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Preface to the Third Revised Edition

T were well if pupils, yes and professional singers, too, were conscious of
just one thing, that the singing tone is to be found in the resonance of
one’s own body, in the chest and head resonances, and not in the
auditorium into which the singer strives solely to project his breath to
produce big tones.

Our body is simultaneously the instrument and the resonance box upon
which we have to learn to play. Our muscles are the strings which we
must learn to tune, tighten and loosen, one to the other, and our soul is
the director of our art.

As the pipes of an organ, through their form and air pressure, give that
instrument the possibility of endless variations in tone, range, and means
of expression, so we, too, must create for our tones and ranges living
forms with our vocal organs and resonances.

As a clock is wound to set all parts of the work in action, so we singers
must put together all our cooperative organs and muscles into a well-
joined instrument, set it in action, and keep it in activity.

In the shortest song, the shortest phrase, we have to remake our
instrument a thousand times over and keep it going, for the slightest
inattention or the slightest injury to the form—which is apt to happen in
the pronunciation—is liable to mutilate the artistically set instrument or
its tone coloring.

Our vocal art is a marvel just as our instrument is one, and a beautiful
human voice which is so blessed as to be able to give forth that which stirs
our hearts is an incomparable, glorious marvel. We singers are in duty
bound to become closely acquainted with this instrument in order to serve
humanity with an ideal art.

LiLLI LEHMANN.
GRUNEWALD, January, 1922.
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Publisher’s Note

THE GREAT German soprano Lilli Lehmann, born in Wiirzburg in 1848,
made her operatic debut in Prague in 1865. She took part in the first complete
cycle of Wagners Ring des Nibelungen, at Bayreuth in 1876. In 1880 she
made her London debut, singing the role of Violetta, and in 1882 Vienna
heard her for the first time. After a fruitful career at the Berlin Opera she went
to New York and in the winter of 1885 she made her debut at the Metropolitan
as Carmen. During her first season at the Metropolitan her roles included
Bertha (Le Prophéte), Marguerite (Faust), Irene (Rienzi) and Venus (Tann-
hduser). Lehmann’s astonishingly broad repertoire extended from light
coloratura roles of Bellini and Offenbach to the dramatic roles—particularly
those of Wagner—for which she was universally admired. Toward the end of
her career she was closely associated with the Salzburg Festival, achieving
many successes there and eventually serving as the Festivals artistic director.
She continued to appear in recital until 1920 when she retired from a
triumphant fifty-five year career. She died in 1929.

Lilli Lehmann began her teaching activities in 1891 and counted among
her many notable students the Swedish-American mezzo-soprano Olive
Fremstad and the American soprano Geraldine Farrar. Lehmann’s own
extraordinary repertoire (over one hundred seventy roles), her superb techni-
cal mastery and psychological understanding of roles ranging from Wagner
and Mozart to Donizetti and Verdi, and the sheer length of her career, testify
to the validity of her philosophy and practices as set forth in the present
volume.



MOTTO: Acquiring artistic technique is always associ-
ated with exaggerations, for isn’t it necessary to make
others hear, see, and understand, in spacious halls, the
singer’s own fine feeling for something? The finer the
feeling, the more complicated it is. Artistic technique
must acquire the harmony of the beautiful through the
@stheticism of the soul, and may through it only
become—apparently—natural again.

My Purpose

MY purpose is to discuss simply, practically, and in a comprehensible
manner such sensations known in singing as singing “open,” “covered,”
“dark,” “nasal,” “in the head” or “in the neck,” “forward” or “back,” and
particularly my own sensations based on a thorough and precise knowl-
edge. These expressions correspond to our sensations in singing; but they
are unintelligible as long as the causes of those sensations are unknown,
and each one has a different idea of their meaning. Many singers try their
whole lives long to produce them and never succeed. This happens
because science understands too little of singing, the singer too little of
science. I mean that the physiological explanations of the highly compli-
cated processes of singing are not plainly enough put for the singer, who
must depend on his vocal sensations. Scientific men are not at all agreed
as to the exact functions of the several organs, and the fewest singers are
informed on the subject. Every serious artist has a sincere desire to help
others reach the goal—the goal toward which all singers are striving: to
sing well and beautifully.

