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The 2026 International Convention in St. Louis, MO (June
28-July 5) has the following minimum and qualifying scores
for choruses:

International Chorus automatic qualification score will re-
main at 80%. The minimum score will remain at 74%.

The International Quartet automatic qualification score will
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Due to the increase in qualifiers, the Society Contest &
Judging Committee anticipates increasing the automatic
qualifying scores in the future.
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The Orange Spiel is published monthly and is the
official publication of the Jacksonville Big O Chapter
of the Sunshine District of the Barbershop Harmony
Society, the home of the Big Orange Chorus. The
chapter and chorus meet most Thursday evenings at
7:00 pm at the Shepherd of the Woods, 7860
Southside Blvd. For more information visit our web-
site, http://www.bigorangechorus.com. Atrticles, pic-
tures and address corrections may be sent to the
editor.

John Alexander, Editor

2429 Southern Links Dr
Fleming Island FL 32003
bulletin@bigorangechorus.com

For more detailed,
timely information
see my weekly
publication:
Orange Zest

EDITORIAL

We are working toward the fall district contest cycle
as well as the Christmas show(s). We are moving
ahead, sounding good, and ready to move up to big-
ger and better things. Don’t miss an opportunity to
hand out chorus/quartet business cards.

Let's see if we can get more people interested in
coming to our rehearsals. Ask anyone you know
who likes to sing. Invite friends, acquaintances, and
even strangers. Singing is fun. Singing well is even
better. Performing in public shares that fun with lots
of people. Everybody wins.

We have some positions (both board and commit-
tee) that need filling. If you can help, as a leader or a
helper, please see Mike.

Each and every singer, improving just a little, each
and every day, will result in huge advances for the
chorus.
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ON PERFECT PITCH AND

ITS IMPERFECTIONS
by Liz Garnett
from helpingyouharminise.com

I have been thinking about perfect pitch for a couple of
weeks since an interesting conversation about it with a
barbershop friend. It's one of those things that is often
— well, usually — taken as an indicator of high musical
skill, with connotations of special talent not vouchsafed
to ordinary folk. Its very name suggests that it is not
merely a Good Thing to have, but The Best. | think
some of these assumptions bear a bit of interrogation.

First off, let's think about what perfect pitch is: essen-
tially an unusually reliable and accurate memory for
pitch. It is a rare capacity when it manifests with the
level of consistency that allows someone to identify
and/or produce notes immediately and intuitively and
be confident that they are right. But it is this consisten-
cy rather than the fact of pitch memory itself that is
unusual.

Lots of people have milder forms of pitch memory. If
you ask members of a choir to sing a song they know
well without giving them the key to sing it in, they'll
quite often sing it at the pitch they have practised it.
And if you give them the wrong key, they'll look dis-
tinctly confused and upset. Likewise, people with no
musical training to speak of will pick the same key to
sing a song in as the recording they've been singing
along to on the radio, again just intuitively. | frequently
recognise what key a piece of music is in without really
knowing how, but can’t do it reliably enough to make a
useful party trick out of it.

So the word ‘perfect’ is a bit misleading as it makes it
sound like a binary: you either have it or you don't.
Whereas most people probably have some form of
pitch memory, it just varies as to how strong it is, and
thus the ways in which it can be useful will also vary.

Perfect pitch is often also seen as the kind of wild tal-
ent that is inborn, visited upon special individuals by
fate. The capacity to develop it may indeed be innate
(how can one tell?), but the content is clearly learned,
since pitch labels are culture-specific and have
changed over time.

When we’re talking about someone with perfect pitch
being able to pluck any note out of the air, we're gen-
erally thinking of those notes being relative to modern
concert pitch of A=440, and relating to it by means of
equal temperament. If you plonked them into a choir of
Bach’s day, they’d be a bit of a liability because the
notes they’'d be plucking out of the air would be getting
on for a semitone too high, and probably wouldn’t go

with the temperament the accompanying keyboard
instrument was tuned in.

And of course, there’s the cliché among choral
directors, particularly of a cappella genres, that
having a singer with perfect pitch can be awkward
if the rest of the choir goes flat. The person with
perfect pitch either gets stranded in the original
key, making the music sound increasingly clashy
and dissonant, or they get very grumpy at having
to try and adjust to the shifting tonal centre, or in-
deed both.

Obviously, one always hopes that someone with
perfect pitch might help everyone else avoid drift-
ing downwards, but one doesn’t always get every-
thing you want in life, and if you can’t have a choir
that maintains tonal integrity on any particular oc-
casion, the next best thing would be a choir that at
least stays in tune with each other.

Anyways, my references to different tuning sys-
tems may have flagged up to you the interesting
point that came out of the conversation that
sparked this point.* The capacity of pitch memory
pegged to concert pitch in equal temperament is
only actually perfect if you are working in a genre
that tunes to the piano. If you are working in an a
cappella world, you’ll almost certainly be wanting
to use tuning that maps a little more closely onto
the harmonic series. Your 5ths will want to be a bit
wider than the piano’s to really lock in well, your
major 3rds a fraction narrower.

If you are one of the really hard-core types (such
as barbershoppers) who aspire to fully-fledged just
intonation, you’ll also be sitting down deeply on
your flat 7ths, while making the tone from the first
to the second degree of the scale much bigger
than that between the second and third (major and
minor tones, as | learned to call them from Jay
Dougherty). Your semitones will also all be of dif-
ferent sizes.

So, your A may be tuned to 440 Hz when it is the
root of the tonic chord in a song in A major. But
when it's the 3rd of a flat VI chord in that same
song it's probably going to want to be a smidgeon
lower. It is possible to quantify by how much in
cents but | am far too lazy to do the maths. | know
it sits a shade lower though because I've helped
singers make this adjustment in my coaching life,
and that's what needs to happen to make it lock
into tune. | like understanding the theory, but in
practical situations it's your ears you need.

(Continued on page 4)



ON PERFECT PITCH
(continued)

(Continued from page 3)

(And also your kinaesthesia; | find that homing in on
the pure intervals is as much a matter of feel as lis-
tening. When you're nearly but not quite there the
beats can feel like running your thumb down a
comb.)

In these situations, if you navigate by a fixed pitch
system held internally, rather than in real-time inter-
action with the pitches sounding around you, the
results will be anything but perfect. Everything will be
a bit out of tune, as a piano is, though with a piano
you can get away with it because all the other notes
are participating in the same set of compromises to
make the chromatic system work. But if everyone
else in your a cappella ensemble is smooshing the
intervals to minimise beats, insisting on your remem-
bered equally-tempered notes will add a perpetual
grating edge to the harmonies, giving rattle rather
than ring to the sound.

Extraordinarily reliable pitch memory remains a use-
ful skill in all kinds of situations of course. But calling
it ‘perfect’ leads those who possess it into an unreal-
istic concept of how skilled they are. It is a single,
one-dimensional element of the complex and nu-
anced aspect of music we call pitch, and having it
does not make you a finished product.

