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A Student - Teacher Pact
What you can expect from me:
In my studio, all students will be treated fairly. I will endeavour to ensure that everyone gets what they need.

This does not imply, however, that everyone gets the same treatment, a notion that will affect our relationship

in several different ways:

C Vocal technique: All singers need to understand the basics of vocal technique, so that they can

both perform competently and teach voice in the future effectively. Those basics are roughly the same

for all singers. After a basic understanding of general vocal technique is in place, however, it is my

responsibility to help you identify the areas of your own vocal technique which need your attention at

any given time.

C Interpersonal relations: All singers need to present themselves to their audiences in an

honest, appropriate and effective manner. The route that each person takes to the achievement of this

goal is as variable as the personality of each person. It is my responsibility to understand  the personality

of each student and decide what psychological approach best suits each student in the pursuit of that

goal.

C Work demands: Every student needs to fulfill the demands placed upon them for the completion

of their respective programs at the James Madison University School of Music. For some students, this

is a large enough goal in itself. It is my responsibility as a teacher to come to some understanding about

the potential of each student and to help each of my students fulfil their potential.

I also pledge to set an example for you by embracing the following basic ideals:

C Honesty. In the world of the performing arts this is a rare commodity. One cannot always expect

honest opinions from friends, family, and colleagues who care about us, precisely because they care.

In caring for you musically, however, it is my responsibility to be honest with you. Telling you that you

are doing well when we both know that is not true, does neither of us any good. At the same time, it is

a pleasure to praise you when praise is due. In our relationship, honesty is quite simply the best policy.

C Decency. I will always treat you with dignity. My language will always be inclusive and respectful

of all races, creeds, cultures, and sexual orientations. 

C Respect.  Singing is a physical act, and it requires attention to the body’s musculature. There will

be times during lessons when you need to feel physically what is going on as I am singing, and likewise

when I need to feel physically what is going on as you are singing. When this is important for

understanding, I will ask your permission clearly before invading your personal space.

C Confidentiality. Whatever is discussed in private lessons remains private.
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C Advocacy. I see my role as your teacher as being the advocate for your talent. As that advocate, my

goal is to help nurture your continuous improvement. Sometimes, this will mean that I need to ‘hold

the reins’ a little bit, to help you stabilize your growth. Sometimes this also means that I will need to

challenge you to push forward on your own. I will always attempt to do this in the most congenial way,

but, ultimately, if I have to decide between congeniality and your talent’s best interest, the latter will

prevail.

C Collegiality. You will never hear a negative word from me regarding my colleagues. Everyone

chooses their own path, and it is not my place to sit in judgement on others. Although it is worthwhile

to equip ourselves with knowledge and experience so that we can recognize quality and truth, it is

unbecoming for artists to trumpet their personal achievement among others. Indeed, as your perceived

success increases, there is a heightened expectation of humility and generosity of spirit. 

This is not only an ethical issue, but also a practical issue. Competition is an integral part of the

performing arts world, and it can be a very positive force. We can often use our peer group as a

springboard from which to find the best within ourselves. Constantly comparing ourselves to others is

ultimately, however, self-defeating. Such an obsession does not really solve nor prove anything, and

merely serves to divert us from the more important task - challenging our own personal limitations. The

mature artist has learned to manage this competitive environment in a personally healthy manner which

is also pleasing to his or her community.

C Sensitivity. During the year ahead, I will do my best to remember that we are, after all, only human.

I will monitor carefully your capacity to handle pressure, and I will do my best not to push you beyond

that capacity. That being said, it is important to remember that singing at this level is an individual

effort. Despite the requisite sense of kinship and collegiality, in my studio, we are not a ‘team’ per se.

Performance classes, lessons and studio recitals will always be about achieving individual goals, not

about group achievement. 

C Perspective. The performing arts world is replete with mythology. It is easy to feel like the really

important performing and aesthetic experiences happen somewhere else. The truth is that art is created

wherever creative minds and spirits apply themselves energetically to the task. Whether this occurs in

Carnegie Hall or in a practice room is relatively moot.

Back to Contents
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C Ethical behavior 

As a member of the National Association of Teachers of Singing (NATS), I will abide by the following NATS

code of ethics - established by NATS in order that its members may understand more clearly their ethical duties

and obligations to their students, other teachers, and the general public, as well as to promote cooperation and

good fellowship among the members.

