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THE ART OF SINGING
By ARTHUR ELSON

is only the most gifted of mortals who
can sing naturally. A Patti could go on
b the concert stage while still a child, and a

) Melba could indulge in trills and runs
——  while at the work of her girlaood ; but the
average mortal, like the Vox Humana stop of most
organs, is very likely to begin by emitting sounds that
remind one of a goat in distress. ‘“Practice makes
perfect,” however, and the most unpromising voices
have at times been schooled and trained to win great
artistic successes.

There was a time when printed methods of singing
were held of little value. Cirillo, in a published “Lec-
ture” on singing, mentions an early opinion that “The
crowd of methods . . . would be for the art of sing-
ing so many tongues, so many dialects, which would
cause in a short time another Tower of Babel, a chaos
of ideas, of principles, of rules, of hobbies.” Cirillo
himself learned by imitation, which, with oral direc-
tion, was the old method of teaching. He studied with
a pupil of Crescentini, the latter being famous as th
teacher of the great Lablache. :

We have now, however, emerged from the period
of confusion that came with the earlier printed meth-
ods, and have arrived at a time when there are a
number of excellent books on singing. These books
agree on most of the important points, and whenever
they differ from one another they usually give rea-
sons; so that singing may now be understood, at least,
from the printed page. A teacher is still necessary.
as only the most gifted of students can judge the
results of his own practice and the accuracy of his
methods. But the directions given by the best books
on singing are of the utmost value; and a condensed
account of them, as given here, should prove useful
to many.

There are three distinct parts of the human anatomy
which are used in the production of tone. First there
are the lungs, which supply breath by the aid of the
diaphragm and the rib-muscles. Then there is the
larynx, at the head of the wind-pipe, the larynx be-
ing that part of the throat which contains the vocal
cords and their supporting cartilages. Then there are
the mouth and nose, which govern the quality of the
tone. ’

BREATHING

The lungs consist of soft and spongy masses of
tissue, which allow air to flow into them when they are
distended. This distention may be brought about in
several ways—by the diaphragm, the intercostal (rib)

muscles, and to some extent by the collar-bone and
shoulder-blades.

The diaphragm is a large muscle extending across
the base of the lungs, in the form of an arch. When
the muscle is contracted, this rather flat arch is pulled
down and brought nearer to a straight line. The
elastic lung-tissues are extended downward by this
means, and air rushes into them to fill the enlarged
cavities. When the diaphragm is relaxed, it extends
upward into its more arched position. This allows
the lung tissues to contract to their normal size, and
expel the air that was taken in when they were
stretched. The lungs, however, are never completely
empty of air. The diaphragm can also push upward.

The rib-muscles come into play when the breath-
ing is done by throwing out the front part of

_the chest. This motion of the breast-bone carries the

ribs up with it, producing an effect somewhat like a
sidewise expansion of a barrel with oblique hoops.
The air then rushes in to fill the extra lung-space.
The muscles are then relaxed, and the rib-muscles,
which were distended in the process, pull the ribs
more together and obliquely downward, causing the
air to be expelled.

The lungs may also be partly inflated by the up-
ward movement of the collar-bone. They may also be
inflated by a distention of the back muscles below the
shoulder-blades.

The lungs are thus like two halves of an oval barrel,
which may be enlarged from below, above, in front,
or behind, or even in different ways at the same time.
When the lungs contract to their normal, or deflated,
state, they expel the air through many small tubes that
unite into larger and larger tubes, until finally two
large “bronchial tubes,” one from each lung, unite to
form the trachea, or wind-pipe. The latter is an
elastic affair consisting of nearly complete rings of
cartilage united by other tissue. This gives free play
to the larynx, which is at the top of the trachea.

Which is the best way to breathe? This important
question has been answered in different ways. Some
adhere to the idea that the diaphragm must do all the
work, while others say that the back muscles should
be wholly or largely responsible for the inspiration, or
taking in of breath. A discussion of these two meth-
ods will be in order.

The diaphragm, from its size and position, is of
paramount importance to the human frame. It not
only governs the lungs, but also regulates the motion
of the abdomen and the important organs situated
below it. A well-developed diaphragm, therefore, is
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necessary for the sake of good health as well as good
singing. If one will lie flat on his back and breathe
slowly, he will at once notice that the diaphragm gov-
erns the internal motions of practically the entire
torso. He will also perceive that breathing from the

diaphragm is natural and effective, and fills the lungs.

with much more air than is obtained by upper rib or
collar-bone breathing.

Deep bréathing, therefore, is to be cultivated most
persistently, as an aid to health. It is also an aid to
vocal strength, for the expulsion of air from the lungs
in singing is always caused by the push of the
diaphragm. No matter if the air is taken into the
lungs by other methods, the burden of expelling it in
singing is shifted to the “midriff,” as the diaphragm
is popularly called. It follows, then, that exercises
tending to strengthen the diaphragm are always bene-
ficial for the singer.

The heroic sopranos and burly tenors of dramatic
opera usually have the power that comes with a fully
developed physique. Their diaphragms have been so
strengthened by the necessity of moving large weights
in breathing that these singers are easily able to show
vocal power, if nothing else. One would not always
recommend the late, but frequent, suppers by which
some artists increase their weight; but it is true, nev-
ertheless, that a certain amount of weight gives in-
creased power. The present writer remembers an
illustration of this in the case of Mary Garden. When
the famous manager Hammerstein brought her to
Boston in 1909, she charmed by effective and intelli-
gent acting, as well as by her creation of new roles;
but her voice was not especially strong, and was some-
what colorless. She was then rather thin. Later on,
when she returned to Boston to sing in the local opera
company, her size had increased noticeably; and her
voice had changed in consequence, having become full,
rich and sympathetic, and wholly different from the
unconvincing affair of two years before. Sometimes
overuse or old age injures a voice at the time when a
singer’s figure develops; yet all other things being
equal, increasing weight gives increasing power, up
to a certain point, because of the enforced development
of the diaphragm.

But one does not need to grow fat in order to
strengthen the diaphragm. Exercise will help the
cause in a much safer way than late revels or noc-
turnal pilgrimages to the shrine of Lucullus. Much
has heen written about the hygienic precautions that
singers must observe in the way of diet and other
matters; but comparatively little has been set down
about the value of athletic exercise. The pianist must
keep his fingers whole, and therefore may not culti-
vate the acquaintance of the festive and popular base-
ball. The violinist needs to keep his left hand in

- the most perfect and supple condition, so that even the
pursuit of the elusive golf-ball might be fraught with
danger for him. But the singer does not need to
hesitate or fear any injury from exercise. What he
wants is a strong diaphragm and well-developed chest-
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muscles; and he may go after them in almost any way
that he pleases. It is not possible, or even advisable,
for every conservatory to have a ball-field and a golf-
links attached to it; but a tennis court is a more con-
venient affair. The beneficial effect of tennis in de-
veloping the chest and diaphragm is worth investigat-
ing. At present most books do not suggest anything of
a more strenuous nature than walks in the open air.

For the development and control of the diaphragm,
and incidentally the other chest muscles, actual breath-
ing exercises are decidedly necessary. These may be
practised several times a day, for a few minutes each
time. . '

The first of these consists in drawing a full breath,
which brings into the lungs many times the amount .of
air that is used in an ordinary breath. Draw down
the diaphragm gradually, but fully, and supplement
this by raising the chest to take in still further air
after the base of the lungs is completely expanded.
Hold the lungs full for about half a second, and then
exhale the air naturally. Repeat this several times
at intervals, taking a number of ordinary breaths be- .
tween each full one so as not to tire the muscles.

Another breathing exercise consists in taking a full
breath and holding it from five to ten seconds; resting
between repetitions, and exhaling always before the
holding of the breath becomes a severe strain. Still
another exercise consists of exhaling naturally and
holding the lungs in an exhaled state for some sec-
onds before drawing another breath. With these goes
the practice of a sudden and rapid inhalation, such as
would be used between notes in actual singing. The
latter may be practised with the diaphragm, but
should also be done with the back muscles, as described
below. Breathing from the diaphragm should be
made into a habit, which will continue through both
waking and sleeping hours. As much fresh air as
possible is advisable, not only for general health, but
for the good result that such health will have on the
tone-producing apparatus.

In practising the quick inhaling that goes with sing-
ing, it will be seen that the use of the diaphragm alone
will bring about a conscious effort, and a general
movement of the body. In singing, however, it is de-
sirable to be able to inhale with as little effort as
possible, but with great speed. For this the back
muscles should be brought into play. As the lungs are
narrow in proportion to their height, it will be seen
that an extension backward will cause a greater in-
crease of space than a downward extension of the
same length. Strength of the diaphragm is needed
for power and control in expelling the air while sing-
ing; but for drawing a quick breath with a minimum
of effort, the back breathing will be found most ef-
fective, the lower ribs expanding as the back draws
away from them. We do not use these muscles ordi-
narily, but it will be found that they can be easily
called into employment. After the breath is taken,
the burden of pressure is shifted to the diaphragm;
but it will be found that such a shift from the back
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is much easier than the shift needed in chest or col-.
lar-bone breathing. The diaphragm is not to be
prevented from moving, but it may be contracted
gradually during and just after the inhalation. The
best singers show little bodily motion during breath-
ing; it is said of Farinelli that no one in his audiences
could tell when he breathed. This ease is attained
through the use of the back muscles, in partial com-
bination with the diaphragm. There is no raising of
the neck, as in frontal breathing, but a spreading of
the shoulder-blades and a slight straightening of the
hollow in the back. One should feel as if he were
filling the lungs first of all at the back, from the lower
end of the shoulder-blades downward; and as soon as
this js accomplished, the diaphragm will begin to con-
tract at the back, and complete its work with much
less violence than if it were employed alone. The
shoulder-blades are not lifted, but may swing back-

ward and upward a little as if pivoted on their upper

ends. This gives an easy method of quick inhalation,
and avoids the needless contortions that sometimes
amuse an audience.

Do not forget, however, to stand straight. One
should not be so erect as to “fall over backward,”
but the breath cannot be very fully drawn from a
stooping posture. In opera, where the action some-
times necessitates an awkward position, the singer
may feel at liberty to vary the directions to suit his
case, and draw his breath by whatever method seems
best at the time. But the ease of deep back-breathing
may be seen if one will inhale while sitting down and
leaning far forward.

Breathing through the nose is anotlier habit that
should be cultivated permanently. As the nasal cav-
ities cause the air to circulate in such a way that it
is freed and filtered from dust, this habit is demanded
by ordinary hygiene. But it is true also that the nose
plays an important part in giving resonance to a
singer’s tones; so it should be kept in good working
order for this reason also. The mouth should be
used only in singing, speaking, or breathing exercises,
nasal breathing being especially in order during the
process of eating. ,

The question of proper breathing has caused much
difference of opinion. Dr. Fillebrown (“Resonance in
Singing and Speaking”) shows by the example of
sleeping infants that a union of some abdominal
descent with an expansion of the lower ribs is the
normal way of breathing. In singing, a pure ab-
dominal style of breathing was recommended for
many years. From 1855 on many teachers adopted it.
But Lamperti and others refused to follow this idea
implicitly, and held that below the belt the abdominal
wall should not be pushed forward in the act of taking
breath. Some hold that in drawing breath properly
for singing the abdominal wall should actually be
pulled in; but it is best not to make this a conscious
effort. Jean de Reszke stated that the abdominal wall
should be retracted in its lower part only, the stom-
ach following the lateral expansion of the lower ribs.
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The inferior costal (lower rib) breathing explained
by Dr. Curtis (“Voice Building and Tone Placing”)
uses the principle of rotating these ribs from the back,
so that they enlarge the lower part of the lungs by
moving from an inclined to a horizontal position.
This is practically what happens when we distend the
back from the shoulder-blades downward. With the
upper part of the chest held in a fixed high position,
the lower part may be made to swell forward, whether
it is or is not accompanied by a downward motion of
the diaphragm. If, instead of allowing this motion,
the small of the back be moved slightly backward,
the change of position in front is reduced to a mini-
mum. As already stated, it will be found that this
distention of the back will fill the lower part of the
lungs, which is desirable in bringing the inhaled air
where the diaphragm can act upon it quickly. While
the back is being used in inhaling, however, the dia-
phragm need not be moved by any conscious effort.

THE LARYNX

At the top of the wind-pipe is the larynx, or voice-
box, in which the tone is formed from the air-current
that the lungs supply through the wind-pipe. The
larynx consists of a number of cartilages, joined by
muscles, the whole being covered by membrane and
suspended from the hyoid (tongue) bone. In the
larynx are the vocal cords, or bands, which regulate
the pitch of the singer’s tone.

The lowest portion of the larynx is the cricoid (sig-
net-ring) cartilage. This is connected directly to the
top of the wind-pipe by a circular ligament. The
cricoid cartilage is shaped like a signet-ring, the back
part being wider than the front, and connected to the
other cartilages by several muscles. It is connected
with the thyroid cartilage by a membrane.

The thyroid cartilage, the largest in the larynx, does
not form a complete ring, hut is supplemented at the
back by the thyro-hyoid membrane. The thyroid
cartilage is shaped like two nearly square shields
which are joined into one in front and face diagonally
forward and outward. At each back end (i.e., on each
side of the throat) this cartilage is prolonged upward
in a rod-like shape, and these two rods carry the
upper part of the membrane and are attached to the
tongue-bone. At the upper front part of the cartilage
is the epiglottis, a flexible affair that bends back dur-
ing the act of swallowing and forces the food to slide
over it into the gullet, or ®sophagus, the tube back of
the wind-pipe that leads to the stomach.

On the back of the cricoid cartilage, which pro-
jects upward between the wind-pipe and the asopha-
gus, is a slight hillock consisting of the two arytenoid
cartilages, triangular in shape, and on top of these
are the two very small Santorini cartilages. On each
side of the arytenoid cartilages are the two small
Wrisberg cartilages, but these do not seem of especial
importance in tone-production.

The vocal cords, one on each side, are attached in
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front to the thyroid cartilage, near its base, and the
back to the lower part of the arytenoid cartilages.
The various muscles connecting the cartilages can
move them so as to tighten or loosen the vocal cords
at will, although the only conscious action in pro-
ducing this effect is the singer’s decision to strike a
certain pitch. The narrow slit between the vocal cords
is called the glottis, or sometimes the ‘“chink of the
glottis.” The vocal cords do not actually give the
vibrations, like the string of a violin, but by rapidly
opening and closing the glottis they regulate the tiny
puffs that make the air-column in the throat vibrate.
As sound travels at the rate of about 1,100 feet a
second, it follows that the swing of one air-particle
toward the next extends through a continuous line of
particles at this rate, in much the same way that a
billiard shot would be transmitted through a closely
spaced line of billiard balls, travelling along the line
as far as its force will carry, but not moving the
single particles or balls out of line. Where the violin
string has to set a sound-box in motion to start the air,
the vocal cords simply regulate the air-puffs by their
rapid opening and closing, giving as many pushes, or
vibrations, per second, as are needed for the desired
pitch.

Above the vocal cords is a pair of “false vocal
cords,” and between these two pairs are recesses, one
on each side, called the Morgagni (or laryngeal) pock-
ets. The use of these pockets and “false vocal cords”
(pocket ligaments) is not clearly understood. Some
have held that they are needed to check the lateral vi-
brations of the air, and condense the vibrating column
directly upward. Others believe that they affect the
quality of a tone, rendering it soft and rich. In support
of the latter idea is the fact that the “false vocal cords”
may be moved by muscles, altering the shape of the
pockets. Still others believe that the “false vocal
cords” actually help in tone-production; and they give
color to their opinion by citing cases of certain dis-
eases in which the “false vocal cords” entirely re-
placed the real ones below them, when the latter were
out of commission. One undoubted fact about the
“false vocal cords” is their secretion of the mucous
moisture that is needed to keep the true vocal cords
“well oiled” and in good working order. The throat
may be examined in action by means of the laryngo-
scope; but these pockets are too well hidden to be
discovered by any practical arrangement of the little
mirrors used. The “false cords” are merely folds of
the mucous membrane, and appear red. The true
vocal cords have only a thin covering of this mem-
brane, and are grayish in color, turning red only when
unduly inflamed.

THE MouTH AND NOSE

The quality of a tone is determined by the number
and intensity of the overtones, or harmonics, that
sound with it. If these overtones were absent, then

- ceptacles called resonators.
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every tone would sound alike, whether given by voice
or by instruments. These overtones, as explained in
the article on “Acoustics for Musicians” in this vol-
ume, are fractional vibrations. While the main, or
fundamental, tone creates a series of pushes in the
air at certain intervals apart, there are also series of
lesser pushes that coincide with the main series, but
also occur in the halves, thirds, quarters, etc., of the
main series. These faint high tones that blend with
the chief tone may be brought to our notice in many
ways. Scraps of paper may be placed on the strings
of a piano. If the student will then raise the dampers
by pedal and play a fairly low note with some power,
he will see that the strings of certain higher notes
are set in vibration and throw off the papers. The
notes that vibrate will be those corresponding to the
series of overtones. Helmholtz devised a way of re-
inforcing single overtones, by the use of hollow re-
If the resonator corre-
sponds in pitch to an overtone of any note, it will
sound the overtone when the note is given.

Helmholtz made use of these resonators to deter-
mine the pitch of overtones that corresponded to dif-
ferent positions of the mouth. These pitches do not
show in speaking or singing, as the tone is formed
in the throat, and the mouth can merely reinforce
certain of the overtones. But in whispering, as in
whistling, the tone is formed in the mouth itself.
When the different vowels are whispered, they will
be seen to have very definite pitches of their own,
with large intervals between them. The lowest is
“00” (as in “to0”), and the highest the long “ee”
of “meet.” The pitches range from the F below mid-
dle C to the D over three octaves above it. So many
other factors enter into tone-production that it is not
advisable for song composers to write the vowels on
some note related to the whispered pitch. But the
service of the mouth as a resonator will be readily
perceived. It reinforces certain overtones in the
singer’s tone, and he places it in such a position that
it will strengthen the right ones to produce the vowel
that he is singing. All pronunciation of vowels, then,
is a reinforcing of certain overtones by the mouth.
As the mouth is under full muscular control, it will
be found that the same vowel may be produced by
several different mouth-positions; and the singer must
use the one that gives the best tone.

The nose, unlike the mouth, may not be freely
moved, and the nasal cavities are practically un-
changed in shape during singing. They should be kept
open, however, for they add resonance to the faint
high overtones without which a tone is comparatively
dull. It is a fact that a tone quality which seems a
little too nasal to the singer himself will appear per-
fectly normal and duly brilliant when it reaches the
ears of the audience. This is because the nasal reso-
nance, being nearest to the ear and reaching it directly
through the Eustachian tube, sounds louder to the
singer than it really is, in comparison with the other
elements of the tone.
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ToNE-PrODUCTION

We are now able to follow the physical career of a
tone from beginning to end, with some degree of un-
derstanding.

First of all, the singer starts to take breath. He
may do this by the front part of the diaphragm, per-
haps ; but if he is already singing he will find it easier
to distend the back from the shoulder-blades down,
spread the lower ribs, and contract the diaphragm at
the back rather than in front. Air then rushes in to
fill the expanded lung-cavities.

The diaphragm then relaxes, as if the air were to
be exhaled. But meanwhile the crico-thyroid and cri-
co-arytenoid muscles have been drawing the thyroid
and arytenoid cartilages apart, stretching the vocal
cords until they come together and practically close
the glottis. The breath now cannot escape except
slowly; so the diaphragm, instead of merely relaxing
upward into its arched form, begins to push its way
upward, and exert a pressure on the air in the lungs.

The vocal cords then swing sidewise, opening and
nearly closing the chink of the glottis in rapid alterna-
tion—over 250 openings a second for middle C. Each
opening causes a slight augmentation in the puff of air-
particles, the augmented puffs being transmitted at
the rate of about 1,100 feet per second. With the
vibration rate of middle C, it will be seen that the
impulse from each opening has travelled out of
the mouth and about four feet into the surrounding air
before the next tmpulse comes from the vocal cords.
In passing through the mouth and nose, these puffs
have been so influenced that certain of the smaller
puffs, into which the larger ones subdivide, are rein-
forced in power, and a certain vowel of one special
tone-color is sounded.

To stop the tone, the glottis may be held closed,
as if preparing for another tone in a series of de-
tached notes; or it may be widely opened by the en-
tire release of tension on the muscles in the larynx,
in which case the singing will stop, the diaphragm
cease its upward pressure, and ordinary breathing en-
sue. It is also possible to have the glottis open and
the larynx relaxed between tones, in which case the
diaphragm exerts itself to hold the lungs still and pre-
vent their contraction. In fact, the diaphragm may
relax a little in its upward push hetween tones, even
if the glottis is kept closed to imprison the breath,
resuming its push for the next tone. This is a very
complicated description for such a simple action as the
production of a tone. But the ease and simplicity of
the action is what renders the human race able to
indulge in speech and song. The breath is forced out
by a relaxing of the diaphragm, and only a slight
added push is needed to aid the involuntary contract-
ing of the lungs in producing a tone. If the dia-
phragm and lungs worked “the other way round,” and
the expulsion of air were not aided by the contraction
and the muscular relaxation, speaking and singing
would demand great effort, and mankind would prob-
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ably use only the few cries of animals, if not remain-
ing as silent as the proverbial oyster. The flexibility
of the mouth and cheeks, so noticeable in the human
race, enables it to vary its sounds, too, in a way that
animals cannot hope to approach. The present writer
once heard a famous “talking dog,” and found the ani-
mal able to startle audiences by the clearness with
which it could pronounce certain words; but the eight
or ten words used always contained the vowel sound
“00,” "as in the Russian word “rouble.” The dog’s
consonants were limited, too. He could manage R
very well, also B, K, M, and some other letters after
a fashion; but even in his limited range he could not
show the clearness that human beings can give to
their consonants.

REGISTERS

The term register in music is often used to denote
a part of the compass of a voice or instrument, as
“upper register,” “lower register,” and so on. But in
vocal work it is used in a more important way to
designate the two kinds of tones that may be formed
most naturally in the throat. These are called the chest
and the head register. They are also called, more
simply, chest tones and head tones. Some object to
the last adjective, and prefer to speak of falsetto
tones; but the term “head tones” is now usual, and
is convenient enough for use, even if all tones are
really formed in the throat.

Dr. H. H. Curtis (in “Voice Building and Tone
Placing”) gives an account of the number of registers
formerly used by various teachers. As with the
breathing directions, it is apparent that each teacher
could adopt the system that pleased him best. Garcia
divided the voice into three main registers, the chest,
falsetto, and head. All three were present in both
men and women, the latter having a greater range
of head tones. Garcia divided the chest and head
registers still further into upper and lower sections.
Other teachers either used different names for the
same divisions, or adopted other divisions entirely, so
that confusion existed for many years. It is only fair
to Garcia, however, to state that he was the best
teacher of his day, and to add that he wisely re-
frained from troubling the pupil with technical terms
and lectures on the anatomy of the throat. To-day the
good teacher will do the same, telling and showing
the pupil at first how he should sing. The knowledge
of the larynx and the mechanism of the vocal cords
is not to be despised; but it should not be made into
a fetish. Too many mediocre teachers talk learnedly
of the crico-thyroid and crico-arytenoid muscles in
order to impress a pupil, when they would do better
by correcting the student’s faults in simple terms, not
forgetting to give him full praise for his good points.
A remark here and there during the lessons will bring
gradual enlightenment about the tonal mechanism. If
it has been outlined in these pages. that is merely
because the written word is for reference, while the
student’s chief efforts will be centred on practice.
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There is a great difference in the action of the
larynx for head or chest tones.
normal deep tones with which we speak, or the loud
ones that we use in shouting. If one starts a scale
in the chest tones, and continues it upward as far
as possible, he will notice a gradually increasing strain
in his throat. If he will put his hand against the
thyroid cartilage, just below the Adam’s apple, he will
find that there is a physical rise of part of the larynx
as the pitch rises. By means of the laryngoscbpe, it
has been found that in chest tones the vocal cords
vibrate at full length, and for higher pitch (which
is merely increased vibration-rate) a greater tension
is necessary. The rising motion noticed in the front
of the larynx is what causes this increased tension;
and this motion is also responsible for the tiring of
unskilled or badly trained singers. Yet there are many
who have won success by the chest register alone, in
spite of the fact that its use implies a maximum of
effort. Dr. Curtis, quoting Sir Morell Mackenzie, the
eminent English laryngologist, states that the latter
found sopranos depending largely on chest tones, even
in such famous cases as Nilsson and Albani, while
contraltos use the head register almost wholly for their
high notes. Tenors used head tones much more than
baritones or bassos, which is natural enough, as the
head tones are most prominent in the highest part of
a singer’s voice. But Mackenzie wrote this in 1888,
and it is pretty sure that by now a far larger propor-
tion of singers make use of the valuable head tones.

In the head tones, according to many assertions, only
the edges of the vocal cords vibrate. But investigation
shows this idea unfounded. Oertel, of Munich, used
an instrument called the stroboscope to view the mo-
tions of the vocal cords. The stroboscope is simply
a revolving disc, with holes in it through which the
observer may watch a vibrating body. In violin mu-
sic, for instance, the string vibrates too quickly for
the eye to follow it unaided. Now, if the rotating disk
is used, and timed so that a fresh opening passes the
eye after one or more complete vibrations, the string
will be seen through each hole in the same position,
i.e., just starting a vibration. Now, if the disk is
slowed down very slightly, each hole will show the
string a trifle farther advanced in its vibration-period
than when seen through the preceding hole. Thus the
string will 'seem to vibrate with extreme slowness,
each hole in the disk allowing it to be seen in a more
and more advanced position. Oertel used the strobo-
scope in connection with the mirrors of the laryngo-
scope, which show the throat in action; and he was
thus able to follow in utmost detail the motion of
the vocal cords during singing. These cords are not
entirely like free strings, but are attached to mem-
branes on their outer edges, the inner edges forming
the opening of the glottis. Oertel found that in head
tones the vocal cords did not vibrate from end to end,
but seemed to divide into segments. But the whole
cords were vibrating in these sections, and not merely
the free edges. Instead of vibrating like strings ex-
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tending from the front to the back of the larynx,
they vibrated more like flat bars extending out from
the sides of the throat and free in the middle. )
The singer does not go through any complicated
mental process to influence his vocal cords. They act
automatically in response to certain muscular motions,
so slight that the only conscious action of the singer
is to give a tone of the required pitch. This is as it
should be, and tone production should be kept as natu-
ral and as little self-conscious as possible. But the
student must learn at once how to make head tones.
The best way is to begin by humming through the
nose, on a rather high note. There must be no mus-
cular effort whatever, and the entire throat is to be
kept relaxed. While humming, open the mouth grad-
ually, and it will be seen that the tone retains its
soft, mellow quality. This shows that the mellowness
is obtained in the throat, and is not due wholly to
the nose. The ease of this method of tone production
is very striking, and will be noticed at once. The
student will see also that this method does not need
any violent effort to raise the pitch, such as was found
necessary in the chest tones. If the head tone does
not come easily at first, when the mouth is opened, it
is merely because the student has acquired the habit
of exerting his throat muscles too much in speaking
or singing. The present writer was told by his teacher
(Clarence B. Shirley, of the New England Conserva-
tory) that such involuntary tendency to undesired
muscular effort could be counteracted by holding the
lips firm. If the motor nerves are so officious that
they insist on stimulating some muscle, whether we
wish them to or not, the holding of the mouth in a
firm position will distract their attention from the
throat muscles, and allow the latter to remain relaxed.
Having found out how much easier head tones are
than chest tones, at least in the matter of muscular
effort demanded, the student must learn to blend the
two registers. The old idea seemed to insist on the
fact that the lower tones must be pure chest tones,
and the upper ones pure head quality. That, however,
would be an undesirable result in some ways, although
not an impossible one. At present the student is
taught that every note he sings should be made of
head and chest quality blended together in different
proportions, the chest quality predominating in the
lower notes, and the head quality in the higher ones.
This is a most excellent object for the student to
attain. After he has become master of his voice, and
is able to vary the proportions of head and chest qual-
ity in tones of the same pitch, he may then sing as he
pleases, using pure chest tones as much as he wishes.
It is probable that absolutely pure head tones are not
found within the ordinary compass of the voice, as
the bar-like vibrations of the vocal cords may cause
some amount of lengthwise vibration at the same time.
When we bring the head tones down to a low pitch,
we can see that the chest quality appears with some
prominence, even though we may be singing wholly
by the head-tone method. This by-product of chest
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quality added to head tones grows less as the pitch
grows higher, but it is present to a noticeable extent in
all but the highest tones. The actual falsetto notes, or
thin piping tones entirely above the ordinary compass
of the voice, have no chest quality in their make-up.