CORRECT BREATHING AND
"SUPPORT" FOR SINGING

PART 1

by Karyn O'Connor
from singwise.com

It seems as though everyone knows that breathing
technique is important to singing. Even people who
have never taken a voice lesson before have heard
that there is a correct way for singers to breathe,
although they may not know what that way is. They
may have been told that 'diaphragmatic breathing' is
essential to good singing, but they may not under-
stand why.

Sadly, the proper mechanism of breathing largely
remains a mystery to both the untrained singer and
the singer-in-training alike. 'Breathe from the dia-
phragm' and 'support the tone' are phrases that often
get thrown about carelessly within pedagogic circles.
The assumption is that the student will instantly un-
derstand what these vague suggestions mean and
be able to successfully apply them to his or her sing-
ing. An equally faulty assumption is that the vocal
teacher himself understands these expressions and
knows how to convey their meaning to his students.
Unfortunately, not all teachers have a good grasp on
what is involved in proper breath management, ei-
ther, and they thus cannot help their students
achieve mastery of their breath for singing, except by
sheer coincidence.

Before going any further in this article, | would like to
offer a warning for those singers who are trying to
understand how to properly support their voices dur-
ing singing: Not all teachers understand it them-
selves, and not all singing instructors teach good or
safe methods. In this article, | will also describe
some errant methods of managing the breath and
explain why these techniques are unnatural to the
body, unhealthy, and ineffective - why they violate
the natural functioning of the body and do not pro-
duce desirable results.

Good breath management skills are imperative if a
singer hopes to be able to sound great and to sing
with skill. Understanding how breath management
either positively or negatively impacts various ele-
ments of the voice's quality may help to make good
breath support seem more logical and advanta-
geous.

The results of proper breathing technique may in-
clude better control over the breath and thus the
quality of the voice's tone, more efficient use of the

(Continued on page 5)



CORRECT BREATHING AND "SUPPORT"
(continued)

(Continued from page 4)

breath resulting in less breathiness or 'airyness'
in the tone, the ability to sustain notes for consid-
erably longer and to sing longer phrases, in-
creased lung capacity, a natural (unforced) in-
crease in volume, improved overall stamina or
endurance, minimized tension in the chest,
shoulders, neck and face, less pressure on the
vocal folds, and better oxygenation of the entire
body.

THE PHYSIOLOGY OF BREATHING

Breathing is an action that is regulated by the
autonomic nervous system, which works to
maintain homeostasis, or balance, in the body. In
the case of breathing, it helps to regulate the
proper input of oxygen and balance of carbon
dioxide.

The diaphragm - a shelf of muscle and tendon
that extends across the bottom of the ribcage -
responds to various signals from the nervous
system. When we inhale, the diaphragmatic
muscles contract - they shorten and tighten - and
the diaphragm moves downward in the body. As
the diaphragm depresses, it creates a vacuum in
the lungs and air rushes in to fill that vacuum.
During exhalation, the diaphragm relaxes and
rises, and lung volume decreases, creating a
positive pressure difference, and air rushes out.
The air expelled from the lungs rises up through
the trachea (wind pipe) and filters out through
either the nose or the mouth. (When air meets
resistance at the laryngeal level - that is, when
the vocal folds are approximated - sound,
or voice, is produced.)

Most of the actions of the autonomic nervous
system, such as respiration rate, heart rate, di-
gestion, salivation, perspiration, dilation of the
pupils, urination and sexual arousal, are involun-
tary - performed without conscious control - but
some, including breathing, work in tandem with
the conscious mind. In other words, we can ac-
tively control our breathing, stopping it and start-
ing it at will, choosing how much air we will in-
hale or exhale in a given breath or deciding how
rapidly or how slowly we will perform each phase
of the breath cycle, for instance. This makes it
possible for us to actively develop our breathing
skills and to enhance them for the extended du-
ration and intensity of singing tasks (as com-

pared with the duration and intensity of speaking
tasks). The various dynamics and demands of singing
make the development of breath management tech-
nigue and skills absolutely necessary.

How is the physiological mechanism of breathing relev-
ent to singers? Essentially, the breath fuels the voice.
The breathing mechanism is the voice's 'motor’, provid-
ing energy to the tone and the ability to sustain passag-
es or notes. Without the diaphragm and the surround-
ing muscles that support its work - there are thirty-six
muscles that are used in breathing for singing - air can
neither enter nor leave the lungs. Without the expelling
of air from the lungs that moves its way upward and out
of the body via the system of tubes in our chest, neck
and head, the vocal folds can't vibrate. (It is the air
passing between the closed vocal folds that causes
them to oscillate and buzz.) Without the vibration of the
vocal folds, sound - or voice - isn't produced.

Singing and speaking are little more than breathing out
the noise made in the 'voice box', or larynx. (To learn
more about the physiological mechanism of breathing,
read Anatomy of the Voice.) However, how we ap-
proach breathing - the techniques that we use or apply
- makes a significant difference in the quality and skill-
fullness of that voice.

At first, most vocal students view breath management
as a difficult, unnatural activity that they must somehow
attempt to do while trying to sing, as though the two are
separate tasks that they must train themselves to do
simultaneously, like rubbing their stomachs while pat-
ting their heads, rather than the very activity that ena-
bles them to produce quality sound and thus sing skill-
fully. For these students who don't tend to understand
the important connection between the air that they use
and the sound that they make, it requires a great deal
of concentration to breathe correctly and effectively
while vocalizing, and they may struggle for some time
to understand how to achieve the desired results. In
time, breath management will become more natural
and automatic.

It is important to note that the difference between how
we breathe for singing and how we breathe for other
daily activities lies not in the mechanisms but in how
we regulate our airflow, because the demands that our
bodies have for air changes with different activities.
Although it is still in accordance with the natural func-
tioning of the body, 'natural breathing' as employed for
speech is not adequate for intense singing demands.
During normal demands, such as speaking or resting,
we tend to inhale and exhale more shallowly and even-
ly because our bodies don't require as much oxygen.
Air is exchanged in cycles of approximately four to six
seconds; this differs slightly from person to person, of

(Continued on page 6)



CORRECT BREATHING AND "SUPPORT"
(continued)

(Continued from page 5)

course. During singing, however, we need to inhale
quickly and deeply, then exhale slowly and steadily,
in a long breath, as we sing our phrases or notes.

Singing requires a higher rate of breath energy than
speaking does, as well as the elongation of the
breath cycle. (The rate of expiration has to be retard-
ed beyond that appropriate to speech, especially dur-
ing passages or notes of durations greater than the
normal 'at rest' breath cycle.) This higher need for
energy and stamina requires more muscle control
and coordination in supporting the work of the dia-
phragm and the function of the larynx, and this is the
part of breathing that needs to be developed through
training. Learned controls must be mastered in order
to extend breath management capabilities. Students
of voice need to learn how to extend the normal
breath cycle by remaining in the inspiratory position
for as long as possible, maintaining a raised sternum
(but not raised shoulders or clavicle), no (or minimal)
chest displacement, allowing the muscles of the lat-
eral abdominal wall to stay close to the position of
inhalation and delaying early ribcage collapse. (More
about this technique can be read in Appoggio, be-
low.)

