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PART 1.

CHAPTER I

LNTRODUCTORY REMARKS oN THE ConstruCTION AND USks or THE
Vocar OrGANS.

_ The mechanism employed in singing is the combined action of four sets of
organs, which, though they act simultaneously, have each their péculiar and
independent funetions : — namely,

I. The Lungs.

The bellows, or air supply.

II. ¢ Larynx. . . Vibratory organ.
IIIL. ¢ Pharyox. - . « « .+ Reflecting organ.
IV, ¢ Organs of the mouth. . The articulating organs,

(4. e., lips, teeth, tongue, and palate.)

First.—The Lungs are the indispensable agents for respiration, and are
placed below the organ of voice, performing functions analogous to the
bellows of a church organ ; that is to say, they furnish the wind required for
producing the different sonorous vibrations. Air enters into, and escapes
from the lungs, by a multitude of minute tubes, called the &dronchial tubes,
which, as they ascend to the throat, unite into a single highly-elastic pipe,
known to Anatomists, as the 7rachea ; this, rising vertically up the anterior
part of the neck, communicates with the larynx, — the organ next in
guccession.

Secondly.—The Larynx,— the generator of the voice,— forms the protu-
berance in the front of the throat, perceptible alike to sight and touch in the
male subject, and usually called “*Adam’s apple.” In the centre of this a
narrow passage exists, formed by two membranes, stretching horizontally
across it, one on the right side, the other on the left ; these are called vocal
kigaments ; and the openirg between them is termed the glottis (whence
they are often called the Zps of the glottis ;) and to these ligaments, or lips,
alone are we indebted for the vibrations of the voice. In the act of inhaling,
the form of the glottis is almost triangular; but when employed to form
sounds, it becomes linear, the ligaments being drawn closely together. We
shall consider hereafter, the principle upon which musical sounds are
produced, and the part performed by the vocal ligaments in this operation ;
but we may now remark, that the latter are mnot of similar structure
throughout their length.—the posterior two-fifths being formed of eartilage,
and the anterior three-fifths, of ligament.

Above the vocal ligament are two oblong cavities, called the ventricles of
the larynx, each of which is surmounted by a fold, holding a position
parallel to the vocal ligament below them ; and the space betwcen these
folds is styled the upper (superior) glottis,—an orifice much wider than the
real (inferior) glottis below, and which never closes. The function of this
laster organ is to circumseribe an elliptical space immediately above the lower
lips, contfacti’ng and enlarging it, 5o that at will, the volume and quality of

The upper opening of the larynx, which is free during the "emission of
vocal sounds, is completely closed during the act of deglutition, by a sort ef
little Zid, called the epiglottss, situated behind the tongue.

Thirdly.—The voice, in issuing from the glottis, is echoed and reflected
by the pharynx,—that elastic cavity visible at the back of the mouth,
between the tongue and the arch, forming the circumference of the palate ;
and it is this cavity which, by means of the numerous forms m can assume,
gives to the sounds produced by the larynx a distinctive character.

Lastly.—All sounds are sent through the mouth, which is composed of
various movable parts,—as, the palate, tongue, jaw, &c. ; and the speaial
funetion of these parts is to give precision to the vowels, and to complete the
process of articulation by the addition of consonants.

CHAPTER IIL

Before we proceed further to describe the functions fulfilled by the voeal
organs, we shall trace a sketch of the different classes of vocal sounds, which
are to form the subject of our subsequent studies. :

Experience proves that every variety of sound (including not only the
singing voice, throughout its whole extent, but even the shriek, and the
speaking voice) is the result of a few primitive and fundamental laws, and
may be classified according to register; timbre, and intensity.

I.—The registers are as follow :—

The Chest (voce di petto.)
The Falsetto ( fassetto.)
The Head (voce di testa.)

II.—The leading qualities of the voice are two,—the clear or open, and
the closed or muffled.

III.—There are different -characters of voice, such as brightness or
dulness, as well as different degrees of volume and intensity.

Our first object is to ascertain how these results are produced.

AprparaTUs I— T%e Lungs (the bellows or air-chest.)

The lungs are a receptacle for the accumulation of air, and do not, as
most persons erroneously suppose, give origin to the sounds commonly
denominated chest-notes® These organs are euclosed by the ribs, and rest
upon the diaphragm, which wholly separates them from the abdomen. The
development of the lungs in the act of inspiration, may be effected simulta«
neously from above, downwards, by the contraction of the diaphragm, and
laterally b= the distention of the ribs  Whether these two operations could

* The cause of this error is as follows :—Men, not women, experience in speaking
or singing, in the lower tones of their voice, a strong vibration both in the chest and
back ; but (analogously, in this respect, to the harmonic poard of pianos and yiolins,)
the chest receives the vibrations only by transmission, having no power to originat

the voice may be constantly ‘modified.

them.



pe performed independently of each other, is at least doubtful; but our
opinion is, that perfect inspiration depends upon their united action. With
females, indeed, the act of inspiration is more usually effected by the raising
of the chest ; but we very much question whether this is not mainly due te
the confinement in which their ribs are habitually held.

Areararvs IL.—The Larynx, or vibratory organ.

The larynx, which is immediately dependent on the respiratory apparatus,
forms the registers, the different degress of brightness and dulness of sounds,
and the volume and intensity of the voice.

On the Registers.

By the word register, is to be unders/tood a series of consecutive and
homogeneous sounds produced by the same mechanical means, and differing
essentially from other sounds originating in mechanical means of a different

"kind ; hence it follows, that all the sounds belonging to the same register
are of the same quality and nature, however great the modifications of
quality and power, they may undergo.

We shall exclude from our observations the contra-basso, and the ¢nspira-
tory voice, as not being subjects that require our attention.

Register of the chest voice.
The chest-register in the female voice commences with one of the sounds
between mi, and lay,* according to the nature of ‘the organ, and ranges
npwards as high as do and re; as, for example,—
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Tn the male voice, the chest is the principal register, and it extends to a
gamut of three octaves,—
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within which every individual may find the compass of his voice, which
generally consists of between a twelfth and two octaves.

Falsetto Regrster.

The falsetto register in both sexes commences nearly at

and rises to extending itself as far as a twelfth on the

same notes as the chest register ; the latter only can descend below sol.

Head Register (voce di testa.)
The sounds next in succession to the falsetto, are called the Aead-voice,
and extend from
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With men, the head sounds exist only as a mere remnant of the boy’s
voice, and are at best but a poor resource. The Italian public attach no
value whatever to them ; nor can they be employed, unless in exceptional
cases by very high tenor voices. and what are called buffi cartcats.  All
other male singers do wrong to use them.

In comparing the registers, we see that in the male, the chest register
descends lower than in the female ; that the falsetto is eommon to both ; and

# Tp Acoustics every octave iz designated by a number: 1 applies to the octave

fiom Do to Si 9———————' =2 to the octave above, and so on.

-

that the head voice of the female exceeds that of the male in extent

Chest Voice.
Male Veleo.

I ] Hesd Voios

Persale Voloo | | Hesd Volos.

Cheet Voloes

The general sczle of the three registers is as follows :—
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Two or three notes are given as the possible limits of each register,
because the organs being elastic, naturally admit of fluetuation.

The human voice, at the greatest extent of its three registers, as above
exemplified, is a subject of the highest interest to the physiologist: hut when
analyzed in different individuals, for the cultivation of the voecal art, it is
never, in practice, of that compass, because all the registers are not employed
indiseriminately by all voices ; also, it is fatiguing to a singer, to use the
extreme limits of each register.

