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PREFACE

For the past several years, some of my students have sugge
on the subject of the aging voice. This has been due
success in working with the voices of singers of all
those who have reached their middle years and
students have been about thirteen years ol
my oldest student recently stopped studyi not because of v,
problems, but for other health reaso teen year old
the eighty year old sang with freedo-? b . Whether or no
makes me an expert on the aging voice, 1 e some things to say about
the healthful use of the singing voice.
This 1s not a “do it yourself” how to sing!
writing a “do it yourself” oo to swim. Th
Jump into the deep end o 00, fident that the art
of swimming, and drown. Si like swimming, ach. It is the
wise singer who has a driendly pair of ears listeni heer her on,
or to say a word 1 k, then, 1s rather a
compilation of s ophies I have used
successfully 1 singers, 1deas that have
and healthfully for many
yearst Ho singers and voice teachers to
eac
a
s,
€
a

I of their own vocal techniques and/or
te . book, I alternate the use of /us/e
he, m all cases both sexes except when obviously

a specificall emale singer.
ell' has e at, to have a vocal career, one needs a
rious Voice, 1dn one way, she may be correct. Certainly, in
se days seems to be the end of all vocal being, the
ssession mstrument is more apt to win you a contract at the
Metropoli pera Company than not. I shudder to think what might

happe 1du Sayao show up

for an audition at the Met today. Her perfectly focused but small voice, and her
e usicianship would probably not get her a contract in the
cal market. Perhaps one day we will return to a time when

ments of Anna Russell. whether verbatim or not. are from her recordings.
vsrell Sings? and Anna Russell Sings. Again! (Columbia Records). or from her
live concerts which | have attended.



beauty of tone and musicality are revered, when sheer volume is notgthe
main criterion of whether one will have an operatic career or not.
A teacher of singing obviously does not start each day with a Glorio
Voice walking into the studio. In fact, even very good teachers
have glorious voices leaving the studio for the professional w
facts are these: loudness to one side, the great many co e
make up a really fine singer seldom occur in the same mi
teacher can only strive to take whatever raw material m:
voice and try to improve it to its ultimate potental. al
include a professional career.

But, thank heaven, a “professional career

»

way you can

d at the local

enjoy your voice. Good singers are alwayshi

regional level for opera producﬁor'or , ‘recitals, and s

“Professional” to me has more to do w v you sing, than
$sl

much you are paid for it! A fine “profe areer” 1s to G! What

ever! Where ever! Sing, and sing thfully throughout your It e.
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2.

The Vocal Facts of Life

ith"him a certai
sicality, and
egree from pexr

the kind of

EFach prospective student who walks into a vocal studi
amount of raw material: a unique vocal sound, som u
of all, a desire to sing. These commodities obvi 1
person. It is the task of the voice teacher to al i
that will enable the singer to make the most o t nt.

I usually begin an initial voice lesson by as e student for
biography. It helps the teacher to find out how much study an performing
experience the student has had. These -SINging momen to put the
singer at ease. An audition for w VoI her is not th activity,
and anything the teacher can d
audition.

It is also a good 1dea to
makes the appointment.
t of music in.h

prepared to sing and wi

singer understands eacher woulddpreferd to hear him sing a simple
composition he I than to be_treate

ready for publh on. This way the singeris more apt to perform a relaxed
audition an cher will hear the e n a less stressful situation.

react to an audition by saying “Oh, my

s sure to make the student feel as though

brief musical

mind the student to brl ) ic to sing when he
an one novice aud ~ ved with nothing

mbing! It is seldom possible to make a final decision on the
ability of any ed on one hearing. Voices I would have offered slight hope
for at the uditten have later blossomed and proved my initial reaction was
time to discover the true capabilities of an untrained voice or a
riencing difficulties.

1stening to his biography and the musical selection, I often ask the student
o me how his voice works. I get some interesting answers ranging from a
correct description of the vocal method to “Huh?” 1 then suggest that I
ith him my ideas of how the voice works.

mcorrec




3.

Now That I've Got It, What Do I Do Wi

In the first chapters of this book we discussed the use
sound. Obviously we have a wide variety of sounds we ¢
what our ear has told us to do. Fach individual h 0 Is unique. S

sounds are clear and well-focused, some are ¢ 1 do you pro a
free-flowing, well focused sound?