WHAT IS 'SUPPORT"?

While the applied method, means or approach to
achieving 'breath support' may differ slightly from
person to person depending on training, technique
and genre or style, most teachers and singers seem
to share a general concept or definition. 'Support' is
a way of using other parts of the body (e.g., muscles)
connected to the work of the lungs and larynx to pro-
duce the desired results, including better tone pro-
duction and the ability to sing extended phrases and
sustain notes for longer. The successful connection
between the musculature of the body (the abdomen
and back primarily) and the larynx (for sound and
tone production) is often referred to as 'support’,
'breath support' or 'supporting the tone'. Many
teachers, including myself, prefer to call how a singer
uses the lower body to regulate airflow based on his
or her immediate vocal demands 'breath manage-
ment', which suggests a deliberate and successful
coordination or skillful directing of attention and ener-
gy toward the work of breathing.

There are two important aspects of breath manage-
ment: 1) regulating the amount of air that is pushed
past the vocal folds, including the pace at which the
air is allowed out of the lungs, and 2) ensuring that

the stream of air is steady. As | will explain below, in
the section entitled Appoggio, the most efficient way
of supporting the tone or managing the breath is by
allowing the diaphragm to rise slowly, using the
muscles of inhalation, so that a mininal and steady
stream of air can be allowed past the vibrating folds.

Support works by contracting the abdominal mus-
cles, creating higher pressure in the abdomen and
thorax, allowing the diaphragm's relaxation (and up-
ward rise) to be more carefully controlled. There is
less control in relaxing a muscle than there is in con-
tracting it, so support gives performers a means of
controlling their sound, or phonation.

Today, there are two main schools of teaching about
the breath, although there are many different ap-
proaches: (1) 'supporting' the breath by compressing
the abdomen during phonation (i.e., on the exhala-
tion), or (2) relaxing the abdominal muscles as much
as possible during inhalation and phonation, allow-
ing the diaphragm to work on the inhalation, and
riding its relaxation on the outgoing breath (i.e., dur-
ing phonation).

The extent to which action of the ribs is encouraged
varies within most techniques, although most teach-
ers, including myself, recommend that the upper
torso, especially the shoulder girdle, be as relaxed
as possible even during the most extreme vocal de-
mands. Ultimately, a singer wants access to all the
"breath resources" available without jeopardizing the
ability to freely produce sound, that is without unnec-
essary tension.

'BREATHING FROM THE DIAPHRAGM'

Probably the most commonly used term in vocal
pedagogy and amateur singing circles is 'breathing
from the diaphragm'. The implication is that the
diaphragm itself controls airflow and supports the
tone of the singing voice, and the assumption is that
we can learn to actively control the diaphragm's
movements.

Take note, however, that during singing, the dia-
phragm is not consciously engaged as a means for
pulling in new breath, nor is it used to drive air up-
ward for the expulsion of breath. Also, the dia-
phragm itself is actually passive during singing,
which occurs during the exhalation phase of breath-
ing, and we do not exert active control over its
movements. (In breath management for singing, we
learn to actively control the muscles that interact
with the diaphragm and that support its actions.)
truths make the term
(Continued on page 7)
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CORRECT BREATHING AND "SUPPORT"
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(Continued from page 6)

'diaphragmatic breathing' a little bit misleading, or at
the very least, a misnomer. The expression may al-
low too much emphasis to be placed on the dia-
phragm, an organ that we cannot consciously con-
trol, when it is really the muscles of the torso that we
must develop and learn to control during singing.
(However, if we were to use the term 'muscular
breathing' instead, we would probably find many
singers attempting to push their voices out of their
bodies with too much muscular force, as is taught
and practiced in 'belly breathing'.)

Also, the diaphragm is involved in all breathing,
whether correct, efficient and effectively regulated or
not, again making use of the expression
'diaphragmatic breathing' almost superfluous. For
these reasons, singers and teachers might be better
served by using the terms 'breath management' or
'‘appoggio’, (which is a technique whereby singers
slow the rise of the diaphragm by actively controlling
the back and abdominal muscles that act upon it),
instead.

In any case, the diaphragm, in cooperation with
the intercostals (back) and abdominal muscles, is
generally considered to be the chief organ of breath-
ing. The movement of the diaphragm sets off a chain
of reactions that occur in the lungs, larynx and mouth
or nose. Again, it is really the muscles that support
the diaphragm's work - the intercostals being in-
volved primarily in inhalation and the abdominal
muscles in exhalation - that are the focus of a sing-
er's training in effective breath management. There-
fore, 'diaphragmatic breathing’, although a vague
term, should not be completely dismissed.

In most cases when someone is using the expres-
sion 'breathe from the diaphragm’, it seems to be
understood that expansion of the area just beneath
the diaphragm and using the abdominal muscles is
what is necessary in order to support the singing
voice.

Many people tend to think of diaphragmatic breath-
ing as something unique to singing; as a special skill
that must be taught to them, rather than the body's
natural way of working. However, the fact of the mat-
ter is that we are born knowing how to breathe
properly, and no one has to teach us how to do it
when we come out of the womb. The tummies of
sleeping babies rise and fall effortlessly, without any
tension or movement in their chests and shoulders.
The parts of their bodies that support their breathing

work in effortless coordination and synchronicity.
Even the breathing of adults is correct when they
are relaxed or asleep and not actively trying to con-
trol it. The body naturally knows what to do and how
to do it, even when our need for oxygen is greater
due to increased physical activity or in response to
boosts of adrenaline (as when we are frightened).

The fact that 'diaphragmatic breathing' is both natu-
ral and ideal is why so much emphasis is placed on
'‘breathing from the diaphragm' while singing.
Breathing in this natural way - or at least using this
natural mechanism as a starting point then learning
to enhance it for the extended demands of singing -
enables us to regulate our airflow, and is correct
whether we are singing, exercising, speaking or
watching television. Proper breathing for singing is
not just a trick or a specialized skill that singers
must learn. It is a product of the natural functioning
of the human body. In other words, it is how our
bodies have been designed to take in and expel air.
In breathing for singing, the mechanism of breathing
is not an abberation from that of the breathing tech-
nique used by the body during other acitivities.

It is also important to note that, in voice pedagogy,
'breathing from the diaphragm' and 'breathing from
the belly' are not viewed as being synonymous. The
breath support technique that is widely referred to
as 'diaphragmatic breathing', (when correctly exe-
cuted), should not be confused with 'belly breath-
ing". Unlike 'belly breathing', 'breathing from the dia-
phragm' involves no pushing or forceful expulsion of
air, and is the natural, correct, safe, gentle, interna-
tionally accepted method of supporting the singing
tone. In diaphragmatic breathing, the tone rides on
a minimal and steady stream of air, which brings
stability and consistency to the tone.

