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P R E F A C E .

n t n e a r l y a l i f e t i m e i n s i m p l i f y i n g
She has sought t h e n a t u r a l

m e t h o d of s inging, based on scient i f ic p r i n c i p l e s . C o n -
y inced t h a t d i f f icu l t ies i n s ing ing ar ise f r o m igno rance o f
t h e r i g h t use of t h e vocal organs, and o f the body as a
whole , she bas made w i d e a n d care fu l i n v e s t i g a t i o n o f
the methods o f t h e best mas te rs , a t t h e same t i m e p u r -
su ing a scient i f ic s t u d y o f phys i ca l h e a l t h a n d disease,
especia l ly as shown i n the a c t i o n and cond i t i ons o f t h e
nose, t h r o a t , lungs a n d nervous s y s t e m . D r . G i r a r d
dwel ls w i t h g r e a t emphasis upon t h e sub jec t o f n u t r i t i o n
o f the nerves. She says t h e nerves a re the l i f e c u r r e n t

-eonductors, a n d t h a t any con fus ion or a b n o r m a l a c t i o n
in a n y p a r t of the nervous sys tem, m a n i f e s t s i t s e l f i n
t h e voice, t h a t there is n o t a n organ, f a c u l t y , f u n c t i o n
or t a l e n t , t h a t i s n o t in f luenced b y t h e c o n d i t i o n o f t h e
nervous sys tem. T h a t yoice p r o d u c t i o n i s governed b y
n a t u r a l and acoust ic law, and t h a t anyone w h o , t h r o u g h
knowledge o f r i g h t condi t ions, can b r i n g a b o u t a co r rec t
a d j u s t m e n t o f the who le o r g a n i s m a n d b y a n unde r -
s tand ing o f j u s t w h a t is requ i red befo re m a k i n g an a t -
t e m p t t o sing, t he reby a v o i d i n g unnecessary r e p e t i t i o n ,
may , i n a m u c h shor te r space o f t i m e t h a n is g e n e r a l l y
supposed, develop a r i ch , f u l l , p u r e tone, a n d a. b r i l l i a n t
t r i l l . T h e g r e a t demand f o r the f r u i t s of M r s . Girard?s
labor induced her to m a k e 2 s p e c i a l t y o f V o i c e C u l t u r e

f r o m a Phys io log i ca l and H y g i e n i c s t a n d p o i n t .
T h e favor and apprec ia t i on i n w h i c h t h e f i r s t e d i t i o n

o f the book was received, toge the r w i t h the u r g e n t re-
quest of many s tuden ts and singers, t h a t the w o r k be
g i v e n in m o r e d e t a i l a n d class f o r m , has led t o t h e

p u b l i c a t i o n o f the present ed i t i on .

Dr . G i ra rd has spe
the s t u d y o f voice cu l tu re .

M . A . B. G I R A R D .

H o t e l V e r m o n t , Chicago.



V O C A L A R T .

Vocal art, l ike al l fine art, has i ts mechan-

ical practical, as wel l as i ts ethical side.

The sculptor may chisel away many a w e a r y
year before he can br ing out the emot ions
that l ive in stone. The painter?s hand

mus t be pract iced to the finest cunning be-
fore he can t ransmi t to canvas the im-

ageries that live i n his brain. He who
? would t ransmi t the soul th rough the sing--

ing voice, mus t be painter , poet, o ra to r and

sculptor.
H e must pa in t on animated canvas w i th

l i v ing colors. He must pa in t smiles and

tears. He is both ins t rumen t and per-

/ fo rmer . The voice is the most beaut i fu l ,
delicate and sensit ive o f al l ins t ruments ,

and is capable o f expressing every thought,

feel ing and emotion of the soul. D u r i n g

the Par is exhibit ion, some diamond mer- ©
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chants had on exhibition a miniature dia-
- mond field, in which the diamond was rep-
resented in all its stages in passing f rom
the crude stone to the most bri l l iant gem.

The voice may be very j us t l y compared

to the diamond in passing to a state o f

perfection, and as the b r i l l i ancy o f the

diamond may be impaired or ru i ned b y one

false stroke, so may the voice be impa i red

or ruined by imprudence, by false o r m is -

taken method. In a few words I w i l l give

my own experience. I was endowed by n a -

ture wi th a voice wel l placed, so the mas-

ters have said. I studied thorough ly f o r

_three years wi th Madam Nube, B ishop and

Carl Formes. I spent a year at the Salem
. Academy o f Music. As in most schools o f

the kind, attention was given p r i n c i p a l l y
to the exercise o f the immediate vocal or-

gans; nothing w a s sa id of the necessity of

preserving o r promot ing the general

health; nothing was said o f the many

things that are detr imental to the voice,
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which should be one o f the f i rs t lessons

taught.

Be ing s t rong and well, and able to sing

f o r hours w i thou t fat igue, I was allowed to

do so. I had been taught to inf late the

lungs to the i r u tmos t capacity upon al l oc-

casions, and one bit ter , cold m o r n i n g I

impruden t l y inhaled deep breaths o f the

f r o s t y air, not real iz ing how cold i t was,
u n t i l I had chi l led the bronchial tubes. The

resul t was bronchi t is ; w i t h wh ich I had

some trouble, and which was to change

the whole l i fe.

When the voice began to mend, I could

not sing w i t h the same ease as before. I

could not place the tones w i t h certa inty.

W h e n in excellent s inging mood, I got them

by accident, but could-not te l l j u s t how they
were made.

I went f r o m one master to another, hop-

i n g to f ind some scientific method b y wh ich

I could know how to place the tones at a l l

t imes . E a c h a s s u r e d me t h a t w i t h h i s
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superior method, I should ga in a l l t ha t i t

was necessary to know.

I would practice fai thful ly fo r months

until in sheer desperation, I demanded more

definite understanding and result. I would
be assured that so scientific a method as
I was in search of did not exist, that each ?

must learn f rom his own experience.

I began the study of Anatomy, Phys i -

ology and Hygiene, and soon found t h a t
?the whole organism was involved in the

right use of the vocal organs, and I de-

termined to study unt i l I could solve the
? problem.

I took a degree in the Woman?s M e d i -

cal College of Chicago, and af te rwards a

course in the College of France. To in-
- form myself as to certain condit ions o f the

nervous system I studied w i th Dr . Beal, o f
London, and with Dr. Brown-Sequard, o f

Paris, who was Professor of nervousd i s -

eases in the College o f France. I a lso

gained valuable information f r o m Dr .L o u i s

Pasteur, who kindly paid me the courtesy o f

t e
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admission to the Pasteur Ins t i tu te , g i v i n g

me oppor tun i t ies of s tudy ing hys te r ia i n i ts

d i f ferent phases. I w i l l cite one o f many
eases to show the effect of nervous excite-

ment upon the voice: Ml le. C ? ? , a concert

singer, who was s l i gh t l y b i t ten by a pet

dog, lost ent i re control of her voice f o r

weeks, a f t e r being convinced by D r . Pas-

teur that there was no cause f o r alarm.

Mos t singers can unders tand f r o m per-
sonal experience the disastrous effects of

fear or nervous excitement upon the voice

and the impor tance o f cu l t i va t ing a strong,
well-balanced, nervous condit ion. I went

to most o f the old s ing ing masters o f any

note i n Europe. I n I t a l y I studied w i t h
the famous old Masters Lamper t i , Sangio-

vani, Bernard i , Bernotzzie, Madam Poten-

teni.

Lampert i?s grea t a im was qual i ty , soft-

ness, sweetness. H e al lowed his pup i ls to

sing on ly i n the softest voice, ???Sutte .

Voece,?? ??Sutte Voce,?? (so f t l y ) was his
. f avo r i te expression.
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?Float the voice above the breath.?? T h a t

is, make the tone in the pharynx . F l o r i d
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severance, at last sang very beau t i f u l l y and

secured lucrat ive engagements u p o n the
music was his delight. stage.

' He introduced execution of cadanzas, In practicing softly the voice is never
?: trills, turns, roulades, upon every possible in danger of being strained and i t is easy
Me appropriate occasion, but they were Prac to add power, after sweetness and bri l-
i ticed so carefully and lightly, the voice liancy is acquired.
"7 was never in danger of being strained,

and he has sent out to the w o r l d some

?charming singers, among whom m a y be

mentioned Mme. Sembrich, Campin in i , A l -

bani, the Countess Romanoski, V o l d a ,
Collini and a host o f others. The Countess

Romanoski was a young Russian. W h e n

Lamperti heard her voice, he advised her

n o t to spend any t ime in its t ra in ing. Tha t ,
while she might excel i n ins t rumenta l

music, she had no voice to bu i ld upon ;

although her voice was weak and disagree-
able, she sti l l urged and insisted. She was

received wi th great reluctance and when

the master was par t icu lar ly impat ient , he

would omit her lessons. Bu t she remained

three years and with her indomitablep e r -

The method o f Mme. Marchis i , and o f

Coffman in Paris, taught the student to

sing out to the f u l l ex tent o f the voice, bu t

the greatest caut ion was observed always.

Madam Marchisi?s p r inc ipa l theme i s the

three dis t inc t registers o f the voice, chest,

medium and head. P ro f . Bears o f Par is ,

w i l l te l l you tha t he recognizes bu t one

regis ter f r o m the lowest to the highest tone.

Bo th are r i g h t and both are wrong, unless

they expla in the cause o f the break wh ich

often occurs between these so-called regis-

ters. There should be no more break i n

.the voice, in passing f r o m the lowest to

the highest tone, than there is i n passing

on the keyboard o f the piano, andt h e r e i s

none, unless we make the tone w i t h the.
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effort of the throat muscles, instead of let-

ting the air make the tone by playing upon
The break that occurs is al-

the muscles.
w a y s caused by holding the t h r o a t muscles

more or less r ig id (when they should be

neld perfectly loose, passive and f ree ) . I f

we hold the muscles at al l r ig id , we can go

only so far when me must le t go o f them

and take up the next higher. I f we ho ld

these we are obliged to change again f o r

higher tones and this change is the cause

of the break. When i f we simply le t the

air play upon the muscles w i thou t e f fo r t ,

there w i l l be no break f rom the lowest to

the highest tone. Bernotzzie?s theme was

inflation of the lungs to the i r ful lest capac-

ity, a good practice in moderate degree, but

disastrous i f carried to excess.
Prof. Bears of P a r i s , on the cont rary ,

taught his pupils to use the smallest amount

of breath f o r the greatest vocal feats, such

as making a t r i l l f o r t h i r t y seconds w i t h

one breath, at the same time hold ing i n

H O W T O T U N E A V O I C E
17

the mouth a l igh ted mat i :
the f lame to fl icker. « w i t h o u t easing

Car lo t ta Pat t i , who was .

1884, and Mme. Bishop held b e e

same ideas. Each based the principal e

p o r t o f the voice at the bridge of the a n

te r i o r and pos te r io r nares, paying little o e

tent ion to the breath, except as?the hang

demand i t . Th is is the admirable mmethed

o f Madam Ada l i ne Patt i , the acknowled aa

queen o f song o f this generation. But

the o ld adage tha t ??what is one man?s

meat, is another man?s poison,?? applies

in reference to the voice, f o r what is good

f o r one voice may be death to another.
S ignor P o l i n i of Naples makes the study

of vocal mus ic a pleasure, so simple is his

method, and having so l i t t le responsibility
or anxiety, the pup i l retains the repose so

necessary at al l t imes to the singer and
especial ly to the beginner.

S ignor , Emanuel , Potent in i of Rome goes

to the other extreme, exacting in everyp a r -

t icu lar . W i t h h im the ar t of singing means
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e happy med ium between

p r e f e r a b l e i n i t s results

to either method. P ro f .B e r n a r d i o f M i l a n

makes execution a study, especial ly the

t r i l l and shake, even b i rd tones he con-

siders legit imate practice, as wel l as al l

vocal feats and movements, used b y the

orator, reader or impersonator .

Madam Fabrie?s pr inc ipal theme was

legato, a smooth flowing style. P ro f . M o r -

ley agreed with Delsarte tha t every note

should be sung at f i rst staccato, mak ing a

clear decisive touch. The attack o f a note

was his care, so that each tone should rep-

?resent a dist inct pearl example. I t was

Delsarte who said that the scale should rep-

resent a st r ing o f pearls. I had long de-

sired to know the method of this famous

master for posing the voice, and what I

gained f rom his students, Mme. Duprez o f

Paris and Signor Mott ino o f Mi lan , agreed

w i th the teaching of Mme. Gera ldy Del-

sarte, the eldest daughter of the famous

master, wi th whom I af terwards studied,

work. I found th
these two masters
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u s i n g the voca l exerc ises a r r a n g e d b y h e r

f a t h e r .

There is no doubt the greatness of Del -
. sarte came f r o m his love o f analysis, his

energy in searching out the cause i n every

phenomenon in nature, his study of men-

ta l condit ions and thei r expressions. H e

said tha t s inging was not to h im mere ly a

means o f d isp lay ing the singing voice, bu t

i t was a superior language, charged in i ts
ind iv idua l charm wi th the rend i t ion o f al l

the great creations o f l i te ra tu re and poetry,

and al l the sweet, tender or cruel senti-

ments possible to humani ty . Emanue l

Garcia, one o f the most famous masters o f

singing i n London, said o f Delsarte, that
he was one of the best singers tha t he had

ever heard, even w i thou t a voice, so grea t

was his expression. To Delsarte, expres-

sion in al l its naturalness, was more than a

beaut i fu l voice. He looked upon the whole

organism as one grand inst rument w i t h al l

i ts tones and semitones. He played w i th

the feel ings and emotions as one plays .
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upon the keys, pedals and stops of an in-

o n t o n i o Sangiovanni was one o f the last

of the grand old I ta l ian masters. H e has
finished and brought upon the ly r i c stage

more artists, perhaps, than any other mas-

ter living. Fo r a voice which had finished
the principal par t of the mechanical drud-

gery and was ready f o r opera, therew a s ,

perhaps, not his equal l iv ing. I asked h im
one day to give me a history o f h is l i fe .
He handed me a collection o f c l ippings

from which I copied much of interest, bu t

of too great length to give in detai l here.

You wi l l ask why I went f r o m one grand

master to another. I was i n search o f in-

formation,.and I found that each master

had something to impar t that I had no t

gained f rom the other. There was San-

giovanni?s masterly and beaut i fu l phras-

ing, Lamperti?s method o f voice bui lding,
and Bernardi?s execution and t r i l l . You

wi l l see that each one o f the Grand Mas-

ters of whom I have spoken, f o r they were
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g r a n d , each i n h is o w n w a y , h a d h i s p a r -

t i c u l a r m e t h o d . W h e n I t r i e d to c u l l f r o m

each t h a t w h i c h w a s bes t , the ques t i on was ,

w h a t c o u l d be l e f t ou t? ?Tis t r u e some

w e n t t o one e x t r e m e a n d some to ano the r ,

so the o n l y w a y to ge t the bene f i t o f a l l w a s

to c o m b i n e the best p o i n t s o f each m e t h o d

i n a h a p p y m e d i u m a n d I assu re y o u t h a t

ba lance ( e q u i l i b r i u m ) is the w o r d i n vo i ce

p r o d u c t i o n . E a c h m a s t e r has b r o u g h t ou t

f i e vo ices t h r o u g h o p p o s i n g m e t h o d s a n d

m a n y f ine vo ices h a v e d e v e l o p e d in sp i t e
o f me thod . B u t w e h e a r l i t t l e o f the

t h o u s a n d s o f vo ices w h i c h h a v e f a i l e d a n d

h a v e f a l l e n o u t o f the r a n k s , even t h o u g h

endowed b y n a t u r e w i t h t a l e n t a n d e a r l y

p r o m i s e o f a b r i l l i a n t c a r e e r ; m a n y such

f a i l u r e s h a v e come f r o m a t t e m p t s to m a k e

the vo i ce f i t a c e r t a i n me thod , i n s t e a d o f

m a k i n g a m e t h o d a p p l i c a b l e to each i n -

d i v i d u a l voice. I t is l i ke t r y i n g to m a k e a

m a n f i t a coat i n s t e a d o f m a k i n g a coa t

t o f i t t he man. B e a u t i f u l vo i ces a r e

m o u r n e d as lost , a l i f e b l i g h t e d a n d a ca-
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reer ended; when there is often only some

simple obstruction to the operation of the
natural law governing song which might
be easily removed or restored.

This has been the object o f m y s t u d y ?

to know the causes of voice fa i lu re , i ts

restoration, preservation and bui ld ing, and

i t is astonishing how a small and seemingly

insignif icant th ing may t e m p o r a r i l y un-

balance a voice. Le t us look f o r some o f

the causes of impairment . ??One o f the

most simple (common) is dryness o f the

throat and nasal cavities, caused b y inac-

tion or paresis o f the glands. They f a i l

to secrete enough moisture to lubr icate the

parts. This may be temporar i l y overcome

by introducing into the nostr i ls, pharynx ,

and throat a very l i t t le glycerine jus t be-

fore using the voice. Glycerine and cream,

equal parts, is s t i l l better. There may be

an excessive secretion, f r o m inord ina te

act ivi ty of the glands, produc ing weakness

or catarrh, or there may be swollen ton-
sils.?? Elongated uvula, nasal polypus, in-
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f lamed, congested, re laxed or closed eusta-

chian tubes, hoarseness, congestion o f the

vocal cords, or they may have become

thickened f r o m chronic congestion or cov-

ered w i t h mucus, or pa r t i a l l y para lyzed

f r o m over- taxat ion or weakness, or one

may have lost the f u l l v igorous action o f

the muscles or nerves. The diaphragmic

muscle may have lost its tone f r o m illness,

weakness or over-exert ion. The chest and

al l the organs of the viscera may have
fal len somewhat out o f the i r normal posi-

t ion f r o m weakness, long cont inued ind i -

gestion, constipat ion, insomnia; other

causes may be anxiety, mental strain, men-

ta l depression, sedentary habits, l ow state
of the c i rcu lat ion of the blood and v i ta l

fluids, exc i tab i l i t y o f the nerves, any th ing

tha t exhausts or depletes the v i ta l forces,

nerve prost rat ion, debi l i ty or lack of ner-

vous energy, may, i n many instances, pre-

ven t the f ree forc ib le use o f the muscles

upon which the voice depends. The power

- of thev o i c e organs depends upon the tone

?
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and y igo r o f the whole system, and any

mode of l i fe tha t promotes heal th and

strength is favorable to voice product ion,
and upon . the cont rary , any th ing that fa-

tigues, exhausts, is det r imenta l to the voice.

