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PREFACE.

The following exercises with their analysis have been
arranged for the use of my pupils, many of whom are
faithfully working out the prineiples of my method, al-
though my busy and changing life, with its publie and
private work, has often compelled me to desert them be-
fors the geed I had sown began to bear fruit, Those of
them whom are teaching have Jong urged me togive ther
this aid to their work. May it in part meet the require-
mants !

Regarding the exercises themselves they eclaim no
originality, but are rather an example of the “ survival of
the fittest.” and five of them are used in the exact vrder
taught by the late Francesco Lamperti becanse they are
for the purpose used unexcelled. I also use his terms
“ down in the breath,” and “«rinking tones.”

I doubt not that in my enthusiastic desire to reach the
understanding of pupils first of all, and save them
from the stumbling-blocks I encountered in not having
been given explanations, I have developed many idens
and terms that would shoek the conservatism of the vee-
chio maestro ; but the time spent under his instruction
proved such a revelation to me when publie life ealled
his teaching into practical application, I can say that to
him I owe the foundation of a selool, which I have, both
in publie life and in teaching, yearly developed with un-
diminished enthusiasm—an enthusiasm which, T am glad
to say, is shared by my papils and appreciated most by




those who have passed through the hands of various
teachers.

To Mme. Elpina Lamperti, daughter-in-law and assist-
ant teacher of il maestro, I owe a world of patient and inspir-
ing assistance in conquering the difficulties of the first
steps, and this is everything. My gratitude to both.these
teachers can in no way be better expressed than in the
confession that since we parted, although I formed a
repertoire of thirty operas under the gnidance of other
teachers, my vocal development was based entirely upon
the prineiples they tanght me. Later, in my own study
and teaching, I developed methods of imparting these,
and also discovered many helps. Sinee my first articles
regarding “ Lowering of the Larynx” (another term for
opening the throat) were printed, many warm discussions
regarding the matter have been printed, and guestions
like these have arigen :

s Shonld the Larynx be Lowered ¥
+*Shonld the Larynx be Fixed? "

If understood, the matter iz a very simple one, and a
natural law that every muscle that contracts must be
rested by relaxation. With Yankee perverseness the above
questions might be answered with other questions :

» Bhonld the Larynx be Bqueezed into the Mouth, ns the Majority
of Bingers Try to Do in Altempting High Notes "

v Should the Mouth be Opened to ite Utmost and Fired in that
Position?™

These questions seem to the one who understands the
proper uses of the throat quite as rensonable as the ques-
tions they answer.

1893, F. Roexa MrmxL
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CHAPTER 1.
GENERAL REMARKS.

| N presentivg my ideas upon the voice, a new and
original method is not attempted, but only the
sugeestion of snch a systematie course in teaching—
what the old Italian masters term placing of the voive
—as I have found both satisfactory and suceessful,
Grossly neglected by the average teacher in his
anxiety to pander to the tastes and requirements of
fashionable and indifferent puopils, its importanee is
often wholly lost to sight. Nor is this neglect confined
to teachers of limited knowledge. 1 have in mind two
world-renowned teachers—one in Italy, the other in
Germany—who have sent to me graduates wholly lack-
ing in the primary principles of voeal art in its highest
gense. That such singers succeed for a few years does
not prove them worthy of comparison with real artists,
and if their experience upon the stage, united to their
intelligence and conscientionsness, finally brings them
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ATt 'Wﬁdt'arﬁats should be, they do
o Whoni for six or seven years

not owe it to tegs)
ﬂIL'lr' [}{liﬂ lhhﬂ]ﬂﬁﬁwﬁ maoney,

In the attempt tﬁ&ﬂkﬂm geeker after truth, I have
not hesitated, where 1 have found my own ideas ex-
pressed by men like Prof. Buuaun, or Dr. Gray, to use
their words with litthe fgﬁaﬂun, as truth will ever bear
repetition, 1

In referring to the organs which lend themselves to
voice~-production, a deseription of which I consider
necessary to be fully understood, I have greatly short-
ened their anatomieal treatment since reading Dr. Whit-
field Ward's thorough and extensive deseription of them
in his book entitled *=The Throat in its Relation to
Singing "—a book that every teacher and pupil should
possess,  In reading Belinke and Browne’s able treatise
on the voice T have in no wise ¢hanged my opinions, 1
wish that pupils might be led to read all voeal litera-
tare, fur only trnth will live.

Teachers make a serious mistake in not classifying
the exereises given to pupils for the development of the
voice, and making pupils understand  what principles
ch:hl:{:li;:: is intended to develop.  Regardless of the

Lot a voice, the same exereises in the same

MANBEE fre : e :
of voeal tllllht‘tl:‘ Lo pupil after pupil.  The ultimatum
15 the same, we know § but a teacher in-
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capable of adopting examples and illustr: itions suitable
to the voice and intellect of each pupil will rarely reach
that ultimatum.

Another fanlt eommon to teachers is their drilling
in one direction. Hence we find teachers whose pre-
tensions are those of voice-building.  Another, we hear,
gives style or expression. Another is famous for im-
parting execution to the voice.

What constitutes a singer !

The perfect control of the voeal organs, that there
may be put into singing sentiment and feeling in
every grade of power, from the least to the greatest, and
vice versa, One of Parepa’s teachers said to me, when
studying: “Do not fear that power will be lacking to
your voice; that aid will come when technigque becomes
second nature and you abandon yourself to the senti-
ment of what you are singing,"—and to a certain extent
he was right.  We do not study to wake noise, but to
control the organs that produce the different grades of
sound, so that we ean use them all with full power, or
only a part of it.

There are, however, two principles to be kept in
mind by the teacher, that in teaching singing there are
the production of voice and its enu nciation to be tanght
side by side,

I speak of it as two principles, which each teacher
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should speedily unite; for the majority of instructors
divect the attention of the pupil to one or the other, as
they may have light or heavy voices. In light voices
deep production of voice is neglected, when it should
be made the first prineiple, and thus a study of the con-
trol of the diaphragm, the costal and dorsal muscles, as
motive powers, with the larynx, soft and lLiard-palate,
lips and tongue as insnlators and resonators, aml the
light voice, which is flexible but colorless, will gain
depth, feeling and soul.

To the naturally deep voice will be bronght the
power of controlling a large body with graceful ease.
How often we hear a voice of power that seems to
choke the singer at the throat and is perfectly unman-
ageable, either lying smothered at the back of the
throat, or else disagreeably sharp and throaty by vio-
lent nse.

The union of these principles is only possible to a
voice properly trained. Patti unites them, as did Pasta
in olden times, and sings Semnambule and Aida at
will.  Many singers have perfected themselves in one
or the other, a short career being the result. One of
these, in my own student days, shot up like a meteor.
No one had made a more brilliant success in Europe
or in America, and hearing her in London [ felt it pre-
sumption to disagree with the religion her singing exen-
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plified. It was sweet, brilliant, but alas! there was no
underlying foundation, no middle voice to sustain the
airy structure (in aria), and 1 said: * She will lose her
voice in three years.”  She lost it in two.

The motor-power of deep breath-control had been
neglected for superficial methods,  Nature bad sup-
plied eoloratura ; study should have developed that in
which nature lad been niggardly, She should have
been tavght that placing of voice which would have
given the true ring to her naturally brilliant voice, as
well as the physical development to sustain it, To-day
ghe is spoken of with compaszion.

The artist who is a striking example in uniting these
two prineiples in the art of Italian singing, i.e., the
diapliragmatic production of voiee, united to enuneia-
tion, fior di labbra, will attack a tone whose sentiment
indieates ferceness amd theills with concentrated rage,
with the voice produced in the thorax and hield
orer the reserve power of breath pressing downward
upon the diaphragm, and then, suddenly letting' the
wives of sound come forward, enuneiate at the lips
a sareasm, evident in the tone whether one nnderstood
the langnace or not.

Again, he makes an exclamation of vietory or of joy
in the same dramatic manner, amd astonishes  his
hearers by letting it die (relaxing muoscles) to an enmn-
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ciation of tenderness that seems to be a thonsand
times more diffienlt; or, taking a note at the lips, it
gradually swells to clarion-like tones, and yet is pleasant
to the ear, beeanse the vibrations are not forced
outward but roll bickward to nature’s sounding-boards
—hard palate and resonance-chambers. Most tenors
bellow or sereech the same phrase, little knowing that
alternating one with the other rests the voice from its
dramatic tension. The art is in nniting the two, While
many artists can sing all lond or all soft, it is only those
versed in this method, i.e., control of breathing with
fior di labbra and enunciation, that can become per-
fected in both.

The artist who unites both will never be accused ot
using the tremolo, which is really forced vibrations,
very injurious, as well as unpleasant to the ear. The
union of diaphragmatic produetion of voice and fior dt
labbra produces an exquisite finesse of vibration that is
frresistible to the ear and the feelings.

Besides the control the study of these principles gives
to the voiee, it imparts warmth and feeling (colore) to
voices naturally exasperatingly cold and expressionless,
In one instance in my experience, the most astonishing
change was made in the voice of one of my pupils in
the space of ten weeks by merely the study of the posi-
tions of the tongue in the emission of voice and the
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enunciation of words, gaining thereby mueh the same
effect of diaphragmatic production. The individual
disagreeable yualities of the voice invariably cansed by
wrong piteh of voice in speaking, and which exists in
every singing-voice, was completely overeome in hers ;
and while earnestly studying to acquire the proper pro-
duetion of tones, richness and style ‘were added to her
singing by the simple application of fior di labbra.




CHAFPTER 1I.

POWER OF IMAGINATION,

T is a well-known fact that the imagination holds a
great power over the mind, and when this

can be tnrned to acconnt, I see no reason why it should
not be enconraged. All know what diverse fancies
gingers have regarding food or drink taken just before
or while singing. Albani said apologetically to a friend
one evening, during the first season at Covent Garden:
“T guppose yon think it a silly faney, but 1 could not
finish * Somnambnla® without a bowl of weal tea and
toasted bread soaked in it,”  Salvi used to fall so that
his head would be behind the wings and say, * Per
antor di Dio, give me a mug of beer,” and while the
seene went on Lz slyly regalsd himself  Some very
comical scenes are the ontgrowth of the search by sing-
ers for the drink or dainty bit that will guiet their
nerves by imagining they have taken something that
will put them in good voice. In one theatre I remem-
ber the general cry, * Punely, without fire and withont
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gngar,” the exceptions being the buffo and the con-
tralto, who contented themselves with a pinch of snoff
from the silver sonif-box of the director passed over the
prompter’s head hefore the house filled.

Another voice-softener in demand was that of a raw
eger beaten in a pint of milk, and is one of the few
things that do not, like wines, dry the throat; and
while the egg gives sustenance, the throat is not inped-
ed by an unpleasant feeling of fulness in the stomach.

One evening Lombardi, our tenor, and a great favorite
with the publie, took it into his head to try something
stronger—hie had been taking partin a very long chureh
service during  the afternoon and felt very mueh fa-
tigued. The opera was “ Linda™ Upon his entranee I

Jovously ran to him with, * Carlo, Carfo,” when to my

horror, as I met him in the middle of the stage, not
even the mock expression of delight met my gaze, bhut
only @ mechanical stare. I gave his hand a savage
cluteh, as I demanded sternly, * Potete cantare I and
was somewhat reassured by his mechanical veply that
he conld.  As usual, we moved to the footlights, the
publi¢ nnconseions of the bhy-play, and 1 proeeeded with
my part. e began bravely ; but like some dilapidated
circus organs ihat start * The Battle Cry of Freedom,”
with all the vim of patriotism and then suddenly eol-
lapse, going slower and slower, so did he begin to wander.
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The leader looked at me, and I shrugged my shoul-
ders ag indicative that I could not explain it. The pub-
liclooked aghast, but respected my appeal for patience,
with the exception of one indiscreet person who did not
see, or did not understand, and gave vent to a decisive
hiss. The sound reached the comprebension of Lom-
bardi, in spite of the stupid haziness of his condition,
whereupon he left the stage as if scorched. I lingered
a moment, sure of the sympathy of the pmblic toward
the tenor, and that they eomprehended the sitnation,
then entered my dressing-room, next his own. The
stupid mood had snddenly passed, for that one sign of
disapproval had brought him to his senses, and he was
like a mad man in his wrath that anyone had dared to
hiss him. Nor could he Le persuaded to sing again till
a conciliatory note regarding the aceident had been put
in one of the papers by subseribers of the theatre, 1t
was his first and last attempt to gain borrowed strength
from wine.

This imagination, which seems inseparable from the
artistic character, must be conceded by the teacher
throngh the course of study intended to fit the singer
for the utmost control of his powers. Yet, let the pupil
be tanght that the best schooling is to overcome faneies,
and school the nerves to rigid control.

CHATP'TER IIIT.
EMISSION OF THE VOICE.

SIRGIN{:}, now universally taught, is seldom per-

fected, althongh both teacher and pupil earnestly
strive toward that end ; and this is beeanse the teacher
either does not know his business, or does not possess
the rare faculty of adapting illustrations to the under-
standing of the student. There are a few people, whom
nature has endowed with pecnliar gifts of voice and
their careless aceeptance, who sing without thought of
how it iz done.

The art of singing cannot be acquired from books any
more than practical business experience ean, What I
write here is meant as a book of reference for those who
have had practical illustrations in tone-production from
the living voice, as handed down from teacher to pupil,
each of whom has received his knowledge from great
singers in his time.
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B Mo s S midi fptRteektiany
reserve of breath in the lowest eavities of the lungs, and
the voiee must be produced far enongh back to e over
this reserve breath.

tnuneiation of the voice munst be at the lips, ealled
by the Italians fior di labbra. To do this, the voice
produoced in the eavity behind the uvola spreads into
the front cavity of the month, striking against the hard-
palate (roof of the wouth), and is emitted by distinet
enuneiation of the words.