The reason why diaphragmatic breathing is some-
times, though inaccurately, called 'breathing from
the belly' is because the bulk of the movement that
is seen while someone is breathing naturally occurs
in the abdominal and lower rib area. When the dia-
phragm moves downward, it creates a little less
room in the abdomen for the internal organs, which
forces them to move outwards a little and the belly
to distend or 'swell'. (This action is aided by the
muscles of inhalation.) This movement is so notice-
able because of the absence of ribs in this area,
which would otherwise hold the belly in like a girdle
of bone, restricting the diaphragm's movement. Al-
lowing the movement of our bodies during breathing
to be focused in the soft, fleshy area below the dia-
phragm encourages the more efficient and complete
filling of the lungs and allows for a good connection
to be made between the diaphragm and the

(Continued on page 8)
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'support muscles'. (Again, the actual decent of the
diaphragm is minimal - two inches or less - and
this abdominal distension need not be exaggerat-
ed.)

Understand, though, that the belly itself doesn't
actually breathe, as the lungs are located above
the belly and the diaphragm. It merely moves in
response to the diaphragm's downward and up-
ward movements and to the expansion and con-
traction of the support muscles.

There is one particular self-professed 'vocal re-
lease method' expert who criticizes the diaphrag-
matic breathing technique, telling those who read
his website and purchase his singing course that
diaphragmatic breathing was created by a failed
opera singer who later became a teacher and
passed on his "dangerous" breathing technique to
others. He explains that this erroneous teaching
has infiltrated the entire classical singing world,
and has caused a great deal of damage to sing-
ers, utterly destroying their vocal health and ca-
reers.

Unfortunately, this vocal coach has had some bad
teachers of his own in the past - he openly writes
about his experiences with unsuccessful vocal
training on his website - and was never given any
solid instruction in what diaphragmatic breathing
really is, nor what appoggio technique is. He, like
many others, has confused it with pushing or
'belly breathing', which involves excessive muscu-
lar involvement deep and too low in the body dur-
ing the exhalation phase of breathing. This push-
ing technique forces too much air pressure to blow
past the vocal folds at once, which can indeed
injure the vocal instrument.

While useful for some vocal tasks, and always
correct and safe, this 'natural' breathing is some-
what limiting when it comes to more demanding
singing tasks. Although it may suffice for short
phrases that allow for frequent breath renewals
between them, (as is common in contemporary
genres and styles of music), it is not necessarily
adequate for more intense vocal tasks, (as in the
longer phrases or passages, sustained notes, or
high lying tessituras that are more common in
classical vocal literature). Without violating the
same natural functioning of the body's breathing
mechanism, elite singers must learn to enhance
their breath management techniques beyond

'diaphragmatic breathing' in order to skillfully execute
challenging vocal lines. This is why appoggio was de-
veloped, and why so many elite singers use it today to
help support their breath.

'BELLY BREATHING'

Oftentimes, the terms 'diaphragmatic breathing' and
'breathing from the belly' are used interchangeably by
those who are unfamiliar with singing pedagogy terms
or who use them very loosely. However, diaphragmatic
breathing should not be confused with the dangerous
technique known as 'belly breathing', in which singers
expand all areas of the torso, right down to the pelvis,
and then use excessive muscular force as they exa-
hale.

This faulty technique may be reinforced by teachers
who instruct their students to expand their entire ab-
dominal area through to the hypogastric (pelvic and
lower abdominal) region rather than just the epigastric
area - the area between the bottom of the sternum and
the navel and extending outward to the lower part of
the ribs on each side. This particular technique,
called Bauchaussenstutz , has its origins in the Ger-
man school of singing.

Some misguided and ill-informed teachers will have
their students place their hands below their navel when
practicing their breathing exercises or singing. The in-
correct assumption is often made that greater expan-
sion of the lower torso means a lower diaphragm,
which creates more room in the lungs and thus more
capacity for air. Then, the student is led to believe that
pushing upward and inward with the abdominal mus-
cles upon exhalation (i.e., during phonation, or singing)
allows more air out of the lungs, thus creating more
singing volume or vocal 'power".

Of course, these assumptions are not based on either
logic or scientific fact. The diaphragm is not located in
the umbilical and hypogastric regions of the body, and
it is the area above, not below, the navel that should
be seen to expand and contract during inhalation and
exhalation. Also forcing air out rapidly more often than
not leads to pressed or breathy tones, which are lack-
ing in resonance balance, are limited in volume and
dynamic variation, are potentially damaging to the vo-
cal folds, and do not regulate the airflow efficiently.

This tendency of many singers to breathe 'too low' into
their abdomens, unnecessarily expanding the entire
area below the ribs is illogical. The central tendon of
the diaphragm lies relatively high in the torso - approxi-
mately at the fifth rib - and is attached to the paracardi-
um, in which the heart is housed. The diaphragm itself
follows the lateral anterior contour of the rib cage. It



CORRECT BREATHING AND "SUPPORT"
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(Continued from page 8)

does not extend very low - during inhalation, its
descent is often less than two inches - and air
does not occupy spaces below the lungs. The
breath process cannot be controlled by the belly -
there is no air below the lungs that needs to be
moved upwards by the muscles of the pelvic re-
gion - yet because of what it connotes, using the
subjective expression 'breathing from the belly' in
place of 'breathing from the diaphragm' or
'‘appoggio’ may produce flawed thinking and thus
faulty and potentially injurious breath managment
techniques in misled vocal students who lack cor-
rect scientific information.

Stretching or thrusting the lower stomach outward
causes lower trunk and laryngeal tensions, as well
as rising subglottic pressure by inducing excessive
resistance to the exiting air, and may result
in pressed phonation (forcing). Furthermore, push-
ing down on the abdomen causes the ribs to move
inward and the sternum to fall. Lung volume will
be diminished because contact of the abdominal
musculature with the lower ribs is reduced. Belly
breathing is, therefore, an inefficient and un-
healthy way to approach breathing for singing, and
should not be considered a viable method of
achieving good support.

"CLAVICULAR (CHEST) BREATHING" AND
"UPPER DORSAL BREATHING"

There are many singers who allow their shoulder
girdles and clavicles to rise as they breathe. This
is the kind of breathing that we tend to resort to
when we are sighing or when we are winded and
wish to rapidly fill our lungs with more air, some-
thing that has been termed "the breath of ex-
haustion".

This method of breathing causes chest displace-
ment, collapsing of the sternum, and a loss of con-
tact between upper and lower torso muscle
groups. (Allowing only the ribs to expand and the
lungs to remain high as they inflate not only pre-
vents the lower lobes of the lungs from filling and
moving downward, but it also makes it more diffi-
cult for the muscles that support breathing to do
their jobs. The muscles that help pull the dia-
phragm downward during inhalation and those
that move it upwards during exhalation need to
work in conjunction with the diaphragm to promote
optimal intake and expiration of air. These mus-
cles are not as efficient on their own.) It is also

noisy and laboured, and results in high rates of breath
emission.