The decline o f the beaut i fu l voice of Ger-

ster was caused by over-taxat ion, unbal-

anced nervous condit ion. No tw i ths tand ing

singers k n o w the banefu l effects o f sing-
ing d i rec t ly a f te r eat ing, when nature?s

ef for ts are engaged in the digest ion and

ass imi l ia t ion o f food and should no t be

distracted, how many go d i rec t l y f r o m the

table to the piano and s ing f o r hours? One

should never sing when he is t i red, or use

st imulants to urge the voice to action. The

experience of Madam Lamper t i may be a

w a r n i n g to singers. Madam L a m p e r t i was

f o r m e r l y a student o f the old maste r and

had s u n g w i t h success f o r some years when

she went to V ienna to f i l l an engagement;

she had traveled through the night , sleep-

ing bu t l i t t le , she attended the morn ing re-

hearsal and sang unusual ly well. B u t in-

HOW TO TUNE A VOICE 25

stead of rest ing and saving her energies
i he w e n t sight-

for the evening?s ef fo r t s i s

seeing, forget t ing hersel f un t i l she w :
thoroughly exhausted; her p a r t was on

that required al l her power a t h e r best.
She resorted to st imulants, ho t dr inks, and

succeeded in receiv ing grea t applause, but
her voice had been stra ined beyond imme-

diate repair . She hastened back to the

old master f o r his advice. H e was then

a widower and prevai led upon her to be-

come his helpmate, and she was rea l ly the

teacher in the last years o f his l i fe , though

like the u n i o n o f December and May, i t

proved to be a real love match. L a m p e r t i

was seventy and his w i fe th i r t y - f i ve and as
blooming as a rose. T h e y could be seen

walk ing arm in arm through the Duomo i n

f r o n t o f the Scalla any pleasant af ternoon,
the observed o f al l observers.

F r o m illness, weakness, or f r o m i m i t a t -

ing others, one may f o r m habi ts en t i r e l y

foreign, not only i n chi ldhood but i n any

stage of l i fe, even af te r years o f correct
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practice. Tf the organs become weakened

or relaxed, the same effor t w i l l no t p ro -
duce the same result ; all pure tone depends

upon certain conditions. I f the condi t ions

are changed we must change the ef for t .

I f the organs are relaxed we mus t rein-

force by control l ing and suppor t ing the

breath by raising the chest, the d iaph ragm

and at the throne of the pharynx. I f these

two points have lost the i r firmness, the

support may be equally div ided between

the lungs, which are in themselves expan-
sive and contractile muscles, the trachea,

the pharynx, the nasal cavities and strong
muscles of the head. Bu t remove al l pres-

sure from the throat, la rynx and vocal cord.

Many a natural ly fine singer?s career is

blighted by this habit of pressure or r i g id -

ity, of the throat muscles. The remedy is
in studying appropriate exercises un t i l the

correct habit is formed, which i s no t d i f -

ficult i f given undivided attention. I t is

like resetting a dislocated bone, the moment

i t finds i ts place nature recognizes i ts own.
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The greater p a r t o f the labor is done when

you have found the r igh t ad justment o f the

whole organism. I f the weakness is caused

by indigest ion, insomnia, or f r o m what-

ever cause, i t mus t be removed. I n many
cases the restorat ion o f health is the most

necessary p a r t in voice product ion, and

w i t h our teaching is the f i rs t branch to

receive attent ion. I t is often more diffi-

cult to induce the singer to practice health

exercises than to overcome the trouble a f te r

the e f f o r t is made. W e have so long de-

pended so much more upon promiscuous

practice, than upon condit ion and adjust-

ment, and yet i t is astonishing how rap id ly

one may advance w i t h l i t t le practice when

T i g h t l y directed. There is a qua l i ty o f

voice, called b y I ta l i an masters ??tears in

the voice,?? wh ich is great ly admired. There

is another qua l i ty , which may be called a

ery ing or wh in ing voice which comes usu-
a l l y f r o m weakness, overstrain o r f r o m a

morb id condi t ion of the system; this qual-

i t y o f voice may be overcome by improve-
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ment in thegenera lh e a l t h and b y exercis-

ing great care in selecting and in s ing ing

only joyous, exhilarating, musical exercises

until a cheerful habit of tone becomes fixed,
Let us analyze the subject of voice pro-

duction?simple sound is a pure ly mechani-

cal performance, as is shown i n sounds

made upon instruments. A simple sound

expresses nothing, but sound may be so

guided, regulated and directed by in te l l i -

gence, that i t becomes something almost
divine, as is shown by ins t rumenta l and

orchestral music. By observance o f the

law of acoustics, sound may be increased,

diminished, broadened, extended, contract-

ed, projected, vibrated, and reverberated.

I f all these effects can be produced upon

mere mechanical instruments, how much

more may be done with the human ins t ru-

ment, which is made up o f intel l igence i t -
self.

I f we understand the laws govern ing

oreann m e e properties o f the vocal
involved; i f we know how
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to ad jus t them so as to br ing out the i r

g r e a t e s t possibi l i t ies, what elements in
speech w i l l ad jus t them wi thout e f fo r t ;

w h a t m a y we not accomplish wi th perse-

ve r ing pract ice?

Tf alt the vocal organs are brought under

per fec t contro! o f the wi l l , tone may be pro-
duced according to the desire or pleasure o f

the mind. Each essential element should

be made a special study, as we would prac-

t ice each hand separately f o r the piano,

u n t i l i t obeys w i th ease the sl ightest sug-

gestion of the mind. Singing, more than

any th ing else, requires concentrated at-

tention. . I f we would express thought,

fee l ing and emotion, we must th ink and
feel. I f we have a definite idea of what

we w a n t to do and how we want to do it,

i f we k n o w what posi t ion of the mouth,

t h r o a t and vocal organs produces a certain

effect, we have only to call them into action.

T o p r o d u c e a good voice, the who le or-

g a n i s m needs as m u c h a t t e n t i o n a n d I m a y

s a y p r a c t i c e , as do the voca l o rgans . T h e
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whole body is a part of the musical tastru-
ment, and must be considered. The abil i ty
and activity of the immediate vocal appar-
atus depends upon the general strength and
condition of the body as a whole, as well

as upon the proper adjustment of the vocal
organs with reference to acoustic law.

The f irst and most impor tant fac t to f i x

in the mind of one who would r ise to his

highest possibilities as a singer, is tha t

there are two important, p r inc ipa l points

of support for the voice which must never

be lost sight of: The diaphragmic mus-
ele and the throne o f the pharynx.

The propelling power of the lungs is the

diaphragmic muscle, which has i ts poster-

ior attachment at the lumbar ver tebra. ??It

is a thin, muscular, fibrous septum, placed

obliquely at the junction of the upper t h i r d

of the trunk, forming the floor o f the lungs
and the roof of the abdomen. I t is some-

what fan-shaped, the nar row p a r t which

represents the handle of the fan, being con-

nected by two coura, or tendinous muscles
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si tuated on the lumbar ve r teb re on ei ther

side o f the aorta.?? I t is attached in f r o n t

to the ens i fo rm carti lage, but the poster ior -

at tachment is the on ly po in t that i t is neces-

sary to consider; bu t this is one of the

strong points f o r the singer.

I f you acquire per fec t control here, and

at the same time, at the throne of the phar-

ynx, you w i l l s ing as free and easy as a

bi rd , i n the w a y designed by a wise Crea-

tor. W e have strayed f r o m the path o f

nature. Y o u n g chi ldren sing natura l ly

un t i l the i r voices are warped by imitat-

ing others, by association, or by attempts

to make a b ig voice, fo rc ing the tones out of

the i r na tu ra l posi t ion. Chi ldren should

be taught to sing correct ly as soon as they

commence to sing, regardless o f age.

I t is as natura l f o r chi ldren to sing as i t

is f o r birds. I t is the language o f j oy ;

the language o f the soul. I t is true that

some chi ldren have been compelled to sil-

ence in tha t direct ion, but the g i f t is there,
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latent, only wa i t i ng f o r the r i g h t condi .

tions to make i t s appearance.

The life pr inciple o f every mor ta l , the

Divini ty within, contains all possibi l i t ies,

_and bursts forth whenever conditions fa.

vor. The l i t t le acorn may lie on the carpet

for years, and i t is an acorn st i l l , but when

planted in r ich soil, watered and blessed

with the sunlight, i t grows into a beauti-

fu l tree.

Take a common hen?s egg, w r a p i t in

your handkerchief and l a y i t on the hear th

where i t is neither too wa rm nor cold and

soon there is developed a beaut i fu l l i t t l e
life.

So every atom in the universe contains

latent l ife and force, which is d isp layed
under favorable conditions. W e l i t t l e know

the latent power stored in every cel l o f the

human organism. I f we did, i t wou ld ac-

count for many a supposed miracle.

I n singing, a good posit ion is mos t es-
sential. Stand upon the balls of the feet,

hold the knees firm, the hips, abdomena n d
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shoulders back. The chest ra ised and

prominent, the head bent s l i gh t l y f o rwa rd

in a persuasive t r a n q u i l manner, as repose,

t ranqu i l l i t y o f m i n d and body is absolutely

necessary f o r the singer; make repose you r

f i rst study.
The f i rs t organ involved in singing is

the nose. Close the l ips ; take a breath

through the nose. Where do you feel i t

f i r s t ?
A t the br idge o f the anter ior and poste-

r io r nares. B a c k o f the bridge, and back o f

and above the palate, is the throne of the

pharynx, and th is is another strong point

f o r the s inger ; one o f the two, f i rst 1m-

por tan t points to be considered (never to
be los t sight o f ; never to be let go of ) . I t

is f i rst , l as t and always (not only in mak-

ing the head tones, but al l the tones, f rom

the highest to the lowest, mus t be supported

here). Feel that th is is the abiding place
o f tone. W e w i l l call i t the throne of the

singer, f o r as long as he has control here,
he has control of h is voice, but when he has
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lost control of this point, he has lost his

kingdom as a singer.
He may lose i t by s imp ly l e t t i n g go o f

it, and taking up the th roa t muscles in-

stead, when they should always be le f t

perfect ly free and passive. M a n y a s inger

mourns his voice as lost, when he has

merely let go o f this po in t o f suppor t . I t

does not require any pressure or contrac-

tion, but simply the feel ing tha t you direct,

hold and suppor t the tone f rom this point ,

the whole upper p a r t o f the pha rynx to

the very nostri ls.

Madam: A n n a Bishop was one o f my
earl iest teachers. Those who remember

her beaming, cheerful face and de l i gh t fu l

voice, w i l l also remember tha t in singing,

she distended the nostr i ls to an unpleasant

degree, but she maintained control o f her

voice perfect ly, to an advanced age, sing-

ing i n publ ic a f te r she had passed h e r

sixt ieth year.

The next step is to take a deep, fu l l ,

slow, inspirat ion, f i l l ing the lungs from. the
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very bottom. I n escaping, the a i r passes

through the top, so the top is always sup-

plied. ( W e must f o r m the hab i t o f f i l l ing
the bot tom of the lungs at f i r s t e f for t . ) Th is

is called abdominal breathing, or more ap-

propr iate ly, d iaphragmat ic breath ing, A S
the bottom o f the lungs is f i l led w i t h air ,

there is a feel ing o f enlargement al l over

the abdominal region, caused b y the pres-

sure of the wel l - f i l led lung i n all direc-

tions. The? downward pressure o f the

lungs against the d iaphragmic muscle,

distends sl ight ly the abdominal c a v i t y ?

hence, abdominal breathing, a v e r y m i s -

leading name.
The diaphragm guards and fo l lows the

lungs l ike a guard ian angel.
The exercise o f this muscle, w i t h other

?abdominal muscles, independent ly o f the

lungs, i s taught extensively j us t now, bu t
_ we know by long experience tha t no benef i t

is derived b y exercising these muscles, ex-

cept in connection w i t h the lungs. E v e n

the vo lun ta r y exercise of deep brea th ing
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ceases to be of benefit when pract iced ex-

cessively, to the neglect o f o ther pa r t s o f

the body. I t is better to dance, walk, run, -

or take p a r t in games which st imulate the

lungs to demand breath.

To breathe deep, na tu ra l breath is

proper, but we must fo l low nature some-

what. When we make breath ing a l together

a voluntary action, we take the na tu ra l

work f rom the invo luntary muscles, which
. are thereby weakened by inaction.

F o r d i f ferent modes o f breathing, we
have what is called ??abdominal or dia-

phragmatic,?? lateral or costal, l umbar and

the clavicular. A good d iaphragmat ic res-

pirat ion includes them al l except the clav-

icular, which is o f no importance to us,

only to be avoided and which we need no t

consider, tak ing only the d i a p h r a g m a t i c ?

that is f i l l ing the bottom of the lungs at the

f i rst effort and holding them raised by the
aid of chest muscles.

Now, find you r center o f g rav i ty , you r

strong point in the back, at the diaphrag-
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matic attachment to the l u m b a r ver tebre ,

assume you r posit ion and take a comfo r t -

able breath. More would impede and h i n -

der your attempts. B r e a t h control does not
mean capacity o f lung. _One may have

great lung capacity and yet be unable to

control ve ry l i t t l e breath. So do not spend

time and energy in in f la t ing the lungsw i t h

more than a good, deep, comfor table breath,

but learn to accomplish vocal feats w i t h

the smallest amount o f b r e a t h ? t h a t is, le t

no breath escape unut i l ized.

EXAMPLE.

The f irst and most impo r tan t step in

singing is to control the emission o f breath.

One of the best exercises f o r learn ing to
control the breath i s to pract ice b low ing

out a dozen or twenty imag ina ry candles.

I n blowing out one candle we can expend al l

the breath; bu t i f we have three, six, n ine

or twelve, we must reserve the breath care-

f u l l y and w i th judgment as we proceed,
in order to re ta in sufficient f o r the last can-

dle wi thout exhaustion.
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EXAMPLE.

I n this way you wi l l soon be able to b low

out twenty candles w i th ease, and also be

able to sing long notes, passages, t r i l l s and

cadenzas, acquir ing the ab i l i t y to reserve

or expend breath at you r pleasure, and
in this control o f the breath there is great

satisfaction to the singer, pleasure to the

listener, as wel l as benefit to the health.

To practice sighing is an excellent exer-

cise. Hold the breath a few seconds as in

intense emotion and then relieve the lungs

wi th a sigh, or emit the breath slowly, or

repeat a verse o f a poem economizing the

breath as much as possible w i thou t the

slightest s t r a . The practice o f the noise-

less sob faci l i tates the habi t o f easy, deep
and rapid inspirat ion. Some masters teach

the half-breath i n long passages, where

there is no time given f o r breath, but i f

you make a habi t of breathing deeply, as
well as quickly, you w i l l have no use f o r

the half-breath. Practice breath ing at

first slowly, then quickly. Now see how
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n e a r l y y o u c a n a p p r o a c h the y a w n w i t h o u t

y a w n i n g . T h i s p o s i t i o n o f the m o u t h a n d

t h r o a t i s f a v o r a b l e to good tone b y open-

i n g the t h r o a t an al l d i rec t i ons .

A l l these exercises practised carefully
wi l l be of great value in disciplining,

strengthening and controlling the vocal or-

gans, and i f the emotions, feelings and ex-

pressions are practiced intelligently, they
wil l enable you to assume any character,
mood or expression desired at once, but

each must be mastered separately.
?When we have acquired control of the

breath, the nex t step is to open the back

p a r t o f the mouth. T h i n k o f the singer?s

throne a t the back and top of the pharynx

a n d raise the soft palate and head muscles

w i t h o u t e f fo r t , w iden the whole pharynx.-

The v e r y thought w i l l do i t . Y o u wi l l ob-

serve at once the change even in the speak-

ing voice, a lways suppor t the tone i n the

pha rynx . Example .
T h i s exercise w i l l no t on ly make a musi-

cal s inging, speaking and reading voice,
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but i t wi l l banish clergyman?s sore th roa t

and many other fo rms of th roa t trouble,
which come f r o m wrong placing. I f we

open the back par t o f the mouth, the f r o n t

w i l l t a ke care o f i t se l f . T a k e the I t a l i a n

la broad, or the word loud and be sure that

you open the throat, f o r you may say la

without opening the throat.

Open the throat as much as possible wi th -

out fatigue or strain and you w i l l be as-

tonished at the volume o f voice developed
at once, wi thout effort .

I n singing songs and operas, the atten-

tion must be given to expression and there

is no time to think o f a favorable posi t ion

for the voice, but i f you have acquired the

habit of keeping the throat open i t w i l l

adjust i tse l f in accordance w i t h n a t u r a l
. law. The secret of rapid improvement in

singing lies in master ing each par t i cu la r
essential, before taking up the next.

We are supposed now to be bu i ld ing or

restoring a voice, but the best voices w i l l
be improved by correct practice. I f nature
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has given you a fine voice, wel l placed, then

the r i g h t pract ice w i l l give i t expansion,

and b r i ng possibi l i t ies before you o f which,

perhaps, you have never dreamed. I f you r

voice is smal l and thin, you can comfor t

you rse l f w i t h the knowledge tha t al l things
are b rough t about by condit ion and prac-

tice, and i f you understand the laws o f

acoustics and the adjustment of the vocal

apparatus, a small voice may be increased

great ly i n power and extent, and, what i t

lacks in power i t may make up in intensi ty

and sweetness f o r the softest tones, when

contro l led r i gh t l y , may be heard as dis-

t i nc t l y as the loudest, and w i th f a r more

pleasing effect. I n tens i t y comes through

cont ro l a t the throne of the pharynx.

E x a m p l e : F o r a soft, intense tone take

the words He, He, Ye, in the top o f the

p h a r y n x : He-e-e-e.

The Be l l tone is also a good exercise.

F o r in tens i ty make the last par t soft, but

dist inct , as i t dies away. Be l l - l -m-n- ing . . . .
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We locate the intell igence, mind, t hough t

or wil l , in the brain. W h e t h e r the pineal

gland is the germina l p o i n t o f thought ,

or seat o f the soul, as has been believed,
does not matter, bu t to consider i t so in

singing, is an aid in feel ing tha t the tone

is already there wi thout e f f o r t upon you r

part. When you th ink of the tone as be-

ing in the throat, you feel incl ined to push

the voice u p where i t belongs, and where

in rea l i t y i t is already, and i t is th is mis-

taken muscular effort , which some singers

make, which gives the tone i ts s t r a i n e d ,

hard, forced sound, when i t needs on ly to

be propelled f r o m the poster ior attachment

of the diaphragm and chest muscles and

the strong point in the back, directed and

supported at the throne o f the pha rynx
and resonant cavities. There is a mutua l

dependence between these two points, and,

when they are balanced, one can sing wi th -

out effort, because i t adjusts al l the other

points wi thout thought, or i n t e r r u p t i o n .
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I t is no t absolutely necessary tha t one

should k n o w the anatomy o f the vocal or-

gans. One m a y sing w i thou t knowing how
or why, and so long as he can sing i t is per-

- h a p s as w e l l f o r the vo i ce a n d genera l

health tha t he does not trouble himsel f

w i t h t h i n k i n g about i t , f o r i f absolute lazi-

ness i s al lowable anywhere, i t is wi th the

singer. B u t i f the voice has been lost, there

is g rea t advan tage ink n o w i n g a l l that i t

is possible to k n o w concerning voice pro-
duction, w h i c h is of ten more simple than i t

might , at f i rst , seem.
The immedia te vocal ins t rument is made

up o f the nasal cavities, the pharynx, the

la rynx , the trachea and the lungs. Bu t

these depend upon the nervous and mus-

cular system o f the whole organism.