The chief two benefits that result from the acquisi-
tion of the head register are ease in singing and flexi-
bility of voice. The former point is admitted at once
by all who were trained in the old method of strug-
gling for high notes in the chest register. When they
changed to the use of the head register, as very many
" did, they found they could do easily an amount of
work that would have been impossible with their for-
mer method. It is also true that the proper use and
blending of the head register with the chest tones will
enable many singers to extend their compass notice-
ably upward. v

In the matter of flexibility, the operatic stage offers
many instances of the value of head tones. Lablache,
greatest of bassos, had a most powerful voice, but he
could also make it most delicate. So heavy in person
that he would break through the floor of any ordi-
nary cab (he had to have a special one of his own),
he could sing with a most bird-like softness and ease
whenever he wished. Once, after a soprano had been
rehearsing a florid Italian aria, Lablache imitated her
in his lower compass, following every trill and run
and embellishment with the most perfect accuracy. A
more recent example of the flexible style due to the use
of some head quality in bass tones is found in Pol
Plangon, of Metropolitan Opera fame,

ATTACK

By attack is meant the starting of a tone. A clean-
cut attack is necessary in good singing, and this point
will be mentioned again in the treatment of vocalizes,
or exercises in singing. Here, however, the dangers
of incorrect use of attack will be described.

The French teachers for a long time employed the
term coup de gloite, or “stroke of the glottis,” as a
synonym for attack, although in some cases the words
had other meanings. This stroke of the glottis occurs
as a sort of explosion that starts a tone. It allows
the tone to begin with a sudden emphatic outburst
of sound; but its continued use is decidedly bad for
the vocal cords.

There need really be no shock, or blow, or stroke,
when a tone is begun. To hold the glottis closed,
keeping the breath in by this means until it bursts
forth with increased pressure and separates the vocal
cords from a strained position before starting them in
vibration, means that too much work is placed on these
cords, and that they will soon bhe worn out. Dr.
Wesley Mills calls the coup de glotte the “synonym
of nearly all that is bad in voice-production.”

There is another method of attack and tone-pro-
duction that errs in the reverse direction. If the vocal
cords are brought too much in contact for the coup
de glotte, they are also in some cases kept too far
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apart. When we breathe without uttering speech or
song, they rest some distance apart, and allow the
free passage of the breath. But it is possible to give
tones that are “breathy,” and let too much air escape
from the lungs. All stages are found here, from the
sigh that is nearly all breath.to the tone which allows
only a slight amount of air to escape needlessly.

Dr. Curtis describes the troubles resulting from both
systems of singing. In the first the vocal cords are
apt to swell toward each other, partially closing the
glottis; or actual nodules (bunches) form on the cords.
In the case of too breathy tones, the cords grow apart
from each other, leaving a curved opening through
which too much air will always escape. Normally the
vocal cords should have their inner edges parallel, and
never absolutely close, but govern the tone by approach-
ing and receding from each other during vibration.

Dr. Curtis also gives an amusing instance of the
curing of two students by adoption of the opposite
error. One pupil, worn out by the explosive “French
attack” of that time, was sent to a teacher who incul-
cated too breathy tones; while a pupil of the latter,
troubled by the mistake of excessive breathing, was
sent to the teacher who made too much use of the
coup de glotte. In a short time each student was
cured, and ready to heap abuse on his former teacher.
But of course if each had kept up the new error in-
definitely, it would have caused trouble in the end,
while it was beneficial at first in neutralizing the for-
mer mistake.

Naturalness and ease are always good guides, espe-
cially in avoiding the too explosive style. In that,
however, the error may be readily corrected by be-
ginning each note with a slight aspiration, as if the
letter H were to be prefixed to each phrase after draw-
ing in the breath. The H is to be made very short,
and imperceptible to the hearers. This method of pro-
cedure will give the student a clean and easy attack,
especially for head tones. The “stroke of the glottis”
will be wholly avoided, and if the student’s tones are
too breathy, he will find that effort will gradually en-
able him to hold back the extra breath and use only
what is needed for the tone. The breath should be
controlled from the diaphragm. In avoiding the coup
de glotte, the student will find that he can make his
preliminary H shorter and shorter, until he has learned
to keep the glottis open without any aspirating, and
start the breath from the diaphragm instead of be-
ginning by opening a closed larynx. When students
begin to practice singing, their vocal cords are gener-
ally normal; and if they will make it a point to avoid
the explosive style from the start, and at the same
time to see that their tones are kept full with as little
breath as possible, they will progress properly, and
gain a clean-cut attack.

For proper attack, the so-called high-chest breath-
ing is usually advised. The actual breathing is done
in the lower part of the lungs, as is proper; but the
chest is kept stationary in a fairly high position from
the first. This will keep the lungs in a somewhat tense
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condition, so that comparatively little effort is needed
to inflate them; and it will also keep the larynx con-
stantly ready for the attack. If the upper part of
the chest is to be swayed about indiscriminately, a
special effort will be found necessary after each breath
to bring the larynx into proper position. The use of
a fixed high-chest position does away with the need
for this effort.

Absolute rest will cure almost any inflammation of
the vocal cords; but change of exercise will often pro-
duce the same result in a shorter time. Head tones
are recommended for this purpose. Dr. Curtis enu-
merates the usual maxims first. Sing with least pos-
sible effort, and relaxed throat and face muscles. Use
as little breath as needed, and do not put any strain
on the vocal cords. Resonate the tone fully in the
mouth and nose. Keep in a healthy condition, so that
the tissues and membranes used in singing will reflect
the general health. Another point, which applies al-
ways, is the fact that the tongue should be kept low,
especially at the back, and the soft palate relaxed.
The cavity at the top of the throat, called the pharynx,
is usually in a relaxed state, but sometimes the soft
palate is too likely to grow rigid. This must be
avoided by conscious care, as much as possible, and
the act of swallowing a few times will help to pre-
vent the undesirable stiffness. The tongue, of course,
is often compelled to move upward for purposes of
pronunciation, but it can be kept down in practice.

The method given for obtaining head tones is fully
detailed. The pupil singer must first hum through the
nose, preceding the tone by a slight puff of air. He
must then think of pronouncing the word “maw,” con-
centrating his attention on the lips. He may then
open his mouth and pronounce the word, holding the
note in this way for a time, and then closing the mouth
to continue in a hum as at first. When this can be
done evenly, the singer may proceed to treat whole
phrases in the same way. This method must have
worked wonders in the days when the fatiguing chest
register was in common use; but even now, in a time
when the use of head tones is more widely under-
stood, it will be found valuable.

One term that is often used by singing teachers is
the focus of a tone. This term is rather overused.
The actual vibrating impulses given to the air-current
come from the vocal cords, and from them alone. The
most that can be done after the tone comes from
the larynx is to reinforce it by the resonators. With
the soft palate properly relaxed, the mouth is the only
place where much motion is possible. By holding the
lips firm and properly opened (the teeth apart about
the width of two large fingers) the tone will be made
to sound clearly, and will seem to be sounding at the
lips. In reality it is formed in the glottis, but it ap-
pears to be focussed at the point by which it is best
resonated. The use of the word focus often gives
the pupil mistaken ideas, as if the tone were a definite
section of air that could be pushed around at will. A
tone cannot be focussed at any point unless some other
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part is brought into such a shape that the vibrations
seem to be felt at the point desired. Sometimes, too,
the pupil is required to do imaginary focussing. In
the case of head tones, some teachers make the stu-
dent start by trying to focus the tone at a point half-
way between the tops of the ears. It is much better
to let the pupil give a clear humming tone, and tell
him afterward that this sort of tone, which he is to
adopt as the head register, resonates naturally in the
back of the nose, in part at least. He will not then
imagine that he is singing with his cerebellum instead
of his glottis. Brains are certainly useful to the
singer, but they have not yet replaced the vocal cords
in tone-production.

PRACTICE

We will suppose that by now the pupil is ready to
begin the practice of singing. He may, in a fit of en-
thusiasm, have read all about the larynx, and be on
familiar terms with the crico-thyroid muscles and Mor-
gagni pockets. This, however, is not at all necessary,
and if it makes him self-conscious in singing, it is
distinctly bad. But on points of method he should
be sure to start right, and create good habits. If he
has a teacher who understands the work properly, all
that he needs to do is to follow directions faithfully,
in the certainty that if any unconscious faults arise,
the teacher will correct them at the next lesson. If,
however, some one wants to learn a little by himself,
and is unable to reach or afford a good teacher, then
he will have to practise alone as best he can. The
young teacher, too, is sometimes located rather “far
from the madding crowd,” and is perhaps unable to
continue advanced work and self-development, or to
hear the great singers who visit large cities on mete-
oric farewell tours. For such a teacher, books on
singing are now of great value, as he has the technical
knowledge needed to understand and apply their prin-
ciples. With the beginner, however, the case is dif-
ferent. In the first place, the books still differ in
method. But even if he is able to choose the best
of these, and follow clearly the principles explained,
he may still fall into faults of exaggeration or the
reverse if he tries to “go it alone.” One cannot learn
to sing well from books alone, though something may
be done if great artists may be seen and heard as
models, in concert or opera. Unless one has the bright-
ness and judgment of a genius, as well as the patience,
one will find that teachers are necessary. But where
so much has been written, no excuse is needed for one
more article; and a general scheme of practice will
be given here. If it proves of use to some budding
genius, or even to the pupil who is taking regular
lessons, no apology will be needed for its presentation.

Before starting an outline of suitable exercises, a
few general directions about practice will be in order.
When Melba was asked how many hours a day a
pupil should practise, she replied, “not hours for a
beginner, but minutes.” Actual practice, for even the
greatest singers, should never exceed one hour. The
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long periods of piano and violin study have no coun-
terpart in the singer’s career, for too much practice
will cause fatigue and actual injury. From forty min-
utes to an hour is ample for the daily work, and this
must be divided into four periods of from ten to
fifteen minutes each. The voice develops slowly and
gradually, and cannot be forced.

Breathing exercises may be taken three or four
times a day, but not at or near the time when the
singing practice is taken.

Keep the nose and mouth well open, and the lips
firm.

Do not sing just before or just after eating—say
within half an hour before eating or one to two hours
after a hearty meal.

Adopt a fixed high-chest position as much as pos-
sible.

Sing vocalises, or exercises on a pure vowel sound,
for two-thirds or three-fourths of the practice time,
as they are the gymnastics that will give the voice its
ultimate strength. Songs may be practised for the
rest of the time while studying. Of course, when a
singer’s voice has been fully developed, he may have
to spend much of his time learning concert selections
or operatic roles, but the beginner should stick closely
to the exercises.

Memorize the exercises and songs used in practice,
so that the fullest attention can be given to the process
of singing.

Do not strain the voice on high or low tones, but
let the compass extend itself gradually. This it will
do, especially after the head register is properly man-
aged. As the exercises are often repeated on succes-
sively higher or lower pitches, they must not be car-
ried so high or so low that it will require noticeable
effort to sing them. Faithful practice, however, will
soon enable the pupil to do with ease many things
that are impossible at first, and he will find that his
compass will extend itself gradually by quite notice-
able intervals.

" Do not strain the voice by making the practice too
loud. This is especially important, as loud practice will
soon fatigue the voice, while practice in the fairly
soft mezzo voce style, with the use of no more breath

than is needed, will develop power and reserve force

without tiring the larynx.

Practise the exercises on several of the pure vowel
sounds, especially A, as in “father;” E, as in “meet;”
O, without the final suggestion of “00” that it receives
in the word “open,” and OO as in “mood.” Be sure
to avoid making them either explosive or breathy.

Give the vowels a fair amount of nasal quality, as
that rounds out the tone and sounds less prominent to
the audience than to the singer. Jean de Reszke said
to Dr. Curtis that he had come more and more to the
idea that singing was a question of the nose entirely.
This is partly because the much-needed head quality
is best obtained with the nasal cavities kept open and
used sufficiently.

Albert B. Bach, in his book on “Musical Education
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and Vocal Culture,” quotes the time schedule of the
old Bernacchi school for singers, at Bologna. In the
morning, the program included scales for 5 minutes,
pause for 15; scales again for 10 minutes, pause for
15; solfeggios 15 minutes, pause 15; solfeggios again
30 minutes, and a walk in the open air. At least two
hours after midday dinner the work began again:
scales 10 minutes, pause 10; solfeggios 10 minutes,
pause 10; solfeggios again 10 minutes, pause 10; then
solfeggios 30 minutes, followed by another walk in
the open air. The amount of practice was thus more
than is recommended at present, but the students at
the school did no other work, and in old times the
exercises were in a comparatively small compass,
which did not tire the voice much.

About overexertion of the voice, Bach says in the
same work, “When sound is to be produced for too
long a period, the mucous membranes of the larynx
and the pharynx become congested with blood; the
natural secretions cease; dryness, thirst, an unhealthy
sense of burning, and great irritation are produced,
succeeded by thorough fatigue; the voice loses its
pure tone and becomes feeble; the muscles of the
chest suffer pain at each inhalation.” Of course such
noticeable results usually appear after a severe strain,
but there is also great danger of their gradual ap-
proach if the voice is at all overused in its daily
work. Therefore the student must understand fully
that while extra time means extra progress in such
studies as French or German, added work in singing
is likely to cause a distinct set-back and injury to the
voice.

VocaL EXERCISES

When Rossini was asked what the chief requisite
of the singer should be, he answered simply, “Voice.”
But Rossini, although he married the soprano Isabella
Colbran, was not a singing teacher, and was preémi-
nently a lazy man. Sir Charles Santley, the great
English baritone, gave a much more valuable answer
when he suggested “Patience.” The capacity for tak-
ing pains that Carlyle calls genius is of prime impor-
tance to the singer, who must be well provided with
patience to go through the long preliminary period of
faithful work on monotonous exercises. If poets are
born, and not made, the reverse is true of singers.
Some fortunate vocal artists are endowed by nature
with a voice of bird-like purity; but even these lucky
individuals must travel with the rest along the straight
and narrow path of tedious practice. Dramatic ac-
tion, too, is not a gift, but must be thoroughly studied
with competent teachers before the singer can delight
the thousands who patronize the opera-houses of our
great cities.

Santley advises the pupil to begin by the production
of a single full tone, and then proceed by adding a
second. But while a pure and good tone is a great
desideratum, many beginners cannot attain it at once,
and must build toward it gradually. The following
simple five-note exercise, repeated on successively
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higher semitones, and on descending semitones after
a comfortable height is reached, should form the be-
ginner’s initiation to the vocal art.

This, it will be seen, is not at all involved; but it
is decidedly useful, and should form the basis of sev-
eral months of practice. More melodic exercises, and
even songs, will gradually be included in the work,
but out of an hour’s daily practice, this exercise will
take most of the time at first, and should receive
some attention, even after many months of work.

Care must be taken to get the head quality right at
the start. The notes may be hummed through the
nose at first, preceded by the slight puff or aspiration
to avoid explosive attacks. The throat muscles must
be entirely relaxed, as only under that condition will
the vocal cords give the desired result. The notes
may then be tried with the mouth open, and the lips
firmly held in position. If the soft fulness of the
head tone does not come at once, keep trying until
the mouth may be opened and closed without altering
the quality of the tone or its method of production.
Sing the syllables “la” or “ma” as an aid to starting
the head tone. The A, in passing, will sound best
when it is not a pure “Ah,” but has some of the nasa!
quality of “Awe” added to it. Learn, as soon as pos-
sible, to start the head quality with open mouth, doing
away with the subterfuge of coaxing a head tone by
starting a hum through the nose. Gradually the head
notes may be started as “Ha” instead of “La” or “Ma,”
and finally as a pure “Ah” without any stroke of the
glottis. The vowel sound “Awe” may be used with
the others in practice, even though the “Ah” receives
some of its nasal quality.

Go through the exercises on “Ah” at first, and
after a week or so begin to use the other vowels,
“AWC,” “O,” “OO’” and “E.”

The following exercise combines the so-called oc-
tave attack with the descending scale, the latter en-
abling the student to continue the head quality down-
ward from the high notes, in which it is most easily
obtained.

e
Y - '

From its greater compass, this exercise cannot be
transposed as many times as the preceding, but it may
be repeated frequently.

Some teachers advise a two-note exercise with va-
ried rhythm, for the sake of flexibility; so the follow-
ing is included here.
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In thirds:

The ascending scale may now be linked to the de-
scending scale.

The harmonic and melodic minor scales should be in-
cluded:

These exercises, especially the interval examples,
are all directed toward the attainment of flexibility.
For this purpose various sets of vocalizes have been
written by famous teachers, which are more melodious
in style than a simple exercise. Marzo, Concone, Pan-
ofka, Bonaldi, Vaccai, Nava, and Marchesi have writ-
ten the best vocalises.

Sustained high notes must be practised.

In No. 2, the holding of the high note after the octave
attack has something of this character.

Tt is usually important to practise on the low notes
also.

Exercises including many skips are necessary for
the attainment of correct pitch. The two following
extend to the octave.

Intervals should be introduced gradually, very soon
after the start.
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Arpeggios are useful in extending the compass of
the voice, as it is much easier to take a high note
passingly than to sustain it.

Every long vocalise, as well as every song, is an
exercise in breathing at the proper places. The points
where breath is to be taken should be marked on each
vocalise and song that is to be practised, even if these
points are made apparent by pauses, ends of lines, or
other suggestive details. The phrasing and slurring
of the voice part will help as a guide. If no slurs
are present, and no rests to be found near a point
where breath is needed, make it a policy to breathe
in the unaccented part of a measure when possible;
or just before any strongly accented note; or at the
start of an ascending figure; or when breath will be
needed for some sustained high note. In the latter
case it is often advisable to take breath a note or two
before the high note, so that the latter may be ap-
proached gradually, with the larynx already in action.

PoRTAMENTO

The singer’s portamento differs wholly from that
of the pianist, and is more in keeping with the actual
meaning of the word. The term signifies “carrying,”
and the singer carries his voice over from one note
to the next. It is possible to make this change slowly,
and let the voice run through the intermediate pitches
just as a violin string does when the player slides his
finger along it while moving the bow. This slow
change is not a portamento, but a glissando, or slide.
In the true portamento, no intermediate pitch should
be apparent, but the change from one note to the next
should be rapid. The chief point of the portamento,
however, lies in the fact that the first note is carried
over into the second, a trifle before it is time for the
latter to begin. This can be practised on a single
vowel, when it becomes merely an alteration of time.
But if each note has a syllable (as should be the case
in practice) the second syllable is pronounced in its
- correct time, even though the second note is anticipated
during the last part of the first syllable. In ordinary
legato work there is sometimes a very slight diminu-
tion of breath between notes. This must not occur
in portamento, and the timbre (i.e., quality of tone)
should be kept unaltered. The change is caused en-
tirely by the larynx, and it is not difficult to make
the new pitch come on the vowel of the first syllable.

The old Italian schools claimed that without porta-
mento there was no real singing, but merely a set of
detached notes. Adelina Patti, one of the most gifted
singers the world has ever seen, made frequent use of
the portamento, in a most expressive and sympathetic
fashion. It adds much to the effect of vocal music
when properly employed, being well suited to express
emotion and passion. But it should not be exagger-
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ated or overused, or it will lose effect. A vocal sigh
or sob, such as the portamento may become, can be
made strongly dramatic; but audiences would not tol-
erate a singer who devoted himself or herself to un-
relieved vocal lamentation.

Albert B. Bach (“Musical Education and Vocal
Culture”) gives the following exercise for the acqui-
sition of portamento. The singer must start on a low
note, swell it with a crescendo, and then, without a
jerk, and without touching any definite intermediate
note, rise to the octave and start it softly in another
crescendo. For this exercise the breath must be used
very carefully. The exercise is to be repeated through
the entire compass of the voice, as smoothly as pos-
sible. It will be found that in this exercise the voice
will travel up over the octave interval in a rapid and
natural fashion. The portamento with two syllables
on two notes will also prove valuable for practice.

EXPRESSION

A sympathetic quality of tone is greatly to be de-
sired, along with the vocal flexibility that comes from
practice. This is in large part a gift of nature, but
by proper care in tone-production the singer may al-
ways bring out the best that exists in his own particu-
lar voice.

An expressive style, however, is entirely a matter
for the singer to develop in his work. Here, at least,
he is master of his fate, and the ultimate result rests
with him. For expression and style, indeed, it is not
absolutely necessary to possess a voice, as the mere
remnants will serve. While the young student is busy
developing his vocal organ, the older artist finds that
approaching age is gradually robbing him of the full,
rich tones of maturity. So the artist is compelled to
fall back upon method and expression and dramatic
power, until he may even become a Ludwig Wiillner,
and charm the civilized nations with intensity of style
while advertising himself as ‘“the singer without a
voice.”

The factors that enter into expression are merely the
little technical attainments of one’s study days. Force
plays its part in skilful variations of power; contrast
of staccato and legato enter in; and the singer’s ability
to give embellishments adds much to his style, though
this ability wanes with the waning years.

A legato style is a sine qua non for the singer. Stac-
cato is comparatively easy to obtain, but in the smooth
flow of the legato any faults in singing will stand out
clearly for the critic to pounce upon. In the legato
each note must be fully sustained until the next note is
to be started; and the latter must then be commenced
at once, and continued in the same way. The voice
does not cease between the two notes, and there is
little or no diminution of breath, but the muscular
change needed in the throat takes place so rapidly that
the change in pitch seems instantaneous, and all sug-
gestion of glissando is avoided.

The legato style may be cultivated from the very
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first, in exercises and vocalizes. Smoothness and even-
ness of tone should be sought for from the beginning.
It is possible, in legato, to introduce much variety
by accents. But there should never be any pause be-
tween tones, even for the slightest fraction of time.
The semi-detached style of the piano is not much used
in singing, where the slur with the dots under it (pian-
ist’s portamento) would be shown by short rests after
each note in the melody.

Detached notes may be sung with the head quality
duly blended into the tone. But for an actual quick
staccato, of almost explosive character, the chest tone
will be found much more convenient. In voices that
use the head quality (that is, nearly every voice ex-
cept a few sopranos and basses) this is one of the few
cases where it is advisable to use a pure chest tone.
For a loud staccato, it is even permissible to give a
suggestion of the coup de glotte, though this should
not be carried to a point where it will tire the voice.

Variation in power constitutes one of the most used
means of expression. In singing, as in piano, it is
unusual to find a long phrase that is to be taken at the
same force throughout. There are little swells and
subsidences, even when no important accent is de-
manded. The sense of the words is one guide to cor-
rect emphasis, and it is also true, as in piano music,
that ascending figures usually grow louder, while de-
scending figures soften.

The forte should not be practised at first. As al-
ready stated, the greatest benefit comes from keeping
the exercises fairly soft, to give the voice flexibility
without overexerting it. Only after some time is it
advisable to take up the subject of crescendo and
diminuendo.

The messa di voce, or “emission,” of the voice, con-
sists of a gradual swell from p to f, and a gradual re-
turn to p, all on a single tone. For a full effect of this
sort, the most thorough control of the breath is needed.
Yet the effect is very frequently given in petto, and
the old Italian teachers sometimes claimed that every
note given by the singer should have some trace, at
least, of the messa di voce. Sieber, too, states that the
messa di voce gives to song its highest charm.

In practising the messa di voce, which should be
done only after a fairly full control of voice and
breath has been acquired, the tone must not be forced,
but should swell naturally and without undue effort.
Avoidance of spasmodic effort is a prime necessity in
practice, and here it is most important. The mouth
must be fairly well open, and the tone gradually
brought forward to the lips; that is to say, it must be
given fuller and fuller resonance by the mouth. This
“forming the tone on the edge of the lips,” which is
so generally advocated, may be aided by the device of
holding them firmly set in their varying positions, while
keeping the throat relaxed as much as possible and
increasing the pressure of the breath. The lips are
here allowed to vary their position quite noticeably,
and the mouth may open on the crescendo, especially
on high notes. The process is reversed on the di-
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minuendo, and the mouth and lif ; partly closed. The
messa di voce is most effective when sung on clear
vowel sounds. :

The same degree of power may be obtained in more
than one way. This does not refer to the marked
difference in head and chest qualities, but to the
method of handling the breath. Thus Patti attained
a richness of effect in singing soft passages by using
restrained breath and placing the tone far forward in
the mouth. Such clear resonating of the singer’s tone
is an important matter, and should be looked after
very carefully during practice. The use of the extra
breath pressure, however, is to be avoided for the most
part, and practised only enough to get a knowledge
of its employment. It results in giving intensity of
expression to a tone, and is valuable in actual singing;
but it would be fatiguing if used too constantly in
practice.

Shading should be gradual in its effect, even when
fairly strong contrasts are to be obtained. Sieber re-
grets the modern tendency to “A roaring fortissimo,
followed abruptly, and quite without preparation, by
a whispered and scarcely audible piano.” Once in a
great while such an effect will be striking, but if such
excessive contrasts are made too frequently, they will
become commonplace and tiresome to both audience
and singer.

EMBELLISHMENTS

When the young Patti was once a visitor at the
house of Rossini, she was asked to sing. She gave one
of his arias; but she added so many embellishments to
it that he asked, in reproof, “Who was the composer
of that song?” He was eminently right in taking this
stand, for many singers, especially sopranos of the
smooth and flexible coloratura school, think that operas
were written merely to let them display their vocal
agility. Wagner created something much higher and
more artistic than the tinkling tunes of the conven-
tional opera seria, but his melodic recitative demanded
a strongly dramatic style that was beyond the colora-
tura singers. Finck, in his “Success in Music,” re-
grets that composers of the present do not give more
scope to the singers of the latter school; and it is a
fact that the skilful vocalists are too often forced to -
fall back on the conventional style of a “Lucia di
Lammermoor” in order to display their gifts.

But whatever else they need, the singers of the agile
and brilliant style never lack applause. There is al-
ways among audiences a sort of rear-guard that is
not deeply cultivated, and cares for singing without
appreciating the music. For these a high note, a bril-
liant run, or a striking trill, is of the utmost effect;
and even the more cultivated auditors can appreciate
good execution. The student, then, must in the later
part of his course devote himself to the agility needed
for runs, trills, mordents, turns, grace-notes, and so on.