There should be minimal displacement of the chest
during inhalation (including breath renewal) and during
phonation. The rib cage should not collapse at the end
of every phrase. Though the upper body should not
remain rigid, it should retain its 'noble' position
throughout the breath cycle.

"TANKING UP' OR INHALING TOO DEEPLY

In a preemptive maneouvre to avoid running out of
breath, many singers will inhale as much air as possi-
ble, without giving consideration to the length or the
dynamics of the phrase or note that will follow the
breath renewal. This kind of breathing often leads to
an 'overcrowding' of the lungs and to rapid breath ex-
pulsion. (These same singers are often 'clavicular'
breathers, who gasp for air between phrases in order
to expel the remaining 'stale' air and inhale 'fresh’ air,
as though they've been holding their breath under wa-
ter for a long time and are coming up to the surface.)

There is no need for a singer to inhale any more deep-
ly than is necessary for the vocal task that will immedi-
ately follow the breath renewal. "Tanking up' for long
phrases leads to problems such as tensions through-
out the body due to displacement of the chest and col-
lapsing of the rib cage, forcing, noisy breathing, grab-
bing or holding the breath in advance of the next
phrase. The gasping and rapid intake of air between
phrases may also lead to hyperventilation, lighthead-
edness and dizziness.

Silent breath renewals, breathing slowly and quietly
through the nose, are often helpful because they in-
duce relaxation of the vocal tract and teach the stu-
dent to pace the inspiratory gesture, as it takes longer
to fill the lungs to capacity when inhaling through the
nose. Furthermore, they help to minimize chest dis-
placement. The same kind of noiseless and relaxed
breath renewal can then be learned when breathing
through the mouth, either fast or slow. (More about
developing good breath pacing can be found in the
Breathing Exercises section on the second page of
this article.)

APPOGGIO

Appoggio - from the ltalian verb appoggiare, meaning
'to lean on', 'to be in contact with' or 'to support' - is a
learned breathing technique that involves slowing
down the ascent of the diaphragm for better breath
management, resulting in the elongation of the breath
cycle during singing. It involves a concerted action on
diaphragmatic movement by the muscles of the thorax

(Continued on page 10)
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(chest) and the abdominal wall (the transverse ab-
dominis, the internal oblique, the external oblique,
and the rectus abdominis, although to a lesser ex-
tent), and involves gaining better control over the
breathing mechanism through training the muscles,
and enables the singer to pace the breath more effi-
ciently.

It's important to note that appoggio, while requiring
a great deal more control than is needed during nor-
mal activities and requiring some additional coordi-
nation and training, is an extension of the natural
breath process, not a substitute for it. It is consid-
ered to be the main route for breath management
within the international classical singing community.

During normal speaking, the rib cage collapses up-
on exhalation. Appoggio attempts to avoid this col-
lapse by retaining the elevated inspiratory posture
of the rib cage and the sternum - the long flat bone
located in the centre of the thorax (chest), which
connects to the rib bones via cartilage, forming the
rib cage with them. The technique slows down the
rising of the diaphragm, which aids in breath man-
agement. Learning to gain control over the muscles
of the side abdominal wall offers true breath sup-
port.

Appoggio involves raising the sternum before inha-
lation, making all conscious breathing efforts with
the internal and external obliques and transverse
abdominis, then keeping the sternum up and not
allowing the chest to recoil when replenishing the air
supply. (This is sometimes called 'sideways inhala-
tion'.) One method of achieving this ideal elevated
sternum posture involves raising both arms above
the head - the sternum naturally rises when the
arms are in this position - suspending, but not hold-
ing, the breath with the inspiration muscle system,
then lowering the arms while exhaling slowing with-
out lowering the sternum. Assuming the Garcia po-
sition, with the palms facing outward and placed
one on top of the other on the sacrum - not the
small of the back, which could cause the back to
'sway' and become overly arched - while vocalizing
can also encourage an opening of chest wall with a
raised sternum.

If applied appropriately, simulating the posture of
breath retention can minimize subglottic pressure.
At inspiration, subglottic pressure is at its lowest
level and lung volume is at its highest. The lowering
of the diaphragm and the widening of the lower ribs
causes the dimensions of the thoracic cavity to in-

crease in both length and width. Due to its incredi-
ble elasticity, the entire respiratory tree stretches
downward with the descent of the diaphragm, allow-
ing for greater lung capacity, as the lower lobes of
the lungs are now able to be filled. (Pushing upward
with the abdominal wall and forcing the diaphram
upward compresses the lungs and decreases their
capacity.) Staying in the position of initial inhalation
gives the singer the sensation of 'singing on the
gesture of inhalation' - we do not inhale as we
sing, but we are merely making the gesture, or re-
taining the same posture - rather than on that of
exhalation, which retards breath exit, and in turn
retards the return to atmospheric pressure and mini-
mizes mounting subglottic air pressure.

In singing, (as well as in the Italian language itself),
the term 'appoggio’ has both a passive component
and an active connotation, and may vary with differ-
ent technical approaches. For some singers, breath
flow pressure becomes a self-sustaining system
whereby the singer feels the breath pressure in the
body as an influence of stability. The diaphragm
remains relaxed and is acted upon rather than be-
ing active. Others, however, might say that they
consciously push down against the pressure of the
breath. In that way, they are actively trying to find
something to 'lean on', to use as a support. (I find
that many of my students initially experience the
latter sensation, in which they are more aware of
the sense of pressure in their abdominal, side and
back muscles, and then gradually begin to find the
technique easier, more natural and more beneficial
over time as their muscles become stronger and
better coordinated with what is happening in their
larynxes.)

Inhalation should be accompanied by a sense of
expansion or 'fullness’ in the epigastric area, as well
as a sense of expansion of the lower ribs. This rib
expansion is caused by the contraction of the exter-
nal intercostal muscles, and should be felt during
any substantial inhales. In addition to expansion at
the base of the ribs, it can be felt at the front and
sides of the torso, between the tenth rib and the
crest of the iliac (upper surface of the hipbone) and
in the back at the eleventh and twelfth ribs. The wid-
er the rib opening and the longer this expansion can
be maintained, the greater the downward hydrostat-
ic pressure and the greater the pull against the ele-
vation of the diaphragm. Lateral abdominal expan-
sion will eventually equal or even exceed the ex-
pansion of the front part of the abdomen when the
appoggio system is developed and applied. Conse-
quently, this rib expansion is the effect that is typi-
cally most noticeable to the singer.

(Continued on page 11)
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At the height of inhalation, when the singer is
breathing deeply and the lower torso is expand-
ed laterally, dorsally and frontally, he or she will
likely also feel a sense of 'suspension’, in which
it feels as though the voice is sitting or resting
on something, or a feeling of 'buoyancy'. When
he or she begins to sing, this same feeling
should be maintained for as long as is comforta-
ble, with the sternum still elevated, the epigas-
tric area still comfortably 'full' and the lower ribs
expanded. (It is this position that prevents the
diaphragm from rising upward too quickly.) The
abdominal muscles should be relaxed, and the
singer will find the necessary exhalation will
occur without the singer having to be overly
concerned about the action of the muscles in
the abdominal area. As he or she arrives at
about the last third of the exhaling breath, the
epigastric area will naturally move slightly in-
ward, but he or she should attempt to keep the
lower ribs in as outward a position as possible,
without thrusting the muscles outward or down-
ward. This is a learned response that will help
retard the ascent of the diaphragm or avoid its
early rise.