The true art of song has always been possessed and will always be
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2 HOW TO SING

possessed by such individuals as are dowered by nature with all that is
needful for it—that is, healthy vocal organs, uninjured by vicious habits
of speech; a good ear, a talent for singing, intelligence, industry, and
energy.

In former times eight years were devoted to the study of singing—at the
Prague Conservatory, for instance. Most of the mistakes and misunder-
standings of the pupil could be discovered before he secured an engage-
mert, and the teacher could spend so much time in correcting them that
the pupil learned to pass judgment on himself properly.

But art to-day must be pursued like everything else, by steam. Artists
are turned out in factories, that is, in so-called conservatories, or by
teachers who give lessons ten or twelve hours a day. In two years they
receive a certificate of competence, or at least the teacher’s diploma of the
factory. The latter, especially, T consider a crime that the state should
prohibit.

All the inflexibility and unskilfulness, mistakes and deficiencies, which
were formerly disclosed during a long course of study, do not appear now,
under the factory system, until the student’s public career has begun.
There can be no question of correcting them, for there is no time, no
teacher, no critic; and the executant has learned nothing, absolutely
nothing, whereby he could undertake to distinguish or correct them.

My artistic conscience urges me to disclose all that I have learned and
that has become clear to me in the course of my career, for the benefit of
art; and to give up my “secrets,” which seem to be secrets only because
students so rarely pursue the path of proper study to its end. If artists,
often such only in name, come to a realization of their deficiencies, they
lack only too frequently the courage to acknowledge them to others. Not
until we artists all reach the point when we can take counsel with each
other about our mistakes and deficiencies, and discuss the means for
overcoming them, putting our pride in our pockets, will bad singing and
inartistic effort be checked, and our noble art of singing come into its
rights again.

My Title to Write on the Art of Song

Rarely are so many desirable and necessary antecedents united as in my
case.

The child of two singers, my mother being gifted musically quite out of
the common, and active for many years not only as a dramatic singer, but
also as a harp virtuoso, I, with my sister Marie, received a very careful
musical education, and later a notable course of instruction in singing




My PURPOSE 3

from her. From my fifth year on I listened daily to singing lessons; from
my ninth year I played accompaniments on the pianoforte, sang all the
missing parts, in French, Italian, German, and Bohemian; got thoroughly
familiar with all the operas, and very soon knew how to tell good singing
from bad. Our mother took care, too, that we should hear all the visiting
notabilities of that time in opera as well as in concert; and there were
many of them every year at the Deutsches Landestheater in Prague.

She herself had found a remarkable singing teacher in the Frankfurt
basso, Foppel, and kept her voice noble, beautiful, young, and strong to
the end of her life—that is, till her seventy-seventh year—notwithstanding
enormous demands upon it and many a blow of fate. She could diagnose
a voice infallibly; but required a probation of three to four months to test
talent and power of making progress.

I have been on the stage since my eighteenth year, that is, for thirty-
four years. In Prague I took part every day in operas, operettas, plays, and
farces. Thereafter in Danzig [ sang from eighteen to twenty times a month
in coloratura and soubrette parts; also in Leipzig, and later, fifteen years
in Berlin. In addition I sang in very many oratorios and concerts, and
gave lessons now and then.

As long as my mother lived she was my severest critic, never satisfied.
Finally I became such for myself. Now fifteen years more have passed, of
which I spent eight very exacting ones as a dramatic singer in America,
afterward fulfilling engagements as a star, in all languages, in Germany,
Austria, Hungary, France, England, and Sweden. Nevertheless my study
of singing experienced no retrogression. | kept it up more and more
zealously by myself, learned something from everybody, learned to hear
myself and others.

For many years | have been devoting myself to the important questions
relating to singing, and believe that I have finally found what I have been
seeking. It has been my endeavor to set down as clearly as possible all that
I have learned through zealous, conscientious study by myself and with
others, and thereby to offer to my colleagues something that will bring
order into the chaos of their methods of singing; something based on
science as well as on sensations in singing; something that will bring
expressions often misunderstood into clear relation with the exact func-
tions of the vocal organs.

