal is one of these ways."10^ illusions are 

cases of false supposal if they illude. Furlong assumes. 

Furlong divides the meaning of the phrase, in imag-

ination, into two basic categories: directed imagining and 

daydreaming. He says, "we might think of 'in imagination* 

as a stream which sometimes expands into lakes. The lakes 

are the daydreams."106 He corresponds directed imagining to 

the stretches where the current is strong. Daydreams are 

substantially involuntary and spontaneous; they tend to 

occur without being sought. Furlong considers that directed 

imagining is an activity of more deliberate action.107 The 

"daydreams refer to the lakes: directed imagination to the 

104Furlong, p. 29. 105Ibid.» p. 30. 

106Ibid., p. 31. 107Ibid. 
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stretches with a well-marked current."108 A receptive state, 

the content, belief, feeling, and controllability are the 

dimensions which are necessary for directed imagination.109 

Another distinction is that a daydreamer is usually relaxed 

while concentration is required for directed imagination.110 

Furlong believes that concentration is imagination 

which is directed when the mind is in a receptive state. 

The second requirement is that of content which Furlong says 

is mental imagery.m In some daydreams there may be little 

originality, but in other instances such as a symphony fltna 

ined by Beethoven, there is vast originality. This latter 

type of originality borders on the definition also of the 

phrase, with imagination.112 In imagination there may be 

descriptiveness of reality, or little or none, "as in 

some music, sculpture, and dancing, or considerable, as in 

some theories of historians, scientists, and, perhaps, 

philosophers."113 

The third requirement for directed imagination is that 

of belief. To speak generally, the absence of belief is 

what characterizes imagination, whereas its presence is a 

108Furlong, p. 32. 109Ibid.. p. 33. 110Ibid. 

mIbid., p. 33. 112Ibid. 11^Ibid.. p. 33. 
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mark of sense-perception and memory."114 The fourth re-

quirement for directed imagination is that of feeling. 

According to Furlong feeling can operate in three ways: as 

stimulus, as material, and as companion to imagination. 

The feeling may be actual, current, or it may be stored.115 

Furlong postulates that a theorist may be prompted to 

imaginative effort through curiosity, which is feeling. 

His effort may also be accompanied by feelings, such as 

satisfaction, despair, or joy.116 

The fifth requirement for directed imagination is 

that of controllability. "Philosophers and others have 

often remarked that imagination is much more subject to our 

will than is sense-perception.Mll7 Furlong elaborates on 

the first requirement, the receptive state, with this 

statement. 

By relaxing we can induce reverie; by bestirring 
ourselves we can end it. For directed imagination, 
as the name suggests, the reverse holds.118 

Furlong is of the belief that both vulgar and philosophers 

draw a distinction between the real and the unreal. Our 

senses, our reason, and our imagination cause such 

114Furlong, p. 33. 115Ibid., p. 34. 116ibid. 

117Ibid. p. 35. ll8ttid., p. 35. 
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distinctions to be drawn.119 In an analysis of the state 

of being awake compared with the dreamer, Furlong reasons. 

What causes you to believe you are awake? The 
answer consists in vivacity and coherence on the 
side of the object, inertia and credulity on the 
side of the subject.120 

The dreamer is a man who imagines through supposal, usually 

falsely, that what he has dreamed is real. Imagery was 

the substance of the experiences which the dreamer had. The 

experiences of the daydreamer is also that of imagery, but 

his is not an experience of false supposal.121 

Although Langer reasons that the image, in addition 

to visual forms, also takes such forms as bodily movement, 

sound, and even envisagements of purposeful activity. 

Furlong explores only the visual image. Philosophers and 

psychologists, according to Furlong, discuss the following 

types of image, mirror-images, after-images, memory-images, 

and imagination-images. All of these are usually considered 

with reference to sight.1^2 The following ideas pertaining 

to after-images and to imagination-images are from Furlong: 

119Furlong, p. 65. 120Ibid.. p. 67. 

121Ibid«# p. 68. 

122Ibid.. p. 70. 
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After-images . . . (i) . . . located with respect 
to our physical environment . . . . (ii) appearance 
and disappearance is not subject to our control, 
(iii) "It is as if I were . . . ." 

Imagination-images . . . (i) . . . not located with 
respect to the physical environment . . . . (ii) These 
images usually require some effort for their 
appearance and continued existence. (iii) Of them 
we can say "It is as if I were ...."123 

The analyses of the image and of imagination by 

Furlong gives clarification to directed and non-directed 

forms of imagining, but Langer goes perceptibly into the 

imaginative experience. Furlong mentions that "Langer 

likewise affirms that the 'picture is the art symbol which 

egresses imaginative experience, i.e. the artist's en-

visagement of feeling'. 

Intuitive artists know implicitly if not explicitly 

the great complexity of the imaginal processes, knowledge 

of which scientific psychologists much too often miss, Langer 

postulates. The work of intuitive artists is guided by an 

artistic idea and not by a discursive one such as a plan or 

"prescriptive theory of art."125 Langer quotes a thesis of 

Jean Philippe, "The forming of a mental image is an act, a 

123_ , 124 
Furlong, p. 79. Jbid-# P. 15. 

125Langer, Mind: An Essav on Human Feeling, p. 99. 
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vital process, as ramified and complex as all functions 

of living things are."126 

The product of that act, i.e., the image itself, 
which presents with something like the objectivity 
of a percept, still bears the stamp of the think it 
really is—part of the cerebral process itself, a 
quintessence of the very act that produces it, 
with its deeper reaches into the rest of the life 
in which it o c c u r s . 7 

According to Langer the artistic creations are constructed 

symbols: 

But works of art . . . are constructed symbols, made 
in the mode of imagination, because imagination 
reflects the forms of feeling from which it springs, 
and the principles of representation by which 
human sensibility records itself.128 

Chiari and Langer concur in the belief that complexity 

permeates moments of illumination which involve the imag-

inal processes. Chiari declares that moments of illumination 

imply "a capacity for detecting hitherto unsuspected re-

lationships and for fusing them into organic wholes or 

into physical laws, at speeds and pressures which are beyond 

the control and the awareness of normal human minds."129 

126Langer, p. 98. 127lbid.. p. 99. 128Ibid. 

l29Chiari, Realism and Imagination, p. 195. 
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Chiari believes that the greatest scientific discoveries 

have been the result of such unexplainable moments.130 

Osborn concurs with Furlong, Langer, and Chiari in 

the belief that moments of creative illumination possess, 

at times, a tremendous element of speed. According to 

Osborn "the speed of our dreams is most mystifying, "^l 

Again Osborn refers to the uncontrollable speed of imagin-

ative moments of illumination when he urges, "Sieze the 

intimations of the unconscious when they come . . . . One 

should keep a notebook always ready to record them."132 

Osborn gives some conditions which foster or hinder 

the appearance of moments of creative illumination. He 

postulates that unconscious effort in the form of inner 

tensions seems to be a likely explanation. This in part 

concurs with Langer who believes such moments are symbolic 

of all of life. Osborn's theory would encompass only a 

part of Langer's definition, but life includes more than 

tensions. Osborn adds that motivation may have an effect 

on these creative insights. "Creative thinking thrives on 

enthusiasm, and this tends to lag when we force our minds 

130Chiari, p. 195. 

Osborn, Your Creative Power, p. 44. 132Ibid.. p. 236. 
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beyond a certain point. "133 Mental loafing at the right 

time may induce inspiration which may add new ideas or may 

combine ideas into new relationships. For this reason, 

Osborn postulates, that to let the mind coast for a while is 

sometimes advantageous.134 "Since there is something mystic 

about illumination, we might well relax in ways that can 

kindle the spiritual in us . . . concerts are recommended."135 

The summation which Osborn gives concerning illumination is 

that this creative experience may remain a mystery like 

life itself.^36 

Another way in which Osborn believes that illumination 

can be fostered, is to take enough time. He feels that 

constant driving of the directed imagination may lag in 

fruition due to fatigue. "Even a physiological explanation 

may lie in the fact that our gray matter, as well as the 

rest of us, is subject to fatigue."137 Osborn gives other 

factors which sometimes foster the aesthetic perception. He 

believes that illumination can, at times, be induced by 

deliberately stopping conscious thinking.138 Illumination 

1330sborn, p. 232. 134Ibid.. p. 93. 135Ibid.. p. 235. 

136lbid,. p. 232. 137Dbid. 13®Ibid. p. 232. 
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can be induced by shifting the mind to another subject.139 

Osborn declares that illumination is effortless, but that 

willpower is at times needed to set the right c l i m a t e . * 4 0 

All creative thinkers pay homage to this 
phenomenon which produces bright ideas so often 
that it is called illumination. Because of the 
suddenness of its flashes, it is also known 
as "the period of luminous surprise."141 

The involvement and importance of imagination in 

analytical thinking is further emphasized by Osborn: 

Analysis of any kind can of itself bear creative 
fruit; for it tends to uncover clues which speed 
up our power of association and thus feed our 
imagination. And, in turn, imagination plays a 
guiding part in analysis.142 

Osborn believes that creative success has a ratio in pro-

portion to the number of alternatives considered.143 He 

quotes Samuel Coleridge, "Imagination gives unity to 

variety—sees all things in one."144 Many modern authorities 

stress the usefulness of synthesis. Combination is prob-

ably the most beneficial of the creative principles. 

Osborn, therefore, urges that questions such as these be 

used, "What if this and that were put together?"145 The 

139osborn, p. 234. 140ibid.. p. 230. 141ibid. 

142Ibid., p. 133. 143ibid., p. 92. 144ibid., p. 221. 

145lbid., p. 221. 
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principle of plentiful variation and the two principles most 

frequently laid down by authorities on the creative mind, 

namely, correlation and combination, fit together well. 

Variation includes both, and more, too, Osborn reasons. 

"Those who have espoused combination (or synthesis) have 

been largely right; because almost every new idea is a 

combination of old ideas."146 

Imagination enters into the devising of experiments, 

of apparatus, or mathematical manipulations, and into the 

interpretation of the results, but "these are likely to be 

minor miracles compared with the major insight achieved 

in the initial working hypothesis."147 ^ summation of 

this, Osborn states succinctly, "From the imaginative 

approach, the aim is set."148 

Several writers concur that effort must be applied to 

the initial creative moment. Osborn believes that the 

functions of creative imagination are two-fold, to hunt and 

to change what is f o u n d . L a n g e r concurs when she says 

that in the creative process in art, a man's utmost technical 

l460sborn, p. 144. l47Ibid., p. 320. 

!48ibid.. p. 324. 

149ibid.. p. 50. 
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skill is enlisted in the service of his utmost conceptual 

power, his imagination.150 Illumination often comes, 

Osborn believes, while an individual is coasting, but 

"coasting inescapably implies that power has been previously 

applied."151 Often specificity of the problem and definition 

of the target will tend to speed the creative process. To 

coin the problem in a definite question is a means for 

assisting the imagination.152 

Let's not bite off more than we can chew. A 
creative objective should not only be narrowed down 
from the general to the specific, but may well be 
broken up into smaller targets.153 

Two important distinctions are made by Osborn between 

illumination and inspiration. Illumination comes from what 

has been in the past, whereas "inspiration usually comes 

from something that happens in the present." 

Then, too, illumination has to do with ideas which 
come to us while idling, whereas the luck of inspi-
ration may strike us either while driving hard or 
while coasting.15^ 

This leads Osborn to suggest: 

u n 

Langer, Feeling and Form, p. 40. 

1510sborn, p. 237. 152Ibid.. p. 128. 

15^Ibid». p» 129. 15^Ibid.. p. 239, 
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Such experiences indicate that, instead of doing 
an exhaustive job of digging before starting to 
create, we might well line up a few fundamental facts 
and then start thinking up all the ideas we possibly 
can.155 

Osborn is convinced that "unless the inventor is willing to 

relax the meticulous step-by-step procedure of logical 

science, he will get nowhere."156 The above implies the 

need for the element of freedom in the creative process. 

One way to put freedom in the creative process is to 

humanize learning activities by promoting the climate for 

the student to be actively involved in learning. Woodruff 

gives two conditions required for a humane life: first, 

respect must be given for the values and feelings of all 

other people, and second, an individual must have conditions 

which allow him to feel good.157 An individual needs to 

feel that his conditions are improving. The feelings of a 

person determine what he will try to do. The concepts and 

the skills of the individual will dictate how he will pro-

ceed to accomplish his desires.158 "When a learner is 

155Osborn, p. 136. 156Ibid.. p. 325. 

15 7 
J/Asahel D. Woodruff, "Open Up the Well of Peelings," 

Music Educators Journal. LVIII (September, 1971), 21-23. 

158ibid», 21-23. 
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focused on his own musical feelings and their expression, 

his cognitive and motor facilities are engaged as support-

ing elements. Cognition and affect work together. 

According to Kant there are three stages in the cogni-

tive production of concepts. They appear in order: first, 

sensibility, then imagination, and last, intellect. Kant 

believes that productive imagination brings together the 

sense data and the universals of the categories. In this 

manner imagination connects the concept to the image. Imag-

ination is the connecting link between sensibility and 

1 C A 
cognitive synthesis. 

Furlong has considered imagination from three views: 

first, the phrase, in imagination, second, supposal, and 

third, the phrase, with imagination. In dramatic art, 

whether drama or music, a receptive state usually requires 

concentration. The attitude of mental imagery can be in-

creased by continual dramatic practice. There must be a 

generalized sense of belief, either perception and recall 

159Woodruff, "Open Up the Well of Peelings," 21-23. 

Robert D. Hume, "Kant and Coleridge on Imagination," 
Journal of Aesthetics and Art Criticism. XXVIII (Summer, 
1970), 485-496. 
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or imagination are needed. Peeling in dramatic actions is 

always important, whether as stimulus, as material, or as 

companion. In dramatic actions there must be controlla-

bility of the imagination. The receptive state is nec-

essary for both imagination which is self-directed and for 

dramatic acts. There must be continued concentration. The 

content of the imagination needs to be under control for 

dramatic action. Belief in imagination is necessary for 

the opera singer, the actor, and for the adult portraying 

his social role. Both in art and in life, the human 

mechanism of percept, image, and then the action is basic. 

Perception allows the assimilation of material, imagination 

enables the manipulation of this material to be internal-

ized, and acting allows the material to be worked with and 

to be presented in an external way.^^ 

Cognitive-Affective Behaviors 

Keller concurs with Woodruff that cognition and affect 

are inseparable. The fact that someone feels something 

does not make that experience entirely subjective; it 

proves the individual a subject. The illusion which he has 

161Ibid. 



189 

is subjective, but the feelings which create this illusion 

are objectively there. In this way an individual can be 

accessible to both artistic and psychological investiga-

tion.162 

In the higher mental processes, concepts are con-

sidered one type of materials for thinking and are distinct 

from the processes of thinking. Motivation, relating to 

emotional and personality factors, is usually not included 

in the more abstract intellectual endeavors, although there 

is a strong influence. Insight may be a gradual process or 

an immediate experience, and insight may occur at any stage 

of the problem-solving process. Critical thinking is a 

process of evaluation or categorization in reference to 

some previously determined standards. "This seems to in-

volve attitude plus knowledge of facts plus some thinking 

skills."163 

They have questioned the separated meanings of 
cognition and learning on the one hand and the 
priority which these have been given over emotion, 
personality, and motivation on the other. Hilgard 
spoke of the totality of problem-solving. He 

162Hans Keller, "Truth and Music," Music and Musicians. 
XVIII (January, 1970), 18-20; 74. 

163chester W. Harris, editor, "Higher Mental Processes," 
Encyclopedia of Educational Research. (New York, 1960), p. 645, 
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said that the problem-solver is one and indivisible 
and that it is only the experimenter who chooses 
to abstract one or the other facet of the totality 
f o r s t u d y . 1 6 4 

Where concepts are the mediating variables, efficiency 

in performance is acquired through the efficient acquisi-

tion of concepts rather than the practice of the end acts. 

This discovery implies some important principles for teach-

ing voice. Concepts are needed for analyzing the vocal 

procedures. Woodruff believes the overt expressions of 

an individual and the general direction of his affective or 

responsive behavior are products of the conceptual structure 

which he h a s . 1 ^ 5 Woodruff believes most curriculum content 

is verbal in character. He implies that the guidelines 

needed to achieve the formation of the higher mental pro-

cesses are essentially psychological rather than method-

ological or substantive.166 

Knowledge is the first and lowest step in Bloom's 

taxonomy of the cognitive domain. Included are classifi-

cations and categories, sequences or series, specific facts. 

^^Harold H. Anderson, "Creativity in Perspective, " 
Creativity and its Cultivation. (New York, 1959), p. 237. 