I n exercis ing the voice, each note should

be given so f t l y w i t h exact ly the same qual-

i t y and volume, unless otherwise marked.

A few notes w i l l requ i re more practice and

at tent ion than al l the rest combined. Take

these re f r ac to r y notes and master them be-
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fore going another step, and you w i l l be

astonished a t you r rap id advancement,

Many singers depend too much upon

dr i f t i ng into the r i g h t way. T h e y th i nk

i f they only keep prac t i c ing they w i l l suc-

ceed at last, but every t ime we make a tone

imperfect ly we help to conf i rm a bad habi t

and make i t harder to overcome. Mus ic

must be studied w i t h the mind and we mus t

think just what we want to do and jus t how

to do it, before we make the attempt. |

Madam Dupray, who became one o f the

most popular singers in Par is , studied nine

years before she succeeded in f ind ing a

method applicable to her voice. H e r f i rs t

appearance after three years o f s tudy was
a fai lure, and af te r three years more her

second public appearance caused but sl ight
interest. Bu t three years more spent in

study of na tura l law govern ing song, gave
her unbounded success, and P a r i s was

wi ld w i th enthusiasm and admirat ion. H e r

voice not only electrified w i th i ts r ichm a g -

netic power, but she had such per fec t con-
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t ro l t ha t her softest notes given in a whis-

per could be heard d is t inc t ly at a grea t
distance. A l l exercises must be adapted to

the wan ts of the ind i v i dua l voice, A l l the

vocal organs mus t be strengthened and

vi ta l ized so tha t they may be used wi thout

fat igue.

Lampe r t i sa id : I have seen pupi ls g i f ted

w i th bu t l i t t l e musical talent, who by appl i-

cation and the r i g h t k ind o f study and

pract ice, have succeeded in an artistic ca-

reer. Madam Si ler , one of our recognized

musical authors, said: ?? Voices which, by

overst ra ined and an unna tu ra l way of sing-

ing have become worn out and useless, may,

by p rope r t reatment , recover the i r fo rmer

grace and power even at an advanced age.?

Th is mus t include a p rope r heal thfu l con-

d i t i o n , and proper vocal exercise is condu-
?cive to health.

Delsar te said: ?* Voices may be manufac-

tured. P u t you r heart in the place o f the

l a r ynx and there w i l l always be enough
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voice f o r at tent ive listeners.?? The hear t

in the la rynx and the tone in pha rynx ,

Prof. Whi t t lesey said o f Mme. Mag inn is ,

that she had no t the f i rs t qual i f icat ion f o r

a singer, except desire and perseverance,

and yet she became a most charming and

impressive singer. I t is said of Farene l l i ,
" who preserved his wonder fu l voice to old

age, that among many great feats, he com-

peted upon one occasion w i t h a t rumpe te r

who had accompanied h im in an A r i a .

A f t e r both had dwel t upon notes ( in which

each sought to excel in power and dura t ion)

_they prolonged a note w i t h a double t r i l l

in thirds, which they continued u n t i l both

seemed to be exhausted. A t last the t rump-

eter gave up, out of breath, whi le Farene l l i

prolonged the note w i th renewed volume,

t r i l l ing, and ending w i th a most di f f icul t

roulade. H i s t o r y says although Farene l l i

had na tu ra l l y a re f rac tory voice o f l i t t le

excellence, he succeeded i n cu l t iva t ing i t so

highly, that he became one o f the most
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distinguished artists of his day, and was

called b y Handel , ??The K i n g o f Singers.??

These examples show what may be done

with perseverance and correct practice.

THE SINGING LESSON.

Befo re beg inn ing to exercise the voice,

one should always go through some prel im-

i n a r y movements, to circulate the blood

and animate the nerves, and bring the

whole body in to a state o f vibrat ion. A f t e r

a br isk walk, waltz, o r some active game

or exercise, you can sing w i th ease, and

you should always be in condi t ion to get the

best resul ts f r o m you r practice, w i th the

least fat igue. Y o u can sing longer and

accomplish more, than when you have

omi t ted what I l i ke to eall ??vitalizing,??

b r ing ing the body and mind into as t a t e of

act ive harmony.

I t is w e l l to have a l i t t le system o f exer-

cise, beg inn ing w i t h the feet ; posing on

the toes, mov ing from. side to side, bending

the knees, the waist , r a i s i ng the arms, rais-
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ing and broadening the chest. A v e r y ex.

cellent and exh i l a ra t i ng exercise is the

Spanish wal tz w i t h i ts var ious movements,

I f f r o m any cause you f ind i t an ef fo r t

to sing, do not t r y to sing, bu t exercise the

body, un t i l you are comfor tab ly t i red, study

the music w i t h the mind, ra ise the chest

and breathe. Then rest ; take a nap. There

is nothing l ike sleep to give freshness and

v igo r to the voice, and i t is a mistake to

give more attention to the immediate vocal.

organs than to the whole system, f o r the

la t ter has much to do w i t h the product ion o f

tone, especially in the coloring, qua l i ty ,

sweetness, freshness and fullness, which

is also influenced by the action of the

pharynx, nasal cavities, mouth, hard and

soft palate, teeth and the strong muscles
o f the head.

The slightest change in e i ther o f these,

affects the qual i ty o f tone. No two persons

are formed o r organized exact ly alike. The
fo rmat ion o f the mouth di f fers in each in-

d iv idua l and a difference of a hair?s
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preadth changes the qual i ty o f tone. The

sl ightest change in thought, feeling, change
of the muscles o f the head, face, th roa t or

chest, w r i n k l i n g the brow, hold ing the eyes

fixed, l i f t i n g the arms, t igh t shoes, corsets,
a corn on the toe, in fac t any change in posi-

t ion, feel ing or condi t ion changes the tone;

. now, as the fo rma t i on o f the mouth, throat,

pha rynx and nasal cavit ies di f fers in each
ind iv idua l , we mus t s tudy the acoustic

propert ies o f each, and adopt the posit ion
accordingly. I f one has a wide mouth, a

low, f la t roof, he mus t d rop the chin and
raise the muscles of the face and head, to-

wards the throne of the pha rynx and choose

a vowel sound adapted to his case. W i t h a

nar row mouth and h igh roof, he must open
his mouth and th roa t la tera l ly i n a smil-

ing posit ion, say the w o r d la broad, dis-

tending the cheeks and keeping i n hism i n d

the word width .

One w i th a well-shaped bu t small mouth,

needs both breadth and height. He m u s t

practice the broad la, or the word loud,
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w i t h the back p a r t o f the m o u t h open as

much as possible w i thou t s t ra in .

I f one is the happy possessor o f a large
mouth and throat, he should be content.

As I said before, the sl ightest change in

posit ion, f o r m or habit , changes the qual i ty
o f tone.

EXAMPLE?A-E-I-0-U.

F o r th is reason i t is we l l to take the

syllable Ja broad, which is favorab le to

good tone by opening the throat . Then,
make al l the other vowel sounds as near

l ike i t as possible, w i t hou t changing the

posi t ion of the mouth, and when you are

able to make the same qua l i t y of tone on

each vowel sound wi thout changing the po-

sit ion, and w i thou t any stiffness or con-

tract ion o f the muscles, you w i l l have ac-

complished a grea t and diff icult feat, and

you wi l l be able to sing i n any language
w i th as much ease as in the I ta l ian . F o r -

get that you have a throat, l a r ynx o r vocal

cords; th ink o f them as a passage f o r

breath only. Remember tha t the impor-

.
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i oster io r a t tachment

t a n t po in ts o m , c h e s t muscles and ne

throne of the pharynx. These should be

held in mind w i thou t ef for t . .

To broaden the p h a r y n x a t the top, ta .

the syllable y@, ¥% Y% yt , yo, you, ye, an
widen al l the upper space, even the nos-

tri ls, w i thout effort .

T H E A T T A C K .

Now, learn to attack a note a t once per -
fectly, w i thout reaching f o r i t , accompl ish

this before taking another step.
I t is one th ing to k n o w how to do a t h i n g

and another th ing to do it. The re i s no th -

ing more distressing than to hear one st r ike

a note below the p i tch and then push the

tone up to it. To overcome this hab i t and

to avoid rasping the throat , g ive a syl lab le
to each note w i th a short, qu ick mode ra te l y

staccato touch (Examp le : do do do do do
do do do) wi thout changing the pos i t ion o f

the mouth or chest, bu t be care fu l no t to
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touch. Ex. There is no movement more

fa t igu ing than the glo t t is stroke, and i t is

ru inous to the head tones, wh i le a moder.

ately staccato touch is favorab le to the
tones o f both head and chest.

The next step is to place the tone wel l

f o rwa rd i n the m o u t h ; locate the tone a t

the throne o f the pharynx , and practice,

l igh t l y , the scale, on the syllables d o - p o -

no. To f ind the throne o f the pharynx , say

the w o r d on w i t h the l ips open, or om w i t h

the l ips closed.

F o r a smooth, legato, f lowing style, make
the tone like that of the viol in. Gl ide f r o m

one tone to another in one cont inuous wave

on the word law. .

I f you learn to sing one l i t t le phrase per-

fect ly, you w i l l have accomplished as much

as i f you had gone through a score o f exer-

c i s e s; choose some one example and f ix i t in
the mind.
_ I h a v e t r i ed to condense the pr inc ip les of

s inging into a few pages, so t ha t the student

w i l l no t exhaust and wear out his voice be-
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fo re he is ready to sing. H e should g ive
his exercises thorough menta l study, read-

ing the melody i n thought , instead o f us ing

the voice, un t i l all the par t i cu la rs are per-

fect ly understood and fixed. The advance
wi thout use o f the voice w i l l be r a p i d up to

the po in t o f ab i l i t y to sing. W h e n singing
w i th words, the i r meaning, p ronunc ia t ion

and expression should be stud ied and

learned: thoroughly before a t temp t i ng to

put them together.
I t is not a question o f how much you

practice, but how correct ly . I f y o u pract ice

w r o n g you have harmed the voice w i t h o u t
gaining any benefit, when, i f you know jus t

what to do and how to do i t , you may ad-

vance w i t h every practice.

To give ag i l i t y and f lex ib i l i t y t o the vocal

organs, speak rap id l y the elementary and
12341212123 ©

vowel sounds @ a a a e e i % 0 0 0 i p i t i e .

open tone is made by suppor t ing the tone

at the back p a r t o f the throat , w h i l e the

closed tone is supported at the th rone o f
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the pharynx. Example, for an open tone

throw chin up and say ah, f o r a closed tone

drop the chin and say ¢.

?We must hold i n the mind an ideal mu-

sical tone and express i t .

To give volume to the voice I have found

no bet ter word than the w o r d loud. I t

opens the throat in? al l direct ions, chest

raised and held.

F o r softness, sweetness and tenderness

o f tone, take a sentence that expresses such

sentiments. Th ink o f appropr ia te expres-

sions and words as soft, sweet, mellow,

br i l l ian t , l iquid, joyous, simple, chi ldish,

compassion, love, disdain. A soft, sweet
tone dif fers f r o m a br i l l i an t tone. Fami l -

i a r i t y w i t h words and expressions, and

thei r na tura l appl icat ion i n singing, w i l l

a id in mak ing you master o f song and

speech.

W r i t e on every page o f you r book: self-

confidence, determinat ion, perseverance and

practice.
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I t is necessary to have the tongue, l ips

and lower jaw under per fec t control.

Fo r f lex ib i l i t y o f the lower jaw, take the

word ya ( rap id l y ) y a - y a - y r y a - y r y 4 , yale.

F o r the l ips take po-po-po-po.

F o r the t i p of the tongue take no-no-no-

ta-ta-ta-la-la-la, L i L t d i .

Many singers f ind i t ha rd to keep the

back p a r t of the tongue in i t s place, bu t to

pract ice proper ly the broad Ja on the back

par t of the tongue w i l l soon subdue tha t

un ru l y member, la la la la l a l a , g a g a g a g a

ga ga, as also w i l l the pract ice of the pleas-

ing, r i pp l i ng laugh o f a chi ld, ha-ha-ha-ha-
ha-ha-ha-ha, w i t h the pala te l i f ted .

This exercise is also a specific f o r ind i -

gestion. There is real heal ing power i n a

good, hear ty laugh. I f t w o or three dys-

peptics should meet da i l y and laugh and

laugh, the i r indigest ion wou ld soon disap-

pear. I f any o f you are t roubled i n t h i s

way, you can experiment.

F o r cont inu i ty o f tone, chant v e r y dis-
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| tinctly a sentence on each note of the scale:

chest r a i sed a n d he ld .

VEBY DISTINCT EXAMPLE.

Never trouble trouble un t i l t roub le t rou -

bles you. I f yon never t rouble trouble, i t

w i l l never trouble you.

One short exercise in te l l i gen t l y prac-

ticed and mastered is bet ter than a book

fu l l hal f learned.

To gain p u r i t y and distinctness i n every

tone chant the alphabet on every note o f

the scale, speaking d is t inc t ly eve ry le t ter

a b c d , e f g , h i j k , l m n o p , q r s t , u v w ,

a y 2,and ah ,a ,e . Also al l the elementary

sounds. These elementary exercises are

not in themselves interest ing except to the

intel l igent student, but w i t h r i g h t use, w i l l

develop a beaut i fu l singing and speaking

voice, saving years of time and practice.

We know, by personal experience, that

these exercises, together w i th a few others

that may be contained in three pages, prop-
er ly practiced f o r the space of three months,
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w i l l enable any intel l igent student to ac-

compl ish what many have spent years in

doing, and many have fai led to accomplish.

I am no t speaking o f learning the operas,

you mus t per fec t the voice before taking up
dif f icul t music, then you may sing r i gh t l y

w i th the f i rs t ef for t , otherwise you are

obl iged to go back and do i t over and over

again.
The question of voice product ion is not

so much a question of t ime as a question o f

cond i t ion and correct pract ice; a knowledge

of j u s t w h a t is required and the habit of

do ing i t w i t h the f i rst effort, instead of

wear ing the voice by repet i t ion w i th a

vague idea o f what you want to do.

The old masters considered i t a great ac-

compl ishment to r u n the chromatic scale

two octaves. Y o u w i l l f ind many fine vo-

ealists who have practiced for years are

ye t unable to make a chromatic scale with-

out accompaniment, and yet i t is ve ry eas-

i l y and qu ick ly accomplished by taking the

semitones in groups of four and by g iv ing

t
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each tone a name. Y o u w i l l f ind tha t as

soon as you have learned to sing each semi-

tone w i th the name you are able to sing

them without . Example.

do d e r a re, me fa fe sol, sel l a l e si, do.

I t has always been considered that the

crowning g lo ry o f the voice is a perfect

t r i l l . To make a perfect t r i l l in the short-

est space o f t ime, make the upper note as
a grace note un t i l you have the movement

fixed, then accent the upper note, then lo-
eate i t at the throne o f the pha rynx on the

le t ter M , close to the lips, ho ld the whole

th roa t per fec t ly loose and by osci l lat ion o f

the soft palate make i t w i t hou t ef for t . H x -

ample.
The t r i l l is made on two notes, bu t the

shake is a t remulo or a t remor o f the glot -

tis. Example. W e sometimes hear singers

w i th good voices make the shake instead o f

the t r i l l , because they th i nk they cannot
make the t r i l l . Bu t the t r i l l is much the

easier and f a r less fa t igu ing and wear ing

to the voice; excessive practice o f the

}
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shake o r t remu lo w i l l soon destroy a beau-

t i f u l voice. Anyone who can make a shake,

can make a t r i l l as soon as he gets the

movement and location. The nightingale

makes the t r i l l . The canary bi rd makes

the shake, in t roduc ing a few notes of the

t r i l l . The b i rd tones which are so much

admi red jus t a t the present time, are made

most ly w i t h the shake movement on the

d i f f e ren t vowel sounds.

W e have been taught to believe that the

t r i l l is a g i f t of nature to a favored few,

but we know f r o m long experience that

anyone w i t h a l i t t le perseverance, who can

sing f o u r tones correct ly , can make a beau-

t i f u l t r i l l w i t h a l i t t le persevering practice.

F o r m e r l y the student was taught that the

t r i l l was made w i t h the oscillation of the

vocal cords. A s I fa i led to make i t in that

w a y a f t e r long practice, I concluded nature

had no t favored me. Bu t in listening to

Madam Diormis? del ight fu l t r i l l , I fe l t that
she made i t w i t h the oscil lation of the soft

palate, instead o f the vocal cords, and I
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caught the movement at once, and when I

went to I t a l y the f i rs t th ing the masters

said was, ? Y o u have a na tu ra l tri l l .?? Na-

ture gives us al l the elements, bu t we mus t

adjust them appropr ia te ly . I f we would

master a l l of our vocal possib i l i t ies we

migh t have a pr ima donna in many a home
that we l i t t le dream of.
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PART TWO

VOICE.

W e may ask, what is voice?

I n t rac ing voice to i ts last analysis we

can o n l y say: I t is one o f the elements o f

expression of the great l i f e principle. I t

is, perhaps, enough that we can know how

to produce i t . W e know tha t sound may be

produced by v ibra t ion, f r ic t ion, percussion
? by pressure o f a i r i n enclosed compart-

ments, cer ta in fo rms producing di f ferent

qual i t ies o f tone, as i n the pipe organ, wind
_ inst ruments, the steam whistle, ete., a i r

modi f ied by d i f fe ren t degrees of force and

resistance.

?Air is the f i rs t th ing required by every

being at i ts b i r th , andi s , the last th ing to be

released as we pass f r o m this stage of life.

As breath sustains so impor tant a relat ion

to l i f e a n d health, i t is equally as requisite

in singing. The breath must be under per-
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fect control, and the organs must be

t ra ined to act w i t h unconscious ease.