In what I have just said I wish to give a sketch of my career only to
show what my voice has endured; and why, notwithstanding the enormous
demands I have made upon it, it has lasted so well. One who has sung for
a short time, and then has lost his voice, and for this reason becomes a
singing teacher, has never sung consciously; it has simply been an
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accident, and this accident will be repeated, for good or for ill, in his
pupils.

The talent in which all the requirements of an artist are united is very
rare. Real talent will get along, even with an inferior teacher, in some
way or another, while the best teacher cannot produce talent where there
is none. Such a teacher, however, will not beguile people with promises
that cannot be kept.

My chief attention I devote to artists, whom [ can, perhaps, assist in
their difhcult, but glorious, profession. One is never done with learning;
and that is especially true of singers. I carnestly hope that 1 may leave
them something, in my researches, experiences, and studies, that will be
of use. I regard it as my duty; and [ confide it to all who are striving
earnestly for improvement.

GRUNEWALD, October 31, 1900.



Preliminary Practice

ALL who wish to become artists should begin with studies of tone
production and the functions of nose, tongue, and palate: with the distinct
and flexible pronunciation of all letters, especially of consonants. Not
until he has acquired this preliminary study should a singer venture upon
practical vocal exercises.

Then it would soon be easy to recognize talent or the lack of it. Many
would open their eyes in wonder over the difficulties of learning to sing,
and the proletariat of singers would gradually disappear. With them would
go the singing conservatories and the bad teachers who, for a living, teach
everybody that comes, and promise to make everybody a great artist.

The best way is for pupils to learn preparatory books by heart, and make
drawings. In this way they will get the best idea of the vocal organs, and
learn their functions by sensation as soon as they begin to sing. The pupil
should be subjected to strict examinations.

Of what consists artistic singing?

Of a clear understanding, first and foremost; of breathing, in and out;
of an understanding of the form through which the breath has to flow,
prepared by a proper position of the larynx, the tongue, the nose, and the
palate. Of a knowledge and understanding of the functions of the muscles
of the abdomen and diaphragm, which regulate the breath pressure; then,
of the chest-muscle tension, against which the breath is forced, and
whence, under thé control of the singer, after passing through the vocal
cords, it, in a roundabout way, beats against the resonating surfaces and
vibrates in the cavities of the head. Of a highly cultivated skill and
flexibility in adjusting all the vocal organs and in putting them into
minutely graduated movements, without inducing changes through the
pronunciation of words or the execution of musical figures that shall be
injurious to the tonal beauty or the artistic expression of the song. Of an
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6 HOW TO SING

immense muscular power in the breathing apparatus and all the vocal
organs, the strengthening of which to endure sustained exertion cannot be
begun too long in advance; and the exercising of which, as long as one
sings in public, must never be remitted for a single day.

As beauty and stability of tone do not depend upon excessive pressure of
the breath, so the muscular power of the organs used in singing does not
depend on convulsive rigidity, but in that snakelike power of contracting
and loosening,! which a singer must consciously have under perfect
control.

The study needed for this occupies an entire lifetime; not only because
the singer must perfect himself more and more in the réles of his
repertory—even after he has been performing them year in and year out—
but because he must continually strive for progress, setting himself tasks
that require greater and greater mastery and strength, and thereby demand
fresh study.

He who stands still, goes backward.

Nevertheless, there are fortunately gifted geniuses in whom are already
united all the qualities needed to attain greatness and perfection, and
whose circumstances in life are equally fortunate, who can reach the goal
earlier, without devoting their whole lives to it. Thus, for instance, in
Adelina Patti everything was united—the splendid voice, paired with great
talent for singing, and the long oversight of her studies by her distinguished
teacher, Strakosch. She never sang roles that did not suit her voice; in her
earlier years she sang only arias and duets or single solos, never taking part
in ensembles. She never sang even her limited repertory when she was
indisposed. She never attended rehearsals, but came to the theatre in the
evening and sang triumphantly, without ever having seen the persons who
sang and acted with her. She spared herself rehearsals which, on the day
of the performance, or the day before, exhaust all singers, because of the
excitement of all kinds attending them, and which contribute neither to
the freshness of the voice nor to the joy of the profession.