I'n the effint to pronounee words distinetly, care must
be taken to dwell on the vowels, to avoid stiffening the
museles of lips, cheeks, or jaws in pronoaneing the con-
sonants, as there is danger of doing, for consonants
shape words, vowels are tone-condoctors,  For ex-
ample, avoid closing the teeth apon the word should,
forgetting to unprison the own, upon which the purity
of tone depends.

FFor this reason, the Italian language is not only
easier to sing, but prepares the popil, by its study, to
apply the fiar di labbra to the pronnnoeiation of other
languages. If the production of the voice so far back
be not united with frontal enuneiation, the voice will be
guttaral, ory to use o homely phrase, will sound as if
one were singing with a mouth full of hot mush. The
Italian langnage necessitutes pronuneciation at the tip
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of the tongne, and our study is to pronounce without
interruption of the full, ronnd tone,

Take & phrase sung on one note, *The Lord is in
His holy temple,” The tone shonld be continuous,
like that of the long, steady bowing of the same note
on & violin or a bass-viol, the vowels carrying the tone,
and the consonants being uttered with as little move-
ment of tongue and lips as possible. In this example
*is " and * His " are the stumbling-blocks. Care shonld
be taken not to dwell long enough upon the 87 in
either word to give a hissing sound, or to impede the
rotunflity of the sound we are producing; also, do not
anticipate the consonant. In the word * Lord,” hold
the sound of * o™ and only change the position of the
month to pronounce * rd ” when obliged to do so.

It the pupil will wateh for the defects of his pronnn-
ciation, he will invariably diseover them to be caused in
great part by changiog the mouth for the consonant
while pronouneing the vowel. Example: Where the
“whe" is produced direetly behind the front teeth,
to add the remainder of the word, the tongue is drawn
by the stylo-glossus mnoscle upward and backwand,
and when the “r” is trilled, the tip of the tongoe turns
back quickly, tonching the hard-palate and falling
quickly to place again. In doing this, care must be
taken that the sides of the tongue do not rest against
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the upper teeth. To nnderstand the anatomy of those
organs which are necessary to perfeet production of
voice, we must study the formation of the muscles of
the larynx, tongue, nasal organs, vocal cords, lungs,
diaphragm, epiglottis, as well as the muscles of lips and
cheels, ,
The breath under control, we wish to place the voice
—as I before stated—in such a manner that the waves
of tone will be living sounds, thrilling with leeling, ex-
pressive of every sentiment and emotion. This we do
by vestraining the breath steadily, and then spinning
into tones whose vibrations are as perceptibleas the
minute strands woven into a perfect thread by the
spider, and to the eduoeated ear the perfection of such
tone is apparent. In ennneiating such tones, the tongue
has more to do with the sonorousness with which it is
produced than we are proune to credit it. Sing a line
with the tongue perfecily flat, and you will hear
a trivial or childish tone ; hollow the tongue at the tip,
as if to make a enp in the chin, and the same phrase
will take a round, sonorous and dignified sound, pro-
viding, however, that the tongue is well lowered at the
back. This can be practiced at first by yawning ; then
omit the drawing back of the breath as in yawning, and
lower the tongue in the same manner. At first, yawn-
ing will follow ; but once get the muscles to respond to
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the will, and it will beecome second nature, This study
of the tongue and distinctness of articulation gives
style as well as what is termed color to the singing.

Malvezzi, one of the famous tenors of Italy, at
seventy years of age, again appeared before the publie
and shamed all young tenors with his inimitable and
artistic rendering of “Di Quella Pira in “ Trovatore.”
His voice was as fresh and clear as it had ever been.

It fell to my lot one evening to sing with him the
trio from * I Lombardi,” and his exquisite vendition of
the legato in his dying words nearly unfitted me for my
own part, real tears falling on the face of the dying
man. Fortunately, the basso, also an old artist, and
conscious of my tendency to be too much in earnest,
having more than once pulled my coat-sleeve, so to
speak, when on the stage with me, made a grimace over
the shounlders of the dying man and recalled me from
that state of exaltation into which grand music, pas-
sionate singing and intense acting are prone to lead
me.

My role for the week baving been Somnambula, 1
had declared myself incapable of singing anything so
dramatic as “ I Lombardi;” so, after responding to a
hearty encore and the dead man had become a very
hungry living one behind the seenes, he kindly and ap-
provingly said, * I told you so,” and added ;: * It was a
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woman who gave me the key to both the use and
economy of my voice after I had been on the stage
twelve years, and my famne dated from that time. She
said, * Think of the enunciation of your voice ; the pro-
duction is what it should be; if the music presents dif-
ficulties, talk it. Declaim the words, and the voice
will take care of itself??

CHAPTER 1IV.
BREATHING.
Artof Bringing the Lower Muscles into Use.

MMHE celebrated singer, Paceiarotti, wrote in lis

memoirs: % Chi sa ben vespirari e sillebare sapia
ben cantare  And it is a truth proved by the study
and practice of all great artists: * Who knows how to
breathe and lhow to ennnciate, knows how to sing

awvell.?

Many people are frightened at the mention of the
diaphragm in} connection with Dbreathing, not under-
standing that it is a partition between the lungs, or
rather the thorax in which the lungs arve situated,
which moves downward to make room for the lungs
when these are filled to their utmost capacity, The
singer, in understanding its government, pPOSsesses a
reserve power of breath, which, properly used, gives
power and breadth and quality to the voice nnknown
to those ineapable of making use of these muscles,
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Fiit. | Fro. 1L

DESCRIFTION OF DIAPHRAGM, ILLUSTRATING THE ADDED CAPACTTY OF
FROFER BREATHING.

M—D, Line Mnarking Diaphragm.
Fra. I. —Bliowing Diaphrogm when Lungs are Empiy.

Fra. Il.—The Dinphragm after Clavicalar or Collar-Bone Breathing.

The Inngs have no reom for expansion.

Fio. IIT, —Correct Position after o Desp Breath. The diaphragm is
lowered, giving room for long-expansion.

The diaphragm is a mugeular, fibrous partition placed
obliquely between the thorax and the abdomen, form-
ing the floor of the former and the roof of the latter.
The height of the diaphragm is constantly varying duor-
ing respiration, the muscles being carried npwa_nl or
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downward. After a forced expiration the right arch
rises on a level in front with the fourth costal eartilage ;
at the side, with the fifth, sixth, and seventh ribs ; and
behind, with the eighth rib, the left arch being nsually
one or two ribs' breadth below the level of the right
one. Ina forced inspiration it deseends from one to
swo inches. Its slope would then be represented by a
line drawn from the ensiform cartilage toward the tenth
rib,

To illustrate the philosophy of filling the lower part
of the lungs withont effort, let us take ftor an illustra-
tion the glass tube, with rabber bull attached, nsed for
filling the stylographic pen, which is in sneh common
nse that all must be familiar with it. By pressure upon
the rubber ball at the top of the tube, a yacuum is pro-
dueed, permitting it to spring back to place. With the
glass point placed in ink, this vacaun necessarily fills
itself with air through suetion,—this suetion drawing
after it and into the tube the ink. Pressing the rubber
ball slowly, the ink is ejected steadily; compress it
foreibly, and the opposite is at once to be seen.

The use of the dorsal and abdominal organs can be
compared to the above illnstration.  Fix the attention
upon that part of the abdominal museles above the hip-
bones, and slowly and steadily expand the waist in this
manner; stand perfectly erect and  well balanced;
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place the hands on the hips, with the thumbs on the
small of the back, and fingers on the abdominal muscles;
grasp them tightly, i.e, try to press in the abdomen
with the fingers, and at the same time, by an in-
ternal effort in the use of the museles, make sueh an
effort as would be required to burst the hands off in
the emission ol the vowel-sounds. The mere act of
enlarging the waist with the mouth naturally elosed, or
very slightly open, will draw the breath where it should
Lie, providing these directions arve closely followed.

If I say toa student, * Take o long breath,” he im-
mediately takes, by foreed suetion, such an amount of
air into the upper part of his lungs that & sensation is
cansed not nolike that of suffocation, amnd he musgt let
much of it eseape to fecl comfortable,  The ehest must
remain in a normal condition, Many have langhed to
see dear old Lamperti deaw a rattan across the shoul-
ders of a pupil, or stand behind a singer and hold down
unruly shoulders that would rise in taking a breath or
ascending a seale; but he knew the importance of it
and go did the pupil in time, and, I hope, understood
it so well as to be able to impart it to others when
1l1?i'{?ﬁﬁiu'}'.

If 1 say, * Take a deep breath,” the puopil is much
less linble to make the error before veferred to, and if
he follows the above directions he will surely be sunocess-

ART OF BREATHING.

ful ; but this mere act of getting the deep breath is the
most simple thing to learn. The next thing is to con-
frol the museles (dorsal and intercostal)—those mus-

cles, in fact, lying above the diaphragm, and taking

care that the effort be made at the sides and back, in
order to hold them extended, or permit them gradually to
return to place, (Notice that the diaphragm is higher in
front than at the back) This is the manner of reath-
ing properly, intended by natore, and perverted by hot-
ful maodes of dressing,

The pext and yet more difficult task to learn iz to
bring this reserve power of breath to act npon the voice
cagily and gracefully ; and this calls ont all the powers
of a teacher to impress upon a pupil its importanee, and
to teach it properly. It would be folly Lo attempt to
give illustrations that would assist o teacher in this,

First, he must have made it a study for years; must not
only understanil it theoretically, but practieally, and be
able to illustate his meaning in a hondred different
ways, Great harm has been already done by igno-
rance on the part of teachers, and congeqnently a great
hue and ery is raised against this mode of breathing.
Let teachers copy artists who study all their lines ; let
them go to those who understamd it and frankly con-
fess their ignorance, instead of rmining the voice and
Liealth of pupils by attempting to work ont an idea thal
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has merely suggested itself to them. A physician in
Boston told me that he had treated persons who had
actually been tanght to use the muscles below the dia-
phragm to sueh an extent that the intestines were
pressed against the spine until inflammation and all
sorts of dizeases were engendered, The njury to
women throngh this ignorant instroction is often
serions. Hence, beware of terms that may mislead
rather than express your true meaning. Physiciuns
themselves ave often prone, from the terms used, to lead
people astray, i.e, in the use of the term *“abdominal”
in such a general way; for, although in filling the lungs
completely the lungs press the diaphragm downward
and the stomach is lowered, producing @ slight motion
of the abdomen, no direct effort of the abdomen below
the hips must ever be made, but only those museles at
what we eall the “pit of the stomach.”

Nensitiveness of Stngers.

Why, ask unmusical people, do so many jealousies

exist among singers 7 Why are they always quarreling
& St . : yai =

There is, I think, nnderlying this fact a theory sel-

dom thought of. It you will notice, in other walks of

life it is always the person who doubis himself that
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complains of being slighted in society, cut in the street,
or treated coldly by friends. It is always the person
who doubts the stability of hig standing in soeiety who
tremblingly asks, at each turn, not the gquestion, * Am
I doing right?* but the weaker query, * What will
people say 17

Singers, no matter what their standing in the art
world, no matter how valiantly they may earry the ban-
ner annonnecing themselves world-renowned, famous, or
egregia cantatori, ave never, at heart, contented with all
that they do; are ever seeking to overtake the stand-
ard at which their taste has arrived, and like to-morrow,
that never comes, they fail to reach it. The very
study of musie, and especially the lyric stage, constantly
develops the sensibilities and emotions, Thiswill readily
be understood by Americans and English people,
whose earliest education iz that of self-control of the
most rigid kind., 1t is bad taste to yield to impulses
of surprise, sudden langhter, and the many minor emo-
tions of life which they have been taught to avoid,
and, later, turning to the study of music and its dra-
matic expression, they find themselves actually undo-
ing what they previously took pride in forcing upon
themselves.

The study of music involves the facility of abandon-
ing self to the expression of every grade of emotion ;
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and, if sneeessful, it requires a strong will-power not to
permit it to enter private life, not to be surprised into
sudden expression of emotions.  Singers, therefore,
may be exensable if they possess many weak points;
that is, if they have not philosophical forethonght to
gnard arainst an exhibition of them.

The aversnge singer is a little like the Irish®%oman
who abusges her husband to her heart’s content beeause
he beats her; but if you denounce him, she will turn
on you furiously with: “If he bates me, it's for me
good ;3 and whose wife should he bate if' not his own i
The singer, only too conscious of his own deficiencies,
is jealously watching for indications of the same
opinion from others, and naturally talkes up the gaunt-
let, whether intended for him or not. Over-sensitive, he is
snspicions of eriticisin before it is offered ; and iz more
to be pitied for over-conseientionsness and undue sensi-
tiveness than blamed. Mapleson once said of a young
artist: *8he will never be a great singer.  She is oo
yielding—has not temper enongh”  He meant that,
instead of standing up for her rights, she would take
her grievanees to heart and moumrn over them till
unfitted for Ler doties.  In other words, she needed to
harden herself to the practieal *breakers™ that meet
an artist behind the seenes.

Annie Louise Cary evineed her sound philosophy
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when she remarked that she found it spoiled her voice
to get angry. 1t also showed that her beart was
kindly and sensitive, and that angry words hurt her as
much as the person to whom they were spoken.

Phillipi, an Italian tenor, said to me in Italy:
“Kelloge iz una demonia.,” Upon inquiry, 1 found
that Phillipi based his assertion upon the fact that
Miss Kelloge had learned to stand up for her rights,
without permitting herself at all to be soft-hearted n
the matter, [t wasone of the secrets of her snceess.

“ My child,” said the manager of the Royal Theatre
at Malta to a nearly Leart-broken young artist, if!
vou expect to follow the golden rule behind the scenes,
and then ery your eyes ont because you find it is
neither appreciated nor understood, let me warn you that
vou will certainly die of grief. You musi consider
that sensitiveness mnst be saved for the higher in-
terpretation of your art, and replace it by a mask of
stern indifference in meeting the petty jealousies of
gingers whose education of heart lias been neglected or
who are ignorant of the common conrtesies of life.”