16J>Asahel D. Woodruff, "Use of Concepts in Teaching, " 
Journal of Teacher Education, XV (March, 1964), 

16633D id. 
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terminology, and recall of information.167 The next level 

is comprehension which includes extrapolation, interpre-

tation, and translation. The third level is that of applica-

tion and includes the ideas of particular and concrete 

situations. The fourth level, analysis, pertains to ele-

ments, relationships, and organizational principles. The 

fourth level up the cognitive domain is synthesis, the use 

of elements, pieces, or parts to construct a pattern or a 

whole which was definitely not there before.168 Synthesis 

includes the derivation of abstract relations, production 

of a plan, or a proposed set of operations.169 The top of 

Bloom's taxonomy of the cognitive domain, evaluation, in-

cludes judgments about values and methods. Evaluation 

includes making judgments in terms of internal evidence 

and of external criteria.170 

The taxonomy of educational objectives on the affective 

domain provides a list of five levels. The taxonomic list 

16?Benjamin S. Bloom and others, Taxonomy of Educa-
tional Objectives. Handbook JL: Cognitive Domain (New York, 
1956), p. 201. 

1^8bloom and others. Taxonomy of Educational Objectives. 
p. 205. 

169Ibid.. p. 206. 170Ibid.. p. 185. 
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of both the affective and the cognitive domains go from 

what is considered simple to more complex operations. 

Krathwohl, Bloom, and Masia list three domains in the 

taxonomy: cognitive, affective, and psychomotor. The 

affective domain emphasizes the feeling tone, an emotion, 

or a degree of rejection or of acceptance. The psychomotor 

domain refers to some muscular or motor skill, some manipu-

lation of objects, and some acts of neuromuscular coordina-

tion. Psychomotor included handwriting, speech, physical 

education, trade, or technical courses.171 The lowest level 

of the cognitive domain is knowledge—of the affective 

domain is receiving. The next level of cognitive is com-

prehension—of affective is responding. The third level of 

the cognitive is application, of the affective is valuing. 

The fourth steps: cognitive is analysis and affective is 

conceptualization of each value to which he responds.172 

The fifth and sixth levels of the cognitive domain are 

synthesis and evaluation. The fifth and top level of the 

affective domain is that of internalizing. 

171 
Davxd R. Krathwohl, Benjamin S. Bloom, and Bertram 

B. Masia, Taxonomy of Educational Objectives. Handbook II: 
Affective Domain, p. 6. 

172Ibid.. p. 49. 
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The level of synthesis, next to the highest of the 

cognitive domain, is considered to be the level of the 

creative processes. This consideration would mean that 

much learning is necessary before the creative functions 

can be developed.1^3 

Encouragement of the feeling processes is important 

for becoming creative. Feeling processes include a pupil's 

inward openness to his own guesses, hunches, nudges, emo-

tions, and intuitive feelings. Such motivational factors 

guide an individual's actions as much by feeling as by 

logic. He is then capable of dealing with fantasy, imag-

ination, and emotion. A person who is insightful is 

curious about alternatives rather than dealing with per-

manencies and absolutes. His imagination is active; he 

can reach beyond limited boundaries. He is interested in 

complexities of situations, ideas, and problems. Krathwohl 

states that nearly all cognitive behaviors have an affective 

component. 

173prank E. Williams, "Models for Encouraging Cre-
ativity in the Classroom by Integrating Cognitive-Affec-
tive Behaviors," Educational Technology, ix (December, 
1969), 7-13. 

174ibia. 
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No intellectual action is ever without an affective 

element, and no act is ever a purely affective one. "Love 

presupposes comprehension."175 The affect in conjunction 

with knowledge and information, sets up internalized values 

and personality dispositions.*-7** 

Although there is a trend to humanize education, the 

usual cognitive evaluative measures are used. All tests 

which are considered to be creativity evaluations, are 

scored on cognitive production factors. These are used: 

fluent thinking, flexible thinking, elaborative thinking, 

and original thinking. Guilford defined these types of 

thinking in his Structure of Intellect Model (1967).177 

These are not direct measures of affective processes. A 

three-dimensional, cubical model was used by Guilford to 

conceptualize intellectual abilities. His was a morpho-

logical approach. Williams defines a morphology, 

A morphology is a way of considering form and struc-
ture as an interrelated whole, and differs from a 
taxonomy in that there is no hierarchical order 
implied.178 

175ibid. 176ibid. 

177Ibid. 

178Ibid. 
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Salt is used to show the idea of morphology. When two or 

more chemical elements are put together, they form a chemi-

cal compound. Sodium and chlorine form a new compound, 

salt. In Guilford's structure, there are four contents: 

(1) figural, (2) symbolic, (3) semantic, and (4) behavioral. 

There are six products: units, classes, relations, systems, 

transformations, and implications. He uses five operations: 

evaluation, convergent production, divergent production, 

memory, and cognition. This structure of intellect model 

was not intended for classroom use and it does not include 

any behavior on the affective domain. 

A modification of the structure of intellect model by 

Guilford, designed by Williams, characterizes an inter-

relationship between one or more strategies employed by the 

teacher across the various subject matter areas in order 

to elicit pupil behaviors, four cognitive and four affective, 

Strategy is what the teacher does or the media which she 

uses. Process is how the student thinks or feels. Both 

strategy and process are related to the subject matter 

content. The strategies were empirically selected.180 

179Ibid. 

18QIbid. 
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The model designed to implement cognitive-affective 

behaviors—designed by Williams—gives the following pupil 

behaviors, first, then subject matter, and teacher behavior: 

Cognitive (intellective): fluent thinking, flexible 
thinking, original thinking, elaborative thinking. 
Affective (feeling): curiosity (willingness), risk 
taking (courage), complexity (challenge), imagination 
(intuition). 

Curriculum (subject matter content): art, music, 
science, social studies, arithmetic, language. 

Teacher behavior (strategies or modes of teaching): 
1. paradoxes, 2. attributes, 3. analogies, 4. dis-
crepancies, 5. provocative questions, 6. examples 
of change, 7. examples of habit, 8. organized random 
search, 9. skills of search, 10. tolerance for ambi-
guity, 11. intuitive expression, 12. adjustment to 
development, 13. study creative people and process, 
14. evaluate situations, 15. creative reading skill, 
16. creative listening skill, 17. creative writing 
skill, 18. visualization skill.181 

The above subjects listed are for elementary school level, 

but similar concepts would substitute for high school and 

college. 

Perception appears to be a function of many processes, 

both intra-organic and extr-organic. The data of perception 

is relative to definite conditions.182 Delaney explains: 

181Winiams, p. 12. 

182 
Cornelius F. Delaney, Mind and Nature: A Study of 

the Naturalistic Philosophies of Cohen. Woodbridqe and 
Seliars (London, 1969), p. 152. 
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Perception simply can not be an event in which 
physical things are literally given in experience. 
The data of perception can not be regarded as the 
intrinsic qualities of things as they are, at first, 
naively taken to be.183 

In perception there is a considerable amount of interpreta-

tion and construction. The psychologist and the logician 

"tell us that perception is essentially judgmental and that 

what we perceive is in some sense, a construct expressing 

stimulation and complicated r e s p o n s e . " 1 8 4 If perception is 

"merely a giveness of the object," from whence do such 

images come as are found in dream-life, memory, and in 

images? Images and memory are clearly subjective. A 

question can follow from this reasoning: "Do we ever in-

tuit anything but appearances?"185 

B. 0. Smith believes that learning does not necessar-

ily come from teaching. Learning is quite another process. 

Much more is involved in teaching than learning theory im-

plies. "Learning theory is not sufficient to account for 

or explain teaching . . . more is i n v o l v e d . 1 Q 6 

183Ibid., p. 154. 184Ibid., p. 153. 185lbid. 

1 8 6B. Othanel Smith and Robert H. Ennis, editors. 
Language and Concepts in Education, p. 90, cited in 
S.C.T. Clarke, "General Teaching Theory," The Journal of 
Teacher Education. XXI (Pall, 1970), 403-416. 
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The Suzuki teaching method has had success in teaching 

small children to learn to play the violin and other instru-

ments. One important factor in that method may be influ-

ential toward the success of the method. The style of 

teaching shows awareness and consequent involvement of the 

affect. The ten steps in the order of learning follow: 

teach, repeat, hear music, see, imitate, physical ability, 

intelligence, remember, understand, and emotional exper-

ience. Adults tend to believe that an aesthetic musical 

experience may be derived only from a masterpiece in music. 

This would tend to be true for highly sophisticated musi-

cians, but in the case of a child a selection from what 

might seem like musical trifles will permit him to derive 

"an emotional musical experience."187 with maturation of 

the child comes maturation of his emotional comprehension, 

also. The important fact is that even a young child has 

an emotional musical experience. This is expressed below: 

Again, if one sees . . . Suzuki teaching, one would 
be surprised to notice that he will give the same 
amount of attention and interest to a young pupil 
learning a Bach Minuet that he does to an older pupil 
learning the Tchaikovsky Violin Concerto. The 
magic of the Suzuki method may perhaps be partly 

187 
Alfred Garson, "The Suzuki Teaching Method," Music 

in Education. XXXV (March/April, 1971), 426-427. 
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attributed to the selection of music. It is the 
music of masters, music that has stood the test 
of time and pupils come into contact with this 
music straight away during their first year of 
learning. 

The Suzuki method has been described as being "based on the 

'mother-tongue-method1." Two implications from the Suzuki 

method can be applied to voice teaching. The affect is the 

epitome of success of the Suzuki method in two ways. The 

tenth point in the method is the one of emotional involve-

ment and understanding. The affect in a perceptive context 

has provided the material for motivation and growth. By 

presenting the possible experience for a child to have a 

truly aesthetic spontaneous reaction to art music, the 

child can develop an intrinsic motivation to learn more 

of this music and to have continued experiences of hearing 

it.189 

The image which a person has of himself and of his 

self-acceptance may be at least as significant in his 

eventual productivity, as any abstract intellectual poten-

tial. An I. Q. score is not a perfect indicator of the 

1 Q Q 

Garson, "The Suzuki Teaching Method," 426-427. 

189 Ibid. 
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eventual productivity of an individual. "No effort to free 

intelligence can be adequate that does not take into account 

the rich life of affect, impulse, and the unconscious."190 

Murphy believes that truly effective teaching is dependent 

upon comprehension and utilization of the rational and the 

personal and in bringing them into a balance relationship.191 

The above gives emphasis to the need for the voice 

student to build a positive self-image. The voice teacher 

needs to strive to eliminate all unnecessary verbalization 

and to develop the higher intellectual processes of the 

voice student. A succinct biography of Socrates by a small 

girl emphasizes this: "Socrates was a Greek philosopher who 

went around giving people good advice. They poisoned him;"192 

Not only is the self-image of the student important, but also 

the self-image of the voice teacher. The success of the 

voice teacher depends upon the success of the student.19-* 

1 QH 
•••'"Gardner Murphy, Freeing Intelligence Through Teach-

ing (New York, 1961), p. 8. 

l91Ibid. 

l92Ed Dwyer, "How to Handle Questions and Objections 
in the Vocal Studio," The NATS Bulletin. XXVII (February/ 
March, 1971), 14-19; 33. 

193Ibid. 
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Communication 

The essence of language is statement, but language has 

both power and limitation.194 a verbal statement is not 

capable of conveying conceptions of feeling. Langer states: 

What can be stated has to be logically projectable 
in the discursive mode, divisible into conceptual 
elements which are capable of forming larger 
conceptual units by combinations somehow analogous 
to the concatenations of words in language.195 

Chiari concurs with Langer. Chiari believes that to com-

municate reality is impossible—only its appearance can be 

communicated—and the receiving mind must apprehend from 

such appearances.196 By saying that one has an intuitive 

feeling, meaning that it was a touching experience, he is 

referring to an earlier and perhaps more basic medium than 

language itself, maybe tactile communication.197 The great 

organizer of consciousness is memory. "To remember an 

event is to experience it again, but not in the same way as 

the first time."198 

194Langer, Mind: An Essay on Human Feeling, p. 102. 

195ibid., p. 102. 

196 
Chiari, Realism and Imagination, p. 133. 

197Lawrence K. Frank, "Tactile Communication," cited 
in Edmund Carpenter, Explorations in Communication, p. 5. 

198Langer, Feeling and Form, p. 263. 
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Fleming and Langer concur that music must remain music 

and that everything else which enters must become music.199 

The art of song embraces a simultaneous literary text and 

music. Song is a compromise of poetry and melody because 

each of these has independent qualities.2®® "When words 

and music come together in song, music swallows words? not 

only mere words and literal sentences, but even literary 

word-structure, poetry."201 

The place of language is not central but is adjunctive 

to conceptual behavior. "Concepts are individually con-

structed covert memories of the musical substances we have 

encountered in the past and of the way things have gone 

with us in those past encounters."202 Conceptual behavior 

is not communicative, but is essentially adjustive.203 A 

student comprehends music through his own senses and his 

199 
Langer, Feeling and Form, p. 166. 

200William Fleming and Abraham Veinus, Understanding 
Music (New York, 1958), p. 152. 

20lLanger, Feeling and Form, p. 152. 

202 
Woodruff, "How Music Concepts are Developed . . . 

51-54. 

203 Ibid. 
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intellect. He creates, performs, or listens alone; he is 

very much alone even though he may seem close to others. 

One of the main functions of teaching music is to assist 

the student in the development of a point of view; this 

cannot be forced. The point of view of the student must be 

respected. This is part of the musical g r o w t h . 2 0 4 Research 

into aural perception is difficult because of the nonverbal 

nature of musical s o u n d . 2 ® ^ 

Some research by molecular biologists and biochemists 

indicates that short term memory is essentially electrical 

impulses, and that long term memory appears to be dependent 

upon sufficient repetition or magnitude of learning to pro-

vide storage or consolidation. "When this happens, the 

molecular biologists tell us that a macromolecular change 

takes place in the brain."206 Of import to teachers is 

this concept that—because of the macromolecular changes— 

long terra memory potential is finite. 

2 R o b e r t w. Sherman, "Creativity and the Condition of 
Knowing in Music," Music Educators Journal. XVIII (October, 
1971), 18-22. 

205 
JJames C. Carlsen, "Some Problems in Musical Learn-

ing," Journal of Research in Music. XVII (Spring, 1969), 
7-12. 

206Ibid. 
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Musical Motion 

Music is a creation of virtual time and its end. The 

most characteristic principle of vital activity is rhythm. 

Music gives a feeling of life, of motion, of emotion, of 

ongoing movement until the end of the performance.207 

According to Ivey, a melody involves more than a mere tune. 

Melody is strongly influenced by rhythmic elements.208 The 

harmonic action in music is a normal characteristic and 

seems to give the impression that a musical event has taken 

place. A consonant chord seems to signify less motion than 

a dissonant chord.209 "Music makes time audible, and its 

form and continuity sensible."210 

Music . . . demands the absorption of the whole of 
our time-consciousness; our own continuity must be 
lost in that of the sound to which we listen. . . . 
Our very life is measured by rhythm: by our breath-
ing, by our heartbeats. These are all irrelevant, 
their meaning is in abeyance, so long as time 
is music.2 

207Timothy Binkley, "Langer's Logical and Ontological 
Modes," The Journal of Aesthetics and Art, XXVIII (Summer, 
1970), 455-464. 

208Donald Ivey, Song. Anatomy. Imagery, and Styles 
(New York, 1970), p. 6. 

209oouglass M. Green, Form in Tonal Music (New York, 
1965), p. 7. 

2*°Langer, Peeling and Form, p. 110. 211Ibid. 



205 

Musical motion is not actual. "The movement of tonal 

forms . . . is large and directed toward a point of rel-

ative rest, which is no less audible than the progression 

leading to it."212 Time is the tonal characteristic of the 

sound stimulus; duration is the vibrational aspect. J 

Freedom in Song 

The artist needs to interpret but let the song speak 

for itself. A paradoxical experience common to all per-

forate rs was noted by Lukas Foss. He believed that "the 

interpreter's own originality emerges through complete 

identification with the author and submersion in his 

work. ,,214 Regardless of the social prominence of his role, 

the theoretical uniqueness of the performer is entirely 

subordinated to the "primary aesthetic categories, the cre-

ative artist, the work of art, and the audience."215 

Performance is a dynamic aesthetic phenomenon of primary 

212Langer, Feeling and Form, p. 108. 

213R0kert W. Lundin, An Objective Psychology of Music 
(New York, 1967), p. 16. 

^^Hilde Hein, "Performance as an Aesthetic Category, " 
The Journal of Aesthetics and Art Criticism. XXVIII (Spring, 
1970), 381-386. 