The simplest of the embellishments is the short
grace-note. This is merely a very rapid note crushed
into the following note. The grace-note must he
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joined to the note after it by a complete legato, and
the action of breath and mouth is the same as if sing-
ing one note. There is merely a rapid change in the
larynx, to alter the pitch from the grace-note to the
next tone. The easiest method of practice is for the
student to sing a full tone, and put several quick
grace-notes into it at intervals of half a second or so.
The whole tone above the note is the easiest place for
the grace-note to come in the early exercises. When
this exercise is mastered, the principal note should be
even and clear, the grace-note of the same quality,
and the pitch absolutely accurate. The last is the
great secret of success in rapid embellishments, for
they occur so swiftly that they must be accurate in
order to impress themselves on the hearer.

The student must not neglect practising the grace-
note at the beginning of the tone, as well as inserting
grace-notes during the tone’s duration. The latter
method is easier, and useful in making a start, but in
actual singing the former situation occurs most fre-
quently. After this is successfully accomplished, one,
two, and three grace-notes may be practised, at vary-
ing intervals from the principal note. At this point
grace-notes may be introduced that are below the prin-
cipal note in pitch, and great care must be taken to
make these correct in pitch and of the same quality
as the principal note.

The long grace-note allows the singer some degree
of latitude. Unlike the short grace-note, the long
one receives the accent. It takes up half or more than
half of the value of the principal note that follows it.
With a note of even value, the long grace-note re-
ceives at least half the total value, but with a dotted
note the grace-note should take two-thirds of the total
value, leaving the principal note to fill out the dot. If
the principal note is followed by another of the same
pitch, then the grace-note takes almost the whole value
of its principal note, and is led into the following note
by a marked portamento. The last rule is frequently
illustrated in vocal music. All the rules, however,
may be slightly varied by the singer, for purposes of
expression. An old Italian custom gave the grace-note
its face value, but modern practice will never let it have
less than half the value of the principal note. No
especial vocal practice is needed for the long grace-
note, but the singer must be familiar with the rules
governing its interpretation. It differs from the short
grace-note in being printed like an ordinary note of
small size, while the latter has a stroke through its
flag. As many misprints have arisen through the re-
semblance of these two, the singer may sometimes find
it necessary to alter a short grace-note into a long
one, if the music seems to demand this change. For
a study in long grace-notes, Gluck’s “Che faro senza
Euridice” will be found excellent.

The mordent and inverted mordent need no new
practice, as they are merely two grace-notes preceding
the principal note. But care must be taken to place
the accent on the first of these two grace-notes, or
on the principal note, as required.
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The turn may be taken as in piano music (see arti-
cle on “Doubtful Points in Music”). But the singer
is not bound by the strict rules of the pianist, and may
show more freedom of tempo in giving the turn. It
may be taken slowly, as the singer has the right to
vary strict tempo and hold any note, whether embel-
lished or not. The notes of the turn usually come in
an unaccented part of the measure; only the first of
them should ever receive accent, and this not always.

Most important of the vocal embellishments is the
trill. The rules for this are about as in piano music,
but the singer has much more liberty to begin the trill
on the note above the principal note. The composer,
however, should show this by a grace-note. The trill
(or shake, as the English call it) is simply a rapid
alternation of two notes, the chief note and the note
above it in the scale, the latter being affected by any
accidental printed with the trill sign, but never being
more than a whole tone. As in piano music, the trill
should end like a turn, with the note below and the
principal note, or sometimes only the note below. But
while the description is simple, the acquisition of a
good trill is one of the hardest tasks that confronts the
singer. Many great artists have not been able to do a
trill in more than mediocre style, relying on tone qual-
ity, expression, dramatic power, and other such factors
for their success. The student, therefore, must not
be dismayed if his trill does not at once become a
thing of beauty and a joy forever.

Absolute control of the breath is a necessity for a
good trill. Yet there are no violent changes, as both
notes of the trill must be given with the same power
and quality. The mouth and tongue must not change
their position, the tones being varied solely by the
muscular changes in the larynx. The trill should be
practised slowly for a long time. When Mozart heard
the young prima donna Kaiser, he was charmed by
her singing, but gave praise also to her teacher for
making her keep to the slow trill at first, reserving
rapidity for later performances.

The pitch of the trill must be absolutely accurate,
and no errors of singing are more noticeable than those
that come in a trill. The speed may be varied with
excellent effect; and Patti, renowned for her vocal ac-
complishment and bel canto, would create the most
sensational effects by beginning a trill slowly, then
making it more and more rapid, and finally slowing
up again. It is a good plan for any singer to retard
the trill slightly at the end, dwelling on the principal
note just before the turn-like end of the embellishment.
Patti, whose vocal attainments earned her the title of
“the Paganini of the voice,” was unequalled (or at
least unexcelled) in her trill. In a valse by Venzano,
which she used to introduce into Donizetti's opera
“Linda di Chamounix,” she would continue a trill
through seventeen measures. With her ability and
agility, it is not surprising that she was ready to give
the public full measure in ornamentation, even if Ros-
sini and greater composers thought that she “played
to the galleries” too much.
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The trill must be practised at first merely by alter-
nating eighth-notes. It should not be tried at the up-
per and lower extremes of the voice, but kept a fourth
or so inside of those limits. Some schools advocate
preceding the trill by a short messa di voce. In any
case, the trill must be practised easily, and without the
strain that comes with undue strength of tone or force
of breath. Above all, patience and faithful work are
needed to master the trill. Some voices have it nat-
urally, and it is really a matter of flexibility. But
others find it very hard to attain, and even such a
great artist as the soprano Pasta could not master
it without years of practice.

Some teachers postpone trill exercises until late in
the student’s career. There is, however, no need for
this delay, and the beginnings of coloratura work may
be made as soon as the voice acquires the needed
smoothness. Portamento, too, may be introduced
early, and the only thing that really needs any delay
is the fatiguing messa di voce. Any voice may acquire
these accomplishments, though sopranos are most ad-
dicted to the embellished style that is not only trilling,
but thrilling—at least to the untrained public.

FauLts IN SINGING

Defects in the vocal art are of many kinds, some of
which have been already mentioned. They. affect the
starting of a tone, its production and quality, and even
the “letting go” of the tone. The subject of attack
has already been mentioned. Breathy or explosive
attack is not a fault, but may cause trouble to the
singer. He should be master of the clear attack that
is between these two extremes; but it will be wise for
him to be able to indulge in these extremes when
necessary. If he can use only one sort of attack, this
limitation may be considered a fault; but a breathy
attack on some of the soft notes, and an explosive
one on some of the loud notes, would not be out of
place, and would add variety to a singer’s style. Of
course the breathy quality should not be carried into
any tone unintentionally.

The excessive use of portamento has been men-
tioned already.

The attack should be as accurately on the desired
pitch as possible. Any “feeling around” for the pitch
will be readily noted by audiences, and such a search,
by no means a “still hunt,” will at once debar the
singer from success. The reaching of a high note by
a little glissando, a slide up to the pitch, is also bad.
So is a feeling for the note with too much softness,
followed by a sudden swell when the singer has finally
decided that everything is all right about the pitch.
Every tone should begin at the power that is desired.
For practice, Santley speaks of a “rectangle of sound,”
in which the tone starts at full power, is held evenly,
and is released cleanly. In singing, each tone may
be more or less shaded; but the evenly sustained “rec-
tangle” should be acquired during practice.

A tone should be stopped by the opening of the
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glottis, combined with a pause in the expulsion of
breath by the diaphragm. At any rate, if the glottis
closes unconsciously, it should at once open again for
free passage of the breath. It should not be kept
closed, as if one was preparing for a coup de glotte
on the next note. On very strong notes, however, it
is practicable to stop the tone by closing the valve and
keeping it closed. The closing of the valve in this
manner will give a slightly explosive quality to the end
of a tone; and while this is out of place in soft or
medium tones, it is not prominent, and sometimes not
even perceptible, after a loud note. The ability to
stop a tone cleanly and quickly, relaxing the larynx and
holding the diaphragm in a state of suspended motion,
must be gained as soon as possible during the hours
of practice.

The subject of pronunciation is treated in the article
on “Songs and Their Execution” in this volume, and
in the two excellent articles by De Guichard. ‘

The proper focussing, or resonating, of a tone, is
another matter for practice. It is simply a matter of
condensing the tone in the best way. The mouth acts
like a megaphone in amplifying the tone made by the
throat. But this megaphone, unlike the manufactured
article, is movable, and may be made to assume shapes
of many sorts. Some of these positions are good in
singing, others not. The student must start out at
once with the realization that for nearly every vowel
the mouth must be opened much wider in singing than
in speaking. Especially is this true of the long E. In
speaking, there is a gradual opening of the lips from
the sound of “00” to that of “ah,” and then a more
gradual narrowing of the lips with expansion sidewise,
and a decided raising of the tongue, in proceeding from
“ah” to the long E. The use of “ah” in general prac-
tice shows that the singer must try to give the other
vowels with a similar open position of the mouth, as
much as possible. Tones will be focussed properly
only when the mouth is well open, although the
singer may use other effects at times for purposes of
contrast or special situations justifying such proce-
dure. If the tones are constantly focussed wrongly,
a poor quality results; one’s voice will be hollow and
veiled, or it may resemble the bleating of sheep. With
the mechanism of the larynx working properly for
either head or chest quality, and the mouth properly
open, a good tone must come if the breath is used
properly. In each voice will be found some tones
that sound better than others, and an effort should
be made to extend the better tone-quality through the
entire compass.

Accessory sounds are classed by A. B. Bach (“Prin-
ciples of Singing”) into nasal, guttural, and palatal
tones. With the nose now kept open in singing, which
was not often the case when Bach first wrote, a cer-
tain amount of nasal quality will be present; and this
is now looked upon as desirable. But an excess of
nasal tone is brought about by the undue rising of the
back of the tongue, which makes the epiglottis lean
backward and obstruct in large measure the passage
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of the tone from the throat to the mouth. This fault
may be overcome by practice before a mirror, with the
mouth fairly well opened during the singing. The
device of concentrating the muscular attention on firm
lips will help to make the tongue relax, and this result
will be aided by the vowels E and “Awe” in alterna-
tion, in words that keep the tongue forward, such as
“Thee” and “Thaw.”

Guttural sounds sometimes arise in much the same
way, by the interference of the epiglottis on high
notes. In such cases the mouth should be opened as
fully as the vowel will permit, and the tongue kept
well forward. The old Italian teachers held guttural
sounds due also to incorrect management of the breath.

Palatal sounds come from a too arched position of
the tongue, so it will be seen that that unruly member
of our anatomy must be fully controlled in singing as
well as in speech.

One of the most common vocal faults is the tremolo,
or wibrato. In violin music, the vibrato comes from
little imperceptible changes in pitch. Vocally this must
take place in the larynx, and it is due to lack of ad-
justment between the laryngeal muscles and the breath
supply. If the latter is at all unsteady, it will cause
little recurring variations in the power of the tone, or
even in the pitch if the muscles do not adjust them-
selves to the change. If the tremolo appears in a sing-
er’s voice, he will do well to give up the use of the
forte, for a time, and start over in his work on tone-
production. He should remember, too, that shakiness
of the diaphragm, whether due to nervousness or weak-
ness, may be cured by deep breathing and exercise.

With due care to avoid these faults, the student
may continue his practice in the certainty of attaining
some degree of ability. Not every one can hope to be-
come a Melba or a Caruso; but correct singing is
needed in the church and the drawing-room, as well
as on the concert or operatic stage. If the student will
do faithful work with exercises like those here printed,
and take care to attain a clear tone-quality and a
good attack, he will be proceeding along the right
path. How far he must go depends upon his goal
and his progress. Farinelli’s three years of study
(mentioned in “Some Famous Singers”) would hardly
be enough to fit the modern aspirant for concert and
opera. Even if he had the vocal flexibility of a Fari-
nelli, he would find modern music much harder to
sing than the works of two centuries ago. But he

may learn to sing acceptably before musical friends

in a much shorter time.

HYGIENE

For insuring general health, the singer should be
governed fully by the principles that help to attain that
condition. Baths should be taken with a view to in-
creasing the strength of the chest, as well as for
constant cleanliness. Here it will be found that “doc-
tors disagree,” some insisting on cold baths and others
preferring warm water. A cold plunge every morning
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is a good thing if one is robust enough to stand it, but
there is no sense in anyone’s making himself a martyr
to cold water. If one owns or has access to a shower-
bath, then a warm shower followed by a short period
of cold water at the end is most beneficial. In the
same way the enervating effect of a warm bath may be
avoided by having the water little more than luke-
warm, and dashing cold water over the chest at the end.

The avoidance of colds is of paramount importance
for the singer. He should not make himself fragile,
however. It is all very well to keep out of draughts,
and the singer must follow this cardinal maxim; but
he must not be afraid of hardening himself by plenty
of fresh air and exercise. The temperature of the
singer’s room should not go below 65° F., nor should
it be hotter than 70°. An open window is beneficial,
provided that enough blankets are used to prevent
bodily chill. Sleeping out of doors is now deservedly
popular, and even such radical procedure as this, which
is of great benefit to certain invalids, would do the
singer no harm if he avoided catching cold. The ideal
bedroom may include a fountain, or some sort of
running water, which will keep the air sufficiently
moist and help to absorb dust. It is in halls, green-
rooms, and so on, that the singer is most likely to be
exposed to draughts; and in such places he (or she)
will do well to have suitable wraps at hand, for use
immediately before and after performance.

Avoid excessive dampness as well as draughts.
The shady side of a street is likely to have more in-
valids than the sunny side, which is drier. “Where
the sun cannot enter, the physician will come,” say
the Italians. As regards the dampness of houses, the
Spanish have a proverb (quoted by Bach) that says:
“Give your newly built house for the first year to
your enemy, for the second to your friend, and stay
in it yourself only when the third has come.” Santley
avers that the term ‘“green-room” must have arisen
from the suggestion of green mold that could easily
flourish in the damp recesses often found in that dark
chamber.

There is much discussion about what a singer
should eat. Almost anything will do, provided it
agrees with him. A judicious mixture of foods should
provide all three classes of nourishment—proteids,
fats, and starches. Now, however, we are told by
Horace Fletcher that we may eat anything we like,
if we will only chew it fine enough. Some singers,
especially among students who struggle for a foreign
education, find the chief trouble in obtaining the cash
needed for the purchase of food. This is unfortu-
nately a somewhat common difficulty. The student
should be warned in time that undue economy in food
will result in lack of strength, and that meals should
never be sacrificed to lessons, even in those cases
where talent is spurred by ambition. The student is
defeating his own ends if he does not keep his body
strong and healthy. Singers, in fact, use up so much
energy that they must eat more than others. One
rule of diet deserves mention: the singer should avoid
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hotly spiced dishes. Nuts, also, are bad, as they cause
huskiness. Individual experience will prove to be a
safe guide, and some singers will find themselves do-
ing well on food that would trouble others.

What shall the singer drink? That is a much-
discussed question, with the blue-ribbon forces and the
liquor interests ready to take part. Unquestionably a
singer is well off if he does not need to look upon the
cup that cheers and also inebriates. If he does in-
dulge, then he will find moderation a safe guide; and
he may be sure that excess will probably shorten his
vocal career by years.

But there are very many singers who think that
some particular drink has a good effect when taken
before or during a performance. In the time of
Handel the singers sometimes ate no meal before their
operatic appearances, but confined themselves to a
warm drink spiced with fennel. A. B. Bach con-
siders that one could hardly represent a hero properly
on a mere fennel-draught; but the warmth of the
drink was an important point in its favor. Bach cites
other theories. Farinelli would always eat an anchovy
before singing, although the Italian teachers were es-
pecially opposed to salt fish. Some artists thought a
little lemon-juice or vinegar acted beneficially, though
here again the teachers were in the opposition. A
favorite device of the present is a raw egg in sherry,
the white of the raw egg being probably most valuable
in its soothing effect on the throat. Some artists take
the egg alone. Bach himself, when singing in opera,
used to wait until after the first act, and then take
the raw egg beaten into beef-tea—another instance of
the good effect of warmth. It was said that Mme.
Malibran took champagne before her performances;
but in reality her beverage was only an effervescent
powder. A more recent soprano does take sips of
champagne during a performance, but she does this
only when she is hoarse. Lind was fond of eating a
salt pickle before singing. Cold tea with lemon is
sometimes used, and the refreshing.oyster plays its
part in preparing artists for their vocal triumphs. An
eminent baritone has even claimed that smoking helped
him; but this example is decidedly bad.

Chemical solutions for throat treatment should be
avoided as much as possible. Such drugs as tannin or
lunar caustic have very marked effects, and should
be used only when prescribed by a good physician.
When swallowing becomes painful, a cold wet bandage
around the throat will prove useful. Small pieces of
ice allowed to melt in the back of the mouth will often
help to allay irritation. Mucilaginous substances like
gum-arabic are useful in the same way, and many
throat pastilles derive whatever value they have from
the gelatinous substances they contain. In cases of
cold or chill, hot bandages will be found better than
cold ones.

The use of tobacco forms another much-discussed
topic, as many men, and even some women, indulge
in the brown weed. Inhaling tobacco-smoke is always
bad for the lungs; but aside from this the matter is
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chiefly one of personal choice and experience. If a
man finds that the fragrant cigar and the companion-
able pipe cause no especial irritation of the throat, he
may smoke in moderation without fearing any ill ef-
fects. It is wise, however, to begin smoking only at a
mature age; and it is also wise (as well as frugal) to
avoid beginning at all. Santley, who took to cigars
rather late in life, said that smoking made his voice
clear, and that in his acquaintance list, at least, those
singers who did not smoke did not happen to amount
to much vocally. He also objected to hearing tobacco
called a “filthy weed,” as it grew under the same con-
ditions of cleanliness as the most costly orchid.

More dangerous to Santley than tobacco was the
odor of certain flowers. There is an anecdote that
Grisi always smelled a sprig of lilac before singing,
and that on one occasion, when an envious rival stole
the lilac spray, she could not show her usual vocal
brilliance. This sounds very improbable, however, as
perfumes and odors are likely to be troublesome rather
than beneficia. When Santley sang on various occa-
sions in St. James’s Hall, in London, he found that his
voice would grow husky if certain flowers were pres-
ent in the artists’ room, especially gardenias, hyacinths,
and lilies. Their effect was very marked—so much
so that Santley could hardly believe at first that flow-
ers had such a strong influence. Then he sang with
others at a private musicale where all the singers
showed the same hoarseness in greater or less degree.
As there were no flowers in the room, he was at a loss
to find the cause of the trouble; but when the host
showed the singers a magnificent collection of “harem
lilies” in the next room, everything became clear. Sir
Morell Mackenzie stated to him afterward that cer-
tain exhalations from flowers paralyze the nerves of
the throat to some extent, thus being a clear cause of
hoarseness. '

CoNcCLUSION

With all these directions, a singer need not feel that
he must be a combination of a Sandow and an Ad-
mirable Crichton. If he smokes a little, or drinks a
little, he need not believe that he is going rapidly to
the bad; but he must not indulge in excess. He should
live a wholesome life, with a reasonable diet and suf-
ficient exercise. He should get as much fresh air as
possible into his lungs, during both waking and sleep-
ing hours. He should take more than ordinary pre-
caution against colds or hoarseness. But above all,
he must practise steadily. After mastering the right
method of singing, he must stick closely to his exer-
cises. Whatever songs he sings, he must not omit
these vocal gymnastics. Only after he has kept at
them for years and years will he reach his fullest vocal
development ; and even then it will do him no harm to
keep them up as regularly as ever. Per aspera ad astra
is a good motto; and for the singer it may be taken
to mean that a rough voice will not prevent him from
becoming one of the stars, if only he practises enough.



THE CULTIVATION OF THE VOICE
By ENRICO CARUSO

T has often struck me, in a lengthy expe-
rience as a singer, that there is one point
in particular about the human voice which
is far too little appreciated by the rising

* generation of aspiring vocalists, and that

is its wonderful reciprocity. Give it the care and
attention it deserves, and it will invariably respond in
the most amiable manner possible. But neglect it,
treat it as an organ which is best left to look after
itself, and the voice will at once retaliate by behaving
itself in a manner that cannot be mistaken.

And yet, as an actual fact, but a very small percent-
age indeed of would-be singers ever really seem to
think it worth their while to bear in mind this axiom—
for axiom it surely is—that the voice requires proper
care and proper exercise to keep it in its best form,
just as much as is a certain amount of exercise neces-
sary to the maintenance of good health in every human
being.

Unfortunately, however, there would seem to be a
prevalent impression among many amateur and not
a few professional singers that singing is an art which
can be acquired in quite a short time. Thus, is it not
curious that while many students of the piano or the
.violin will willingly devote years of strenuous and
conscientious practice to the study of the technique
of these instruments, would-be singers frequently seem
to expect to learn how to use their voice to the best
advantage after a period of vocal practice extending,
maybe, over a year or so, but more often over only
a few months? This policy, I need scarcely remark,
is absolutely ruinous to the future careers of young
singers, for no matter how naturally talented any in-
dividual vocalist may be, he or she cannot possibly
produce the best results as a singer unless the partic-
ular organs brought into play in the process of singing
have been subjected to a proper and sufficiently long
course of training. Since the days of the old Italian
masters there can be no shadow of doubt that, musical-
ly, we have advanced considerably; but sometimes,
when I think of the rather slipshod methods of culti-
vating the voice advocated by many so-called “pro-
fessors” to-day, the thought impresses itself on my
mind that the detailed principles of the old Italian
masters who, above all other considerations, insisted
on a long course of voice training as being the only
possible means to the attainment of the best art, pos-
sessed more to recommend them than do many of the
modern “artifices” of voice-cultivation proffered by
many teachers of singing to-day.

In a short article it is obviously impossible to go in

detail into all the rules which should be observed by
singers who are prepared to undertake the task of
cultivating their voices on a conscientious and sound
basis. At the same time, I hope to be able to give a
few suggestive hints which should prove of real value
to the aspiring singer.

In the first place, therefore, let me say at once that
it is the most fatal of all errors to make too much use
of the voice, for the muscles of the larynx are so
delicate that they cannot possibly stand the strain of
the “learn-to-sing-in-a-hurry” methods of those who
hope to attain the highest point of proficiency without
devoting sufficient time to that “drudgery” which is
absolutely essential to the real and perfect cultivation
of the voice.

For this all-important reason I would counsel sing-
ers to see to it at all times that in the early days of
their training they do not devote too much time to
practice. Until they become thoroughly proficient in
“managing” the voice—a happy state of affairs which
can only be acquired after long practice—they will
at first never devote more than fifteen minutes a day—
in the early morning is, perhaps, the best time—to
practice. This will seem a very short time to en-
thusiasts who are willing to give up all their spare
time to the study of voice cultivation, but it is neverthe-
less quite long enough, for the slightest strain put
upon the voice may retard a singer’s progress by
months, while, on the other hand, if the singer will
only bear in mind that the voice requires the most care-
ful “nursing,” and must on no account be strained, he
will soon find that, though he may not be aware of any
improvement in it, his voice is, nevertheless, slowly but
surely improving and gaining in strength through his
gradually-growing knowledge of technique.

Another point in the cultivation of the voice which
I often think is not sufficiently emphasized to-day is
the fact that young singers can improve their methods
by studying the methods of other and more expe-
rienced singers. In singing, as in the cultivation of
the other arts, in time the student will get what he
works for; but it is unreasonable for him to expect to
sing effectively by his own inspiration. He will be
wise, therefore, to seize every opportunity of studying
as closely as possible the methods of those who have
thoroughly mastered the technique of singing. For
true art, of course, there must be more than technique,
but I would point out that in singing there is no art
without sound methods of execution, which, after all,
to all intents and purposes constitute technique.

In the cultivation of expression, technique, and
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sympathy in the voice, there is no better teacher than
“a visit to the Opera”; but very few indeed would
care to go through the years of drudgery as conscien-
tiously as have those who seem to sing so easily, and
to combine the art of acting and singing at the same
time with equal facility. After all, the highest art
lies in the concealment of that art, and I take it that
it is because a really proficient opera singer accom-
plishes his performance with such apparent ease that
the difficulties of operatic singing are so little appre-
ciated. I am strongly of the opinion that young singers
can learn much from studying the methods of operatic
vocalists, that is to say, when they have mastered the
rudiments of voice cultivation, dealt with elsewhere in
this work. My object is rather to show singers va-
rious methods by which they can attain the highest
art when they have mastered the elementary rules of
singing.

In the cultivation of the voice a certain amount of
exercise is essential to good health, as, also, is good
health a sine qua non to the attainment of the highest
art in singing. It may be of service, therefore, if I
explain the rules I observe in carrying out the exer-
cises I deem necessary to insure physical fitness.

No matter how busy I am, when I rise in the morn-
ing I invariably indulge in a few simple physical exer-
cises with a pair of dumb-bells—not too heavy.
Nevertheless, I would point out that, in itself, sing-
ing, with its constant deep inhalation, is by no means
inconsiderable exercise, though I am well aware that
it cannot be so health-giving in its effects as exercise
in the open air.

Young singers can learn much about the art of the
cultivation of the voice from watching the knowledge
of technique of our best operatic artists, and from
observing their methods of ‘“managing” the voice.
Still, to thoroughly grasp the progress of the opera-
singer’s art, it will be necessary for students to appre-
ciate the fact that Italian singing has had two impor-
tant culminating periods, each of which was illus-
trated by a group of great singers, the first of which
was made up of pupils of Bernacchi, Pistocchi, Fran-
cesca Cuzzoni, and other contemporary teachers.
These great singers brought the art of bel canto to as
near a state of perfection as has ever been known, but
one has to remember the conditions under which they
sang.

Thus Victor Maurel writes: “In the days of the
schools of the art of bel canto the masters did not have
to take truth for expression (l'expression juste) into
account, for the singer was not required to render the
sentiments of the dramatis persona with verisimili-
tude; all that was demanded of him were harmonious
sounds, the bel canto.” In other words, all that the
singer had to do was to sing, for the emotions them-
selves had not to be portrayed, the psychical character
of the dramatis personz not being taken into ac-
count. ) :

In consequence, the perfection of the singer’s voice
was but slightly interfered with, as, at most, he had
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little or no acting to do, a conventional oratorical gest-
ure or two being considered quite sufficient for the
fashion of the period. And it is scarcely necessary
to remark that the great singers of this period were
skilful enough musicians to prevent such unimportant
gestures, which hardly deserve the dignity of the name
of acting, from being an obstacle to the high quality of
their singing.

-In the second period of Italian singing, however,
the period which coincides with the Rossini-Donizetti-
Bellini period of opera in its heyday, the conditions,
we find, were greatly altered. The music at this time
was at once more dramatic and more scenic, and al-
though the singing was still bel canto, the opera-singer
of the period was called upon not only to sing well, but
to sing dramatically, though it must be said that the
music itself provided larger scope for the actor’s art,
in that it gave more favorable opportunity for special-
izing and differentiating the emotions.

In “The Opera Past and Present” we find the fol-
lowing intensely interesting allusion to these two great
culminating periods of Italian singing: “A compar-
ison of these two periods of Italian singing indicates
the direction matters have taken with the opera-singer
from Handel’s time to our own. From then to now
he has had to face an ever-increasing accumulation of
untoward conditions; his professional work has be-
come more and more complicated. From Rossini’s
time down to this the purely musical difficulties he has
had to face have been constantly on the increase—com-
plexity of musical structure, rhythmic complications,
hazardous intonations.