CHAPTER Y.
ECONOMY OF BREATH.

O one can get the voice placed on the breath ac-
cording to this method withont, at the same time,
having learned to economize breath. Henee, the
two principles are tanght together. But a few hints
may be of service in recalling the words of the teacher.
Never attack a tone by explosion or by coughing it
out, but let the stroke of the glottis be backward -and
inward; and, when holding a note, draw it inward,
never push it ontward. This has the advantage of econo-
mizing breath, and at the same time opening the throat,
while the pushing will certainly close it.

Lamperti always said, “ Feel that you are drinking a
glass of water.” Whether this illustration would reach
the understanding of ail depends upon the example
given to the pupil by the voice of the teacher.

In ascending the scale, open the throat a little wider
a8 vou ascend, but let it be always downward, as if to
enlarge the larynx and the windpipe, and in drinking

the tone, so to speak, let it be drawn into the roof of

the mouth; otherwise, the soft-palate will be raized and
the tones be pinched and thin, which is their natoral
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tendency. Therefore, an effort must be made to make
them as vound and full as possible at a high piteh.

If the scale is at the highest piteh, drink the tone
into the roof of the mouth, and round the note by
lowering the tongue into the lower jaw, If I said lower
the chin, yon would lower the bones of the jaw, thus
closing the throat. The idea is to hollow the tongue,
as o contrasting point of vibration from the roof of the
mouth (havd-palate), by using the genio-hyoglossus;
when properly done, the singer will feel a ball of vibra-
ting air in the front of the month, over which he has
complete eontrol.  This ball of air will vary, according
to the vowels and the consonants used, from the shape
of an egg, as in pronouncing el (the smaller end being
in the roof of the month), to a round shape.

Elocution and music are closely allied, One aids the
other. [ am convinced that there wonld be fewer
affections of the throat and fewer defects of voice and
delivery with publie speakers and singers, if produoction
of voice were properly taught and learned ; not néces-
gurily in the sense of being finished, bnt enongh to en-
able a person to use his voice properly.

While sounds of letters can be produced by making
the effort below the diaphragm, the great secret of
placing the voiee on the breath, so to speak, in continn-
ons vowel-sounds, can be obtained only by years of
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practice. How few of our publie speakers ever accom-
plish this!  Onee obtained in vocal training, it easily
an be applied fo the speaking-voice. In attempting
to make the effort from the lower museles while the
chest is quiescent, the fatal ervor of exploding the
sounds or conghing them out is generally made, and
this is sure to produce bronehitis, if not graver and
even irremediable affections of the lungs.

If any one is in donbt regarding the propriety of

using the breath from the lower gm"r- of the lungs,
seuding it downward upon the diaphragm to rebound
through the windpipe, the laryns, and the mouth, let him
stady himsell’ in moments of strong emotion and he

will discover speedily that all the strong affections of

the hnman mind are manifested thronghont the dorsal
and abdominal region.  Let him be startled enough to
sereany, and feel the sensation which is expressed so often
even when no seremin is uttered, by the exelamation,
*Oh! how my heart jumped!™ No one ecan seream
from the throat alone.

The voice is weak or strong in proportion to the
greater or smaller number of organs and muscles that
arve brought into action, If one uses the npper part of
the chest only, his voice will be weak ; if he nses the
whole body, as he should do, even when not using full
power of voice, it will be more resonant. Henee, to
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strengthen a weak voice, the student must practice,
in the production of tone, using all of the abdominal
and dorsal nerves and musecles. He should use them
in breathing and economizing the breath when walking
or talking; when mouanting a hill or raoning up stairs.
Sinee I have mentioned running up stairs, let me add
a word in relation to it. Never run up stairs, in the
usual acceptation of the term. It produces explosive
breathing, injurious to the lungs, and violent cireula-
tion, more hurtful than beneficial.  If you are in haste
and must go vapidly, glide npward; that is, give an
impulse to the body without impelling yourselt along
as in running on level ground. Where impelling power
endures, even when the impulse has ceased, in gliding
let: the impulse be less foreible, but continuous and
steady; or, what will be more easily comprehended,
hasten the walking-gait to the rapidity of rununing,
without the spring of the hody—the throwing forward
of a running-gait,—which produces violent eirculation.




CHAPTER VL
LONG LIFE OF SINGERS AND SPEAKERS.

DUBLIC singers and speakers onght to live longer

and enjoy better health than other persons. If

they do not it is becanse they subject themselves to
mental violence 3 for evervthing that tends to diseom-
pose or agitate the mind—whethgr it be deep sorrow,
rage, fear, eavy, rvevenge, love, despair,—in short,
whatever acts violently on onr mental facolties, tends
to injure the health and shorten life. Singers and
speakers have in their favor what singing and speaking

it properly done, must necessarily bring:  Free use of

a large quantity of air, which throws off, in the exercise
of expanding the lungs to the follest extent, all ten-
deney to pulmonary disease; inereased lung capacity .
and perfect purification of the blood. The use of the
whole body insures free ecireulation, and the general
liealth benefits thereby.

Against long life, on the other hand, the speaker or
the lyrie singer has nervous tension.  If he has not
learned that all the passions he personates are, after
all, merely acting, he will drain his system of nervous
power that he can ill afford to lose. When Ristori
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realized this, she was wise enongh to overcome it, and
did it in a simple and somewhat amusing manner,
When the andience in the San Carlos, at Naples, were
weeping over her great impersonation of the trials of
Marie Stuart, she wonld turn toward the wings and
lightly perform a noiseless whistle, not hecanse she
failed to feel what she was acting, but to recall herself
from its rveality and to save herself from excess of
emotion. Adelaide Neilson frequently fainted at the end
of an emotional passage, and, recently, Sara Bernhardt
has yielled more than onee to this violent mental strain.
Une of my teachers, who had been upon the boards
of the Seala fifteen vears, confided to me one phirase in
Linda for three sueeessive lesson-days, and as m: iy
times as he daved, made repetitions of it !n teach me to
do it mechanically, T at first rebelled. Tt seemed to
me  sacrilege to count one, two three, four, with
mechanical movements aceompanying the action, The
seene was Linda awakening to reason upon hearing the
tenor’s voice as he sang the phrase, “ A Consolar”
And yet I had sung it in public many times hefore I
could reach the elimax without reeling and nearly
fainting in earnest,  The lessons he gave me, however,
impressed npon my mind the ne cessity of m(]uunm;‘
the tendeney to abandon myself so completely to feel-
ing, and suggested the means to overcome it.




CHAPTER VIL
HEAT VERSUS COLD.

HE amateur singer or artist, just entering upon
publie life, is often thrown into a pl:mir of fear
that engagements cannot be filled owing to l‘Im
feeling that he has taken cold; and he at once begins
the :{1:|:1im1iun of every remedy zmggvrs_lt-u] h}: numerons
friends. Nine times out of ten he is suffering from
what, it is true, may lead to a cold, if it is not left to
take .{-;n'e of itsell’ instead of being :1_ucg|':l.r;1u.ul to still
greater sensitiveness, thus rendering the }J‘Iltl{‘lll.l- more
prone to change of temperature.  What he is I'L‘Elu_'\'-
suffering from is a slight congestion, bronght ou by
!lvt'l‘ullr‘-il:am, overheat and rush of blood to the head
and throat. . -
What artist has not felt that he must belore singing,
debar himself from everything that would send the hit_luni
to the head ; he cannot read anything so interesting
that he will become absorbed in it; must !in- down only
long enough to cateh a short and healthful nap; m}m_t
avoid all food that heats the blood, such s preserves,
highly-gpiced food, ete.; must not eat in.mnt}n.eul.lg.', but
u:;I;.' such food as is nourishing and easily digested, and
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in the winter time must avoid sitting near the fire to
toast one side of the body while the other is freezing ;
this is the surest way to bring on congestion enough in
the throat and head to convinee the singer that he has
cold, and is frequently followed by relaxed throat, The
Italians use, in such cases, a cooling drink made of
eream of tartar, magnesia and lemon,

Do not resort to troches, cough drops and other rem-
edies, to enable you to sing. Even though they may
enable you to use your voice for the time being, the
organs are working under the influence of stimulants,
and the reaction will be the more severe. There is a
greater and only remedy, and an artist can tell how se-
vere it is and how difficult to take in proper quantities ;
its name is Patience. Take only such remedies as a
reliable  physician  shall preseribe, and then wait
patiently. There are only three epochs in a severe cold
that a person can risk singing in and not suffer for it
afterward. One is when the cold begins with what is
called cold in the head, affecting the nasal organs by a
peculiar sensitiveness of the membrane, much the same
as it isaffected by the taking of snuff; the voice is some-
times singularly clear and brilliant at this time, and the
vocal cords and larynx not being affected, singing does
no harm. The next is the same thing that often ocenrs
at the last stage of a eold, which, having first attacked
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the lungs and bronchial tubeg, finishes by going to the
head. The only other time that a person should at-
tempt to sing, and it should be under the jodicious
direction of the teacher, is when a severe bronchial cold
of long duration leaves the membrane of the throat, and
even of the nostrils, devoid of proper vibratory power,
asort of stiffness ; proper and careful exercise will grad-
nally wear this off, where foreed singing would not only
leave a ronghness, but strain the voeal cords, and pos-
sibly bring on paralysis of one of them.

Therefore, whatever the haste of the singer, the am-
bition to accomplish much work in little time, console
yourself with the thought that sweet flowers are long
in growing—it is the weed that springs up in a night,
aml rest, rest, rest,

That *“mnecessity is the mother of invention,” and
“desperate diseases require desperate remedies,” are
two maxims that singers in publie life are sure to be-
come acguainted with sooner or later.

One of our American singers—once with Strakosch
—learned them very early in her career. She went to
Ravenna, Italy, to make her debut in * Rigoletto®
Her appearance was a signal success and the engage-
ment lengthened itself into double the time for which
she had contracted.

One evening, suffering from a severe cold, she cour-
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ageously went to her duties, knowing the serious in-
convenience it must canse the manager if she failed to
appear. She was greeted with the usual warm demon-
strations, and perhaps under the excitement and the
Pleasure of feeling herselfa favorite, the cold was for-
gotten, and she was enabled to do nearly all the opera
without being inconvenienced, when suddenly great
hoarseness appeared, and it was with difficulty that she
finished the opera. The manager beeame alarmed
not for her or for the evening in question, but the next
night was his tenor’s benefit, and he was promised the
golden harvest that a crowded house wonld bring.
What could be done without a Gilda? At his wits
end, he hunted up two peasant women, one of them a
famons nurse, and scarcely had the prima  donna
reached home, when the manager appeared and or-
dered her to bed, and the two brown-faced, sturdy
women put her through a course of treatment few ]II'{-
ma donnas wounld care to experience. Sealding hot
water was brought in a great tub and into it were
thrown huoge skeins of yarn. These were wrung out
quickly and as yuickly wound about the extremities of
the patient, who could hardly refrain from sereams. Tt
:s Lu:udlﬂss to add that the next night she sang like a
ark,




CHAPTER VIIL
ENUNCIATION,

NUN GI.-\.TION'E"i:-: the utterance of the elements

of langnage,in such combination that syllables

and words are formed, distinguishable from the tones of

the voice. FPerfect enunciation consists in the accurate

formation of the sounds of the letters by right motions

and positions of the organs, aided by sufficient impnlse

to impress those elements distinetly upon the ear.

Combining them with the ideas we wish to convey is
the mungic of gpeech, the poetry of sound.

One of the most beneficial exercises, to add this arg
to that of voealizing, is to seek a eontinuation of sound,
like the long drawing of a bow upon the strings of a
violin or bass viol, while pronouneing the words firmly,
in such a manner that their sounds will not be disturbed,
and the words are not enunciated in a choppy
way, always endeavoring to make them—the sense
being equal—legato, full and sweet. As an example,
I will quote the phrase, * The Lord is in His holy tem-
ple,” to be sung on one note, say G on the second line
of the stadl.
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And here I make a slight digression to call the stu-
dent’s attention to the difference between ginging this
phrase and reciting it; or, rather, to point ont that
the diapason of the voice taught by elocutionists is also
evident in singing this phrase upon one note ; 4. e, the
aceent, or added stress. For example, the word “Lord?
receives an involuntary stress in the diapason of speak-
ing, called light notes, which would divide the phrase
like this, the pitch beginning on three: “The () Lord
(5) is (5) in (6) His (3) holy (4, 3) temple (3).” Only
a highly-trained ear eould distinguish the difference in
the diapason in the singing-voice, but it exists and
must not be confounded with piteh. In teaching, the
use of the lower muscles is commonly ealled into prac-
tice, and is a truth that goes parallel with the prineiple
of keeping the throat perfectly quiet, as also the chest,
in mounting the scale, the difference being merely that
of greater impulse of the diaphragm and the muscles
surronnding it.

For example, in mountin £ an octave, place the
hands upon the hips, the thumbs on the back muscles,
the forefingers on the front, and in taking the note press
downward and outward in the effort to burst off the
belt formed by the hands. The pitch changes becanse
of a greater pressure in sending the breath to the dia-
phragm, there to rebound to the windpipe and larynx ;
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but there is no reaching upward of the throat as if the
desired sound was hung just above our heads and we
must reach for it. This very effort made from the
larynx wonld destroy the freedom of the passage of
air through it. 4

Musie is a refined and elegant species of elocution,
henee, each step taken in eloention upon this principle
will advance us in music.  Vocalizing with words, and
the practice of enunciating the twenty-eight conso-
nants, is of great importance, as they must not be per-
mitted to encroach upon the voealizing uses of the
vowels, but only give to the material the proper form.

It pronouncing letters or syllables it is not the out-
ward position of the month that is essential, but the
inward, 1. e, the position of the tongue, principally in
its relation to the teeth and havd-palate.