First, remember that a good sound is a result from a de
breath. If the singer has trouble focusing the so rectly, there ways to help

him find a better focal point. I often use the nasal sound exercise as uggested by
William Vennard' in his excellent bo oice production. er should
make a duck-like sound: the ki ith which on; I another:
“Yeannh” or “Weannh”. This s 0 end part of 1 ough the

a nasal sound 1t
If you do not hear the
tone change you are any soun rough your nose and,
therefore, have not e racticed correctly you should feel
a wonderful buzz ng 1 the area just behind and/or
around it. w S made this way 1s very m the nasopharynx. This often
unpleasant, n. 0 s the finder fof a good focal point.

asal sound n the same breath let it move quickly to
is 1s the phonetic r “e” as in the word “see”. This sound

ty hold the nostrils lightly together during the
o change in the sound. If the voice 1s retaining

when the nostrils are held. Much of the success of

singer to maki
scrunch up

effectiver@e

td. William. Singing. the Mechanism and the Technic. Carl fischet. Inc..
New York. 1967.

while making this sound, thinking they will increase the
ity. This 1s absolutely unnecessary.




4.
‘What's My Name?

There are numerous examples of voices, sometimes
have had short careers; not necessarily because
because the voice was misused or mistyped. A ¢
mezzo-soprano with a wide range who 1s convin
1s really a soprano, or even (heaven help us
voice to sing In a fessitura that is too high for ¢
career or lose her voice altogether. “Tessitura 1s
whether high or low in its average pitch. dwgdiffers from range in es not take

mto account a few isolated notes o inarily high or lo
singers with this problem have
and have moved back to mezzo ag
It seemed for a few seasons at etropolita pany, that every

omfort was the voice
time Puccini's opera 7osc: performed, the leag W ng by a former
mezzo-soprano turned ile much of
which may sound fine fo , when it e for a series of climactic high

notes, some of thes es i d of sung. It was a great relief
to me, personall n SOpranos returne ¢ the role.
It can u isastrous for a_goprano to try to move the voice downwards

770 or contralto 1 t 1s not the true tessitura of the voice. A
ne was told, of singing as a lyric soprano, that she was

She believe

of

ed louder there, but effectively shortened her
d a third.

e that they are persuaded to sing roles that are too
eir voic oted soprano who began life singing lyric-coloratura roles
ed moving Inté@ mo more dramatic repertoire. Forcing the voice beyond its
tural volum urance to perform these roles, she soon began to lose the top
of her range a horrendous wobble, and had to retire much earlier than
expected kept within the limits of her mstrument. It is important to

de:!E ertoire and range within which you can comfortably pursue a long

'Harvard Dictionary of Muvsic. Belknap Press, 1969,

ad students who sing “pop” music exclusively try to lower their range to




5.
I Wonder As I Wobble
A common symptom of an aging voice, or of a voi forthelp, 1s th
wobble. Every adult voice has a certain amount offvibra ulation of pi

This undulation varies from voice to voice. sed in part b
movement of the involuntary vocal muscles. 1
volume of the voice, the greater the vibrato
vibrato may occur. Vibrato is not a dirty word
contrary!). An adult voice that sings with an absolute
vibrato 1s a voice that 1s being held to ¢ that sound. Ho

the neck muscles to prevent to will eventu

Some immature voices have 1 1 ; ices, except for
those 1n the children's cho no vibrato. The
“Annie” school of vocal p i ay ‘musical comedies,
demands that mmmatur e adult “belters.” This
technique must, with, ese fragile, young voices.

Vibrato 1s to < ingle engine plane 1s to the 747.
‘Wobble is ?)u 1s not caused by the muscles of
the voice do f a voice crying for help. Wobble is often
ore volume through a voice than that
hing which encourages this quest for too
. The voice, trying to protect itself, attempts
n ing a sound louder than the instrument can
will result in the voice shaking and producing a
what the voice does naturally and the pressure
er to do something outrageous that must be dealt with to

t 1s this
e on it by
this problem.
Usually,

step I take to eliminate a wobble is to check the singer's
breathing nd familiar?) If the breath is taken too high n the body, the
stress of produce this gigantic sound will all land squarely on the neck.
Si th uscles surround that delicate but resilient larynx, the pressure 1is

dir on the sound-making equipment. This pressure sets up a battle
neck muscles and the larynx and produces a wobble. By developing the
a lower breathing pattern, and removing the pressure from the neck, the
1 ould relax and the wobble disappear. The singer probably will be making a
lot less noise at this point. If she is determined to produce more volume in this
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6.
The Breath That Once O'er Eden Q
Breathy voices are sexy voices! Breathy voic and deodor:
Breathy voices star opposite Humphrey Bogart! ices are in! This
true in the world of movies, commercial teleyisio op.singing where

has a microphone embedded between the but in the real
singing, breathy voices just can't be heard.