I. Personal Ethical Standards

   1. Members will strive to teach with competence through study of voice pedagogy, musicianship, and

performance skills.

   2. Members will present themselves honestly, in a dignified manner, and with documented qualifications:

academic degrees, professional experience, or a combination of both.

   3. Members will faithfully support the Association and are encouraged to participate in its activities.

II. Ethical Standards Relating to Students

   1. Members will respect the personal integrity and privacy of students unless the legal or academic system

requires disclosure.

   2. Members will treat each student in a dignified and impartial manner.

   3. Members will clearly communicate all expectations of their studios including financial arrangements.

   4. Members will respect the student's right to obtain instruction from the teacher of his/her choice.

   5. Members will offer their best voice and music instruction and career advice to all students under their

instruction. They will complete the full number of lessons and amount of time paid for by each student in

accordance with studio policies.

   6. Members will not make false or misleading statements regarding a student's hopes for a career or

guarantees of performances or favourable contracts.

III.    Ethical Standards Relating to Colleagues

   1. Members will refrain from making false claims regarding themselves or their students and from making

false or malicious statements about colleagues or their students.

   2. Members will not, either by inducements, innuendoes, or other acts, proselytize students of other teachers.

   3. Members will render honest and impartial adjudication at NATS auditions and/or NATS competitions and

students will not be requested to disclose names of present or former teachers until after the event.

   4. Members will disclose at NATS events the name of a student's previous voice teacher if the student has

studied with the current teacher for less than eight months.

   5. When a member's expertise warrants collaboration, members will work collegially with other professionals

(i.e., voice therapists, speech pathologists, and medical practitioners).

   6. Rules and regulations of any accredited academic institution take precedence over the NATS Code of

Ethics, should there be a conflict.

Back to Contents
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Furthermore, I will also be strict in my adherence to the following clauses from the ‘Studio Changing Policy’

in the Undergraduate Vocal Area Handbook of the James Madison University School of Music:

C. Studio Changing Policy:

It is important that each voice student study with a voice teacher of his/her choice. The following policy is
to be employed before changing teachers:
1.   In instances where dissatisfaction exists in the studio, the first step in correcting the situation is the
discussion of the problem between the student and the teacher. Many problems can be solved through
communication.  If this step has been taken and the results have been unsatisfactory, one possible remedy
might be a studio change for the student. The procedure below is to be followed for a studio change.
      2. Studio changes may only take place  at the beginning or end of the Fall and Winter        semesters.
Studio changes at semester's beginning should be initiated as soon as possible (by the end of the first week
of classes), but must be completed before the University census date in the semester (Sept. 16, 2010, and
Jan. 27, 2011).  Studio changes at the end of a semester must be completed by the end of the final exam
week. All parties involved MUST be kept fully informed, so that grading issues will be clearly defined.  No
studio changes can be enacted during the Summer or during Christmas Break. 
3. Except for extenuating circumstances, no studio changes should take place before a student has
studied with a teacher for at least one full year (two semesters).

Vocal Studio Change Policy
a) The student must contact the vocal area coordinator and make known his/her concerns.  The vocal
area coordinator must first ascertain whether or not the student has discussed the concerns with the
present teacher. If so, the vocal area coordinator will give the student a Vocal Studio Change Form, which
must be filled out and signed by the student, the present teacher, the proposed teacher, and the vocal area
coordinator before a studio change can take place.  The completed form must be returned to the vocal area
coordinator. If not, the student will be directed to meet with and inform the present voice teacher of his/her
intent to change studios and the reasons for the intended change.  Following this meeting, if the intent to
change studios is unaltered, the current teacher must sign the studio change form, acknowledging that the
intended change has been duly discussed.
b) Following the discussion with the current teacher, the student may contact the studio teacher with
whom he/she would like to study, to obtain permission to study in that teacher's studio.  If the student has
no specific studio preference, then the vocal area coordinator will assign the student to a studio according
to faculty load levels.  Barring the student's possession of a Studio Change Form signed by the present
teacher, no voice faculty member, other than the Vocal Area Coordinator, should discuss a potential studio
change with the student of another voice faculty member.  If a contact is made without the form, the student
should be directed to proceed as in step a) above.
The above policy and  procedures do not apply in situations when a student discontinues vocal study, then
resumes it with a different teacher after the passage of at least one semester.