“He has to fight against the more and more brilliant
style of instrumentation, often pushed to a point where
the greatest stress of vocal effort is required of him
to make himself heard above the orchestral din; more
and better acting is demanded of him; he finds the
vague generalities of histrionism no longer of avail,
for these must make way for a highly specialized,
real-seeming dramatic impersonation; intellectually
and physically his task has been doubled and trebled.
Above all, the sheer nervous tension of situations and
music has so increased as to make due self-control on
his part less easy. He has to face and conquer dif-
ficulties such as the great bel-cantists of the Handel
period never dreamt of.”

It has ever been my contention that the conscientious
artist should carefully read and re-read the whole
libretto, so as to inform himself of the poet’s purpose
and meaning in the construction and development of
the plot, as well as to ever bear in mind his conception
of the composer’s idea of how the poetry and the
various aspects of mind of the characters should be
aptly and effectively musicked and interpreted so as
to awaken a kindred, or appreciative, feeling in the
minds of his hearers.

I hope it will not be thought that I have entered too
technically into the requirements demanded from an
aspirant to operatic fame to-day. I scarcely think,
however, that I can have done so, for I feel sure
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every really aspiring vocalist would prefer to know
the exact heights to which he must cultivate his voice
either on the operatic stage, the concert platform, or
for the drawing-room.

In conclusion, in order that the singer’s voice may
be developed in a satisfactory manner, let me counsel
him (or her) never to attempt those selections in public
the range of which taxes and strains it to the utmost,
for when a singer “exceeds” his proper range, injury
to the throat is always liable to follow. Better is it
that a song should be fransposed to a lower key, if a
singer is determined to attempt it, than that the voice
should be unduly taxed.
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I would like to add, it is my sincere hope that some
of the few hints I have here given on the cultivation
of the voice may prove of real value to those with suf-
ficient pluck to face the task of studying the art of
the cultivation of the voice in a really conscientious
manner. Hard work accomplishes wonders where the
voice is concerned, and real hard work must be accom-
plished before lasting success can be attained. Let
me, therefore, counsel singers never to despair of at-
taining a state as near to perfection as possible, for
it is, those who are most alive to their own imperfec-
tions who will assuredly “go farthest” in the singing
world.




ON THE TEACHING OF SINGING AND THE SINGER’'S ART
By MapaMe BLANCHE MARCHESI

THE PARENTS

E may imagine the father and the mother
having a talk—one example out of thou-
| sands: “I think our daughter is going to
f have a voice,” says the father; “if that is
so, I would like her to be a public singer;
she might make a great name and earn a fortune, and
all our friends would be jealous.” “But what are we
going to do?” asks the mother. Yes, what?

The girl is, say, fourteen years of age. Her parents
are completely ignorant of anything connected with
music or art; in fact, music has not hitherto been a
subject of discussion between them. They do not go
to concerts, have never even heard “The Messiah.”

A friend comes to tea in the afternoon; the parents
confide to him their plans, and ask his advice. He
knows of a piano teacher whose brother gives singing
lessons. The real profession of this ‘“teacher” is
cabinet-making, but he used to sing in the chorus of an
operatic travelling company, where he heard many of
the great artists. He had also taken part in some local
charity concerts, and, in consequence, is regarded as
an authority in musical matters. The daughter of the
house should be heard by this eminent expert: he will
say at once if she has a voice worth cultivating.

Father, mother, daughter, and friend proceed the
following day to the local authority aforesaid. The
“authority” tries the girl’s voice, and declares that
there is an instrument of rarest quality. The girl, he
says, should start having lessons at once. “Is she not
perhaps too young?” ventures the mother timidly.
“Oh, no!” replies the teacher, anxious to inveigle a
victim, “she is just the right age; the muscles are
tender, and it is better to impart the right thing on a
tender muscle than on a ready-formed one!” The
parents have no idea of muscles, tender or otherwise,
and are overwhelmed at hearing a scientific explana-
tion of such deep importance; the less they have
understood, the more clever they think it!

The daughter starts lessons at once. The teacher
suggests that two lessons a day would be of greater
value than one, not mentioning the financial benefit to
his pocket, which naturally has to be considered first.
The parents, willing to do anything to build up a fut-
ure for their child, give their ready consent. Needless
to say, the teacher is completely ignorant. The daily
practices, the wrong production of the vocal tone, are
followed by a complete breakdown of the girl’s
voice, after quite a short time. The voice has now
become husky and unsteady, and the girl complains
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of intense pain after the lessons. The family are
alarmed ; they consult a specialist, who finds the throat
in a very bad condition. He suggests an absolute
rest. The parents are much distressed, but the idea
that their child is to become a singer has firmly fixed
itself in their minds and nothing will uproot it.

After the rest prescribed by the doctor, they bring
their daughter back to the same teacher, and repeat
to him the doctor’s diagnosis. The teacher defends
himself as best he can. “The girl has a delicate
throat,” he says; or “This is often the case at the
beginning”; or “The child must have overworked at
home ; pupils are so easily tired”; or, “The winter has
been especially damp and cold.” If the teacher has
a conscience, he may suggest that the girl should wait
for some time before continuing her lessons; but as
the pupil is usually nothing more to the teacher than
the means by which he earns his living, he will advise
the resumption of the lessons.

The lessons are therefore resumed. After a few
weeks the girl has lost even her speaking voice! The
teacher, becoming slightly alarmed, says it would be
best to wait a year or two until she grows older.
Then he proceeds to “explain,” with more or less
success, why the girl has lost her voice. Even now the
parents do not believe that he is responsible for any of
the harm done.

They decide that, while the girl is waiting, she shall
be very well educated, to enable her to meet, later on,
the demands of a great career; so they send her to
a very superior boarding-school. At this school there
are sight-reading and chorus-singing classes. The girl
joins them, like every one else. These classes are held
without regard to the age, capacity, or health of the
girls. Notes are put before them, and they have to
be sung, no matter whether they are too high or too
low for the individual voices. In the case of this girl
whose life we are now picturing, there very soon fol-
lows an acute attack of laryngitis; and coming home
from school at the end of the term, she has to give up
all hopes of ever being able to do anything with her
voice—at least for the present. However, several
years of complete rest bring back a few notes of her
voice; new hopes are formed, and the parents send
their daughter to a large town. There she tries every
available teacher, until nodules are formed on her
vocal chords. A great authority in the medical world,
to whom she is then taken, declares that she will never
again as long as she lives be able to speak in a clear
voice. So this story comes to an end. It is not the
story of a girl who had to earn her own living.
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What, however, about those who have nobody in
this world to give them anything, and to whom their
voices mean their only fortune? The loss of that
voice means the destruction of every hope of becom-
ing famous or wealthy. Parents, if they have a
gifted child, ought never to ask advice except from
the highest authority in the profession chosen by or
for that child. The old idea that “any one will do”
for a beginner is a‘completely ignorant one. Parents
think they can engage a great master later on, when
the pupil is more advanced; but when they bring their
child to the real teacher, he discovers such destruction,
or such deeply rooted faults, that he has either to
work long years to repair the evil done, or to declare
that such reparation is impossible. The great poet
Heine says somewhere, about something else:

“It is a sad old story,
But ever will be new;

The man to whom it happened
It broke his heart in two.”

THE TEACHER

To teach singing is more serious than to teach any
other thing in this world. The singing teacher can
often give a voice, but he can more often take it away
and break it forever. Therefore, to teach singing
aright is an infinitely important matter. The singing
teacher has a mission, as noble a mission as that of
the man who seeks to save souls; ke also can save and
lose souls. Whatever work you take up alone can
only hurt yourself, not your neighbor. In teaching
singing, you may not only rob but kill your neighbor.

There are, indeed, many people who have committed

suicide after having lost their voice. Nay, girls have
become actually wicked, after having fought through
years of toil and anguish, to suddenly realize the great
deception which had been played upon them. It turns
their hearts to evil. This also is suicide! When you
teach a musical instrument you can also impart the
wrong thing; but in that case the pupil can re-start
on a new line, and learn the right thing. With sing-
ing it is different. Either the voice has been spoilt
and it will take years and years of tears and pain to
regain the lost treasure by the aid of the greatest
expert in teaching, or it will be gone forever!

The voice that is brought to the teacher is the joy,
often the only hope for bread, of a whole family.
What a task! what a great thing accomplished if the
voice is well brought out! But what a crime if it is
ruined! The singing teacher not only has to “place”
the voice, but to cultivate it with love and patience;
he has to observe the general health of his pupil; he
must direct her steps, teach her to clothe and to pro-
tect herself against fatigue and cold; and all the while
he must also train her soul. How can the pupil, later
on, stand in front of thousands if she does not know
how to behave, and how to make her appearance pleas-
ant and interesting? Even if the arrangement of her
hair is in bad taste, it must be corrected. Often a small

trifle overlooked in the appearance of an artist has
ruined her career. A lady singer who stands on a
platform bent forward and never lifting her eyes, or
one opening a mouth like a cavern, is impossible, what-
ever voice she may possess. And what about disa-
greeable or hored looks? Even ‘“stage fright,” that
terrible malady of nervousness known to all who have
to appear before the public—even that must not be too
noticeable. The public does not want a frightened
artist ; the public wants to enjoy itself; and a nervous
artist makes the listeners nervous. A little nervous-
ness at the beginning of a career is naturally allowed
for, but it must not dominate the whole performance;
if it does, it will spoil the whole effect, artistic and
otherwise. The soul of the pupil must be open to
poetry, to love of beings and things; the thought must
be wide-awake, else how can the singer understand
the poem and the story which underlies every song
or air? The horizon of her views must be widened.

I was profoundly astonished when I went to Eng-
land to find that the girl who follows the ordinary
school course without specializing in anything is the .
least educated of all the daughters of the great na-
tions. The English girl is not taught enough; she
knows a very little of some things, and nothing of
many things. I always question my pupils about their
studies; and my experience is that they have never
learned the things which they should have learned.
For example, they do not learn universal history, nat-
ural history, science, or mythology. How can they
get on without a knowledge of mythology? How can
they understand paintings, sculptures, even literature?
They do not learn the story of art, nor the literature
of all the countries. I know that the Bible and Shake-
speare are great teachers, and that a vast deal can be
learnt from both, but to have read them is not enough.

The consequence of this limited education is that the
fields of girls’ imaginations have not been enlarged.
Their moral eyesight is dim and limited; their con-
versation touches only a few subjects, and in life only
a few things interest them. Also they very rarely
read serious literature. The most stupid love-stories,
with an olla podrida of railway “literature,” are the
only things they are familiar with. Once a year, per-
haps, they open a newspaper, and then only look up
the corner where their favorite sports are reported.
This is more important than it appears to be at first
sight, for a girl who is not trained to appreciate seri-
ous and instructive literature will always lack depth
and thoroughness. It is inevitable that this should be
reflected in her art, if she chooses one, or if it chooses
her. Why not put flowers in your garden? Does it
not make it much more attractive?

A very difficult task for the teacher, after having
“placed” a voice, is to discover the particular path
which the pupil ought to follow. The discrimination
of gifts is the outcome of great knowledge and experi-
ence. To make a girl sing oratorio when she is fitted
for opera; to try to make a serious ballad-singer out
of one whose forte is light opera, are fatal mistakes
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on the part of a teacher. Knowledge and inspiration
form the base of the art of teaching, and it is most
necessary to understand the pupil’s capacity. The
teacher who is impatient is not a teacher. We are
all human beings; every one of us has moments of
fatigue; but the teacher who, instead of giving the
necessary explanation, becomes annoyed when a pupil
asks an important question, is either ignorant or quite
unfit to be a teacher. The teacher is there to impart,
the pupil to take in; and if the pupil has difficulties in
learning, it is the task of the teacher to overcome
them. His bounden duty is to impregnate the spirit
of the pupil with the truth of what he teaches—things
which she must learn. In a case where the teacher
recognizes the utter impossibility of imparting his art
to a pupil, because of the latter’s want of the essential
qualifications for an artist, he must have the courage
to state the fact. No consideration whatever should
deter the teacher from telling the truth. After all,
honesty always goes farthest! One is born a drama-
tist, a painter, and so on; one also must be born a
. teacher. The greatest of all gifts necessary to a sing-
ing master is that of being able to see with his ear.

’

THE STUDENT

You wish to sing? Why? Because you are longing
to become celebrated, or because you love money? Or
do you really love art itself? Some people come to
me, candidly confessing that they want to sing in
order to make a little money to be able to pay the
rent of their house. Others avow frankly that they
want to sing because they have to earn their own liv-
ing, and they prefer singing to doing anything else,
as it is learnt “so quickly, and brings in so much more
money at the end.” One thing is certain: whatever
you undertake without love—I mean love in the best
sense of the word, not love of worldly matters—can-
not be accomplished. It was love—love for God, for
nature and art—which made the ancient painters and
sculptors so great; and it is the lack of this love which
makes our modern artists so hopelessly small. The
old idea is replaced by the desire of making money
to procure luxury. One must live, of course, and if
an artist makes money by his art, well and good: it is
perfectly legitimate. But to regard art solely from
the point of being able to make money out of it is
absolutely to be condemned. Art is serious; the pupil
who wants to play with it should give it up; it is a
grave matter to become a singer.

You must first of all form your character; without
that you can gain nothing, least of all a career. You
must be able to dominate your passions and desires;
because, if you wish to sing, you will have to give up
every kind of sport and amusement, everything that
tires or injures the body or hurts the voice. All phys-
ical effort, any moral or physical strain, reflects back
upon the voice, for the voice is produced by a group
of muscles which form a part of the body. Every-
thing, therefore, which is done to that body affects

the vocal organ. The first condition toward becoming
a singer is to have general good health. Only moder-
ate walking exercise should be taken; a little swim-
ming, riding, or cycling will not hurt the voice, but I
say a little. Colds are naturally to be avoided; hence
to clothe carefully is an important matter. In general,
the clothing of girls should be seen to. Very many
girls always want to appear slim (this is a fixed
idea of theirs) ; therefore, they dress as lightly as pos-
sible. Hating warm wraps, they try to hide under
very smart dresses thick flannels, which prevent a free
circulation, and which they cannot take away upon
entering a hot room. In this way, of course, chills
are easily caught after leaving the room.

The skin must be kept quite free, or bad circu-
lation is the result; but to keep up a good circulation
massage and exercise are the two best things that one
can recommend. As regards food, we have to fight
against very bad nursery habits and lack of under-
standing on the part of mothers. Young people are
not fed enough in this country; they usually take
about three times a day what they call “tea”; they
have only one good meal. At the schools the com-
plaint is the same. Here the food is more often than
not quite unfit both as to quality and quantity. I
know of many cases in which the health of children
has been utterly destroyed at school. English girls
are so used to having small meals that they call a
sandwich a luncheon; and when thiey are invited to
real solid meals they merely play with their knife and
fork. Later on, when vanity comes into the girl’s life,
the idea of getting fat makes her eat even less than
before, if that could be possible! This idea of keep-
ing a slim figure is especially dangerous in the present
connection: the- starvation system is naturally quite
impossible for a singer, for whom good meals and
proper clothing are absolutely necessary. Exciting
drinks have to be avoided; wines are not only ruinous
for the body, but they produce gout and rheumatism;
alcohol in every form weakens the muscles. It has
destroyed more singers’ voices than the public is aware
of. A singer’s heart must not be weak or overexcited ;
the heart being the most necessary factor of the body,
its condition has the greatest influence on the voice.

All violent exercise is to be avoided. I have met
many girls who have had to give up singing because
their hearts have been strained by violent games.
Many parents do not, as a rule, consider the physical
capacities of their children. Even too much walking
may strain the heart; how much more dangerous, then,
is tennis, hockey, and climbing? As girls in their
most delicate age of development are often physically
overworked, and at the same time underfed, the result
is that they start life with a weakness which can
never be overcome. The number of delicate girls in
England is really alarming. The fault lies in the edu-
cation of their mothers, who do not know how to
explain to their children the way in which to live, to
feed. to clothe, and to protect themselves.

The greatest sacrifice, and perhaps the hardest, to
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a singing student is that she mdy only work her voice
a little. Singing is the only musical art which is com-
pletely executed by a part of the body; there is a
human instrument to be considered, and that will not
stand overpractice. A girl should never begin sing-
ing before the age of sixteen; indeed, many girls are
too young to start even at seventeen and eighteen.
All depends upon the general development. The prac-
tices have to be timed, and they may only be increased
by minutes. It is the teacher’s duty to regulate this
important feature in the studies of his pupil. The
work that the pupil is anxious to get through may
be learned by thinking about it; she can study it for
hours with her brain, and she will find that this will
advance her considerably in her progress. The real
practices with the vocal instrument itself should not
last for more than minutes to begin with; and only
much later on can they be stretched out to half-hours.
I must add that forcing the voice by shouting is very
dangerous.

One thing that has always struck me as incompre-
hensible, is the patience exercised by the average sing-
ing pupil with the “teacher” who has either imparted
nothing to her, or has ruined her voice forever. In
ordinary life I generally find people revengeful, easily
upset, having no memory for past benefits, but a splen-
did one for ill-treatment or unkindness. The singing
student is different. She certainly forgets the good
things received (there are a few exceptions), but she
as certainly forgets the bad things, too. I have never
known a girl who came to me for advice about her
broken or lost voice say an unkind word against her
former teacher; nor have I ever seen a lawsuit about
a lost voice. It is true that the result of such a case
would be very doubtful, as there would be no judge
who could really look into the matter and decide it
satisfactorily. What mystifies me, however, is that a
pupil, after.a few lessons, should not be able to judge
her teacher. Girls have told me of pain and agony
after having sung, of constant hoarseness followed
by complete loss of voice, of a daily diminishing of the
vocal compass, of breaks between the registers, of
cracking of notes, and so forth. Pupils patiently stand
all this and continue with the same teacher. It is
only when the danger becomes more serious that they
realize they have been victims. Certainly a pupil must
have faith in the teacher to be able to learn anything:
but if this teacher imparts things which the pupil
immediately feels to be damaging to the vocal instru-
ment, if the teacher brings about no real discernible
progress, then the pupil ought to understand that he
has fallen into the wrong hands. A proof of the
right method is that from the day the lessons begin
(in a more or less rapid way, according to the special
or general condition of the pupil’s voice), the progress
must be constant and never decreasing. One of the
greatest drawbacks in the education of many sing-
ing pupils is that they do not give the necessary time
to their chosen art. Many want to sing songs after
a few lessons; and very few will understand that,

even if the right method is being imparted, every-
thing cannot come at once. It takes time, and time
will always accomplish things with a physical instru-
ment. Even the cleverest teacher, with the best will
in the world, cannot obtain what he wants in some
days or weeks, or even months.

Another very tiresome drawback for a student is
the persistency of the student’s friends. I know of
nothing more dangerous than these so-called friends.
They simply persecute a singing student, making her
sing for their own pleasure, either before or after
dinner, whether she has the permission of the teacher
or not. They do not pay the girl anything for the
pleasure given; and, notwithstanding that her educa-
tion is not finished, they will make very disagreeable
remarks behind her back about this or that in her
execution. So on one side these “friends” induce the
pupil to disobey the teacher, while on the other side,
they sharply criticise what never should have been
laid before them!

To educate singers in a country where there are not
many permanent opera-houses is a sorrowful business.
First of all, there is no tradition in the country about
great operatic style; there is little knowledge of the
innumerable works of art which have been produced
in the operatic world; there is almost no field for the
native composer born with a gift for operatic work,
or for the girl or the singer born with a special oper-
atic talent. How, therefore, can they “come out” and
make a living by their art? Talents born for the opera
are forced into other directions, involving a loss on
both sides—to the public and to the artist.

THE PusLic

How shall I describe this oracle? It creates kings
in art, and destroys them later with the same smile.
It makes those who have reached the highest realms
of fame sink into the dark night of oblivion; while,
on the other hand, it elevates creatures of obscure
birth to the rank of heroes. Nevertheless, in spite
of everything, artists crave for it, work for it, and
suffer for it. They offer this Moloch their heart’s
blood, they tremble before it, and adore it. Why?
Because the public is to the singer what the light is
to the painter. Without eyes to see and sun to shine,
where and what would the painter be? Without ears
to hear, what would music be? The one cannot exist
without the other. I will say more: a considerable
part of the artist’s talents depends upon her hearers.
You may be the greatest living artist, but if you stand
before an uneducated, indifferent or ironical public,
you will be unable to impart or develop your art. You
will lose your talent instantaneously if you begin to
feel that cold waves of indifference are flying toward
you across the space. On the other hand, you will
be inspired and double your talent if you have sym-
pathy, love, enthusiasm, and praise from your audi-
ence. What we should do to win the applause of this
great Hydra, nobody can say. One artist will charm
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the public because he has the lowest voice; another,
because he has the highest; and again another, because
he looks pale and unhappy. Some have had great
success through having worn a forgotten lock on the
forehead, and a large black tie round a scraggy neck.
Another one will make a ‘“hit,” because at the mo-
ment of his appearance some old favorite has per-
haps retired, and the craving for a new one is being
felt; thus a fresh-comer turning up at that time will
most probably have the crown and sceptre passed over
to him. If the art of that person is not real, the
“boom” will only last for a short time, certainly.
Sometimes things take another turn. A very great
artist with quite superior gifts will make his way very
slowly, have to go through great difficulties, and will
only reach the “top” after much time and patience
have been spent.

The public can unfortunately direct an artist’s taste,
force him to perform what it likes best, what seems
a pleasure to it, because pleasure is the principal bene-
fit it wishes to derive from art. The public wants
to be pleased, to amuse itself ; if it must work or strug-
gle to understand what is offered to it, the singing
will no longer be a pleasure. Therefore the public
likes things known to it, as in listening to them it
enjoys itself. The serious artist who wishes to edu-
cate the public remains very poor indeed, and ad-
vances very slowly. I only speak of the singer, as
she stands in front of the public in an especially diffi-
cult position, which is unknown to instrumentalists.
The classics of music for the violin and pianoforte
are known by every concert-goer all over the world;

the pieces that can be executed are limited in number, -

and the artists play them over and over again, until

the public is thoroughly familiar with them. The sing-
er’s repertoire is, so to say, unexploited as yet. The
singer, wishing always to please instantaneously, and
especially having to consider that she must please so as
to be able to earn her own living, has to give up
searching for unknown or forgotten novelties; she
gives the public what it knows and therefore does
not add to its education.

When some artists venture to give unknown works,
they can only count on the appreciation of a circle, a
very small circle, of people, and not on the general
public. This circle is formed of highly cultivated per-
sons, who look out for intellectual feast, and are happy
to stroll with the artist through unknown fields. There-
fore, it is the public who could, if it would, educate
the artist, because it is the public which pays. So,
naturally, the artist who has to make her own living
cannot afford to teach the public, as she is the one
who receives.

If I might speak to the public as if it were a person,
I would ask the average one to show more discrimina-
tion. The one thing that so much hurts my feelings
and those of all serious artists, is that they never hiss
artists who are unfit and tear your ears by singing
false; that they equally bestow their applause on ar-
tists of mediocre quality as well as those of high
merits. It is no compliment to be asked for an encore
when the person who appears after you, and often
is quite unworthy of standing at your side, is asked
to do the same thing. But, after all, why should
I complain? Such indulgence is only an excess of
kindness and courtesy, and artists ought to be grateful
for it; for, although it may be indiscriminating, it is at
least a token of good will.




HOW TO

SING A SONG

By MapaMe CLARA BUTT

EZIO deal, in the shape of an article, with the
question of how to sing a song is a very

that might not at first sight be associated
with the subject. Four distinct factors play prom-
inent parts in the singing of any song, however sim-
ple. These are the Voice, the Singer, the Master, and
the Song.

Of these, of course, the voice is of primary im-
portance; .for unless an individual possesses in some
degree the gift of song, it is impossible for him or
for her to become a singer. In very many cases,
needless to say, correct training, by showing how the
vocal organs can be used to the best advantage, may
achieve some sort of result. But the voice so pro-
duced is often of an artificial character, which can
never approach the purely “natural” voice.

It is, I believe, held by a great many people that
only those can sing who possess a throat and vocal
organs suitable for the production of the voice, but
my own views on the subject do not coincide with
this idea at all. My point of view is that if you are
meant to be a singer you will sing. “God sent His
singers upon earth,” etc.

One often hears of operations upon the throat being
performed with the object of improving the voice, but
here again I find myself in entire disagreement. I
think that if one is born with a deformity of the
throat, and has always sung easily with it, any at-
tempt to interfere with, or alter, that deformity may
end in destroying the power of song altogether.

When I was at the Royal College of Music I was
constantly being urged to have my tonsils cut. For a
long time I held out against it, but at last consented.
However, while I was actually seated in the operating
chair, the doctor asked me to sing the vowel sound
“E” on a high note, and remarked upon the way my
tonsils contracted while I sang it. All at once I re-
called the case of a girl I knew, with a true soprano
voice, who had lost the ability to sing in tune after
her tonsils had been cut. Might it not be the same in
my own case? This decided me in an instant. I
refused to let the operation be performed, and from
that day to this have never allowed my throat to be
interfered with surgically in any way. Yet I have had
every sort of throat that a singer would wish to avoid
without my voice being affected in the least. I started
life, almost, with diphtheria, have suffered from ad-
enoids, and have experienced several attacks of quinsy.
Among myself and my three sisters, all of us being

singers, my throat is the worst of the lot, and not in
the least like a singer’s throat. The sister whose
voice most nearly resembles mine is the one whose
throat is most like mine; and the sister who has a
throat and vocal organs which are ideal, from an ana-
tomical point of view, possesses a soprano voice which,
though particularly sweet, is not strong.

One thing that I think exercises an enormous
amount of influence upon the quality of voice is cli-
mate. Review the climatic conditions of the various
countries, and you cannot help remarking upon the
number of natural voices that are met with in Italy
and in Australia, in both of which countries the cli-
mate is unusually fine. I believe that the brilliance
of the Australian climate must be reckoned with very
seriously in accounting for the peculiar brilliance
which is a characteristic of Australian singing voices,
while that Italy is a country of singers is well known
to everybody.

It goes without saying that the voice needs a great
deal of training and care if it is to be brought to
the best development, and one of the first faults that
must be cured is in the taking, and use of, the breath.
This must be done in an entirely different way from
that usually employed when speaking. It would be
impossible for me to deal fully in such an article as
this with the question of how to take breath, and as
it is one of the first lessons that a singing master
should teach, I will confine myself here to saying that
the main difference lies in the fact that, when speak-
ing, the breath is usually taken from the chest, but
that when singing it must be controlled by the abdom-
inal muscles.

When singing, the muscles of the throat must be
relaxed, and not contracted. Self-consciousness often
does more to mar a good voice than anything else,
since it leads to the contraction of the muscles. Have
you never noticed how pleasantly some people sing or
hum to themselves when they imagine they are not
overheard, compared with the indifferent or even un-
pleasant manner in which they perform publicly?
Here we have a direct example of the result of self-
consciousness. Never mind your audience. Allow
the song to carry you away, so that you sing easily
and naturally.