An important facet of any good vocal techn
voice, whether speaking or singing, so k row of the au
clearly. Breathy voices just will C t electronic
if a singer hopes to follow a ¢ n (mostly) un singing in
opera, oratorlo, or recital, the breath ust be eliminat

There are two kinds of breathy-voiced problems

e 1s the abili

easiest to solve
cused voice, but when

eathy. T atte ¢ this dilemma by having
’ diately st n s speaking range.

singing allows the tone td
the singer say a wor

Often the s conception e singing voice. Many people
have the 1de g voice are completely separate
entities. The of vocal cords with which to mitiate sound

e parts of the speech apparatus couldn't
g. They simply respond to the mental
r the singer realizes this fact, and accepts the
nsion of speaking, using a wider range of pitch and
1 longer sounds than in speech, the more quickly

er you are sing

The Speak-Sing Fxercise

If the tc
able to si

say the word clearly in his normal speech range, he should be
prescribed pitch just as clearly in that same range. It is important
of the singer's speech pattern be discovered to be able to perform
iment. The speech level in women is often much lower than their singing
make you believe. I taught a coloratura soprano whose speech range lay
iddle
C butwho sang F above high C with ease. Some of my mezzo students speak as low
as I below middle C as a normal course. First determine the speech-pitch, before



7.

Yeannh! Yeannh! Yeannh!

At the opposite end of the vocal spectrum from the bre e nasal
voice. Whereas with most voices the teacher has to work tg > singer achieve
good focal point, the nasal voice seems almost over: ¢ 1, of course,
such thing as being over-focused. A voice is el I 1(s not. It's 1i
being able to be a /ittle pregnant! Or saying an mtervali ¢ a perfect fiff

The nasal voice, like the breathy voice by a physical pr
this seems to be the case, it is beyond the scope o voice teachersand should be
treated by a doctor or speech therapist. If, however,you are dealin, a lazy soft

palate, one that has become accustome oping when a vo Is uttered,
a voice teacher can be of help. ?Wl thy voice, th ¢ as well
as the singing voice may be affe n . It 1s especl es, where

both the singing and the speaking v und nasal, that acher should be

very careful about beginning yocal trainmg until it has ed that this is not
a physical problem.
Believe it or not, ' i ate 1s through the use of

the nasal exercise, for a nasal voice seems an
unlikely direction i an probably make a fantastic

whatever reason, this is the way the singer 1is
sound nasal to him. As with any other vocalism a
, that vocalism, however unusual it may sound to
normal to the person using it.

cher is to help the singer feel and hear his voice make
out the nasality he has come to know and love. By having
sound and then, on the same breath, move immediately to
is nostrils on the [il, it 1s instantly obvious if he is trying to retain

the singer si
[i], pinchi

d on the [i] vowel the soft palate is doing its job.

e reason nasality remains in an open vowel, then, is because the soft palate
has correctly lifted to close the entrance to the nasopharynx. In most singers this
happens automatically. The test of pinching the nostrils shut demonstrates lingering
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8. 0
The reader may have wondered why I have waited [t ng up th
subject of that hornet's nest: “support.” How do yet “sthe voice? Do

hold something? Push something? Pull some teachers durin
period of my vocal training have told me to d , Ot necessa

same time.

My first voice teacher, the man I studiedNen I was 1n hi
me stand on his stomach while he was lying on his back on the floor!
lift and lower me with his stomach mu ow this was an ¢l
never a fly-weight, so in lifting m rk cut out for
en he was 1
lift over-weig]
develop weight-lifters' muscles in order to sing well?