This lower rib expansion and the epigastric
'fullness' which, in turn, create the feeling of
inspiration suspension, is "appoggio".

At first, it may seem as though you are not get-
ting enough air, especially if you are accus-
tomed to hyperextending the support muscles
then thrusting them upward and inward as you
sing, but you will soon find that your air supply
is indeed sufficient to complete your singing
tasks, even long phrases, because the dia-
phragm is rising slowly and pacing the exit of
the air to make it last for the duration of the
tasks. You will get stronger and more adept at
controlling and maintaining this lower rib action.

Acquiring the appoggio breathing technique
gives the singer a longer, more reliable air sup-
ply (because the exiting air is pragmatically
paced in order to meet the requirements of ex-
tended phrases, regardless of tessitura or dy-
namic level), greater stability of tone (because
tone is affected enormously by the steadiness
of a singer's breath stream), easier execution of
large intervals, improved agility, including great-
er clarity, accuracy and speed while singing
technically challenging passages, and better

breath management when singing very softly or quiet-
ly. Appoggio ensures that there is neither excessive
airflow, (because most of the exiting breath is turned
into tone by the efficiently vibrating larynx), nor too
much resistance by the vocal folds to the exiting air
(la lotta vocale).

BREATH SUPPORT DURING PREGNANCY

Depending on how a woman is 'carrying', pregnancy
may affect how a female singer supports her voice,
both in speech and in singing. In fact, pregnancy may
present the only legitimate 'excuse' for reverting to
thoracic (chest) or upper dorsal breathing because
the size of the womb and unborn baby may make it
difficult, if not impossible, to allow for free movement
of the diaphragm and abdomen, especially if the
woman is 'carrying high' and the fundus (top) of her
uterus is placing pressure on and crowding the dia-
phragm and stomach. (A woman who is 'carrying
low', on the other hand, may find that she is able to
continue employing the same breath management
techniques throughout her pregnancy.)

Additionally, the rectus abdominus (main abdominal
muscle) typically separates later in pregnancy to al-
low for more room for the growing baby, which may
create support challenges, especially post-partum.
Also, the hormones of pregnancy may cause severe
breathlessness as well as swelling of the capillaries
of the vocal folds, which may pose more problems
with supporting the tone.

For more information about the unique challenges
that pregnant singers face, as well as practical advice
for dealing with those challenges, please
read Singing While Pregnant.

(to be continued next month)




IS IT REALLY SO BAD TO
FROWN AFTER MAKING

A MISTAKE?

by Dr Noa Kageyama
from bulletproofmusician.com

Maybe it's human nature. Or perhaps it's something
that we pick up from others. But have you ever
found yourself making a face when you make a mis-
take? Like a frown or a scowl of some kind?

| remember my teacher repeatedly reminding me to
not make faces when | made mistakes on stage.
Especially as | approached my teenage years and
became increasingly self-critical.

| did eventually learn to avoid making faces on
stage, but | always wondered...how big a deal is this
really? Like, how much does the occasional grimace
actually matter to the listener’'s experience of a per-
formance?

The visual impact of what we do on stage

A number of studies in the last few decades have
shed more light on how the visual aspect of how
performers appear on stage affects our perception
of what we hear (here’s one example that caused
quite a stir).
http://www.npr.org/2013/08/20/213551358/how-to-
win-that-music-competition-send-a-video

And researchers George Waddell and Aaron Wil-
liamon at the Royal College of Music’s Centre for
Performance Science conducted a study (2017) to
look at two important aspects of a performance that
are affected by how the performer presents themself
visually.

Specifically, first impressions and facial expressions
in response to mistakes.

Same performance, but with a few tweaks

They recruited 53 musicians and 52 non-musicians
to serve as audience members, and randomly as-
sighed everyone to one of several groups. Each
group was asked to watch and evaluate video of the
same performance of Chopin’s Aeolian Harp Etude,
but with a few slight modifications made to each vid-
eo.

Participants in Group #1 and Group #2 watched an
error-free performance. However, Group #1 saw the
pianist walk on stage confidently, while Group #2
saw the pianist walk on stage with poor stage pres-
ence (hands in pockets, barely looking at the audi-

ence, not smiling, etc.).

Groups #3 and #4 saw the “good” stage entrance, but
in their videos, the pianist makes a pretty major mis-
take.

Midway through the piece, he flat-out stops and fum-
bles around for a moment before resuming the per-
formance. It's a mistake that's blatant enough that
even the non-musicians notice something went
wrong. In Group #3’s video, the pianist makes a face,
shakes his head, and looks frustrated in response to
the mistake, while in Group #4's video, he has no
discernible reaction to the mistake at all.

And would any of this affect the audience members’
impressions of the performance?

Rating the performance

To find out, the participants were asked to rate the
quality of the performance, as if they were judging a
competition.

And to get a better sense of how quickly we form first
impressions, and how our impressions change over
the course of a performance, the researchers used a
continuous rating system. Where instead of waiting
until the very end to ask participants for a score, par-
ticipants were allowed to rate the performance from
the very beginning, making adjustments to their score
from moment to moment, as their opinion of his play-
ing changed.

So...how much does a performer’'s stage entrance
and facial reactions matter?

The impact of a poor stage entrance

Well, the researchers found that walking out on stage
with poor stage presence had an immediate impact.

Both musicians and non-musicians alike were much
quicker to judge the performance, giving it a score 8
seconds into the performance. Those who saw the
“good” stage entrance didn’t give the performance an
initial rating until almost 19 seconds in.

The pianist's poor stage entrance also affected his
performance score — at least amongst the musicians,
who gave his playing an initial rating of 34.91 (out of
70).

Curiously, the non-musicians didn’t seem to mind his
poor stage entrance. They gave him an initial score
of 47.30, which was on par with the score he got from
non-musicians in the groups who saw his good stage

(Continued on page 13)
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entrance.

But wait — that’s not the end of it!

But even the musicians didn’'t seem to hold his
poor stage entrance against him for long. By the
25-second mark of his performance, his perfor-
mance rating had already recovered and was on
par with the score he got from musicians who
watched the video with his good stage entrance.

So while first impressions may have some impact
and shouldn’t be ignored, this study suggests that
the way we walk out on stage isn’t quite as influen-
tial as we may have thought. Or at least, it's some-
thing the audience will forget and forgive us for, as
long as our playing is at a high level and we exhibit
good stage presence while playing.

Which brings us to the question of mistakes. What
happens if we make faces in response to mis-
takes? Is it possible that this too is not as big a
deal as our teachers have told us it is?