There are appropr iate exercises f o r ob-

ta in ing di f ferent results. B u t i t mat te rs
not so much what exercises you practice,

but the manner in which you study them,

your mental att i tude, perception, compre-

hension.
Voice resolves i t se l f into d is t inc t requi re-

ments according to the laws govern ing

song and speech.
The f i rs t essentials, then, are brea th

management, force, resistance, ar t icu lat ion,

enunciation, phrasing, fo rm of tone, caleu-

lat ion, and expression.
Le t us understand f u l l y what breath

management means in al l i ts phases, f o r i t

enters in to every phase of vocal a r t ; i t is

f irst, last and always, even in pause. I t

does not mean simply to take a deep breath,

hold, and exhale, but enters into every act
- involved i n singing, expression, and i f not

perfect ly controlled, one is handicapped at

every tu rn . I t is necessary in a l l shades
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o f expression, coloring, the swell, diminu-

endo, the emphatical, the climax, the econ-

omy and expenditure at the wi l l of the sing-

er. Y o u may wonder why the repetit ion

o f th is subject. Because the lack of appre-
ciat ion o f th is most essential point is the

one cause of so many commonplace singers.

N o one can a t ta in to perfect breath control

w i t h o u t being an art is t i f he has any mu-

sical talent, intell igence and proper enun-
ciat ion.

HOW TO BREATHE.

H o w shall I know how to breathe to the

best advantage? Si t firm, f a r back in a

st ra ight -back chair. Exhale al l the air

f r o m the lungs, take a long, slow breath

and see j u s t w h a t takes place as you

breathe. The a i r fil ls the lungs in all direc-

t ions, as i t does in inf lat ing a rubber bag.

Y o u feel the chest muscles hugging the

lungs f r o m al l sides and the diaphragm

press ing u p under the lungs, supporting

them. Y o u wi l l observe that the lungs ex-

jpand i n a l l directions, the back and sides,
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as we l l as f r on t . Take another good breath.

You see the lungs are raised into singing

position. Now whi le they are fu l l , see how

long you can ho ld them in tha t p o s i t i o n ? .

wi thou t mov ing a muscle, per fec t ly st i l l ,

w i thout effort . J u s t keep the same posi-

t ion o f chest, u p and fo rward . You w i l l

see as long as you keep this posit ion, w i th -

out mov ing a muscle, the lungs remain fu l l .

No air escapes un t i l you al low i t . The mo-

ment you release you r hold on the raised

chest and lungs and let them drop, the a i r

rushes out. So you see the vast impor -

tance o f keeping the lungs and chest raised
_ and f ixed in the act o f singing. I f you si t

wel l back i n the chair and clasp your hands
and arms back around the chair back and

take a good breath, you cannot make a mis-

take in breathing. Only bear in m ind tha t

the shoulders be dropped down and back,

and no movement, above the shoulder

blades. ,

As I said before i t is not necessary to

give the d iaphragm par t i cu la r attention.
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Y o u r ma in at tent ion must be given to hold-

ing up the chest, teaching i t to hold i tse l f

up. The diaphragm natura l ly takes con-

t r o l ? c o m e s to the assis tance?of every ex-

pu ls ive e f fo r t which may be fe l t in the act

o f laughing, sneezing, groaning, sighing,
breath ing. I t would be impossible to com-

m i t suicide by hold ing the breath. The mo-

ment one became unconscious, the breath

would rush in and claim its place, and

breath is l i fe. Y o u see, when you raise and

expand the chest w i th the slightest effort,
the breath w i l l rush in i tse l f and save that

labored ef fo r t that many singers make,
which is as pa in fu l to the listener as i t

must be to the singer.

EXERCISE FOR GAINING BREATH-CONTROL.

Stand erect on the balls of the feet, calves

back, knees firm, hips back, abdomen in,

shoulders down and back, chest up and for-

ward , spine pressed in sl ight ly at the waist

line. Raise arms even with shoulders,

palms down. Make three large slow cir-

cles w i th al l the tension you can put in
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them. Then relax and drop a t side. A g a i n

raise the arms, palms down. Now make

them r ig id and t u r n palms up s lowly three

times, then relax and drop a t side, now

make three large circles slowly, w i th the

arms as f a r back as possible, shoulders
down and back. A t the end of the last c i r -

cle lock the fingers of both hands behind

the back below the waist l ine and push

hands down the spine as fa r , slow, tense,

as possible, shoulders back un t i l shoulder

blades meet. Th is w i l l cause a t i n g l i n g

through the whole body. Stop before you

are t i red. I f the f i rs t pract ice should cause

stiffness or lameness, make them a l i t t le

l ighter and less f requent f o r a few days.

They should be pract iced three t imes a day

a t least, j us t short of fat igue. W i t h be-

ginners there is a lways a tendency to over-

do, at f i rst , bu t tha t only impedes progress.

There is nothing gained b y overdo ing; bet-

ter do less at a t ime and more often.

You wi l l see the d r i l l stretches every
muscle involved in the cont ro l o f breath.

|
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Now take a good breath and posit ion, and

repeat each act. Inha le as you tense the

muscles and exhale as you relax. Now re-

peat and let the j a w hang down perfect ly

lax as i f hung on strings, whi le you are

tensing the a r m muscles. This exercise,

pract iced ten minues dai ly, w i l l advance

you fas ter than an hour?s work w i th the

voice. Y o u wi l l ve ry soon see a great di f -
ference in the control o f the breath and in

the qua l i t y o f tone.

I t is not necessary to have a high voice

to s ing wel l ; one may make every note that

he has perfect i f he cannot sing more than

one octave. I f one sings one headtone, per-

fec t l y placed, i t is not necessary to prac-
t ice any higher, f o r i f one headtone is made

perfect, a l l the rest w i l l come wi th ease;

they need be seldom used, but kept fresh f o r

ex t ra occasions. W e should always take

the upper notes soft, clear, pure, delicate

and f lu te l ike ; as we go up the scale the

tones should be taken careful ly and soft.

I f we desire a fu l le r tone, i t may be struck
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soft and immediately swelled, bu t the at-

tack must be so f t i f you would keep the

voice fresh and youthfu l . A l l unpleasant

or weak voices come f rom imprope r ad jus t -

ment or strain. The voice may be com-

pared to a whistle. Y o u may bend it in di f -

ferent ways and i t w i l l make very l i t t le

sound, but when you get i t jus t r i gh t , ac-

cording to acoustic law, there comes a beau-

t i f u l tone. W e must f ind out j us t what f o r m

of the whole vocal apparatus produces the

best qual i ty o f tone, and adjust i t accord-

ingly, watch and l isten to every tone and

notice just how i t is placed and jus t the

sensation i t gives.

Voice is s imply compression o f ai r , i n
certain favorable forms, force and resist-

ance, equal pressure on al l sides, coordina-

tion, balance of all the parts, but the habi t

must be f i rmly fixed, unt i l i t becomes un-

conscious r igh t habit. Most unpromis ing

voices may be made beaut i fu l as soon as

we br ing about the r igh t conditions. I t may

take time, pat ient perseverance, applica-
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t ion, w i l l , f a i t h i n one?s own abi l i ty . I t is

yours when you b r i ng about the condi t ions

tha t make voice, whether i t be a month,

year or ten years. I t is yours when you ful-

f i l l requirements and not before. I t is no

longer a question whether you can, but i f

you wi l l .

Sometimes you produce a pure tone that

surprises you and you wonder w h y you
cannot make pure tone at all times. The

fac t o f y o u r get t ing i t once convinces you

that i t is possible to produce i t again under

the same condit ions. I t sure ly depends

upon conditions. The voice is a regis ter of

al l states of body o r mind, o f moods, char-

acter, health, weakness. Perhaps you were
i n a more harmonious condi t ion g e n e r a l l y;

perhaps something made you happy,
aroused the emotions. The emotions

have a- wonder fu l influence on the

voice, something may have raised your

hopes and ambitions, g iv ing you a f resh

insp i r a t i on ; perhaps you were i n a more

serene, reposeful state of mind. W e must
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learn to pu t ourselves in to a desirable mood

at any time. Bu t you say, ???How can I have

a mood I do not feel? J u s t assume it, and

the longer you hold i t the more fixed i t be-

comes, t i l l i t forms a habit. L e t i t take

possession o f you. When i t takes posses-

sion of you, you have possession o f i t . Y o u

can make yourse l f do anyth ing you choose

to do i f you wi l l . Y o u can make yourse l f

l ike to do things that are disagreeable, i f

you wil l , B u t you say, I have not the w i l l .

Then strengthen the w i l l , You can

strengthen the w i l l the same as you

strengthen any other facu l ty , by exercis-

ing i t . Say I w i l l , I wi l l , then do i t , and

let nothing t u r n you f r o m you r purpose

un t i l you have learned to overcome ob-

stacles. Most o f us d r i f t into any passing

mood wi thout using any reason or judg-

ment. One o f the greatest achievements is
control o f self.

Se l f mastery. The satisfact ion i t br ings

is unequaled by any other t r iumph.
The good book says: ??He that ru le th
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h imse l f is greater than he that taketh a

city.??

To accomplish anything, one must have

some system. Take one th ing at a t ime and

complete it. W e w i l l suppose -you have the
breath muscles under control. Now learn

to make p len ty o f room i n al l the vocal

cavities. F i r s t manage the tongue; let i t

l ie at ease in the bottom o f the mouth, the

t ip rest ing a t the roots of the lower teeth,

f i rm ly , w i t hou t tension. Now lower the

jaw, le t i t d rop of i ts own weight, as i f dis-

located at i ts junct ion. This is the correct

posi t ion o f the jaw a t al l t imes f o r singing.

I t prevents al l pressure, stiffness, r i g i d i t y

o f the throat , which is fa ta l to tone. Now

laugh the tone, not a stereotyped smile, but

a good, hear ty laugh. Y o u wi l l see this

gives space in the throat. Now say the

w o r d Low, chest up, out, and open the

throat , windpipe, nostri ls, head cavities.

Take good breath, hold chest out, up in f i rs t

posi t ion, say the word low, open throat,

lungs, everyth ing in al l directions, w i thout
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tension or strain, at the same t ime lax and

loose. Notice the difference in the tone a t

once. Now pu t the f inger on the t ip in f r o n t

of the ear, sound the w o r d hum or aum,

the name o f the H indoo Dei ty . Le t i t re-

sound through the head cavit ies. Th is w i l l

show you where sound is supported, at the

throne o f the pharynx , back and between
the ears.

The small brain, the cerebellum (see

plate) the creative faculty. No mat te r how
high the note may be, always place i t where

i t belongs. A t this point i t w i l l correct the

ef fo r t o f reaching up f o r i t . I f you f ix in

the mind f i rm l y that th is point is the throne

o f tone, you w i l l not feel incl ined to reach,

push, and make ef fo r t to place i t higher.

I t is j us t this mistaken effor t o f reaching,
forcing, tha t prevents success. A n o t h e r

exercise that may be pract iced w i thou t the

?piano is resonance. Resonance gives color,
qual i ty, grandeur, v ib ran t soul-f ire to the

voice. Pu t you r finger on the tragus in

f ron t of the ear, and say the word H u m on

H O W TO TUNE A VOICE 73

each note o f the scale. You wi l l hear the

resonant, v i b r a n t tone that i t is possible to

invo lve i n the voice w i th earnest, careful

pract ice. I t mus t be practiced gently, no

pushing or forc ing, or hard pressure, but

g radua l l y louder, then softer, then swell or

d im in i sh at pleasure. Now take the follow-

ing exercise:

F i l l t h e l u n g s by one o r th ree gasps, ho ld

u p i n p lace, t a k e th i s exerc ise o n do f o r one

?octave: d o r a d o s e l a s i d o ; practice

th i s un t i l y o u make the same quali ty, vol-

ume o f each note as near alike and as per-

fect as possible; v e r y soft, delicate, smooth

and even. Then take the words yoo, you,

who, coo, 00, é€, separat ing them in slow

succession, then each one separately again

and again. Make the tones very pointed.

A l though these are closed tones they must

not be cramped i n the least; but the chin

j a w kep t loose and free, and throat open.

Be fo re each w o r d see t ha t you get just the

r i g h t posi t ion o f al l the vocal apparatus,

chest, tongue, throat , jaw. These words
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practiced jus t r ight , soft, at f i rs t , but po in t -

ed, w i l l place the high notes w i th ease. U p -

per tones may be coaxed w i th careful, deli-

cate practice, but never forced. The more

you force them the fa r the r they recede.

Now take the fo l low ing words : ale, al,

ol, ail. on each note o f the scale, then re-

verse them. al l ol a l ale. These words

make the most favorable f o r m f o r tone,

which you wi l l see for yourself . Then the

words yale, yal, yol, yol l , yele, then

youl, yol, yal, yale.

To place per fect ly the upper notes take

the same words, adding the E to all notes

?above C, 4th space. Pract ice f r o m C up

on ye ,e ,ye ,e , then ye, €, ya, e, ye, e,

ya, € ,ye ,ya ,e ,e , a t t he same t ime expand
the nostr i ls and take ye, e and see i t

puts the upper tone in its proper place i f
not pushed.

A t f i rst i t may not seem to fa l l into i ts

socket, but coax i t by gentle wooing; never
give up. I t w i l l surely come; you may look

the world over as I d id to find someg r e a t
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t h i n g that wou ld place the head tone, but

you w i l l never f ind any method more sure
than th is l i t t le exercise.

Ye, €, ye, &, Ye, €, ye, yale, yal, yol, yoll,

yele. Commi t these separately and per-

fect ly then take yale, yal, yol, yoll.

F R A N C I S C O L A M P E R T I .

Perhaps no master o f singing ever l ived

who, i n his day, was considered greater

a u t h o r i t y on the subject o f vocal ar t and

who enjoyed greater fame as a voice pro-

ducer. P robab ly no master o f singing has

had a greater fo l low ing among noted sing-

ers. I t wou ld be hard to f ind a greater va-

r i e t y of nat ional i t ies than was represented
i n his class room. Lampe r t i was a high-

st rung, sensit ive, nervous man and his

p iano was l i t e ra l l y searred all over wi th

the beatings he gave i t w i t h his baton while

correct ing his pupi ls. He considered the

voice the most per fec t instrument f o r ex-

pression i n music and nothing but perfec-

t ion satisfied him. H e had l i t t le regard f o r
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a pup i l whose highest ambi t ion was to be

merely a concert singer. Concert s inging
to him seemed the tamest idea o f vocal art.

He said i t d id not br ing out the passionate

thr i l l in the singing voice as d id opera. H e

would keep a pup i l f o r months on one page

o f exercises or a p a r t o f an aria. W h e n

Alvary , who became a shin ing example o f

what a correct method, persistence, pa-
tience, perseverance can do, came to Lam-

per t i he had very l i t t le voice to speak of.

I t was th in , weak, w i th l i t t l e resonance,

and he had no thought o f becoming more
than a concert singer.

Rosin i said i t required three things to
make a singer, ?Voice, Voice. Voice.?

Lamper t i said, ?Voice, persistence, pa-
tience, intell igence, perseverance.? Tt has

been said o f Lamper t i that when he passed
out he took his secret f o r posing the voice
wi th him. This is not true. He had no

secrets which he withheld f r o m any one

who could understand him. He had judg-
ment, intelligence, discr iminat ion, discern-

t
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ment, a f ine ly organized art ist ic, musical

temperament. Noth ing but the finest and

most a r t i s t i c interested him. He consid-

ered singing the highest expression of art.

H i s h ighest ambi t ion and aim was to pro-

duce a beau t i f u l qua l i ty o f voice, an even

scale, every note i n the scale as beautiful

as i t was possible to make it. Noth ing

short o f t ha t could he tolerate; pure qual-

i ty , qual i ty , beaut i fu l qual i ty, regardless

o f classif ication o f voice, or any other

qual i f icat ion. H e considered phrasing,
reading, quant i ty , range, compass, second-

a ry to qua l i ty . I t was natura l that a stu-

dent should ask him, ??Is m y voice soprano,

contral to, tenor, bari tone, bass??? He

wou ld inva r iab ly answer, ??No matter
about the classification. Make every note

o f the seale per fec t f r o m your lowest note

to t h e highest. Then i t w i l l be t ime

enough to decide the class of voice.?? Y e s ,

he had a method, not only for every indi-
v idua l voice, bu t a method for every indi-
v idua l note of the scale. Bu t as he used to
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say, no two voices are more alike than two

faces. W e mus t have a method adapted to

each ind iv idua l voice. H e had judgment ,

adaptation, decision. H i s w o r d was law.

The pup i l must fo l low imp l i c i t l y h is direc-

tions or qui t .

Y o u frequent ly hear pup i ls say, ??Oh, I

would do anyth ing i f I could have a fine

singing voice, and yet they are not w i l l i n g

to do the very th ing that makes a voice,

condition, adjustment, application. They
seem to th ink that nature ought endow

them wi th a beaut i fu l voice wi thout any ef-

f o r t on the i r part . B u t ask any of our
finest. public ar t is ts what is the secret o f

the i r success. They w i l l i nva r iab ly te l l

you, earnest endeavor, appl icat ion, concen-

?tration of thought, patience, persistence,

perseverance, unremi t t ing ceaseless str iv-
ing, one th ing at a time, un t i l i t is mas-

tered. Tha t was the secret o f the success

o f all the old I t a l i an masters, and o f ai l

who would succeed. I f the teacher o f the
. present day should require o f his pup i l a l l
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t ha t L a m p e r t i required, he would give up

i n despair. Amer ican students have not
_ t ime to spend to fo rm r igh t habits in sing-

ing. T h e y are in too great haste to appear

before the publ ic. Some students have

some fine notes na tu ra l l y placed. Instead

o f m a k i n g al l the notes o f the scale equally

good, they spend the i r time singing, listen-

ing to and admi r i ng the i r best notes, to the

neglect of those which need the most atten-

t ion. I f we take the most difficult notes and

maste r them first, a l l w i l l seem easy and

give sat isfact ion and pleasure. Remember,

success depends upon the very f i rst steps.
F i n i sh the foundat ion well, then you wi l l

have something to bu i ld upon and every

step w i l l be advancement and satisfaction.

I have heard students regret that they

could not have studied w i th the Old Master.

Yes, those who had the opportuni ty were

for tunate f o r the discipl ine was as benefi-

c ia l as the lessons in singing. Lamper t i

never gave his pupi ls any compliments or

encouragement only to stimulate greater
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ambition, exert ion and in teres t to complete

one thing at a time. He wou ld keep a

pupi l weeks on a single phrase, i f neces-

sary; there was no other w a y bu t to com-

plete i t or step out, bu t as I said before,

he would t ransform a weak, tuneless voice

into a th ing of beauty tha t was a del ight to

listen to. You ask: H o w did he do it?