215lbid. 
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significance. The act of performance is over when it has 

terminated; there is no other end. Performance is change 

and process to the end. The true creativity of the per-

former can only emerge if he has submerged himself in the 

intent of the composer.2*6 

The first freedom of song refers to the freedom of the 

song. For a performer to display sheer self-expression, no 

artistic form is r e q u i r e d . 2 1 7 "The meaning of the message 

is the change which it produces in the image."218 The 

feeling of continuity between the one who is performing 

and the percipient is the affective dimension. The percip-

ient feels and hears the s o n g . 2 W h e n a composer begins 

to create the musical verses to his song, he changes the220 

appreciation for the poetry by substituting a new musical 

216Ibid. 

217Susanne K. Langer, Philosophy in a New Key (New York, 
1942), p. 184. 

218 
Jay W. Wilkey, "Marshall McLuhan and Meaning in 

Music," Music Educators Journal. XVI (September, 1969), 
54-58 

219 
Edward S. Casey, "Expression and Communication in 

A r t»" Journal of Aesthetics and Art Criticism. XXX (Winter, 
1971, 197-207. 

220 . 
Michael Tippett, "Conclusion," A History of Song. 

rev. ed., edited by Denis Stevens (New York, 1960), p. 462. 
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creation. The performer needs to go far beyond the symbol 

of music to provide an intuitive e x p e r i e n c e . 2 2 1 

The second freedom in song is that of the voice 

student. Reid believes that the laryngeal and pharyngeal 

muscles adjust to a mental concept which is comprised of 

pitch, intensity, and vowel adjustments.222 Reid insists 

that a singer should not try to mold a tone to conform to 

some preconceived specifications. A singer should be free 

to respond in a natural w a y . 2 2 3 pear often plays a neg-

ative role in this. Intrinsic desires to attain f r e e d o m 2 2 4 

and to trust intuitive processes will bring greater freedom 

and spontaneity.225 Through release and development of 

freedom the complete vocal personality can e m e r g e . 2 2 6 a 

221<rhurber H. Madison, "The Need for New Concepts in 
Music Education," Basic Concepts in Music Education, edited 
by Nelson B. Henry (Chicago, 1958), p. 8. 

222Rei^# The Free Voice. p. 13. 

223R0bert w. Sherman, "Creativity and the Condition 
of Knowing in Music," 18-22. 

224 
J. F. Morris and E. A. Lunzer, editors, Contexts 

of Education (New York, 1968), p. 153. 

225jjei(;i# The Free Voice. p. 192. 

226carl R. Rogers, Freedom to Learn (Columbus, Ohio, 
1969), p. 136. 
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full intuitive interpretation will be possible after the 

performer has developed his full vocal potential. 

Imagery, Sensation and Hearing 

Mental imagery, tonal imagery, sensation and hearing 

are some of the basic tools which can be used in the voice 

studio* The above four concepts are intangible even though 

some physical involvement is included. Vennard believes 

that singing is not natural, it is an art. He states that 

science does not have all of the answers and he considers 

the basis of singing is a philosophy.227 Appelman sees a 

need to use the physiological and phonetic information and 

to merge them with a psychological approach. Appelman 

concurs with Vennard and Reid that what techniques are 

chosen must be chosen wisely. 

The theory of voiception (Chapter V) employs imagery 

in the analysis of the sensation during the act of singing. 

Any evaluation of the sensation of singing would definitely 

include among the composite evaluations an evaluation of 

the tone quality as it is heard by the voice student. The 

important factor is limiting the emphasis upon tone. 

227william Vennard, Singing: the Mechanism and the 
Technic (New York, 1967), p. 209. 
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In the wise selection ot teaching techniques, many 

challenges face the voice teacher. A semantic challenge 

exists concerning the terminology needed for understanding 

the act of singing and for practical use in the voice 

studio. Vennard has a concise definition of sensations 

Sensation: The process of receiving stimuli which 
underlies perception.228 

This definition is an initial step in gaining insights 

into the more comprehensive meanings of sensation which is 

experienced by the singer. The terse definition for the 

term imagery which Vennard gives is included below: 

Imagery: Figures of speech to express concepts 
which are difficult to understand literally.229 

The term ear is concisely labeled by Vennard: "'Ear': 

The whole auditory complex which consciously or uncon-

sciously monitors phonation."23° In a like manner, Appelman 

gives a terse paragraph, "To hear is to interpret sound."231 

Appelman elaborates in the following: 

To the physicist, sound is a form of energy, an 
organized movement of particles within any medium. 

228Vennard, p. 261. 229Ibid., p. 261. 

230Ibid.. p. 260. 

2 3 1D. Ralph Appelman, The Science of Vocal Pedagogy 
(Bloomington, Indiana, 1967), p. 141. 
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The physicist's sound can be measured and controlled 
to do work, or it can alter the position of objects 
and generate heat. 

To the psychologist, sound is a sensation, 
something that exists only within ourselves. Such 
sensations create emotions and change our conduct. 
Sound is real but intangible. One cannot weight it 
or see it? one can only feel the effects of it. 

Where the physicist's sound can be controlled, 
measured, and organized, the psychologist's sound 
is conceptual. It may be high or low, loud or soft, 
pleasant or unpleasant.232 

To summarize the above, sensation is the process of re-

ceiving stimuli which provides the bases for psychological 

interpretation. Ear is a word often used in the voice 

studio to refer to the whole auditory complex which—both 

consciously and unconsciously—monitors phonation. Hearing 

is giving an interpretation of sound. Appelman explains 

that sound is a sensation within the individual which 

creates emotions and changes the conduct of the individual. 

Appelman maintains that sound is real—intangible but real— 

and that even though sound cannot be weighed or seen, the 

effects of sound can be felt by an individual. 

Another way of giving the meaning of sensation is in 

the following summation which is presented by Fields: 

232Appelman, p. 141. 
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Sensation is the mental awarenes [sic] of some 
immediate physical stimulation of the body organism. 
. . . Singing is sometimes taught by attempting to 
make the pupil conscious of the movements and positions 
of the vocal organs necessary for correct vocal 
production by means of auditory, visual, and 
kinesthetic sense impressions.233 

Fields explains more fully the percipience of auditory 

sensations: 

Hearing—the capacity for perceiving auditory 
sensations of sound. Hearing is the function by 
which initial perceptions of acoustical phenomena 
are recognized, correlated and controlled for 
purposes of vocal expression. Hearing (the ear) is 
also the monitor that governs both the input and 
output of sensory impressions of the singing voice. 
Hence, the importance of the hearing function to the 
singer is obvious. As a subjective experience, 
hearing takes place without any conscious effort 
on the part of the listener. In this process a 
phenomenon of central or mental integration is 
said to occur whereby external auditory stimuli 
are fused into intelligible vocal concepts and 
expressional impulses in the mind of the listener. 
Hearing influences such vocal actions as phonation, 
pitch, attack, vocal range, resonation and the 
determination of vocal quality, tonal dynamics and 
projection factors of voice production.234 

In the above definitions by Fields, he has made clear the 

obvious importance of hearing to the singer. In discussing 

hearing. Fields indicated that hearing is the monitor which 

governs the input and output of sensory impressions in the 

233victor Alexander Fields, Singer's Glossary (Boston, 
Massachusetts, 1952), p. 52. 

234Ibid., p. 27. 
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act of singing. This statement would tend to indicate that 

hearing governs the input and output of sensory impressions 

in singing without assistance from other sources. With 

the above concept, the following statement by Fields would, 

indeed, emphasize the hearing functions, "Hence, the impor-

tance of the hearing function . . . is o b v i o u s . " 2 ^ In 

the definition above by Fields concerning sensation, he 

mentions that sensation is the mental realization of some 

physical stimulation of the body. Fields mentions, also, 

in that definition singing methodology which makes use of 

auditory, visual, and kinesthetic sense impressions. He 

mentions also the inclusion of pupil awareness of the 

movements and positions of the vocal organs being used to 

achieve correct vocal production. The definitions which 

Fields gives of sensation and of hearing are not in total 

concurrence with reference to the function of hearing. If, 

in saying that the phenomenon of central or mental inte-

gration which fuses the "external auditory stimuli" into 

usable vocal concepts. Fields inferred the inclusion of 

singing sensations, including physical movements and 

positions of the vocal organs—which does not seem to be 

235pieias# singer
1s Glossary, p. 27. 
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inferred—he would then not be at variance in the two def-

initions. The important implication to be drawn from the 

above analysis of sensation and hearing as interpreted by 

Fields is that hearing is focal to the act of singing and 

that the sensation experienced in singing includes audi-

tory hearing—both internal and external hearing—and 

awareness of movements and positions of bodily functions 

involved in the singing process. 

All sound is interpreted psychologically, Appelman is 

quoted above in saying. Certainly the proprioceptive sounds 

produced by the singer in the act of singing would be sub-

ject to both subjective and objective analyses. In the 

same way sensation is stimulation of many kinds produced 

within the human organism. In the larger sense, hearing 

would involve not only the internal and external auditory 

experience, but the inclusion of the psychological inter-

pretation of the singing production including the addi-

tional sensations. These additional sensations might be 

a conclusion that no change has occurred the vocal mechanism 

as a result of the vocal production, a conclusion that a 

change has occurred, or a conclusion concerning the type of 

change which was a result of the vocal production. 
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Burgin mentions that the ear "monitors the entire 

process of singing." Such a statement by Burgin would 

obviously include the psychological interpretations of what 

is heard and also the physical functions involved in the 

act of singing. Both the sound and the vocal production 

are part of the phenomenon. Burgin gives this definition: 

"Sensation" is a change in awareness or a 
"feeling" which is the result of a stimulus.236 

Hearing in the larger sense includes a psychological 

interpretation of the sung sound and of the vocal production 

from which the sound came. Sensation in singing includes 

the psychological interpretation of the sung sound, the 

actual physical stimuli with the accompanying psychological 

interpretations, the awareness of change or lack of change 

in the vocal production, feelings which result from the 

physical stimuli or from the sung sound, and emotional or 

unemotional feelings with a composite feeling of the total 

results of all of these psychological evaluations. Burgin 

gives a quote from Ekstrom which gives recognition to the 

importance and innateness of the physical sensations in the 

236john Carroll Burgin, Teaching Singing (Metuchen, 
New Jersey, 1973), p. 134. 



215 

act of singing: 

The singers generally were more accurate in their 
abilities to control loud singing intensities than in 
their abilities to control soft singing intensities. 
The experienced singers claimed to rely heavily upon 
physical sensations for the control of singing 
intensity, whereas the inexperienced singers seemed 
to rely more heavily upon auditory sensations.237 

Burgin attests further to the innateness of the physical 

sensations being in combination with the auditory experi-

ences in singing with the following statements: 

The interrelationship of singing as a technique, 
as an art, as an acoustical phenomenon, and as a 
physical process is found in each major area of 
discussion in this study. This total response is 
especially apparent in factors related to phonation. 
. . . Allusions and direct references to breathing, 
range, resonance, vocal dynamics, diction and 
interpretation are prevalent.238 

The above discussion concerning hearing and sensation leads 

to the conclusion that hearing is important, essential, and 

innately part of the act of singing, but sensation is, also, 

innately a part of singing. Hearing in the larger sense 

must include the auditory hearing—psychologically inter-

pretated—and the psychological analyses of the sensations 

involved in the vocal production. 

237Burgin, p. 127. 

238ibid.. p. 77. 
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Fields gives a clear and extended definition of tonal 

imagery: 

Imagery, tonal—The reproduction in memory or 
imagination of the likeness of an actual auditory 
sensory experience, . . . with accompanying feelings. 
It is the preconception or mental expectation of 
sounds not actually present to the outer sense of 
hearing. The more nearly a singer can conceive a 
perfect tone, the more closely will he approach the 
perfect muscular coordinations which produce it. 
The inculcation of strong tonal concepts requires 
previous experience in recognizing good vocal models. 
Hence, the ear is trained through listening and 
imitation. Pedagogical procedures in training 
the singing voice include the use of tonal 
imagery and a consideration of the values of sound 
and sensation as guides to vocal action, on the 
assumption that vivid vocal imagery induces 
adequate vocal r e s p o n s e . 2 3 9 

Fields gave weight to both the sung sound and the sensation 

experienced in the act of singing in his definition of 

mental imagery. Burgin vividly shows the innateness of 

sensation to tonal imagery in the following quote from Fields 

"Tonal imagery" is defined as: "The reproduction in 
memory or imagination of the likeness of an actual 
auditory sensory experience, together with accompany-
ing feelings. It is the preconception or mental 
expectation of sound not actually present to the 
outer sense of hearing."240 

One author which Burgin quotes is at variance with the 

239pieids, Singer's Glossary, p. 28, 

240Burgin, p. 132. 
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majority of authorities quoted. Burgin finds Elster Kay 

saying, "The true artist neither imagines his tone in 

advance nor consciously listens to it when it comes." This 

affirmation can be examined from the standpoint of the 

finished vocal production.241 When correct singing tech-

niques have been developed, the singer has such vocal, 

mental, and physical coordination that consciously di-

rected attention is replaced by aesthetically enjoyed 

awareness of the singing.242 

Chapter Summary 

Mental imagery in the above discussions led to the 

combination of evaluations of the sound and of the sen-

sation. In the larger sense hearing came to be considered 

the subjective and objective evaluations by the singer of 

his singing. This included the psychological evaluations 

of the sung sound heard internally and externally. Also 

included was the evaluation of the physical vocal produc-

tion by the singer, derived both subjectively and objec-

tively. The evaluation of the feelings involved in the 

24burgin, p. 133. 

242Ibid.. p. 133. 
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total vocal production would also be a part of the total 

context of hearing. 

In addition to the above factors included in the 

larger meaning of hearing is an important factor which the 

theory of voiception included as a cogent element in the 

encompassing meaning of hearing. This cogent element is 

the evaluative skill—achieved and exemplified through 

acute awareness—of the singer in forming a valid assess-

ment of the total singing act with special emphases upon 

the ability: 

1. To have cognizance of the vocal functions in-

cluding the ability to assess the physical functions and 

to evaluate these functions for change or for lack of 

change. 

2. To evaluate a change in the vocal functions in 

order to determine whether the change which took place 

was the desired change. 

3. To have perceptiveness to know what is taking 

place in the registration as a result of the change which 

occurred in the vocal functions. 

4. To be able to replicate a changed vocal production 

if such is the desired goal. 
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5. To evoke the action of involuntary vocal functions 

by having control of the singing production which includes 

awareness of the accompanying physical functions. 

6. To produce increasingly beautiful or desired tone 

quality commensurate with the increasing control of the 

physical vocal functions. 

7. To grow in gaining autonomy over the vocal func-

tions, including the vocal organs which are reactive, and 

are, therefore, subject to involuntary control. 

8. To equate the desired vocal functions with the 

ultimate in interpretative skills and aesthetic tone 

quality. 

9. To sing with such agility and skill that a feeling 

exists that the total vocal production is psychologically 

correct and that the interpretation is an intuitive one. 

Hearing has been discussed above in the broad sense to 

mean the ability to give evaluation to the vocal production 

by the singer. The term hearing has been used to assess 

what is included in the theory of voiception under the term 

sensation. In voiception sensation refers to the physical 

experiences involved in singing. Sensation is a quality of 

experience, a composite of the totality of the act of 
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singing. Sensation includes both emotional and unemotional 

qualities of experience, physical and psychological. In 

addition, sensation refers to bodily consciousness; it is 

a conscious awareness of sense and aesthetic qualities• 

Sensation includes the attitude of sensitivity in percep-

tion. Awareness of the totality of the sensation in 

singing—physical and psychological sensation—implies the 

meaning of sentience. One step further may be included in 

the sentience of the act of singing—as used in voiception— 

and that includes the level of artistic attainment which 

might induce an intuitive insight into the aesthetic 

artistic realm of art. 

Emphasis is given to the sentience of the totality of 

sensation in the act of singing, in the theory of voiception 

as a dynamic activity. The emphasis is upon awareness of 

the vocal functions as a dynamic process. The affect, the 

cognitive processes, the physical vocal functions, and the 

aesthetic area of art combine, according to the authors 

surveyed in this chapter, in the act of singing. Much 

dependence in singing is put upon psychological evaluations 

of the sung sound and of the singer himself and others. 