Back to Contents
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What I expect from you:

1. Honesty. If you like the way lessons are progressing, I am happy to hear about that, but if you are
displeased about the way things are going, I expect to be the first one to know. I inevitably hear what my
students say about me, positive or otherwise, sooner or later. In the interest of maintaining a cordial and
professional relationship with me, tell me about issues of concern between us, not someone else. I promise
that I will never be defensive nor negative about honest feedback from you. If you are experiencing
personal problems which might interfere with our progress, then it is also appropriate that I know about
them. 

It is very important that you look upon me as the first place to voice your concerns when you have issues
that need to be addressed by the faculty and/or administration of the JMU School of Music. If you speak
with me about these issues first, then we have the opportunity  to address the issues together, and I can give
you advice about the best way to manage them.  I can guide you to the person who might be the most
appropriate to help you, and act as an advocate for you in the process. When you make the decision to deal
with such issues on your own, and I hear about your issue for the first time from another faculty member or
administrator, do not expect me to act further on your behalf for the issue in question.

2. Feedback. It is very difficult to teach you effectively without some degree of analysis and reflection
on your part. I do not profess to always have the best solution for a particular problem. When you analyse a
solution I have prescribed for you and provide some thoughtful feedback to me, there are relatively few
issues that we cannot solve together.

3. Collegiality. I expect you to act in a spirit of kinship and collegiality to your fellow students in the
JMU School of Music. In a large music program, competition is an integral part of student life. To deny this
does no one any good. Indeed, the healthy competition within your peer group at such a large school as the
JMU School of Music is often quoted as incentive for application here.  How a student deals with that
competition is the crucial issue.  In some individuals, the stress of competition can induce some unfortunate
and unbecoming behaviours, making life unpleasant for those around them. My expectation of you is
twofold: First, to eschew reacting to the stress of competition  in an inappropriate manner. Second, when
you encounter such inappropriate  behaviours in others, I expect you to be a positive influence by reacting
in a mature and thoughtful manner. 

4. Tenacity. Learning to sing at an elite level is not an overnight process. The only way to establish a
solid and truly expressive vocal technique is through a tenacious daily practice regimen. Making time in
your busy student life for this regimen is your responsibility. If you do not take charge of this responsibility
and make it your priority to schedule practice time daily, progress will not occur.
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Once the practice time is established, tenacity is also required in the sensible use of your practice time.
Running through a passage again and again while avoiding a direct analysis of the problems you are facing
in the passage - be they technical or expressive - is wasteful and counter-productive. To sing at an elite level
requires one to become self-aware and self-analytical. During the hour or so per week, we are together, I
can really only act as your  advisor. You are the ‘teacher’ as you integrate my advice into your daily practice
regimen. As a teacher, not only are you required to be tenacious in your self-analysis and correction, but
also in your role as the protector of your instrument. Over-practicing is as ill-advised as under-practicing.
Practicing only technique can produce a sterile performance, while practicing only expression can produce a
technically flawed performance. Balance is the key, and it is your responsibility to find that balance.

Although the tenets of solid vocal technique are relatively simple, their implementation on a daily basis can
sometimes be bewildering. Sometimes the establishment of solid vocal principles means abolishing well-
established, but less than optimal habits. There may be times when the “rooting out” of such habits
becomes frustrating to the point of despair. If you feel despair arrive, I simply ask you to be tenacious in
focussing on the overall goal of continued improvement, and in consulting me immediately so that we can
cope with these difficulties together.

5. Flexibility. We have only four years to cover a lot of territory. To make the most of that time, we are
best served when you can adopt as flexible an attitude as possible. I will make many suggestions to you -
exercises, warm-up techniques, advice about posture, vowels, character, etc. If you use this advice during
lessons, seemingly only to humour me, and then go immediately back to old exercises and habits in the
practice room, no one is served; you do not make any progress as a singer, and I cannot grow as a teacher. If
you take the advice or exercises that I give you, try them out with a flexible attitude, and then return to me
with feedback - positive or negative - we can move forward quickly and efficiently. Change is often not
easy, but accepting its necessity can be the key to progress.

Back to Contents
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Studio Policy/Course Syllabus
Students will study and achieve the levels as defined in the JMU Vocal Area Handbook with the following
additional considerations:

1. Attendance 
Missed lessons will be made up by voice instructors under the following circumstances:

1. If, for any reason, the teacher has missed the lesson.
2. If the student has contacted the teacher 24 hours, or more, in advance of the lesson in question. 