First , by master ing the control of the

breath, the jaw, tongue ar t i cu la t ion ; then,

by keeping in m ind an ideal t o n e ? f i r s t as

soft and sweet as possible, w i t h the tongue

in the bottom of the mouth, w i t h the t i p
resting f i rmly at the roots o f the lower

teeth, the whole jaw relaxed completely as

i f dislocated at i ts point o f junct ion, the

mind directed to the cerebellum where al l

sound is supported, just back o f the throne

of the pha rynx . Locate i t exactly. f irst.

Draw an imaginary line through one ear

to the other, then f rom the upper f r o n t

teeth to the back of the head, where the
lines cross each other, is the l i f e center f o r

tone. Sound the letter EZ, and d i rec t i t to
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th is point , j us t where the head begins to

round up, see plate J. Never sing a note

w i thou t f i rs t p lac ing i t the re ,?h igh or low ;

have t h a t p o i n t f o r support, placing. No

mat te r how h igh the note on the scale may

be, have the p lac ing a t this p o i n t only.
I f you make no ef fo r t to reach or l i f t the

tone i t w i l l f ind i t s own place. I f you

?reach f o r i t , you push the tone out of its?

na tu ra l posi t ion. N o one can make a per-

fect loud tone t i l l he can make a perfect

so f t one. Mos t singers can yell, but few

can make a del icate soft-tone a del ight to

the ear. Mos t students locate the dia-

ph ragm too l o w ? l o c a t e i t now once f o r all.

Place y o u r hand i n f r o n t o f the. chest

j us t above the wa is t l ine, under the chest

bone. G ive a s l ight cougd you wi l l feel

the e f f o r t o f the diaphragm fol lowing

closely the lungs. Remember there is no

breath below th is point. When you th ink

of ra i s i ng the lungs w i th breath, the dia-

p h r a g m immed ia te ly comes to the support

so i t i s no t necessary to th ink about the
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diaphragm. Remember the d iaph ragm is

exercised w i t h every expuls ive e f f o r t ? i s

constantly exercised; bu t t h i nk how easi ly

you can manage the breath. Take v e r y l i t -
tle breath at f i rst . I f you f i l l or crowd the

- lungs they w i l l make an e f f o r t t o expel

the surplus, and the moment you commence
to make a tone the a i r w i l l rush out and

leave you wi thout breath enough to f inish

the phrase. So never take any more breath

than you can manage perfect ly . A s you

get control you can manage an enormous
amount of breath.

Th ink over each p a r t i c u l a r ? j u s t w h a t i t

means, how i t makes the tone, l ike v e l v e t ,?

soft, sweet, mellow, clear, delicate, melodi-

ous, tender. Don?t t h i nk you w i l l do i t

some time, but do i t now, and improve i t

every t ime you practice. Don?t let an hour

pass wi thout improv ing the tone; t r y to

finish up something every day. A s you ad-?

vance, perfect ion retreats, one m a y go

on improv ing t i l l the decline o f nervous

energy, and that depends great ly upon phy-
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sical good health. A n d correct vocal prac-

tice is conducive to health and strength.

The voice may expand, broaden, deepen

and develop ar t is t ic beauty indefini tely, i f

t reated just r ight . I t is as delicate and

sensitive as the rarest jewel, and the least

impa i rment o r weakness, of any of the vo-

cal parts, produce unbalanced action. T h a t

is w h y b r i l l i an t voices are so rare. Mos t

chi ldren are born w i t h good voices, we l l

placed. H o w of ten do we hear mothers

say: Oh, yes M a r r i e had a very sweet voice

when a child.?? B u t ve ry l i t t le attent ion is

pa id to the voices o f chi ldren. T h e y are
al lowed to sing at the top o f the i r voices

f r o m morn ing t i l l n ight , regardless of plac-

ing, qua l i t y o r strain, and by the t ime they

could have sung beaut i fu l ly , i f p roper ly

directed, the voice i s strained, worn, com-

mon-place, al l out o f tune. A n d yet these

same voices, can be so adjusted, correct

habi ts formed, changed and developed into

a beaut i fu l qual i ty. Of ten those who are

precocious and receive ear ly attent ion are
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allowed to sing beyond the i r range and

endurance, and stra in the vocal cords. The

upper notes become harsh, unsteady and
uncertain. One should never s ing any

higher, or lower, than can be done w i t h

perfect ease. To see what can be done w i t h

young voices, one has on ly to hear the fam-
ous choir o f St. Paul?s Episcopal Church,

Chicago.

A n y mode of singing tha t wou ld be det-

rimental to a child?s voice would be equal ly

so to an adult. Noth ing is more beneficial

im many ways than correct vocal pract ice.

To perfect one th ing a t a t ime is the se-

cret of voice development. To cont ro l the

breath perfect ly is imperat ive, i f you ever

expect to be an artist. As I said before,

breath control means something more than

to take a deep breath, hold i t and exhale.

I t means to p lay w i th the a i r pressure as

the motor man plays his brake, con t ro l l i ng

the speed of his car, t i l l i t responds to the

slightest suggestion o f his w i l l . B r e a t h

control means control o f the muscles tha t

O e TT
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cont ro l the lungs and controls the a i r i n

the lungs.
Si t we l l back in a chair, press the spine

against the back and pu t the arms behind

the chair and clasp them f i r m l y ; take a

good breath and see where you feel the

muscles that propel, hold the lungs in place.
Now take a comfor table breath. TExhale

i t . Now f i l l the lungs again, by tak ing

three l i t t le gasps?sobs. Y o u w i l l feel the

lungs raised and expanded. Now say to
them: stay just where you are ; do noth-

ing at a l l ; but stop where you are. Now

let out the a i r in l i t t le p u f f s ? s e e how l i t -

t le a i r you can give out. Then more or less,

then at you r pleasure. B low out imagin-

a r y candles?see how l i t t le breath you can

use. Of course the w a y you inhale breath

i s impor tan t , bu t the w a y you exhale is
imperat ive. Now stand u p stra ight , raise

the lungs w i t h a good breath, clasp the

hands behind the back and press down the

spine as f a r as i t w i l l go ; don?t move the

shoulders. T r y to make the shoulder
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blades meet i n the back, i n th is posi t ion,

Take a comfortable breath, no t too fu l l .

There must be no strain. I n s ing ing there

must be only de l igh t fu l ease and a sense

of power?repose. Repeat tak ing breath

by three l i t t le sobs and see how many num-

bers you can count in one breath. Some-
~ times say something f a s t ; then loud, then

soft. T o y w i th the breath t i l l i t obeys

your slightest suggestion. I t w i l l soon

give you a sense o f power over the man-

agement of the breath tha t w i l l surpr ise

and del ight you. F i r s t of al! stand on the
balls of the feet in such a manner tha t you

can balance yoursel f f r o m one foo t to the

other wi th ease; sway fo rwa rd or back at

pleasure. Knees f i rm ; calves firm, we l l

back; hips back; abdomen i n ; chest ex-

panded in all directions; neck and head

held f a r back against the col lar w i thou t

r ig id i ty ; head back on l ine w i t h the spine;

chin sl ight ly i n ; neck back; shoulders

down; shoulder blades near ly touch ing;

spine erect, but no movement of the shoul-

\
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ders. They must be d ropped?re laxed .

There must be no stooping or round shoul-

ders a t any time. Remember posit ion 1s

very essential to pure tone. There must
be no leaning o f the vertebrae, bu t kept

st ra ight , one above the other, f o r suppor t

M a n y a voice is impa i red by th is simple

neglect. S i t or stand s t r a i gh t?e rec t at
al l t imes. Hea l th as wel l as voice demand

it. B rea th control may be pract iced any-
where or a t any t i m e ? i n the car, the dai ly

walk, or l y ing on the back in bed, w i t h

p len ty of f resh a i r in the room, wh i le en-
gaged i n business, w i l l rest and give f resh

vigor . A f t e r b lowing out candle repeat a
verse or sentence and see how many lines

you ean say in one breath, but take another
the moment you need breath. There is

no th ing gained by over tax ing the lungsa n d

one may do grea t harm. I t has been said:

? h e r e can be no intemperance i n breath-

ing.??? B u t tha t is a mistake.
N o w take you r p o s i t i o n ? s t a n d f i rm so

t ha t you may change f r o m one foot to the
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other. Pu t the tongue in place, res t ing i n

the bot tom o f the mouth. D r o p the jaw.

Remember the voice is you r ins t rument ,

but you are the director, insp i ra to r , guid-

ing power, you formulate, cont ro l w i th

your w i l l , intell igence, emotions. N o w as-

sume control of you r throne as a singer, at

the throne o f the p h a r y n x ? t h e cerebellum

back between the ears. P u t you f inger on

the l i t t l e t i p in f r o n t o f the ear and press

l ight ly , p a r t i a l l y closing the ear. Take the

word A l m , or Hwm, and let i t resound

through the head cavities. Th is w i l l show

you where sound is focused. No mat te r

how high or low the note, always place

i t at th is p o i n t ? b e h i n d the ears. Never

higher. I t w i l l correct the ef for t o f reach-

ing up when tha t is always its f i rs t place.

The mistaken ef fo r t of reaching up is what

prevents i ts placing itself.

Another exercise that may be practiced
without the piano is resonance. Resonance

gives color, grandeur, vibrant, soul fire to
the voice. Again put the fingers on the
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t ip i n f r o n t o f the ear, par t ia l l y close them.

Raise the chest breathe, and hum the word

When, on each note o f the scale. You wi l l

hear the resonant, v ib ran t tone and see

where i t is placed. I t w i l l show you what

i t is possible to p u t into the voice, rather

w h a t i t is possible to evolve?unfold. Re-

member, you have i t a l l w i th in yourse l f?

w i t h careful, correct, conscientious, patient

pract ice. There must be no forcing. Now
t a k e a c o m f o r t a b l e b r e a t h , say the w o r d

H u m or When and see how long you can
hold i t w i t h ease. Then take another good

breath and hold u p the lungs where they

are, s imply by keeping them ful l , and hum,

f i r s t soft, then loud. Increase, diminish,

swel l then. Accented swells, take a good

breath. Keep the lungs up t i l l they form

the h a b i t o f staying there. This is the

g r e a t e s t secret of the successful singer.

Ten minutes at a time is long enough to

pract ice head resonance?f ive m i n u t e s at
f i rst . The unusual v ibrat ion sometimes

produces a sl ight dizziness; but stop at
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once and it wil l soon pass off. You can

practice managing the breath on the words
yoo, you, who, 600, 00. Then separately
on each note.

Tn, succession, take them v e r y s lowly ,

learn to calculate the t ime and amount of

preath i t takes f o r certain phrases and

measures. Then breathe accordingly. T a k e

at f i rst a short phrase or sentence. Then

every time you repeat i t add another word

or line, t i l l you have reached the l i m i t w i th

ease.
You can pause wi thout tak ing f resh

breath, unless you need it. Do not f i l l the

lungs too fu l l nor hold longer than can
be done with ease. W i t h the chest we l l

raised, you wi l l notice as long as you hold

the lungs or le t them hold themselves up,
no air escapes, only what i t takes to f o r m

the tone. A l l fine singers have breath con-

trol. No one is an art is t t i l l he masters

i t and every one who has the facu l t y o f

tune, perfect control of the breath and per-

fect enunciation is an art ist . Shal l we no t
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master these two requirements and gain

the p r i z e ? a fine voice.

Coll in?s Ode to the passion is a fine study

f o r the pract ice o f contro l l ing breath,

enunciat ion, phras ing and _ expression.

S t u d y the sense o f every word and t ry to

g ive i t i ts due expression. Take one verse
and see how many lines you can give whi le

susta in ing the breath, study the phrasing.

S tudy one verse t i l l you can analyze and

produce it. Y o u see i t contains every

shade, color, passion, mood and sentiment.

ODE ON THE PASSIONS.

A s a s t u d y e x a g g e r a t e the a r t i c u l a t i o n .

W h e n M u s i c , h e a v e n l y m a i d , was young ,

W h i l e y e t i n e a r l y Greece she sung,

The Passions oft, to hear her shell,

Th ronged around her magic cell,

E x u l t i n g , t rembl ing, raging, f a i n t i n g ?

Possessed beyond the Muse?s paint ing.

B y turns they f e l t the glowing mind

Disturbed, delighted, raised, refined:

T i l l once, ?tis said, when al l were fired,
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Fi l led wi th fury , rapt, inspired,

From the support ing myr t les round

They snatched her inst ruments o f sound,

And, as they o f t had heard a p a r t

Sweet lessons of her forcefu l art,

E a c h ? f o r madness ruled the h o u r ?

Would prove his own expressive power.

F i rs t , Fear, his hand i ts sk i l l to t r y ,

Amid the chords bewildered l a i d ?

A n d back recoiled, he knew not why,

Even at the sound himsel f had made.

Next, Anger rushed: h is eyes on fire,

Tn l ightnings owned his secret s t i n g s ?

W i t h one rude clash he struck the lyre,

A n d swept w i th hurr ied hands the

strings.

Wi th wofu l measures, wan D e s p a i r ?

Low sullen sounds his g r i e f begui led;

A solemn, strange, and mingled a i r :

" T w a s sad, by f i t s ? b y starts, ?twas
wild.

_ ?
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B u t thou, O Hope! w i t h eyes so fa i r ,

W h a t was thy del ighted measure?

S t i l l i t whispered promised pleasure,

A n d bade the lovely scenes at distance hai l .

S t i l l wou ld her touch the strain pro long;

A n d f r o m the rocks, the woods, the vale,

She called on Echo st i l l through al l her

song:
And , when her sweetest theme she chose,

A sof t responsive voice was heard at

every close;
A n d Hope, enchanted, smiled, and waved

her golden hai r .

A n d longer had she sung?bu t , w i th a

f rown,

Revenge impat ien t rose;
He t h r e w his blood-stained sword in thun-

der down,

A n d w i t h a w i the r i ng look,
The war-denouncing t rumpet took,

A n d blew a blast, so l oud and dread,

W e r e ne?er prophet ic sounds so f u l l of

woe:
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A n d ever and anon, he beat

The doubling d rum w i t h fu r ious heat ;

And though, sometimes, each d r e a r y pause

between,

Dejected P i t y at his side,
Her soul-subduing voice applied,

Yet st i l l he kept his w i ld , una l tered mien ;

Whi le each strained ball o f s igh t seemed

burst ing f rom his head.

Thy numbers, Jealousy, to nought were

fixed; °

Sad proof of thy distressful s tate!

Of dif fer ing themes the veer ing song was

m i x e d :

And, now, i t courted Love; now, raving.
called on Hate.

W i t h eyes upraised, as one inspired,

Pale Melancholy sat re t i red ; .

And f rom her wi ld sequestered seat,

Tn notes by distance made more sweet,
Poured through the mellow horn her pen-

sive soul;
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And, dash ing soft f r o m rocks around,

Bubb l i ng runnels jo ined the sound.

T h r o u g h glades and glooms the mingled

measure stole,

O r o?er some haunted stream, w i th fond

delay,
Round a h o l y calm dif fusing,

Love o f peace and lonely musing,

I n hol low m u r m u r s died away.

Bu t , oh ! how altered was i ts spr ight l ier

tone,
W h e n Cheerfulness, a nymph o f healthi-

est hue,
H e r bow across her shoulder flung,

H e r buskins gemmed w i t h morn ing dew,

B lew a n insp i r ing air, that dale and

thicket rung,
The hunter?s call, to Faun and Dryad

known ! ' (B low bugle, blow.)

The oak-crowned sisters, and thei r

chaste-eyed queen,

Satyrs and sy lvan boys were seen,

Peeping f rom f o r t h the i r alleys green:
~
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Brown Exercise rejoiced to hear,
A n d Sport leaped up, and seized his

beechen spear.

Last, came Joy?s ecstatic t r i a l :

He, w i t h v iny crown advancing,

F i r s t to the l i ve l y p ipe his hand aq.
dressed:

B u t soon he saw the br isk awakening viol,
Whose sweet, entrancing voice he loved

the best.

They would have thought, who heard the

strain,

They saw, in Tempe?s vale, her native
maids,

A m i d the festal-sounding shades,

To some unwearied minst re l dancing;

Whi le as his f ly ing f ingers kissed the

strings,

Love f ramed wi th M i r t h a gay fantast ic
round:

Loose were her tresses seen, her zone un-

bound,

A n d he amid his f ro l ic play,

E L O N5gah
i f junit?
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As i f he would the charming air repay,

Shook thousand odors from his dewy wings.
C o L u r s .

Exp lana to r y clauses mus t have ra the r

low, d is t inc t pi tch, and r a p i d rate.

Words i n contrast, as Good, Bad, are em-

phasized.

A series o f words, each word empha-

sized.

Words expressing change o f thought

must be changed i n style.

W o r d s in t roduc ing new ideas, empha-

sized.

Culminat ive words, as Fine, Grand, Mag-

nificent, emphasis increased on each word.

Cor robora t ive affirmations, increased em-

phasis on each word , as in I t is, I¢ is, I r 1s

the cannon?s roar .

Ana lyze each word, i ts f u l l meaning, giv-

ing expression to e v e r y feeling, passion,

emotion the word expresses: exult ing,

t rembl ing, raging, fa in t ing . E n t e r in to the
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goul meaning; the very spir i t of each word

hrase.
A amoiatiOn, articulation and enuncia-

tion are usually classed under one head,

But mark the difference.
Pronunciation means speaking words

distinctly; giving them mental form.
Articulation deals with each separate

- syllable, giving them individual worth.
Enunciation gives distinctness, fullness,

clearness, smoothness and pol ish to both

words and syllables.
Pronounce every le t ter i n the alphabet,

both vowels and consonants, w i t h great

precision. Then pref ix the f i rs t consonant

which is B , before each vowe l ; thus : Ba,

B a t , Ba-r, Ba l l ; Be, Be-t, B i , B i t ; Bo,

Boo, Bu-g, Bough. Thentake, Ca, C a t ,

Co-l, Caugh; Ke , Ke- t , K i , K i - t l e ; Co,

Coo, Cut, cow. C, here takes the sound o f

K. Prefix L and all the balance o f the con-

sonants to every vowel.