The selected writers on psychological postulates and 
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the selected authors in the area of vocal pedagogy concur 

on the importance of the imagination. The authors in vocal 

pedagogy seem to concur that imagery is sometimes needed 

in teaching voice. This comes about as a result of the 

intangibility of the human voice. The writers from the 

psychological view and from the music area give promi-

nence to the imagination being a part of cognition. In 

the music areas the writers in all three of the major 

methods of teaching voice—Functional or Natural, Scien-

tific, and Empirical—gave reference to the time when the 

use of imagery was essential. The Natural or Functional 

method gave special emphasis to the use of concepts and to 

the analysis by the student of his own sensations in sing-

ing. Such an analysis could be achieved only by sub-

jective evaluations. 



CHAPTER V 

VOICEPTION: A PSYCHOPHYSICAL THEORY UTILIZING 

THE HIGHEST COGNITIVE-AFFECTIVE PROCESSES 

IN VOCAL PEDAGOGY 

Current literature continues to underscore the innate-

ness of the affective functions in the learning process, 

but more insightful utilization needs to be made of feeling 

tones in cognition. Vocal pedagogs deal with a voice 

student who relates both subjectively and objectively to 

his voice and singing performance. The voice is an instru-

ment which is subject to both voluntary and involuntary 

processes; the muscles of the laryngeal and pharyngeal 

complex lie beyond the power of volitional control. The 

rationale for the following analytical evaluations of these 

concerns relative to vocal pedagogy, springs from the rec-

ognition that the accepted modes of conceptual learning 

lack specificity for the direction of the psychophysical 

functions. The theory of voiception has been developed, 

therefore, from a need to gain control of the involuntary 

functions of the singing process. 

222 
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Every tone which is sung is a coordinative process 

which includes purely subjective values. The voice is 

essentially a reacting musical instrument. Perceptive 

teaching techniques are required. 

Music is not a language and in the highest sense, not 

communication. Langer says that giving insights as to "how 

feelings go" is the greatest function of music, not just 

the transmission of symbols. The feeling in music is—not 

communicated—but is revealed, Langer believes.1 Percep-

tion of a work of art is "the perception of the amazingly 

integrated and intense feeling."2 Langer asserts that the 

feeling in art "may range from a fleeting small experience 

to the subjective pattern of a whole human life."3 The 

percipient who hears, views, or reads a work of art from the 

audience standpoint, enters into a direct relation with the 

work of art, not with the artist.4 The artist is not talk-

ing about music; he is showing the appearance of feeling "in 

a perceptible symbolic projection." The composer offers the 

listener a way "of conceiving emotion."5 

^Susanne K. Langer, Feeling and Form (New York, 1953), 
p. 394. 

2Ibid. 3Ibid. 4Ibid., p. 394. 5Ibid. 
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Langer asserts that a work of art is designed to: 

abstract and present forms for perception—forms of 
life and feeling, activity, suffering, selfhood— 
whereby we conceive these realities, which otherwise 
we can but blindly undergo.6 

Art is intrinsically expressive, Langer believes. She says: 

Once we stop worrying about understanding the 
sculptor, and give ourselves up purely to the work, 
we do not seem to be confronted with a symbol at all, 
but with an object of peculiar emotional value. 
There is an actual emotion induced by its con-
templation, quite different from "the feeling in it"? 
this actual emotion, which has been called "the 
aesthetic emotion," is not expressed in the work, 
but belongs to the percipient; it is a psychological 
effect of his artistic activity, essentially the 
same whether the object which holds his attention 
be a fragile bit of poetry, a work of terrible 
impact and many torturing dissonances like Joyce's 
Ulysses, or the serene Parthenon frieze; the 
"aesthetic emotion" is really a pervasive feeling 
of exhilaration, directly inspired by the 
perception of good art. It is the "pleasure" that 
art is supposed to give.7 

The pleasure which forms of art give, Langer believes, 

comes from the inspiration which the percipient experiences, 

Aesthetic emotion and pleasure are indiscriminate words, 

Langer asserts. Music provides the listener a means for 

conceiving emotion. This may be a small emotion or a sub-

jective pattern of a life. Langer states simply that the 

feeling in question is indicative of good art.8 

6Langer, Feeling and Form, p. 395. 

^Ibid.. p. 395. &Ibid. 
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Synthesis of Basic Principles of Vocal Pedagogy 

The basic principles of Cornelius L. Reid were select-

ed for this study because of his emphasis upon the need to 

employ vocal concepts in teaching voice and because of his 

belief that the voice student can be guided to gain con-

trol of the involuntary vocal processes. The philosophical 

thinking is that of the Functional or Natural general 

methodology in the writings of Reid. 

The scope and intent of this study precluded being 

polemical. The development of the theoretical structure 

has incorporated some techniques of all three of the 

general methods of teaching voice (Functional or Natural, 

Scientific, and Empirical)• 

Reid says that a singer can guide his singing through 

a sensual awareness.9 Appelman concurs with Reid that the 

sensation of the vocal functions provides an avenue for 

effecting changes through conceptual means.10 Vennard sees 

the need for careful choices of techniques to guide the 

involuntary vocal processes when he states that to tell a 

^Cornelius L. Reid, The Free Voice (New York, 1965), 
p. 191. 

10D. Ralph Appelman, The Science of Vocal Pedagogy 
(Bloomington, Indiana, 1967), p. 100. 
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voice student to relax his jaw when the position of the 

jaw indicates the symptom of a tight throat, is almost an 

impossibility for the student. Vennard suggests that to 

ask the student to drop his jaw may help.H This technique 

used by Vennard shows one which by implication could prove 

that he was realizing that the voice student would be un-

able to control his involuntary vocal functions. Asking 

the student to drop his jaw was a directive to give some 

benefit. To ask the student to relax his throat would be 

asking him to control his involuntary vocal functions 

without giving him a means for doing so. 

The philosophy of Reid implies that in the beginning 

stages of development of the singing process, focus should 

be taken away from tone quality. The voice student comes 

to the studio with many inhibitions, both physical and 

psychological, and needs to be given psychological free-

dom to sing without being encumbered with past value 

systems of his own, imposed value systems of the voice 

teacher, or concern over needing to develop a subscribed 

type of tone quality. Reid believes that the release and 

fulfillment of the potential of the singing voice will be 

•^William Vennard, Singing: The Mechanism and the 

Technic (New York, 1967), p. 117. 
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achieved through the development of a coordinative process 

of the finely interwoven muscular interplay which sets the 

vocal organs in a position to respond to combinations of 

pitch, intensity and the v o w e l . ( S e e Chapter II for a 

more comprehensive discussion of the pharyngeal and laryn-

geal functions.) There is concurrence among many of the 

selected authors concerning a need for coordination in the 

singing process. Vennard says that the heavy and light 

registration of the voice should be a coordinative process.*3 

Roe states that the singer should vitalize his voice and 

develop coordination of the body in the singing process. 

Fields suggests that in correct singing there is spontaneous 

expression and that the body coordinates automatically to 

the thought.15 According to Reid the registers of the voice 

react in a reflexive way to the levels of pitch and inten-

sity? it is this reactive process which he believes provides 

the means for gaining control over the involuntary vocal 

functions. 

12Reid, p. 14. Vennard, p. 212. 

14Paul F. Roe, Choral Music Education (Englewood Cliffs, 
New Jersey, 1970), p. 366. 

15Victor Alexander Fields, Training the Singing Voice 
(New York, 1947), p. 38. 
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Reid emphasizes that the voice teacher can learn to 

assist the voice student in gaining perceptive awareness 

of his own vocal functions by leading the voice student to 

respond freely to the intuitive response of the vocal 

organs as they respond to pitch-intensity patterns after 

the vowel is sung.*6 

Both Appelman and Reid stress the fact that the voice 

student is able to realize the sensation of the singing 

functions immediately after the singing. The mental concept 

and the coordinative vocal functions initiate the onset of 

the vocal tone. Reid states that every tone which is sung 

is a coordinative process which has an accompanying sub-

jective experience.17 Another important principle which 

Reid mentions is that the controls of the vocal functions 

need to come from within, not from without.18 He is 

emphatic in saying that no feeling can be described to 

another.19 The important issue is that of directing the 

voice student so that he can become aware of his own vocal 

functions in order to establish the controls from within. 

Actually, the voice student should be able to set the 

16Reid, p. 51. 17Ibid.. p. 190. 

18Ibid.. p. 193. 19Ibid.. p. 189. 
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conditions to allow the vocal functions to change and 

evolve on their own terms. The ability of the student to 

gain this control is through the avenue of sensation.2® 

Reid believes that any erratic voice movements are due 

to imbalance of the musculature. He believes in helping 

the singer to avoid unnecessary involvements in the singing 

process in order to allow the essential functions to re-

main.21 In guiding the student, the statement can be made 

that Appelman, Vennard, and Reid all give special stress to 

the importance of the vowel in singing. 

The culminating concept of Reid's philosophy is that 

the voice student is able to gain self-perception from an 

understanding of what happens by using his sensation from 

the singing process. Since a feeling cannot be transported 

from one person to another through description, the voice 

student needs to have the ability to analyze his own sensa-

tions which result from the vocal production. The singer 

is able to analyze his sensation only after the physical 

adjustments have taken place. Reid and Appelman concur in 

stressing that the realization of the singing sensation 

follows. Reid believes that beauty of tone quality should 

20Reid, The Free Voice. p. 192. 21rbid.. p. 194. 
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not serve as the initial goal in vocal instruction and that 

beautiful tone quality should not be the ultimate goal. 

The ultimate goal in the philosophy of Reid is the attain-

ment of the fulfillment of the potential of the voice 

student which provides his vocal production with facility 

and freedom to respond to the music with perception. 

The control which Reid is convinced can be gained over 

the vocal functions comes from the sensation of the voice 

student during singing and from his awareness (part of the 

sensation) of what is happening within the vocal functions. 

Vennard states clearly that his book was mechanistic 

and that other teaching techniques were needed in addition 

to having the knowledge objectively obtained. Appelman has 

given definitive lists of scientifically based materials 

for teaching the vowel, the consonant, and general areas of 

singing. Both writers used imagery in teaching, also. 

There are many basic areas of convergence in the 

materials researched for this study. Reid relies upon 

essential scientific information for voice development. 

The emphasis which Reid gives to the availability for means 

to gain control over the involuntary vocal functions is the 

greatest distinguishing characteristic of his postulation. 
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Reid, too, advocates the use of imagery in the studio. 

Development of the Theory 

Statement of the Theory 

Voiception.—Voiception is a theory of vocal pedagogy 

employing the cognitive domain and the affective domain 

through techniques (including voluntary and involuntary 

procedures) providing access to control of the involuntary 

functions of the singing process. 

The development of the theory of voiception was the 

purpose of this study. 

The guidelines for the cognitive domain and the 

affective domain follow below. 

Statement of the Sub-Purposes 

1. Ascertain pedagogical developments of selected 

factors of voice pedagogy. 

2. Synthesize the basic principles of Functional or 

Natural voice pedagogy of Cornelius L. Reid. 

3. Employ the philosophical postulation concerning 

vocal pedagogy of Cornelius L. Reid as the primary source 

giving emphasis to mental concepts in teaching voice. 
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4. Incorporate, as additional sources, theories of 

selected factors of vocal pedagogy from William Vennard, 

Frederick Husler and Yvonne Rodd-Marling, Van A. Christy, 

D. Ralph Appelman, Douglas Stanley, Sergius Kagen, Victor 

Alexander Fields, and John Carroll Burgin. 

5. Abstract concepts from selected sources concerning 

the cognitive domain and the affective domain as they 

apply to the learning processes in voice study. 

6. Pursue a problem area identified by Charles W. 

Wright, namely, Is there a relationship between a partic-

ular type of cognitive thought process on the part of the 

teacher and the subsequent cognitive thought process on the 

part of the student? 

Definition of Voicept 

Voicept.—A voicept is the cognitive-affective form 

of a concept which employs both voluntary and involuntary 

procedures theough learning techniques which provide access 

to the control of the involuntary functions of the singing 

process. The voicept of the teacher and the voicept of the 

voice student are not identical. The distinction between 

the voicepts of the teacher and of the student is basic to 

the theoretical study. This distinction between the 
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voicepts provides the avenue by which the teacher is able 

to gain control of the involuntary vocal functions. 

Cognitive Domain and Affective Domain 

The theory of voiception was developed using the three 

following organizational plans for conceptualization of the 

cognitive and affective domains: 

1. The taxonomy of the cognitive domain by Bloom and 

others. 

2. The taxonomy of the affective domain by Krathwohl, 

Bloom, and Masia. 

3. The three-dimensional, cubical model—a design 

for a morphological approach to conceptualization—for 

giving form and structure to the cognitive and affective 

domains, by Williams. Guilford's structure of the intellect 

format served as a pattern for Williams in his development 

of the cubical model. 

Table I below gives the hierarchical orders of the 

cognitive and affective domains. Also shown is the three-

dimensional, cubical model by Williams. (For a more de-

tailed discussion, see Chapter IV, pages 191-196.) Process 

refers to how the pupil feels or thinks, and strategy refers 

to the teacher's actions in Williams' morphology. 
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TABLE I 

BLOOM'S TAXONOMY OF THE COGNITIVE DOMAIN, KRATHWOHL'S 

TAXONOMY OF THE AFFECTIVE DOMAIN, AND WILLIAMS' 

COGNITIVE-AFFECTIVE CUBICAL MODEL OF 

PUPIL'S AND TEACHER'S BEHAVIORS 

Cognitive Domain Affective Domain 

Evaluation 

Analysis 

Synthesis 

Application 

Comprehens ion 

Knowledge 

Internalizes 

Conceptualizes 

Valuing (Appreciates) 

Responding 

Receiving (Is sensitive and 
is aware) 

Model: Implementation of 
Cognitive-Affective 

Behaviors 
1. Paradoxes 10. 
2. Attributes 11. 
3. Analogies 12. 
4. Discrepancies 13. 
5. Provocative questions 
6. Examples of change 14. 
7. Examples of habit 15. 
8. Organized random search 16. 
9. Skills of search 17. 

18. 

Tolerance for ambiguity 
Intuitive expression 
Adjustment to development 
Study creative people and 
process 

Evaluate situations 
Creative reading skill 
Creative listening skill 
Creative writing skill 
Visualization skill 

Pupil Behaviors; Cognitive 
1. Fluent thinking 
2. Flexible thinking 
3. Original thinking 
4. Elaborative thinking 

Pupil Behaviors: Affective 
1. Curiosity (willingness) 
2. Risk taking (courage) 
3. Complexity (challenge) 
4. Imagination (intuition) 
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Voiception: Delineation of the Theory 

The first premise of the theory derived from the 

research of psychological postulates concerning the cogni-

tive and the affective domains. 

Premise No. _1.—The affective domain includes two basic 

categories: (1) emotions, and (2) feeling. Feeling is the 

more important category in voice study. 

The theory of voiception is treating the study of 

voice as it applies to art music. 

The two larger classifications of feeling are those of 

(1) emotional and (2) unemotional feelings. The feeling 

which is emotional is one of strong intensity of varying 

degrees. Although no feeling can be transported or given to 

another, the emotional feelings are sufficiently strong in 

character to be identifiable by the recipient. Usually 

emotional feelings have a dramatic character in that they 

have a beginning, a happening of some extent, and a con-

cluding character which provides a time duration and a form 

to the feeling. The experience has form, meaning, and af-

fects the recipient. The emotion can be described but not 

felt by another person. If feeling appears in the recipient, 

that feeling is his own individual feeling. 
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The other category of feeling is that which is not 

considered emotion. These feelings are less easily delin-

eated in the one who experiences them. Emotions are also 

feelings but—because of their strong character and defi-

nite impact—emotions play a different role in the lives of 

people from feelings which are classed as unemotional. 

An example of unemotional feelings would be the sub-

jective experience of feeling how one's left ear feels, 

or of how one's right foot feels. The individual is aware 

of such feelings but would be unable to give a verbal de-

scription capable of transporting the feeling to another 

individual. The second individual could only relate by 

using memory of his own experiences. Each individual has 

his own experiences in feelings. The emotional category 

can be described more fully, but never completely. 

Unemotional feelings are more important to art music. 

Most of the feelings which accompany art music are in the 

class of unemotional feelings. The experience of hearing 

art music is one of unemotional feelings, even at time, an 

intuitive experience. Perceiving the impact of the music, 

the percipient likely will experience unemotional feelings 

which are nondiscursive and which are intuitive. 
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The affective domain causes people to act as much by 

the influence of feeling as by cognition. Because of 

feeling tone, decisions are made. Figure III below pre-

sents an illustration which is intended to give (1) a 

basic representation of feeling or feeling tone. The first 

circle has been established to represent feeling of any 

kind. Emotional and unemotional feelings are also shown. 