Notes lose their character and beauty by closing the
glottis abruptly, instead of holding it steadily upon the
vowel ; therefore, never anticipate the consonant, i. e.,
donot change the mouth preparatory to the enunci-
ation of the consonant, but hold the mouth immovable
on the vowel-sound as long as it is to be sonnded, for
we voealize with vowel-sounds. In singing with words,
care should be taken to keep this principle in view,
making the vowel the primary element of the word,
and the consonant the secondary. In speaking or sing
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ing diphthongs—there are fonr: long i in isle; oi in oil;
the pure or long sound of w in fure, and ou in our,
which include the same sounds under the forms of long
y in rhyme; of oy in coy; of ew in pew, and ow in low,
and called pure because they are heard—only the
radical fulness of the sound should be prolonged.

SIMS REEVES'S CAPRICES.

# Birds that can sing and won't sing ought to be
made to sing,” is the proverb often quoted to nervous
gingers when, whether in the mood or the spirit of
song, they are expected to rival the birds of the air. A
good story is told where the tables were turned upon
the indisereet person who gquoted it in publie,

Bims Reeves, who, since we can remember, has heen
notable for disappointing andiences, was, it seems,
little better in the beginning of his eareer. When ful-
filling an engagement ab La Seala, he one evening sent
word to the impresario, after his four o'clock dioner,
that he eould not sing that evening. The manager in-
gisted that his illness was feigoned, and swore by all the
saints in the calendar, that he must sing; but our
tenor remained firm.  He conld bear the nseless wrath
of the manager better than risk himselt to the hisses of
the capricions and exacting Milanese, who may excnse
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digcrepancies in other theatres, but when under the
roof of La Scala, “e tutl’ altra coso” Finally, he was
arrested and ignominiously led upon the stage by two
officers of the law, who looked more ashamed than the
culprit. He was accustomed to the footlights ; they
wers l].'-l?.'ﬁi% by them. Arrived at the front of the
stage, some one shouted ont the proverb, when the
prisoner folded his arms, smiled at the andience, and
replied in very good Ttalian :

“You may lead a horse to water, but you can’t
make him drink.”

The Milanese, notable for their ready wit, lost sight
of their annoyance in the appreciation of the reply.
A round of applause was the result, and the andience
dispersed,

CHAPTER IX.
THE PALATE.

rHE palate forms the roof of the mouth ; it consists

of two portions: The hard-palate in front,
better known as the roof of the mouth, and the soft-
palate behind, ;

The soft-palate is a movable fold, suspended from
the posterior border of the bard-palate and forming
an incomplete septum  between the mouth and the
pharynx.

Few realize the importance of the palate in singing ;
indeed, most people consider the word palate to refer
only to the conical or grape-shaped pendant, the
uvnla.

The uvula varies in size in different peaple, being in
some healthy throats so small that it disnppu;uﬁ in
singing very high notes. Then the soft-palate is raised
against the posterior nares. Again, it is broad and
ghort ; again, itis often go long that in suffering from a
slight relaxation of the muscles, it will drop s0 low as
to cause a slight irritation producing a cough. Cases
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have been known when patients imagined themselves
suffering from consumption; in such a case an expert
surgeon #an take off a small portion, and the patient
be saved great annoyance. He must take care to
understand that it is a mistake to take off so much that
the natural nse of the uvula, that of gnarding the
soft-palate and the nasal passages, is interfered with,
as it surely wonld be if the uvnla were cut too short.

Singers often make a mistake, when singing very
high notes, in exaggerating the raising of the soft-
palate, .thus tiring the muscles of the throat and
rendering it impossible to enunciate upon the high
notes.  Instead, they should direet the force of sonnd
to the roof of the mouth, where the breath, being
vocalized, will take palpable form and ean be distinetly
folt. Letters presenting extreme difficulty when rais-
ing the soft-palate by direet action of the will, assist
the voice when enunciated in the front of the montli.
For example, the Italian i (pronounced ee), although
the mouth is nearly closed, loses its unpleasant quali-
ties when properly pronounced.

The Ttalian e (prononneed like @ in hay), preceded
by a consonant, is one of the most useful letters in the
production of high notes, and was adopted by Malibran
as a daily exercize in singing the scales. Nothing is
more characteristic of her conscientious study than the
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eagerness with which, in company with Marini (the
world-renowned basso thirty-five years ago), she used to
practice exercises every morning, comparing notes and
lending each other new ideas. His voice was of such
wonderful power and resonance that he was obliged to
choose certain positions on the stage to avoid the re-
turning sound ; in other words, not to be deafened hy
his own voice.

As characteristic of the gensitiveness of great sing-
ers and the knowledge of their deficiencies, the following
is inplace: Ronconiand Marini were rehearsing “1 Pu-
ritani ” for La Scala, and the grand voice of Marini
seemed to shake the very fonndations of the vast thea-
tre in the thrilling duet:

‘*8noni In tromba e intrepido
In pregners da forte."

Ronconi, obliged to repeat the same phrase, forget-
ful that his own fame equalled that of his companion,
lost; heart completely. “What can I do,” he said, while
tears coursed down his cheeks, “when I am placed in
such direct contrast to a voice like that,” Marini
laughed him out of his fears, showing him where his
artistic effects of declamation made up for great vol-
ume of voice ; and snch a doet was never before heard
as was rendered by these two that same evening,
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Voices frequently come to the teacher so throaty in
quality that the first lessons can be directed only to
teaching them to produce a sound of auy deseription
withont foree of throat. Sometimes this can be accom-
plished by explaining the deep produetion of the voice;
sometimes the evil is remedied for the time being by
directing the pupil’s attention to the mere pronouncing
of syllables, leaving the voiee to round itself by the po-
sition of the tongue in relation to the roof of the
mouth, To avoid throatiness we must produce the
voice below the larynx, and must, in the emission of
the voice, see that the voice-box, the larynx, is per-
feetly free, open, and natural, to admit of the voice
passing through it to the roof of the mouth.

The following exercise is very useful in learning to
do this: Pronounce noon with a sonorous sound, dwell-
ing upon n which will form the word in the roof of’ the
mouth, and direct the continnous sound of the vowels
(produced diaphragmatically) to the hard-palate. Prac-
tice this » with other vowel-sounds, as nan, nun, neen.

Another exercise, which I have found sunecessinl in
overcoming obstinate cases of throatiness when all else
failed, in that the pupil conld perhaps get production
of voice but conld not eombine with it enunciation, is
one that I hesitate to give here, for it should never be
practiced or even attempted without the guidance of a
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competent teacher, and shonld never be used haphaz-
ardly or as an experiment ; for in such a case the teacher
would not be likely to understand its exact application
nor distinguish the difference between right and wrong
application. TItis the following: Place the tip of the
tongue on the roof of the mouth, divectly back of the
teeth, and hum, taking care that the quality imitate
that of eo in noen, and that it be produced deep, while
directed to the roof of the mouth. Always under-
stand that the stroke of the glottis should be made in-
wardly, drinking in the sound instead, as iz nsually done,
of pushing it outward. Sing this, or rather hum it, taking
the greatest care that, while the lips are nearly closed,
the throat is open, and the tongue lowered exactly as
in singing with the mouth open ; i. e, open the mouth
inside at all times, even when the lips are tightly
closed. Let this humming-exercise be performed on
two notes, as if for a preparatory trill. After sufficient
practice, gradually open the mouth, using the syllable
al, producing the tone in the same manner and giving
the sound with only the change of tongue and lips.
The teacher must distinguish the difference, Never
let it be done with throat closed, fongne raised, so that
the gound will be pressed against the soft-palate, or let
the nasal passages become contracted, thus producing
nasal tones. When properly domne, this exercise will
cure all tendeney to nasal tones,
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Some teachers—and very eminent ones—ingist upon
pupils vocalizing with the sound of a in far, the only
natural sound in onr language (the others being modi-
fications of it); for when able to do it properly, all
other sounds can be vocalized. While 1 agree with
them that it is an essential thing to conquer this greatest
diffieulty, 1 must add that if there is a way of aceom-
plishing it without falling into bad habits, which its di-
rect use often engenders, it is well to resort to it. A as
in far opens throat and mouth ; but if the pupil has not
yet conquered the deep production of voice, it will
strike the throat, instead of coming from the im-
pulse of the diaphragm or from enunciation, becanse
no consonant gives it form. Preceded by I this latter
effect can be produced. The shades of tone-quality
are as numerous as the birds of the air, and no written
rules ean do more than hint at the ways of overcoming
defects.

Only a teacher possessed of thorough knowledge,
of enthusiastic love for his art, and of creative genius
onght to be trusted with this jewel, the voice. In such
a one’s hands it is like the diamond in the hands of the
polisher. It does not derive from him the purity of
its water, but he brings it forth in all its beanty to the
eves of the world. How much rarer a jewel is the
human voice than any precious stone, and who would
entrust a rare gem to the hand of an unskilful work-
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man ! Beware, then, of uneducated teachers, for the
voice onee injured—what art can rebnild it?
Repeating again that theré are two principles or,
rather, two ends to be reached in the caltivation of the
voice, production and emission ; and having considered
the organs which lend themselves to its accomplish-
ment, their formation and capabilities, what are the re-
sults? The breath feeds the lungs, the lungs send it
against the diaphragm, and the disphragm sends it to
the sonnding-board, the hard-palate. Whether the
point toward which sound be directed be varied a little
backward or forward, lowered toward the tongoe or
pressed more closely to the sounding-board, depends
upon the formation of the vocal organs, the size of
tonsils, and the natural faulty inclinations of the pupil.
Some need to have the voice made more grave to avoid
sharpness:; some more bright to avoid guttural, thick
produetion, owing to large tonsile. Some of these de-
fects may be remedied entively by syllabication and
ennnciation; with others, the pupil needs to be
tanght to enunciate a trifle back, owing to a habit of
sharp, pinched pronunciation between the front teeth,
arising from sacrificing every other grace of pronuneia-
tion to that of distinctness. Each of these points, to
the ntmost nicety, can be tanght by a teacher able to
explain the meaning by illnstrations that will aid the
imagination of the pupil to apply the principle.
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CHAPTER X.
THE LARYNX, LUNGS, AND PHARYNX.

HE larynx is the organ of voice placed at the
upper part of the air-passage. It is composed of
cartilages, which are connected by ligaments, and
moved by numerous museles; the inferior is lined by
mueons membrane,

The cartilages are nine in number, three single and
three pairs: Thyroid, ericoid, epiglottis, two aryte-
noid, two cornicula laryngis, two euneiform.

The thyroid (a shield) is the largest cartilage of the
larynx, consisting of two aloe, each of which forms a
side of the larynx, and when joined to its fellow forms
a triangle whose apex is what is commonly called the
“ Adam’s apple,” more noticeable in males than in
females, owing to a glandular body that is apt to cover
it in the latter sex.

Tue Ceicomn OANTILAGE.
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The ericoid cartilage, so named from its resemblance
to a gignet-ring—the Greek word itself meaning ring—
is located directly beneath the box formed by the two
thyroids, with the most important part, that which
represents the signet, behind.

The arytenoids—the Greek for pitcher—are earti-
lages so named from their resemblance, when bronght
together, to the month of a pitcher.  These eartilages
are two small triangolar bodies placed on the top of the
cricoid in the depressions noticeable inthe npper part of
the thick or signet portion of this bone, and are of great
importance in voeal produetion, because they are moved
at will, and because the voeal cords are attached to
them. Henee, tension and relaxation of the voeal
cords depend greatly upon them, and in studying these
cartilages perhaps the student can understand why he
should feel, in produoecing that tension necessary for
high notes, that the tension is produced not by raising
the * Adam’s apple,” but by lowering the arvtenoid
cartilages, or, in simple phraseology, should feel that
the larynx itself is lowered at the back, almost as if it
were capable of tipping backward,

The epiglottis is a thin lamella of fibro-cartilage,
placed behind the tongue in front of the superior open-
ing of the larynx. During respiration its direction is
vertically npward ; but when the larynx is drawn up
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beneath the base of the tongue during deglntition, itis
carried downward and backward, so as to completely
close the opening of the larynx.

Vigw oF LAnysx FroM Anove, SHEowise Vocan Uorps, ExtancEn Clan-
TILAGES AND MUsCLES.

The muscles of the larynx, in their influence in sep-
arating and drawing together the vocal :eun}a, are not
sufficiently under divect will-power, execept in our ul-.nt-
ural tendeney toward voice-production, to need, like
those of the tongue, lengthy description here.
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Training the muscles of the throat by reaching for
notes frequently may be avoided by lowering the larynx
in ascending the scale. The result is that the upper
notes areround; when, by permitting the larynx to rise
it contracts, the pupil reaches for the notes, and they
are small and pinched till the scale has this effect.
This explains the expression sometimes used, “ Yon
feel that you arve going down instead of up.” In other
words, in ascending a seale the notes in the upper part
of the seale are produced by greater tension of the vo-
cal cords; but always let that tension come from the
movement of the arytenoid cartilages, spoken of in the
beginning of this chapter, In this manuer the vocal
cords are not forced to approximate, and the tension is
aceomplished steadily ; the air is vot forced through
the glottis (the opening formed between the voeal cords
when approximated preparatory to singing), but is per-
mitted only to escape as it is voealized.

Always remember that when you wish to prodnce a
grave sound in song, and, indeed, in speech, lower the
larynz. (which swells the windpipe, elongates and en-
larges the vocal cords) and form the voice as low as
possible in the larynx, for the vocal cords are thus re-
laxed as in low notes, and a deeper tone is the result.
The thivd sound of &, as in all, will give this position,
as will also the sound of o, in bought, sought, ete.
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THE LUNGS.