The characters of the voice, expressed by the terms, brightness, dullness,
and power, are too well known to require description here. We shall
enlarge upon them in the following chapters.

Avrpararus III.— The Pharynz, or reflecting organ.

The pharynx is the organ which modifies the sound, and produces the
various qualities of the voice. There are not only different registers to be
distinguished, but also different qualities, or timbres; for by timbre, is
meant the peculiar, and, in fact, variable character that can be assumed by
each register, even in the formation of the vowels.

This variety of timbres results, in the first place, from several modes of
vibration of which the larynx is capable ; and from the modifications caused
by the reflecting power of the pharynx on the emitted sounds. They
depend on two conditions,—first, those of a fixed nature, by which each
individual voiee is characterized. as form, capacity, volume, firmness, and
the healthy or unhealthy state of the vocal organ; secondly, its variable
conditions, such as the directions which sounds take in the vocal tube during
emission, whether through the nose or mouth,—the shape and capacity of
that tube,—the tension of its sides,—action of the soft palate,—width
between the upper and lower jaws,—position of the lips, with the extent to
which they can be opened,—and lastly, the elevation and depression of the
tongue. )

We shall confine ourselves here, to those which the voice of every singer
possesses. As all the modifications they undergo are the result of two
distinet and opposite causes, they may be divided into two leading classes—
the open, or clear, and the closed, or sombre t¢mbre; nor ean any vocal
sound be emitted, which does not belong to the one class or the other, ths
character of each being impressed upon the whole compass of the voice.

The open timbre imparts much brilliancy to the chest register, but when
exaggerated, makes the voice shrieky and shrill: whereas the closed gives it

- breadth and roundness—for by means of the latter only, the rich quality of

the voice is attained. This, however, when exaggerated, muffles the sound:,
and makes them dull and hoarse.

The effect is less observable in the low than in the high portion of a
vegister.

Tt is well defined in the falsetto register, but not so strikingly as in tke

chest. In the head-voice, the closed timbre sometimes produces'a remarke

| able effect, rendering this register pure and limpid, like the sounds of the

harmonica.



CHAPTER IIIL

ON THE FORMATION OF SOUNDS.

The question now very naturally occurs,—by what mechanieal action is
the voice formed ? The answer is this: —it is solely formed by periodical
compressions and expansions of air during its exit from the glottis. The
two small internal lips in the larynx, which combine to form the glottis, or
passage for the breath, close one upon the other, causing below them an
accumulation of air, which, owing to the pressure it there undergoes, acquires
elasticity. and escapes with sudden expansion of the glottis through the lips.
The alternate contractions and dilations, causing successive and regular
expansions of air, give origin to the voice. Perhaps the best idea which
the reader can form of this action, is from the vibration of the lips, when
pressed to the month-piece of a trumpet, in the act of producing a sound :
so. on the rapidity with which the glottis opens and closes. depends the
height or lowness of sound. Tt is to be remarked, moreover, that the
quickness of the alternations increases inversely to the length of the
vibratory orifice ¥

The following is the process by which the glottis shortens its dimensions.
The moment it emits a sound, it changes the triangular form, which it holds
during repose. for the linear form, which it assumes during vocal action ;
and its sides firmly fixed, and meeting at their extremities, leave towards the
centre alone, a space, for the escape of air when required. Of these
extremities, however, the posterior, which alone are of cartilaginous substance,
have the power of motion ; opening the glottis by separating, and closing it
by collapsing : the anterior extremilies are always fixed. Wheun the deepest
note of the voice is to be produced, the sides of the glottis are in action
throughout their full extent ; that is. both the cartilaginous and tendinous
portions are set in motion ; but as the voice begins to ascend, the cartilaginous
portions eome progressively forward into contact from the back, till they
meet throughout their entire. length. This movement. of course, gradually
diminishes the length of the glottis, reducing it to the dimensions that can be
given to it by the tendinous parts aleue ; which latter being acted on from
behind, still further lessen the length of the vibratory orifice.

Formation of Registers.

We shall here confine ourselves to a few observations of practical
application, referring the reader, for more ample details, to a paper by the
author, read before the Royal Society of London, May 24th, 1855, and
published in the seventh volume of its proceedings. \ ‘

The chest-voice, which has much greater power of vibration than the
falsetto, requires accordingly, a more determined pinching, or contraction of
the glottis ; and this contraction which is most easily effected by the enunci-
ation of the Ttalian I, or Enclish E, is the process that must be explained to
The falsetto (a term
which is commonly mis-applied and confounded with the head voice) is
generally the more veiled of the two, and requires a greater expenditure of

females in making them familiar with the chest-voice.

air. These two registers, in their lower notes, set in vibration the entire
length of the glottis ; and as we have before observed, the gradual ascending
of the sounds in the vocal scale causes the cartilages to come more and more
into contact, the vibration being effected at last by the tendons alone, By
the latter, the glottis forms, in tenor voices, between meg and do,, the notes
called by some musicians. the mized-woice, or mezzo-petto; and in the female
voice, those called head register, which is placed an octave higher: both of
them are produced exclusively by the vocal tendons. When the tendinous

portions alone are employed in circumseribing the glottis, if the summits of

* ThQ(do 1 requires 132 vibrations per second.

do2 <« 264 0« “
do3 « 528 @« “
dod “ 1056 «
dob5 ¢ 2112 « “

Each octave takes double the number of vibrations that are required by that immedi-
stely below

7
the cartilages be still vibrating, they do not always press against each othes
with that firmness which the beats require ; the consequence is, that the
notes between si3 and reg‘, of the female voice, and between si3 and re#a of
the male, exhibit a weakness and tremulousness in some instances, which are
owing to the unsteadiness of the organ. As soon, however, as the vibrations
cease to be affected by the cartilages (which in the voice of both sexes is
the case on reaehiﬁg miy and mig respectively,) the sounds generally become
pure and perfectly steady. Let it be observed here, that a strongly marked
contraction of the glottis will be found the best corrective for the weakness
to which we have just called the pupil’s attention.t

It is not necessary that the glottis shculd be perfectly closed after each
partial opening ; all that is needed is an opening sufficiently small to develope
the elasticity of the air opposed to it. The rush of air, however, that is
escaping through the half-open orifice, will be quite perceptible, and will
give the sound a veiled character, at times extremely dull ; this is frequently
the case with the falsetto ; we may hence conclude, that brilliancy of voice
results from the entire closing of the glottis after each beat. Economy ot
the breath is another advantage derived from this complete closing of the
glottis.

Intensity and Volume of Voice.

Intensity of sound depends on the quantity of air used in producing a
pure vibration. The glottis should close entirely after each -vibration,
because if constantly open, the waste of breath would, beyond all doubt,
produce weak, not strong notes. The glottis must therefore be pinched in
proportion to the pressure given to the air. Volume of sound depends on
the cavity formed above the glottis.

Formation of Timbres.