May, ma-t, ma, maw, me, me-t, mi, mi - t ,

mo, moo, mu, mow; Nay, na-t, na, naw,
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ne, ne-t, n i , n i t , no, noo, noh, now;

Pay , p a l , pa, paw, pe, pe-t, p i , p i - t ,

po, poo, pu, p o w ; Qua, quat, quow, quow,

que, que-t, quit, q u i t , quo, qu, quo; Ray,

r a t , ro- t , raw, re, re-t, r i , r i t , ro, r u

r u t , row; Say, s a t , sow, sat, se, se-t,

si, si-t, $0, su, suh, sow; Tay, ta, tah,

tow, te, te-t, t i , t i - t , tow, too, tu-g, tow;

Va, va-t, vah, vaw, ve, ve-t, vi, v i - t , vo,

vu, vuh, v o w ; Wa, wa-g, wah, wow, we,

wet, wi, w i t , wo, woo, wuh, wow; Ya,

ya, yah, yaw, ye, yeh, yi , y i - t , Yo, you,

yuh, yow ; Za, za-t, zah,zaw, ze, ze, zi,

zl, 20, 200, euh, zow.

Get the swing o f one combination and all

the rest come easy. Y o u wi l l find th is exer-

cise o f great value i n singing d i f fe ren t lan-

guages. I t conquers ??many birds w i th one
stone.?? en

Take a f e w words and elements o f diffi-

cu l t p ronunc ia t ion and go over them every

d a y : P , F , K , ch, L , M , sh, th, which, Prob-

*dst, beg?dst, seem?dst, dream?dst, w h i r l

"dst, amidst, wreath?dst, bequeath?dst, puz-
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Vdst, impris?nd, impris?nst, wrecked, rise,

bank, robbed, reckoned, roamed, oft, imp,

limp, list, size, rocked, aged, which, when,

E x a g g e r a t e the a r t i c u l a t i o n o f each

syllable.

Personi f icat ion In te r roga t i ve l y

Recapi tu la t ion Disc r im ina t ion

Etymological ly Noncon fo rm i t y

Valetudinar ian In tercommunicat ion

A l l ego r i ca l l y I ncon t rove r t i b l y

Congratulation General issimo

Perpend i cu la r i t y Metaphor i ca l l y
_ I r res is t ib i l i t y Empha t i ca l l y

H o r i z o n t a l l y Incomprehensible

Every one who has any aspirat ions as

a singer, wants an at t ract ive, v ib ran t , res-

onant, caressing, magnetic musical voice;

expressing internal power, soul-fire, sweet-

ness, tenderness, delicacy, gentleness. A l l

o f these combined may be pu t in one note ;
volumes in one tone.

You must feel the mood o f the tone or

word; embody the idea; let i t take posses-
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gion o f you t i l l every p a r t of the body v i -

b r a t e s s y m p a t h e t i c a l l y w i t h the tone. L e t

the tone glide, swim, float in all the cavi-

ties of the head, nose, nostri ls, throat,

mouth, against the f r o n t of the hard pal-

ate above the upper f r o n t teeth. Then

i t w h i r l s around and out o f the m o u t h ? a

tone o f beauty. A lways give the tone a

word to ar t icu late. Tone is made up of

sound and ar t i cu la t ion together. A lways

speak some word or note ; i t helps to b r i ng
out tone. I f you hum, say the word hum

v e r y d is t inc t ly . Compel yourse l f to do just

w h a t you k n o w is best f o r the voice. Dis-

miss eve ry fo re ign thought. I t is j us t as

impera t i ve tha t you dismiss undesirable

thought as to hold desirable ones. Pur-

pose and ef for t , earnest, thought fu l work

mean success. ??Purpose and effor t must

avai l . To w i n the good o f power and place,

talent, may, bu t of t t imes fai ls, where per-

s istent w i l l w ins the race.??
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EXERCISE FOR PENETRATION.

Take comfortable breath and speak very
distinctly as i f talking through the phone:

??Aye you going to see h im tomorrow

about that a f fa i r o f which I spoke to you

yesterday, concerning ra i l road bonds and

mining stocks???

Speak very slowly and d is t inc t l y ; t a k e

breath where you need i t . A f t e r a few

days you wi l l be able to take the whole
sentence in one breath. Then as soon as

i t is easy, say i t twice in one breath. Y o u

can imagine you were not heard and are

repeating the question st i l l more dis t inct ly .

Then take some poem and see how many

lines you can say w i th ease. Keep the

chest up and comfortably fu l l o f air.

These may be practiced away f rom the

piano. The beginner could pract ice and

study to great advantage f o r a month with-

out an instrument. W i t h al l the pre l imi -

naries, a piano is not necessary. One rea-

son why many become discouraged and fa i l

is because they t r y to do too many things
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at one time. E v e r y par t i cu la r should be

mastered, the same as a carpenter makes

his doors and w i n d o w s ? e v e r y par t separ-

ate. Then, when he is ready to put them

together, he makes quick work. We must

learn to p u t the whole vocal apparatus

i n p o s i t i o n i n a moment?s t ime. Chest. .

lungs up, ou t ; tongue in place; j aw dropped

as i f dislocated a t junc t ion ; throat, wind-

pipe, nost r i l s , mouth, al l the head cavities

open, loose, l a x and free. You cannot ex-

aggerate th is too much. Whi le p rac t i c

ing or wh i le s inging songs, cadenzas, runs,
the at tent ion is engaged in many ways,

and i f the hab i t is not f i rmly fixed, you may

have i t a l l to do over again and again;

and i t is tha t unnecessary repetit ion that

takes so much t ime and energy and retards

progress. W e must have some system;

take one th ing a t a t ime t i l l we have mas-

tered each essential. Go careful ly over

the whole ground every day. Study care-

f u l l y the fo l low ing plate. Become v e r y
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familiar with all the cavities i n v o l v e in
singing.

We are so const i tuted that we cannot

hold absolutely more than one th ing at a

time. We may think o f many d i f fe ren ;

things in rapid succession and that is what

exhausts the m i n d ? c h a n g i n g f r o m one

thing to another dissipates the energies, Tt

is as impor tant and necessary to be able to

dismiss the undesirable thoughts, as i t is to

hold those desired. The secret o f success

is in holding r igh t thoughts and condit ions

to the exclusion of all else. W e must exer-
cise the wil l .

Haven said: ??The great dif ference be-

tween the feeble and powerfu l , the great
and the insignificant, is in the power o f

concentration, energy, memory, invincible

will, determination. These qual i t ies w i l l

do anything that can be done. No talent,
circumstances or oppor tun i ty can excel
these qualities.??

I t is true all are not equally g i f ted at
birth, but all have talents and powers wait-
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- no to be ut i l ized. A l l mank ind is endowed
m e ature w i t h the same faculties, d i f fer-
by ?on ly i n qua l i t y and degress of act iv i ty .

h a t we w a n t is the best possible method

o f developing them;_ of rousing dormant

facult ies, special nerve centers. See néw

pook by author, ??How to Make the Most

of One?s Self.?? . .

A n y t h i n g tha t is wor th doing at all is

wor th do ing well. W e can make ourselves

l ike any k ind o f w o r k i f we wi l l . The pleas-

ure and sat is fact ion that come wi th ac-

complishment o f a purpose, more than

repay fo r the effort. Make a habit of -

doing w h a t is to be done at once. P r o -

cras t inat ion is more than the ? th ie f of

time,?? i t is the th ie f of oppor tun i ty and
success. W e mus t make the habit of doing

whatever there is to be done, w i thout d e -

lay. Keep the words before you: ?Do i t
i i al,now,?? a n d i t w i l l soon become a re

pleasure to complete things. The old say-

ing is: ??Be sure you are r ight, then go

ahead.?? B u t you must be sure you are
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r ight in posing the voice; f o r i f you r

method is not in harmony w i t h acoustic

law you may harm i t more than you help
it. We do not advocate singing wi thout a

master, though a good method is bet ter

than an incompetent teacher. A good

teacher may save you a wor ld o f labor,
anxiety, repetition, and show you how

simple the r ight w a y is, like al l o f

nature?s ways. When you b r i ng about

the right condition i t makes itself. Voice

is made by compression o f ai r , breath

force and resistance, guided by intel l i -

«gence. I t is like a whistle, you may bend

it in different ways and there is no sound,

but when you bend and adjust i t jus t rig h t ,
according to acoustic law, there is a beauti-

fu l tone. Just so the qual i ty of voice de-

pends upon gett ing the adjustment just
right, every par t in i ts own proper place
and form. The only difference between a

beautiful musical voice and a crude, tune-

less one, is the way in which the par ts are

adjusted and controlled; every one who

M e ) a a a
m e
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I t ivates and improves his voice, proves
Ohi fact. Many years in teaching voice

e v e l o p m e n t , convince me tha t any one

who can speak may s ing . Tha t any one

w i t h common intelligence who wi l l go

about i t i n earnest a n d in the r i g h t way
can make a pleasing, ar t is t ic or beaut i fu l

tone. Some w i l l say, Ih a v e no ear, but that

may be only a muscular i n a b i l i t y or dor-

mant facul ty , and i t is surpr is ing how soon

one can arouse a dormant facu l ty by exer-

cise i f he goes to w o r k in earnest. I t must

pe both muscu lar and thought work ; you

can never accomplish t i l l you have made a

mental p i c tu re of j us t what you want to

do, then you advance faster than i f you
t r ied tone af te r tone wi thout a definite

idea, design i n the mind. Make a mental

picture of a grand, beauti ful , noble, pure
tone w i th depth, breadth, fullness, sweet-

ss, then produce it, now.
T t is noss ib le f o r any one who wi l l fol-

low f a i t h f u l l y the law governing sound to

evolve a v ibrant , resonant, musical speak-
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ing or singing voice. The f i rs t requisi te

is to learn to control per fec t ly the breath,

to economize i t , give i t out as l i t t le ag you

desire, then to have a place of suppor t and

a place f o r resistance and resonance,

focusing point, each one must be mas.

tered separately.

From the experience o f many years I

am convinced that all who speak may sing

in a pleasing manner, i f they w i l l b r i ng

about favorable conditions, according to

acoustic law, that any one w i th a speak-

ing voice may have a singing voice. One

wi l l say I have no ear f o r music, ye t they

are very fond of it. They mis judge them-
selves, all have the same facult ies, d i f f e r -

ing only in the degree of act iv i ty, and the i r

inabi l i ty may arise from muscular weak-

ness, or a weakness of a nerve center. B u t

experience teaches us tha t any facu l t y
may be increased by exercise, or d i m i n -

ished by neglect. I call to mind several

students who thought they had no ear f o r

music. One young lady pract iced f o r
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weeks t r y i n g to sound the notes o f one

octave, and was jus t as liable to str ike a

low note as a high one, any one but the

r igh t one. Of course her fam i l y discour-

aged her, saying i t was an impossib i l i ty

f o r her to ever sing. She seemed to have

so great a desire to continue, I said to her,

Y o u are a splendid subject f o r experiment,

and before the end o f the month she could

take each note of the scale accurately.

She af te rwards became a very pleasing

singer, to the great del ight of herself and

fami l y . L a m p e r t i to ld the Countess Ro-

manaski , she had not the f i rst qualif ication

f o r a singer and yet she became a shining

l i gh t as to what persistent perseverence

can do. Y o u can practice breathing and

tension exercises anywhere away f rom the

piano, w i t h a sore throat or cold, you need

not lose any time, they do not tax the

voice, and th is d r i l l w i l l soon break up a

cold by c i rcu la t ing the blood through every

p a r t of the body.
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THE JAW.

The most impor tan t func t ion of the jaw

in singing is to do nothing at all. J u s t

relax, drop as i f dislocated, to make space

room cavity f o r the a i r to p lay in. I t is

the rushing of the air , wh i r l i ng , dashing,

splashing, f lying, f loating in and out of the

cavities o f the throat, head, mouth, that

gives quality to tone, al l you have to do is

to let the jaw fa l l of i ts own weight . I f

you t ry to push i t down o r ho ld i t down,

you put tension into i t and tha t is j us t

what you don?t want to do, i t is j us t that

that defeats your making a beaut i fu l tone,
the larger, rounder the space room in the

pharnyx, the rounder, fu l le r and more mu-
sical the tone.

THE TONGUE.

Next to breath, the office o f the tongue

is most important. The tongue is the

organ o f articulation. I t gives utterance

to pronunciation, enunciation, expression.
When not engaged in ar t icu lat ion i t should
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l ie qu ie t ly in the bot tom o f the month wi th

the t i p rest ing against the lower teeth,

The tongue is moved out o f its posit ion in

ar t i cu la t ing the consonants, but should

re tu rn immediate ly , quick ly to i ts place,

the sides res t ing l i gh t l y upon the lower

teeth, the back l e f t free to move without

restr ict ion, do not t r y to lower the back

par t o f the tongue. Give all at tent ion to

the f r o n t and t ip . I f they are in correct

posi t ion the back w i l l be, and the back

forms the f r o n t wa l l o f the pharynx, and

helps to give qua l i t y to tone. A good ex-

ercise to l imber and give agi l i ty and at
the same t ime give strength to the throat

muscles is to th rus t the tongue out then

f a r back f r o m ten to twenty times three

times a day

ARTICULATION.'
A r t i cu l a t i on is the act of forming w i th

the organs of speech the elements of Voice,

language. Correct art iculat ion is thep e r -
fect ut terance o f the elements of vocal lan-

|

|

|
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guage. W e invar iab ly recogni

cated, cul tured person by his

tion, enunciation, pur i t y ,

and modulat ion of voice i n speech or song,

Before we sing songs w i t h words wem u s t

master enunciat ion art iculat ion. In sing.
ing one has to exaggerate enunciation, W e

must speak every syllable w i th the utmost

clearness, distinctness, in tend that every
element of the word shall be heard as far

as the tone. I n dai ly conversation we

should make i t a point to speak every word
dist inct ly. H o w often do we hear the re-

mark a f te r a concert, ? I t was fine. I could

hear every word.?? B u t of another singer,
??T suppose she sings well, but I could not

hear a word she said.?? The voice may be
infer ior, yet i f the words are wel l articu-

lated, wi th expression, the singing is more
satisfactory than a fine voice, wi th bad

enunciation, To make every word o f a

song heard will cover o mul t i tude of faults.
Take sentences in your dai ly conversation

and t ry to improve upon them; give atten-

ze an edy.

pronounc ia .

p o w e r ,f l e x i b i l i t y

G n
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i j imes ; see
+ to the speak ing voice a t ? a

ee distinct, musical , mel low, sweet, ?
how " can make i t . E n t e r in to my

essinga e . s e n t i m e n t o f the words. . is

spt m e L i f o can give no greater charm . an
s a i d an voice w i t h the sentiments i 3s

n e o l e . of expressing. ?¢ Corde l ia S e

a r m i n g , sweet, gentle, and. low. °

vas " voice of every woman w h o has t e

w i l l ° ive i t a h a l f hour?s at ten t iond a i l y .

W i t h o u t good ar t i cu la t ion i t is impossib?

to be a correct singer. T h e pupi l shou a

the very beg inn ing o f i s i n e Boa n e
ri ises cale é

on t h e * e e l e s i n v o l v e d i n a r t i c u l a t i o n to

render them obedient to hisw i l l .

The best means f o r doing th is is to oxen
cise the voice on the elements o f spee

separately and in combination. o u

Take f i rst the vowels, 4 , Z, I , 0, c

Relax the jaw, tongue and pronounce "
i j er ; le t eac

E, I , O, U im the easiest mann ; a e
vowel fa l l into i ts own placew i t h o u t eff *
Now repeat 4 slowly many t imes; see j u
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the f o r m is takes in the mouth, j us t th
sensation i t produces; le t i t i m p r e s s the

mind so that the moment you w i s h te

you can feel j us t how i t is placed, i t sf o r m ,

and sensation of the v ib ra t i on on the hard

palate just above the f r o n t upper teeth ang

al l around them. N o w take E the samea n d

m a r k every par t icu lar , then I , O, U. W i t h -

out any force let them place themselves t i l l
you can explain every sensation.

Then take the fo l low ing vowel sounds:

A a s i n a t , A a s i n a h , A a s i n a l l , H a s

i n e t , ZJ,as in i t , O a s i n o o , O as in up
O a s i n o w . Relax the j a w s o i t w i l l be free

to move in any direct ion upon the slightest

impulse of the vowel sounds. A f t e r you
have mastered the vowel sounds you can

take the whole alphabet w i t h vowels and

consonants. Take f i r s t a b c d , e f g , h i j k ,

l I m n o p , q r s t , u v w ,x y z , a n da h , a,e.

Exaggerate distinctness, p u r i t y , clearness..

Now raise the chest and lock i t , u p and

forward, good breath; repeat the alphabet
every t imeal i t t l e louder and more dist inct

HOW TO TUNE A VOICE 115

not w i t h the th roa t , bu t by breath pressure.

Now you can chant the whole alphabet, a

p e d o n d o , e f g o n r a , h i j k o n m e ,

1m n o p o nf a , q r s t o n s o l , w v w o n

la, w y Zon Se, and ah ae on do.

I n tun ing o r placing a voice, there are

not so many things to learn, but a few

things tha t mus t be completely mastered.

Lampe r t i knew th is fac t well. He would

keep his pup i ls on a few pages o f tone work
f o r months and w i t h such pupi ls as Sem-

brich, Albani , Nordica. The more talent
and ab i l i t y a pup i l had the more severe and

impat ient was he to p r i ng i t out. As I h a v e

said many t imes before, per fec t breath con-

tro l ig o f the f i rs t importance. Most stu-

dents are to ld what breath control means,

but few real ize the depth of i t s meaning.