FIGURE III 

EMOTIONAL AND UNEMOTIONAL FEELINGS 

a. The circle with one small open circle within is a 
symbol for feeling of any kind unless other qualifying 
symbols are included. This symbol is a feeling circle. 

b. Feeling circle denotes multitudinous unemotional 
feelings, most of which could lie within the subconscious. 

c. Feeling circle indicates a feeling tone composed 
of unemotional feelings possibly on both the conscious and 
subconscious levels. Example: Feeling of well-being. 

d. Feeling circle indicates a feeling of emotion. 
Also indicates the likely presence of many vague, possibly 
indefinable feelings which accompany the strong emotion. 
These vague feelings may be reinforcing or detracting to 
the emotion. 
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Figure III above depicts, first, (a) a symbol for a 

basic feeling circle, second, (b) a feeling circle which 

denotes multitudinous unemotional feelings, some of which 

may lie within the subconscious, third, (c) a feeling circle 

which indicates a feeling tone composed of unemotional feel-

ings with possibly some on the conscious level and some on 

the subconscious level, and fourth, (d) a feeling circle 

which indicates a strong emotion. The one small black dot 

or tiny circle indicates the strong emotion. The feelings 

found in the third circle (c) could vary from those feel-

ings which are unidentifiable to those which are vague. 

Some might be almost strong enough to be near the level to 

be called emotions. The circle (c), however, does not 

include feeling of strong emotion. 

Feelings seem to shift and blend with some subjective-

ly identifiable to the individual himself—apart from the 

strong emotions. Other feelings probably blend into a com-

posite feeling tone which may be quite recognizable as a 

sensation but sufficiently vague to be viable of cognitive 

analysis. 

Musical experiences are experiences of feelings on the 

large, unemotional scale. A feeling of strong emotion is 
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likely to have attendant feelings which are unemotional. 

The final feeling would then be a feeling tone derived from 

the one strong emotion in combination with multitudinous 

unemotional feelings, such as symbolized under (d) in 

Figure III, above. Figure IV gives symbolization for emo-

tional feelings of seven different intensities and qualities, 

FIGURE IV 

THE IMPACT OF UNEMOTIONAL FEELINGS 

a. Basic feeling circle. (Type of feeling not defined.) 

b. Feeling circle of unemotional feelings, multitudi-
nous. 

c- Feeling circle of feelings possibly more capable 
of providing a definite feeling, yet unemotional. 

d. Feeling circle with a definable character, a 
strong emotion. 

e. Feeling circle of a strong emotion with unemo-
tional feelings attendant. 

Feeling circle with two strong emotions. 

g. Feeling circle with four strong emotions and 
attendant unemotional feelings. 
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Figure IV, above, shows a basic feeling circle Which 

is followed by six feeling circles which denote six dif-

ferent types or levels of feeling. A very strong feeling 

tone might be resultant from the presence of, for example, 

three strong emotions which are likely to have a vast 

number of unemotional feelings attendant. In Figure IV, 

above, (g) is an example of a composite feeling tone which 

is composed of four strong emotions with attendant vague 

or umenotional feelings. 

Premise No. 2_.—The feelings which are experienced 

with art music are unemotional feelings. 

The experience of performing (artistically) or of be-

ing the percipient of art music appears to be unemotional 

feelings. A truly aesthetic experience from hearing art 

music is different from the strong emotions otherwise ex-

perienced. The feelings attendant at the hearing of a good 

recital of art music probably would at one or more times 

before, during, or after the recital, be experienced as 

strong emotions, but the actual hearing of the music, if 

aesthetically enjoyed, should produce unemotional, far 

more expansive feelings, intuitively perceived. 
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The strong emotion which would be experienced would 

be from relating through memory the pleasant feelings 

which were enjoyed at a previous recital, from anticipa-

tion of being able to hear the performance, or from thou-

sands of other factors. The discussion thus far should 

help to impress the reader with several factors evident in 

dealing with the feeling tones (affective domain). Feeling 

is a part of all cognition. Feelings are multitudinous, 

vast in range of character, lie on both the conscious and 

the subconscious levels, are both emotional and unemotional 

in classification, and with the exception of emotions, tend 

to be difficult to define. Unemotional feelings on the 

conscious level may be discussed, labeled, but cannot be 

transported to another individual. Emotions can be ex-

pressed in verbal description, but emotions cannot be 

transported to another individual. In the case of emotions, 

a like feeling is prone to appear in certain instances. 

Two individuals may experience similar unemotional experi-

ences, but measuring such experiences objectively would be 

a challenge for future research. It is literally impossible 

to experience the feelings of another individual through 

demonstration or description. 
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Figure V gives delineation to the feeling tones which 

might be those experienced by an individual who goes to a 

recital, who attends the recital, and who, later, departs. 

FIGURE V 

FEELING TONES IN CONCERT ATTENDANCE 

i*» 

a. Basic feeling circle. 

b. The individual attending the concert or recital 
has a specific, strong feeling called an emotion, possibly 
from the desire to hear the music. 

c. The person attending the concert or recital may 
not have any definable feelings. Vague. Multitudinous. 

d. Hearing the concert will bring feelings with a 
quality far above, or different, from emotional identifica-
tion. The actual hearing of the music will have attendant 
feelings of an unemotional character. The tiny dots in-
dicate that intuitive feelings may be involved. The 
feelings are indefinable. 

e. Circle of feeling showing that as a result of the 
experience of hearing the concert, a strong emotion has 
developed from the memory of the intuitive perception 
experienced only a second, or seconds earlier. One minute 
following the hearing of a piece of music, that music is 
a memory. The enjoyment of that musical production is an 
aesthetic enjoyment. The emotion comes from the memory of 
the aesthetic experience. Such an emotion may be very 
strong. 
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In Figure V, above, important is the fact that the 

strong emotion would not come from the percipience of the 

art music, but as an attendant emotion which would result 

from the aesthetic experience of hearing the music. The 

emotion might develop from the immediate memory of the 

aesthetic involvement with the art music. The strong emo-

tion might develop one or two seconds following the end of 

the percipience of the music. 

Figure V has shown that the actual feelings which 

attend art music, whether of the percipient or of the artist 

who is performing, are those of an unemotional character. 

The meaning, the percipience in it, the aesthetic feeling 

which accompanies the experience of hearing art music is 

classed in the unemotional level of feelings, above the 

emotional. The strong emotions shown in Figure V were ex-

perienced by the one who attended the concert, but they are 

emotions brought about by other causes than the percipience 

of the music. The strong emotions may have developed as a 

result of just having completed the hearing of the music. 

In such an instance the percipient may have had such a rich, 

rewarding experience in listening to the music that he has 

a very, very strong emotion of enjoyment. The strong 
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emotion, however, is a separate set of feelings from the 

feelings experienced aesthetically during the time of 

hearing the actual music. One second following the end of 

the production of music, that music becomes a memory. 

Music does present forms of feeling and as Langer has 

expressed, music probably does present forms of feeling 

which expresses life. Tension and release are tools which 

music uses to be able to present forms of feeling. The 

feelings of tension and release are also shown through 

rhythm in the music, through harmonic progression and in 

the ebb and tide of tension and release in melody. The 

assumption is strong that the experience of any and all 

strong emotions which are attendant the activities of hear-

ing a concert or recital of art music, as shown in Figure V, 

comes about as a result of the anticipation of attending, 

as a result of the aesthetic experience of perceiving the 

impact of the music, as a result of the memory of the music. 

The memory of the music begins the instant the music is com-

pleted . 

The sense of time—during the hearing of a fine artist 

sing—is lost in the involvement with the music. Each song 

is a gestalt, a totality, and if it is great art, each song 



245 

can provide an intuitive response. The perception of the 

music by the listener is the feeling which he receives 

from the music itself, not the feeling of the performer. 

The performer must put his utmost intuitive interpretation 

into the music, put feeling into the music, but not his 

own personal feelings; he must put the feeling into the 

song which he perceives, which he intuits, not his own 

emotions. The feeling which is put into the interpretation 

of a song is far more expansive, more significant, more 

cogent, more pregnant than the personal feelings of the 

performer. The greater the artist, the more significant 

will be his interpretation of the song. The more a per-

former puts of his own feelings into a song, the less will 

be the degree of artistic interpretation. 

Premise No. 3_.—The feelings of a percipient of an art 

song are not the feelings given to him bv the performer or 

by the composer of the song. 

The feeling which the percipient of a song experiences 

is that which is presented to him, revealed to him, explod-

ed dynamically upon his consciousness, and not the personal 

feelings of the artist. The feeling which the performer 

has in the performance of a song is the interpretation 
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which he receives from the work of art, the song. The 

feeling which he gives is that of the meaning or feeling 

in the music, not feelings which express his own emotions. 

The experience of the performer may give him heightened 

feelings even to the extent of ecstasy, but such an ex-

perience is not the meaning or feeling which he was able 

to extract from the music and present as a performer. The 

strong feeling, possibly strong emotion, even aesthetic 

experience which the performer felt personally, is not the 

feeling which he revealed from the song. 

The composer of the music put feeling into the com-

position of the song, but the feeling which he put into the 

music was not his own feeling—if it is art music—but was 

the intuition which he received. The impact of the intu-

ition is often sudden, is a total entity, and may come 

completely unexpectedly or may come from conscious effort 

to invite the intuitive thought. Intuition which comes to 

a composer may be that which seems to present the concept 

of the song in its totality, or the intuition may come as 

the germ for the composition which then must be completed 

through intent and effort. Figure VI shows the individual 

experience of the composer, the individual experience of 

the performer, and the individual experience of the 
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percipient of the song. The composer, the performer, the 

percipient of art music, each, receive intuition individually, 

FIGURE VI 

INDIVIDUAL EXPERIENCES OF THE COMPOSER, 

PERFORMER, AND PERCIPIENT 

Cestui -Hon 
*** 

(Intuition] 

*The composer receives the inspiration for the song 
from an individual source, from intuition. From this he 
works out the composition. 

**The singer, a performer, reaches to the song for the 
meaning in it, the percipience of it, for the intuition 
which it reveals, and then becomes the vehicle for the 
revelation of this significant meaning. 

***The listener, the perceiver, hears the song and 
reaches to the song for the meaning it has, for the percip-
ience in it, for the intuitive revelation, and considers 
this to be the feeling or impact of the song. 

To say that a performer really put his feelings into a 

song is incorrect from an artistic standpoint. His own 

feelings are needed to the fullest extent for the singer to 

be able to understand the song and to reveal what the song 

has to say. The performer, also, is not trying to reveal 
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the individual feelings of the composer, but the individu-

ated expression of intuition which the composer received 

and transformed into a song. 

Premise No. 4.—Feeling, which can be either emotional 

or unemotional, serves as (1) stimulation (motivation), 

(2) material, or as (3) companion. 

Three important areas of feeling are those of (1) 

feeling which is used for stimulus, (2) feeling which 

serves as material for building concepts, and (3) feeling 

which serves as companion. 

When feeling serves as stimulation, it becomes motiva-

tion. This form of feeling is highly recognized as a very 

necessary part of the learning process. Self-initiated 

impetus—feeling which provides the motivation for learn-

ing—is the most significant type of motivation. 

Peeling which serves as material is important in the 

learning process and is especially important in the study 

of voice. When sensation, feeling tone, or the affect pro-

vides the substance from which concepts are formulated, 

feeling is again important to learning. In the study of 

voice, feeling which serves as material is highly important 

to the development of voicepts. Figure VII delineates the 
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three important areas of feeling. These areas concern feel-

ing which serves as stimulation, as material, and as that 

which serves as companion. 

FIGURE VII 

FEELING: STORED OR ACTUAL 

( y r p R E D F E E L I N & ) 

F-M 

a. Basic feeling circle. 

b. Feeling circle denoting feeling which serves as 
stimulus or motivation. The stimulus affect will be shown 
by the use of the basic feeling circle with the addition 
of the letters, F-S, within the circle. 

c. Feeling circle denoting feeling or affect which 
serves as material. Feeling serving as material is shown 
by the inclusion of the letters, F-M, inside the circle. 

d. Feeling circle denoting feeling or affect which 
serves as companion. This feeling includes within the 
symbol the letters, F-C, showing the companion aspect of 
feeling, the idea that feelings are attendant with cogni-
tion and with life. 
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The three areas of feeling denoted in Figure VII are 

all a part of learning and of existence. Feeling which 

serves as a stimulus, or motivation, obviously lies central 

to learning and affects cognition either positively or 

negatively. In the voice studio this type of feeling is 

important in that the voice student should be encouraged to 

grow in his own awareness, to be involved in the use of 

voicepts which will enable him to help direct his own vocal 

development, and to work for his own autonomy in the devel-

opment of the evaluative process. 

Feeling which serves as material for building is the 

most important area for singing. The feelings which the 

singer experiences provide him with concrete material or 

evidences with which to formulate voicepts which thus guide 

him in the next singing process. Feeling which serves as 

material is the means by which the voice teacher is able to 

provide contact for the voice student with his own involun-

tary vocal functions. 

Feelings attend—as companion—the learning process 

as unemotional or emotional (motivation) feelings, and 

attend other activities as an accompaniment. These feelings 

may be strong or vague feelings which tend to shift and 

change. Feelings may be actual, current, or stored. 
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Premise No. 5..—Perception of music and voiception 

deal with phenomena which extend far beyond the capability 

of language. 

Feelings can be discussed but not transported from 

one individual to another. Emotions are probably more 

easily discussed. If the listener has the same emotion, it 

is only a development of the experience which has produced 

within the listener the same emotion. 

Feelings which are less strong, unemotional feelings, 

are less easily discussed and delineated. Feelings are 

less and less within the realm of discursive treatment as 

they become more and more vague. In no way can feelings 

be actually conveyed through discourse. The listener tends 

to interpret what he hears in light of his own existent 

feelings or in light of feelings which he has stored and 

which he recalls from memory. 

Important in the development of voicepts in teaching 

voice is the fact that feelings cannot be transported from 

the voice teacher to the voice student. Feeling is a very 

powerful force in the act of singing. Feeling helps the 

development of voicepts in two basic ways. 

1. Feeling which serves as material gives the voice 
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student the means for him to develop a voicept concerning 

what relevant evaluations are appropriate to the singing 

experience just completed. 

2. Feeling which serves as material provides the 

voice teacher with a voicept achieved through imagination 

which was stored as memory of feeling from experiences 

which the teacher has had. The voice teacher draws upon 

feeling in the form of memory to help analyze the vocal 

functions of the voice student. The lever which the voice 

teacher has—the lever provides access to the control of 

the involuntary processes in singing—is the contact which 

is made between the voicept of the teacher and the voicept 

of the voice student. 

Premise No. <5.—One of the first goals in teaching 

voice is the development of freedom in the voice studio. 

An atmosphere of freedom should permeate the studio. 

The voice student needs to feel free to be responsive to his 

singing, free from inhibitions, and be willing to accept 

new developing tone quality. The search for and ready 

acceptance of new developing tone quality is most important 

to development of the voice. The voice student must be 

willing to accept change. The voice student should be 
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encouraged to look for and to work for the correctly 

produced vowel. Focus should be taken away from tone 

quality. This allows the voice student to be relieved from 

restrictions which might be—and sometimes are—imposed upon 

him by the values of others. The final evaluation for tone 

quality should come from the voice student, but in initial 

stages of study there should not be focus upon tone quality. 

One of the final goals in the development of the voice is 

the functional freedom and facility of the singing technique 

which allows the most beautiful tone quality—or desired 

tone quality—possible for the potential of the voice 

student. 

Although focus should be taken away from the need to 

produce a specified type of tone quality, obviously the 

voice student will be hearing his own voice to some extent 

each time he sings. Emphasizing that focus should be taken 

away from tone quality means that de-emphasis should be 

applied to tone. De-emphasis given to tone quality is not 

synonymous with elimination of concern for tone quality. 

In voiception the concern is given to the composite sensa-

tion which includes the ability of the voice student to hear 

his own tone quality along with other abilities discussed 
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elsewhere in Chapter V. 

Figure VIII gives emphasis to the implication that 

voiception deals with phenomena which extends far beyond 

the capability of language. 

FIGURE VIII 

VOICEPTION BEYOND LANGUAGE CAPABILITY 

VOICE/ a 

Voicept 
of 

VOICE 
TEACHER 

Voicept 
of 

VOICE STUDENT 

a. The important implication of Premise No. 5 is that 
the voice teacher needs to make an analysis of the sung 
tone of the voice student and in order to do so must form 
a decision as to what vocal functions developed in the 
reactive vocal organs. The voice teacher cannot feel the 
sensation experienced. 

b. The voice student has sung the music. Hearing his 
own vocal production (and with the guidance in cognitive 
development by the teacher), the voice student analyses his 
own sensation from the act of singing and forms a voicept-

c. The voicept of the teacher shows a question mark 
indicating that her voicept cannot actually know the sen-
sation of the student, but can only be based upon factors 
which help her to make a calculated guess as to what took 
place. 