To acquire perfect control over the throat muscles,
so that they may be relaxed at will, is one of the
most difficult points in voice training. And one of the
most common mistakes made in this respect is in over-
practice. The muscles of the throat are among the
most delicate of the whole body, and I am convinced
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that it is a fatal error to overtax them, especially
during the early training of the voice, by too much
practice. Personally, my training was very gradual,
and the greatest care was taken not to impose too
much strain upon my throat at first. I am confident
that a number of short practices of ten or fifteen
minutes’ duration, with intervals of rest between each.
are better than a few long periods, since the throat is
_thus less liable to become tired. Every expert in phys-
ical development will tell you that for the proper de-
velopment of any set of muscles, a gradual exercise
that does not involve overexertion is the best, and
I would particularly emphasize the importance of this
where the throat is concerned.

Another point in connection with the voice, which
is too often overlooked, is the question of general
health. The vocal organs are capable of the best
development only when the body is in perfect con-
dition. It must be the object of all singers, therefore,
to take the greatest care of their health.

Overexercise of the body generally should also be
avoided, just as much as overexercising the throat.
It is easier to sing when the rest of the body has not
been overtired. General exercise, though essential to
health, can be overdone just as much as vocal exercise.
These remarks apply particularly to the student. It
is while the voice is being formed, more than after
it has been formed, that it is likely to be affected
by such considerations as those just mentioned.

The mind plays a prominent part where the voice
is concerned. Worry, unhappiness, and mental strain
of every description may lower the whole tone of the
body, and, by lessening the inclination to sing, make
singing more difficult. Unfortunately one cannot take
mental worries in small doses, but must put up with
them as they come; and I only mention this to im-
‘press upon my readers the more forcibly how impor-
tant the general health of mind and body is where
the voice is concerned.

After all, the effect of mental or bodily strain upon
the voice depends entirely upon the individual. Per-
sonally, whatever may be the state of my mind or my
body, I am able to sing in a sort of subconscious
state. It would hardly be possible to hit upon a more
striking illustration of what can be done when one is
in a subconscious condition than what I am about
to relate.

At one time and another I have had to have opera-
tions performed—for appendicitis, for instance—which
have necessitated my being put under ether. On every
single occasion I have sung in full voice while under
the influence of the ansthetic! This was most re-
markable perhaps on the occasion when I was being
operated upon for appendicitis, for then the abdom-
inal muscles, which control one’s breathing, must natu-
rally have been interfered with.

My husband will probably always recall another oc-
casion of this kind as one of the most unpleasant expe-
riences he has ever had. He was anxiously awaiting in
another room the verdict of the doctor—the operation
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being a serious one, and my life being actually in dan-
ger—and was horrified, at a time when he knew a
crisis must have been reached, to hear me suddenly
burst out into song—a song he did not know, but all
who heard it say it was sacred in character, very me-
lodious, and that I sang in full voice! I can well im-
agine what a nerve-racking experience this must have
been for him in the circumstances.

The fact is, that trouble, worry, or ill-health have
no effect upon the voice itsetf. The voice is always
there. It is only the power of using it that may be
impaired.

An exceedingly interesting piece of evidence on this
point is worth recording. Most of my readers will re-
call the name of Madame Etelka Gerster. Madame
‘Gerster was one of those great sopranos of whom
the world has only known a few. She came before
the public about the same time as Madame Patti, and
created such a sensation that the then Emperor Will-
iam commanded her to sing for him—a, command
which necessitated her making a special journey to
Germany.

One night when Madame Gerster was singing as the
“star” in opera in New York her vocal chords sud- .
denly became paralyzed. She never sang again in
public, yet there is to be found in her case further
evidence of the fact that it is not the voice that suf-
fers, but merely the ability to use it.

I used—I am speaking of some considerable time
after this event—to stay with Madame Gerster in
Italy, and now and then had evidence of the fact
that the power of using her voice was temporarily
restored to her. I have known her sing for a whole
evening. Those were wonderful moments which I
shall never forget. It was like listening to some beau-
tiful bird, or rather thousands of birds! So you see
her voice was there just the same, and was not itself
in the least affected by her having lost the power to
use it, a great sorrow coming into her life being the
cause of this.

As I have already pointed out, it is in the early
stages of vocal training that the effect of ill-health,
mental worry, or overwork are most likely to be felt.
When the voice has been properly trained, and the
vocal organs fully developed, they are less likely to
suffer by the rest of the body being out of tune, and
it is therefore of particular importance for beginners
to bear my remarks in mind.

Here is another point which beginners should take
to heart, and follow as far as they are able. Try to
avoid overanxiety. Students often make the mistake,
through overanxiety, of overworking their voices just
before a concert, with the result that they are not at
their best when on the platform. It is a good plan
to rest both the body and the voice before singing
in public.

I should like to emphasize the importance of this
very fully. Young singers seem to lose sight, half
the time, of the fact that they should be at their very
best when on the platform. Personally I always keep,
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and have always kept, this clearly before my mind.
It is the greatest possible mistake to waste your efforts
at the last moment in private. Rest before you sing
in public, in order that when you go on to the plat-
form.you may give your audience—who, after all, have
paid to be entertained—of your best. Remember that
while polishing is highly desirable, there is such a
thing as overpolishing, and this, instead of improving,
only wears out. I am a great believer in the quiet
study of a song without the aid of a piano. Not
only does this avoid tiring the voice, but it enables the
singer to fully grasp all the beauty and the meaning
of the words and the music, and so to enter into the
spirit of the subject when upon the platform. When
on tour I frequently adopt this method of studying.
It enables one to be doing something useful when in
the train, or elsewhere, when actual practice is unde-
sirable or impracticable.

This resting of the voice before singing in public
applies not only to vocal exercises, but to all kinds
of overexertion of the throat. Even those who are
aware of the danger, and who are careful to refrain
from singing practice just before an appearance in
public, very frequently forget that speaking may tire
the voice every whit as much as singing. It is most
important not to do too much talking for some hours
before a public appearance is made. In this way the
throat will be thoroughly rested. .

In singing, as in everything else, experience teaches,
better than any amount of instruction, what an indi-
vidual is capable of, and how the full power and merit
of the voice may best be acquired and preserved.
When students have “found their feet” sufficiently to
understand the best way to manage their voices, they
will be able to regulate their practice according to
what leads to the best result in each individual case.
Some may be best suited by morning practice, others
by afternoon practice. Personally, I put in most of
my practice between the hours of eleven and one each
morning.

The next factor to be considered is the singer.
Temperament, individuality, force, dramatic ability,
perseverance, industry, keenness, and ambition, all play
a part in the making of a successful singer, and in
the singing of a song successfully. It is in the earlier
stages of the singer’s career that some of these quali-
ties are most necessary, for many years of hard and
constant study have sometimes to be faced. It is
during this time that perseverance, industry, keenness,
and ambition, if they are possessed, will help the stu-
dent on so enormously; indeed, while ambition and
keenness will do most perhaps in the early stages,
industry and perseverance are required all the time,
for it is impossible to reach a stage where there is
nothing left to learn.

Singing is but one branch of art, and a singer can
learn something from every other branch. From the
Actor may be gleaned hints for dramatic effect; from
the Painter may be acquired an appreciation of breadth
and color; from the Orator may be picked up many
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useful hints as regards enunciation, modulation, and
emphasis ; while the Writer may inspire those beautiful
thoughts which, taking root in the singer’s mind, help
toward that mental health which is as important to
the perfect voice as physical fitness.

The first thing the possessor of a voice looks out
for is naturally some one to train it, and this brings
us to the question of the master. It is not my inten-
tion to give advice as to the selection of master or
masters ; indeed, it would be impossible to do so, partly
because there are so many masters between whom it
would be invidious to make comparisons, and partly
because such an article as this is intended more to
assist students who are, for many reasons, beyond the
reach of the best-known masters, or who are obliged
to study locally. In England and in America there
are many very good schools and colleges for vocal
training, and there are competent teachers, most of
them emanating from our great Colleges and Acad-
emies, within reach of almost every district. While I
do not wish to appear unpatriotic, however, it must
frankly be admitted that students must study on the
Continent if the best results are to be achieved, since
enly on the Continent can they study in the “Musi-
cal Atmosphere” which is so essential a surrounding
for one who essays an artistic career.

And apart from the question of Musical Atmos-
phere, seeing that a singer is frequently called upon
to render songs in French, German, and Italian, it is
necessary that those languages should be studied in
France, Germany, and Italy, if perfection is to be ac-
quired.

It is a very grave fault of our musical colleges and
academies that they employ, as a rule, English teach-
ers to give instruction in foreign languages. If in
one’s student days one had a good master for these
languages—a Frenchman to teach French, a German
to teach German, and so on—it would be of the great-
est possible assistance, and would save a considerable
amount of time and labor, since so much less would
have to be unlearned. It is not too much to say, I
think, that our musical institutions will never reach
the highest point of their utility till they do this.

But before learning to sing in foreign languages at
all, it is essential that pupils should learn to sing in
their own language. Masters in this country teach
their pupils to sing passably in French, Italian, and
German, but directly they attempt to sing in English
one is horrified to find that their enunciation is so bad
that it is impossible to understand the words they
sing, and almost out of the question to tell what lan-
guage they are singing in! Surely it should be the first
object of the teacher to instruct his pupils in the
singing of their own language.

I verily believe that the reason why our language
is looked down upon for singing in is because so many
of our native singers do not know how to sing it prop-
erly. There are much harder sounds in the German
language, for instance. Yet German songs are con-
stantly sung by singers of every nationality. How
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often does one hear of English songs being sung in
France, Germany, or Italy by French, German, and
Italian singers? Even when they give recitals over
here their programmes seldom include an English
song, and one is even more struck so by many of our
own vocalists giving recitals at which often not a sin-
gle song in English is included!

When English is properly sung, it is as easy to sing
in, and as beautiful to listen to, as any other language.
and if students were taught how to sing it, its popu-
larity among singers would, I feel convinced, quickly
spread. ~

I remember very well indeed singing on one occa-
sion to Mme. Marchesi in Paris. I boldly chose an
English song, and upon coming to the end of it, was
much pleased by the tribute Mme. Marchesi paid to
our language when she said to me, “English is beau-
tiful when sung like that!”

It should emphatically be the first duty of a mas-
ter to teach his pupils how to use their native lan-
guage, and no other should be attempted till they can
do this perfectly. The slipshod methods so frequently
met with now would then soon disappear, and I am
sure it would not be long before other countries began
to appreciate the many beauties of the English lan-
guage for singing in, and we should get more songs
written by good composers to some of our beautiful
English poetry.

Before I leave this question of the master there is
one other point for me to touch upon. Although,
when once they have mastered the singing of their
own language, pupils should seek the Musical At-
mosphere of the Continent, it must be remembered
that there is one branch of music which is peculiarly
English, and which may accordingly be studied in Eng-
land—Oratorio. For any singer who looks forward
to entering the musical profession, careful study of
this branch is absolutely indispensable. Oratorio is
very popular in England, and audiences will not for
a moment tolerate singers who fail to acquit them-
selves well when they undertake it; and as most pro-
fessionals have to do Oratorio work at one time or
another, care must be taken that the public are not
given renderings which fail through lack of proper
study and application.

Oratorio entails much study and research that is un-
necessary where other branches of singing are con-
cerned. Not only must the whole work be studied so
that the singer may become acquainted with the full
attention of the composer, but a special study must be
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made of the character which the singer is to perform,
in order that all the feelings and emotions he or she
would have felt in real life may be properly under-
stood before an attempt is made to reproduce them.
If the best results are to be achieved, the life, hab-
its, failings, aims, and ambitions of the character to
be interpreted must, as far as possible, be carefully
studied and thought about, in order that the singer
may better appreciate the situations which occur, and
know how the character portrayed would have felt
and acted in them. The Bible throws considerable
light upon the life and character of most of the per-
sonages who have a place in Oratorio, and it is there-
fore useful, when studying some particular work, to
examine carefully that portion of the Bible which
may throw light upon the subject.

Lastly we come to the song, and this is a question
upon which I hold very decided views. The object
of singers should be to give the greatest amount of
pleasure to their audiences, as well as to use all that
is best and highest in their art to inspire good
thoughts, and raise the mental standard of their
hearers. The larger proportion of every audience can
only follow the words of the song in English. They
can fully appreciate the beauty of the music, I admit,
and for this reason every artist should have some of
the most beautiful songs of other countries in his or
her repertoire, but it is a lamentable fact that good
translations are very rare. I like to choose as many
songs as possible in English, so that their meaning
and their message can be readily understood and ap-
preciated by my audience.

In conclusion, I cannot insist too strongly upon the
necessity for hard work and perseverance for those
who are to succeed in the world of music. Too many
people imagine that the “gift” is everything. But in-
deed this is not the case, for though the “gift” is of
course indispensable, much application and hard work
are necessary before it can be made use of to the best
advantage. Given a voice and some dramatic instinct,
there still remains careful and laborious training to be
gone through, before a singer can know how to sing
a song and be able to put that knowledge into prac-
tice. The great thing is to be sincere, to be individual,
and to grasp at the beginning of one’s career the im-
possibility of pleasing everybody, and the necessity of
being true to one’s self ; and if others see the truth dif-
ferently, be deferential, and not servile, to their alien
point of view. But faith in ideals is always worth
while, no matter who may disagree with them.
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I. OLIVE FREMSTAD

By WILLIAM

. FREMSTAD'S life began in Stock-

>lm, Sweden. Most of her girlhood up

» twelve years of age was passed in

hristiania, Norway. Of adjacent but

" widely different peoples, her father was

Norwegian, her mother Swedish. Both parents were
musical and had fine voices.

Madame Fremstad herself is genuinely Norse, in
her clear-cut intelligence and her courage, and in the
traits of sadness, fatalism, and fervid imagination, as
well as in her splendid physical endowments, for in
the Norseland one finds the soul of a poet in the
body of a giant.

After her parents came to America, she earned her
way in music here. Later on she was able to study
with Lilli Lehmann, and make an operatic début in
Europe. Soon after 1900, the attention aroused in
England and Germany by her voice and interpretations
resulted in a contract with Mr. Maurice Grau for the
Metropolitan, where she is a leading singer at the pres-
ent writing.

Her method of thought is along original lines; that
share of it which she gave on the singer’s choice
of a career, and which comes as result of her own
practical experience and observation, is contained in
the following:

“What one has, that which is inborn, which impels
one to a certain course in life, is the best of all guides.
The trouble with the singer in the beginning is that she
is too young to judge logically for herself. I knew
nothing of musical questions or the responsibility of
the artist; I was simply driven on by a desire to do
that one thing, and only that one as my life work—to
sing. Other girls are carried away by that same in-
stinct; I happened to be right.

“In the instance of a girl with a naturally small voice,
who can tell what that voice will be after ten years of
training and development by practical experience?
Every step of study should aid toward that ultimate
development, every role learned should bring a fuller
elasticity and breadth upon which to build for greater
things. Time, work, and experience, and only these,
will show what she can do. Behind it all is the degree
of individual intelligence, which is a vital and deciding

factor, and forcefully capable of its share in the gen-

eral evolution.

“Work ahead, if it is not false stage glamour that
impels you, but, instead, an inescapable desire and
longing. I felt that there was nothing else in life for
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me to do, and I dived in and did it. With every girl
the inspiring impulse, to be right, must be the same.
It must be a matter of supreme choice that urges her
to make the step, and she must be more willing to
make it than to make any other.

“Art I have found to be the only thing in life that
is capable of bringing real happiness; other things
which seemed beautiful have faded, but the joy of
art remains undimmed and eternal. My start began
generations ago; musical ancestors helped—few have
them. Americans have the most beautiful voices in
the world. But it takes more than voice to succeed;
there must also be intelligence, musical ability, bodily
development, and soul development as well as voice
to make an artist.

“Preceding the musical education of the singer she
should know all that is possible. General education
must come first ; there is no time for music after school
hours when both mind and body have been sufficiently
taxed. Good schooling up to eighteen and a good
musical foundation are necessities; then she is ready
to build upon that which she has within. She must
know, too, how to eat, to live, and to think ; then she is
pretty well equipped for life and what it means.

“The old masters, violinists, and pianists, gave six or
eight years to preliminary study, and the voice alone
needs that much time. Only the sustaining of this test
of zeal and endurance gives chance for the artistic
life. As to the beginnings, I should say go ahead and
do what there is at hand to do. Stereotyped direction
is too common, too seldom supported by genuine
thought and the practical outlook. Each must learn
individually from his or her own practical experience
what may be done, and how far he may go. None
can advise in this but one’s self. If a singer is helped
financially, so much the better; but if not there will
undoubtedly exist a greater knowledge of the value of
educational opportunities, because of the struggle it
takes to get them.

“We come into the world alone, we make our way
alone, and we die alone. That is why I believe in
stating facts instead of giving didactic advice as to
choice of or fitness for this course or that; each has
her own way to go, none can go it for her. The singer
learns her lesson, whether in life or in art, from her
own experience.

“Begin where you are placed; none can tear them-
selves from their surroundings at once. It is not com-
mon sense to allow to-day to go by unimproved be-
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cause of an aimless looking forward to some to-morrow
with better surroundings and advantages. You can
always be learning something, even if unaided, and
when help does come you are the better fitted to
accept it.

“To me it seems wise to look ahead only one step at a
time, but to take that one step with confidence. And
by so doing one is spared many a disappointment in
life. More happens by not looking so far ahead. To
embrace opportunities too soon is to find them not op-
portunities, but stumbling-blocks. Also to be always
picturing the great to-morrow which is to bring so
much, means wasting of the great to-day, slipping a
cog in the wheel which in consequence never runs
reliably. Patience and concentration the singer needs
to the utmost. How can these be developed unless the
entire stock of their possession is applied to the work
of the moment—the single step.

“There is no hurrying up process known in proper
preparation for church, concert, or opera; one thing
at a time, and only one, is all that can be done. A
great reason why so many girls fail when they feel
themselves called to a career is an overwhelming desire
to get ahead quickly. This is only another name for
slighting the value of the present as a time of unspar-
ing toil. It is one thing to hear some one say, ‘What
a beautiful voice, she should sing in opera,’ and it is
another thing to do it.

“In each branch, church, concert, opera, I have had
to test myself, and I will say this, the first two are in-
valuable preparatory aids when the last is entered on.
The church needs beautiful voices, just as the opera
needs them, though the church does not seem to realize
this necessity, especially in the case of men singers
and their training from youth for the career, as is
done abroad. Churches, too, should pay higher sal-
aries to retain valuable voices that are otherwise lost
to them.

“To make the step from church to concert, and the
next to opera is a question of evolution and not of
prophecy. To say in the start that a certain course is
warranted none can do with positive assurance. Such
choice depends upon the ability to meet requirements,
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and remains in consequence with you yourself to make,
if it be made practically. For instance, the voice is
bound to grow; with me it is a natural law of life-
development. At the end of a year of singing in a
great part the prima donna is certain gradually to
grow, six times underscored. But she grows just as a
singer in the other branches, in proportion to the test
she is called upon to meet, and meets in its require-
ments fully.

“This brings us up again to the futility of early rash
decision as to who shall follow one especial line for
their life long. Who can foretell with unfailing cer-
tainty what the voice of to-day will be two years or
even a year hence? It remains alone for the truth of
facts in the development of gifts and intelligence to
settle what will be the eventual career.

“On the subject of where to study, I would say this:
In America we have splendid teachers and splendid
opportunities. The fulfilling of my own musical ideas,
which is another proposition, I realized abroad. It is
in this aspect that we turn to older and more settled
countries where there exists more fully that which we
term ‘musical atmosphere.’

“Growth on the intellectual side is of paramount im-
portance. To me, without intellectuality one can do
nothing; the spark of intelligence must be back of
everything one does. In the first place, to be suddenly
transplanted into foreign surroundings, where all is
totally different to that to which we have been used,
is in itself a powerful awakener. Thought is stirred
inevitably to greater activity; we are led into fresh
ideas by this new environment; we come into contact
with minds thinking along other lines, with other
themes of interest, another point of view. Then, too,
there are the treasures of art, and architecture, new
types of beauty in scenery.

“All these things, quite aside from musical interests,
cause us to look within ourselves, better to realize our
own individuality, and mentally to develop. This is
exactly what is needful to the singer of to-day, when
mind must combine with voice, in perfect union and
correlation to each other, as one responsive instru-
ment.”

II. MARCELLA SEMBRICH
By C. M. HOOK ‘

“’T HE Germans,” says Madame Sembrich, “have an
old proverb to the effect that ‘Der muss ist ein
grosser Herr’ (Necessity is a great master), and it is
one which has eloquently proved itself in the career
of more than one artist. He who never felt the im-
pulse of the ‘must’ knows nothing of the pressure
under which the world’s great artists have fought
their way to places of real preéminence.
“But when a singer’s art means bread, drink, a bed,
and the absolute necessaries of life, he is face to face

with a problem which calls out all his inherent qual-
ities of character and talent.

“Nowadays, when the world has come to have an
increased love and understanding for art, there are
sufficient people of noble and generous impulses to
prevent talent from starving in a garret.

“And yet, when I see a young artist to whom every-
thing comes without an effort, I fear I am a trifle
skeptical ag to the ultimate and fullest development.
There is danger in too great facility.
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“Elizabeth Barrett Browning put into the mouth of
her Aurora Leigh the words:

‘Art’s a service—Mark;

A silver key is given to thy clasp

And thou shalt stand unwearied night and day,
And fix it in the hard, slow-turning wards .

’

“I can think of no better studio motto than this! I
should like to have it done in illuminated letters, and
place it before the eyes of every one of the many young
girls who are standing upon the threshold of a prob-
lematic career, without having counted the cost and
estimated the sacrifices.

“They fail to recognize the fact that nothing counts
but a vocal equipment, perfect at every point. In their
impatience to reach the goal—too often, alas, a mirage!
—they do not stop to consider how many parts of the
road have been hurriedly covered, and how inevitable
must be the retracing and retrieving process.

“Yes, I believe in the gospel of work! A sound
body, a sound mind, and plenty of hard work—that is
my artistic creed!

“Every member of our family, whatever his degree
of talent or total lack of it, was forced to play some
- instrument, and we really grew up in the musical at-
mosphere about which one hears so much to-day.

“We played a great deal of ensemble music, but as
my father was too poor to buy the coveted scores he
used to rent or borrow them, and from the time I
could hold a pen I was obliged to employ all my leisure
moments in copying music. For much that seemed
cruel and hard at the time in our education, I can
now look back upon with gratitude, for I learned early
the meaning of work; and though the nature of it has
changed, there has never come a time, throughout my
long career, when I have been willing to rest on my
oars and think that the necessity for supreme effort
and daily study has been eliminated by what the world
is pleased to call success.

“I have read with great pleasure a recent discussion
of Felix Weingartner’s on the ‘Reform of the Opera,’
and to all he says I can give a fervent ‘Amen !’

“If the noble art of singing, or the fragment of it
which still remains, is to be rescued from total eclipse,
some prophet of the beautiful must arise, who will
restore to the human voice the birthright of which it
has been shamefully robbed.

“Some composer must appear who will seize upon
the best elements of earlier operas and the true prin-
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ciples—the true, mind you, and not the spurious imi-
tations—of the Wagnerian reform and weld the two
judiciously and intelligently into an opera in which
music, and neither the drama nor the setting, has the
chief word to say.

“Then we shall have an art work written for, and
not against, the voice; but when this happens”—here
Madame Sembrich smiled ever so slightly—*“the pres-
ent-day singing actresses will find themselves in an
embarrassing dilemma.

“Yes, the modern opera stage is given over almost
entirely to the singing actress, who, with a minimum
of voice and a rich endowment of dramatic gifts, is
able to interpret with great effect the modern music
drama, winning the plaudits of the public.

“One has only to think of the Strauss works—
‘Salome’ and ‘Elektra,” or of Debussy’s impression-
istic musical picture of ‘Pelléas and Mélisande !’

“The artists who have created and sung these réles
with the greatest success have depended far more upon
dramatic instinct than upon voice or correct vocaliza-
tion.

“Singing actresses are undeniably interesting, and
moreover fit well into the spirit of the artistic age in
which we,are living, but they are helpless when con-
fronted with a Handel, Gluck or Mozart score, music
which forms the Bible of the bel canto artist.

“Another point in which the operatic artists of the
present day have a tremendous advantage is in the
lavishness of the accessories which accompany the
modern stage productions. Dazzling decorations, gor-
geous costumes, subtle effects of lighting, new and
startling orchestration—all tend to distract the atten-
tion and interest of the opera-goer which was formerly
focussed upon the singer.

“Scenic art was once a negligible quality, costumes
were of the simplest possible construction, and a singer
was obliged to hold the audience by the sheer force
of the art which lay in her throat.

. “Americans have beautiful vocal material but the
majority of them are inclined to make their interpre-
tations too restrained and subjective. And then they
are so impatient about their work! I suppose that
comes from living in a country where everything is at
such high pressure, and where, throughout the entire
social and business life, the race is to the swiftest.

“I think perhaps they would all like to motor up
the steep path of art, instead of toiling along labori-
ously like we singers of an earlier generation.”

III. ERNESTINE SCHUMANN-HEINK
By FRANCIS L. CHRISMAN

ME. ERNESTINE SCHUMANN-HEINK, the
singer, whose voice has delighted two continents,

was found in her beautiful country estate near Singac,
New Jersey. It nestles close to the crest of the Orange

Mountains, overlooks one of the most picturesque
panoramas of mountain and valley to be found any-
where in the world.

“My life is very simple,” said the great singer. “I
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work on my programmes for a while, and then come
the household chores. There seems to be no end of
stockings to darn, for I have a big family, you know.

“Then there are buttons to be attended to and the
clothes of the children must be looked after; so that
the day ends before I am half through. I do not use
alcohol in any shape, and do not believe it is a good
thing for any singer. In fact, I do not find any use for
any kind of stimulants. My routine is as follows:
I take a bath in the morning and again at night, and
never have a massage. The only massage I have is
when I take my little boy and girl in my arms, and
squeeze them to my heart.

“I prefer a cool bath alongside of an open window.
There is nothing like it in the world. I have the
maid throw some water over my shoulders in order to
give a slight shock to the nervous system, and stimu-
late the blood. I do not get quite so much sleep now
as I would like to, as I have so many things to do.
I keep fresh and healthy by careful diet and thus es-
cape stomach troubles. I arise at 6.30 A.M. and go
to bed at 8.30 p.M. Sometimes I am up as late as ten
o’clock, but very seldom.

. “I do not eat cheese or nuts, as they affect the voice

—particularly nuts. Apples are the ideal fruit. We
eat them all day long, and fairly live on gfeen corn.
‘We have no end of apples and corn, so much, in fact,
that we have to give them to our neighbors.

“The great thing to keep one well is a sun bath.
Strip yourself to the waist, and let the sun play on
the shoulders and chest. There is wonderful curative
power in the sun’s rays, and it is splendid for the nerv-
ous system, as it soothes and quiets.”

The luncheon to which I was invited was typical of
the table to which the Diva generally sits down. The
menu was of raw tomatoes (sliced) on toast and some
sliced ham on toast, baked apples and cream, and apple
pie (the kind that is about two inches deep, and not
the shallow boarding-house article). In short, it began
with fruit and ended with fruit, so that there was no
danger of acute indigestion from salads and other
heavy dishes.

“Every young woman should study her own quali-
fications very carefully, and see what work she is best
fitted for. If she has a good voice capable of develop-
ment, as well as a talent for acting, and looks pretty
and prepossessing, it is better for her to go on the
stage. She will get more engagements on the stage
than on the concert platform. A great deal depends
upon the singer herself. She must know herself. If
she has no voice or aptitude for acting of course she
should not attempt to appear before the footlights.