Excuses may be granted due to incapacitating illness or injury.
3. If a student misses a lesson without an excuse because of a verifiable emergency, the lesson may be

made up at the discretion of the teacher.
4. In case of weather or other emergency that necessitates the closing of the University, the following

policy will apply:  see website: http://www.jmu.edu/JMUpolicy/1309.shtml Such missed lessons
will be considered excused absences.  They will be made up if possible, or in any case, they will not
negatively affect the student’s grade for the semester.

In all cases, lessons will be made up at the convenience of the teacher, as time allows.
C Tardiness and absenteeism will result in lower grades.

2. Accompanists
C An accompanist is required at every repertoire lesson.
C It is the student’s responsibility to arrange and/or pay for an accompanist.

3. Repertoire and Preparation
C Repertoire shall be chosen in consultation with me.
C Public performances by students should be discussed in advance with me. Any selection of dates for

credit recitals must be discussed with me in advance.
C It is expected that assigned repertoire will be prepared for lessons. Poor preparation for any lesson

will result in lower grades.
C It is expected that you will arrive at lessons having sufficiently warmed up your voice to make the

best use of the time.

4. Performance Class
C Performance Classes will take place as scheduled. Attendance at every Performance Class is

mandatory.  Absenteeism will result in lower grades. Failure to perform when requested will result
in lower grades.

C Performance Class is an opportunity for students to perform for their colleagues in a relatively safe
environment. It is expected that classmates will respect this environment and will not only listen
attentively to each performer, but provide thoughtful and appropriate feedback when called upon.
However, guests, including any other interested students at JMU are welcome as auditors in
Performance Class at any time, provided advance notice is given to me.
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5. Required Materials:
a) Textbook

 for Sopranos and Mezzo-sopranos:
C Training Soprano Voices - Richard Miller; Oxford University Press, USA  2000

ISBN-10: 0195130189 ISBN-13: 978-0195130188
for Tenors:

C Training Tenor Voices - Richard Miller; Schirmer; 1993 ISBN-10: 0028713974
ISBN-13: 978-0028713977

for Baritones, Bass-baritones and Basses:
C Securing Baritone, Bass-Baritone, and Bass Voices - Richard Miller; Oxford

University Press, USA 2008 ISBN-10: 0195322657 ISBN-13: 978-0195322651
b) for everyone: USB Flash Drive. I recommend at least 8GB in capacity. 

6. How to contact me:
C E-mail address: mcmillkj@jmu.edu
C Studio Telephone (540) 568-6583
C Cellular Telephone: (540) 236-8329

7. Guidelines for contacting me:
C Use e-mail for most messages. Do not leave important messages in my campus mailbox, as I do not

promise to check my mailbox there regularly. I stress that e-mail is an excellent and inexpensive 
way to reach me. I check it at least once daily, and will respond promptly.

C Text messaging me is also an efficient contact method, and I will get back to you as quickly as
possible.

C Feel free to add me to your ‘Hangouts’ contact list. This can prove an efficient way to stay in touch
with each other through the year.

C Use the cellular  telephone number to reach me as a last resort. Leave a message on the answering
service and I will contact you as soon as I am able.

8. Voice Area Recitals:
C Each student should perform on at least one Voice Area Recital per semester. Dates will be

confirmed as soon as possible, and repertoire will be confirmed with me a week before each recital.
Your performance on Voice Area Recitals forms a portion of your final mark.

9. Web Site: 
C The studio has its own webpage: http://mcmillanstudio.wordpress.com/ . It is also accessible via

my personal website: www.kevinmcmillan.ca. There is also a McMillan Studio Facebook page:
https://www.facebook.com/mcmillanvoicestudiojmu

C Students should refer to the webpage for reference. This handbook will be posted there, as well as
many other useful links and a blog. 

C On that site, each student has a space for a photo and biography. It is expected that these biographies
will be composed/re-edited promptly at the beginning of the year, and that updates will be submitted
to me as appropriate.
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10. Contacting Classmates:
C At a number of junctures it may be necessary for you to contact your classmates to consult about

schedule changes, studio functions, etc. Early in the year, I will collect your contact information to
create a class address list for distribution only to your classmates. It is very important that this
information is kept private, and that it is only used in an appropriate manner.