The lungs ave the essential organs of respiration
and are two in number, supported by the heart. The
apex forms a tapering cone, which extends into the ruutu.
of the neck about an inch and a half above the level -of
the first rib. The base is broad concave, and rests
upon the convex surface of the diaphragm. 1ts eir-
cumference is thin, and fits into the space hetween the
lower ribs and the costal attachment of the diaphragm,
extending lower down externally and. behind than in
front.

THE PHARYRX.

The pharynx is that par of the alimeutary canal
which is placed behind the nose, mouth, and larynx.
It is a muscnlo-membranous sae, of about four and
one-half inches in length.

CHAPTER XI.
POSITION OF THE TONGUE.

HERE are persons who have sung for vears who

neither appreciate the importance of the position

of the tongue in singing, nor are they able to govern
its muscles,

The muscles of the tongue are: Genio-hyo-glossi,
liyo-glossi, palato-glossi, lingnales, stylo-glossi,

The movements of the tongne are numerons and
complicated, bnt can be understood by earefully consid-
ering the directions of the fibres of its muscles.

The genio-hyo-glossi, by means of their posterior
and inferior fibres, draw upward the hyoid-bone, bring-
ing it and the base of the tongue forward so as to pro-
trude the apex of the tongue from the wouth, The
anterior fibres draw the tongue back into the month,
The whole length of these two museles, acting along the
middle line of the tongue, draw it downward, so as to
make it concave from side to side, forming a channel
along which fluids may pass toward the pharynx, as in
sucking.  The lhyo-glossi museles draw down the
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sides of the tongue, so as to render it convex from side
to side.

The linguales, by drawing downward the centre and
the apex of the tongne, render it convex from before
backward, The palato-glossi draw the base of the
tongue upward, and the stylo-glossi upward and back-
warid.

The movements which interest us most are those
acting upon the tongne to make it concave from side
to side, forming not only a channel for food to pass
but also for sound, and those drawing the base of the
tongne downward, movements which must beeome
second nature, and the same as opening the mouth in
speaking and singing. If we are able to govern the
tongne, keeping it well down, and to keep the throat
well open, the mouth will take eare of itself.

Another movement of the tongne is essential to the
sounding of tones in their emission npon words,
spoken of in the chapter on * Enuneiation,” and part
of which I will repeat here in another form.

Take the line

“ Praige God from whom all blessings flow."

Sing it first with the tongue simply flattened from side
to gide. The tone is trivial, and very likely, in en-
deavoring to render the words distinet, they are dis-
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agreeably staccato, i. e, each syllable separated from
its fellow, Repeat it in the following manner, and you
will readily perceive the difference: Open the mouth
naturally. It is a mistake to think that the mouth
must be opened to the widest extent. Pronounce the
words naturally, and to give resonance to them draw
the tongue downward at the tip, sucking the tone into
the roof of the month.  Yon will feel that the month
is opened at the very front in the shape of an egg, the
tip drawn into the roof of the mouth by lowering the
tip of the tongne (with the genio-hyo-glossi muscles),
and sucking the sound into the roof of the mouth just
behind the front teeth.  On different words this ball of
sound will vary from egg to bell shape, the word
*whom " rendering it decidedly round, but the prin-
eiple is the same; the i in the word “Dblessings ? makes
the decided peint of an egg in the voot of the month,

TONGUE AND MUBCLES.

We often hear one say when failing to enunciate
vapidly, * my tongue gets thick.” Like the mus:les of
the limbs, use renders them flexible, while it develops
and strengthens them 3 therefore, it is never amiss to
practice what are called muscle-breakers. These are
particularly useful to those inclined to lisp. They




G2 Posrriox or the ToNGUE.

must always be memorized, and in reciting them
rapidly let the tip of the tongne enunciate the words,
1. 6., do not permit the sides of the tongne to strike the
teeth, as nothing is more detrimental to pure tones in
singing.

It is for this reason that the Ttalian language is so
beneficial in preparing the voice for singing all other
langnages. The nature of the langnage is such that
every word can be pronounced at the very tip of the
tongue, there being no combination of consonant-
sounds like sh in should, or § in jar, which close the
teeth tightly together. Questo is one of the Ttalian
words npon which an English-speaking person will re-
veal this fault, by pronouncing it hetween the molar
teeth s that is, will anticipate the action of the s upon
the que; while the Italian, or one properly versed in
the nicety of its pronunciation, wiil not permit the
sound to go farther back than the bicuspids or eye-
teeth, by holding the ¢ (pronounced eh) at the very tip
of the tongue,

Do not confound these rules with those for the avoid-
ance of lisping.  Lisping arises by getting the tongue
between the tecth, and by not being able to hollow the
tongune at the tip in words that canse the tip of the
tongue to be pressed against the teeth, Lisping can
easily be overcome, and thoze who consider it *too
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cunning for anything,” and encourage rather than eriti-
cise it, possess excessively bad taste,

EXAMPLES FOR PRACTIOR,

* Theophilus Thistle, the snooessfal thistle sifter, in sifting a siove
full of unaifted thistles, thrust thres thousand thistles thro' the thick
of his thumb ; if, then, Theophilus Thistle, the suceesaful thistle
sifter, in sifting n sieve full of unsifted thistles, thrust three thonsind
thistles thro' the thiok of i thumb, see that thow in sifting & siove
full of ungifted thistles, dost not thrust three thongand thistles throngh
the thick of thy thumb. Success to the snceessiul thistle sifter, who
does not throst thres thonsand thistles through the thick of bhis
{ongue

"“Thon wreath'd'st and muzel'@st the fnr-fotel'd ox, ond impris-
on'd'st bim in the voleanic Mexican monntsin of Fop-o.cat-n-petl in
Co-ti-pax-i."

** Thon prob’d'st iy rack’d tiba,™

“Thon trifl'd'st with his acts, that thou bliek's'st and contami.
nated'st with his filched charnoter.”

**Thoun lov'd'st the alves when thon heard'st and quick'n’st my
heart's tuneful harps.”

"*Thou wagg'st thy prop'd-up head, becanse thou ihrast’d'st threo

Jiundred and thirty-three thistles thro' the thick of that thomb tiak

thon enr'd’st of the barh’d shafis.”

** Peter Prickle Prandle picked three pecks of prickly pears from
three prickly prangly pear trees: if, then, Peter Pricklo Prandle picked
three pecks of prickly pears from three prickly prangly pear trees,
where are the three pecks of prickly pears that Peter Frickle Prandls
picked from the three prickly prangly pear trees? Sucocss to the
anccessfal prickly prangly pear picker!”




CHAPTER XI1.
STRISCIANDO OR SLURRING.

].4_"]{1‘1'-.‘,]-15511}3&' in singing can never be given by ar-
' tificial effects; who does not feel cannot inter-
pret emotions to others, Do not understand by this
that the unedoneated singer, actress, or speaker can
malke others weep simply because they themselves ery.
If glaring faults are not overcome, the fecling on the
part of the performer only renders them lndicrons.

Two of the common fanlts in mock expression are
those of pathos expressed by slurring from note to note,
which reaches the edueated earin a whine. 1t is ade-
feet that will rapidly pervade the entire range of voice,
the student being incapable of attacking a note with-
ont the undertone of a thivd or a Gfth.

Another defect is that of permitting the voiee to
tremble on certain notes in atfempting to give them
vibration, Vibration and expression ean be added
only when the voice is properly produoced; and, while
some voices are what we call placed more readily than
others, it is always a question of time, and depends
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upon the papil's powers of concentration in bringing
reason to the study of eanse and effeet,  Vibration,
often erroneously confonnded with tremolo, is not a
foreible movement of the vocal cords. A tremolo is a
forced emission of breath cansing heavy vibrations,
henee fewer and more distinet to the ear.  Another
disagreealle effect of this force of breath is the trem-
blingof the membranes of the pharynx and soft-palate,
which contains no beauty and is rninons to the voice.
Pure vibrations of a note are so fine and so vlosely knit
together, that they carry an idea of living, passionate
tones, and when properly prodoced never lead to
tremaolo.

What will produce this rave and exquisite vibration !
Steady use of breath as far back and as deep as pos-
sible.  In voealizing, lend the breath unwillingly ; be
a spendthrift in all else, but niggardly in throwing
away the breath.  Throw a pebble violently upon the
water and it is disturbed into large, broken cireles ; drop
a smaller one quietly and the eddies arve fine and even
80 i8 it with explosive and violent use of breath. -

Drink the breath, and do not have an over-supply in
the lungs.  Be natural in art,  Remember, as T have
sald elsewhere, to take the stroke of the glottizs back-
ward and upward; this also will economize the breath.
In singing & phrase, say to yourself, “ 1 mnst save my
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breath for the last note of this phrase,” and then take
care to end that note before the full supply of breath
is used.  To do this, add two mental diminishing notes
that the mouth may not close; the breath ends ab-
ruptly on that last note, as if’ caught in a spring trap,

Again, since singers, throngh nervousness, indiges-
tion or physical fatigue, may find themselves less
capable of governing the breath at one time than at
another, do not think it necessary to always take the
breath in the same place, In perfect phrasing, all de-
pends upon carrying the breath, but there are little
touches of art that will make plirasing aceeptable,
thongh shorter than nsually required.

It is never acceptable to take the bLreath at the
beginning of & measure, unless there be a pause in the
versilication.  Let it rather precede the last note of
the preceding measurve. Again, when a phrase presents
itself where great power is required at the close and
the control of the breath is more sure by taking
breath in the middle of the line, prepare the ear for 5
natural breathing-point by posing the voice lingeringly
on the word previous to that where the breath is to be
taken, and the phrasing will not be broken thereby.
This is something that can only be fully demonstrated
by the living voice,

CHAPTER XIII.
AQCENT.

WE must divide accent, besides its minor divisions,

into two great classes: The first, applied to the
musical vhythm, essential not only for proper and trne
musical interpretation, but as an inestimable aid in
overcoming the difficulties enconntered in singing rapid
passages; the second, applied to the enunciation or
what I may call the elocutionary part of singing. In
versification we can easily perceive that a syllable re-
quiring greater stress than the rhythm admits, will
destroy the symmetry of the line, owing to the effort
made by the vocal powers and the time taken to re-
cover themselves for another effort. So it isin the
techuical delivery of vocal passages, they must be rhyth-
mical, the accent regular and exact, else the voeal or-
gans themselves will rebel. This is supposed only to
exist in the musical requirements, not especially ef-
feeting their production and the delivery of them. This
is a mistake. For example, "if a pupil sings a scale of
eight notes and mentally anticipates the last one, he
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miy suceeed, after a fashion, in striking each note dis-
tinetly ; but if he attempts to sing two octaves, he will
gtumble and the throat close and elude control before
the last note is veached. TIf he divides the seale into
regular intervals, giving the voice no more impulse
than toearry it to the next, he will keep the muscles
unstrained and henee unfatigned for continued efforts,
I have known stodeots who had no natural agilita
(flexibility) in the voice, to obtain no mean degree of
perfection by great attention to accent, taking ecare, if,
for instance, the scale be divided into groups of four,
to make the last three notes with less power of voice,
for if' you will observe in rouning, we do not move
apidly by heavy footsteps. When the impulse is
given, we are earried along after the impulse ceases.
Continnous impulse would impede our progress as well
as produce fatigne.

Bemember that explosion of tones calls the Tungs
and thorax into use; that is, the effort is made simply
at the npper part of the lungs, which is hurtful to
health and voice,  Besides, hoarseness is cansed there-
by, from the fact that withent the impulse below the
midriff there is an expansion of chest that does not
admit of natoral production of sound, and some of the
breath escapes wnvocalized, cehafing the surface of the
epiglottis and the back part of the mouth, while the
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muscles become  swollen, producing what iz called
hoarseness,

The air in the lungs may be compared to a rubber
ball thrown upon the floor, only in this instance the
floor is not wholly inflexible. The air in the lungs is
thrown upon the diaphragm 1{the floor) to rvhuﬁml,
passing to the windpipe and through the larvnx where
it is converted into vowel-sounds, which, as they S
on, are, by the combined influences of glottis, epiglot-
tis, palate, tongue, lips amnd nose, emitted in words,

In studying, seek a elear conception of the principles
of your work, by talking over the ideas presented with
your teacher; and by comparing the idea you have
received, the teacher will be enabled to know whether
you fully understand or whether vou are only working
in the dark, .

While the voice produces, it is the ear that criticises,
and the reason that distingnishes the mechanical dif-
ference, even before the ear discerns the niceties re-
quired by the instructor.

It is not the number of exercises sung in a lesson,
but the manner of singivg them, and the acquisition
of correct and efficient rules, with the ability to make
such application of them as to render them habits,
that constitutes art in its highest sense,

Therefore, if you desire to gain complete control of
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vour voeal powers, take one principle or combination
of prineiples and practice nutil completely mastered.

Do not become dependent upon book knowledge,
nor think book or teacher can make a singer of you.
Accept the ideas ‘of your teacher and the means sug-
vested for adopting them, and then remember that
these ideas must not be imitated merely, they must
become a part of yourself; for you will never suuun‘ml
in reaching perfection, till, added to art, your own in-
dividnality is stamped npon all you do, and vou forget
that it was ever taunght you. Then read, listen, imi-
tate with this object in view. Dedicate a leaf of
your voeal exercises to a list of your :leﬁuieuuh;s,
and add to them any vew ideas you may have ilis-
covered. Read these very carvefully each time you
practice ; they will assist you in overcoming your
faults. Let me say, for comfort and enconragement,
that some defects are not reached by direetly attack-
ing them. They may be the ontgrowth or effeet of
others ; hence, study cause and effect, uxuz'nising_gmat
patienee antil the canse be removed. Yet it is not
enough to read and think of these things. Actnal
practice joined with earnest thonght is necessary, amd
then you will be rewarded by good resnlts.