Making faces

As you can imagine, making a very audible mis-
take led to an immediate drop in performance rat-
ings. But the magnitude of the drop depended on
whether it was accompanied by a face or not.

Participants who heard the mistake, but saw video
of the pianist looking blissfully unaware of the
memory slip, dropped his rating by 7.43 points
(relative to the error-free performance).

Those who not only heard the mistake, but saw the
pianist shaking his head and looking frustrat-
ed dropped his rating by a whopping 19.20 points
(relative to the error-free performance).

So obviously, making a mistake is not great, but
expressing frustration apparently makes the mis-
take seem waaay worse.

Which is pretty interesting in and of itself — but
there was actually something even more intriguing
to come out of the data.

Audiences may be surprisingly forgiving...
The musicians who watched the video where the

pianist displayed no facial reaction to the mistake
gave his performance a final score of 48.55 —

which was identical to their initial rating of 48.55.

The non-musicians’ ratings of his performance
were similar — a final score of 46.00 and an initial
score of 45.00.

In other words, when the musician didn’t make a
face in response to his mistake, the mistake had
zero effect on the final performance score that mu-
sicians and non-musicians gave his performance.
It appears that they either forgot or “forgave” the
mistake by the time he reached the end of the
piece!

And what about the folks who saw him make a
face?

...as long as you forgive yourself

Well, those who saw the performer make a face in
response to his mistake did not forgive or forget.

When musicians saw the performer react to his
mistake by making faces, their initial rating of his
performance (44.00) dropped in response to the
mistake and stayed down, ending at 35.50.

Likewise, the non-musicians’ rating of his perfor-
mance dropped from an initial rating of 45.50 to a
final rating of 36.50.

Why did this happen?

So why are both musicians and non-musicians
more likely to forgive a mistake when it isn’t ac-
companied by a look of frustration?

The authors note that when we interpret facial ex-
pressions, we don’t just intuit the person’s current
mood, but also make generalizations about more
stable characteristics and traits. So when we see a
musician expressing frustration at making a mis-
take, instead of interpreting this as a random mis-
take, the expression of frustration may lead us to
conclude that such mistakes are habitual, and that
this is a musician who routinely struggles with con-
sistency.

So what are we to do with this?
Take action

Well, as usual, it seems that our teachers were
totally right!

Making a mistake is not the end of the world, and

(Continued on page 14)
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an audience is often much more forgiving than we
give them credit for being — so long as we can
keep our face from giving us away and ruining the
experience for them.

Would an audition committee or competition jury
be as forgiving? That's hard to say, but it's proba-
bly a safe bet that maintaining your poker face is a
better way to go, no matter how many mistakes
you find yourself making on stage (or alternately, |
guess you could make sure everything is a “hole-in
-one,” ala Happy Gilmore ).

Dig a little deeper

If you'd like to geek out about this some more, the
full paper and all five videos are online here:

Eye of the Beholder: Stage Entrance Behavior and
Facial Expression Affect Continuous Quality Rat-
ings in Music Performance @Frontiers in Psychol-
ogy

http://journal.frontiersin.org/article/10.3389/
fpsyg.2017.00513/full

Supplementary Material (e.g. videos, etc.)
http://journal.frontiersin.org/article/10.3389/
fpsyg.2017.00513/full#supplementary-material

Or if you only have time for the highlights, the re-
searchers have distilled the videos down to 88 sec-
onds here:

Does stage behaviour matter? @YouTube
https://www.youtube.com/watch?v=Kob8kSDSc1Y

AS A MUSICIAN THIS IS THE HIGHEST
COMPLIMENT YOU CAN RECEIVE FROM
ANOTHER MUSICIAN

MIND THE GAP
by Brody McDonald
from choirbites.com

On more than one occasion I've noticed my sing-
ers derailed by either a page turn or by moving
from one system to the next. Of course this hap-
pens more in my middle-school and lower-level
choirs, but no one is immune to this issue. | call it
“the gap.”

| call it “the gap” because | remember vividly my
first experience on the London Underground (their
subway system). There are signs posted that read
“Mind the Gap.” In this case, the gap refers to the
slot-shaped hole between the train and the plat-
form of the train station. There is also an audio
recording that plays whenever the train doors
open: a calming British voice that repeats, “Mind
the gap. Mind the gap.” Subtext: “Pay attention to
the hole you are about to cross, lest you stumble
or drop something into it.”

Why the signs? Why the recording? Let's be hon-
est - sometimes we aren’t fully paying attention.
We miss a potential hazard either because we are
hyper-focused on what we are doing or have lost
focus and are mentally adrift. We miss a hole in
the ground. A page turn or system change. A GAP.

There are a few ways | condition my singers to
MIND THE GAP.

1) Simply write the word TURN over the last
measure before a page turn. It seems obvious
that the page is ending, but the act of writing it
helps ingrain it and is a constant reminder.

2) In both cases of a page turn or system
change, it is helpful to write the first note of the
next system at the end of the previous system.
Doing so (and perhaps an arrow to indicate up
or down) can remind singers where they are
going when they cross the gap. If a bass ends
on an G and the next system starts on a mid-
dle C, writing in the note can help them pre-
pare for that upward leap.

3) Mark each staff on which you sing. Either cir-
cle the clef or write a star next to your staff
within the system. Sometimes you just need
that anchor as you move from system to sys-
tem, especially if the editor moves from open
to closed voicing or vice versa.

Just for fun - Mind the Gap video: https://
www.youtube.com/watch?v=UOPyGKDQuRk



FREE YOUR VOICE

by John Newell, Lead, Realtime
from Let It Out ©2013 Used by permission

(continued from last month)

Voice Placement & Weight (cont)
The ‘Let It Out Approach’ (cont)

Placement has a strong effect on the timbre of your voice.
Different styles of music, as well as different ensembles,
require a variety of placements and timbres. Some of them
are dramatically different while others are subtly so. For
example, the placement and timbre of an opera singer are
very different from those of a pop singer.

A mixture of both front and back placement/resonance is
needed for full vocal sound. How a singer mixes and bal-
ances those depends upon his/her skill level and the style
of vocal music. Generally, the more classical the style, the
more back resonance is added. But just remember that
even classical styles use front resonance. Front, or nasal,
resonance is natural and something you are born with.
Back resonance is learned. Be very careful when you learn
to add back resonance that you do not over-achieve and
reduce the brilliance of your front resonance. The over-
achievement happens most commonly in the forms of
tongue tension (the base of the tongue particularly) and
soft palate tension.

My approach is first to return to shat is natural, become
comfortable with it, and then add small amounts of back
resonance at a time,. How do you trust this approach? If it
is hurting or fatiguing, it is wrong for you. If it is feeling
easy, free, and painless, you are on a better track for you.