“Concert singing is much harder than appearing in
opera. You don’t believe this, but I assure you that
you have to put into your song all the dramatic power,
all the lights and shadows of the footlights, the scenic
effects, and all the dozen and one things of the stage
that serve to move the audience. There is the orches-
tra, the scenery, the different colored lights, the varied

costumes, and all the accessories to create effects, as
well as one’s own dramatic effort and expression. But
on the concert platform you have to put all this into
your voice. You must give expression to this whole
dramatic feeling and set forth all the concomitants of
the stage.

“It requires a great deal of skill and dramatic ability
to be a comic opera singer. You have got to be ex-
ceptionally clever and a very conscientious actor, be-
sides possessing an attractive presence and a fairly
good voice. Look what a clever little actress Lulu
Glaser is! She is really a great artist.

“To sum up, I recommend every girl to study her
own qualifications very carefully, and see what she is
best fitted for. Once she has decided, she must expect
to do the hardest kind of work of her life. For hard
and conscientious work day and night is the only
means by which she can scale the ladder of success
on either the concert platform or the stage.”

Mme. Schumann-Heink then told of her delightful
success abroad and referred to the great kindness
shown her by some of the crowned heads of Europe.
She praised the Emperor William very highly, and said
that he is one of the most remarkable men living. “The
empress is a woman of queenly appearance and car-
riage, and dresses in the most modest way. But there
is the real woman back of it, the kind sweet mother,
and good wife. She impresses one wonderfully, and
I think that I bowed lower to her than to any other
queen in Europe. Her dress is most simple, and was
a strange contrast to the elaborate gowns of less pre-
tentious personages.”

Columns could be written about the personality of
this great singer. Here are some hints regarding
cheerfulness which will be useful to singers every-
where. Said the Diva:

“I try to cultivate cheerfulness under the most try-
ing circumstances. I endeavor to smile when every-
thing goes dead wrong, as I find it helps me to keep
going. I am always happy, for I always expect good
things. I believe that ‘my own shall come to me.” If
I get a small room in a hotel, or a train with poor ac-
commodations, I try to make the best of it. I know
there are singers who are otherwise, but I feel that
they make a mistake.

“The vocal cords are very delicate, and one must
try to keep in splendid physical and mental condition
in order to secure the sweetest and purest tones.

“I repeat, the best thing in the world for a singer is
plenty of fruit, and I would give somewhat the same
advice to the young singer that Voltaire did to the
shoemaker who asked the great writer in regard to
his poetry: ‘Make shoes, make nothing but shoes, al-
ways make shoes.” I would say, ‘Eat apples, eat noth-
ing but apples, only eat apples.’

“As for exercise, it is all right to play lawn tennis;
but my advice is to stick to the housework, and do as
much of it as you can, and you will find that all your
muscles will be exercised thereby.”
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IV. ALESSANDRO BONCI
By WILLIAM ARMSTRONG

EW singers have overcome harder conditions than

Alessandro Bonci, the tenor. His temperament

has allowed him to surmount them with suavity, self-
command, and a matter-of-course spirit of sacrifice.

When he is to appear at night, for instance, he re-
mains the entire day without speaking—a course that
means, in the season, and as part of his régime, three
days a week of absolute silence.

While much of this self-command is undoubtedly
due to his calm mind and intelligence, the hard train-
ing and struggle of his youth have qualified him in the
best school that any man can have—a campaign for
success against poverty.

Bonci gave in all seven years to study before he
felt himself ready to make an operatic début. It was
but natural, then, that after such experience, when
answering the question, “How long should a singer
study ?” he said, “The singer is never finished, never
perfect.”

Then he turned to the subject in earnest—a subject
especially congenial to him—“How to Study.” The
chief stress he placed on patience.

“The principal cause,” he went on, “of a lack of
success with young singers who have good voices, and
after a little suddenly vanish from sight, is that they
have no proper foundation.

“In the old days, when the Italian song art was in
its prime, those preparing for a career studied for
years before embarking upon it. To that, as much
as to anything else, was due the preservation and
beauty of the real bel canto. There is no shorter road
to a correct way of singing to-day than there was
then.

“My advice to all students who may care to take
it, is to go slowly, to go carefully, and never to set a

.time limit in which to accomplish certain results.

“Very many things have to be considered.

“Tone volume, quality, color, evenness of the regis-
ters, breathing, and its complete control are a few
of them. To master all this thoroughly and yet more,
means time and plenty of it, and that again means to
go slowly.

“Intelligence, of course, is a mainspring in mastery
of singing, as it is in anything else; and only too often
students listen, but fail either to think or to reason.
Only the other day a young man with a very good voice
came to sing to me. When he was through, I said
to him, ‘You use only your voice, why not your in-
telligence, too?

“His surprised answer was that he was too busy
listening to the tone and how it sounded, to give time
to anything else.

“It is the mind that is the directing force in singing ;
every step has its right meaning, and only one true

one, so the thing is to find out the reason for doing
things. :

“I do not mean by this independence of the good
teacher. Far from it. His guidance is the one true
reliance ; but you should know why he directs you to
do this or that thing in a certain way, to understand
clearly what he is aiming at. Yet many, unfortunately,
do things merely because they are told to do them,
and beyond that give the matter no further thought.

“Practising alone I regard as a dangerous experi-
ment, before the student is thoroughly well grounded.
To study too early alone is to risk danger of ruining
the voice. Faults slip in far more easily than they
can be eradicated; and for that reason, for quite a
long while, I consider it much wiser to sing only in
the presence of the professor.

“Correct breathing is the very basis of the song art;
without it, as all real singers know, nothing durable
can be accomplished, neither can any voice be devel-
oped.

“The only method of breathing is from the dia-
phragm; there is no other proper way. From time
to time we hear of various vagaries and various ways,
but the diaphragmatic is the only proper one. Then,
with that method fully developed and mastered, the
voice is not only there fully supported for the present,
but for the years to come. Not a single great artist,
nor one who can be pointed out as an example of en-
durance in spite of time, but whose breathing is from
the diaphragm.!

“You will, perhaps, better understand what I mean
by the expression ‘going slowly’ when I tell you that
I studied for seven years before I sang in opera, and
in my case this ‘going slowly’ was no easy matter.
How gladly would I have appeared after a shorter
time had not my great professor and my own mind
told me that such a course would defeat the very thing
I wished to do—master my art.

“For two years I sang only vocalises, solfeggio, ex-
ercises, always with the utmost care, always thinking
with my teacher. At the end of three years I was
still singing little classical songs. But from the very
first I sang these songs not with the do, re, mi, but
with the words. I had come to a point of vast impor-
tance, the meaning, comprehending expression, and
enunciation of the text, each individual word, with its
value, import, and color, combining to make the very
reason for the existence of the song.

“Some have the mistaken idea that the songs of the
old composers should be taken up very early in the
student’s career; but the old masters of Italian song

of breath between
the lower ribs take

! This does not refer to the inhalin,
notes in singing, in which the back an
part.—Eb.
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have given us very difficult things to do—the modern
songs are very easy in comparison—and while I had
two years or more of exercises before I was first al-
lowed to attempt them, and at the end of another year
I was still working at the easier ones, I made my way
none too slowly to make it surely. Before one can
sing the old Italian songs as they should be sung, one
must be an artist.”

As to the question of a young singer’s début, he said
‘this: “Some have a vague idea of how a début is
secured in Italy, and many, I learn, believe that inva-
riably it must be paid for by the young singer. If the
voice is good, its development proper, and with some

V. GIUSEPPE
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knowledge of acting, no pay for a début is necessary,
although a few managers may seek it.

“The mistaken idea of paying for a first appear-
ance comes from those instances where an aspirant
has gone to an impecunious impresario to aid her. His
answer, of course, has been that it must be paid for,
knowing that to be an American means likely to have
money. Naturally, then, it must be paid for, as he is
obliged to assemble a company to make good his as-
surance, As a matter of course, the début is difficult,
the test is a hard one for any singer ; but the one who
stands that test successfully in Italy will find that
afterward the way is easy.”

CAMPANARI

By WILLIAM ARMSTRONG

IUSEPPE CAMPANARLI, sterling artist and hon-
est man, who expresses his thoughts in a straight-
forward way that leaves no doubt of their sincerity,
has had a type of career that imparts to its experiences
a value to any young singer. His reputation was won
in those glorious days that may be rightly called the
“Golden Period” of opera in America, and with such
voices as those of Melba, Nordica, Eames, Plargon,
and the De Reszkes, a constellation never since equalled
at the Metropolitan. To rise there to vocal eminence
meant much more then than to achieve it now.

“What obstacles stand most in the way of success
for young singers?’ was the question I put to him
one afternoon lately.

“There is a type or class at this moment uppermost
in mind of which I must speak,” he answered charac-
teristically. “Remember it is. most fortunately not the
rule, but the exception, though its numbers are so
considerable as to need mention. That class fails to
realize what singing and the study of it means. I
have sympathy with those whose sole resource is teach-
ing, and who are obliged in consequence to instruct
them. As for myself, I began with thirty-five pupils,
and sent twenty-five of them away promptly. I do
not wish to take either my time or the money of a
pupil when nothing really good will come of it.

“Some who purpose to make singing a career and
have immediate ambitions for opera, will say, T've
been with a teacher for three years.” On questioning I
find that they regard a winter of three months, with
one lesson weekly, as a year. That is an injustice to
the teacher. Of course with the few lessons in that
period, if the intelligence and musical ability are ex-
ceptional, something is acquired, but unfortunately
when it comes to reality and fact, I often find such pu-
pils ignorant of the rudiments of musical knowledge.
As outcome, a good part of the lesson has to be de-
voted to making them understand the value of notes,
and the division of a bar. They are no musicians.

“I do not deem it a necessity that a singer shall be

able to play on some instrument, although I have
found my knowledge of the ’cello and piano of inesti-
mable value; but I do know that every one who wishes
to study singing should have a thorough foundation of
musical knowledge, and a knowledge of rhythm before
beginning regular vocal study. The mistaken idea too
often exists that voice is the sole thing needed. Many
other things besides are required of the singer of to-
day, among them magnetism, diction, and expression.
All these aspects must be realized; how faintly they
are grasped, for instance in expression, is shown when
we hear a young aspirant sing, ‘I love you,” much as
she would say, ‘Have a plate of ice-cream.’

“There are also those who want immediately to sing
for Mr. Gatti-Casazza, hoping for an engagement at
the Metropolitan; indeed, one lady whose daughter
had taken twenty or twenty-five lessons, mqmred
‘When does she make an appearance ?

“These cases are extremes, but, alas, there are less
flagrant ones inspired by the same desire to get ahead
quickly. Perhaps a pupil will ask before beginning,
‘How long will it take me? How can the teacher look
into her brain and read the answer to such a query?
An aspirant with voice should have enough money to
study for at least two years; being beforehand able to
read music and having understanding of rhythm, and
some preparation in the languages. The music of our
day can no longer be sung by ear to a little accompani-
ment. No limit can be set as to time needed for study,
that depends upon the intelligence of the pupil. If
intelligent, lessons should be taken twice a week ; if not
intelligent, more frequent ones are required.

“Unless these conditions of equipment, period of
study, and lessons are complied with, it will be a matter
of money wasted, and of no positive use. No teacher
can make a singer under other conditions. Those go-
ing abroad to study have in one respect the advantage,
for they go prepared to give close application to it for

at least two years.

“To be a singer in the true sense, everything must
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be sacrificed to it, and it requires the whole life, first
properly to train the voice, and then properly to pre-
serve it. Take the instance of Sembrich, who works
every day, and of Nordica, the student.

“As to whether a pupil has found the right teacher,
that must be a matter of personal decision by the indi-
vidual. Some study for three or four years with a
teacher, and suddenly find their voices almost ruined.
Then they go to another one to try to have the damage
repaired. It is easy enough for the student to tell
whether his voice is improving, and the improvement
must begin to come quickly. If not, then he should
know enough to quit; he has none but himself to blame
if he does not. If a certain kind of food does not agree
with one, then one eats no more of it, if one is wise.

“The most beautiful things for the pupil of singing
to train in are Mozart, first of all, and such old masters
of bel canto writing as Donizetti, Bellini, and the rest,
whose works give flexibility and color to the voice,
and, properly studied, give, too, all the virtues of true
singing.

“In the study of both songs and opera roéles, I have
found that the best plan of memorizing is first to learn
the text and recite it, then the music afterward, com-
bining it with the words later, but never to begin study-
ing both together.

“As to specializing in a certain character of music
or roles, that can be proved by the singer only after
experience in all kinds. My plan with pupils is to
have them sing all varieties, then to select those things
appropriate to their talent and tendencies, and to have
them study as well in opera the other roles relating
to their own; then they are sure of themselves.

“Personally, the ferocious and the light roles suit
me best, but not the love parts. - Don Juan I sing, but
I do not interpret it. Imagine Madame Sembrich as
Tosca. She could sing the music, yes, but how would
she play the character, for it does not lie within her
temperament.

“The managers do not study this point of what is
within an artist’s particular line. If the artist has a
big name a part is not infrequently allotted him, though
he be out of place in it. A tenor, a little man, was
once singing in Italy. When he arrived at an aria
beginning, ‘If I were that warrior,” some one called
out from the gallery, ‘A nice Punch and Judy you’d
make.’ ’

“As to which particular selection one should make
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for a first public appearance in either concert or opera,
I should say it is better to begin with a big thing and
show what you can do. If you do that big thing well
you have made a long step forward. With reputation
you can do what you like. But the question of ap-
pearances for the young singer in America is a diffi-
cult problem. It is harder to start in a career here than
it is to learn to sing.

“When a singer is ready he goes to have a hearing
with the managers, only to be refused engagement;
those managers take only singers of reputation. But
some one has to take the risk of giving the aspirant a
chance, if he is to be heard at all. The European
managers have insight. If a young singer gives prom-
ise, they grasp the fact; his or her good points are
quickly caught and appreciated. The novices are sent
to some small theatre for trial; if successful they are
put into the cast in a big one.

“To go to Europe, though, requires money, for with-
out money it is impossible to do anything. In one part
of the world, at least, the début itself has sometimes to
be paid for. As to where to begin, that is a question
of the class of voice and of music for which the as-
pirant is fitted; for some Germany, for others Italy is
the wiser choice.

“With so many opera-houses in America, there must
be improvement in conditions for the young native
singer, especially with opera sung in English, but com-
plete change in those conditions existing will require
a long time. However, the managers must have people
of talent, and with time, and a change already in
progress, things will be certain to improve for the
American artist at home. There is, unfortunately, also
an element of luck in the matter, which comes more
readily to some than to others.

“The good singer, though, no matter what conditions
may be, will sooner or later get a chance. Do not be
in a hurry, do not push things, be ready when oppor-
tunity arrives.to step in and do. If the question is
put to you in such a moment of opportunity, ‘Do you
know this role?” and you answer, ‘No,’ then the fault
for a lost chance is yours. If you know the part
you are ready at five minutes’ notice to step out and
show of what you are capable. I waited for eight
years for just such a chance in New York. Meanwhile
I studied constantly on new roles that I might be pre-
pared against the day in which a chance should, per-
haps, come.”




MAKING A SINGER
By W. J. BALTZELL

RY man feels that he has within him
2 power to do big things in a big way.
ws thinking he is usually looking for big
portunities which shall lead to big suc-
* cesses. And looking thus he often over-
looks the smaller opportunities to do a number of small
things, which have a marked bearing upon success.

If some teacher should announce to the public that
he has devised a system of exercises, most unusual in
character, which will surely make a successful opera
or concert singer in one or two years, and he should
prove his claim by presenting one successful singer
as the product of his system, he would be obliged to
double or treble his working hours—and incidentally
raise his price—to accommodate even a tenth of those
who would want to study with him. The more un-
usual his demands the greater would be the belief in
him. The interested ones would reason that extraordi-
nary methods must surely produce extraordinary re-
sults. Such is one of the secrets of the success of
charlatanism.

But when a teacher offers no mystic formule, de-
mands no eccentric physical contortions, but simply
asks pupils to do regularly, systematically, and with
concentration, a number of small things, most persons
are incredulous as to the results and doubt whether a
good singer can be made by a simple clear system.
The average person is negligent of the many small
details which are necessary to all success. The pur-
pose of this writing is to indicate some fundamental
points in the making of a singer, which call for no
extraordinary efforts, no unusual physical or mental
ability, no marked endowment of temperament, but
only a willingness to learn, to be guided by the teacher,
and to give steady, concentrated attention to the details
of the system of instruction.

In making a singer out of the raw material the
teacher faces three problems.

I. He must make the instrument.

II. He must establish in the pupil an adequate tech-
nique.

ITII. He must teach the pupil to apply the technique
to artistic ends.

I. MAKING THE INSTRUMENT

The teacher and the pupil of singing are at a disad-
vantage as compared with the pupil who wishes to
learn to play the piano, the violin, the ’cello, the harp,
or some orchestral instrument. The latter can begin
the course of instruction with a good instrument in

perfect condition ; the only requisite is sufficient money
to purchase the instrument. Not so with the pupil of
singing. Can one go to a shop, to a physician, to a
physical director, and buy or rent a voice? And, in
fact, it’s rather a good thing that we cannot. The
big trade would go to the shops which could furnish
voices like Caruso’s, Farrar’s, Nordica’s, Schumann-
Heink’s, with never enough of a supply to go around.
Most of the would-be singers would be obliged to
content themselves with small voices and a moderate
degree of artistic style, just as they do now.

A word as to the raw material which a pupil offers
to the teacher: It consists in the ability to make sounds
of varying pitch and power, in more or less rapid
succession, to use words to indicate thought in sing-
ing as well as in speech, and to express certain emo-
tional qualities. This raw material involves both
physical and mental energies, and requires the teacher
to give consideration to the pupil’s bodily make-up
as well as to his mind; and not only to the natural
powers but how these may be improved by training;
beyond this the teacher must take account of the pu-
pil’s ability to acquire and to assimilate instruction;
and especially his willingness to be instructed, his edu-
cational docility. This latter point is highly impor-
tant. More than one very promising pupil has failed
to fulfil the hopes of his teacher and his friends be-
cause he was not really teachable, and was not willing
to accept the teacher’s dictum absolutely and follow it
faithfully. Itis a waste of time and money to continue
with a teacher to whom one cannot give full confidence
and obedience.

Just as the violin maker must have the right kind
of tools and materials, and must know how to use
these, if he is to turn out a first class instrument, so
must the teacher of singing have good material to work
with, must know how to use that material, and must
have the active and interested coGperation of the pupil,
who is the material out of which the instrument of
singing is to be made.

II. GAINING A TECHNIQUE

The process of making the singing instrument goes
on simultaneously with the effort of the teacher to
provide the pupil with a finished technique. We sum
up technique in singing as follows:

1. To sing without effort.

2. To sing accurately.

3. To sing without fatigue for a reasonable length
of time.
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These three aims should be in the mind of every
pupil as something which he must attain and be able
to do without close attention, and as a matter of
routine.

1. To Sing without Effort

There should be no fixing of the muscles of the
throat before or during the act of singing. Some
teachers make use of the term “relaxation,” others of
“devitalization” to help pupils to gain a conception of
what it means to sing without effort. A better idea,
it seems to the present writer, to present to pupils is
that of repose, to do nothing, consciously, in the throat
while singing, to preserve the same feeling or sensa-
tion as that which exists during inspiration or expira-
tion, in which we do not consciously open or close the
throat. To relax, in the sense that some pupils under-
stand the word, requires an effort, and is an attempt to
make the throat loose and free, and therefore just as
distinctly a departure from natural repose on the one
side as rigidity is on the other. To sing with a loose
throat is a negative and not a positive condition, not
the result of an effort to make the throat loose but of
doing nothing to cause it to be tight.

It requires experience for a pupil to appreciate dif-
ferences in the delicacy of the effort used in making
various tones. It is because of this lack that half-
trained singers are prone to imitate the style, tone, and
special effects of popular opera and concert singers,
trying to reproduce the tones as he remembers them
or hears them in a talking machine record. As a result
he attempts to produce, with an imperfectly trained
voice, the effects of a finished artist.

Pupils make a mistake in not carrying out this prin-
ciple of ease in singing to its logical conclusion. They
grant, they know, that it is possible to sing easily in
producing tones of little or even moderate power in
the middle or lower part of the voice. But high or
loud tones? These can scarcely be sung without effort
in their opinion. Recalling how the high A of Sig.

, powerful and brilliant in tone, thrills with
intensity and appeal, they reason that because this tone
seems to be made by supreme effort, there must be
effort back of it, and therefore it is necessary and right
that a pupil use effort in producing high and loud tones.
The fallacy of this reasoning is in the assumption on
the part of the pupil that he is able to judge just what
the artist does.

For the pupil it is a safe and sound principle to sing
easily at all times, making no exceptions, without re-
gard to the result so far as tone and power are con-
cerned. There should be no concession on this point.
- Thus only can a sure technique be developed.

A few other elements enter into this question of
singing with real ease: If the throat be tightened the
breath cannot act properly; if the breath be not prop-
erly controlled the throat will be affected ; if the tongue
be allowed to stiffen or contract the throat will be
affected, or vice versa. What is needed is a sort of
balance in the action of the various parts through
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which the necessary repose is maintained, just as the
violinist observes a balance between the pressure he
exerts upon the stick of the bow and the speed of the
movement of the bow across the string, the amount
of the tone being determined by a balanced relation
between the weight of the bow, the speed with which
it is moved, and the pressure from the finger.

2. To Sing Accurately

It goes without saying that a singer must be accurate
in regard to the pitch of the tones he is to produce
and must sing with proper regard to the time values
indicated. This demands the ability to read from note
just as we read the printed or written word. This
ability is not difficult to acquire; children do so in our
public schools; yet comparatively easy as it is, many
singers never gain a degree of skill and accuracy which
one has a right to expect of them. Just why they are
willing to continue slipshod guessing is not easy to
say. They gain nothing in the end; in reality they
lose. Once the singer has learned to sing from note
he has it; if he never does so, he must make the
special effort for every new piece, learn it more or less
by rote, and be more or less uncertain. In the course
of a professional career he will probably have taken
a thousand times the amount of time and attention
which would have given him, at the beginning, the skill
to read accurately whatever music may be placed be-
fore him.

To sing accurately and with authority implies a
high grade of musicianship, and is a necessary part of
the equipment of one who aspires to the dignity of
an artist’s position. And this is true in spite of the
fact that some opera singers prominently before the
public are said to need persistent coaching to become
letter perfect in their roles. If to learn to sing readily
and accurately from the printed score were a matter
of extraordinary difficulty I am inclined to believe
that a larger number of singers would take up such a
course of study. With some persons an article must
be high in price to be good ; with others the simple and
the easy are not worth doing thoroughly.

To sing accurately implies also that the voice will do
what the brain orders. The singer must know in ad-
vance exactly what he intends to do. The image of
each tone in all its elements, pitch, power, color, etc.,
must be in the mind before the order can be sent to
the muscles concerned in production. That this is
done subconsciously, in many instances, merely demon-
strates that at first it must have been done consciously.

It is a matter of prime necessity that all practice be
directed toward perfecting the conception of the sing-
ing tone. It is not real training of the voice or build-
ing a technique to repeat over and over again various
scales, scale figures, arpeggios, etc., as we often hear
pupils do. The practice must be directed by the mind.
The attention must be fixed upon every tone to see
that it is properly produced. “Head and voice” is a
good motto for pupils in singing. It is the union of
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the two elements in good proportion which makes the
finished artist.

The power to picture mentally is most important in
coloratura singing, and in the preliminary work with
vocalises. The pupil must be able to think the correct
pitch of every tone to be sung, no matter how rapid
the succession of tones or how wide a skip in pitch
may be introduced. To gain this the pupil should
practise slowly, concentrate to fix the mental picture,
and gradually increase the tempo as the vocal organs
gain in flexibility ; thus the power to respond quickly to
the thought will be gained.

Building a technique is not only training the vocal
organs. It is also training and developing mental ca-
pacity until we gain that much-to-be-desired thing, the
“singer’s brain,” a type of mental development much
more rare than is commonly acknowledged. The true
singers are those who mix voice and brains, and de-
velop a feeling for artistic effects and how to produce
them.

3. Endurance in Singing

The problem of endurance is by no means a minor
one for singers. Yet we must not forget that a good
vocal instrument and a good technique generally give
endurance to a singer who is in good physical condi-
tion. The singer who tires is either not well physically
or has not established a sound technique. To know how
to use the voice properly is to know how to conserve
it. Therefore the young singer should constantly aim
to use the voice without making extreme demands
upon it, so that if, later, he or she aspires to the
dignity of concert or opera singing, there may be the
knowledge how to get the greatest results from the
least efforts. The concert singer must be able to use
his voice for a considerable time without tiring, partic-
ularly when giving recitals unassisted ; and the opera
singer must be able to sing for long periods at nearly
the extreme of power. If the technique is adequate,
and the physical condition good, the singer can stand
the strain of a performance. But if the method is
faulty, it will be but a question of time before voice
failure is evident.

In connection with this matter of endurance the
present writer would criticise the habit of some pupils
of persistenely practising the higher tones of the voice.
This is wrong, just as it is recognized to be hurtful for
a runner frequently to practise his longest distance at
racing speed. The muscles of the vocal organs are
small and delicate and, although capable of great con-
traction, cannot stand constant exertion at extreme
effort any more than can other muscles. And since
practice is to make the throat supple, elastic, and quick
to respond, the singer should aim for even greater
ease of production in singing high notes so as to avoid
risk, only occasionally making a test for the fullest
tone and greatest power demanded in public perform-
ance.

Another element in technique which is of importance
to endurance is routine, by which is meant that auto-
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matic activity which forms the basis of a singer’s work.
Just as the athlete pays close attention to what he calls
form, so the singer must depend upon his schooling,
which gives him a masterful routine, the very founda-
tional equipment of good vocalism.

III. AppPLYING A TECHNIQUE

The final step in making a singer is the application
of the technique to the singing of songs. The following
suggestions are offered:

In his first studies in vocalization the pupil makes
use of the different vowel sounds. The second step
toward the singing of words is to join consonants and
vowels, an initial consonant followed by a vowel or
the reverse. A third step would logically be an initial
consonant, a vowel, and a final consonant, forming
many of our words composed of three letters. One
who uses the English language should give the most
careful attention to the matter of clear diction, so that
he may make every word of his text intelligible at any
distance to which his voice carries effectively.

William Shakespeare, the noted teacher of singing,
has a definition which is worth hearing. It runs:
“Singing is a perfect prolonged talking on a tune
often much higher than speaking and with a control
of breath not used in speaking.” A concert and ora-
torio singer of national reputation used to say to the
present writer, in discussing songs, “I can't use that
song because I find it impossible to talk it on the
pitch the composer has given to it.” A favorite exer-
cise of his was to take a line at a time and try to talk
it with entire freedom at various pitches.