They have a f a i n t conception o f i t s import-

ance. M a n y a student has begun correctly,

but before he has the r i g h t habit confirmed

he takes up another branch of the art, which

absorbs his whole at tent ion and before he

is aware of i t he has fal len back into the
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old habit. Then ?he

can, but as he is al

thing afteranother
f i rmly fixed, he s0

muddle. Perhaps b

tries to do

p w e d to take ast he

efore he has ong the °

on finds himselg ; ing

Several songs. H Y this time he has tak :

i ly or to his satiet, does not sing them eas,

to the con ; ah sfaction and he soon ane
voice, T e . usion that he really hae

but now b e n t he had some sweet n tee
i a 1e has lost them. So he gi i

pair of ever beinganything of na i e
sing.er, unt i l i

. ' he gets a newi n s p i r a t i o0 another m. him great
aster, who gives him

a n d t e e a e sees j u s t w h a t the teoublei

breath tome b e g i n a l l over again wi th
m e i n e ° . B u t l ike the former teacher

to h n . u r r yh i s pup i l on, allows him

i ched ens . second step be fo re he has f in-
rs t . H e m a Y go to many t

er .°w e a p o n t the same exper ience a n d o e

. l a s t he decides to go to L a m p e r t i
L a m i i
l e n g e t h keeps h im on the f i r s t essent ia l

an his o t h e r master has taken
hi

im through a whole course, He may ob

17
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p u t i t is o f no use.

l i ke a vise t i l l he has

d thef i r s t essential, s° tha t he never
1 back. N o w he is r e a d y t o go on

pranch, pu t i t mus t be j u s t as

t i l he has mastered eve ry con-
o n g ? v o c a l requ i re -

g wel l . T h i s w a s L a m -

student?s f i rs t teacher

u n d e r s t o o d jus t as wel l w h a t was

required and jus t as competent i n k n o w l -

edge as to what was necessary, bu t L a m -

pert i not on ly taugh t h im w h a t to do, bu t
¢ then and there. H i s m o t t o

made h im do i
was, ??Do i t now.?? W e have been so l ong

taught that i t takes a long t ime to evolve a

singing voice. So i t does take a long t ime to
learn every th ing connected w i t h song, bu t

we must learn to tune the voice. F i r s t make

a beaut i fu l ins t rument before we commence
to sing. W e must remember the mind, the

intelligence, the soul is the singer, and the

vocal apparatus is the ins t rumen t to be

played upon. So we mus t get the ins t ru -

H

a n d f u m e ,

perti?s secret. The

may have
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ment in the best possible condi t ion to qo

the w i l l o f the soul, the per fo rmer . W e

must learn how to study to the best aq.

vantage (economize our f o r c e s ? p o w e r ) ,

I f we pass one essential before completely

f ix ing it, we may displace i t wh i le t r y i n g to

do something else, and as habi t is fo rmed by
_ repeated ef fo r t we may f o r m a wrong habit

faster than the correct one. W h i l e we are

doing one th ing we are undo ing another.

This is why so many fa i l i n results. One

says: I practice, but I do not seem to ad-

vance. I t is not so much pract ice but r i gh t

study thought that counts.
I f you are r igh t you advance w i t h every

step. You see, voice depends upon condi-

tion, control, adjustment of al l the vocal

apparatus according to acoustic law. One

weak place is l ike one weak l ink in the

chain; i t unbalances the whole. I n tun ing
the voice there are not so many things to

do, but some things that must be mastered

before we can proceed. L i k e every th ing

in nature i t is the l i t t le th ings tha t count.
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Tt i s the l i t t le th ings that make the great

things. I t is the l i t t le overtones combined

tha t makes the grand tone. Every tone

that is per fec t l y placed and developed is a

j o y forever.
W e w u s t w o r k w i th close persistent con-

centrated, unt i r ing , unremit t ing, plodding

perseverance. W i t h a definite aim in view,
w i t h the never-give-up spir i t , accomplish-

ing something every hour. Study your abil-

i ty , then w i t h concentrated application, un-
d iv ided attent ion, w i l l power, exercised in

the r i g h t direct ion, f ind out definitely what

you w a n t to do; w h a t you ought to do; then

say to y o u r self, do i t now, and never stop
t i l l i t is done. Take the hardest par t first

and master i t . Then al l w i l l seem easy.

Never look back, never retreat. Determina-

tion, p r o m p t courage, fa i th, confidence in

you r own abi l i ty . Appl icat ion is the secret
of al l success. I t is not so much the exer-

cise tha t you sing, but the way in which

you study them tha t counts. Among the

f i rs t th ings you do, learn the notes by name
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and place them by tone. The¢ I ta l i
of reading the notes is to Pp. ?do w h el ace g
on C, a n d to use the so l f egg i 0 w a y s

1 0 s inste
t e r s : do, re, me, fa, sol, la, se, do ? e t
0 on the f i rs t added line below the t f

then never change t ei t . I f you once ia et
f ixed i n the mind you have i ta l w a y s A

good mathemat ic ian m a y use them o v a b
do,b u t many students never learn t o r

musicw e l l because o f changing the keynot

I t is j u s t as easy and correct to say the

key, o f ray, as the key o f do. L e a r n thor.

ough ly the chromat ic scale, and you have
a l l the notes there are, and you can learn

them in an evening i f yon w i l l .

Do, de, ra, re, mi, fa, fe, sol, sel, la, le, se
do. Then read them backwards. _

N ow take every semitone, going back to

do every time before each tone: do, de;
do ra;_ do, re; do, me; do, f a ; do,

f e ; do, sol; do, sel; do, la ; do l e ;
do, se; do, do. a

Read th is over eve ry day i n the mind

w i thou t the ins t rument , t i l l you are as fa-
¢

le

a d
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mi l i a r w i t h them as w i t h the a l p h a b e t .

A l l notes above and below one octave 1s a

repetit ion o f the same notes so there are
not many to learn, bu t these must be com-

?mitted to memory. Then associate these

w i th the t o n e ? l e a r n to read them at sight,

and i t w i l l make study a pleasure f r o m the

beginning, and save a w o r l d of dif f iculty,
embarrassment, stumbl ing, repet i t ion and

dissat is fac t ion.
Now take r a and al l the h a l f tones; re tu rn

to ra before each semitone; then to me;
then to fa ; then to sol; then to la, le ; then

to se do, ete.
Some have good upper notes, but weak

middle tones or weak lower notes. The d i f -

ference depends great ly upon consti tu-

t ional idiosyncracies. There is a physio-
logical reason w h y one hasa bass, baritone,

tenor, contra l to o r soprano. E v e r y one has
a certain basal note i n which i t is easier f o r

h im to sing or speak, ye t this is modif ied

great ly by habit , exercise, approximat ion,
adjustment of the vocal apparatus. A lso
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the dev ia t ion , d i r e c t i o n , q u a n t i t y o f the
a i r p ressu re as i t reaches the m o u t h .

I f the breath pressure is wel l control led
and directed, wel l forward, j us t above the

upper f r o n t teeth, w i th the f o r m o f the

pharynx produced by the words ya, ye, w i th

the nostr i ls well expanded, i t is them o s t
favorable posi t ion f o r the product ion of
the head tone. I t must not be pressed or

squeezed, but be allowed to find i t s own

place and drop into it. I f you desire to

improve you r head tones leave al f else

t i l l you accomplish that. The di l igent,

gentle practice o f the two syllables ya, ye
w i l l reward you well. I f they become mo-

notonous, you can change to yah, ya , ye, y i ,
Yo, you.

Then ya, yet, yah, yaw, ye, yet, y i t , Yi, yo,
you, yough, yow.

I f one has weak middle notes the breath
. pressure must be well control led and di-

rected as f o r head notes, f a r f r o n t on h a r d

palate, above upper teeth, on the words

yale, yal, yall, yoll, Wi th wide open mouth,

a C G e e
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throat, windpipe (trachea), chest raised
and stationary. To think and feel like

laughing not onlygives favorable form but
like all emotion, gives color to tone. I f
the middle tones are weak, leave all others
t i l l they are made equal.

T o improve the lower notes, open the

whole vocal apparatus, drop the chin with-

out f o r ce or r ig id i t y , t i l l you feel as i f the

meatus o f the ear was expanded. I f you

feel a sensation o f enlargement in the ear

cavity, encourage it. I t w i l l give breadth

to the tone. Imag ine you cannot keep from

laughing. Remember laughter is a crea-

t i ve element, and the more laughter you

pu t in to y o u r exercises, the more broad,

deep and musical w i l l be the tone.

T a k e f i rs t the word ha, ha, ha, ha; he,

he, he, s l i gh t l y aspirate, once through,

enough to make a well defined laugh.

Then take the word loud, opening the

t h r o a t i n al l d i rect ions as wide as possible

w i t h o u t force or r ig id i ty , as i f you were

j u s t l e t t i ng i t drop.
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Take the twelve vowel sound
yale, yal, yo l , yo l l yele y e l l

yole, yule, yu l , youwl .

open every corner o f the
and la rynx .

) n o w take the word low
» 4, t, and let i t reso

head cavities ; thenc l t o r n a t e a e a l a e

fone. Th is w i l l g ive great resonance pel
ty to the tone: B e l l - l - m - n i n slow

long drawn out. o o Sow

2 aS f o l l o w s .
? y i l e a e» y u ,

T h e s e € X e r c i g a s

m o u t h , P h a r y n y

l» Ow, low, low;

FALSETTO TONES, OR HEAD TONE
T h e so called falsetto tones,i n t h e mal

voice, are s imply undeveloped head tone :

and may be converted in to pure tenor w i th

r i g h t unders tand ing and practice. T h
are s imply undeveloped tenor n o t e s bu t

t h r o u g h neglect have become almost ox

t inct. The so-called falsetto voice is sim-

ply a wrong l y directed a i r blast w i th too

forcefu l pressure upon one point o f focus.
The th inner the tone the more i t must be

coaxed to the f r o n t of the hard palate, bu t
al lowed to find i ts own point. No two tones
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a n d a n y h o l d i n g

rom f i nd ing the i r

cor-

e x a c t l y a l i k e

r e v e n t s t h e m f

N o one can m a k e a i
e, b e f o r e h e c a n m a k e a SO

rest sont ho Resoke is a grand example of

crust may be accomplished b y developing

o-called fa lset to tones.
d e v e l o p i n g t h e m o n the

r e t o o w e a k a n d so f t . B u t

r f e c t l y p l a c e d t h e y m a y

th, resonance a n d

a r e focused

o r f o r c i n g p

own r i g h t p l a c e .

the 8

Many object to

g round tha t they a

after they are pe
pe developed in streng
peauty, the same as any other weak notes.

There are many fine tenor voices sacri-

ficed f r o m the pers is tent use o f m ixed and

forced tones, instead o f developing those

pure head notes to t h e i r fu l l es t capacity.
Tf men would develop al l t he i r notes and

place them as na tu re designed them, there
would be no awkward breaks in the voice

in going h igher than? E, F , and G@ o f the
scale. There are thousands who could have.

fine tenor voices i f they were not n ipped i n

the bud by wrong use, forced and held.

M y reason f o r speaking so many t imes o f
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Lamper t i is f o r his example ; not that he

taught anyth ing more than many other eg.

pable, correct teachers. Perhaps, his dis.

cipline was greater. H e not on ly taught,

but he saw tha t his pup i l d id w h a t he

taught. Then I have heard so many sing-
ers say: ??Oh, i f I could have studied wi th

Lamper t i , I m igh t have accomplished some-
thing. I would do any th ing to s ing wel l .?

Ye t they have no t the patience to f inisht h e
f i rst requirement.

I w i l l give you a v e r y short h i s t o r y of

Lamper t i in h is studio. Perhaps i t w i l l be

an inspirat ion to more thorough endeavor.

Lamper t i was par t ia l to Amer ican

singers. He said they had musical in te l l i -

gence, comprehension. H e was very fond

of Campinini, Sembrich, Albani , which he

showed by being very severe and sarcastic.

The more possibi l i t ies he saw in a voice the

more impat ient was he to b r i ng i t out. He

would never give his pup i ls less than three

lessons a week, though many took da i l y
lessons. E v e r y note, word, inflection, tone,
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would be repeated over and over again. A

single phrase repeated f i f t y times over i f

necessary t i l l i t was wel l n igh perfect,

Noth ing shor t o f perfect ion would he ex-

cuse. H i s idea of musical ar t was most

exalted as Miss B e r g said: ??The public

was much easier to please than Lamperti.??

Francisco L a m p e r t i was born in 1813, at

Savona, on the I ta l i an Reviera, on the Medi-

terranean. H i s fa ther was a lawyer, his

mother a p r i m a donna, wel l known in her

day.

The f a t h e r died when Francisco was an

in fant . F r o m his babyhood he evinced a

passion f o r music and great musical apti-
tude. H i s in te l l igent mother quickly recog-

nized tha t th is t ra i t , a heritage from her -
self, could no t be suppressed and thought i t

wise to encourage and develop it. He was

bare ly six years old, when he commenced

study under the talented maestro, Pietro
Rizzi. D u r i n g the f i rst year he made such

r ap id progress, h is mother decided to send

|

|
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h im to M i l a n where he perfect

maestros Sommarvga and Ray.

Such teachers as these represent thog

t rad i t ions o f piano teaching which rendered

the conservatory o f M i l a n so w o r l d famous

A t th i r teen Francisco L a m p e r t i Was al.

ready considered an i n f a n t p r o d i g y ; at six.

teen he played the organ in the Lod i Ca.

thedral. H i s marvelous teaching talents

showed themselves when he accompanied
on the piano the d i l i t t an t singers o f F i l o .

dramic theatre and in 1842, when the

names of his pup i ls resounded throughout

the theatres of Europe and made Lamper t i

famous by the i r successes and tr iumphs,
The i r master was st i l l so young and yet so

competent. Among these pupi ls were Sofia

Sorve, de la Grange, Obermayer, C ruve l l i ,

Grau, Branchi l la, Hays Perel l i , Prospero
Derivio, M i ra to and Didot . B a r i l l a and

Signor i ta P a t t i B a r i l l a (parents o f Adel ine

Pat t i ) . I n 1846 Lampe r t i entered the con-

servatory of M i l a n as professor o f sing-

ed under

ing and remained twenty-seven years,

BOW TO TUNE A VOICE 129

he sent for th other vocal celebreties,
3 Tiberni, Angelica Moro, Paganini,

. 'a Luciani, Alba, Vicini, Storika,
rae Dovgel Galli, Rissarelli, Angeleri,
F lom albani Campinini, Sembrich, Green-

V i s i t e anzant, L i l l i Berg, Countess Ro-

woot, ki and a host of others, who li teral ly

es throughout the Continent,
in the New World, enchanting

their hearers with that good old Ital ian

method of singing.

RECAPITULATION.

Voice then resolves i t se l f into three great

fundamental p r inc ip les : Brea th control,

adjustment, ar t icu lat ion. ?

Every teacher and student interested in

vocal a r t agree upon th is point. O u r ob-

ject, then, is to gain the shortest, easiest,

most helpfu l and heal th fu l method o f ob-

taining desired results.

I f I speak with positiveness, i t is not
from egotism, but from experience, having

lost and regained a voice more than once,

where

such @

monas ;

sang his prais
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in fo l lowing the methods o f d i f fe ren t maa
ters.

I g i ve here the v e r y bes t a n d s implest

exercises w h i c h I h a v e n e v e r k n o w n to f a i l

i n resu l t s i f p r a c t i c e d d a i l y , c a r e f u l l y ang
consc ient ious ly .

To educate the chest muscles, t o raise the

chest, lungs, and keep them raised f o r any
desired length o f time, raise the arms even

w i th the shoulders, palms down. Outl ine
as slowly and reposefu l ly as possible three

large circles w i th the hands; then re lax ang
let the hand drop a t the side.

Repeat w i th the arms as f a r back as

possible. Take a moderate breath, raise

chest, make i t stat ionary, up, ou t ; then

make three large, slow sweeps w i t h the

arms, wi thout mov ing the chest. Then re-
lax arms and drop at side.

Take a f resh breath; repeat three times

as before, on ly tense the arms t i l l t hey are

rigid. Again. Repeat as before, chest up,
' arms rigid; at the same time relax neck,
Jaw, tongue, three times and relax arms
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a t side. N o t an easy th ing to do, but most

impor tant . A g a i n breathe, raise chest

easily. Make three large sweeps wi th the

arms f a r back, w i thou t tension. A t the end

of the t h i r d sweep, clasp the fingers of each

hand against the spine just below the waist-

line, and press down as f a r as possible wi th

muscles o f the arms as tense and r ig id as

i ron, wh i le you count ten. You wi l l see

th is movement tenses, stretches, exercises

every muscles invo lved in voice production.

These exercises are fa t igu ing and the mo-

ment they produce a sensation of weak-

ness or t remor , stop and rest; then make

them l igh te r .

T h e y w i l l soon strengthen the chest mus-

cles and the whole viscera, without using

the voice. W h i l e suf fer ing from cold, sore-

throat , indigest ion, these exercises may be

pract iced w i t h great benefit.

. FOR RESONANCE.

F o r resonance, imitate a deep, rich,

s o n o r o u s b e l l .
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T a k e a f u l l b r e a t h , c h e s t f i r m j a w
> r e .laxed; str ike w i th some for.

f u l l the word bell, wel l d r a w n e a t

s low?Bel l -m-n- ing. Make each le t ter m e

n, i n g ? v e r y dist inct, l e t t i ng i t resound 3,

all the cavit ies o f the head and in the a

onant chambers under the cheek h o n e .

called the ant rums o f H i g h m o r e ? w h a t i .

French call ??dans la mask.?? Occasion l i p
pu t the f inger on the tragus, the t i p in fre ?

o f the ear, press l i g h t l y to show you hone

much you can improve the resonance fon

the tone you have here, is possible to br in .

into the voice. Sound the w o r d when, °

To cul t ivate and strengthen the high
notes move the jaw, not the head, f o r w a r d .

then f a r back against the spine. R e p e a t

ten times, several t imes da i l y . N o w drop
the head fo rward , then f a r back a t the

same t ime let the j a w h a n g l a x ? l o o s e ? a t

its socket. These exercises w i l l s t rengthen
the muscles tha t tense the vocal cords, giv-

ing them more r a p i d v i b r a t i o n j conse-
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quently, h igher tone. T h e y mus t be done

regular ly every day, bu t no t overdone.
Take the words : Too, you ; who, coo, 00,

S i n g t h e m v e r y l i g h t l y on do, t h i r d
etc . ;

space ; speaking these words d is t inc t l y
makes the f o r m in the p h a r y n x and mouth

f a v o r a b l e to head tone . T h e y m u s t n o t be

pressed o r p u s h e d , b u t a l l o w e d to f a l l i n

the place d e s i g n e d b y n a t u r e .

Then take the w o r d s : yale, yele; yale,

yele; yale yele, ye ; yale, yele; .yale,

yele; yale, yele, ye, as f a r down the scale as
sol, G, second line. Then sound them dis-

t inetly, bu t soft ly, u p as f a r as you can w i t h

perfect ease. I f t he last note is no t qui te

clear and sat is factory, don?t force it. J u s t

leave it. .Make al l below i t per fect , and i t

w i l l soon come i tse l f w i t hou t practice.

To overcome harsh, st r ident , gu t te ra l

tone, open wide the pharynx , l a r ynx and

nasal and cavit ies. These are caused b y

r ig id, squeezed, pinched, forced or stra ined

muscles, or closed cavities. The remedy is

to l imber the jaw, tongue, l a r y n x and t h r o a t
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muscles, close the teeth, pu t tension in the

lower jaw, press out the muscles in the
back p a r t o f cheeks sideways.

raise and expand the muscles tha

the l a r ynx and send the la r ynx

forward. Make the muscles tense, t

a l ternate tent imes , mov ing and expanding

the muscles attached to the la rynx . This

exercise is also o f great benefit i n strength.
ening all the vocalmusc les ,

To l imber the jaw, close the lips and move

the lower j a w fo rwa rd and back ten times.