Many different causes may tend. to modify the ¢imbres of the voice.
First,—accordingly as the glottis closes or half-opens, the sounds produced
will be either bright or dull. Secondly,—the folds or upper tendons
surrounding it may either, by retiring, add volume to the sounds, er, by
closing, produce a stifled tone. Thirdly,—the pharynx may give the sounds
that pass through it, the varied qualities of timbre. The moment that a
sound is emitted, it becomes subject to the influence of the vocal tube
through which it passes; which tube, having the power of lengthening -or
shortening, contracting or expanding, and of changing its curvilinear form
to that of a right angle, most perfectly fulfils the funetion of a reflector to
the voice. Hence the varieties of t/mbre will correspond to the multitudinous
mechanical changes of which the vocal tube is susceptible. We shall
understand these movements of the pharynx, if we consider it as a deep
and highly-elastic pipe, beginning below at the larynx, forming a curve at
the arch of the palate, and ending above at the mouth ;—a tube, which,
when at its shortest dimeunsions, forms only a slight curve, and at its longest,
nearly a right angle ; the larynx, in the first case, rising towards the soft
palate, and the latter dropping to meet it ; whereas, in the second case, the
larynx drops, and the soft palate rises ; thus making the distance between
them greater.

t It sometimes happens, that when the female soprano voice attempts to sound
the notes siq and dog, it unconsciously rises to reg and mig, in a thin but pure tone,
and with less effort than would be required for trying the notes below. The
mechanism of such sounds may be thus explained :—The lips of the glottis are
stretched, and perfectly, though gently, touch one another, while the space between
the vocal tendons is considerably lessened. In this state of the organ, the least
pressure of air will rush through a minute aperture of the glottis, which, however
narrow, serves to produce the most rapid beats with extreme facility. The pressure
of the air, however, should be very slight, when the aperture of the glottis is ¢
be minute. The process just described, and which is successfully employed by
some female voices, is equally capable of application by the male; in which case i
will serve to give clearness to the high notes of the bass, and will enable tenor voices
to extend the compass of their chest register, and sing the high mnotes in .z
voce.



The short and gently-curved shape produces the bright timbre ; while the
sombre is caused by the lengthened and strongly-curved form, There is also
a close relation between the different vowel sounds, and the various forms
assumed by the pharynz. This subject will be especially considered when
we speak of the fourth set of organs—those. of the mouth.

In conclusion, our observations on timbres may all be comprised in the
following brief precept or aphorism :—**Every change of method in producing
vibrations, gives rise to a different timbre; and every modification that a
sound undergoes during its passage through the vocal tube, alters its
character or quality.”’

CHAPTER 1V.

QUALIFICATIONS OF THE PUPIL.

The first essential for every singer is m¢nd ; then a true love for music,
perfect ability lo sing in tune, and the memory both of melodies and
harmonic combinations. As regards physical qualifications, the first in
importance is the voice itself, which should be fresh, flexible, sympathetic,
of good compass, powerful, and sweet ; and next to this, a healthy, vigorous
constitution. Let us not be misunderstood : we do not mean that if even
all these natural gifts were (which is rarely the case) combined in a single
individual, real musical talent would be the result ; for to attain hat, even
the best natural capacities require judicious direction, steady and long-

" sontinued cultivation. A singer who has no knowledge of the means by
whieh vocal effects are produced, and of the intricacies of the art he
professes, is merely the slave of routine, and will never become great and
distinguished in his profession. His talent must be cultivated from youth,
by a general as well as special education.

The spectal education of a singer comprises not only the study of
solfeggio, but that of some musical instrument, especially the pianoforte,
of vocal musie, and of harmony as a science. The last enables him to
adapt songs and parts he has to execute, to the compass and character of
his voice, —to embellish them, and bring out their peculiar beauties.
Moreover, it is only by the knowledge of harmony that a singer is able to
vary his songs extemporaneously,—whether for the purpose of enlivening
the effect, or of skilfully passing over a difficult passage, when, through
temporary illness, the voice loses some of its notes. This often oceurs with
opera singers, and proves the artist’s proficiency. The human voice in its
natural state is often unequal, tremulous, unsteady, heavy, and of small
compass. Well-directed and persevering study can alone ensure correct
intonation,—perfect the mellowness and intensity of the sounds,—level
irregularities of the registers, and, by uniting these, extend the compass;
basides which, it is only by means of study that a singer can acquire
fiexibility and rapidity of execution. In all ocases, severe exercise is
requisite, not only for stiff, rebellious voices, but also for those which, being
naturally flexible, are yet ill-governed, and are therefore deficient in neatness,
breadth, and firmness,—all which are necessary elements of good musical
uccent and style.

Freshness and steadiness are the most valuable properties of a voice, but
are also the most delicate, easily injured, and quickly lost. When once
impaired, they are never to be restored ; and this is precisely the condition
of a voice which is said to be ¢ broken.”’ This prostration of the vocal
organs occasionally occurs even during the period of study ; in which case,
if it be not the result of organic disease, it may be attributed to injudicious
vecal education ; for whether the nature of the organ has been mistaken
by the instructor, or he has attempted by obstinate perseverance to convert
a low voice into a high one, the error is equally disastrous ; the result of
‘he latter especially, being, utterly to destroy the voice. The great object
of study s, to develope the natural gifts of an organ ; not lo transform
or extend them beyond their power or capability. Let us add, that singers
whose interests are vitally coneerned in maintaining the health and soundness
of theiv voeal instrument, will at once comprehend the importance of
guarding it from injury. The sioger should shun all excesses whatever,
whether of diet, habits, or general conduct ; for every one of these must
produce injurious effects. A voice may be also seriously impaired by too

frequently using the high notes in both chest and head registers: by
exaggerating the #mbres, and the force of the high notes (the sombre
quality requiring more exertion than the clear) ; by loud and continued
laughter ; by animated discourse, &o. ; all of which excesses eause temporary
fatigue to the organ—and, if often renewed, will inevitably destroy it.

CHAPTER V.
CrassirrcatioNn or CurrivaTED VOICES.

The Female Voice.

The female voice, which is finer and more pliable than that of man, is the
privileged interpreter of melody ; its compass, strength, and character, vary
according to the structure of the organs in individual singers.

Women’s voices are divided into four classes :—

The Contralio,—occupying the lowest place in the female vocal scale.

The Mezzo-Soprano,—occupying a place one-third above the Contralto.

The Soprano,—one-third above the Mezzo-Soprano. 7

The Soprano-sopracuto,—holding the highest place in the scale; one
third above the Soprano ;—these last-named are very rare.

Chest Reguster (voce di petto.)

Contralto voices to which the chest registers belongs more exclusively,
are masculine, strong, and weighty ; power, fullness, and expression, form
their characteristics. This register is less important with mezzi-soprani and
soprani ; nevertheless, it is essentially the basis of the female voice, as it is
also that of the male. The compass of this register, inclusive of the deepest
voice,, is as follows :—
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Whichever may be the lov%ast note of this register, the highest should
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because any attempt to attain

rarely or never go beyond, 755
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the sounds above, might occasion the entire loss of the voice.

Falsetto Register.

In all female voices, this register seldom varies in its compass, though it
does greatly in intensity and sweetness. It is the most remarkable portion
of the mezzo-soprano voice. The falsetto register descends almost as low,
and 2ses fully as high, as the chest register; but the notes between

1J
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are generally weak, and devoid of feeling and energy.
g — and E
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It will be seen from the preceding observations, that, although both the
chest and falsetto registers have the same compass, their employment is not
a matter of indifference ; for the character of sonorousness belonging to the
one, is exactly opposite to that of the other; the chest register being
vigorous, penetrating, and adapted to the expression of impassioned and
energetic feelings ; whereas the falsetto is veiled and soft, and suited to the
expression of the milder sentiments, or of restrained grief. Independently,
however, of these considerations, the following directions are, in dur opinion,”
important to female singers. The notes—
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produced in the chest register, require such an amount of effort, that two
or three years of such exercise would suffice to injure the voice, perhaps
irreparably ; whereas the same notes in the falsetto register are sung with
ease In order, therefore, to avoid weakness in the low notes of the
scale, the compass in question should be formed by the union of the two
registers,—

Chest. Falsetto.
] ) li
6 e e e e e e e
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We reserve four sounds common to the two registers, retaining thus
the power of changing the registers on any one of these notes.