Singing with greater resonance is not about being louder
or pushing. It is about using all the resonating spaces and
chambers your body has, and using them as effortlessly as
possible. The most powerful resonating space you have is
above your hard palate and behind your nose. The is the
nasal cavity. When your sound access this chamber, to
you inside your own head it may sound harsh, perhaps
even strident. That is not necessarily what others hear. If
you tense your tongue and throat, or place your outward
breath under heavy pressure, you reduce the sound that
can enter this chamber and be enhanced. If you success-
fully allow the sound to circulate in that behind-the-nose
space, your other resonating spaces in the mouth and
throat will be free and relaxed to do their job. However, if
you concentrate your efforts on the back resonators too
much, your sound will focus there and will not have the
brilliance you desire.

(to be continued next month)

FREE SINGING TIPS

by Yvonne DeBandi
from a2z-singing-tips.com

Z = Zzzzzzzz. Be sure to get your rest. If you
are tired, your voice will show it. A tired body/
instrument will not allow you to produce your
best possible sound.

FREE SINGING TIPS
by Nicole LeGault
from a2z-singing-tips.com

Z is for Zeal. If you're a performer, then you
must be zealous in all your endeavors. From
the preparatory and organizational phases, to
the performance — your enthusiasm and ardor
will be a key factor. If you're tired and you need
to sing 30 songs now, pretend you’re not tired!
Good luck, and have fun!!

FREE SINGING TIPS
by Mick Walsh
from a2z-singing-tips.com

Z. Z is for Zorro. Be the best you can and
leave your mark on the world.

FREE SINGING TIPS

by Teri Danz
from a2z-singing-tips.com

Z= Get in the Zone -- Singing is a mental, spir-
itual, emotional and physical pursuit. It takes
preparation, focus and energy! Prepare men-
tally for a performance. Take time to get quiet
and focused before you sing. Warm up and
visualize yourself giving a great performance



QUARTET CORNER

We have a new quartet that just formed. We need
more.

What is YOUR quartet doing? Don’t have one?
Find three other guys and start one! Can't find a
match? Drop me a line and I'll run a list of guys
looking to quartet up here in the bulletin. It's one of
those really fun things that you don’t fully under-
stand until you’ve done it.

It's never too early to be thinking about Singing Val-
entines. Quartets are always needed, officially
formed or pickup. It's only a few easy songs. Learn-
ing more than one voice part to these songs can
help make you easier to fit into a quartet.

CHAPTER QUARTETS

On Point

Taylor Gaspars tenor

Daniel Pesante lead

Timothy Keatley bari
Alexander Burney bass

Four More Guys

Dan Kulik tenor
Ken Moyer lead
Jason Dearing bari
John Alexander bass

Giocoso

Dale Martin tenor
Bob Ice lead
Mark Roblez bari
John Humble bass

FlipGive

Here’s a simple way to financially support the
Big Orange Chorus, at no cost to you! If you
shop at any of the more than 400 merchants or
like to purchase eGift Cards, FlipGive will give
us back from 1% to 20%, depending on the mer-
chant.

To sign up, visit
https://www.flipgive.com/f/570688
and start shopping.

Thanks in advance!!

Big Drange Chorus




REHEARSAL SCHEDULE

Thu 05 Sep Shepherd of the Woods
Thu 12 Sep Shepherd of the Woods
Thu 19 Sep Shepherd of the Woods
Thu 26 Sep Shepherd of the Woods
Thu 03 Oct Shepherd of the Woods
Thu 10 Oct Shepherd of the Woods
Thu 17 Oct Shepherd of the Woods
Thu 24 Oct Shepherd of the Woods
Thu 31 Oct Shepherd of the Woods

PERFORMANCE SCHEDULE

F/S/IS 18-20 Oct Sunshine Fall Convention

Sat 07 Dec Christmas Show

Sat 14 Dec Christmas Show (Library)
Sat 21 Dec Christmas Party

Fri 10 Jan Icemen (SSB)

Sat 01 Mar Icemen (AAFM)

...more to come

THE ARGYLE SWEATER BY SCOTT HILBURN

[ O.M.G. LooK AT
\ LAURIE... WHITE AFTER
: LABOR DAY?

I'll talk to anyone about anything,
but sooner or later I'll tell them I sing.
I'll invite them to visit on Thursday night
and if they like what they hear, they just
might become members and maybe
they'll bring another person
who likes to sing.

BIRTHDAYS

Lou Richardson

15 Sep

RECENT GUESTS

Margie Phillips
Sirlister Smiley
Peter Gugisberg
Carl Kircher
Jon Woodbine
Cody Rios
Peyton Rios

lan Bula

David Ferriss
Bill Woodbeck
Jerome Santuccio
Miriam Hall

Kurt Butler

Carl Kircher

Art Billingslea
John Garlen
Bob Sanders

Shamus Mclner
Rob Taylor

Toby Max

Dante Alcantara
Bob Crino

John Rios

Kadin Rios

Bill Woods
Henry Rodriguez
Missy Reardon
John Hall

Emily Batt

Bob Mandzi
Anthony Mortimer
Bill Garlen

lan Bula

Bill Mumford

WELCOME

NEWEST MEMBERS

Taylor Despars
Dan Kulik

Steve Moody
Margaret Phillips
Lee Hillman

Ken Huang

Ron Blewett
Bob Crino

Bob Ice

Bob Mandzi

September
September
September
September
October
October
January
February
February
August



2024 DIRECTING TEAM

Daniel Pesante Timothy Keatley
Front Line Assistant
Director Director

2024 OTHER CHAPTER LEADERS

David Walker Les Mower John Alexander

Uniform Chorus Bulletin
Manager Manager Editor

Frank Nosalek Ken Moyer

Webmaster & Equipment
Technology Manager

EDITOR'S NOTE
Print off two copies

Article and column submissions are solicited. f h

Help make this a better bulletin. Send me stuff! of this newsletter
The deadline for October is 24 September. g
Items without a byline are from the Editor. fo share — one with
T G S your family and
John Alexander, Editor .

2429 Southern Links Dr ohe Wlth someohne
Fleming Island FL 32003 90“ are bringing tO
Back issues are available online at: :
www.bigorangechorus.com/newsarchive.htm a chap'(er meetmg'
More specific and timely performance information Le'l' 'l'hem knOW “129

is in my weekly sheet, Orange Zest.

belong here!



2024 BOARD OF DIRECTORS

/

Mike Sobolewski John Alexander Tom Frutchey Rick Morin

Chapter VP Music & Chapter Chapter
President Performance Secretary Treasurer

=7 A i

Mark Roblez Frank Nosalek Jason Dearing

VP Membership & VP Marketing & Immediate
Chapter Development Public Relations Past President

2024 MUSIC TEAM

David Walker Mark Roblez Jason Dearing John Alexander
Tenor Lead Bari Bass
Sec Ldr Sec Ldr Sec Ldr Sec Ldr

John Alexander Daniel Pesante Timothy Keatley Mike Sobolewski

VP Music & Front Line Assistant Presentation
Performance Director Director Coordinator

IMAGINE 80 SINGERS ON THE RISERS
BE A SINGER-BRINGER
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John Alexander, Editor
2429 Southern Links Dr
Orange Park FL 32003 E .
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