One of the dangers of reading and thinking about
any art or science is that one’s taste becomes de-
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veloped so far in advance of the power of execution
that the stndent feels disgusted with slow progress and
despairs of suceess, Success never ecame to anyone
without drudgery, and often only after a blind depend-
ence upon others for the first principles, even when
reading and observation have prepared for much that

is to come, Itis an epoch of study much like that of

having learned to strike chords and even play a
melody upon a gnitar withont having learned to tune
its strings,-and we feel mueh as if tarned back to the
primer in undertaking a diveet and systematic study of
the instroment.

No one ean become a really good singer by singing
fram o book, becanse what.is thus acquived is more
from thought than from feeling; hence it has less of
freedom in ity and we are, from necessity, more or less
constrained and mechanical. In comparing sonnds,
be gaided by the ear and not by sight in the seience of
aconsties.

The infinite shades siven to the voiee after the
drndgery of placing it (that is, getting under complete
control all musecles and nerves that affect it) are
feeling and passion, which give rise to the individual
(ualities of voice,




CHAPTER XIV.
CHANGING POSITION OF MOUTH AND THROAT.

DEADLY enemy to perfect \'{H?El”?libl.iu“ il

enunciation is the idea that the throat is a sort
of step-ladder, and that do is on the lowest mu.nfl,
while we must move around to find Sllﬂt'f:i:lulllg uulu?;
henee a syllable must he :llmlmlnmrul o Illlll-]]:ltllE] in
leaping from a middle round of the ladder to one of the
irher ones,
h]?!'l;l'}linqu the pupil learns that the very t-:j.:ll:lh]l: aban-
doned, providing it is not & combination of culuﬁmmnt.s
that elose the throat, will insure the beauty of the ::uFe
to be taken: when he ulnl{-l'ﬁt;:u[uls t-l‘mt the worst
thing he can do is to prepare himself to reach for l.
uul:v: he will have accomplished much. . How ardently
have I wished that all notes counld .he written upon one
line, instead of impressing the singer that ]n\r- miust
reach up for the high notes, or rmttlff down for 1f.|1{-
lower. Here I find great use in the idea u.f' Iowerm.g
the larynx and attempting to taku_ the Iughfu- n-:te
just where the lower was taken, i. e, keeping the
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throat perfectly immovable while the proper pitch is
obtained by a longer column of air, then let the larynx
return to place.  The act of lowering the larynx acts as
a lever, and throws the waves of tone into the roof of
the month at the front (hard) palate. This render-
ing is far less fatigning, more vibratory, and less wear-
ing on the vocal cords, because no strain or Over-ten-
sion of voeal cords can possibly follow if it js rightly
fone,

Another practice that greatly facilitates vocalizing
without changing the position of the throat for consecn-
tive tones, is that of studying a fine legato of the notes
to be sung.  Make the syllables meet each other, not
by slurring but hy bringing down the higher note to
the one just sang, i, ¢, taking the mi with the throat
in the same position it had in singing do. To avoid
slurring, take a mental sound of mi before striking it,
as treated of in the chapter on Slurring,  With this
practice rightly performed under the guidance of a
teacher, the pupil will be astonished to find how high
the voice can be earried withont changing the position
of the throat, or making any exertion in singing, noting
that the difference of piteh is always owing to the ve-
locity or to the length of the column of air, properly
directed to the roof of the mouth. Therefore, in the
endeavor to hold the position of the larynx unchanged,
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do not fix the museles and stop the tone at its upper
edge. Its fulness depends upon the larynx being held
open; its piteh is dependent upon the formed sonnd
reaching the highest point of vibration, the roof of the
mouth.

The soft-palate is frequently erroneously used [or
the production of the very high notes, but its direct
connection with the muscles of the larynx renders it
productive of evil, both to the voeal cords and to the
nerves of the throat, as there is danger of straining
them. To test the difference, make an ascending
seale of staceato notes to the highest limit of the voice
upon alt, which, without lowering the larynx, will earry
it to the soft-palate. Repeat it two or three times,
but not to bring fatigne. Now do the same with the
letters ste (pronounced stay), holding the last gound i
well in the front part of the roof of the mounth. Pro-
viding yon have not previonsly tired the throat by im-
proper or long continued singing, and open the mounth
without changing the s enunciation of the syllable,
while drawing the tones to the point occupied by the
syllable ste, you will readily nnderstand how much less
fatigning such production of high tones becomes, anil
how much easier they are to reach, Singers make u
mistake in changing a vowel in order to reach the de-
sired tone. If done properly it will insure the tone,

-
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exeept in rare eases in which the previons word ends
with a consonant that gives them no time to prepare
for its perfeet enunciation, or where the note regnires
greab dramatic foree, and the word is one which does
not lend itself to the direct impuolse of the lower
muscles, Take, for example, * toome It is more
diffienlt to place * me” in the roof of the month tollow-
ing * to” than when preceded by “for,” from the fact
that in prolonging the vowel-sonnd of  to” there is a
tendeney to bring the lower jaw forward, while to take
the “me,” or any other word the vowel of which is to
be held in the roofof the mouth, the singer munst
avoid letting the jaw slip forward. Rather deaw it
backward, not dowonward; the muscles are lowered,
not the jaw-bone, while in opening the mouth in the
emission of a very high note, let him imagine the
voice to be opened by opening the mouth from
the upper jaw, as this will avoid a tension of the
muscles of the chin and jaw, and its infloence on the
voiee be heard distinetly,

Remember that cach note sung is the index of the
one to follow ; i. e, if well placed and the breath is
kept steady in taking the next note, the second will
retain the qualities of the first; while if the breath be
all expended on the fivst, the second will be aneertain
and without vibration. Usoally, the nnedocated
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singer, fearful of the result in attacking a high note,
prepares himself for a mighty effort, the sure way of
forcing the tone and either closing the throat, or taking
a note devoid of all musie by its forced character.

PART Ii:

CHAPTER XV,
BREATH-EXERCISES AND TESTS OF DIAPHRAGM.

D'D not think that exercises are a preliminary practice
to be abandoned after a few months. They are
to be sung till all museles of the throat, tongne and
body (for in singing we nse the diaphragmatic, the
costal and the dorsal muscles) are developed, and
afterward to keep the voice in condition. Practice
mnst be eontinued as long as yon have breath in your
hings or voice in your body. Determine in your own
mind what your chief defects are—throatiness, breath-
lessness, nasal quality, flat instead of round tones,
triviality rather than nobility of tone,—and discover in
each exercise its special application to eradicate one or
all of these defects. There are few finished singers
that have not had to contend with every possible fault.
Remember that to sing, the voice, like a violin, must
be tuned.
A first lesson is naturally devoted to breathing.
Frequently, much to their surprise, pupils are not
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asked to sing at all, and they go away from the
lesson puzzled as to whether the teacher knows any-
thing about the magnificence of the voice they have
brought with them,

There are few people unable at a first trial to ex-
pand the waist, and when told to do so with the hands
pressed against the sides, can easily understand that
the expansion thus produced and held while count-
ing ten is what we call a deep breath or dia-
phiragmatic  breathing. Take the breath in  that
way a second time, i e, expand the waist without
thought of taking breath, and softly sing ah, holding
it till the waist has returned pot only to the position
held before the expansion, but is smaller, the waist
having contracted to supply the long pull on the
breath. Now you are given the idea of using the
breath from the lowest recesses of the lungs, or from
the diaphragi.

Take the breath again in the same manner, remem-
bering that the vibs are expanding rather than that
the airis rushing into the month. This time say
Hoh! Hal! Heh! Placing the hand at the waist
or pit of the stomach, it will be felt to move inward
from the hand. This contraction is an impulse of the
diaphragm to thvow the air out of the lower part of the
Iungs with moderate violence. It should be done with
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# backward movement at the throat (as one YAWNS),
bringing the vocal cords in opposition to the colmmn of
air sent from the diaphragm.

Again, take deep breath and say Halt! Hold! in a
voice of command, taking care to choose a low pitch,
Again, the hand at the waist will feel a stronger, i
more violent contraction.

To use this pressure of the diaphragm at will, and
in music whose natural change of expressions calls for
erescendos from the softest to the most foreible tones,
requires long and careful training of all the muscles
connected with the human voice; and when a pupil
ean produce the extremes, i. e, dramatic tones or Fryg-
gero (light) tones, there is sometimes g long struggle to
unite these.  But this need be no eanse for disconrage-
ment. No one ever sang well without fiest singing
poorly; and if perfection of art is to be attained, it
must be by gaining a little at a time. Oune or two
other exercises, somewhat violent, to convinee the pupil
that the voice ean be strengthened only by the use of
the diaphragin, and then we shall tiun to the study of
quality of tone rather than quantity, which will come
later,

Prononnee the word moon, dwelling somewhat u pon
the m, and noticing the resonant chambers it discovers
above the upper lip and back of the nose ; then pro-
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nounce oo with sonorousness, imitating a deep bass
voice as much as possible.  Youn will find it, too, comes
from the diaphragm. Next try noon, and the n is
found to use the frontal facial cavities, while oo goes
down to the very * boots,” as before.

Now sing

Frercise 1.

taking care to speak rather than to sing the first syl-
lable, and quickly settle dowen for the second syllable,
which vou hold by suspending the breath, i. e, holding
it back instead of pushingitout. In settling down you
kept the throat from rising above the position it natu-
rally uses in speaking, and therefore it remained open.
In enunciating it forcibly, the contraction at waist, as
in halt, must be felt. Keep in mind rather the
thought of going down than up, to avoid reaching for
the note.

The following exercises, from I. to VL., are relig-
ionsly practiced each day by the greatest prime donne
of the world. In beginning your daily practice,
consider, as they do, that for half an hour you have
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neither breath nor voice and under no considera-
tion attempt to sing with voice, but concentrate the
mind upon softness of attack, the tone beginning in the
following exercise exactly at the point where  is enun-
ciated, exercising the breath merely by suspension, as
in the first breath-exercise, necessitating its renewal.
This strengthens the contracting and expanding mus-
cles of the diaphragm as well as the dorsal (back) and
costal (side) museles, and is the beginning of hreath-
control.

Erxercize 11,
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Without donbt, in your first attempt the hreath es-
caped. You attacked the tone with what might be de-
seribed as aswelling preparation of the throat, and you
used op the low tones a sound called by some teachers
a chest-tone, but which was {as most so-called chest-
tones are) a.pure and nnalloyed, not-to-be-mistaken
throat-tone.  First of all; use no chest-tones, whether
we are trying to nse the throat without any rigidity of
its museles or not. When the time comes to oppose
the eolumn of air from above, we shall have learned to
do it without any noise or misnse of the throat.

Let us now consider the attack, i.e., begin without the
dizagreeable noise called- the stroke of the glottis.  We
choose the letter! to aid us in this natural manner of
beginning, as it gnides the tone to the front of the
mouth. Now to find what we want, strike the tip of
the tongue against the upper teeth in rvapid enuncia-

o

tion of la = E E E E E with the least possible sound, as
' L] & b W 3 o

if speaking rather than singing.  You find that you have

not used the throat. Now begin the fa at the front of
the mouth, and, drawing the tongue slowly and steadily
back from the /, sing the vowel @ with the same soft
tone and with a drawing backward or drinking move-
ment, instead of pushing it forward,  The drinking or
yawning movement lowers tongue and larynx, while it
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opens the throat, and the vocal cords are carried down-
ward upon the breath coming from the lungs,

Let us consider some of the fanlts the student de-
velops in trying to do this exercise.  One is inclined to
stiffen the tongue-mnscles at the back of the mouth,
add o hollow, gnttoral sound is the result, as if' the
tongue were too big for the mounth,

To counteract this, make the tongne-pressure at the
tip, especially upon le and I Begin again, get the
soft tone started with I, then deaw downward from
the upper teeth to the tip of tongne, which, with
muscles pressed downward belind teeth, leaves a hol-
low that enlarges the resonance-chamber thus formed
at front of month, Now begin again, simply, softly,
la, le, li, enunciating e and % with the muscles at tip
of tongue lowered with a firmness that will strengthen
them like steel. Take care that yon do not press the
¢ against the teeth till it wheezes, but notice that if
well drawn downward, as if it were an elastie string
with a revolving button at the upper e nd, a pure, res-
onant sonnd can be made as well upon that diffienlt
vowel as upon a.

Pronounce or sing them again, and notice that the
tongne has at its back three grades of roundness: La
has a low position, enrved into a hollow along its
length; it is slightly vaised for e, while the tip-pres-
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sure is increased ; for li its middle nearly touches the
roof of the mouth, while the tip of the tongue takes its
utmost pressure,

If the pnpil has a stubborn throatiness, varions ex-
ercises must be invented to conx the voice away from
its enemy, the larynx, which, sinee it iz the voice-box,
is mueh like people who are their own worst enemy,
Find a note among those of the upper register where
the ginger unconsciously takes a head-tone.  Get him
to imitate it in the lower tones, and finally his own
ear will learn to distinguish the difference. Often the
bumming-exercises will enable them to take proper
tones by keeping in mind that each note must be be-
gun exaetly as was the humming-tone. Remember
that throatiness is a stiffening of the museles of the
larynx, obstrueting the breath instead of permitting it
to pass throogh. In time, the pupil will learn thai
this opposition is a nseful and necessary art, but that
the breath will be gunided throngh to the proper sound-
ing-boards, and that the contraction and relaxation of
the muscles are done with no eracking of the cordage,

Do not attempt other exercises when practicing
alone, till the attack is properly learned, till the I can
be enunciated with humming-tone, drawing back the
tongue, or rather down and back, into lower jaw,
instead of toward throat, leaving plenty of room at the
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front of mouth for the vibration of sound, and keeping
ever the same flowing, soft, smooth sound, avoiding a
grating tone, Practice this always as number one.
In time, other principles can be added and practiced,
using the same exercise.

Having practiced the first exercise carefully and
rendered the breath steady, let ns go to an exercise in-
tended especially to make the throat elastie, and to
enable the pupil conscionsly to open and close the
throat—a matter that often remwains one of Egyptian
darkness to singers for a life-time.  Aceident may
produce that result, but no intelligent adjustment of
the muscles aided them.