Another teacher w: ¢ to “attack” each @
she probably meant was ectus abdo.
singers attack soun
vocalizing? I thi

The longe more I am convinced that the
“Muscle Be jon” gets In its own way. Not that muscles
1 o much intentional muscle pushing and
des the activity of those same muscles. If

Roots

schoo

would then
and I was
still belt
ut 1s this
? Should singers

umbilicus! What
J -ups” muscle. But must
s at Muscle Beach rather than

e you certainly can control these abdominal
result if you can become aware of the work these
and then encourage that work to happen when

catedly emphasized the very deep breath and the quick
u will only allow the body to do it, the very lowest muscles of
ect and work at the return of that deep breath as it becomes
to trust that this will happen. It 1s far too easy to try to help these
ssigned task.
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9.

Take Two Deep Breaths And Call Me In g!

One of the most important aspects of any vou c s must be tha
vocal diagnostician. To any busy vocal studio co 1ces, bad voices, 1
voices, and voices n a lot of trouble. In eve er must m
oints. Even if a

problem which occurs very often.
Usually, when I hear a voicg for

find something good to comment ter the first he aces the teacher
and student in a more positive relationship from the o

At a recent internati 1ano festival I atte @ e of the Master Class
teachers listened while man of great ta ed an entire sonata by
Beethoven, with all Inni He then said: “Well, that was
Just all wrong!” ence of the student. Chopping
her fingers achete might be less p. . A good teacher should do the

destroy!

positive thilg !
ot have a sy
the indivi i

n way gain

t they follow slavishly, regardless of what
ique. No two will ever sound exactly

nger needs. Eve

ther and son or mother and daughter, the
the older one. And the young person, even if he

not the parent. Each comes with his or her own set
ide

A m woes, and vocal cords. You must deal with each one
vidually. Pedaa W] ach a “system” or a “sound” often do turn out numbers

f singers wh remarkably similar. But often what these voices share are
similar voc
Itis

working with a new student over a period of time that we come to
al category. For one thing, anyone 1s probably nervous singing an
new teacher and is probably not performing as well as he does
e teacher also has no way of telling, especially with an untrained voice,

ined voice that is singing through a lot of vocal problems, what the final sound
may be, or what the voice may eventually be able to do. Someone who comes to a
teacher singing very out of focus and/or with a high, tense breath will sound very
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10.

Je Pense, donc je chant!

Is not to say
t each pers

Every singer must figure out his or her own
each person sings differently from every other
think differently about how he or she sings.
through approximately the same physical o
sound, I'm sure that each individual has certain
1s aware of, and which help him to relax and produc

In the “push-me-pull-you” school Ing, everyone is 1
to yank and which to relax. Unfo anking on makes it
difficult to relax other muscles cess gets irQ d singing

be able to imagi and produce it
g uscles 1n various
em than to your

As with any word, “impulse”

Wor i 1 the word blue. When 1 say the word, 1
may thi e specific shade
differe some blue 1
“ 's blue, /dilly, dilly,
an any word. sing the terms that describe the voice and how it
technque. ave to knowhow you sing! A voice teacher must develop an
it is beautifully and freely sung. Maybe the student thinks of nothing!

son, but the idea of singing from
impulse prebab 1 that singing must be a lvely,
or. Fach reader may think of a shghtly
to some yellower. As the old song tells us,
we must 0 two persons are apt to envisage exactly the same
r response ven word. Think of the variety of statements the police
from several “ 1 es” to any crime.
ou f1
ary of words and phrases that mean approximately the same thing,
mdividual student to choose the definition or word that makes the
riend Anna Russell has suggested that “one reason you have this glorious voice
se you've got resonance where your brains ought to be.”

spontaneous, Amagin: the pulling and hauling about of the body.
green.” If lavender can possess this amount of
Hence ent that each singer is responsible for finding his or her own
er. I don't care what a student 1s thinking about when she sings a high
I suggest to my students that they build for themselves an imaginary “singing

isb




11.
Can't Hit Those High Notes!

In a satirical Off-Broadway revue several years ago, o ned the
daughter of a famous “pop” singer who was trying to make i busine
relying on extremely limited talent and her father's according to
skit, had songs written especially to utilize her inczédib cal range. In
she was heard to sing “Can't hit those high nete 't those low no
word “high” was screeched a third up from th inimal tune and

't

“low” was woofed down a half step. It is obwvi

y that young woman
make it.