Although she was a Spaniard by birth and an American by early
adoption, she was, so to speak, the greatest Italian singer of my time. All
was absolutely good, correct, and flawless, the voice like a bell that you
seemed to hear long after its singing had ceased.

! In physiology when the muscles resume their normal state, they are said to be
relaxed. But as [ wish to avoid giving a false conception in our vocal sensations, |
prefer to use the word “loosening.”




PRELIMINARY PRACTICE 7

Yet she could give no explanation of her art, and answered all her
colleagues’” questions concerning it with an “Ah je n’en sais rien!”

She possessed, unconsciously, as a gift of nature, a union of all those
qualities that all other singers must attain and possess consciously. Her
vocal organs stood in the most favorable relations to each other. Her talent
and her remarkably trained ear maintained control over the beauty of her
singing and of her voice. The fortunate circumstances of her life preserved
her from all injury. The purity and flawlessness of her tone, the beautiful
equalization of her whole voice, constituted the magic by which she held
her listeners entranced. Moreover, she was beautiful and gracious in
appearance.

The accent of great dramatic power she did not possess.



Of the Breath

THE breath becomes voice through the operation of the will, and the
instrumentality of the vocal organs.

To regulate the breath, to prepare a passage of the proper form through
which it shall flow, circulate, develop itself, and reach the necessary
resonating chambers, must be our chief task.

How did I breathe?

Being very short of breath by nature, my mother had to keep me as a
little child almost sitting upright in bed. After I had outgrown that and as
a big girl could run around and play well enough, I still had much trouble
with shortness of breath in the beginning of mv singing lessons. For vears
I practised breathing exercises every day without singing, and still do so,
but in another way, by continually articulating syllables on a decreasing
breath, for everything that concerns breath and voice has become clear to
me. Soon [ had succeeded so far as to be able to hold a swelling and
diminishing tone quietly from fifteen to twenty seconds.

I had learned this: to draw in the abdomen and diaphragm, raise the
chest and hold the breath in it by the aid of the ribs; in letting out the
breath gradually to relax the abdomen. To do everything thoroughly |
doubtless exaggerated it all. But since for years I have breathed in this wayv
almost exclusively, with the utmost care, I have naturally attained great
dexterity in it; and my abdominal and chest muscles and my diaphragm
have been strengthened to a remarkable degree. Yet I was not satisfied.

A horn player in Berlin with the power of holding a very long breath,
once told me, in answer to a question, that he drew in his abdomen and
diaphragm very strongly, but immediately relaxed his abdomen again as
soon as he began to play. I tried the same thing with the best results. Very
naive was the answer [ once got from three German orchestral horn
players in America. They looked at me in entire bewilderment, and

8
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appeared not to understand in the least my questions as to how they
breathed. Two of them declared that the best way was not to think about
it at all. But when I asked if their teachers had never told them how they
should breathe, the third answered, after some reflection, “Oh, ves!” and
pointed in a general way to his stomach. The first two were right, in so far
as violent inhalation of breath is really undesirable, because thereby too
much air is drawn in. But such ignorance of the subject is disheartening,
and speaks ill for the conservatories in which the players were trained,
whose performances naturally are likely to give art a black eve.

Undoubtedly 1 took in too much air in breathing, cramped various
muscles, thereby depriving my breathing organs and muscles of their
elasticity. I often had, with all care and preparation for inhalation, too
little breath, and sometimes, when not giving special thought to it, more
than enough. 1 felt, too, after excessive inhalation as if I must emit a
certain amount of air before I began to sing. Finally, [ abandoned all
superfluous drawing in of the abdomen and diaphragm, inhaled but little,
and began to pay special attention to emitting the smallest possible amount
of breath, which 1 found very serviceable.