The idea just advanced of talking over the text is,
so far as the present writer can form an opinion, the
best and surest way of learning to sing a song text
so as to indicate the thought and give it proper
expression. The singer who cannot give an adequate
reading of the verses he is to sing can do no more
with a song than to sing the air, making the words
merely a vehicle to carry the tune; he might almost
as well deliver it as a vocalise. The real thought and
beauty of a text lies in the relations which the various
words sustain to each other, relations which are indi-
cated by emphasis or stress of voice, by grouping
words into phrases, by breaks or pauses, and the other
devices used by the artistic reader, which the singer
may parallel. In addition to studying a text from the
viewpoint of diction, then, we may say that the singer
must aim to realize its content from the viewpoint of
elocution ; that is, he must try to deliver the text just
as the orator would, at the same time preserving a
singing tone. A text worth singing has a message
which the singer must pass on to his hearers, that is,
he must have the power to deliver the message of
truth and beauty which he finds in text and music.
Such is the purpose and aim of singing. It is worth
one’s best study to learn how to sway an audience
and to lift them, for the moment, from the common-
place interests of every-day life.
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SONGS AND THEIR EXECUTION

By ARTHUR ELSON

&N the days of Handel there were five kinds
.| of aria and two varieties of recitative.
gl These were noticeably different in charac-
ter, even though the music often showed
the difficult simplicity of diatonic effects.
Since Handel’s time many new styles of song have
arisen. In opera we find the lyric style, the brilliant
Italian style, the broad dramatic style of Meyerbeer
and others, and the melodic declamation of Wagner.
Songs themselves have grown more dramatic in some
ways. The German Lied always shows some degree
of passion or emotion, while having many styles
among its lyrics. Even more unified than these, if a
little more intricate, are the finely wrought songs of
Strauss and the delicate tone-pictures of Debussy. Of
a simpler style, on the other hand, are the many folk-
songs and the vocal works written in their style.
Many examples of these varying styles are to be
found in the song volumes of ‘“The World’s Best
Music; - and in describing some of these it may not be
out of place to mention also the various forms em-
ployed.

Supposing that the student has mastered the sub-
ject of voice production, he must then devote himself
to certain methods of procedure that are needed in
solo work.

First comes the pronunciation of the words. Mme.
Clara Butt speaks of this in her article on “How to Sing
a Song” (this volume), and Marchesi’s compliment to
her clear pronunciation may serve as a reminder that
English singers, as a rule, pronounce much more clear-
ly than their American rivals. Her statement that
we need foreign teachers for foreign languages is also
worth attention. Those who sing foreign words in
their own country may escape detection if their pro-
nunciation is poor; but when they sing a foreign lan-
guage in its own land, they will not come off so easily.
This point has come to be of especial significance at
present because of the agitation for opera in English.
When a foreign singer makes such musical statements
as “De man vill not come,” or “He iss not dere,” the
effect of operatic dialogue is more or less spoiled.
Opera in the vernacular may be successful with native
singers, but if others are to attempt a language, they
should be duly equipped with a proper pronunciation
and accent. Many assert that English is hard to pro-
nounce, but such is not the case if the words are well
chosen. Tennyson’s poems, for instance, would be
very easy to sing. Italian has been often quoted as
the model language; and it certainly does roll off the
tongue very fluently. But other languages, even the

guttural German, may be mastered by practice, and
we find such a great singer as Jenny Lind devoting
long periods to the pronunciation of the single word
“Zerschmettert.” The consonant sounds of s and sh
must always be given very lightly.

Santley advises beginning with syllables, and then
using combinations of syllables, with each one kept a
little distinct from the others. In ordinary lessons
this will be taken up by means of actual songs; but
it would often be wise for the teacher to start by giv-
ing short phrases for a time before letting the pupil
attempt songs. Some teachers have the pupil recite
the words before singing them. Santley objects to the
fault of running syllables too closely together, and crit-
icises those singers who transform Handel's “Sound
an Alarm” into a jumble like “Sounddannalaam.” ’

The student tust then learn to feel the proper dra-,
matic conception of a song. The old bravura arias,
or the more brilliant arias of the Rossini school, place
the emphasis on vocalism and demand little expres-
sion, except what results from agility united with due
shading. But by far the larger number of vocal works

‘necessitate a large amount of vocal expression to illus-

trate the meaning of the words. Phrasing, shading,
and other vocal devices must in such cases be means
to an end, and be used to heighten the effect of the
words. This allows room for individual renderings,
and different singers may treat the same song in
wholly different ways. Some rely on “traditions,”
and imitate the leaders of a preceding generation; but
that is not always a safe guide, as tastes change. For
opera or other large works, Santley rightly advises the
singer to be familiar with the general scheme, at least,
of the entire composition, so that its plot may help as
a guide for the interpretation of his own part.

Face and action play their part. In opera, of course,
this is a very important part; but they are of use to
some extent in concert singing. Too many grimaces
will “spoil the broth,” to be sure; but it is certainly
unwise for the singer to preserve the stolid and un-
changing expression of the familiar “wooden In-
dian.” A judicious amount of cheerfulness may be
suggested without overdoing a smile, while a more se-
rious expression is easily assumed for the more intense
emotional effects. If the song is finished by an instru-
mental postlude, the singer should retain some amount
of expression until the instruments finish. In the case
of a very long orchestral close, all that is needed is a
quiet attitude.

Action is not always demanded on the concert stage,
but sometimes it plays its part. In passages of
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strength or defiance, the singer should seem to rise,
if possible, to a high and commanding position. In
songs containing dialogue, such as 'a number of the
Loewe ballads, he may face about a little to represent
different characters; but he should not make this act
too mechanical. There are some songs that are
definitely meant to be acted, such as “The Fan,” which
was written for Calvé, or the French duets with which
Farrar and Clément captivated American audiences
in recent years. In these and similar instances, the
words serve as a reliable guide to a judicious amount
of significant action. For opera an extended course
of training is needed, and the teachers of dramatic
action give this training. The singer who does not
take this operatic course will do well to see many
great actors and watch their performances closely.
Santley quotes the remark ascribed to Dr. Johnson,
who said of David Garrick that in the balcony scene
of “Romeo and Juliet” he was in love all over ex-
cept his left hand. The concert singer may not always
need such refinement in detail, but it will do him no
harm to understand it.

Some halls are much easier than others for the
singer. We know very little about the acoustics of
halls (see article “Acoustics,” this volume), but with
experience the singer will learn how. to manage his
voice in buildings of different shape and tonal effect.
Slight variations in power may be made, according to
the hall. In the Scala Theatre at Milan, which is
exceilent acoustically, the singer does not hear his own
voice very fully. The tone seems to be flowing away
from him; but as it flows into the auditorium, he finds
that the audience hear him very distinctly. It is some-
times those halls in which the singer hears himself
too clearly that are acoustically bad, and do not re-
flect his voice well toward the audience. In any new
hall the singer may look for about the same results as
in some similarly shaped hall with which he is fa-
miliar; but above all he must keep himself up to a
certain level of sustained power. If there are “dead
places” in a hall, spots at which sound is much less
powerful to the auditor than in other parts of the hall,
it is not the singer’s fault, and he can do nothing to
remedy the defect.

The study of vocal styles may well be started with
recitative. This has been called “a speech sung,” and
is a more definite recitation than actual songs are.
Recitative has been used from early times in oratorio.
It was even found in the early operas, for the Flor-
entines employed it in their efforts to revive the de-
clamatory effects of classic Greek drama. Even opera
buffa, the sparkling Italian school of comedy, made
use of the recitative, sometimes with humorous effect.
When employed in this way, for conversation or dia-
logue, it is known as the recitativo parlanto. But the
two chief varieties are the recitativo secco, or free
recitative, very slightly accompanied, and the recitativo
stromentato, more fully accompanied. The former
has only a few chords, but they are often ingenious and
original. The latter was introduced by Alessandro
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Scarlatti. It is more melodious, but still somewhat
fragmentary in style. Gluck brought back into opera
the dramatic flavor of recitative, while Wagner’s so-
called Melos, or continual melodic recitative, is not
recitative in the old sense, but declamatory song with
very full and significant orchestral accompaniment.
The old recitatives, even in orchestral works, were
usually accompanied by piano alone, to give the singer
freedom. Recitatives often ended on the dominant
note, with the piano adding a final cadence.

Occasionally the two styles of recitatives were com-
bined. Such a case is found in Handel's “Comfort
Ye,” Vol. VI, p. 84, which is the first solo of his
“Messiah.” This is almost wholly recitativo stromen-
tato, with full accompaniment and rather melodic
character. But the last two lines, beginning with “The
voice of him,” are recitativo secco, declamatory in style
and accompanied only by a few simple chords that are
struck at intervals to give a simple harmonic change.
A short bit of secco work is found at the beginning of
“Angels ever bright and fair,” Vol. VI, p. 209, and also
at the beginning of Mendelssohn’s “But the Lord is
mindful of his own,” Vol. VII, p. 347. When the word
“recitative” is marked on a piece, usually the free
variety is meant.

The singing of recitative calls for great expressive
power. This is especially true of recitativo secco.
where the voice is almost unaccompanied, and must
give all the dramatic significance itself. Sharp con-
trasts are in place, and an almost exaggerated style.
The singer may change the value of notes. Frequent
but delicate changes of tone are useful, too. Actual
alterations are permitted in tempo, for instance, or
even in pitch. Free recitative has no tempo mark.
When two notes of the same pitch end a phrase, the
singer may take the first one a degree higher in the
scale, or sometimes a degree lower.

Recitative is always best sung by those who belong
to the dramatic school, and work in the declamatory
rather than the embellished style. Such a singer was
Mme. Schroeder-Devrient, the idol of both Wagner
and Beethoven. She created a new school of dra-
matic effect in “Fidelio” as well as in Wagner’s early
works, and it is a pity that she could not have lived to
take part in some, at least, of the later music-dramas.
In 1822, when she first appeared in “Fidelio,” she was
only seventeen. At this revival of the opera, in Vi-
enna, Beethoven had been deposed as conductor be-
cause of his deafness, and on the night of the perform-
ance he sat behind the leader, watching the stage
with piercing eyes. The young singer was nervous at
first, but seemed inspired by the plot, and felt as if
actually living the part. In the dungeon scene, in
which Leonora finally confronts the wicked nobleman
who imprisoned her husband, and the trumpets of the
governor are heard outside, as an earnest of deliver-
ance, the young singer suddenly found her powers de-
serting her. She grew more and more troubled and
frightened; but fortunately all her nervousness was in
keeping with her part. Her bits of recitative at the
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climax, where Leonora explains her disguise and de-
fies the tyrant, were given with a vehement intensity
that arose from the singer’s own anguish; but that
very intensity seemed the highest art to the audience,
which broke into a tumult of applause. Albert B.
Bach, who recounts this occurrence, states that ex-
cept for minor details Schroeder-Devrient made these
involuntary dramatic effects a model for her later and
more studied performances of the part.

The old solo songs consisted of aria di bravura, aria
di portamento, aria di mezzo carattere, aria parlante,
and aria cantabile.

The first of these, the aria di bravura, contained a
large amount of vocal display. Yet it was not with-
out great musical charm. Where the conventional
mad scenes of old Italian opera were filled with em-
bellishments in rather aimless fashion, the early aria,
especially in the works of Handel, showed a rhythmic
beauty of effect that was not at all spoiled by the
many roulades present. Let the student turn to the
solo, “Ev’ry valley shall be exalted,” Vol. VI, p. 87.
Here he will notice that even in the rapid work there
is the symmetry of repeated figures, and that the music
has a most straightforward and compelling beauty. It
is needless to say that such arias as this make great de-
mands on a singer’s ability, and need both strength and
flexibility in their execution.

At the other extreme in style was the aria cantabile.
Here smoothness and beauty were the chief attributes
of the melody, and the voice was expected to unite
these qualities with an expressive style, the expres-
sion being a matter of full and sympathetic tone rather
than of any sharp contrasts. Again we turn to Han-
del, whose music comes down to us through the cen-
turies with all the striking effect that is caused by a
union of power in utterance and simplicity of means.
“He shall feed his flock,” Vol. VI, p. 223, is an excel-
lent illustration of this class of aria. Simple effects are
sometimes difficult in performance as well as in com-
position. This aria will not only require a full con-
trol of broad tone-quality, but it will demand a de-
cided mastery over shading as well, needing many
nuances of power.

Between these in style is the aria di mezzo carattere,
or medium style, such as Haydn’s “With verdure
clad,” Vol. VIII, p. 764.

The general style of the aria di portamento may
be found in Mendelssohn’s “Jerusalem,” Vol. VI, p.
108. This well-known and beautiful solo from “St.
Paul” may not demand much added ornament in exe-
cution, but the voice part is written in a way that sug-
gests portamento. At the word “killest” the effect is
plain enough, while passages like “Stonest them” and
“unto thee” have the portamento structure, although
an extra syllable comes just before the final note.

The aria parlante was in a more spoken style,
though not actually recitative. Rubinstein’s “Asra,”
Vol. VI, p. 263, may suggest the proper effect, al-
though ‘its oriental and modern flavor is far different
from the straightforward style of Handel.
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With the more modern songs, especially the Ger-
man Lieder, there will be found a complete freedom
of style, and an echo of the spirit of the words, which
may change freely. Songs of all character will be
found, from the sustained “Still as the night,” Vol. VI,
p- 135, to the exuberant “Er ist’s,” Vol. VII, p. 388.

A song like “Still as the night” will demand great
power of expression. The tones must be clear and
well continued, forming the “rectangle of sound” that
Santley mentioned. There must be a fair amount of
strength on all the notes, with the broadest and most
intense effects reserved for the climax. As there is
little contrast in rhythm, there must be much va-
riety in force; and the messa di voce may be used at
times.

Less sustained on the whole, and more broken into
melody, is Lassen’s heautiful lyric, “It was a dream,”
Vol. VIII, p. 802. Expression and shading are fully in
place in a song of this sort, but they are aided by the
melodic style of the work. Little crescendos for the
first and third line of each verse will be in place.

Sometimes the composer gives his own directions
for shading. Such marking will be noticed in “The
daily question,” Vol. VI, p. 234. Here the composer
has indicated his contrasts, though he has still left room
for little variations of power in the single lines. In gen-
eral, the same rules apply to singing as to piano ex-
pression. A rising phrase is usually crescendo, a fall-
ing one diminuendo. The first line of the song, then,
will end rather softer than it began, on the low final
notes. Accent is also a guide. Thus the high E in
“It was a dream,” the highest note in the entire song,
comes on an unaccented part of the measure, and
must be taken softly.

In this example, as in many other cases, the words
are also a valuable guide, and unimportant words are
to be taken softly, while important ones receive ac-
cent, as in speaking. Thus in “The daily question,”
at the end of p. 234, the word “never” gets the em-
phasis, whereas if it had been an unimportant word,
such as “dearest,” the accent would have been shifted
back to “believe,” on the highest note of the phrase.
As it is, the composer has carefully given long notes
to each syllable of the emphatic word. ’

In all songs the composer must show some skill of
this sort, and make his melodic structure bring the
possibilities for emphasis in the right place; and the
student may even recite the poem before singing it.
The disregard of vocal fitness may cause very ludi-
crous effects, as Rossini showed in the joke that he
perpetrated upon a too insistent Italian manager.
When the latter forced Rossini to write an opera in
spite of his disinclination, the composer put into the
manuscript all sorts of tricks. The score of this work
(“I due Bruschini”) makes the players tap their
lamp-shades and indulge in other strange acts; while
comic scenes are interrupted by funeral marches, and
vice versa. Not the least amusing of the jests was
Rossini’s setting of a certain part-song in the work;
for he purposely brought out the unimportant syllables
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so cleverly that the selection became a jumble of echo-
ing repetitions.

In piano playing, repeated figures must usually have
their speed or force varied, to avoid monotony. This
is true also in singing. In such a song as “Twicken-
ham Ferry,” Vol. VII, p. 481, where the vocal part is
largely made up of short and catchy figures, there is
less need for variation than in a slow, expressive song.
Yet even in this there may be a crescendo in the second
line, leading up to the F, and a diminuendo in the repe-
titions at the bottom of the page. The next two lines
of the poem have the same musical phrase, and a
slight softening in the repetition will not be out of
place. A softening at the end of each verse is also
correct, and the composer has marked such an effect,
with a rallentando, in the final ferryman’s call.

The slow declamation of “The Asra” is found also
in Schubert’s “Wanderer,” Vol. VII, p. 372. The lat-
ter, however, has many contrasts of style, resembling
in petto the ballads of Loewe, that echo a dramatic
story or legend in tones. Just as the vocal scena has
recitative, smooth cantilena, and brilliant display, so
these dramatic Lieder and ballads are full of the most
effective contrasts, which afford the singer a chance to
display many styles of vocalism. The first page of
“The Wanderer” is practically recitative, of a most
striking character. At the words “Ich wandle still” a
melodious cavatina seems about to start, but it changes
to a more stern and forbidding style after a few bars.
The piu mosso passage must be made very intense,
while the allegro starts smoothly as well as more cheer-
fully, though it grows more intense as it proceeds. The
cavating suggestion then returns, with accompanied
recitative bringing the close. In a song of this sort,
which is intended to be dramatic, the strongest con-
trasts may be made by the singer.

More quiet, and without abrupt contrasts, are songs
. of the type of Wolf’s “Verborgenheit,” Vol. VI, p.
48. A rather legato style is needed for this, and a sim-
plicity of effect in which portamento or the slightest
ornamentation is out of place. In the more animated
and passionate phrases before the return of theme,
clean-cut attack and accurate pitch must be present, as
in all declamatory passages. A song like Jensen’s “Oh,
press thy cheek,” Vol. VIII, p. 666, is just as effective,
but less difficult, because the melody is simple as well

as very expressive, and carries the voice along easily.

except for the last two attacks on E-flat. This work,
with words taken from the German, is a good example
of the intense style of German song.

Much more powerful, though in about the same
intense vein, is Schumann’s “Ich grolle nicht,” Vol.
VII, p. 536. Here, however, the skips and the sus-
tained notes necessitate more effort and a somewhat
broader style, even in the soft passages.

Religious songs are usually broad in effect, as may
be seen from “Calvary,” Vol. VI, p. 74, or “Palm
Branches,” Vol. VIII, p. 771. Full, sustained tones
are needed for this sort of work, and a legato style.

Songs of the animated type, like Wolf’s “Er ist’s,”
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Vol. VII, p. 388, need especially good vocal control.
Owing to the speed, it will not be hard for the singer to
strike any pitch, and even high notes are easiest to take
when merely held passingly. But a special effort must
be made to give each note its due prominence, and
neither slur it by a hurried rush nor overaccent it in
beginning or ending a phrase. This song, like Schu-
mann’s “Widmung,” Vol. VII, p. 511, has much of its
rapidity in the accompaniment, with longer notes for
voice than for piano; but it will serve as a fair pre-
text for giving the above suggestions, which will be of
use in very rapid work.

In singing operatic selections, more power and more
striking contrasts may be used than are needed in
the average song. It is a fact that most opera sing-
ers grow used to these strong effects, and cannot come
back to the simple style that is needed in many songs.
especially those of quiet character. Yet opera, like
song, has many varieties.

The operas of Mozart are still performed. After
the strong dramatic effects of Wagner and later com-
posers, the Mozart operas sound very light; but in
their own day they were pleasing enough, and Mo-
zart’s natural taste led him to write mostly suitable
music, even though he did not use the theories of a
Gluck. His songs were sometimes dramatic, as may
be seen in Sarastro’s aria from “The Magic Flute,”
Vol. VI, p. 207, or the piano arrangement, Vol. I, p.
256.

The school of Rossini, which included Donizetti,
Bellini, and others, did not reach a high standard in
operatic tragedy (opera seria). Italy is now doing
great things in opera, but at that time the country
justified Von Biilow’s sarcastic remark that “Italy was
the cradle of music—and remained the cradle.” The
public demanded brilliant singing, and the composers
catered to this taste, no matter how much they out-
raged dramatic fitness. As a simple example of their
disregard for the dramatic situation, the well-known
sextet from “Lucia” will serve. A smooth and pretty
number in itself, it is set to words that are full of the
most terrible happenings, and literally heap one horror
on another. To set such words to a fluent and sooth-
ing tune shows an utter absence of the sense of
dramatic fitness. Yet this school was supreme for
many years, and is still enjoyed by those who care
merely for singing and are unable to rise to symphonic
standards. There was much effective music in these
early works, but the plots now show themselves con-
ventional, and their treatment inartistic.

The Italians were much more successful in comedy.
Here there were no conventionalities to hamper them,
and they gave free rein to their natural vivacity. The
result is that such works as “Don Pasquale” or “The
Barber of Seville” are found pleasing even to-day.
In these, for some unexplained reason. the composers
respected true dramatic fitness, and usually made the
music a delightfully comic echo of the words or sit-
uation. Donizetti was especially happy in such effects,
as may be seen from his song “It is better to laugh,”
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Vol. VII, p. 426. Though not taken from his comic
operas, this song shows a graceful lightness that makes
it very attractive.

Verdi wrote in the light melodic style at first, but by
the middle of the nineteenth century he showed a much
stronger individuality than Rossini ever reached, in
serious work, except for “William Tell.” In Verdi’s
“Traviata” and “Trovatore” there is much that is very
simple, but there is also an element of strength and a
perception of dramatic possibilities. The man whe
could write the “Miserere” in “Trovatore,” Vol. VIII,
p- 718, or the earlier quartet in “Rigoletto,” was un-
consciously preparing himself for the triumphs of
“Aida.” His breadth of style is illustrated also by “Il
balen,” Vol. V1I, p. 421, while “Ai nostri monti,” Vol.
VIII, p. 750, is a characteristic bit of melody from the
same opera. Somewhat in the same style as Verdi,
though more tuneful and less rugged, was Flotow,
whose “M’ appari,” from “Martha,” will be found in
Vol. VII, p. 406.

Meanwhile, other countries had not been idle.
France proceeded from the masterpieces of Gluck to
the classical style of Cherubini and Spontini, with
Auber’s “Masaniello” and Rossini’s “William Tell.”
Then came the dramatic but somewhat theatrical Mey-
erbeer, one of whose great effects will be found in
the well-known “Coronation March,” Vol. II, p. 520,
and another in the effective Page’s Song from “The
Huguenots,” Vol. I, p. 198. Meyerbeer’s career
lasted even beyond the production of Gounod’s
“Faust,” which was more natural and appealing in
style, though strongly dramatic in many places. (See
“Dio Possente,” Vol. VII, p. 410, and “The King of
Thule,” Vol. VII, p. 468.) Later French successes
were ‘“Mignon,” by Ambroise Thomas and “Carmen,”
by Georges Bizet, Vol. IV, p. 986.

Opera in Germany showed no new development (in
spite of Beethoven’s classical “Fidelio”) until the ad-
vent of Weber. The latter did not at first rise to his
full powers, and the so-called romantic school was not
founded until he produced “Der Freischiitz,” in 1821.

The school took romantic, legendary, or chivalric
subjects, and treated them with music of a popular
folk-song character. Spohr was practically a member
of this school, but Marschner was a truer representa-
tive. Others were Kreutzer, Lortzing, Lindpaintner,
and Reissiger. An example of the music is found in
Weber’s “Prayer,” Vol. VI, p. 216.

Wagner was much influenced by this school, as well
as by the music of Beethoven. But he chose better
subjects, and fashioned the legends into beautiful
dramas. His literary genius is shown by the fact that
the “Meistersinger” libretto is used as a text-book in
the German preparatory schools. The song “Dreams,”
Vol. VIII, p. 652, is a famous work, of somewhat rhap-
sodical character. The “Swan Song” from “Lohen-
grin,” Vol. VII, p. 414, gives an idea of the melodic
recitative that Wagner used in his later works; but
for the most part they showed an infinitely richer ac-
companiment. The Tannhduser March and the Bridal
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Procession from ‘“Lohengrin” (Vol. II, p. 468 and
Vol. III, p. 571) prove that even in his early works
he could paint grand dramatic scenes in tone.
In his “Nibelungen Ring” he gives many of these
orchestra scenas—the entrance of the Gods into
Valhalla, the Ride of the Valkyries, the Magic
Fire Music, the Forest Rustling, and so on. These
were far more advanced in orchestral beauty and
grandeur than anything that went before. One of
Wagner’s devices was the divisi effect. In classical
music, a group of the same instruments would take a
single note in each orchestral chord; but Wagner di-
vided even the single groups, making the flutes, for
instance, and most of the other instruments, play a
chord themselves instead of a single note. The result
was a greatly increased richness of tone.

In the articles on piano music it was shown that
form had a great influence on phrasing, shading, and
expression. In a lesser degree, this is true also of
singing. The return of theme, when there is such a
return, may often be given with greater intensity or
more marked effects than on its first appearance.
Contrasting sections, too, usually mean contrasted
styles.

The single penod form may be found in “The Mill
in the Valley,” Vol. VII, p. 461. ‘“Annie Laurie,” Vol.
VIII, p. 695, shows the two-period mdependent form,
while “Drink to me only with thine eyes,” Vol. VIII,
p. 721, is a two-period form with partial return—a
very simple example, too, as the first antecedent and
consequent are alike. “Jerusalem,” Vol. VI, p. 108,
is a three-part song-form, with a short episode in the
middle and a coda at the end. Wolf’s “Verborgen-
heit,” Vol. VI, p. 48, is a three-part form with a longer
middle section, almost like a song-form with trio.
“The Lost Chord,” Vol. VIII, p. 783, is in almost the
same shape, ending with an altered consequent.

The rondos are also represented in song, the old da
capo aria being a clear case of first rondo. “In Sweet
September,” Vol. VI, p. 1, has the effect of a second
rondo. The sonata form is not used in song, but in old
music the contrapuntal forms may be found. The old
madrigals, motets, and masses were all vocal. A dainty
modern bit of counterpoint is found in the duet in
canon by Marzials, Vol. VI, p. 181, entitled “Friend-
ship.” In this beautiful piece one voice follows the
other with almost absolute accuracy. ‘

The dance may be imitated in song. Handel’s well-
known “Lascia ch’ io pianga,” Vol. VII, p. 452, is a
sarabande. “Among the Lilies,” Vol. VI, p. 160, is a
vocal gavotte. “The Minuet,” Vol. VIII, p. 572, shows
its form by its title, while “Carmefia,” Vol. VII, p,
300, is a modern waltz-song.

A distinction is made between the strophe form,
with repeated verses, and the art song, which is given
practically new music throughout. The latter is the
worthier form, as the music may echo the words at
every note. When the same words return, as in “Ver-
borgenheit,” the same music may be used with them
if desired; but generally the art song has no return
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of theme. A song like “Israfel,” Vol. VII, p. 341, is a
good example. The strophe form runs the risk of hav-
ing the music fit only part of the words, some verses
being at times in actual contrast to the character of
the accompaniment. “The Sands o’ Dee,” Vol. VIII, p.
759, will illustrate this point. By having expressive
phrases for the voice, the composer makes it possible
for the singer to vary the effects somewhat in different
verses ; but such a poem, with its dramatic contrasts,
would be best set as an art song.

Most publishers, in advertising songs, give the com-
pass as a guide. But that is sometimes misleading.
The true index is the tessitura, as it is called, or range
in which the chief part of the song lies. Two songs
may have the same compass; but if one is mostly low
in pitch, with a few high notes taken passingly, it has
a low tessitura. The other might lie mostly in the
upper part of its compass, and demand a different
voice altogether.

Albert B. Bach, in “Musical Education and Vocal
Culture,” enumerates twelve different kinds of voice,
with compass and suitable roles, as given below.