11. Miscellaneous:
C It is your responsibility to announce your presence outside my studio door. Knock when your time is

at hand, and then I will know that you are there and ready to go. Otherwise, I may go over into your
time, thinking that you are late.

C My studio has an open door policy. If you wish to invite someone to sit in on your lesson, or wish to
sit in on someone else's lesson with their permission, please do so.

C The audio and video - as well as spectrographic analysis - of all lessons will be recorded digitally.
We will transfer the recording of your lesson on to your USB flash drive at the end of your lesson. I
highly recommend that you take advantage of this technology as another feedback mechanism for
learning.

12. Breakdown of Marking Procedures: (quoting from the Undergraduate Vocal Area
Handbook - with addenda in italics)

Studio Voice grades will be determined by the following percentages:
C 25% for jury exam or recital
C 30% for Performance Class and Voice Area Recital attendance and participation (Attendance

at both of these weekly events will be strictly enforced. Each unexcused absence will result in
a 5% reduction from this amount. Each studio member is expected to perform at least once
per semester on a Voice Area Recital. I will be scheduling your appearances there with you in
the first week of classes.)  

C 35% for lesson preparation. A properly prepared student has:
a. thoroughly practiced all assigned technical exercises
b. learned assigned music correctly with specific attention to the melodic and rhythmic aspects

of the music
c. entered into their music IPA (where required) and word-by-word translations of all foreign

languages for instant reference
d. worked out the correct pronunciation of assigned songs and is ready for vocal coaching
e. researched and become familiar with the historical context, stylistic traits, overall plot or

meaning of the piece being learned (opera or other staged works), and can demonstrate the
above in lessons

f. memorized those pieces assigned by the instructor
(N.B. Each weekly lesson will receive a mark out of 10 - and the average of that total will produce the 35%
above. An example of the marking criteria sheet is attached)
C 10% for demonstration of entire memorized repertoire in Performance Class at the semester's end
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13. Disability Accommodations
JMU abides by Section 504 of the Rehabilitation Act of 1973 and the Americans with Disabilities Act,
which mandate reasonable accommodations be provided for students with documented disabilities. If
you have a disability and may require some type of instructional and/or examination accommodations,
please contact me early in the semester so that I can provide or facilitate provision of accommodations
you may need. If you have not already done so, you will need to register with the Office of Disability
Services, the designated office on campus to provide services for students with disabilities. The office is
located in Wilson Hall, Room 107 and you may call 540-568-6705 for more information

14. Academic Honesty
It is important to understand that the JMU Honor Policy applies to all work submitted for this class.  This
has particular reference to any written work.  Please refer to the Honor Council website: 
(http://www.jmu.edu/honor/code.shtml) for specific information.

Back to Contents
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Top Ten Ways to Stay Healthy as a Professional Singer

10. Stay hydrated to help promote a healthy mucosa in your upper respiratory tract. We all produce
approximately 1 quart of watery mucous daily, and this mucous is essential for vocal health. It is our first line
of defence against germs, particles and friction (The vocal folds must be constantly bathed in watery mucous
to operate successfully.)  You should drink at least one quart of water daily. This is the equivalent of about 8
glasses. This hydration process will probably also involve raising the humidity in the room in which you sleep
to 40-50%, especially in the winter. Avoid excess coffee, tea and alcohol, as these act as diuretics to remove
moisture from your system. (Although - hurray! - a recent study shows that coffee has little if any effect on
vocal production.) Any throat lozenges which contain menthol also act as drying agents and should be avoided. 

9. Sing daily. Every once in a while, it may be necessary to take a day off, but those instances are relatively rare.
‘Cramming’ does not work for singers. Most illnesses occur when singers have not followed a daily regimen
and overdo it when the pressure is on. Warm up carefully and methodically before every practice session, before
lessons - before every time you use your voice. This takes time, and requires careful planning.

8. Practice sensibly. Use the vocal exercise recommendations that are assigned to you. Try to apply ideas from
your lessons, but do not expect to resolve every vocal issue in every practice session. Do not waste vocal energy
singing through phrases that you know already work for you. Go for the trouble spots, and deal with those spots
methodically and thoughtfully. Break up your practice sessions. Psychologists have proven that the most
effective practice occurs in the first 10 minutes of a session. If you break up your practice time into smaller
segments each day, you can achieve more than in one long session. Above all, do not work past an acceptable
frustration level. Take a break and come back to it later. Conserve your vocal energy and build up your strength
gradually. Learn to ‘mark’ with your voice to learn notes and to save your voice for performance time.