Exercise 1T,

=
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Begin the first note softly, lower the larynx as if
yawning, except that the force is kept toward the
middle of the throat to narrow it a little, in order not
to use muscles that produce a real yawn, and let the
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breath move to the piteh. Do not move np and for-
ward becanse the piteh is a minor third above; such a
movement eloses throat, Another aid is to concen-
trate the mind upon the first note, and in making the
second sing it or deaw it a trifle farther back of the
point at which the first was felt, Three or four in-
tervals, a third, a fourth, any intsrval easily sung with
the above method of doing them, will suffice to open
the throat, provided no breath-pressure has been
nsed.
Frxereise IV,

= Strike note with backward impulse thus keeping throat open

Fery stowly
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Note that lines drawing nyper notes down o first nré {6 remind
thie pupil of going down, nsing contracting mnsoles of lnzynx 3 those
deawn up to third note, to keep notes np in Lend while musc !M of
larynx relax.

Begin Ex. IV, simply, draw the second note down
to the first with the same slight lowering of the I; v nx
(thus exereising the contracting muscles), and for the
third note, let the downward pressnre be decisive,
The breath, unimpeded, will move over the edge of the
larynsx, ﬂmhuh otherwise catehes it with a throaty
or I]u:uul-]l‘lng grating sonnd, Move from the thind
note to the fourth, tuking care to relense the larynx
from its pressure {u}m*!: exercises the relaxing museles)
for the breath, which has been thrown high enough to
generate into tone at the required pitch. This will
produce the tones descending, while the muscles are
relaxing. As we transpose the exercise into semi-
tones, a greater pressure of breath is needful for the
higher note.
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Take care that the movement backward and down-
ward (to open throat) precedes the contraction at
digphragm (waist-line), in order that the throat be
opened gradually in advance of the increasing columu
of air being forced apward by the diaphragm; also as
O, third space, and D are reached, take care to goide
or lead the tone forward toward hard-palate (roof of
mouth) to take advantage of the head-cavities as res-
onance-chambers,

The movement of a tone as the organs which in-
fluence it are moved, can be likened to the rotation of
a wheel which, dragged along the road, loses useful-
ness and freedom, producing a seraping noise.

Properly moving on its axle, the point [
marked moves down and back to rotate,

tinally, considerably in front of the point at

which it neared the gronnd before, The downward
and backward movement we make with the throat,
brings not only a strong pressure of the vocal cords
against the breath, but makes the cireuit that, like a
lever, throws the tone with certainty and well
guided to its proper pitch, to the front of the month.
Also note that the archer whose arrow is sent farthest
uses it according to the backward movement of the
cord, which speeds it on its way.
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Exercise TV,

U Down on breath
d Exhaust breath & relax throat preparatory for new bicath
= Open throat with backward stroke in taking note

Fery slowly and softly

Begin this exercise as the last was begun, but take
are to hold or suspend breath (as you drink tone)
upon the first three notes, going doiew on breath on
the fourth note; i. e, lower the larynx firmly and con-
tract at pit of stomaeh, which sends, by ltu; action of
the diaphragm, a strong colomn of :l.il' to the voeal
cords, where it is generated into tone. Do not let
this force of air be wasted. Continue to drink tone
or suspend breath, and as soon as the fourth tone isr
firmly sonnded, begin to relax the muscles, move to
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the next note, and permit the breath that bas been
held so long to be used up, that the lungs may be per-
feetly empty in taking new breath; for, although the
pupil should study to reserve breath in singing a
phrase, as i’ it coniained one more note, the art of
expelling breath while singing is quite as necessary an
accomplishment

After the fifth note, take a deep breath, always by
the expansion of the waist. One might say, feel that
the lower part of the body is a sponge, eapable of ab-
sorbing the breath as the vibs rise and expand. This
avoids the sob throngh the throat, which is both hurt-
ful and disagreeable.

Continne the exercige with lungs only partially
filled, taking care that in descending each note copies
the upper note, with rather a smiling face, to keep it
in the head-cavities and a backward stroke of the
palate to prevent the throat from closing, as it is apt
to do after taking breath or as breath gives oul.  As
the singer moves down the scale and is conseious that
the tone is getting near the throat, let the larynx be
held well down from under ity as if attempting to carry
ani hold it against the spine.

BreaTH-EXxERCISES AND TESTS 0F DiArHiacM. 91

Exercise VI,

Sign indicating that note is held forward by pressure forward
of upper jaw.
I Sign indicating that muscles of larynx are*to be relaxed.
Especial rule — to relax easily never place on nofe as much
pressture as is possible.

This exercise—the most difficult to do correctly, and
one of the best to equalize the voiee, carry the h:l‘{.'.'tih,
and govern the throat—is begun simply, as in other
legato exercises, taking care to begin without lowering
larynx, but rather smilingly, so as to bring the tone
well forward. Then lower the throat as the tone
ascends and is inclined to reach up. Remember that
there must not be undue tension in lowering the
larynx, but only suflicient to keep it at the level of
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the speaking-voice, when talking at a low piteh, and
let breath-pressure do the rest, Let a frequent thought
be, Do this or that with less effort ; be natural.”

The test in this example is after the first breath,
The note is to be taken just where the last was sung,
i. e, well down on the breath, This presests the diffi-
culty of taking breath and bringing immediate pressure
upon it, preseding the singing of the note,  Therefore,
the singer is to feel that the note taken after the
breath is as well down on the breath as that left;
then, taking care to keep the pressure undiminished,
move to the next note, i. e, take it without a gap be-
tween it and the preceding one, while, with a forwand
pressure of the upper jaw, as if it were a cap, the tone
is covered at the moment the strong diaphragmatic
pressure is brought to bear npon it.  Being thus held
in the vibratory chamber, the breath is economized,
anid we have a placed note, not only down on the
breath, but well pointed toward, and eapable of vibra-
tion in, the front of the mouth behind the upper
teeth.

After the highest note is added, take care to sustain
breath. Go down with steady movement, having re-
laxed larynx-pressure, and keeping, as in other exer-
cises, the tones along the roof of mouth, somewhat
smilingly, that they may not drop to throat, remem-

——
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bering that aseending or deseending a seale one note
should be the model of those to follow.

In this manner a perfect legato is obtained, The
adjustment of the threat is accomplished without
noise, with steadiness, and the notes are placed 8o
closely one to the other there is no break or slurred
space between them, wherein is wasted the concentra-
tion of breath-forces whieh brings power. And lLiere let
me interpolate that poweris not noise. True power is
evident in the constraint of foree and is thus most
effective,

Comprehend that in these severe legato exerciges
youare tea hing the organs of voice that there is not
4 given spot in the throat for each note. 1 wish 1
might do away with the idea, “ Go from one note to
another.”  Rather bring one note to that which pre-
ceded it, not side by side but one exactly where the
other was placed, till the body of the voice is equalized,
deep, rich, elastic; then the various thinly-shaded
tones may be uszed at will.
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Frereize VI
Legats
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Begin the double scales smilingly, with scarcely any
voiee, and erescendo in going up, taking care that the
second note, which slips away, is heard, and that all
accents are made with o backward impulse. At the
second octave in the first scale, which is to be sung
forte, lower the shoulders well and settle down firmly
at the waist, rather leaning on the dorsal (baek)
museles, Do not, under any consideration, make an
effort to get the high notes by guiding the throat.
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The only thought beyond the foeussing breath-effort
at the waist is to make sure that the lower jaw is held
firmly down and back, while, with slightly smiling lips
as the higher octave is reached, the upper jaw presses
forward. As an example of the effect, liken the tone
to & long tube, using a peneil as the tnbe. Notice that
as it moved back at the bottom, the upper point will
move forward ; but on the high notes, lean against the
top of that column, the better to earry it forward, but
anly with the upper jaw, else the throat will make an
effort to guide and thus spoil what breath alone must
do. When the breath is well down, i, under control
at the diaphragm, the upper notes will be round and
sonorous, and as easily prodnced as the note a fifth
lower. Indeed, there is no change of throat position nor
any impulse after the accent of the gronp in which the
highest note lies, 8o much for the fortissimo (lond)
legato seale.

Now, repeat the scale softly, singing the first octave
legato and the second staceato, remembering to gradu-
ally go down on breath, i. e., lower larynx as the waist
slowly contracts, and feel, with the palm laid against
waist-line, a distinet stroke as the muscles at that
point contract, taking care that, while the thought is
concentrated at that point (waist), each succeeding
note moves farther forward in the mouth and is only

METETY TEOIAL
BrEATH-EXERCISES AND THETS OF DIAPHRAGM, 97

correct when wade very softly. If foree must be used

it is all wrong; becanse the throat, not the breath if:

the agent nzed, sy

There are but two points of concentration in the

production of staceato notes, the diaphragm and that
sounding-board, the hard-palate, The soft-palate is
fl‘ﬂ{l}t{:tlt-]}' nsed, which is an error, for it is raised, thus
35I-r;_uning the vocal cords. Unlike the hard-palate, it
I8 capable of neither power nor brillianey.  1f the sf:i:c-
cato and soft high notes are difficult for a pupil, prae-
T.IL:l‘ softly with ah, merging into e, as in L'}.Frﬁr'."y
bringing the pressure well upon the upper part of eﬂcI;
note with the upper jaw as it ascends, as ift you were
attempting to clasp the tone with the upper f::uth like
g0 many fingers.
. Again, in doing the staceato seale, feel that the note
is a bell in your head, attached to a rope, which stiikes
at each gentle downward pull, while, at the upper
teeth, you are saying al as softly and pointedly, 4. e.
a8 narrowly as possible, thus keeping it from hﬂ;{:ming’
too bhroad,

Examples that appeal to the imagination of one
pupil utterly fail with another; but a good teacher
never lacks an illustration that will convey the de-
sired idea. When written they must necessarily be
general, and are understood only by the initiated. : By
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.

that T mean those who have been fortunate enough to
study these truths vica voce with a teacher who has

developed the ideas.

CHAPTER XVI.
REGARDING EXECUTION, OR FIORITURA.

S the beginner, in his early attempts to govern
the throat and the diaphragm, is apt to hold
the muscles rigidly, forgetting to relax in the desire to
sty the breath properly, it is well to intersperse with
the severer and more serious training in voice-placing,
exercises of agilita. These give to the singer excen-
tion and flexibility of the throat, while resting him
from the severer physieal exertion of breath-study—
for sneh, indeed, it is.  In fact, in olden times singing-
gehiools were termed Dreathing-schools. At all times
in these restful exereises, apply to them the correct
attack, thongh I dislike to call it an attack when our
attempt is to begin without an attack and as we speak.
Bemember, too, to drink the tones, and if effort is re-
quired, let the diaphragm supply us with force.

Exercize VIII,
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In the above example, concentrate thought upon
enunciation, without movement of the lips but with
strong tension at the tip of tongue in pronouncing
vowels,  You will find this the chief secret of enunci-
atory eontrol. Do not let the throat rise above the
level of the speaking-voice as the exercise, transposed
by half-tones, becomes higher. Learn it thoronghly
in the key given, then carry it through the limits of
the voice. Say it rather than sing if, as it becomes
higher, The pronunciation will earry it into the res-
onance-chambers of the head with no other effort;
and, when done correctly, the singer will be surprised
at what a high pitch one ean enunciate.

The second measure, sung with la, is also sung very
softly, accenting well the first note in each group, and
coming to the end with a well-placed, deep, sonorous
tone on do,

Erervise IX,

Sing the above exercise in rapid repetitions, with
bell-like distinetness, legato yet martellato (stroke of
the hainmer of a bell), taking eare to cover the octave
interval by bringing the notes closely together. To il-
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lustrate how little adjustment of the throat is neces-
sary, take li, as in little, and sing the exercise with that
syllable upon each note ; also sing it taking care to go
down on first note in moving to the second, much as one
goes down on a spring-board before leaping into the
air.

Frercise X
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Beginning at third group, add the following to the
various keys of Ex. X. as an exercise, but softer and

less dramatie.

Exercize X1,

Begin softly, with lips closed and tongue resting
:1.;[;111'.5[. the roof of the mouth at base of narii (nose-
passages), as in pronouncing ng in being, except that
it is not drawn away forcibly, but remains to obstruct
the passage in that the tone will pass through the
nasal passage. Understand that nasal singing is
caused by obstruction of the narii, that is, the tone is
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unable to pass freely throngh the nose, and is given
the peculiar sound so much disliked.

There is the same backward movement of 1he throuat
as in other exercises, and especial pressure against the
upper jaw, forming a lever, as one might say, which
throws it well into the head. Those who have fixed
habits of throat singing need special exercises to coax
them away from it ; but this in itzelf will be a great
aid if persistently sung softly, as both chest and throat-
tones are thns rendered impossible.  Indeed, the pupil
with stiff throat must be tanghit that humming correctly
leaves the throat perfectly inactive.  After practicing
this exercise by humming, take the syllables noo and
koo, being eareful to give the ninth the same sombre
quality, i e, do not let it change into the thinuer
timbre of the head as it is inclined to do, To do this
the diaphragm must be ealled into requisition, holding
the throat nnchanged, the thivd from the last being a
guide for the highest note, while all effoft is down-
ward against the waist-contraetion. This last man-
ner of doing it brings the same dramatic foree used
apon the double scale, byt it is easier to accomplish ;
hienee it is not an nnwise plan to frequently do this ex-
ereise first,

For this light practice there are many forms of trip-
lets, fourths and fifths, as well as ascending and de-
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scending chromatic seales, which can be improvised ;
but the best practice and one which, at the same
time, calls for quick changes from light to placed or
deep tones, not to speak of the development of taste
for_good music, is to take up the music of the old
masters, Rossini, Donizetti, Weber, ete., and do not
be persuaded by those who ignorantly affirm that as
it is English we wish to sing, this is needless. We can
sing the simple music well only when we have sub-
jected the voice to training in music that not only de-
mands of us what we can do, but the ntmost that is
to be learned. Ouly the old masters nnderstood the
true possibilities of the voice, They present flights of
exeention (fioritura) which, when understood, is a rest
rather than a difficulty. Never offer a soprano musie
that is written with the fessitura of the tenor ve iee.
By tessitura 1 mean the melody strained above the
limits which should be sung by a soprano.