Head Register (voce di testa.)

Soprano voices owe their brilliancy principally to the ease by which
the high sounds are produced; they are comparatively weak in the
lower ones.

The Male Voice.

The compass and character of male voices may be classed as follows :

The Bass,—occupying the lowest place in the vocal scale.

The Baritone,—one third above the Bass.

The Tenor,—one third above the Baritone.

The Contraltino ( Counter- Tenor,)—one third above the Tenor, being
the highest in the male vocal scale.

The Bass Voice. .
Bass singers ought to confine their voices to the chest register, which,

in the most fortunate cases, extends from
o
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They find some difficulty in reaching the falsetto notes. ‘A deplorable

caprice of fashion has almost excluded them from operatic vocalism,
their place being supplied by the baritone.

The Baritone Voice.

This voice, which has less fulness than the bass, is rich and bright,
and extends from
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Falsetto.

Falsetto notes can be produced with nearly as much facility by
baritones, tenor, and counter-tenors, as by female voices; but male
singers will derive little advantage from their use.

The Tenor Voiee.

This voice, though possessing less volume than that last-mentioned,

is brighter, and more manageable in the upper parts; its compass
seldom extends to two octaves.

| Chest. ja_ I
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It is easier for tenors. than baritones, to combine the falsetto and
chest registers, because the pitch of modern music is too high for the
tenor singer, and obliges him to have recourse to falsetto; but this
resourse should always depend on the facility or aptitude of the organ
to blend the timbre of the two registers; otherwise, however well the
transition from one to the other may be disguised, the inequality of
the sounds will shock the ear, and destroy the unity of the effect,—
which would be that of two singers alternately singing the same pas-
sage. The head-voice, also, must be very sparingly used, as it forms a
still more marked contrast wita the chest-voice.

The Contraltino Voice. (C’éunter— Tenor.‘,

This, the highest male voice, possesses a clear, light quality, and las
almost the same compass as the female contralto extending from

-
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In this voice, the chest register is most easily allied with that of the
falsetto, although it is thinner and more effeminate than any of the ’
other male voices ; it differs essentially from the head register, whizh
must be exclusively reserved for the female voice.
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Table of Scales for the different cultivated Voices.
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The classical compass for all voices, in the schools of Italy, was
2

from -, the rest, whether below or above, being left to t'

Lo
__9___._—_
choice of the artist. In the preceding table, three or four notes '

been allowed as the limit of each register, beecause all voices r
this latitude.
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CHAPTER VI

ON THE EMISSION AND THE QUALITIES OF VOICES.

In this chapter we intend to treat of the quality of voices; that being
the initiatory step and first desideratum for every singer who would
axcel in his art; as all uncultivated voices have, without exception,
either certain marked defects, or, at all events, are less developed in
parts than their possibly fine qualities may deserve. Some, for instance,
are tremulous; others nasal, guttural, veiled, harsh, shrieking, &c.;
while many are deficient in power, compass, steadiness, elasticity, and
mellowness. It is the business of the master to correct these faults,

whether natural or acquired, and in counteracting them, to prevent the-

formation of others; also to discover and develope those qualities which
will combine the greatest number of beauties and advantages. To this
end, therefore, we must establish the following fact, as a basis for the
eniire process, viz :—

Every change of timbre of which all sounds are susceptible, originates
in a corresponding change of the tube of the pharynx; and as this
flexible tube is capable of undergoing countless varieties of form, it

- follows that the modifications of all sounds are also numberless. The
ear can always detect, by the quality of a sound, the shape assumed by
the tube. Among all these shades and changes, those are to be selected
which in all respects best suit the voice of the student. That sound is
especially to be preferl/'ed, which is round, ringing, and mellow. Other
qualities of the voice—useful in their way—and which serve to express
the passions, will be discussed, when we come to speak of Expression.
There are several defects calculated to injure the beauty of the voice;
the most common of which we shall at once point out, and at the same
time show the best means of correcting them.

Guttural Tembre.

Whenever the tongue rises or swells at its base, it drives back the
epiglottis on the column of ascending air, and causes the voice to be
emitted with a guttural, choked sound. This position of the tongue
mayv be ascertained by outwardly pressing the top of the larynx with
the finger. The best method of correcting this defective timbre will be
thence inferred. The tongue is the chief agent employed in transforming
sounds into vowels, which should be done principally by the movements

of its edges, while its buse should always remain tranquil. We may .
add, that the separation of the jaws should be nearly uniform for all

vowels.

Nasal Timbre.

When the soft palate is too much relaxed, the voice will probably
acquire a nasal character; for the column of vocal air is reflected, or
echoed immediately in the nasal foss® or cavities, before being emitted
by the mouth; on pinching the nostrils, we may perceive whether the
column of air on leaving the larynx is directed against the nasal fossa
before entering the mouth, or whether it passes immediately through
this latter cavity. The way to correct this fault, is simply to raise the
soft palate by inhaling deeply, with the mouth well opened.

Cavernous or hollow-sounding Timbre.

The voice will become dull and cavernous, if any obstacle be offered
to the progress of the waves of sound; the rising of the tongue at its
point is alone sufficient to produce this effect. The swelling of the
tonsils may also present another obstacle, and give the voice a muffled
character ; this swelling to which young persons are liable, presents an
abst=cle for forming the head-voice, and extend’ g its compass.

Veiled Sounds.

explaining how the veiled, husky, and muffled voice is produced,
ve at the same time shown how to avoid it; we need therefore
i, that tha least endurable of all the qualities of voice, is that

which is open, and yet has no brilliancy. Be it remembered, however,
that the veiled quality of the voice may be corrected by firmly pinching
or contracting the glottis, which will be best effected by pronouncing the
vowel E,—ltalian I.

The Breath.

No persons can ever become accomplished singers, until they possess
an entire control over the breath— the very element of sound. In
order that the lungs may freely receive external air, the chest must be
sufficiently capacious to allow of their full dilatation; and in effecting
this, the diaphragm — which 'is a wide convex muscle separating the
lungs from the cavity of the abdomen-— plays an important part. The -
action of breathing consists of two separate operations — the first being
that of inspiration, by which the lungs draw in the external air; and
the second, that of expiration, by which they give out again the air just
inspired.

To insure easy inspiration, it is requisite that the head be erect, the
shoulders thrown back withcut stiffness, and the chest expanded. The
diaphragm should be lowered without any jerk, and the chest regularly
and slowly raised. This double movement enlarges the compass or
circumference of the lungs; first, at their base, and subsequently
throughout their whole extent, leaving them full liberty to expand, until
they are completely filled with air.

When the lungs have been gradually filled, without any jerking
movement, they have the power of retaining the air without effort ; this
slow and complete inspiration is what the Italians term Respiro, as
contrasted with that slight and hurried inspiration which gives the lungs
a slight supply, merely sufficient for a moment, and .technically termed
the Mezzo Respiro. In neither case, however, should the passage of
the air through the glottis be attended by any noise, as, besides being
offensive to the ear, it would make the throat both dry and stiff.