255 

d. The material with which the voice student forms 
his voicept (cognitive-affective) is the sensation. 
Because feelings known as sensations can only be described 
in part, the inability of language to convey the infor-
mation from the voice student to the teacher and from the 
voice teacher to the voice student is central to voice 
study. 

Figure VIII shows that the voice teacher cannot know 

the sensations experienced by the voice student and that 

language is insufficient to transport the actual sensation 

from the voice student to the teacher. Peeling which serves 

as material for building voicepts provides the access to 

gaining control over the involuntary vocal functions. The 

way to surpass the inability of language to convey the full 

meaning of the sensation is demonstrated progressively in 

the development of the meaning and implementing of voicepts 

in teaching voice. 

Freedom needs to be established in the voice studio 

in many ways. A psychological freedom should persist. 

With focus taken away from tone quality, the voice student 

is free to let his voice develop without feeling a need to 

hold to the tone quality which he has or to try to form a 

certain type of tone quality which is being imposed upon him 

by someone else. Often the situation is one in which the 

voice teacher needs to utilize learning techniques whereby 
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the voice student will gain the courage to explore new 

tonal experiences and have the courage to risk freeing his 

own tone quality from its present state. 

Figure IX emphasizes a need to develop psychological, 

vocal, and interpretative freedom in the vocal studio. 

FIGURE IX 

FREEDOM IN THE VOCAL STUDIO 

-/ 
LIMITED TONE 
QUALITY 

a. The voice teacher needs to establish limitless 
boundaries in the voice studio to provide an attitude of 
freedom from which growth can take place in the act of 
singing, development of the voice can progress, and growth 
can be realized in the evaluative prowess of the voice 
student. 

b. The angle presented by the letters c is symbolic 
of the responsibility of the voice teacher to provide the 
possibility of growth and expansion of the voice. The 
shaded area under b shows the lack of development of the 
voice student if he does not allow himself to explore for 
the full development of his singing capabilities and for 
freedom in his voice. Implied, also, is the idea that the 
tone produced within the shaded area likely is incorrectly 
produced. 
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c. The voice student needs to turn loose of his 
preconceived idea of tone quality to explore for a far more 
expansive, more flexible, and more resonant voice. 

d. Inhibitions of a psychological nature, physical 
nature (vocal functions), and evaluative nature, need to 
be overcome as soon as is possible. 

Freedom in the vocal studio permits the way for ease 

of vocal production and growth. This statement does not 

imply that vocal faults are eliminated by the development 

of psychological freedom in the voice studio; but the 

attitude of freedom for exploration, the mutual use of 

voicepts, the organized random search for the correct pro-

duction of the vowel in singing, the use of provocative 

questions to guide the formulation of voicepts. and the 

constant probe for evaluative skills, will help. 

Premise No. 1_.—Feelings, both subjective and objec-

tive, are important in voicepts. 

The thinking processes of the voice teacher and of the 

voice student are definitely not the same. The voice 

teacher thinks subjectively about the objective vocal pro-

duction of the voice student. The voice teacher thinks 

subjectively—through imagination which serves as memory— 

about the sensations which she has experienced in the act 
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of singing. In this way the voice teacher tries to assess 

and evaluate the vocal production of the voice student. 

There are four basic ways in which the voice teacher in 

normal studio conditions (without additional scientific 

equipment) can evaluate the vocal production of the voice 

student. The teacher can analyze the vocal sound, observe 

by sight part of the singing process, compare what happened 

with former sensations experienced by the teacher, and— 

by communicating through different modes of teaching be-

havior with the student—help the voice student in the 

formulation of an evaluation of the singing production. 

Figure X depicts feeling tones of the voice student and of 

the voice teacher. The voice teacher is unable to feel 

the sensations of the voice student. Only through memory 

of former sensations is the voice teacher able to evaluate 

by means of sensation. By sight, by hearing, by assessing 

the total vocal production, the teacher achieves a voicept. 

The voice student is assisted by the voice teacher, but 

most of his evaluate process is individually achieved. The 

voice student utilizes the feeling which serves as material 

and the sensation—the composite sensation which includes 

hearing—to achieve his voicept. Figure X shows that the 
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thinking of the voice teacher and the thinking of the voice 

student are divergent. Both use objective and subjective 

thinking in the formation of voicepts. but in different ways, 

FIGURE X 

IMPORTANCE OF SUBJECTIVE AND OBJECTIVE FEELINGS 

(SENSATION) 

' /VOICEPT 

a. The voicept of the voice teacher includes both 
subjective and objective thinking. The teacher is also 
aware that the voice student thinks both subjectively and 
objectively about his voice. 

b. The voice student thinks both subjectively and 
objectively about his own vocal production. In Figure X the 
voice student sings, and through feeling which serves as 
material—along with guidance from the teacher—makes an 
evaluation of his sung sound. The feelings which serve the 
voice student may be psychophysical and purely subjective 
feelings, both types of which are included in the symbol 
listed under c. 

c. The sensation or feeling tone which serves the 
voice student as a basis for forming evaluations of his 
singing. Included are physical sensations, psychological 
evaluations of the physical experience, of the sung sound, 
of the totality of the feeling tone of the vocal production. 
The percipience comes from the totality of the sensation. 
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Of the objective and subjective thinking processes 

involved in the voicepts of the voice student and voice 

teacher, the most significant one is that of the voice 

teacher in being limited from actually feeling or knowing 

exactly what vocal functions took place. 

Premise No. 8.—The most important element in the 

voicept of the teacher is the ability to guide the in-

voluntary vocal functions of the voice student. 

In the beginning states of vocal development the voice 

teacher should use techniques which provide directives 

which will lead to the control of the involuntary vocal 

functions. The importance in the distinction between the 

voicept of the voice teacher and that of the voice student 

is that the voice teacher is aware of the involuntary vocal 

functions of the student and realizes that certain tech-

niques are necessary for gaining control of these functions. 

In many instances, especially in the beginning of the vocal 

development, the voice teacher must avoid letting the voice 

student know the goal of some of the teaching techniques. 

This is necessary for working with the singing voice—sing-

ing being mainly a reactive process. Most of the muscles of 

the laryngeal and pharyngeal functions lie below the level 
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of volitional control. For this reason, in the beginning 

stages of vocal development, the voice teacher will need to 

use techniques which will activate the reactive processes. 

Because part of the singing production is below the level 

of volitional control, both physical and psychological 

inhibitions can be eliminated or prevented by the voice 

teacher selecting the correct techniques without allowing 

the voice student to become self-conscious about his singing, 

Although the goal later is for the voice student to 

gain access to the singing function, at first some direc-

tives need to be used which should not be called to his 

attention. There is an important basic reason for this. 

The vocal functions are basically reactive. To tell a 

voice student to relax his throat—when constriction is 

apparent from the vocal sound and from such malfunction 

as a quivering chin—is far worse than useless. Giving 

such a directive will only focus attention to a malfunction 

which the singer probably already knows exists. The direc-

tive which draws attention to the imbalance of the registers 

will likely only increase the problem. The student may 

know that the problem exists but may be unaware of its 

cause. The teacher—through realization of the need to 
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select teaching techniques which produce the desired 

reactive function—is able to begin the establishment of 

gaining control of the reactive vocal functions. 

FIGURE XI 

VOICEPT OF TEACHER KEY TO INVOLUNTARY 

VOCAL FUNCTIONS 

SINGING 
VOICE 

5 
yoic fPT 

r/NV/oLUN 
V O C A L . 
{FUNCTIONS 

s e 

( S E - N ^ T I O M ) 

a. The voice teacher provides the first step in 
gaining control of the involuntary vocal functions of the 
voice student. 

b. The voicept of the voice teacher provides the 
teaching techniques needed for the particular vocal func-
tion. 

c. The voice student has sung a word. The evaluation 
of the sensation—achieved in the voicept—is made that 
the vocal production was correct or that improvement is 
needed. 
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d. With correct techniques, the voicept of the 
teacher provides the correct directives, questions for 
analysis, or guidance to evaluation of the sensations. 

e. The sensation or sensations which the voice 
student alone experienced during the singing. 

f. Because the vocal functions are largely reactive, 
the voice teacher could give the directives which cause 
the voice student to sing in the correct way to bring 
about the reactive functions. Initially, knowledge of 
the reactive functions on the part of the voice student 
could cause both psychological and physical inhibitions to 
singing. 

In the initial stages of voice training the teacher 

will need many times to use procedures which will elicit 

the reactive processes of the voice. There are instances 

when the teacher—realizing that the student does not have 

direct control of the laryngeal and pharyngeal functions— 

should not draw attention to what is to be accomplished. 

In Figure XI the voice teacher supplies the first and most 

important link in the chain of vocal procedures which gain 

control of the vocal functions. In Figure XI the important 

knowledge learned is that the teacher knows how to proceed 

to help the voice student begin the slow process of learning 

to gain control over the vocal functions. 

Emphasis should be drawn to Figure XI to explain that 

the ultimate goal to be achieved as soon as is possible is 
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that of increasing the ability of the voice student to want 

to understand the vocal reactive processes and to become 

skillful in handling his own singing. 

Premise No. 9.—The second step in gaining access to 

the control of the involuntary vocal functions is provided 

by the voice student. 

The teacher, knowing the teaching techniques needed, 

provides the course for developing the singing process. 

With perceptive teacher behaviors the teacher is able to 

lead the voice student in arriving at the sentience—the 

evaluation or interpretation of the feeling or sensation— 

which the voice student, alone, experiences in the act of 

singing. Figure XII depicts the second step in gaining 

access to the involuntary vocal functions. The second step 

in gaining control of the reactive processes in the act of 

singing is the ability of the voice student—with the guid-

ance of the voice teacher—to begin gaining awareness of 

these reactive vocal functions. The success of the student 

in developing this ability, at this stage, determines the 

progress which can be made in his becoming involved in the 

learning process in voice study. The perceptive response of 

the teacher to each step of progress is also important. 
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FIGURE XII 

SENSATION IN STUDENT VOICEPT 

SINGING 
voice 

VOiCfP 

a. Voice teacher provides the first step in gaining 
access to control of the involuntary vocal functions by 
guiding the teaching techniques which cause the vocal instru-
ment to react. Prom this reaction the teacher guides the 
voice student to analyze the process which has just taken 
place during the singing. 

b. The voicept of the voice teacher provides the 
impetus for gaining the control of the involuntary vocal 
functions. 

c. The voice student sings and through the analysis 
and evaluation of the sensation—composite feelings and 
psychological analysis of sound—-which he experienced in 
the singing, increasingly becomes aware of what is 
happening in the vocal functions. This is the second step 
in gaining control of the reactive processes in singing. 

d. The voice student sings, analyzes what happened 
mainly by sensation, develops a voicept which will help him 
in duplicating the correct vocal procedures in the future, 
and begins to gain awareness of how the vocal mechanism 
should react as a result of the sentience found in the act 
of singing. 
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e. The voicept of the student is effected by the 
guidance of the teacher and the student's own awareness of 
the sentience in the singing which he just completed. The 
thought processes which made the evaluation possible were 
guided by the teacher. 

The second forward step in gaining control of the 

involuntary singing functions is that performed by the 

voice student as a result of responding, valuing, concep-

tualizing, and internalizing the concepts which enable 

him to form voicepts drawn from the actual sensations 

which he experiences in singing. 

Premise No. 10.—Singing is a psvchophvsical process. 

Singing shares both mental and physical qualities. 

The singer experiences feelings during the singing 

act. The act of singing is in one way a physical process, 

but the interpretation of the act by the singer is a sub-

jective process. The voicepts of the voice teacher and of 

the voice student cannot be identical because of the diver-

gent thinking patterns of the two. Figure XIII denotes the 

differences between the teacher's and the student's 

voicepts. 

Because the act of singing is psychophysical, the 

voice student relates to his own voice both subjectively 
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and objectively. For this reason the voice teacher must be 

the guide for the selection of learning techniques. The 

FIGURE XIII 

VOICEPTS OF VOICE TEACHER AND STUDENT 

Voicept of a Voicept of 
Teacher: / \ * Student: > v ** 

*Voicept of the teacher differs by the ability to 
direct both the voluntary and the involuntary vocal 
functions of the voice student. The voice teacher is 
alert to the existence of conscious and subconscious know-
ing on the part of the student. 

**Voicept of the student differs from that of the 
voice teacher by the need to be protected from awareness 
of which vocal techniques are being used, in selected 
instances, to control the involuntary vocal functions. The 
voicept of the voice student includes his own awareness 
that he has both conscious and subconscious mental functions, 

teacher needs to select techniques especially for correc-

tion of vocal faults which will allow the student to feel 

free of inhibitions about the singing functions which are 

below volitional control. Later, in the developmental 

process, the student should become increasingly more adept 

in his skill of selection and application of techniques. 
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Premise No, 11.—The connecting link between the 

voicept of the teacher and the voicept of the student in 

gaining control of the involuntary functions of the act 

of singing is the vowel. 

The beauty of the voice, the communication of the text 

of the song, and the vehicle for the sung sound are found 

in the vowel. The vowel permits the voice teacher and the 

voice student to experiment and discover the reactive pro-

cesses in singing. By controlling vocal functions which 

come under volitional control, the voice student—through 

fine sensitivity—can begin to become increasingly aware of 

the sensations which will guide him in developing the vocal 

technique desired. Much emphasis is given here to the 

awareness in change or control of the reactive vocal func-

tions. Emphasis is directed at the physical feeling, the 

physical changes, or the physical vocal functions without 

change. Fine sensitivity is required to equate what is 

sung and heard with a change or lack of change in the vocal 

production. Attention is pointed again to the fine degree 

of exactitude required in assessing the vocal functions for 

a change or a lack of change to be equated with the total 

vocal production. Emphasis is given by restatement that 
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the voice student can begin the progress to gain control 

over the vocal functions which lie below volitional con-

trol by controlling the vocal functions which come under 

volitional control. By careful assessment the voice stu-

dent can in this way learn to recognize the changes which 

occur. 

Control of the registration of the voice can be 

achieved through use of the vowel in singing. By the 

changes in pitch or intensity, a change in registration 

can be felt. By keeping the volitionally controllable 

muscles passive through nonmovement, the student can gain 

a perception of the interior movement of the vocal func-

tions . 

The sensation of the voice student is realized only 

after the vowel is sung. The activity takes place and then 

the analysis is possible. 

The vowel is the important vehicle for use in the 

voice studio. With the vowel, pitch, and intensity, the 

registration of the voice comes under control. By having 

control of the registration of the voice, problems of con-

striction can be relieved. Figure XIV shows in symbolic 

form the importance of the vowel in singing. 
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FIGURE XIV 

VOWEL: THE VEHICLE FOR SOUND 

S INGr 

voice/ a 

V O W E L F- M 
FEELING-

STUDEt 
sitictPH 

9 (SENTIENCE) 

a. The voice teacher is able through a voicept 
to help the voice student evaluate the singing production 
of the vowel. 

b. The voice student sings the vowel, becomes aware 
of the production of the vowel and—with the assistance of 
learning techniques provided by the analytical processes 
of the teacher—begins to assess the reactive processes 
which have provided him with the sensation for analysis. 

c. The vowel is the vehicle for sound, the only 
commodity which the singer has. Voice is a product of 
function. The sung vowel is the vehicle for developing 
the voice, for allowing the voice to produce beautiful 
tone quality, and is the vehicle for the sung word. 

d. The feeling, the sensation, which is present in 
every act of singing, provides the material for analysis 
of the vocal production. Even further benefit is gained. 
The feeling or the sensation provides the singer with a 
tangible experience for gaining control of vocal functions. 
While initially not volitionally controllable, the in-
voluntary vocal functions can be reached with directives. 
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e. The voicept of the voice student is the final 
state of the student's growing ability at analyzing the 
sensation and thus arriving at the final evaluation of 
the vocal production which has just taken place. The 
voicept—using both cognitive and affective processes—has 
provided the analyses. 

f. The voicept of the voice teacher is a communication 
to the sung vowel, to the sentience of the vocal performance, 
and with the voice student. 

The important distinction of the differences between 

the voicepts of the student and the teacher had to do with 

the voice teacher having the ability to make the decision 

of what techniques to use for gaining control of the in-

voluntary vocal functions. 

Premise No. 12.—The voice teacher needs to know when 

the voice student will benefit by learning techniques which 

will gain control of the involuntary vocal functions. 