CHAPTER XVII.
GENERAL REMARES.

RHMEMBER that the foundation of singing, the
soul of song, is the legato, and a correct lltfq.'u'n.r
mm. be sung only in the manner described in the ex-
ercises given. Feats of agilith, of fire-works :l;'l:
voeal embroidery, To obtain the first, is the ,Ill.Oﬁt
flitﬁculi. and the most necessary ; yet 1.'n,n:ti mlufe:!,tinn.
i ot Lcun:plrtu without the ]at-tv;', for the flexibility
1t requires prepares the voice for every shade of calf;r
anil expression. . .
| To let go or relax is one of the secrets of lightning-
like execution. The brain must be educated to pre-
r:'.cnle rapidly the aetion of the vocal m‘g:;ns- for brain
is the motive power or, rather, the enﬂiu;,er at ;:he
throttle. Here let me say, no better l‘}{ﬂl‘i‘ﬂiSE can be
practiced than that of thinking the scales: but not
enough to tire the throat, which is so sympathetic
that people who never thoughtof singing, will go hﬂ.ml‘:
with aching throats when obliged to listen an entire
evening to a person who sings with effort.
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Another great assistant to exeention is that friendly
little accent that, like a trusty and long-used cane,
thumps the pavement with a firmness that gives the
invalid a new impulse. Very little breath is required ;
indeed, much depends on accenting and then holding
back the breath from the pearls that drop one after
another. As an example of accent, strike a tassel, and
the one touch will leave it swinging more regalarly than
if the hand moved it back and forth. Why? Because
the hand is more ponderous.  This idea of impulse, or
accent, is felt in running, and the swiftest ranner is,
no doubt, the one who can adjost the equipoise of
spurts of force in the best manner,

Do not be led into the erronecus idea that by going
through the nnmerons volumes of brilliant exercises
provided by teachers whose names have become famons
through the number of pupils they have secured
rather than by anything they have tanght them, you
are accomplishing the object desired. 1 was kept by a
teacher incapable of putting his excellent ideas into
words, for one school year, daily lessons, upon one
exercise !  While I would not inflict the same blind
ordeal upon one of my own pupils, I have never re-
gretted the discipline and the knowledge that T learned
a world of things on that one exercise, and that it is
not the many exercises we do, but the principles we
apply to the few that lead to results.
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These exercises mean voice, and its scientific con-
trol.  Ever keep in mind that the application of
these things to song must be attempted and accom-
plished. When the dirudgery of muscle-drill is well
nnder way, there is vet mueh to be done in the flowery
field of expression, where emotions are to be held with
a steady band, even while they seem to rule; and
that while a teacher is absolutely necessary, there is
yet a schooling of self to follow, in order to develop
one’s individuality,

The pupil should understand that learning has its
“slongh of despond;” that advancement is not made
without frequent downfalls, There are sudden halts
and seemingly inferminable ones; depressions of mind
and physieal relaxations that effect the voice, when
the teacher is called upon to use wise and discreet
measures to turn these very relaspes into benefitz,
For, when the pupil is left to Lis own resonrces, and
perhaps foreed by professional or social obligations to
nse his voice, he will know how best to save himself
and produce the best resnlts, covering by art the de-
fects that physieal or mental conditions render ap-
parent.  Also, let the pupil be comforted by the
knowledge that the voice passes through many phases
before reaching perfection, and frequently the back-
ward step is the forevunner to a great stride forward,
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Adopt the motto, Perseverance, Concentration and
Conscientionsness.  When the work is undertaken
with the determination to bring it to asuccessful issue,
and with the knowledge that “the frnit soon ripe
soon falls *—hence the reward of its work is not to-
morrow nor next year, but will surely come and
when it comes will stay,—then rest assured that there
is pleasure in store for youn. Modest, sincere, confi-
dent that the right path is being trod, go on; for
while giving pleasure to others there will be satisfae-
tion in the knowledge that the possession of the true
art of song is one that adds to itself’ treasures anil iz a
pear]l of great price.

CHAPTER XVIII.
ANALYSIS OF VOICE-PRODUCTION
IN

“LAST ROSE OF SUMMER.”

HE analysis of this old song is chosen hecanse
there are few songs in which the illustrations of
Jior di lubbra combined with breath-pressure, in fact,
the varied coloring of the voive, can be studied and ap-
plied to song as in this. Its exquisite possibilities as
a perfect legato makes it a favorite with artists.  The
first verse is to display no power of voiee, even when
the student is divected to go down on breath.
#1."—Fior di labbra at the lips, means to be sung
with exquizite delicacy of enunciation, and thiz can-
not be accomplished with great volume of voice, It
will be indicated by a line under the words, which will
also indicate that they should be enunciated smoothly,
to keep a legato like the steady bowing of the violin.
APt 1 gignifies to place the *r” in “rose” ex-
actly where ihe “t”in “last " was placed. This will
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prevent throat-effint.  As the o is reached, let it be
the opening thronglh which with a suction inte the
upper jaw o head produces a sweet head-tone, best
deseribed by the termn #spiritual ;7 its difference from
a dramatic one being that we permit it to vibrate
purely in the head, without intensifying by opposition.
We draw it up from the diaphragm, instead of coming
down to meet it; while our method of enunciating it
first deterred us from reeching for it, thus closing the
throat, Now take the line as a whole, and study a
breath seeret.  If each word sung breaks off the
breath, there will be no feeling, no intensity, no color-
ing. It is like a brook divided into drops, it will
sweep nothing before it unless it becomes a united
body. Fix this firmly in the mind. The power, the
feeling of a song is the effect of breath sustained and
carried to a climax, with the words carvied upon its
bosow like so many ships laden with tidings. Begin
softly, smoothly, distinetly, and from the first word
gather rather than use breath, till at the letter o like a
white spirval flame it spins an ethereal tone and nses
the greater foree of breath without other than intensi-
fying tone, and yet reserves enongh breath to delicately
finish line.

“3.°—The line drawn over consonants is fo indicate
a pressure that will caress them and lend music to the
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word. Take care that this is not done by takine the
tongue from them, but rather hy pulth;a it ;1*21511?-:!
them and drawing away when the vowel is \'nm:]izvd
This is so delicate a matter it is {Ii.fﬁi,'lﬂl to make itr.
clear on paper. Strike an octave on the pianc.  One
person will strike the keys and move away for the
second octave naturally, Another will |}|lsl1htiw keys
and lift the hand with the force upward, as if the pi:ulm
keys burned them. Apply the same to the tongue in
pronouncing “the Lord.” A noviee, if told tnamuka
the {17 distinctly, will snap the letter away from the
vowel in a manner that makes a staceato of it ; or ll'l;'
attempting to 'give voice while the ] L-]u;:at:sjlhlt-
mouth, the entire breath explodes upon the % 0. Now
pronounce it with a firm pressure of tongue against
_l;he upper teeth, and taking it gently away sing the
o (for we cannot sing consonants) 1witiml1! 1}|:::|11'nu
the mouth, which would move it too far from its -::m:
sonants, and to a trained car make a strung-out, two-
syllabled word,

Eeturn to the second line, * Left blooming alone.”
We find a mark over the first letter, again Ewr the
LR P him}llhillg." Do not be afiaid to stop long
enough to let it be heard like a caress, as also the #] 7
in “alone.” It adds the music of speech.

“4.—The sign (Y] is a modifieation of zoing down
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on the breath, its effect, while not so dramatie, adding
depth and sonorousness withont diaphragmatic pres-
ure.  That is, deepen it into the lower jaw as
if making a double chin, by lowering the tongue
at that point and drawing the tone down upon
the syllable “bloom™ by that means, and end the
word by a delicate pronunciation fior di labbra, as ihe
lowered munseles relax to place. Now return to the
beginning. This is to be learned by syllable, line by
line, Attempt nothing further till this much is un-
derstood, and remember that in giving it the study of
months you are not only learning a song, but an art
which applies itself to the school of song.

57 _Beein the third line as the first was begun,
except that the all causes a rounder tone further
back: but take care to fior di libra with the word
“Jovely,” and bring “1y” down to ¥, thus v/l, keap-
ing the 4 in the syllable “1y” nnchanged on the grace
note and the note itself. Be careful to deepen under
any word that sounds shallow or unsatisfactory by
well-lowered tongue, and give depth in pronouneing
the sonorous vowels “a” and “o.”

“ .7—In prononneing the word * are ™ arises another
difficulty, whose nicety can only be hinted at or ghown
by examples of the right and wrong, as it isa word in
which a novice will find it diffieult to distinguish a de-
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fect. Pronounce the word there as follows, “the | yur:?
then “are” as ah-ruh. This will seem Ex:lggc;ma:i
but even educated persons prononnce these words il':
a modified form of the examples given, Asthe enemy
r appears frequently in the remaining lines, it is worth
while to study its needs. The defect is eansed by the
tongue being drawn broadly back and striking the
teeth at the sides, Pronounce the word are s?u'ing
ah, and, with a dainty, clipping movement tmmhl the
roof of the mouth with the tip of the tuu;_riuu tor the
“rf—*are.” You will find that the word was shorn
of the heavy burr. Try or; say, aw, keeping the
tliltglfl.‘- narrowed and quite tense. Now add the r as
l|l’.:§,-'.iljrlht3d above, The r preceding the vowel is more
easily pronounced; but the effort in both cases, when
preceding or following e, is to narrew the ruwc;l ia
as I sometimes illustrate to my pupils, make it G:uthi-::
Let merey be mérey ; bring the r over the head of e
to pronounce it as near the m as possible. This is to
avoid mur,

“77—To return, “are fuded and gone.” The word
a L H : T . :
‘ Ialuiu]lll"’uljs marked with three s to warn the singer
0 hold that letter unehanged while ginging the y
notes, althongh going duwﬁ on the 'ryn-uu-,atl}ljl.ur t]i;::;rrtil;“ﬁ
@, keep it @, then finish the word with a i'-ElI'!:Fl11|$].Il'l.'l-
ll_mulf.'ed second sylluble.  No is sounded by the r:r:pati-
tion of the =ign (U, See 4. r
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¥ 8."—* Flower” has the @ down on breath wii-‘h
the spiritnal tone (see 2), but more 11iui:-h|".1r;.:|mtti[1'
pressure, hence, more dramatic, yet not lond, in this
VErse.

0. —Begin the word * rosebud ” softly ﬂl'esmem.lu,
and cm'r}'ttlg_ the collected or compressed hl‘i:ﬂ-[h with
full force though not loud to & nigh,” immediately re-
lax as it diminishes to a tiny tone for the slow and I{lm-
tinet notes of the turn, taking care that it goes into
the head without any rigidity of the throat, but in the
manner of a humming-tone ; also that little breath has
been used while suspending it.  The final £ is held or
suspended for a well-balanced -~  Finally, carry it.
over the phrase; sing the first words of the next
phrase, *“to reflect,” so well that the breath can be
stolen before the S is taken, and the singer seem io
have sung two plrases with lIIIiIIiL’]'I'IIi}tl-I'E] breath.
This is a fieat that must be done very artistically to Envr
suceessful, or the failure is a lamentable example of
bad phrasing, .

10— 0r” with a cirele around it means to pro-
nounce it sonorously, giving it |1IH|!J.'n!']':mm‘in the
month by saying aw and narrowing the r to it with the
tip of tongue, without changing the moutl. 5. :

11 —The #i” in *“ give " is to be held distinetly
while lowering the jaw to round the tone.
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“12."—Having eollected breath through the line,
let it be unsed on “sigh,” holding the note till that is
effected ; then lingeringly, yet breathlessly, sigh the
words “ for sigh.”

The second verse will be understood by its signs, if
this verse has been studied intelligently.

*13."—If the singer is advaneed enongh to manage
dramatic diaphragmatic control, let the line “ Thus
kindly,” ete., be made down on the breath and fortis-
simo, diminishing on the g7 in “bed,” and letting
the voice come forwan (fior di labbra), take the B
with a thread of voice, then with a sweep of breath
down again on “ where? and erescendo. again with
impassioned teeling, till the words “Jje seentless,” with
their sharp, del ieately-pointed vowels (“lie "), “a?
(“scent”), “on (“less ™), make an etehing of worils,
while beneath them sobs an unhappy sonl. The next
line is sung a little softer.,

“14.°—“ Mates™ has the sustained breath, but eol-
lects greater foree by going down on the breath, [t

remains to let it spin through the “a” and brings

down the word “of™ tg the level of “ mates ;" and, like
a bird's sweet note, tiny but pure, the voice moves
from the high note to the one before, and, if the
singer is daring, comes down the phrase “ the garden ®
with & ereseendo, making it dramatie, and necessitat-
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IN “LAsT ROsE oF SumMER.” 117
ing a careful opening of throat and going down on
breath. The last line also requires marvelous control
to return with art to the fior di labbra, with tears be-
hind and below it, but which must not blur the pie-
ture. The whole story is told in the words * Lie Larghetto.
scentless.” Use the breath on the accented gyllable @a—_* : = et —
“ goent,” vet linger on the final syllable by a shadow Y, 1 = ——n. —
of breath. Stop—a sigh—*“and dead ! SBadly, rever- "
ently, gently. Was anything more beantiful ever g P e b _
wr'tttﬂu!‘g ggﬁ;*;—ﬁﬁi% -
&2
5§
;E?i—:i_ : . ;F 3 —

Fior di labbra
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. Tone, Al her love. Iy
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