Of course the mechanical act of expiration is precisely the reverse of
inspiration, consisting simply in effecting a gentle, gradual pressure of
the thorax and diaphragm on the lungs, when charged with air; for if
the movements of the ribs and of the diaphragm were to take place
suddenly, they would cause the air to escape all at once.

We would remark, that by submitting the lungs to a particular
exercise, their power and clasticity will greatly increase. This exercise
consists of four distinct and- successive practical operations now to be
described.

First.—The pupil should gently and slowly inhale for a few seconds,
as much air as the chest can well contain.

Secondly.—After taking a deep breath, the air should be exhaled
again very gently and slowly.

Thirdly.—Fill the lungs, and keep them inflated for the longest
possible time. And,

Fourthly.—Exhale completely, and leave the chest empty as long as
the physical powers will conveniently allow. It must be confessed that
all these exercises are at first extremely exhausting, and must be sepa-
rately practised, after long intervals of rest. The two first, however,—
namely, the gentle inspirations and expirations — will be more equally
effected by nearly closing the mouth, in such a way as to leave only a
very slight aperture for the passage of air. By these means, the pupil
will acquire steadiness of voice,—a subject that we shall revert to here-
after. The breath influences the mode or character of vocal execution ;
being capable of rendering it either steady or vacillating, connected or
unconnected, powerful or feeble, expressive or the reverse.

Opening of the Mouth.

It is generally believed that the more we open our mouth, the more
easily and powerfully can sounds be emitted ; but this is quite a mistake,
Too large a separation of the jaws tightens the pharynx, and couse
quently stops all vibration of the voice; depriving the pharynx or iu
vault-like, resonant form. Besides, if the teeth be too nearly closed,
the voice will assume a grating character, somewhat like the effect
produced by singing through a comb. By projecting the lips in a funnel



shape, the notes become heavy. When the mouth assumes an oval
shape, like that of a fish, the voice is rendered dull and gloomy; the
vowels are imperfectly articulated, and all but indistinguishable ; besides
which, the fice has a hard, cold, and most unpleasing expression. To
open the mouth, the lower jaw should be allowed to fall by its own
'veight, while the corners of the lips retire slightly. This movement,
‘which keeps the lips gently pressed against the teeth, opens the mouth
in just proportions, and gives it an agreeable form. The tongue should

be loose and motionless, without any attempt to raise it at either
i extremity ; the muscles of the throat should be relaxed.

Articulation of the Glottis.

The pupil being thus prepared, should draw in breath slowly, and then
produce the sounds by a neat, resolute articulation or stroke of the
glottis, upon the broad Italian vowel A. If this movement be properly
executed, the sound will cqme out bright and round. Care however,
mnst be taken to pitch the sound at once on the note itself, and not to
stur up to it. or feel for it.

The pupil must also be warned against confounding the articulation

or stroke of the glottis, with the stroke of the chest, which latter -

resembles the act of coughing, or the effort made in expelling some
obstruction from the throat. This stroke, or coughing out the notes of
the chest, causes a great loss of breath, rendering the sounds aspirated,
stifled, and uncertain in tone. The function of the chest is solely to
supply air, not to throw it out violently.

The glottis is prepared for articulation (as shown in page 5) by closing
it, which canses a momentary accumulation of air below ; and it is then
opened by a sudden and vigorous stroke, smilar to the action of the lips
when strongly emphasizing the letter P. Some masters recommend the
use of the syllables Pa, La, Ma, &c., in order to acquire precision in
striking notes; but in our opinion, this plan (by which the lips, the
tongue and other organs not concerned in the emission of the voice,
#re set in motion) has the disadvantage of merely disquising the faulty
artienlation of the glottis, without possessing any power whatever of
correcting it. We cannot too strongly recommend extreme looseness of
the lower jaw, for on its ease of movement (falling by its own weight)
depends that of the organs placed beneath, and consequently the elas-
ticity and mellowness of the sounds emitted.

The Female Voice.

Females should first attempt the 0
. i
chest notes, which are generally found {ay
the easiest to produce; and if well e — b =
'5 o uZD

managed, the sound will come out - G-
pure and ringing. These notes must not be held long, but be repeated
several times in succession. The pupil may then ascend by half-tones

; after which, she may descend also by half-tones as

, the more the bottom of the throat must be opened.

TLe Itzlian vowel A4 must be made as clear as possible, without stretch-
ing the mouth too much, which renders the sound guttural. If it prove
difficult to produce any sound of the chest register, on the vowel 4, the
Italian sound J must be tried, as it brings the lips of the glottis nearer
together, and facilitates the ‘emisson of the chest notes. A vigorous slur
from a sound already mastered to the one which causes the difficulty, will

occasion a similarly good result. This result once accomplished, a pupil
. may use indiscriminately the Italian vowels 4 or £; and I again
recommend the stroke of the glottis as the only way of eliciting pure
and firm sounds. When the sounds are deep, they should not be
attempted with too much force. The preceding remarks apply to all
registefs, and to every kind of vocalization. Whether the voice is or is
not capable of ascending high in the chest r&;\gister, experience shows
Ifrl
OD—F ]
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that the pupil should never in studying pass
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We are now to consider the female falsetto voice. Sometimes the

notes from -é——p—_—- are difficult to fix, in consequence of their

extreme feebleness. In this case, as before, recourse must be had to
some easier and more spontaneous sound belonging to the same register,
which will necessarily be a higher one. The voice must descend to the
difficult note, by a well marked slur. If the sounds in question be
particularly weak and veiled, the most efficient method to reinforce and
brighten them, is to attack each successively on every Italian vowel, by
an energetic and short articulation of the glottis : —

| . L N
N ] N e NG NS o N =
N I N | A i N
:‘ @ '_'l ] :l 11 | :l 1
LY a e i o u Simile.
o B B_ g8 £
o # o 5 - hicd NN > _g.l
b2 - - —
DA, . — o —
s Sl

If the quality of the sounds should be thin and child-like (which is
not unfrequent,) this may be corrected by using the close timbre with
the vowel A, half O (aw;) or, in other words, by arching the soft
palate. This process must sometimes be extended to the extreme notes

of the falsetto register, —_#ﬁ because if not rounded, they

i

form too great a contrast with the first notes £k — of the

ATV
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head, which are round and clear. As this fulness and purity are simply
the result of an arched position of the pharynx, and of a contraction of
the glottis, they may be communicated by using similar means to all
preceding notes. It is therefore by an identical process, that the falsettc
and head registers become equalized.

All the sounds of the head register below re may be neglected as
useless. This register quickly exhausts the breath,—an inconvenience
which time, and the power of contracting the glottis, can alone rémedy.
The most essential featire of the head-voice is roundness. Sometimes
this register is thin, owing to the youth of a pupil, in which case she
must wait for age to strengthen the organ. In other cases, this thinness
of tone must be attributed to want of skill; to correct it, the voice must
be directed towards the summit of the pharynx : in no case should any
note above sol be taken : more voices have been ruined by the injudicious
use of high sounds than even by age. The general belief is, that acute
tones are lost for want of practice; but in point of fact, they ought to
be carefully economized, even by voices whose pitch is naturally very
high,—nor, until the throat has acquired great flexibility, should a pupi}
be allowed to exceed the limits we here lay down. The trial is not to
be made by means of sustained notes, but by passages ; for thongh it is
easy to reach a sound in the excitement of a roulade, it would -be difficult
to produce the same nete singly: these trials, however, must be made
with great caution ; and each note conquered should be allowed time to
become firm before the next above is attempted; for the formation of
the throat must of necessity undergo certain modifications during the
process, which cannot immediately be rendered firm and normal.