To gain control over the action o f the

jaw relax i t . Take a g00d breath, raise the

chest, hold i t f i rm; at the same t ime relax

the jaw completely, ten times. Have a sys-

tem about pract ic ing the exercises. Div ide
them so as not to over-do at one t ime; slow
and regular, da i lypract ice.

T h e r e a r e d i f f e r e n t muscles i n v o l v e d i n

the use o f the l a r y n x , j a w , tongue. T h e

pos te r i o r e r i coa ry teno id , the l a t e r a l c r i c o -

arytenoid, the thyro and the internal thyro-
arytenoid.

This wil !

t support

back and

hen relax

t
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y singing is a muscular art8a
w e mast use the r igh t a s e e e

and cles reaching u p to the sk o a
are e s e late and reaching down to

f t pa. a l cordsof the 80 . tehes the voce
which strete .

c o l l a r oon one they are stretched the higher
and e e Thi Jains why, as we ad-

n e v i n g vars and t h e voice and chest mus

vee t won e lax, lose, flabby, the voice =

n e a sower i n p i t c h . W e leave o f f om

e e af te r another t i l l the voice sup

e a t by special cul ture of the voice

O t they ean be strengthened t o a e r e :

e b a l i t t le dai ly practice. A weal

rable, h i voice may come f rom ignor n e

fe se of the muscles governing the
or ath wressure, or by throwing tne one

e t t t r w a r d away from the har msm
a e h e _ support, resonance and po *

Y n yeome f r o m wrong focus of breaf ;

eure, W ong adjustment of formspace.
Dome h e e i ood voices, wel l placed na ;

S e a e i s e benevolent e e e
a n y v e n everyone the power of unfolding

as
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them and themselves fo

f i e s f r o m wi th in . W e h a v e t e e r l

" rose ane is to call out and d i n e s t i es
chose. We do no t succeed by d me hee

e e but byu n f o l d i n g u b , hes.
e fo l low ing simple exerci j

r a m e perseverance: S t a n d c r t

e a t R e e back as f a r asPossible, K e n

t i m e w a a n d lower chin and head ten

c a n n e a t changing. Ereet r i g i d posi.

boa t n e e 2 Spine. Now relax neck, and

n e e von t a n d f a r back ten times;

i r s T e t e to side, f i rst r igid, thenr e .

and i n e €r commence w i th ten times
and i n ee a t e r . Now ro l l the heada l l

f r e t n i g ? oulders and back five times
v s t i ' se f rom r igh t to left :

f i rs t ; don?t overdo i t , n d o u he .
ur-

s e n t ways i f kept up ?sity. voice in d i t
inging out of tune ma: be i

eae aarefel , persistont, attentive w i l vend

ation. In giv ing expression al l man.

\ H O W TO T U N E A VOICE 137

nerisms, sent imenta l i ty , affectations must

pe ca re fu l l y avoided. Just pure tonal

speech. S tudy regu lar ly every day at least
¢wo hours altogether. Div ide the sessions

in to h a l f hours or twenty minutes each,

leaving as much t ime between intervals.

A l w a y s pract ice careful ly, delicately, never

overtax. Bet te r study less and often, but

i f one sings wi thout force or strain, which

should never be allowed, he w i l l not strain
_ t h e vo i ce m o r e i n s i n g i n g t h a n i n speaking.

W h e n y o u stop s i n g i n g res t the vo ice : don?t

continue talking. I t is j us t as detrimental

to the voice to ta lk when fat igued as to sing. ©

T f y o u h a v e a cold le t the voice res t ; don?t

c o u g h ; s top the cough as soon as possible.

T h e cough a g g r a v a t e s a n d i r r i t a tes , s t ra i ns

a n d i n j u r e s the vocal cords more than

s i n g i n g can p o s s i b l y do. A smal l b ronch ia l

d rouche w i l l t e m p o r a r i l y s top the i r r i t a -

t i on , b u t to soak the fee t i n ho t w a t e r f o r

t w e n t y m i n u t e s w i l l d r a w the congest ion

d o w n f r o m the t h r o a t t o the feet, then r u b

t h e m over qu i ck l y w i t h a towel w e t i n cold
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water and d r y quick ly . N o t h i n g helps me

sooner than boneset tea. I t is ve ry bit ter

and is not at all p leasant to take, bu t i t does

the w o r k o f opening the pores quickly, and

is a splendid tonic. I t can be made into a

syrup by add ing sugar or a molasses candy,
When the cold begins to subside, then is

the time to be careful wh i le the pores are

open. F o r a cold in the head, take a cup
fu l l o f boi l ing water, w i th a dash o f cayenne

pepper (Capsicum), w i th p len ty o f cream

and sugar; take l i t t l e sips often.

Here is L i l l i Lehmann?s cure f o r cold

in the head, catar rh and hoarseness:

? P o u r boil ing hot water into a saucer

and Jet a large sponge suck i t a l l up. Then

squeeze i t f i rm ly out again. Ho ld the

sponge to the nose and mouth. I sing my

exercise, the great scale, passages, ete.,
and all the vowels into i t and so force the

hot steam to act upon the lungs, bronchial

tubes, mucous membranes, whi le I am

breathing in and out through the sponge.

A f t e r this has been kept up for ten or f i f -
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teen minutes, wash the face in cold water.

T h i s can be repeated several times a day.

A f t e r breath ing in the wa rm steam do not

g o o u t i m m e d i a t e l y in to the cold air.??

FOOD A N D D R I N K .

Never overload the stomach. I fw e do

the energy tha t should be stored up int h e

system f o r strengthening the body, a a y
voice ( f o r voice is really reserved ener :

is spent inm a n a g i n g the surplus foot w i
ean on ly absorb a certain amount of fo ?.

depending upon conditions of the n e r v e o t
the stomach, as well as upon t h e con i t i

o f the nerves of nutr i t ion, absorption on

assimilation. A i l over that acts as a oes

and burden and takes avast amount o

t a l energy to dispose of it. Ea t plam

vestible, nour ishing food. Be tempera? ?
a l l things. Leave out sugar and _
?candy. Ea t f ru i t , vegetables,n u t s , i f ey
agree w i th you. Avo id acid, pickles, m

tard, tea, coffee,
form. There is no DU

alcohol, wines i n every
t r i t i o n i n them and
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they only tempora r i l l

duce reaction. F o r ¢

there is no bet ter dr

ale, and p len ty o f i t ,

y st imulate ang pro-

he benefit o f the Voice

i n k than pure Adam?,

T H R O A T T R O U B L E .

Many students have some kind of throat

trouble. A l l sore throats, congestions, in.
f l ammat ions , nodules, excres

cences, abnor-
ma l growths have thei r cause. The cause

may be remote f r o m its expression. They

may arise f r o m inharmony or lesions i n
the nervous system. They may be the re.

sult o f er ror i n d i e t , indigestion, too much

acid i n the blood, or too much sugar, sweets,
nondigested and unassimilated food. These
w i t h a local cause?the least rest

pressure, rasping or Squeezing?may be
sufficient f o r the immediate effect. I t is

astonishing what a l i t t le pressure in any
one place wi l l upset or i r r i t a te the throat,

A l i t t le care about the diet and great care

about the way in which you hold the throat

muscles, the jaw and tongue?abso lu te ly

r i c t i o n o r
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f r e e ? a n d these troubles would soon sub-r e e ?

s i d e . EXERCISE.

There are few exercises that can take the

lace o f the da i l y outdoorw a l k , b u t for
O t days, and between study sessions, ten

vnimates spent in the t readmi l l exercise,
s m i t a t i n g the walk, the run, swinging t e

a r m s u p and f a r back in all directions is a
a ?7. y.i few fami l ia r exood substitute. A

wreises to give agi l i ty, strength,a n t grace
nee with the ,

?to the whole body, comme . fo
d and straighten a

ankles, knees, ben 2 nips
joints in li darms. B e n d a i
jo in ts i n limbs an t e ni

t h hands, bed touch the floor w i
ankles and knees, le t the body down as far

ible, ten times.
S e d firm on feet and turn chest hat |

ay round and back, ten times,f i r s t to e e
t h e n to left. These few exercises em °°7

al l the principals necessary for on Por
se. T h o s e w h o p r e f e r m o r e e labor : ie

o n d v a r i e d p r a c t i c e , a r e r e f e r r e d t o o w new

b o o k ? H o w t o M a k e t h e M o s t o }

>

S e 2 ?
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HOW TO LEARN A Song.

Si t down b y the w indow and read over

the words care fu l l y ; get the style, the sen.

t iment ; t r y to get the author?s idea. Then

take each sentence, phrase Separately, an.

alyze i t , commit the words perfect ly , make

each sentence and phrase a piece o f elocy.

tion. Go th rough all the expression that

you would in a rec i ta t ion; per fect each

phrase before tak ing the next ; repeat f i f t y
times i f necessary; enter into the Spir i t of

the words, the mood; impersonate every
sentiment w i t h appropr ia te expression,

Now take the music; count and Measure the

time, the phrase, impress the mind w i th

every pa r t i cu l a r ; then care fu l l y read the

notes by name, t i l l you can read them as

fast as you could p r i n t . Then sing the

music through so f t l y on the word too, or
E . The word, too, w i l l never st ra in or

tax the voice. I f you f ind one place more

diff icult than another, take tha t phrase and

master i t before going on; otherwise, you
w i l l stumble over i t again and again which

: a 4
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w i l l p reven t you doing i t smoothlya n d a
ts the at ten t ion f rom the expression ani

e r u p t s the whole study. When, i f y o u

vnaster every th ing as you go, you w i l l

a much t ime and energy, and makei t a

c o n s t a n t sat isfact ion. I f you have a t r i l l ,

horn o r grace note, finish them nowa n

forever. Tf you have not all ready, you wi ;

f o r m the habi t of mastering difficulties

ce. Y o u wi l l be surprised how sooni t

v i l l be a pleasure to accomplsi s t e n t ;

then s tudy w i l l notb e a task bu a h t
singer in our generation

a n t e r s t i o d a l l these facts more thoroughly

than has our own peerlessPatt i . She wae

taught all these essentials m a e o n

childhood by her mother, whow a t a

She was never allowed to o n e a a n of
She was a musical manifesta

o n ang correctly from her
expression. She s

i rd only correct
earl iest childhood. Shehea: soe e e bom

H e r cradle

f the highest

singing f rom her infancy.
?in a musical atmosphere.

songs -were opera t ic airs ¢
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order. She was taught the precaut ions eg.

sential t o a singer, and P a t t i had the d e

cision and firmness to p ro f i t by all the

knowledge she gained f r o m her mother. She

understood before she began her career
what most ar t is ts learn b

y sad experience,
when i t is too late to r i gh t the wrong. P a t t i

understood tha t over-taxation, fat igue, loss

of sleep, indigestion, excitement, anger,

temper, nervous excitement, al l d i ss ipa te

v i ta l energy and disarrange the Nervous
system, and she had the good sense to do

what ever wou ld preserve her voice. She

W o u l d never sing, n igh t a f t e r night, in

opera as many singers do, t i l l the voice is
impaired.

I t is only when the voice begins to show

signs o f decline tha t many singers th ink of

tak ing proper care of it. Patt i?s sister,
Carlotta, who was m y teacher in 1884, had

a fine voice and gave ear ly promise o f a

br i l l ian t career. B u t the mis for tune of

her lameness and her othérwise checkered
li fe, caused her decline in health and nerve
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Jance; c o n s e q u e n t l y , dec l ine o f the voice.
m t i s i m p o s s i b l e t o o v e r es t imate the

l u e o f h e a l t h a n d repose i n thep r e s e r v a -
h o n o f t h e vo ice . H e r e is a sho r t h i s t o r y o f

P a t t i ' s b i r t h a n d e a r l y l i f e , g i v e n by h e r -

gelf, w h i c h m a y p r o v e to be an i n s p i r a t i o n
?

t h e r s :
? o n t h e y e a r o f 1843 m y p a r e n t s , the

I t a l i a n o p e r a s ingers , S i g n o r a n dS i g n o r

P a t t i B a r i l l i , came to M a d r i d * o e 0
i . My motherve a ser ies o f per formances.

e h o h a d r e t a i n e d the n a m e o f h e r f i r s t u s
i l i t i ve o f Rome, and ( B a r i l l i ) , was an a l :

counted a m o n g the best s ingers o f her t ime.

O n t h e 18 th d a y o f F e b r u a r y , 1848, t Y

b o t h m a d e t h e i r debute i n theo p e r a a
i idered one 0rma , w h i c h w a s consi

moat b r i l l i a n t pe r f o rmances . m ym o t e r

t u r n e d fromThey h a d scarce ly r e

a i r e t o the hotel, w h e n m y m o t h e r ,S i g n o

P a t t i B a r i l l a , w h i s p e r e d in to the e r e

h e r o v e r j o y e d husband : ?I am a m me

w h i c h on ly a f e w hours before w a s .
l as t con fess ion o f N o r m a to h e r father.
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The child that the f irst morning ray of
19th of February greeted, was I , ? a
Patti. ??Three weeks later my a one

travelled with my sister, Amelia Carton
brother Carl and myself, back to Tt 2

where we lived for three years. My fathe.

men ra t my two sisters into an institution

im A a n a n d went with my mother, Carl
and? i elf, to New York, where I remained

a a y p o e n t h year. The cares con-
r e a d m a large family compelled my

carl 0 avail himself of my talents very

° w e a r m my seventh to my tenth year
t a t e w i th my parents through the

a e e veing i n m o s t of the large cities,

marr ied may s i s t e r ? n e n a r e s
wountey, a ,» Amelia, came to this
s t e r r e g a e mF v i

Patti became famil iar w i
ppe ras b y c o n s t a n t l y h e a r i n g t h e n t e

e e j o n a n d a t the age o f seven she

la.?? wi g al l the a i r e s i n ??La Somnambu-
a,?? w i t h o u t m i s s i n g a note. B u t u n d e r
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the management o f that grand master,

Mor i ce Strakosch, Pat t i owes much of her

la te r success. F o r as long as he l ived he

kep t a constant watch over her voice and

a f t e r a performance would dr i l l her f o r

hours upon the very p a r t in which she had

entranced her audiences and i t was a double
- mis fo r tune to her when he passed away.

CORRECT P O S I T I O N .

Next to correct breathing, position plays
a most impor tant p a r t in voice. I n fact,

w i t hou t correct position, i t is impossible to

breathe correctly. Position and breath is

the foundation of voice, as well as the foun-

dat ion of health and vigor. Let anyone in
a normal condition cramp the chest and

curve the spine into a stooping position for

ten minutes and feel the unpleasant sensa-

t i o n . -
The vertebra supports the spinal nerves,

and any stooping and leaning puts them out

of approximation a n d causes them to
cramp or pinch the nerves of the spine,



which may produce any v a r i e t y o f y,

aut symptoms, even in a remote

body; and, also prevent the n

o f the electric nerve energy through the

nerves required to nour ish and suppor t the
di f ferent organs o f the body. N o t on ly are

the nerves affected but al l the organs o f

the body; consequently, the Strength of

mind. Le t any one who is incl ined ton e r -

vousness, exci tabi l i ty , indigest ion, cons t i -
pation, round shoulders, stooping and hol-

low chest, weak lungs, bronchit is, com.

mence a systematic course i n correct

?breathing, in posi t ion: head and Spine
erect, shoulders back, chest up and out, con-

t ro l l ing the breath in song and Speech, he

can in a few months t rans form himsel f

O p l e a s .

b a r t o f t h e

a t u r a l f l o w

manding figure, w i th rosy cheeks a n d
blooming health, -

This exercise, pract iced dai ly, w i l l repay

a hundred fo ld : stand erect, head back,
shoulders hack, chest raised; take comfort .

able b r e a t h; raise arms at side; make three

preath, chest raise
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s ide . R e p e a t
° v h o s t A o n a r e s r a i s e d a t s i de as

, e

ible; make three large cir-
oo a OS a e i d then drop at side.

ces before, but with the last sweep

Repent ve fingers of the hand and press

c l a s a e spine as f a r and ash a r d as you

a i e then relax. A l l the exercises are
c a ;

ood but , keep erect position.
s

l a r g

f
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C O M M E N T S Q F T E A C H E R S ,
?{ t a k e g r e a t p leasure in bearing testimony t o the

w o r t h o f m y esteemed p u p i l , D r . M. A, B r o w n G i r a r d .
N a t u r e has endowed he r w i t h a r i ch mezzo soprano voice
o f ra re q u a l i t y , a mus ica l ear , c r i t i ca l judgment and
a r t i s t i c tas te . W i t h he r u n t i r i n g zeal, her great inte l l i -
gence a n d love o f ana lys is , her a b i l i t y to master ?diffi-
cu l t ies , he r e x p e r i m e n t a l knowledge gained by the aid
o f the la ryngoscope and stethoscope, her f a m i l i a r i t y w i th
the a n a t o m y o f t h e voice and the laws governing sound
a n d he r ra re a b i l i t y t o i m p a r t to others, should make
?her a supe r i o r i n s t r u c t o r .

CAV, FRANCESCO L A M P E R T I ,
Pro fessor o f the R o y a l Conservatory of Mi lan, i890.

I t g ives me specia l p leasure to say t h a t Dr . M. A. B.

G i r a r d has been m y p u p i l i n Voice Product ion and Sing-
ing, and t h a t she is espec ia l l y interested in the proper
and h e a l t h f u l use o f s ing ing and speaking voice. I hare
observed w i t h keen in te res t , the in te l l i gen t aptness w i th
w h i c h she analyzes, searches o u t the hidden cause in
every s tep o f he r s tudy . N a t u r e gave her a remarkab ly
mus ica l voice, a n a t u r a l t r i l l capable o f great a t t a i n -
men t . She i s endorsed b y men and women o f eminence,
b o t h i n Phys io log i ca l and Mus ica l cireles.

A N T O N I O S A N G I O V A N N I ,
Pro fessor o f t h e R o y a l Conservatory of Mi lan, 1890.

M y Dea r S t u d e n t :
W i t h a voice so pure, sweet and sympathetic, f u l l of

capabi l i t ies , w i t h y o u r great perseverance and love o f
song, h o w can I say otherwise, than Leave al l else fo r
the D i v i n e A r t of S ing ing . C A R L O T T A P A T T I ,

Par is , June 8rd, 1884.

D r . M . A . B. G i ra rd has been m y d i l igen t pupi l in voice
b u i l d i n g and singing. She possesses a remarkab ly pure,
f resh voice, f u l l of charm, mellowness and art is t ic feel-
ing. W i t h her earnest , careful study, her indomitable
perseverance a n d inte l l igence w e bespeak fo r her br i l -
l i a n t f u t u r e . C A R L FORMES, 1874.