I draw in the diaphragm and my abdomen just a little, only to relax it
immediately. | raise the chest, distend the upper ribs, and support them
with the lower ones like pillars under them. In this manner [ prepare the
form for my singing, the supply chamber for the breath, exactly as I had
learned it from my mother. At the same time I raise my palate high toward
the nose and prevent the escape of breath through the nose. The
diaphragm beneath reacts elastically against 1t, and furnishes pressure from
the abdomen. Chest, diaphragm, and the closed epiglottis form a supply
chamber for the breath.

Only when 1 have begun to sing and articulate an a do I push the
breath against the chest, thereby setting the chest muscles in action. These
combined with the elastically stretched diaphragm and abdominal
muscles—the abdomen is always brought back to its natural position
during singing—exert a pressure in the form, which, as we have already
learned, is the supply chamber and bed of the breath. This pressure
enables us to control the breath while singing.

From this supply chamber the breath must very sparingly and gently
pass far back between the vocal cords, which regulate it, and through the
epiglottis. The vowel a lifts the epiglottis; it must always be kept in mind,
always be placed and pronounced anew—even when other vowels are to
be articulated. Then the singer only experiences the sensation of the
inflated, well-closed form of the supply chamber which he must be
heedful, especially when carefully articulating the consonants, not to
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OF THE BREATH 13

impair. The longer the form remains unimpaired, the less breath escapes,
and the longer it may flow from the form.

This form or supply chamber, the breath pressure, which includes
abdomen, diaphragm, and chest muscles, is often named “Atemstauen”
(breath restraint), and “Stauprinzip” (law or principle of restraint), terms
which carry in themselves the danger of inducing the pupil to make the
diaphragm rigid, to hold back the breath, and to stiffen the entire vocal
organs instead of making him realize that only from an eternally alive
form with elastic muscular action can the breath flow, the tone resonate.

The more flexibly the breath pressure is exerted against the chest—one
has the feeling in this of singing the tone against the chest from whence it
must be gently and flexibly pushed out—the less the breath flows through
the vocal cords and the less, consequently, are they directly burdened.
The strong codperation of chest muscles and diaphragmatic pressure
prevents the overburdening of all the directly participating vocal organs.

In this way, under control, the breath reaches the tone form prepared
above by the tongue; it reaches the resonance chambers prepared for it by
the raising and lowering of the soft palate and those in the head cavities.
Here it forms whirling currents of tone, which now fill all attainable
resonating cavities necessary for tone perfection. Not until the last note of
a phrase has passed the “bell” or cup-shaped cavity of mouth and lips may
the breath be allowed to flow unimpeded, may the form or supply
chamber be relaxed, which, nevertheless, must quickly prepare itself for
the next phrase.

To observe and keep under control these many functions, singly or in
conjunction, forms the ceaseless delight of the never failing fountain of
song study.

In preparing the form for the flow of breath (tone flow), all the organs,
abdomen, diaphragm, upper ribs, larynx, tongue, palate, nose, lungs,
bronchial tubes, abdominal and chest cavities, and their muscles, partici-
pate. These organs can, to a certain degree, be relatively placed at will,
and we singers are in duty bound to acquire the necessary technical skill
to perform any task as nearly perfectly as possible. The vocal cords, which
we can best imagine as inner lips, we do not feel. We first become
conscious of them through the controlling apparatus of the breath, which
teaches us to spare them, by emitting breath through them in the least
possible quantity and of even pressure, thereby producing a steady tone. 1
even maintain that all is won if we regard them directly as breath
regulators, and relieve them of all overwork through the controlling
apparatus of the chest-muscle tension. With the tongue, whose back
becomes our breath and pitch rudder, we are enabled to direct the breath
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to those resonance surfaces which are necessary for the pitch of every
tone. This rule remains the same for all voices.

If for the breath there is created in the mouth an elastic form, in back
of which the currents may circulate unhindered by any pressure or undue
contraction or expansion, it becomes practically unlimited. That is the
simple solution of the paradox that without taking a deep breath one may
often have very much breath, and often after elaborate preparations none
at all. Generally the chief attention is directed to inhalation, instead of to
the elastic forming and agility of the organs for the breath and the minimal
exhalation.

[t is due only to the ignorance of the causes, to the absence of the form,
to the pressure and to the convulsive tightening of the muscles, that the
singer is unable to sing in one breath all that is included in the musical or
speech phrase.