The Male Voice.

Although the foregoing observations apply to male voices as well, the
following additional remarks must be attended to. Basses should attack

their chest voice at %:, and tenors at .

e

sounds, a 1 of bass voices, and the

The
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experience great difficulty in firmly enunciating sounds, the timbre of

i
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of tenors, offer a phenomenon worthy of attention. Unless care be
taken, it becomes very difficult to produce them of a clear quality; the
larynx always tending to render them sombre, and then they are a source
of trouble to the singer. The only way to combat this tendency, and
give firmness to a voice, is to employ the clear timbre, emitting the
Italian A and Z with more and more openness. Bass singers should

P
=

begin to round gently at gl‘b—— and tenors at —

)
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.
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tor the actual clear quality would be too thin. The reader will remark
thot. the word rounding, and not closing, is here used: this applies to the

0'6#9

sounds ‘) . From re, the two qualities agree ; but the

closed timbre in these sounds should not be practised till a pupil has
mastered the bright timbre, which is most difficult to attain in this part
of the vocal scale. If this caution be neglected, there is risk of the
voice being veiled or muffled.

The bright timbre alone can make the voice light and penetrating;
but though it may communicate its character to the entire compass it is
o

1
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especially in this tenth of the chest register, viz., -

~

that its effects are pleasing. —lél—t voices should, without exception,

GY—

in the chest register, as it renders the tone disagreeable.

abandon it on reaching ; nor should tenors use it above

=2

Generally, tenors will _taake up the falsetto at re, and continue it upwards

-G~ -
__‘ audﬂa
Between jEf (= = these voices

which should be neither too shrill nor too muffled. The explanations
that we propose to offer on this subject, will be found collected in the
chapter on sustained sounds. However accomplished a singer may be,

VA
1/
the sound, @M in the clear timbre, will always
Q T

appear shrill, even when heard in a very large room, and resembling a
boy-chorister’s voice ; therefore they should never be used except in the
closed timbre.

Union of the Registers.

‘When the chest voice is once firmly established (which it should be in
a few days,) the pupil must immediately endeavor to unite that register
with the next. Occasionally, indeed, nature has herself undertaken this
task ; but voices thus favoured are rare. To the pupil, this study is
almost always disagreeable ; the master must therefore skilfully direct it
according to the nature of the voice he is cultivating. Exercises for
aniting the registers should be chiefly confined to the following notes:

.
(7

and performed by passing alternately and

(9

uninterruptledly from one register to the other. This should at first
be practised seldom, and executed slowly, as the rapidity and number of
the sounds can be afterwards increased. Neither need the pupil fear

‘boldly to attack the kind of hiccup which occurs in passing from one

register to the other; constant exercise alone can overcome this difficulty.
Chest as well as falsetto sounds should be emitted with all the energy
' which they are capable; nor should strong sounds be reduced to
similate with weaker ones, as that would only impoverish the voice.
vassing to falsetto sounds, care must be taken not to aspirate them.

1 uniting the falsetto and head registers, the pharynx must assume
form required for the closed timbre, and the glottis must also be

'y pressed, as in pronouncing the Italian Z

The preceding rules apply equally to tenor and female voices ; basses
and baritones must adopt a precisely similar course of study for joining
chest and head registers, but lowering the exercises a minor third.

CHAPTER VIL

ON VocALIZATION OR AGILITY (Agilitd.)

By vocalization is meant the connecting of various sounds on any
particular vowel ; and this may be accomplished in five different ways,
viz.:—

Glided or slurred (Con Portaimento.)

Smooth . . . (Legato.)

« Marked . . . (Marcato.)
Detached . . . (Prichettato.)
Aspirated . (Aspirato.)

These modes of vocalization are greatly dependent on the manner in
which the lungs, glottis, and pharynx, perform their functions.

Gliding or Slurring (Con Portamento.)

To slur is to conduct the voice from one note to another through all
intermediate sounds. The time occupied by a slur should be taken from
the last portion of the note quitted ; and its rapidity will depend on the
kind of expression required by any passage in which it occurs. This
dragging of notes will assist in equalizing the registers, timbres, and
power of the voice. It must be made, also, to preserve an equable
and progressive motion, whether in ascending or descending; for, if one
part of the slur were executed slowly, and the other rapidly, or if the
voice sunk to rise again directly afterwards, the effect produced would be
perfectly detestable. In the ascending slur, the pupil must avoid opening
the vowel ; it would be better to close it slightly. The scales—No. 28 to
82, inclusive—are appropriate exercises for giving power and promptitude
to the slur, which is indicated by the following sign: ~— .

Slurred vocalization is a series of sounds connected together by
dragging the voice up or down; and in order to effect this, the air—
fulfilling the functions of the bow on the violin string — will obey a
regular and continued pressure; while, on the other hand, the glottis
will undergo progressive contractions or relaxations. This mode,
however, should be the last studied. Above all, learners should avoid
taking notes with a slur; this is a very common and prevailing fault in
bad singers.

This kind of vocalization is indicated in the exercises by the same
sign as the Portamento di voce.

Smooth or Legato Vocalization (Italian—Agilita legata e granita.)

To sing legato means to pass from one sound to another in a neat,
sudden, and smooth manner, without interrupting the flow of voice ; yet
not allowing it to drag or slur over any intermediate sound. In this
case, as with the slurred sounds, the air must be subjected to a regular
and continuous pressure, so as intimately to unite all the notes with
each other. As an example of this, we may instance the organ and
other wind instruments, which connect sounds together without either
portamento or break ; this result forms the leading characteristics of
vocalization, every other being only a variety used to color it.

In order that smooth vocalization may combine every essential, the
intonation must be perfect; the notes should be equal in power, value,
and timbre — they should be united in the same degree of smoothness.
Sometimes, vocalization is trembling, indistinct, and gliding, — faults
which may be cured by marking the notes, or, if necessary, by the more
efficient method of singing them staccato. '

By no means should notes be aspirated.
Fa
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The dragged or slurred vocalization ought to be used for correcting
thisnew fault. Legato vocalization being the most frequently used, needs
no sign to indicate it ; pupils should therefore be warned against singing
staccato, slurring, marking, or detaching any notes in plain passages.

Marked Vocalization (Agilith martellata.)

To mark sounds is to lay a particular stress on each, without detaching
them from one another: this will be attained by giving a pressure to the
lungs ; and by dilating the pharynx, as if repeating the same vowel for
‘evary note in the passage,—which is in effect done.

Example:
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Marked vocalization helps to bring out the voice, and to correct the
habit of gliding notes. Dull voices have no better method of articulating
notes. Tt is, besides, a principal resource for giving color and effect to
florid passages. This style is chiefly adapted to diatonic scales, the notes
“of which ought to b% retarded a little towards the end : —

o

‘We must be careful not to confound marked sounds with aspirated
sounds. The first are produced by an elastic impulsion given on starting
with each note, while the sounds all remain united ; aspirated notes, on
the contrary, allow the breath to escape between them, detracting from
their purity, and very rapidly exhausting the lungs. Marked sounds are

indicated by, points, /imd a tie:—
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Detached Vocalization—(Italian—Pichettata Staccata.)