1. Basso profundo, from great E to one-lined E, as
Sarastro in Mozart’s “Magic Flute.”

2. Basso buffo, from great F or G to one-lined E,
as Leporello in Mozart’s “Don Giovanni.”

3. Bass-baritone, from great A to one-lined F-sharp,
as Don Giovanni in Mozart’s “Don Giovanni.”

4. Tenor-baritone, from great B-flat to one-lined
G, as Fra Melitone in Verdi’s “La Forza del Des-
tino.” '

5. Tenore eroico (robusto), from small C to one-
lined B, as Radames in Verdi’s “Aida.”

6. Lyric tenor, from small D to two-lined C, as
Don Ottavio in Mozart’s “Don Giovanni.”

7. Contralto, from small F to two-lined E, as Ar-
sace in Rossini’s “Semiramide.”

8. Mezzo-contralto, from small G to two-lined G,
as Romeo in Bellini’s “Montecchi e Capuletti.”

9. Mezzo-soprano, from small B-flat to two-lined
G or A, as Amneris in Verdi's “Aida.”

10. Soprano sfogato (dramatic), from one-lined C
to three-lined C, as Valentina in Meyerbeer’s “Hugue-
nots.”

11. Soprano & agilita (coloratur), from one-lined
E to three-lined E or F, as Amina in Bellini’s “La
Sonnambula.”

12. Haute-contre, a rare variety of male voice found
in South France, extending half an octave higher than
the high tenor. ,

It will be seen from this that basses are about an
octave deeper than contraltos, and tenors about an
octave deeper than sopranos. It follows that when a
tenor, baritone, or bass sings a song written on the
G clef, he sings it an octave deeper than a soprano
or contralto would sing it. This downward transpo-
sition for male voices in the G clef is sometimes indi-
cated by printing two clefs together. or by some similar
method. In all other cases, and by all other voices,
music should be sung at the written pitch.
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In closing this somewhat discursive article, it may
not be amiss to quote the rules for breathing, as given
in full in Bach’s “Principles of Singing.”

1. Let the singer breathe, as far as possible, just
as he would in correct recitation, with one breath
covering the words for a single idea whenever possible.

2. Breath should be taken whenever a rest of any
size occurs.

3. When the text is interrupted by frequent short
rests, as is found in Mozart’s “Batti, batti,” the singer
should make the requisite pauses between notes, but
should not take breath until it is necessary.

4. In songs that require frequent breathing, the
singer should take some mezzi respiri, or intervening
breaths, between notes, and avoid making them audible
or spasmodic.

5. Breathe at the beginning of a bar that is not
preceded by a rest.

6. Breathe on the second and fourth beats in com-
mon time, to avoid a mechanical effect.

7. Rule 6 applies also to 2/4 time.

8. In 3/4 or 3/8 time, breathe only before the last
beat of the bar.

9. In 6/8 time, breathe after the second or fifth
beat.

10. Rule 8 applies also to triplets of eighth-notes.

11. Rule 6 applies to four sixteenth-notes replacing
a quarter-note.

12. Breathe before a word that has a note of some
length, if a run is joined to the note.

13. In cadenzas such as Rossini or Bellini used, if
the singer cannot take the passage in a single breath,
he may shorten the passage until he can handle it in
one breath, taking care not to change its character.

14. When no rest is marked, the time for breathing
must always be taken from the note before the breath,
and never from the note after it.

15. In florid passages, it is best to breathe when a
succession of ascending notes is followed by a low one,
or a descending series is followed by a high note.

16. Turns must never be separated from their prin-
cipal note by a breath.

17. Breath may be taken at a comma in the words,
or before a preposition introducing a clause.

18. Do not breathe during a portamento.

19. Syllables of a word must not be separated by a
breath unless such procedure is absolutely necessary.

20. In long passages on one word, as found in the
works of Handel, Haydn, or Bach, if the passage
cannot be given on one breath it is permissible to
take a fresh breath and repeat one or more of the
words. Some singers, however, breathe without such
repetition.

21. The furberia del canto, an Italian mode of
breathing in unexpected places, may be employed when
desired, or for special effects. Thus a singer may
inhale some breath even when his lungs are nearly
full, in order to picture suppressed excitement.

With these directions, the singer may be dismissed
to the pleasing task of attacking the songs themselves.



VOWELS AND VOCALISES
By ARTHUR DE GUICHARD

E Art of Vocalization comprises: Breath-

ng, attack, resonance, intonation, vowel

ormation, solfeggio, pure legato, messa di

‘oce, portamento, agility, embellishments,
‘ enunciation, diction and style.

The first four branches of Singing: Breathing, at-
tack, resonance and intonation, must be mastered be-
fore the exercises known as Vocalises can be studied.
This means that the student must first acquire the
art of singing slow tones—separate, long sustained,
pure tones—with correct attack, no superfluous breath ;
exact intonation; the right, sympathetic resonance;
using, by turns, every vowel on every note in the
compass of the voice, but practising very sparingly
the extreme notes, both high and low. To achieve
this there must be perfect breath control. One of the
chief requirements in attack is the faculty of restrain-
ing the breath, so that there shall not be the slightest
escape with the note produced; in other words, every
minutest particle of breath proceeding from the lungs
shall be employed in making a musical sound; any
excess causes an impure tone.

Also, the note sounded must be perfectly steady;
there must be no tremolo,; it must be as round and
even, and as free from any throbbing vibration as
a note on a well-tuned piano or from the diapason
of an organ. The presence of a tremolo in the voice
is a sure indication of faulty breath control, and it
is one of the hardest faults to overcome.

Then again, during the period of slow tone study,
there should be no attempt at crescendo or diminu-
endo; the same degree of intensity must be main-
tained throughout, say mezzo-forte (mf). For the
student is endeavoring to sing pure tones and, in so
doing, to acquire perfect breath control. But, at this
stage, he has not acquired it; so that, until he can
sing a perfectly steady tone, of equal intensity through-
out, there must be no attempt at crescendo; it would
simply result in an escape of breath and an impure
tone. If persisted in, it would be found later that
the voice sounds husky, hazy, unprecise, wanting in
clearness—in a word, “breathy.”

The following scheme of vowel-sounds may be
adopted, without, however, employing the initial con-
sonants in singing-practise.
u—pure, bud, shun;
ou, ow—doubt, cow;
o0i, oy—oil, boy;
00—too, foot.

a—mate, mat, far, law;
e—mete, met, her, there;
1—pine, pin;

o—note, not, move,;

One other point must be studied before the practice

of wocalises be taken up. “Point” is altogether a mis-
nomer; it is a subject, a branch of singing, it is the
whole art of sustained singing and, with the different
styles, the whole art of singing: the ScaLE.

Having succeeded in singing pure slow tones to dif-
ferent vowels, we must now proceed to blend pure
tones and pure vowels into the singing of a pure,
slow scale. It looks easy, it sounds easy, but it is
really the hardest, the very hardest thing to do in the
whole range of the art of singing; and it is to be
the life’s work of the conscientious artist. It must
be remembered always that the scale must be sung
slowly : never faster than M.M. 54, and still slower
at first. The quick scale comes under the head of
Agility; it is easier to sing from viewpoint of purity
of tone, but until this quality has been gained agility
only harms both voice and style. To the slow scale
will be added the practice of its intervals: second,
third, fourth, and so on.

The first object to be gained by the use of those
compositions called vocalises is to put into practice, in
the singing of airs or “tunes,” all that has been learned
in the execution of the slow scale, both with regard
to purity of tone and purity of vowel, together with
perfectly equal quality throughout. Technically ex-
pressed, the first object aimed at is to obtain a pure
legato. Of course, rapid passages will, later, have to
be sung with pure legato; but, for reasons already
given, it must be acquired by and studied in the sing-
ing of slow movements. We must not lose sight of the
fact that the most difficult music, as well as the most
beautiful, alike for voice and solo instruments is a
slow melody. Properly executed it shows purity of
tone, equality of timbre, elasticity of resonance, con-
tinuity of steady, sustained sound through changing
intervals, absence of slurring or “scooping” to notes,
absence of tremolo, and employment of perfect breath
control.

It has been positively stated that the study of vo-
calises must begin with slow movements: grave, largo,
larghetto, andante; and it must be continued until the
singer is thoroughly competent to perform slow vocal-
ises with all the attributes mentioned earlier. Let it
be fully understood that no agility work is to be at-
tempted until this has been accomplished. Any trans-
gression of this rule will result in an imperfectly
trained singer, one of those who wish to “get there
quick,” but who find when they have “got” there
that their imperfections are too great and too apparent
for them to obtain any commendation from compe-
tent critics.
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One great want in existing collections of vocalises
is a system of changing vowels applied to the airs.
All the chief collections are wanting in this respect.
The only exception that occurs to me is the Sieber
vocalises. But those by Nava, Concone, Panofka,
Lamperti, Bordogni, Panseron, Marchesi and others,
all of them most admirable specimens of this class
of composition, are all wanting in any instruction or
suggestion for vowel formation. It may be because
the intention is that they should be sung to the Italian
a. If so, what becomes of the meaning and import
of the term “vocalises”? It surely cannot mean just
a, but all the vowels. What is really needed now is
that some good musician, who is also a singer and a
teacher, shall make a choice of the best of those now
extant and shall adapt to them a series of changing
vowels : vowels of English quantities and color.

Teacher and student must group their vocalises for
themselves. In the first group will be all the slow
movements. At first they should be sung “straight,”
without any attempt at swelling the tone, with an even
degree of intensity, mf., no louder, and with the em-
ployment of changing vowels. When this has been
accomplished satisfactorily, the student will practise
the messa di voce and apply it to the same-slow vocal-
ises. Finally, the study of portamento can be added.
In this way, the singer will have attained the most
difficult thing in singing: the steady, sympathetic, elas-
tic outpouring of perfect vowels or pure tones. Then,
and not until then, should he attempt what is termed
the school of agility.

Setting aside the scientific aspect of vowel-forma-
tion for the more practical study of vowel and tone-
production, we will begin with the vowel ah and
practise Ex. 1.

Ex. 1.

a n
Sing: ah o ° oh oo oo
Like- far Job Jor ° Joe Joot JSood

(Note.—Tenors and baritones will sing this an oc-
tave lower; basses in the key of Ep.)

For the practise of this exercise the position of
mouth and organs is the same as described above.
The only change that takes place is that the lips are
brought forward gradually, by pouting, until they as-
sume their most forward position on the most forward
vowel (00). Let the mouth be kept round, and the
tongue motionless; greater resonance will thus be
obtained. :

When this exercise can be sung with absolute cer-
tainty of mouth and tongue position, and with perfect

Ex. 2.

__a

Sing: oo 00 oh ° L ah
Like: food Joot Soe Jor Job Jar

freedom and elasticity of lips’ movement, Ex. 2 may
be practised, commencing with the forward position
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of the lips. Here, again, the tongue must remain
motionless and touching the teeth.

(Note.—Tenors and baritones will sing this an oc-
tave lower; basses in the key of Ep.)

It is seen that for these two exercises the tongue
remains motionless, the lips alone moving. In the
next series of vowels, however, the tongue will re-
cede in the mouth, not because we endeavor to make
it do so but, on the contrary, because we cannot
help it, except by stiffening it—which must carefully
be avoided. The vowel ah will be sung in the nat-
ural position as described. For the vowel sound of
fed it will be noticed that the tongue has receded
so that its sides touch the upper molar teeth; con-
tinuing, the tongue goes back still farther for the
vowel of fate; while for the sound of ee in feet it
has risen until it has quite hidden the pharynx.

It is this last mentioned vowel (ee) that receives
too little attention from our singers, with the result
that it is nearly always shrill, thin, without any for-
ward resonance whatever, and always very unpleasant
—in the high notes it is particularly noticeable for
its disagreeable quality.

In order to counteract the effect of the backward
movement of the tongue on the vowel ee, practise
bringing the lips smartly forward as if about to whistle,
but without any rigidity of any kind.

Ex. 3.

o 1 1 |
Sing: ah L] a cc
Like: fur JSod Jate Jeet

(Note.—Tenors will sing this an octave lower;
mezzo-sopranos, contraltos in the key of C; basses
in the key of Bp.)

When this has been satisfactorily accomplished, Ex.
4 may be studied, in order to attain greater proficiency
in producing the a (of fate)! and ee (of feet) sounds,
with forward resonance.

Ex. :

..

E= ==
¥

Sing: o ah a ce

Like:  for Jaf Jote JSeet

(Note—Tenors will sing this an octave lower;
mezzo-sopranos, contraltos and baritones in the key
of C; basses in the key of Bp.)

To the vowel sounds that have been acquired by
the practice of Ex. 1 and 3, may now be added the
remaining sounds: # (in fun), er or ¢ (in fir), a (in
fat), and ¢ (in fit). This completes our series of pure
or simple vowel sounds. They may be practised to
the chromatic scale, taking breath as marked (’) in
Ex. 5. Great care must be observed to keep the sound
of each vowel pure and simple throughout ; there must
be no change whatever in the initial sound of each
note. For example: the ok sound of foe must con-

! Without the final suggestion of ee that goes with our
long a.—Eb.
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tinue as oh to the end, and not be changed into oo
as is so often done (that is, foh-oo instead of foh).

Sing: oo 0o oh o ] er a

Like:  food, fool, /'oe JSor, fo&. /or, Jun, fir, ful, ﬁl. /a!e. /Il /«I

(Note.—Tenors will practise this an octave lower;
baritones in the key of C; basses in the key of Bp;
mezzo-sopranos and contraltos in the key of C.)

There are ten or more compound vowel sounds, tom-
posed of different combinations of the simple vowels.
With the compound vowels, one very important thing
must be rigorously observed: the initial sound of the
vowel must be sustained right through to the end of
the note, and only then may the second sound of the
vowel be given, as a rapid close. For instance: in
my the vowel consists of ah and long e; but in sing-
ing, as in speaking, the ah fills nearly the entire time,
while the e is merely given quickly at the close of
the sound.

Practise the following exercise in order to acquire
rapid facility of forward lip motion, tongue control,
steady breathing, and forward resonance for the
vowel ee.

Ex. 6.
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of the lips must be done without undue muscular
contortions. The cheeks also help to put the lips for-
ward, as if in pouting. This elastic plasticity, this
flexible india-rubber-like property of face and lips is
the most valuable asset in diction of both singer and
speaker. The more we speak and sing “on the lips,”
the clearer and more precise will be our diction, and
the greater the resonance and carrying power of the
voice. Students and teachers cannot attach too much
importance to this great desideratum in the most prac-
tical feature of vowel-formation, therefore, of speech
and song.

For the vowels of food, foot, foe, for, and fob, the
lips gradually recede from their forward position un-
til they rest lightly against the teeth. For the vowel
in far, as well as the preceding ones, the tongue stays
against the teeth. For the vowels of fun, fir, fat, fed,
fit, and feet, the tongue gradually recedes from the
front teeth.

Keeping well within the middle octave of his or her
compass, the student should now form combinations
of vowels, two vowels to one note, then three and four
to one note, taking care that there be no change
whatever in the timbre or quality of the note.

Ex. 8. Slowly
Y.\

ﬂ T ——Fr—FrotroFroFr—

Sing: oo o o-u4h o0-a o-ce o0-ah o0-a o-co o

Like:  food, for, forfar, ~ fule, - feel, - fale, — fute, = [feel, for.

(Note.—In all measures after the third, the first
note is sung to o as in for. The keys are to be the
same as for Ex. 5.)

Exercise 6 is only a model of what should be prac-
tised to acquire perfect vowel-formation when chang-
ing from one vowel to another. Other combinations
of vowels should be formed upon this model, until
every possible variation of vowel change has been
mastered, for example:

Ex. 7. Moderato
- P

a a~ P

ee-8 a-% 4-0 G-00 ¢

(Note.—Sopranos to sing as written; mezzo-so-
pranos in D; contraltos in Bp; tenors in D; baritones
in Bp; basses in the F below this.)

Contraltos, baritones, and basses will find this a most
useful exercise for the production of their low notes,
provided care be taken to advance the lips suddenly
for the sound of o (for), and that the tongue be made
to touch the front teeth lightly. Not only will the
low tones be produced more easily, but their quality
and resonance will be greatly improved. The forward
placement of the tongue does away with the hard,
guttural sound so common in bass voices, as well as
with the hard, xylophonic, and unsympathetic tones
emitted by so many contralto voices.

It cannot be too often repeated that the advancing

S—T—xy—7J

Ex.
Y.\
4

+ ¥

5 1

% !

ce-3-00 00-i-ce

e ST 3 : : |
T FT——F—e—T1 3
5-8-8 {-u-3  oo-fi-ee

acr-0  o-er-a o-u-i

Having achieved this satisfactorily, practise other
combinations by taking other vowels for the initial
sounds, starting in order from gh and taking first the
open vowels, with forward lips, and then the closed
vowels, as initial sounds. In this way the student
will not only have acquired complete mastery over
the formation of the simple vowels, but he will have
prepared the way for the correct production of the
compound vowels. The latter consist of such sounds.
as are found in words like few, my, fight, bough, boy,
tier, fair, mate, poor, pure, sour, and fire. As stated
above, the first simple sound of a compound vowel
is held, and the second sound merely added quickly
at the end.

Longer and more diversified exercises may now
be studied (see Ex. 11). For their use very little
remains to be said. In Exs. 7, 8, 9 and 10 there must
be no slurring, no scooping between notes, nor must
there be any abrupt cutting off of the sound. The
changes of vowel must be made so that thev glide
into each other, without the least change or variation
in the quality of the note—this is the chief point to
be observed.
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In Ex. 11, the phrases are indicated by the punc-
tuation, or by the rests, or by the breath marks (’).
It should be remembered that whenever a pause occurs
it usually means something more than just to hold
the straight note; something should be done with it,
according to the sentiment of the music, or of the
words, if there are any. It should be an occasion
for the messa di voce, or for a crescendo ending
abruptly with a forte, or for a diminuendo dying away
to a perfect pianissimo. As a general rule, in vocal-
ises and other technical exercises, a crescendo is indi-
cated for ascending passages, and a diminuendo in
descending ; they do not necessarily indicate that the
phrase is to be sung louder or softer, but they call
attention to the fact that more breath pressure is re-
quired for ascending passages and vice versa.

J. CONCONE,
Ex. 11. Moderato cantabile
) y.d —<‘ .

T

-
v — 1 O]
T & P g W g

- S——— i — S— A Y -

PR - A A A - - a .
0-0-i=dl = €Cutally 0 =0=id= O0=d-€€; 4Atr, 0=C- i, A-O-2=ce,

a A
4-0-ace,

o
&=0-4-00 - i,

To recapitulate very briefly:

Avoid the tremolo and the shock of the glottis as
you would the plague. Let your breath do all the work
of attack and support of tone, without any muscular
let or hindrance anywhere. Breathe from the dia-
phragm and lower ribs and let them do their own work
in attack, support your tones by keeping your upper
chest up and out (without imparting any stiffness to
the larynx). Let there be no stiffness or rigidity of
any kind above the collar-bones. Learn to whisper
and to speak your vowels upon your lips, before you
begin to sing them. Practise all the slow movement
vocalises in a similar style to Exs. 11 and 12 until
you are perfect in correct vowel plus pure tone pro-
duction, before you attempt agility vocalises.
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Uses: To ACQUIRE

Breath management in entire phrases.

Perfection of attack.

Perfection of tone throughout a series of changing
tones.

Slow scales to changing vowels.

Study of musical phrasing, assisted by vowels only.

Absolute accuracy of English vowel-formation.

Sustained purity of tones plus correct vowel sounds.

Pure legato throughout series of changing vowels
to different notes, the tones pure and the vowels true.
Pure resonance with correct vowel-formation.

Correct use of resonators during changing pitch and
vowels.

Messa di voce, portamento and use of ornaments
(style).

Easy position of neck, lips, face and vocal organs.

Facial mobility.

Open throat and breath economy.

Perfection of phrase-finish.

ABuses: To Avomp

The detestable tremolo.

The harmful shock of the glottis.

Breathiness.

Practising rapid scales and agility exercises, before
purity of tones and correct vowel emission on chang-
ing notes have been acquired.

Taking breath in a phrase.

Humming with held throat.

Singing always to the Italian 4.

Trying to compromise with the pure English vowel
sounds, in an endeavor to reduce them to ‘“near-by”
Italian equivalents.

Modifying or altering vowel sounds to facilitate pro-
duction of notes.

Unnecessary tongue movement.

Wrong formation of closed vowels (particularly
ee).

Beginning use of messa di voce and portamento
before having complete breath control.

Craning of neck, stiffness of lips, anxious face,
tension of vocal organs.

Fixed smile with side-drawn lips.

Rigid larynx and squeezed breath.

Closing mouth (sounds like a p) or making an
effort with larynx to finish a vowel sound.

(Note—Ex. 11 will be sung by soprano in G;
mezzo-soprano and tenor in F; baritone in Ep; con-
tralto in D; and bass in C.)
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N spite of the very general habit and wide-

| spread custom of studying and practising

’ vowels, usually in conjunction with com-

é positions called “vocalises” (and even so,

it is rarely the case that more than one

vowel is employed—the vowel 4) to the almost com-

plete exclusion of consonants, it must not for one

instant be imagined that the whole art of singing is

contained in the pure emission of the vowel 4, or,
indeed, of all the vowels; very far from it.

Properly employed, the vowel & is a very valuable
vehicle for pure tone production, especially in those
languages where vowels predominate. In Italian, for
instance, this vowel plays a most important réle, while
consonants have a secondary position. Indeed, final
consonants, which are found constantly in English (as
sounds they form 93 per cent. of the finals) are, for
the most part, wanting in Italian; hence the Italian
love for and practice of vowel singing, to the exclu-
sion of consonants.

The study of deep breathing and of vowel formation
has received some attention in the article on “vocal-
ises.” During the work outlined in that, some study
will have been given to the sounds and values
of consonants as initial letters. They must now be
practised also as finals.

It should be remarked that the jaw is open for all
the consonants, except s, 2, sh, ch, j and g (gem).

The chief point to be remembered by singers in
the enunciation (or articulation) of consonants is that
the operation, in every case, must be performed with
precision and rapidity: hard and quick. In the sing-
ing of words or syllables the sound is sustained upon
a vowel of much greater duration than is used for
speaking. To counterbalance the exaggerated vowel
the consonant must also be exaggerated, both in at-
tack and release ; the latter must be done very smartly.
This is an easy matter to accomplish with initial con-
sonants, because of the succeeding vowel.

But one of the chief causes of indistinctness of
enunciation among singers is the sluggish or incom-
plete release of final consonants. Ninety-nine times
out of a hundred there is no release at all; that is
to say, for example, in singing the word “seen” the
singer will bring the tip of the tongue hard enough
against the front of the hard palate to sound the #,
but he will not take the tongue away smartly, or com-
pletely enough to finish the sound, with the result
that the # sound does not carry and the audience can-
not hear a distinct word. Say, slowly and distinctly,
so that every consonant may be plainly heard at a

distance of fifteen feet: “I have seen no one run
down” ; “Let that door be shut tight to-night”; “Good-
night, but dread that twice-told tale.” Each word
must be completed ; consonants may not run into each
other, but must be separated; where similar conso-
nants come together in different words, each conso-
nant must have its own complete sound, as: “seen no,”
not “seeno”; “Let that door be shut tight to-night,”
not “Lethadoor be shutighto-nigh’ ”; “Good-night, but,
dread that twice told tale,” not “Goonigh’, budreatha-
twice toltale.”

Read these several times slowly and it will be seen
that there is no exaggeration, but that the wrong way
of enunciating these and similar combinations is the
usual style in which they are maltreated! The fault
is an easy one to correct if the singer will but deter-
mine to finish every consonant, to complete the move-
ment of the organ involved, before attacking a new
consonant, and not to make one consonant do duty for
two of a similar kind (as above). It will be found
that “the tongue is an unruly member”; though in
this case it is not that it says too much, but that it is
too sluggish to say enough and to finish its finals.

The letters most in fault are those that require a
movement of the tongue on palate or lips. The tongue
attacks the letter, but does not resume its former
position to complete the correct sound. Close atten-
tion must be paid to the articulation of k, g, ng, ¢, d,
p, b, L nr v, th

In the case of initial explosives and aspirates care
must be taken to use as little breath as possible, in
order that the tone following the consonant be not
rendered impure by breathiness.

The mouth must remain open as much as possible
during the phonation of each consonant in order to
gain greater resonance and to assist the better color-
ing of the following vowel.

It may be noticed in passing that ¢ and d are
classed as dentals. That has been the classification
for many generations. A very brief examination
will, however, show conclusively that they have noth-
ing whatever to do with the teeth; they are articulated
by the tip of the tongue on the hard palate above the
teeth. The term “dental” as applied to them is, there-
fore, a misnomer ; they are really explosive linguals.

The role of articulation in singing may be briefly
stated thus: 1, to make the singer’s words distinct
and understandable; 2, to give sometimes to the sing-
ing an element of expression. As the words “articu-
lation” and “enunciation” are frequently used inter-
changeably, it is well to point out that the vowels
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are, (a) breathed forth, (b) the consonants are ar-
ticulated, and (c) the whole word, or series of words,
enunciated. It is thus seen that the word enunciation
is applied to giving forth, speaking, or singing of
words, and that it embraces the articulation of the
consonants.

Taking these operations into consideration, it will
be seen that the integrity of a word depends entirely
upon the purity of its vowel sound and upon the
exact and finished articulation of its consonant or
consonants, especially the final; and its integrity must
not be impaired so long as the words are to be in-
vested with any meaning.

The control of the voice depends entirely upon the
management of the breath; it is, therefore, exercised
chiefly in the region of the diaphragm—the region
between the lower end of the sternum and the lowest
ribs. The vowels are given a resonance as far for-
ward in the mouth as possible; and, since the conso-
nants entail the use of the lips, the teeth and the tip
of the tongue, it is seen that correct enunciation re-
quires that the most forward employment of the reso-
nator be observed, namely, the hollow above the front
teeth that is formed by the curve of the hard palate.
This forward resonance is so essential that special
practice and endeavor must be exercised to project
the vowels a (fate) and ee (feet), and the consonants
k, g, and ng, and to prevent them being held at the
back of the mouth, or sent into the nose.

To recapitulate: The mechanical essentials are cor-
rect breathing, pure vowel formation, precise articula-
tion, and forward resonance.

The first two have been treated exhaustively in the
preceding article; the last has also been described.
But too much stress cannot be laid upon the fact that
the great fault in English singing enunciation, and
the one that prevents the words from ‘“carrying” or
reaching the auditor’s ears intelligibly, is the tncom-
plete articulation of the final consonants. The articu-
lation of a consonant consists of two distinct move-
ments : attack and release. The attack must be swift,
precise and hard; if the consonant is followed by a
vowel the release ensues naturally, without having to
give it any thought. But if it is the final of a word,
or of a syllable followed by another consonant, the
greatest care must be exercised to release it com-
pletely, in precisely the same manner as if it were
an initial followed by a vowel.

For example: In the word lea the release of the !
takes place unconsciously, because of the necessity to
give the following ee sound. Now add a final [ to
make leal, and the chances are two hundred to one
that it will be pronounced lea’—the final will be made
away with. I know that an incomplete endeavor is
made to articulate the missing /; the tongue goes up
to the hard palate above the teeth and so gives a
commencement of the letter, but there the tongue re-
mains, it does not resume its proper position in the
bottom of the mouth and the letter is not completed;
therefore, the listener receives no precise idea of the
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consonant. Notice well that, since the tongue remains
up against the palate, the sound of the letter cannot
be emitted because the mouth is closed by the tongue’s
position. It cannot “carry.”

With this word let us make the sentence, the leal
lord’s sword. Read it or sing it, as you will, and in
the majority of cases the result will be the lealordsword
—even if we are fortunate enough to have the final d,
which is doubtful. Is it to be wondered at that the
audience does n<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>