In real life, anyone with a range ited would be well-adw eschew a
career as a singer and take up I-C holstery. M OVl €ers come
mnto the studio able to sing only 0 er an octanbly cal range

singer

1s partly determined by the size an ess of the voc ot by what vorce
will achieve a range of oy

: Many singers, havin, exible technique,
o usable octaves. will be able to
vocalize higher and lowe presented to the public.

Some singers develo U e similar to the mezzo mentioned

part you think you should sing

earlier who sings i ‘ ase.
How
First o it” 15 a word to put in the Dirty Word
used to advertise in the New York Times,
onsense! No teacher, no matter how

are possible, and may help him learn Aow to
¢, but these high notes had to have been always a
O . The singer was just having difficulty singing them

“Fear of Flying® is mmon disease among singers. Some tend to think that
1 arder to sing, therefore you should push hard to hit them.
They're wa; € the top of the staff, after all. I attempt to convince the singer
to persu. ody that mentally stretching to a high note is much easier than
S n, ing physically. The temptation to wrench the body upwards: head,
houlders, when trying to “hit” a high note puts incredible pressure on the

ent, making it almost impossible to sing the pitch freely.

ere is your high C and what do you plan to “hit” it with?

I sometimes have a singer imagine an endless rubber band which is attached to




12.
Can't Sing Those Low Notes \

While “fear of flying” may be a good term for a singer's par
notes, you really can't refer to a problem with low notes as “fear
mentioned during the discussion about the range of the voice,

sing as high as your vocal cords permit, the same is true at .
You can't force the voice further down than the individu rds want to utf
sound. You can force the voice to do a lot of thin, u ok at the m
“Rock” singers who do this daily, but let me statement to re

ought not to singhigher or lower than is healthyfo ocal cords.

‘We must remember that many voices e a wide range o S
that can be uttered in some way. But forcing the onstantly to siag in too low a
tessitura 1s just as destructive as forcing the voice to sing all 1 1
uncomfortably high tessitura. The toll ay be the same 1 se: loss of

range, discomfort in singing, andgthi of singing 1s p 1) eriod of

time, vocal nodes. Most young voi€es, c over quickly perarily singing

in the wrong tessitura, but since 1 the young voic d singing habits
i1

should be formed, realizing that a young voice is m an older one,

Many female “pop '@ ist on sin n aturally low ftessitura to
satisfy the public's ta; g afithe ranges of “pop” songs that
students bring in astonished thal poser expects them to sing Fs
and Gs bew s a general rule. T determined that some of these
“Lady Bass i dio are in reality lyric sopranos. Our friend
Anna Russ s sometimes feel the necessity to become
“lady b, “the only people who really appreciate

”»
11

order to earn a_lr
are other co
ent, a co soprano who easily sings show music and cabaret

coloratur
er middle r t signs of wear and tear. How does she do it?
same e she uses to sing classical music, she allows the
mg range of o sing easily and without strain.  She talks.
W

Another stu chosen to sing a role in a musical comedy that stayed
elow middle the entire time. Although this woman is a mezzo-soprano, it

was stll a ge to project an entire role in this low range. I gave her the same
advice: ¢ on the pitches the composer has written. Only the singer knew
n

S everyone else it sounded like singing!
omen “pop” singers fear that if they utter any pitch above middle C
lting” 1t will sound operatic. Belting is that “pop” and showbiz
enon wherein women singers attempt to carry their “chest voice” up as far as
1t

o without drawing blood! I define “chest voice” as the sound some women
can produce on very low notes, remembering that the voice 1s one instrument
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13.

The Iron Maiden???

singing? I am talking Major Tension. The Voice,
with this problem by suggesting that before the b lesson, and ¢
he commences each practice session, the sing block of tim
physical relaxation exercises. It is actually a 1d any person to f
regimen.

If a person's body 1s tense, and has been tense

r a long while§ tense feels like
relaxed to him. If he has seldom (or perienced the senSati a relaxed
body, he can not have a conceptgof w tion means. Very, te ple often
grind their teeth in their sleep,% even then. ust try to

help the student find a valid definit the word relax. as occurred, no
ed. You can't teach a fr al technique to a

sensible vocal work can proc

om various people over

The following are s ¢ ises I have “b
the years. These exercis ad nothi with singing at the time I
purloined them, € body has su mvolvement with the art of
singing, theséybo Il eXErcises seem to help the vocal production as

well.
dy Movement” from Carolyn Bilderback
“borrowed” the exercise which follows.

ach as high above the head as possible,
d as far as they will reach.

e arms, bending the body downward from the
arms and hands to swing towards the floor,
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14.