To detach sounds is to utter each individually by a -distinct stroke of
the glottis, and to separate them from one another by a slight pause.
If, instead of leaving them immediately, they receive a slight prolonga-
tion, a kind of echo is produced. The first of these is indicated by dots ;
the second by dashes placed over the notes: —
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_Besides the eclat which these accents impart to a passage, when used
with taste, they help, as before said, to give elasticity to stiff’ throats.

Aspirated Vocalization.
‘We shall now speak of this exceptional method. Were it possible to
give a representation of the different modes of executing a passage we
" should do it thus:—

Slurred Sounds. Smooth Sounds.
- I —
Marked Sounds. Detached Sounds. -

‘>,_.>_ —— —_— = =
These four viays of vocalizing, should be exercised on every vowel in
turn, through the entire compass of the voice, with varying degrees of
power, at all rates of speed, and by introducing suspensions.

, ¢ -
ought to be executed thus : —
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This comprehensive mcde of studying enables the organ to pass with
promptness and flexibility through all varieties of intonations ; it equalizes
the vocal instrument, and, without straining it, makes its whole extent
familiar to the pupil.

Summary.

Dragging of the voice : -— Lungs, —equal and continued pressure of air. Glottis, —
gradual changes in the tension of the lips of the glottis.

Smooth voculization : — Lungs, — equal and continued pressure of air. Glottis, —
sudden changes in the tension of the lips of the glottis.

Marked agility : — Lungs, — continued and arcented pressure of the air. Glottis, —
sudden changes in the tension of the lips of the glottis.

Detached agility : — Lungs, — alternately pressed and in repose, which corresponds —
Glottis—to the alternating and sudden tensions of the glottis.

Aspirated vocalization : — Lungs,—continued pressure. _(Glottis, — alternate contrac-
tions and distensions ; escape of air before the sounds,

CHAPTER VIIL

OBSERVATIONS ON THE MODE OF STUDYING THE EXERCISES. -

The following exercises are classed in the order which seemed most
rational to the author; but each singing master can change it, and omit
the part, as he pleases, according to his pupil’s requirements.

Equability of voice is absolutely requisite ; and in order to attain it,
every exercise should be transposed into as many keys as the compass of
the voice will with ease admit of, care being of course taken never to
exceed this.

The pupil’s first elementary practice should not last more than five
or six minutes; but this may be repeated after long intervals, several
times during the day; in a few weeks,— though only by very slow
degrees,— the length of the time may be extended, but must not exceed
half-an-hour; after five or six months, the half hours’ exercises may be
repeated four times daily, not more ; and after intervals which must be
sufficiently long to rest the vocal organs. v

Each day’s study must commence with the emission of sustained notes
of the voice. We shall not, in the first instance, occupy ourselves with
the messa di voce (swelled notes,) which will be treated of at a more
advanced part of our system of instruction. The power of swelling notes
is the result of all other studies, and the attribute of an experienced,
finished singer. This study, if too early attempted. would only tire, not
instruct the pupil. .

‘While singing exercises, a pupil should keep the same timbre, as wel,
as equal power and value, throughout every sound ; he should also avoid
breathing abruptly in the middle of a passage,—the proper method being
to stop after the first note of any bar, breathe during its remaindex, and
start from the note just quitted. The passage
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Exercises must at first be sung slowly, and divided by inhalations
taken after the first note of every bar; gradually the rapidity of execution
must be increased, and inhaling become less frequent, until whole
passages are sung rapidly in one breath. In any case, the duration of a
breath should never exceed its natural limit. The superabundant
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nquantity of air which remains in the lungs, should never be allowed to
sscape after a note.

Magelzel’s Metronome will be found of great service in studying
dexibility ; and soprano voices ought to be able to go as high as g=132.

In the following exercises, transitions from the chest to the falsetto
registers, and vice-versa, will frequently occur. Far from such transi-
tions being avoided, they should be holdly attacked, and the difficulty
patiently overcome. Time and perseverance alone can smooth down
the unpleasant break between these registers. The exercises (marked
7, 8,9, 10, 11,) should be performed in two ways; first, as they are
actually written,—and then, the rests of each bar, as well as gliding of
tne voice, should be omitted, and the notes follow without being inter-
rupted or glided. The first exercise should b executed in the way it is
marked.

It is much more difficult to vocalize ascending than descending
passages; the time is slackened in the former, and accelerated in the
latter ; both faults will be corrected by giving equal power to all the
notes, and keeping them perfectly smooth and distinct.

‘When the same interval is repeated several times in succession, either
the high note descends, or the low note ascends, both having a tendency
to approach one another. The major third in the exercise of thirds,
and the seventh in the exercise of sevenths, (18, 17,) require remark,
as likewise do the exercises 128 and 137, also the ascending distances of
the octave and the tenth (exercises 28, 29, and 30.) In all these cases
the high note is generally taken too low, and the low one too high.

Exercises presenting the interval of a tritone (included between the
fourth and seventh degrees,) deserve special study. The three consecu-
tive whole tones have a harsh sound, and pupils are always tempted to
lower the augmented fourth by a semitone ; this lowering gives a modu-
lation, which should be avoided on every occasion where it is not marked.
Fourths and fifths, also, are difficult to sing accurately, and require
careful exercise. -

If the first notes of a descending scale glide, they must be strengthened
without widening the throat. Sheculd the same thing occur with the
lowest sounds of a scale, they should be slackened in time, and accented,
with a pause on the last note but one. Example : —

‘Tn exercise 24 and 25, we have made the last note of each scale as

e

|

short as the rest, our object being, to have 1t quitted immediately; for if,
in the course of practice, a pupil should contract the habit of drawling
out the last note, this habit will inevitably adhere to his style of singing.

'The half-tone between the third and fourth, and seventh and eighth
degrees, will. be correctly enunciated, if a singer only take care to keep
the third and seventh high. In these intonations (the seventh especially)
less harm will be done by excess, than by want of elevation; though
the contrary would be the case in going from the fourth to the third,
and from the octave to the seventh degrees. When a desrending scale:
is false, we may be certain that the semitones are too wide — in other
words, that the third and seventh degrees are too low. When the time
of a scale is accelerated, the first note of which is held (as in exercises
21, 83, and 128,) it is difficult to quit this first note at the proper
moment, and thus its value is almost always exaggerated. This fault of
course retards the time, which ought to be clearly marked. as soon as
the first note has been uttered. In examples 40 and 41, the first and
third bars may be united in a single breath, by suppressing the interven-
ing bar, and accompanying each passage by a single chord. :

The notes of the tripulets (Nos. 43, 44, 45, &c.) should be all three
equal in value; to succeed in this, an emphasis should be given to the
inarticulated note, which is generally the second. The character of a
triplet demands, besides, the accentuation of the first note. Passages
of six notes arc to be accentuated, not by threes, which would give to
them the character of triplets, but by groups of two or six notes; to
mark the rhythm, the first note of the group should generally be
accentuated.

As soon as a pupil has perfectly acquired the pure pronunciation of
the Italian letter a, it will be time to practice e, € 0, 6 (see Part IL); ¢
and v, too, will require study, but only so far as may be requisite to
accustom the voice to produce them properly. To the following exercises
we might add a multitude of others, for combinations are almost
inexhaustible.