7. Consider ways to build your immune system - adopt a balanced healthy diet; supplement that diet with a daily
multi-vitamin; consider herbal supplements and adopt an active lifestyle, balancing your time in the practice
studio with some form of physical exercise. If you do strenuous exercise - especially weightlifting - be sure to
avoid the Valsalva Manoeuvre whereby you hold your breath at the vocal folds while lifting. This can cause
serious vocal fold damage. In lieu of holding your breath, exhale on the work phase of each lift.

6. Be very careful about medications that may affect your voice, such as:
a. Those that affect coordination: Stimulants, depressants, anaesthetics
b. Those that affect fluid balance: Decongestants, drying agents - like antihistamines and diuretics,
antispasmodics (Imodium©), antitussives (cough medicines), antipsychotics (i.e.Lithium©), blood
pressure medications
c. Hormones: steroids, male & female hormones
d. Those that affect bleeding: Anti-inflammatory drugs and pain relievers such as aspirin (found in
Aspirin© and Excedrin©), ibuprofen (found in Advil©) and naproxen (found in Naprosyn©) contribute
to a small but significant risk of vocal haemorrhage, especially if you are sick or the vocal workload is
heavy. Use acetaminophen (found in Tylenol©) for pain to reduce the risk of haemorrhage.
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If you are unsure of the effect of a medication that you are taking may have on the professional voice, go to: 
http://www.ncvs.org/rx.html This comprehensive list put together by the National Center for Voice and
Speech can help you become aware of potential problems.

5. When you feel a cold coming on - i.e. symptoms of scratchy throat or post-nasal drip - stop singing for a
day or so. If you give the tissues a chance to fight off the infection without any irritation, often you can
encourage the cold to be short-lived. Many vocal injuries come from singing while sick. The simple rule: If
it hurts to sing, STOP! When you begin to sing again, warm up VERY gently, and gradually, and do not
sing too much for the first few days back. Above all, do not abandon vocal technique just when you need it
the most!

4. If you do develop a full-blown cold, do NOT use most over-the-counter cold remedies. As mentioned,
antihistamines and decongestants dry out the mucous membranes - right at the time when the body is
producing extra mucous to speed the resolution of the infection. As annoying as it might seem, let your cold
flow out of you. Force fluids, especially warm, clear liquids - herbal teas and clear soups. Despite what you
might hear, there is no cure for the common cold other than food, water and rest. When you must cough, do
your best to cough in the least violent manner possible. If you must take a cough remedy, use an
expectorant containing guaifenisen such as in Robitussin© - and look for preparations with that single
active ingredient. Be quiet.  If you do not seem to be feeling better as you usually do after 5-7 days, consult
a physician.

3. Avoid noisy places. If you must be in a noisy place, conserve your voice. Noisy places include: arenas,
buses, pubs, football games, etc. Speaking over background noise can cause much more damage than over-
rehearsing. When you do speak, be self-aware about inappropriate speaking habits that tire your voice.
Among the most important behaviours to avoid are vocal fry and glottal stops. These are as hard on your
voice as coughing or poor singing.

2. Do not spend time in smoky or polluted environments because of the obvious negative impact on the
mucosa of your respiratory tract. (It should be self-evident that smoking of any type is completely out of the
question for singers.)

1. Work diligently to develop a sensible vocal technique. Singers who use a faulty technique have laryngeal
tissue which is often inflamed to a certain extent. When these tissues are inflamed, they are much more
prone to infection. Correcting vocal technique is your best hope for sustained vocal health. 

Back to Contents
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Studio of Kevin McMillan 

JMU School of Music: 2015-16 

Fall semester record of: ____________________________________

Week
of:

Punctual
(__/1)

Prepared
(__/2)

Attitude
(__/1)

Progress:
technical
(__/3) 

Progress:
expressive
(__/3)

Overall
(__/10)

Repertoire for week:

Aug 31

Sept 7

Sept 21

Sept 28

Oct 5

Oct 12

Oct 19

Oct 26

Nov 2

Nov 9

Nov 16

Nov 30

Dec 7

Overall mark Fall semester: ___/130 = ____%
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Teaching Philosophy - Kevin McMillan
The ultimate goal of any elite singer should be relatively simple - to do service to the art placed before him

by the composer and the poet. In order to do this, it is essential to study in detail the techniques and traditions of elite
vocalism in the Western tradition.