For The Singer With No Voice, But A Marve

I don't know if Anna Russell ever uttered the above wor gld have.
Singers who have marvelous ears and a good sense of rh ways n dem:

to sing contemporary music whether they possess G S r not. This is

for them if they also happen to like contempor n a less sizab 1

coupled with a great sense of pitch and rhyths ve, has had a fi

even in these days when loud is great.
atonal or ultra-chromatic

Do you sing differently when perfN
contemporary music, while making various sound-effects with the v

the teeth, snapping your fingers, an performing wor!

enormous range? The simple er e, 1s No! Yo U le to use
the same free technique for all er, contemp: i number
of musical and vocal challenges n d in earlier p these must be
mastered wisely. I have seen, more than one good si 1 vocal gears on a

gut-busting, mind-bogglin f new music.
I am personally ve ontempor: perform a great deal of
it, but since most of 1s at the oard, the great leaps, dissonances,
and bangs I make not harm ally. It is one thing to perform
these feats strument, but for ice, our Internal instrument, this
requires a tr al and vocal preparation. To attempt such
acrobatics, ourts vocal suicide.
d the most perfect of perfect pitches,
comes accustomed to the angular lines that
usic. The more music in any given style you
ur ear accepts a new composition in that idiom.
s In a contemporary style the ear and voice will
&11 , difficult passage as quickly as it would a phrase by
th that must accept atonality and other contemporary
the vorce will sing these passages with ease. You cannot sing
as you sing by ear. I have seen the best sight-readers with
rowess tghten up and change technique when reading a very
ether or not it may be contemporary. After the ear accepts and
orizes the difficult passage the singer must send it through the vocal
any times, using only vowels at first until it is fully accepted by the
By this time it should sing as easily as a Schubert Lzed.
¢ very quotable Olga Averino tells of the time she sang the first performance
in the U.S.A. with the Boston Symphony Orchestra under Serge Kousevitsky of




15.

Chew, Chew, Baby!

Americans love to chew their language. In I
and sung just like that: aaah. In English we “o
starts one place then slyly slips somewhere jui a

this offglide are apt to chew with the jaw as u
you are dining on a rare filet mignon, but wh
language, simply distorts the sounds making it diffic

er how long the [a] is
should never vary.
Il. You can hear the subtle

orrect to carry this Americanism mto French, or
be a successful singer you must at very least gain a

. We chew our own language unmercifully, gnawing away on
e. Because English is a highly diphthongized language when
, singers must be very careful to chew as little as possible.

ks which I suggested earlier by Madeleine Marshall and John
ost helpful in this gnawsome problem.

The
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16.

Du holde Kunst!

When Lotte Lehman sang her last recital 1
a few persons knew it was to be the last. He
Schubert's “An die Musik”, the last phrase of'whi
I thank thee!” Madame Lehmann had reached
singing with all the youthful vigor that had always characterized he
But at that moment such intense perso otion overwhelme
greatest singers that she was unable t t final sentime
end of a long and glorious singi:& e ost difficult
language must be “good-bye.” Yoﬁ?t only bidding
that has followed your every song for y years, yo od-bye to a large
part of your very being. To ounce “I will no lon; public” is saying to an
artist of this calibre, “I er sing.” Yet this oment that every singer
must face. A few (lu ' ith their , still singing in full voice and
1 cel their next performance.
ublic? I believe it was Marilyn
Tonight Show with Johnny Carson that she
ccompanist, whose opinion she trusts
istening to you?) that he would tell her
and was unaware of it. She said she planned
ease don't quit yet, Miss Horne.

Wltness ous farewell performances of older artists. Sarah
t appare rld's record for retiring; it became so lucrative for
to Adieu iii n't stop. Most singers usually don't have that option,

a loving public

ough Anna R ven a First Farewell Recital numerous times. There are
few example rs who retired

or reasons other than illness or age. Rosa Ponselle is an example of an
ex mary performer who stopped singing in public at the very peak of her vocal
powers. Fortunately, many years later, still in full command of that incredible voice,