As soon as the breath leaves the larynx, it is divided. One part may
press toward the palate, the other toward the cavities of the head. The
division of the breath occurs regularly, from the deepest bass to the highest
tenor or soprano, step for step, vibration for vibration, without regard to
sex or individuality. Only the differing size or strength of the vocal organs
through which the breath flows, the breathing apparatus, or the skill with
which they are used, are different in different individuals. The seat of the
breath, the law of its division, as well as the resonating surfaces, are always
the same, and are differentiated at most through difference of habit.




Of the Breath and Whirling Currents
(Singing Forward)

VERY few singers know that in order to use the breath to the fullest
advantage it must also remain very long diffused back in the mouth. A
mistaken idea of singing forward tempts most to expel it upward with the
diaphragm alone, and thus waste it—one of the most common errors.
The diaphragm, to the contrary, must be relaxed after every attack—that
is, it must be made pliable—an act which results in the flexibility of all
muscular tension of the vocal organs. These, as soon as they are well
placed (in good relation, one to the other), and tensed, will be put in an
elastic condition through the gentle relaxation of the diaphragm after the
attack has commanded entire energetic concentration. Naturalily neither
the form nor the codperating muscular tension should be altered by it.
These should only be made elastic and mobile for further demands to be
put upon them. In this way the breath can be regulated and be made use
of most sparingly.

The column of breath coming in an uninterrupted stream from the
larynx must, as soon as it flows into the form prepared for it according to
the required tone by the tongue and palate, fill this form, soaring through
all its corners with its vibrations. It makes whirling currents, which
circulate in the elastic form surrounding it, and it must remain there till
the tone is high enough, strong enough, and sustained enough to satisfy
the judgment of the singer as well as the ear of the listener. Should there
be lacking the least element of pitch, strength, or duration, the tone is
imperfect and does not meet the requirement.

Learning and teaching to hear is the first task of both pupil and teacher.
One is impossible without the other. It is the most difficult as well as the
most grateful task, and it is the only way to reach perfection.

Even if the pupil unconsciously should produce a flawless tone, it is the
teacher’s duty to acquaint him clearly with the causes of it. It is not
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enough to sing well; one must also know how one does it. The teacher
must examine the pupil constantly, making him describe clearly his
sensations in singing, and understand fully the physiological factors that
cooperate to produce them.

The sensations in singing must coincide with the ones here described,
if they are to be considered as correct; for mine are based logically on
physiological causes, and correspond precisely with the operation of these
causes. Morcover, all my pupils tell me—often, to be sure, not till many
months have passed—how exact my explanations are; how accurately, on
the strength of them, they have learned to feel the physiological processes.
They have learned, slowly, to be sure, to become conscious of their errors
and false impressions; for it is very difficult to ascertain such mistakes and
false adjustments of the organs. Falsc sensations in singing, and disre-
garded or false ideas of physiological processes cannot immediately be
stamped out. A long time is needed for the mind to be able to form a clear
image of those processes, and not till then can knowledge and improve-
ment be expected. The teacher must repeatedly explain the physiological
processes, the pupil repeatedly disclose every confusion and uncertainty
he feels, until the perfect consciousness of his sensations in singing is
irrevocably impressed upon his memory, that is, has become a habit.

Among a hundred singers hardly one can be found whose single tones
meet every requirement.

[ admit that such perfect tones sometimes, generally quite uncon-
sciously, are heard from young singers, and especially from beginners,
and never fail to make an impression. The teacher hears that they are
good, so does the public. Only a very few, even among singers, know
why, because only a very few know the laws governing perfect tone
production. Their talent, their ear perchance, tell them the truth; but the
causes they neither know nor look for.

I shall be told that tones well sung, even unconsciously, are enough.
But that is not true. The least unfavorable circumstance, over-exertion,
indisposition, an unaccustomed situation, anything can blow out the
“unconscious” one’s light, or at least make it flicker badly. Of any self-
help, when there is ignorance of all the fundamentals, there can be no
question. Any help is grasped at.