There are two basic situations in the voice studio 

when the voice teacher should take the focus away from the 

voice techniques being used. In the beginning stages of 

vocal development the voice student would likely profit 

rather little by having such knowledge. There are many 

reasons for this. First, having the knowledge about such 

vocal functions does not at all insure that the knowledge 

has been formed into a voicept. Knowledge and concepts are 
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not synonymous terms. Knowledge and conceptualization are 

far apart. Second, the voice student should be set free 

from inhibiting limitations so that he can begin singing 

and can start the vital discovery exploration into the 

vocal functions. The time arrives when the voice student 

should be led through the exploratory search for gaining 

an understanding of the vocal functions which lie below 

volitional control. This is not a quick process but it is 

a tangible way to counter an intangible procedure. 

Although the ultimate goal is that of assisting the 

voice student to gain control of his vocal functions, both 

voluntary and involuntary, there are times in corrective 

measures (such as the throat constriction in Figure XV) 

when the purpose of the technique would be defeated if the 

voice student knew the identity of the procedures. Often 

the voice student is aware of vocal problems but he is 

unable to diagnose them and make corrections on his own. 

Difficulty is encountered in such procedures because of the 

vocal mechanism being, in part, a reactive process. 

Figure XV gives an application of the need for the 

voice teacher to protect the voice student from knowledge 

of the reasons for the selection of specific teaching modes, 
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FIGURE XV 

REGISTER MALFUNCTION: THROAT CONSTRICTION 

SlNGr >c 

VOWEL 

THRo 
CoNSTRjCTlON 

OCAL 
FREEDOM 
THROUAN 

IMBALANCE 

V OWEL tAwoo 
TECHNIC 

INTENSITY 

a. The voice teacher observes by functional hearing 
that the voice student is singing with a throat constric-
tion. 

b. The voice student realizes that he is singing 
with a throat constriction, but does not know how to 
relieve the problem. 

c. The sung tone was a vowel. Following the singing 
the voice student could begin immediately to analyze the 
sung tone. 

d. The malfunction is a constricted throat. 

e. The voicept of the teacher provides analyses and 
decision for directives. 

f. The voice teacher makes the decision individually 
for the selection of the proper technique. 
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g. The voice teacher realized that the throat con-
striction was a result of the improper balance of the 
registration of the voice. 

h. Proper use of the vowel in conjunction with the 
pitch and with intensity brought about the needed balance 
in the registration. The improper muscular imbalance was 
relieved. The correct balance of the registration and the 
vowel position provided the possibility of vocal freedom. 

i. The singer was prevented from developing either 
physical or psychological inhibitions during the correction 
of the throat constriction. This situation was achieved 
by the voice teacher avoiding the use of statements or 
techniques which could have caused the singer to develop 
an incorrect reactive process. The voice teacher was able 
to maintain an attitude of vocal freedom and to avoid any 
feeling of self-consciousness on the part of the singer. 

Premise No. 13.—Because singing is psychophysical, 

the voicept of the teacher and the voicept of the voice 

student are both necessary for gaining control of the 

involuntary vocal functions. 

The voice teacher provides the directives for the 

voice student who then makes his analysis of the sensation 

which was experienced during the act of singing. The 

sensation occurs during the singing but it cannot be given 

cognitive-affective evaluations until the action is over. 

Skill is needed by the teacher in the use of the most cre-

ative teaching techniques to help the voice student in be-

coming aware of the sensitive vocal adjustments during his 
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singing. Figure XVI gives a symbolic presentation of the 

development of voicepts during the singing of a vowel, 

giving analysis to the feeling or sensation which was 

experienced, and arriving at the sentience of it. 

FIGURE XVI 

IMPLEMENTATION OF PSYCHOPHYSICS IN VOICEPTION 

b v_c 

MUSIC 
S 

V/OICEfT DICE 

5TUDEN 

/ • a 
( F - M ) / $ , 
V y 6/bi ctn 

- -

g i \ (SENTIENCE) 

* y 
avAUJAim) 

a. The voice student sings the music and subjectively 
evaluates the sensation which accompanied the act of sing-
ing. He analyzes the sensation and the sentience is 
established. With further analysis provided from the feel-
ing which served as memory, the student arrives at his 
evaluation of the sung vowel. 

b. The first voicept of the voice student is an 
evaluative process. 

c. The music is being sung by the student. 
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d. Feeling is serving as material for the formation 

of a voicept. 

e. The student's voicept following the singing of the 

mus ic. 

f. The voice student formed an evaluation of the 
singing production and arrives at the sentience in it. 

g., h., i., j. The sentience derived from the 
sensation provided feeling which serves as stimulation (g) 
for further improvement. The feeling which serves as 
material (h) provides the material for tangible evaluation. 
Observing any detectable change in the vocal musculature 
in conjunction with improved tone quality or freedom of 
tone production provides material or substance for inten-
tional replication of that vocal production. With cognition 
and with any physical process which is psychologically 
analyzed, an accompanying feeling (i) exists. The voicept 
which consummates the complete evaluation of the singing 
production and evaluative process is the conceptualization 
process of the voicept (j). 

k. The evaluation of the singing of one vowel is 
completed. Feeling has served as the fundamental tangible 
tool for the evaluation. The sensation included the physical 
and psychological feelings, the psychological evaluation of 
the sung tone, the composite feeling tone of the singer. 

The teacher needs to identify the behavior in the act 

of singing to elicit the desired goal. The voice student 

needs to learn what procedures will evoke the correct 

response. The burden for evaluation should increasingly be 

put upon the voice student. Figure XVII shows that the 

control of the involuntary vocal functions of the singing 

voice is a combined effort of the skills of the teacher and 
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of the voice student. The desired goal is assisting the 

voice student to gain autonomy over his singing process. 

FIGURE XVII 

COMBINED VOICEPTS: A GESTALT 

COMBINED VOICEPTS 

& Q U A T E 
fOUN D 

FUNCTIONALLY 

a. The voicept of the teacher. 

b. The voicept of the student. 

c. The voice teacher listens functionally and is 
able to equate the sound with what is happening in the 
voice. 

d. The voicept of the voice student has evaluated 
the sensation and the small amount of the vocal sound which 
he is able to hear—sound communicated through the head and 
the small amount of sound which is reflected back to his 
ears—and has arrived at an evaluation which will provide 
the information, the voicept for the next time he sings. 
The voice teacher (c) equates the vocal production with 
what is heard and determines to what extent the singing was 
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correctly produced. The voice student used his own voicept 
(b) for his final evaluative process and decision as to the 
quality of the vocal process. The important process for 
the voice student is being able to use each voicept to 
assist him in evoking the correct vocal production in 
each successive occasion. 

Two key words appear from the theory of voiception, 

equate and evoke. The voice teacher must learn to equate 

what is heard and seen with the functional reactions of 

the voice. The voice student, with the perceptive assis-

tance of the teacher, can learn—using his own voicept, and 

a product of the evaluations of his singing—how to evoke 

spontaneous and involuntary bodily reactions of the singing 

process. 

Chapter Summary 

In symbolic form the essence of the theory of voiception 

is shown in Pigure XVIII, where emphasis is given to the 

three main concerns: (1) the laryngeal and pharyngeal 

complex lies beyond the power of volitional control, (2) 

the voice teacher needs to hear functionally and equate the 

sung sound with the physical expression of the singing, and 

(3) the voice student should use the physical sensations, 

interpreted psychologically, as the principal evaluative 

factor in developing the desired tone quality. Pigure XVIII 
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shows symbolically the essential steps for developing the 

full vocal potential of the singer. 

FIGURE XVIII 

SUMMATION OF VOICEPTION: 

EQUATE AND EVOKE 

LARYNGEAL 

o T U D E W 
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a. Most of the muscles of the laryngeal and pharyngeal 
complex lie below the level of volitional control. Voice 
has been described as air. The singing voice is a product 
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of function. A great challenge in teaching voice is 
gaining access to the the involuntary vocal functions—— 
those beyond the power of volitional control. 

b. In this summation of voiception, the assumption is 
made that the voice student has been developing and has 
at this stage acquired some degree of attainment in hearing 
himself—in the large sense which includes aural, physical, 
and psychological hearing—and that he can assist the voice 
teacher in subjective functional hearing. 

c. The voice student sings a single vowel, a single 
word, or a song or aria. Immediately following the singing, 
the voice student begins his analysis of the sung tone. 

d. The voice teacher hears the song or tone and 
subjectively analyzes the vocal functions. The voice teach-
er is continually needed to assist the voice student in the 
functional hearing of the singing. Even after the voice 
student becomes a professional, the voice teacher or a vocal 
coach is needed. The subjective hearing of the voice teach-
er and the subjective hearing of the voice student are not 
identical. The actual aural hearing is different for the 
voice teacher and the voice student. The actual physical 
sensations of the voice student and his psychological 
evaluations are not within reach of the voice teacher in 
the same way and to the same degree. The singer continues 
to need a vocal coach and, as a professional, often continues 
to have one. 

e. The subjective functional hearing in the advanced 
stages of vocal training is done individually by the voice 
student and the voice teacher. 

f. The voice teacher all through the development of 
the singing voice of the student needs to equate the sound 
with the physical expression in the act of singing. This 
step—as in the step of the subjective functional hearing— 
is a procedure which is done individually by the voice 
teacher and the voice student. Because of differences 
shown in the premises of the theory of voiception, the 
voice teacher and voice student can not arrive at the 
decision concerning the sung sound in the same ways. 
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g. The perceptive selection of the singing tech-
nique is a procedure of the voice teacher and one of the 
voice student, also, as the voice student progresses in 
his development. The voice student thinks subjectively 
and objectively about his voice in arriving at a decision 
for the proper vocal procedure. The voice student at all 
times is working with a reactive vocal instrument. His 
thinking continues to differ from the thinking of the voice 
teacher. The voice teacher thinks subjectively and ob-
jectively about the vocal production of the voice student. 
The voice teacher can think only from an objective view 
concerning the vocal production of the voice student. The 
teacher thinks subjectively by using memory—feeling which 
serves as memory—concerning her own experiences in the 
act of singing. The voice teacher thinks objectively about 
the singing of the voice student. One individual cannot 
transport his feelings to another. Singing is a psycho-
physical process. Singing involves both mental and physical 
qualities. Perception and voiception—cognitive-affective 
teaching of voice—deal with phenomena which is beyond the 
capability of language. The total evaluation of the singing 
act by the voice student is, in part, nondiscursive. The 
singing act of the voice student is not a firsthand experi-
ence of the voice teacher. The type of subjective thinking 
of the voice teacher, therefore, is different from the 

type of subjective thinking done by the voice student. The 
subjective thinking of the voice student derives from his 
firsthand experience. The subjective thinking of the voice 
teacher relates through memory to an experience assumed to 
be comparable. Because the voice is a reactive instrument, 
the type of thinking of the voice teacher and that of the 
voice student cannot be the same. A reactive process can 
be set into action by the knowledge of it, or by feelings of 
self-consciousness. The critical issue develops from the 
fact that the vocal instrument is actually a part of the 
singer and is subject to both objective and subjective 
thinking and to both conscious and unconscious feelings. 

h. The voice teacher initially and continually is 
assisting the voice student to use effective learning 
techniques. 

i. The voice student evaluates the vocal production 
and is assisted by the voice teacher. 
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j. The sensation experienced during the act of sing-
ing is, in part, feeling which serves as material for the 
formation of a voicept. The physical and psychological 
sensations—forms of feeling—provide tangibility for the 
learning process in the voice studio. 

k. The sentience of the evaluation of the composite 
sensation of the act of singing—the sensation composed of 
aural, physical, and psychological factors—is achieved by 
the voice student. 

1. The voice student forms a new voicept as a result 
of the above evaluative process of the sung tone. With 
this voicept he becomes increasingly adept at learning 
correct procedures which will evoke spontaneous and in-
voluntary vocal reactions. 

m. With increasing agility of voice, facility of 
technique, interpretative skills, and more comprehensive 
musicianship, the voice student can sing so that he is 
able to evoke the voluntary and involuntary vocal functions. 

n. Assuming that commensurate skills of musicianship 
have been achieved, the voice student can promote the full 
potential of his ability to sing when he becomes adept at 
establishing the necessary conditions whereby a type of 
chain reaction can evoke the involuntary functions of the 
singing process. The assumption is made that the singer 
has control of the voluntary functions involved in learning 
the act of singing. When the singer can be in command of 
the voluntary and the involuntary vocal functions, he has 
attained an attitude of freedom and interpretation for the 
act of singing. 

The essence of correct, beautiful singing is the 

complete coordination of the physical and the psychological 

functions of the singer. The theory of voiception emphasizes 

the importance to the student of the singing sensation 

which provides a means for gaining control of the vocal 
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functions. The sensation is the basic guide which the sing-

er has for learning what is happening functionally in the 

act of singing. From this sensation—derived psycho-

physical^ and congealed into a voicept subjectively—he is 

able to learn (not instantaneously, but over a period of 

progress and growth) what is happening in the vocal mech-

anism. The voice student is able to hear only part of his 

voice and what he does hear is different from what the voice 

teacher or other individual hears. The student hears his 

own tone quality through the bones and muscles of his head 

and from sound reverted back to his ears. The singer, 

however, does at all times evaluate his singing production 

to some extent upon what he hears as tone quality of the 

sung sound. 

Sensation, as emphasized above in the premises of the 

theory of voiception, is the basic means which the voice 

student has for experiencing the actual vocal functioning 

of the body. Even though the voice student can learn much 

about the singing process, he needs to and does continue to 

make use of the singing sensation and of the sung sound. 

The singer cannot actually hear his own tone quality. All 

sound is evaluated psychologically by the ear. Thus, the 

singer is hearing his own voice in a different way from 
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that of the listener, and the singer is hearing only part 

of his tone quality. His dependence may be less upon the 

sound which he hears than upon the sensation and accompany-

ing feelings which he experiences in singing. 

In the presentation of the theory of voiception very 

little stress was given to the value of the sound of the 

sung tone to the singer in the development of his voice. 

There were two reasons for this. Most methods of teaching 

voice place great emphasis upon the development of tone 

quality. Obviously, the ultimate goal of the theory of 

voiception is the ability to produce the desired tone 

quality, but the establishment of the criteria for what is 

to be considered good tone quality, is complex. The in-

tended goal, however, for the theoretical posture of 

voiception was the attainment of the full potential of the 

singing voice of the student—even though at the beginning 

of the study, focus was taken away from tone quality. That 

de-emphasis was for the purpose of opening the psychological 

and physical possibilities of the voice student to a far 

greater potential of the voice. 

Emphasis was given to the sensation which the voice 

student received from singing a vowel, a word, or a song. 
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The figures in the theory of voiception gave emphasis to 

the sensation which the voice student experienced. That 

sensation was considered the basis upon which the voice 

student could experience the vocal functions, evaluate 

them from both objectivity and subjectivity, and arrive 

at a subjectively achieved evaluation of the tone. The 

sensation emphasized in the theory included not only the 

sensation from the vocal functions, but also the feel-

ing or sensations from the very experience of producing 

the sound and from what could be heard. In the figures 

depicting the word sensation, the word has far more mean-

ing than that of just the vocal functions. The sensation 

depicted includes all the feelings which the voice student 

has when the sound is sung and his feelings which immedi-

ately follow that singing. What he can hear of his own 

quality, of course, is part of the totality of what is 

included in the meaning of the word sensation. How he feels 

about the tone quality and about his vocal production is 

part of the sensation. He is giving self-evaluation to 

himself. He has growing awareness of his whole vocal pro-

gress. The sensation shown and described in the theory of 

voiception is a composite of all of the feelings which the 
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singer has about his singing at that specified time. Hope-

fully, immediately, the voice student may have a much 

improved composite sensation from the next tone which he 

sings. 

The reason for giving the strong emphasis to the 

sensation in the theory without the explanation of the 

concomitant numerous feelings was to provide clarity to 

the one essential principle in the theory: the voice 

teacher and the voice student working together—using 

cognitive-affective learning techniques—can with dedicated, 

insightful development of the voice gain control of the 

involuntary vocal functions of the voice student* When 

such control is gained, the voice student certainly has 

the tonal facility to produce the tone quality which is the 

fulfillment of his own potential. 