The pupil should put down in writing all passages that perplex him:
by so doing he will save both time and fatigue of voice. We must
remark that all exercises from No. 40 to 137, are set in the major key
of do, reproducing the passage to be studied, on each degree of the
scale, both in ascending and descending. The same process should be

. 1J

adopted for every difficult passage. For instance, #Z
U &
o ¢

 should be written on each note of the gamut, without altering the

intervals of the latter. As for example: —
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Some descending passages affect the ear disagreeably; they ought to

be reverted or changed ; in the following passage —
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the descending notes should be as follows : —
: o 4th. 4th. 4th.
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but the distance of a fourth being awkward, we prefer the following
form, changing the interval of a fifth to that of a third, as follows : —

HI
ANV A 2 ! p—" | |
|

| D -
U o ——

If hereafter, in songs, a passage should prove difficult, it must be
extracted from the rest, and disposed in the form of a scale according to
the method above indicated, or simply transposed entirely by semitones.

| Thus the flexibility of the organ will be developed in equal measare

throughout its extent.




CHAPTER

IX.

EXERCISES ON VOCALIZATION.

GENERAL TABLE FOR THE E.MISSIO.N‘ OF SOUNDS.

Each elass of 'voice must avoid exceeding its due limits.,
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Exercises of four notes.

1 lllll

I | TR A |

48. HEY

=4
1

P A A —--.‘- L e o T T 1
--=-u a1

o
pell
ool
opel
r R
¢pail
i
Wl
%

o~
1
!
l

T
TITe
™
TTTe
1nd
T
'I(
H
T [ 1180
e

TTre

T

T

N
—1Te
11

The exercises whlch are here indicated must be written out accordmg to remarks in chap. VIII.
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Exercises of six notes.
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Exercises of eight notes.

87. . -
S v av
N7 G 1
J PR A
89.Ha T — —— Il'[[ﬁ“lr 1 T
3 ‘M‘.%ﬁ:#ﬁ:‘t’_ ; ® ;
90 = =
‘A A e T2l
| & et
R ﬁ‘
9L —
92. = P TT B
S : > - Iatlwg g :
[ )
93.H 'Z =
q‘)
94.H “4 =
(3 ¥
95.H z =
‘\_‘
96. a5
4.
ﬁu
97.H Z =
98.;
:’U‘i"
99. =
S N 1 N N , N .{(\ |
fay 31— } j t = o = 21{ = ® = uﬁ = e § =
: = : zs SRt
-
P ) IRl Py i 1
- = ——r—— —— —— —r——— —
V /
100. ) 101. 102. 103. 104. 105. 106. .

E
¢
ol
¢
‘ ¢£
i5g
@]}
[ 18
P |
'Y
o ]
'R
‘}_
+
6%



1t

L ie
L
i

(!

N

R

I

o

23867



24

1) ) | b | o] | =
11 lﬁ | ] e 0 L1 T
(1 [y fﬁr %u
[ 18 s a
| | el i ] i
] .ﬁ[ e i hf¢3ﬂ
r -
.w ] B Fu |
& ] v el
Al * .Jr N
= (1 B
i ] e/l | T
] ¥
e .
[ IR
3 (11 "
= I(g
B . i -
4 N 1N |
i ' ' M
5] 1L
% % ] M _ )
EC 1M H 1] | |
[ Hh
. J.\ul
[ y 1 i |
] e %
i | o
k § i 1)
e iTe Te B o
s ] L% T
X A - | } 2
He I..‘ ] ;J 11®
e H e | | 2 |
< b L) B T ]
I TTe ;
e
. | lr.v. i
? il
A W) o ol W |
H N N ela H 4 At
N
5 Bh d S ) > I
: n Q 3 0 . ~
= & £ £ & =g -

0 | 9 | Jl |18
TIL I T TIL L U
i i i e [ i
] , L He| et
I I i
] ] e M 1] Ll
i i, i
e H He
1911 A
i qu e
Bk I 118 § | WL
- 3 N AHIJWO
| i |
y n i
i [ 1
%ﬂl H ..Pl | .WU | | an
1] ¢/ N ] n
JLL Tm. rﬁ.m I H| ol
L q
| elll
) | | | .hw .P.P _
a - (IR |

1 ] | 2 . %ﬂd
T I : !

[ 18 1]

ol il ol R afl

| | . | |
I .ﬁ ! ] e
¢ . 8 i
- [

ol ol ROl L
" H " Ls H o
r/ q \ d An../

~

23867



i

20,

125,

0
Z 1>
Jad A Y % aﬂ S [ ) S S ) N . 1%} [ e W) 2
rao o= < D - N - — 4 0
(o] ) SN0y i Ay s ) [ W) hd [ WY A4 . [ °
O - . Q O [~
|
p=rm K ) T
s
—r [ WO Y = - - 0
| = (® ) [ I o0 N0 o ) ot
O O O O

_—— 1
- | N U D S IO P |
--_---"-l 27PN T .
7~ I I N A W_— 2y — =93

R Y p—
-l---- I o e

- T e gr® e W I T T ]
o o W OW = - — —— W W1

127.

il

i

e egeoa T » 1
(1T a8 sl & ~» m |4
—

4
nn
[l
i
N
R
ol
1
HH
| L 10
&
JDT__
1
'LFF‘
1
1]}




26
lExemises of 32 notes.
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28 LIGHT AND SHADE. .
As soon as a pupil can execute the preceding exercises on the Italian vowels a,e, ¢, i,0,0,u,in the time marked ()= 120,
on. Maelzels Metronome, giving equal value, strength and clearness to all the notes; he may proceed to study light

and. shade. Under this title we comprise prolongation of sounds, inflections, forte—piano, and the different ways
of connecting sounds. '

PROLONGATION.

1In passages formed of equal notes, increase of value can be given to any oné of thein in order to heighten ef.
fect, or to support the voice on those parts of a bar which might otherwise be passed over. The following
passage will be: thus. modified.
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FORTE PFANO.

Every passage should be studied with five degrees of power and given or sung first pianissimo, then
piano, mezzo—forte, forte and fortissimo.

INFLECTIONS.

When. a pupil has learned to give an uniform colouring to an entire esercise, he must next study to break
the tints; that is, to divide the exercise into different groups of notes, which he will vocalize alternately
piano and forte; these he will further subdivide, until he ends. by giving partial inflections wupon separate
notes, all the others remainining uniformly weak. The inflections should be given to each note in turn.
This accent is indicated by placing this sighn = over a note,

Example of partiai inflections which ought to be strongly marked.
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The pupil must not make one general cres: and dim:, or vice versa, to a whole passage, until he has
mastered the inflections.

Next follow staccato sounds, __that is to say, notes separated from others in passages consisting of exercises
of four, six and eight notes. Legato and staccato notes must also be combined, just as we have combined
pianos and fortes; for instance the second, or third note may each time be detached, while the others remain legato.
Two may be legato, and three staccato, then three of each sort and so on through all the possible combinations.
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The portamento,legato, marcato, staccato, and aspirato, with their different colourings of prolongation, and the forte-

piano with its shades when applied to passages constitute inexhaustible resources and enable the artist to give the most
brilliant and life-like effects to his execution. Mo this subject we shall again recur in our chapter of phrasing.
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.ARPEGGIO

In singing arpeggios the voice should pass with firmness and precision from note to note,whatever their dlstancc
from each other: neither detaching nor slurring; but uniting them smoothly as on the piano. In order to do
this, each sound must be quitted as soon as touched.

. el ARPEGGIOS.
xercises o notes. ﬂ
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