This is not remarkable, in view of the complexity of the phenomena of
song. Few teachers concern themselves with the fundamental studies; they
often do not sing at all, or they sing quite wrongly; and consequently can
neither describe the vocal sensations nor test them in others. Theory alone
is of no value whatever.




The Singer’s Physiological Studies

SCIENCE has explained all the processes of the vocal organs in their chief
functions, and many methods of singing have been based upon physiology,
physics, and phonetics. To a certain extent scientific explanations are
absolutely necessary to the singer—as long as they are confined to the
sensations in singing, foster understanding of the phenomenon, and
summon an intelligible picture for the hitherto unexplained voice-
sensations, or for the ordinarily misunderstood expressions of “full,”
“bright,” “dark,” “nasal,” “singing forward,” etc. They are quite meaning-
less without the practical teachings of the sensations of such singers as
have directed their attention to them with a knowledge of the end in view,
and are competent to correlate them with the facts of science.

The singer is usually worried by the word “physiology,” but only
because he does not clearly understand how to limit his knowledge of it.
But he ought to, and should want to know the little that is necessary. It
means that the muscles of the nose, which inflate the nostrils, place the
soft palate high or flatly downward; that they also influence the pillars of
the fauces by letting them, at different stages, draw themselves like a
saddle upward toward the nose. It means that the tongue is able to take
many different positions, and that the larynx with the help of 6 takes a
low position and with the vowels @ and ¢ a high one, closer to the palate.
It means that all muscles contract during activity and relax during normal
inactivity; that they must be strengthened by continued vocal gymnastics
so that they may be able to sustain long and continued exertion, and
retain their elasticity, and operate elastically. Furthermore, it means the
exact knowledge of the activity of diaphragm, chest, throat and facial
muscles.

This is all that physiology means for the vocal organs. Since these
things all operate together, one without the others can accomplish nothing;
if the least is lacking, singing is quite impossible, or is entirely bad.
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Physiology is concerned also with muscles, nerves, sinews, ligaments,
and cartilage, all of which are used in singing, but all of which we cannot
feel. We cannot even feel the vocal cords. Certainly much depends for
the singer upon their proper condition; and whether as voice producers or
breath regulators, we all have good reason to spare them always as much
as possible, and never to overburden them.

Though we cannot feel the vocal cords, we can, nevertheless, hear, by
observing whether the tone is even—in the emission of the breath under
control—whether they are performing their functions properly. Overbur-
dening them through the pressure of uncontrolled breath results in
complete vocal languor. The irritation of severe coughing, thoughtless
talking, or shouting immediately after singing may also set up serious
congestion of the vocal cords, which can be remedied only through slow
gymnastics of the tongue and laryngeal muscles, by the pronunciation of
vowels in conjunction with consonants. Inactivity of the vocal organs will
not cure it, or perhaps not till after the lapse of years. (See exercise yd, ye,
y00, yah, yu.)

A good singer can never lose his voice. Mental agitation or severe colds
can for a time deprive the singer of the use of his vocal organs, or seriously
impair them. Only those who have been singing without consciously
correct use of their organs can become disheartened over it; those who
know better will, with more or less difficulty, cure themselves, and by the
use of vocal gymnastics bring their vocal organs into condition again.

For this reason, if for no other, singers should seek to acquire accurate
knowledge of their own organs, as well as of their functions, that they may
not let themselves be burnt, cut, and cauterized by unscrupulous phy-
sicians. Leave the larynx and all connected with it alone; strengthen the
organs by daily vocal gymnastics and a healthy, sober mode of life; beware
of catching cold after singing; do not sit and talk in restaurants.

Students of singing should use the early morning hours, and fill their
days with the various branches of their study. Sing every day only so
much, that on the next day you can practise again, feeling fresh and ready
for work, as regular study requires. Better one hour every day than ten to-
day and none to-morrow.

The public singer should also do his practising early in the day, that he
may have himself well in hand by evening. How often one feels indisposed
in the morning! Any physical reason is sufficient to make singing difficult,
or even impossible; it need not be connected necessarily with the vocal
organs; in fact, I believe it very rarely is. For this reason, in two hours
everything may have changed.

I remember a charming incident in New York. Albert Niemann, our
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