Tone quality is an elusive concept. Good tone quality 

is more elusive to describe. Although the evaluations of 

the voice teacher are an important guide to the voice 

student in developing concepts concerning tone quality, 

treatment of this topic in the theory of voiception was 

that of de-emphasis of the voice teacher's role in the 

evaluative process of tone quality. The emphasis was given 
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to the voice student in later stages of his growth in the 

theory. In the beginning stages focus was taken away from 

tone quality for many reasons, one was for freedom to 

permit growth. When the full potential of the vocal artist 

is attained, the singer will have the tonal facility to 

produce the desired tone quality. The desired tone quality 

is not always a beautiful tone. Imagine some dramatic art 

songs and especially dramatic arias expressing anger, 

revulsion, or disgust, being sung with beautiful tone 

quality. There is an appropriate tone quality for various 

songs and arias. The art song, "Der Erlkonig," by Franz 

Schubert (1797-1828), certainly is an excellent example of 

the need for having flexibility in the use of tone quality. 

Generally there is a type of tone quality which is appropri-

ate for a particular song or aria. Of course, the teacher 

plays an important part in helping the voice student to 

develop in the evaluative processes in selection of tone 

quality. The teacher assists the student to develop skills 

in the evaluation of tone quality. Assistance comes from 

the teacher through the use of direct suggestions, examples, 

and guidance. Even implications from the voice teacher help 

the student to develop improved understanding of tone 
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quality. The goal of the theory of voiception was that of 

helping the voice student to gain control over the in-

voluntary vocal functions, but time and growth are needed 

for this. In the interim vocal problems arise and should 

be corrected. To have a full discussion with the student, 

many times, tends to aggravate a situation which concerns 

a vocal problem. The example was given in which a voice 

teacher might give the following directive to the student 

who had a constricted throat, "Relax your throat." In 

many instance giving such a directive would tend to cause 

the student to react psychologically by tightening his 

throat even more. At such a time the voice teacher, alone, 

would make the selection of the techniques to be used. 

Later, as soon as is possible, the student should gain the 

control over such problems. 

The important moment in the development of the voice 

is the moment of insightful realization that everything—or 

nearly so—about the sung tone was right. Such an instant, 

such a realization, such an insightful psychological approv-

al of the sung tone, is an exhilarating experience. Such 

moments are the pinnacles of voice study. Such moments of 

complete coordination and physical and psychological 
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magnitude sire not easy to achieve but axe exhilarating. 

Such moments can come while singing an exercise using a 

vowel, while singing an exercise singing a word, while 

practicing a song in the studio, and while singing in 

performance—hopefully, all the way through the recital* 

The moments of achievement which are so distinct that they 

are instantly recognizable to the voice student and to the 

voice teacher are marks of attaining a new plateau in the 

study of voice. They indicate that progress is being made. 

Figure XVIII (page 279) shows the important combination of 

progressive steps in an example of such a moment as that 

described above. The voice teacher and the voice student 

have, at this stage of the development of the voice, arrived 

where both have gained in perceptive ability at analyzing 

the sung tone. The voice teacher has to analyze mainly by 

hearing the sound and, to a lesser extent, by observing the 

student. The voice student must form his evaluation from 

the composite sensations described above, from what he hears 

of his tone quality, from watching himself in a mirror, 

and from assistance from the voice teacher. Less and less 

dependence should be put upon the teacher. The goal is for 

the voice student to gain in awareness of his singing. 
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The £inal clue to the voice student being able to 

gain control of the involuntary vocal functions requires 

refinement of technique, perception, and sentience. The 

final clue to the voice student's ability to recognize the 

actual vocal functions begins with the voice teacher. To 

achieve this goal, the voice teacher must provide techniques 

which will allow the volutionally manageable functions to 

remain static while the involuntary vocal functions change. 

The perception of this is an example of the moments of 

pinnacles described above. 

In the figures in Chapter V a symbol is used CW)') 

to show that the vocal functions have been analyzed and 

that the evaluation of the singing procedure has been 

achieved. An understanding exists. An evaluation has 

been perceptively formed through a voicept. In the figures 

the evaluation or the sentience of the composite sensation 

has been shown, in many instances, by the use of the 

symbol used to show the moments of insightful realization. 

The symbol of radiance (* w ' ) was devised to signify that 

the sentient quality permeated the evaluative process. The 

same symbol was used to denote awareness. Certainly the 
I w 

symbol of radiance (~ wt') would be appropriate to signify 
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the ability of the voice student to learn the sensitive 

perception necessary to recognize a change or changes in 

the involuntary vocal functions recognizable by the skill-

ful handling of the volutionally manageable vocal functions. 

The finely sensitive skill of both the voice teacher and 

student are needed* Sufficient emphasis can scarcely be 

given to the centrality of the above technique for gaining 

the control of the involuntary vocal functions. This 

technique provides tangibility to the voice student for 

gaining control of the singing process. 

The learning techniques which are known to elicit the 

higher cognitive levels of thinking are invaluable in the 

voice studio. Asking questions of the voice student just 

after he sings is em excellent technique to stimulate his 

comparative thinking. He needs to be helped to listen 

creatively for vocal function* tone quality, for interpreta-

tion. Provocative questions are beneficial. Many such 

strategies are needed to promote growth in the voice studio. 

This is said with the full realization that the voice 

studio is for singing and not for talking, as such. The 

techniques need, therefore, to be chosen wisely, used 

judiciously, and only if absolutely essential, be applied. 



CHAPTER VI 

CONCLUSIONS FROM THE STUDY 

The affective domain.—The affective domain is a 

specific avenue by which the voice teacher can select 

teaching techniques which provide for gaining control of 

the involuntary vocal functions of the voice student. 

Three main bases are needed for these selections: (1) the 

ability of the voice teacher to hear functionally what is 

happening in the singing production of the student, (2) the 

capability of the voice student in learning to analyze his 

feeling sensations—and slight aural feedback—during sing-

ing and in learning to produce intentional replication, and 

(3) the skill of the voice teacher in selecting techniques 

which take cognizance of the reactive aspect of the vocal 

functions and which provide guidance for the voice student 

which will lead to his ability to evoke the involuntary 

processes of the vocal functions. 

Feeling tone.—The affective domain or feeling tone is 

a very important part of learning. No cognition takes 

place without affect, and much of the affective domain has 

292 
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attendant cognitive functions. Some feelings, which are 

very important to human life, are nond. is cursive . The 

intuitive experience attendant the hearing of art music 

seems to be feeling which is nondiscursive. 

Gaining control of the involuntary vocal functions.— 

The vocal functions come under both voluntary and invol-

untary control. Finely perceptive vocal techniques are 

needed in developing steps of achievement which lead to 

the control of the involuntary vocal functions. The final 

clue to the voice teacher's skill in assisting the voice 

student in gaining control over the reactive processes in 

singing is centralized in one learning technique. The 

final clue to the voice student being able to recognize 

the actual functions of the vocal mechanism, begins with 

the voice teacher providing learning directives which will 

allow the volutionally manageable functions to remain static 

while the involuntary vocal functions change. 

The dichotomous relationship of the thinking processes 

of the voice teacher and the voice student.—The thinking 

processes of the voice teacher and the voice student are 

divergent in the beginning stages of vocal study. With 
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successful progress in the voice studio, techniques of 

communication are greatly improved. The thinking processes 

do not merge into unity. There are specific reasons for 

this. The stance from which each hears the singer has 

an impact upon this fact. The voice teacher hears the 

sung tone from an objective view. The voice student hears 

what he sings both subjectively and objectively. The 

teacher and the student both think objectively and sub-

jectively, but from different standpoints and concerning 

differing subject matter. The subjective thinking of the 

voice teacher relates, many times, to current or past 

vocal experiences of the teacher, not of the student. This 

is done for means of comparative analysis. The voice student 

thinks subjectively—in evaluation of his singing production 

—about his own singing, his own sensations, his feelings, 

his psychological evaluations, his tone quality, his 

success, progress, or failure to achieve. Such types of 

thinking on the part of the voice teacher and voice student 

are essentially divergent. A tremendous convergence of 

purpose and understanding can develop, however, in lieu of 

the innate divergent positions of the two. 
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Imagination.—Imagination is a very important part of 

every individual. Some form of imagination is used in the 

mental processes. Imagination plays a part in the learn-

ing processes. Before a scientific experiment can take 

place, for example, imagination has provided the insight, 

the plan, in part, and the incentive. 

Aesthetic value of music.-—The greatest aesthetic 

value of music comes from the arousal of the general feel-

ings rather than from the emotions. 

Conscious and unconscious levels of imagination.—The 

imagination works on the conscious mind and on the sub-

conscious level of the mind both with and without summons. 

An intuitive insight is a sudden, often unexpected form of 

knowing, which comes with amazing speed. The intuitive 

insight appears in a totality. The totality may be a germ 

for the development of a symphonic composition; it may be 

a completed concept; but the intuition itself comes in total. 

The voice student needs to become autonomous.—The 

voice student should be assisted in learning to evaluate 

his own vocal production and his tone quality, increasingly 

on his own as he reaches sufficient vocal maturity. The 
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tangibility achieved by gaining control over the vocal 

functions which come under both voluntary and involuntary 

control gives assistance to the voice student in the 

development of autonomy over the act of singing* 

The three main classifications for teaching voice—the 

Natural or Functional, the Scientific, and the Empirical-

use < maxfery.—The three general methods used in teaching 

voice, in varying degrees, include the use of imagery in 

teaching. These general methods are not as diverse as they 

appear. The voice teacher should select the knowledge and 

techniques which best give assistance to the development of 

the voice. Although having extensive knowledge about the 

vocal mechanism is necessary, the possession of that 

knowledge does not equate a capable voice teacher. The 

emphasis of factual knowledge for this study came from some 

respected scientific sources because of that scientific 

reference. Concepts are cognitive-affective processes which 

guide the selection of vocal techniques. 



CHAPTER VII 

RECOMMENDED RESEARCH 

Some problem areas which seem to merit investigation 

arose during the course of this theoretical study in vocal 

pedagogy. Some of the topics for possible research which 

do not come within the scope of this study are identified 

below: 

1. Beneficial findings could come from a study of 

voice imprinting being compared with a singer's subjective 

analysis of his own tone quality on a rank order scale 

of feeling tones including categories as suggested below: 

^a ^ ^ b , „ c . . d e f 

1 ' " ' y yi v - -1 v . o 

a. Empty feeling tone could be used to show lack of 
satisfaction with the sung tone. 

b. Feeling tone used to express some degree of 
improvement. 

c. Feeling tone with greater feeling of freedom, with 
more resonance. 

d. Student begins to feel and hear a rich tone 
quality. Greater expansion of the voice is desired. 

297 
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e. Feeling circle for expressing satisfaction with 
the vocal production and the tone quality• 

f. Feeling circle for expressing a consummate vocal 
production with psychophysical coordination and a rich, 
resonant tone quality. 

2. Could the subjective evaluation by the voice 

student of his composite feeling tone experienced during 

the singing of a selected set of vowels, a phrase, or of 

entire songs (expressed and recorded by a rank order of 

feeling circles), provide some tangibility for description 

of sensations when compared to a sonagram recorded during 

the same act of singing? 

Two possible applications could be made from this 

research? (1) the results might provide some degree of 

tangibility to the voice student to assist him in trying 

to analyze his sensations—immediately following singing— 

and thus provide him some assistance in learning to gain 

control of the involuntary vocal functions, and (2) the 

comparative analysis between the feeling circle evaluations 

and the use of the sonagraph might provide possibilities 

for the assessment of the vowel and of the total tone quality. 

3. What comparison exists between the feeling tones 

experienced in hearing art music (in recial) and the 
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feeling tones experienced in hearing music from the jazz 

classification (in recital)? For one individual what com-

parison exists between the two styles of music? What 

comparison exists between paired groups? The use of a rank 

order of feeling circles might be suggestive of techniques 

for the study: 

• • • 

a. Empty feeling circle for showing dislike or other 

negative feeling. 

b. Feeling circle to express a small amount of inter-
est in the music. 

c. Feeling circle denoting pleasure or approval of 
the music. Strong emotional feeling. 

d. Feeling circle denoting strong approval of the 
music. Stronger emotion. 

e. Feeling circle denoting the exhilarating feeling 
or appreciation of high degree. (Select a term for high 
emotion.) 

f. Feeling circle showing a high degree of unex-
plainable feelings, aesthetic enjoyment. Unemotional. 

4. Could some techniques be provided which would be 

beneficial for gaining control of both voluntary and in-

voluntary vocal functions through sonograms of the voice— 
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including the vibrato, obviously—being used in comparison 

with the voice student's analysis of his own vowel 

production? 

5. What relationship exists between the feeling tones 

experienced in listening to two groups of musicians from 

the general classification of jazz: (1) a jazz group with 

a soloist doing the vocals, and (2) a jazz vocal group with 

instrumental accompaniment? To be valid the feeling tone 

circles should record only those feelings which were 

resultant from the music alone within the time scope from 

the first note to the last note of each selection. The 

time between selections of music should be eliminated from 

the recordings. Record only the feeling tones which were 

experienced in actual listening. 

e 

The terminology for the rank order of feelings should 

be established appropriate for each type of research. 

Using the same experiment might provide some insight 

into the feeling—into the type of feelings—which comes 

from jazz musics emotional or unemotional? The feeling 
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circles should then include one classification for feeling 

which is unemotional. Suggested feeling circles follow: 

a. Empty feeling circle—no interest. 

b. Some degree of interest in the music. 

c. Pleasure or approval of the music. Strong emo-
tional feeling. 

d. Strong approval of the music. Stronger emotion. 

e. Very strong emotion over the music. Excited. 

f. Aesthetic feeling of enjoyment. Unexplainable 
feelings. Unemotional. 

Research for Application 

6. What comparative stance could be established be-

tween the singing of a selected set of phonemes and the 

selection of a feeling tone circle by the voice student? 

The selection by the singer of the composite feeling tone— 

his evaluation of his own singing—would need to be made 

immediately following the singing of the phoneme. An 

evaluation scale of the phonemes sung, established by the 

voice teacher could serve in comparison. The student would 

rank his sensation derived from singing. 
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7. Some further pursuit of the selection of the 

techniques and appropriate vowels for implementation of 

the theory of voiception in normal studio situations, 

should be veneficial. These could be techniques for 

achievement of specific goals. 

8. A longitudinal study of a comparison of beginning 

learning techniques in the voice studio of the following 

should provide insights into voice teaching: (1) Take the 

focus away from the development of tone quality in initial 

voice study, and for the other (2) Give emphasis to a 

beautiful tone quality in initial stages of learning the 

art of singing. 

9. Further research should be directed toward the 

use of specific learning techniques in developing voicepts 

(cognitive-affective concepts involving voluntary and 

involuntary procedures) in the vocal studio. When do 

provocative questions seeking relationships, analogies, 

habit patterns, or functional adjustment, best serve? At 

what specific stage of development do these serve best? 

What techniques can be developed for easier flow of vocal 

functions with the rhythm of the body, the song, the word? 
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Additional terms included: 

Flexibility.—Flexibility refers to the "ability of the 

voice to adjust to quick and sudden changes," and to the 

ability to modify throughout the tonal range.^ 

Freedom in singing.—For freedom in singing both the 

physical and psychological barriers must be eliminated. 

Perhaps the most difficult factor in all voice teach-
ing is the ability to ascertain the actual voice of 
the student (by discounting the wrong tone goals 
which are the result of fear, ignorance, inhibitions, 
and misconceptions) and to assist the singer to 
achieve an imaginary picture of a voice which he has 
never heard from himself before and to help him 
produce that voice." 

Proprioception.—The reception of stimuli produced 

within the organism is proprioception. 

Ring of the voice.—The ring of the voice in men is a 

strong overtone which averages about 2800 to 2900 cycles. 

•̂ -Terminology in the Field of Singing, American Academy 
of Teachers of Singing (New York, 1969), p. 13. 

^Robert M. Taylor, Acoustics for the Singer (Emporia, 
1952), p. 7. 
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For women the ring of the voice is higher at about 3200 

cycles. 

The "ring" of the voice is the presence of a strong 
overtone . . . since "2800" is convenient to remember 
. . . use it in quotation marks . . . to mean any of 
these high frequencies.3 

Training the voice.—Realizing that when teaching is 

being done, learning may not be taking place, several terms 

have been used to imply the establishment of a learning 

situation: training the voice, teaching, and guiding, for 

example. 

Vocalise.—A vocalise is a vocal exercise designed to 

develop or correct the act of singing. "As a verb the term 

refers to the exercising of the voice. 

Volume.—The quantity, strength or loudness of sound; 

in music, fullness of tone is the volume.5 

3William Vennard, Singing? The Mechanism and the 
Technic (New York, 1967), p. 89. 

4Henry Pleasants, The Great Singers from the Dawn of 

Opera to Our Own Time (New York, 1966), p. 360. 

5 
Terminology in the Field of Singing. American Academy 

of Teachers of Singing (New York, 1969), p. 23. 
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