The elite voice can and ought to be treated like any other instrument in the classical music tradition. When
the technical function of a voice is solid and well-informed, then artistry can flower most beautifully. This is no
different from a pianist, violinist or trumpeter who strives to achieve a professional standard in his/her technique
so that real artistry can occur. Technical study is essential to achieve true expression.

This study can be bewildering at times. There are few other fields of endeavour in classical music study that
are so fraught with misinformation, mythology and mystique. I strive to codify, clarify, simplify, and de-mystify the
singer’s study. Also, the antiquated model of the all-knowing master teacher has long been a source of  frustration
for singers. My approach to the instruction of the voice is consciously structured to create a collaborative atmosphere
in which the free exchange of ideas between student and instructor is modelled and encouraged.

In his Epidemics, Bk. I, Sect. XI. Hippocrates wrote: Declare the past, diagnose the present, foretell the
future; practice these acts. As to diseases, make a habit of two things - to help, or at least to do no harm. These
are guiding principles for my studio work with singers.

“Declare the past...” Every singer arrives at the studio door with a different personal history, knowledge, experience
base, emotional status and level of competency with their instrument. I therefore open a dialogue with my students
immediately to document and acknowledge their histories so that a strategy for the future can be crafted.

“Diagnose the present...” A voice teacher has three basic tools at his/her disposal: seeing, hearing and feeling. I
watch and listen carefully, using all of the knowledge and experience available to me, so as to prescribe an
appropriate course of action. If I discover that I have diagnosed a problem incorrectly, I am the first one to
acknowledge this error and seek a different solution, as many times as are necessary.  A kind but honest and detailed
discussion of the diagnosis and potential remedy is therefore essential to the establishment of good rapport between
student and teacher. At all times in my instruction, I work in close partnership with students so that I might
understand their perceptions of the problem and the solution clearly. Then, and only then, can we create together
an individualized program for student growth.

“Foretell the future...” I strive to use  my own experience and knowledge base to sense the potential of the artist
before me. Once that potential becomes apparent, then realistic, attainable goals can be established for artistic
development. Having analysed a student’s potential, it is then my role to act as an ongoing advocate for the student’s
talent. My goal in each case is timely and sustainable growth.
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To effect such growth efficiently, I try to help the student understand the well-established realities of human vocal
function -- from a scientifically-sound and historically-informed perspective -- in direct and technical language. The
major elements of that instruction include:
C Appoggio breath management
C Posture and stance
C Resonance balancing to achieve voce completa throughout the range
C Clarity and efficiency of phonation
C Maintenance of an acceptable vibrato
C Establishment of dynamic and expressive control through practice of the messa di voce
C Laryngeal balance and stabilization
C The establishment and maintenance of velar closure during normal vowels in all vocal ranges
C Normalization of tongue postures
C Vowel tracking and clarity of diction/enunciation, making extensive use of the International Phonetic

Alphabet
C Systematic adjustment of vowels and breath management through the zona di passaggio to achieve

appropriate resonance in the upper range
C Range extension and voice classification
C Agility
C Sostenuto
C Legato

At each stage, I also address the expressive impact of a student’s performance, which includes the following aspects:
C Careful analysis of the dramatic context
C Historical informedness
C Language - through poetic understanding, accuracy and efficiency of enunciation, and expressive inflection

of text
C Extensive work to align the artist’s interpretation of the text with the intentions of the poet and composer
C Body language
C Psychological and sociological awareness
C Helping students find an internal emotional reference to relate to the expressive task at hand  
C Concise delivery of this expressive/emotive experience to an audience
C Coordination of these elements through expressive rehearsal

Information and experiences are shared as freely and as simply as possible so that students can not only steadily
increase their knowledge base, but can become increasingly self-aware so as to begin the life-long process of self-
instruction for continued artistic development.

“To help, or at least to do no harm."  If something isn’t dysfunctional, it does not make sense to repair it. However,
to perceive a problem -- be it artistic, physical or psychological -- and to not provide an honest, practical, timely and
effective remedy makes no sense either. This, above all, is the fundamental principle of my studio teaching.
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