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Preface

Improving Your Voice

Everyone realizes that speaking and singing are means of self-
expression and communication, but few people realize that their voice
can give enjoyment and pleasure to others as well as be a constant
source of self-gratification. A good voice does not have to be a rarity
bestowed only upon a fortunate few. It can be developed with care
through study and application. Many potentially fine voices go to
waste through lack of understanding and development, and through
misuse. As singer or speaker you must know what you are doing, how
your body produces sound, and what your voice communicates to
others. You must achieve some sensible technique for voice produc-
tion, if you are to avoid the unhappy sounds that issue from a tortured
throat and frustrated mind, and if you are to sing or speak with
charm, facility, and pleasure to your listeners.

If you accept some simple disciplines, there is no reason why you
cannot fulfill your desire to sing and speak well. All learning requires
is large doses of patience, discipline, repetition, and fun. The trite
saying is that art is 10 percent inspiration and 90 percent determina-
tion.



The purpose of this book is to examine you and your voice, step by
step, as simply as possible. Exercises and gymnastics are included to
help which require only one-half to three-quarters of an hour of work
a day. The chapters are planned to explain how your voice works, how
it functions, how to use it, how to improve it, and how to rid yourself
of various stumbling blocks — most importantly those of strain,
repression, and lack of knowledge of the simple fundamentals.

Y our voice is dependent not only on your desire or intuition, but on
mastering breathing, a well-balanced and relaxed body, correct tone
production, clear articulation, and a basic knowledge of music and
rhythm. You must also achieve conscious control and flexibility of
your voice.

A chapter also deals with the problems of facing an audience, and
the basics of showmanship, which every performer needs. Another
section is devoted to dealing with a choir.

Music and speech are natural gifts to us all. They are not specialized
esoteric arts. Through self-knowledge and determination you may
happily and easily claim what is yours by right — to sing well and to
speak well!



Chapter 1

Self-Analysis

One of the great ‘‘secrets’” of any art is the ability of the creative
craftsman to analyze and evaluate his own work. A musician deals
with sound, and the only way to evaluate sound is by listening,
developing an ear. The result of effort and study is revealed not only
in the quality of the sound of the voice itself, but also in terms of its
effect on the listener. If your work has been intelligent, you should be
able to note your own development and have some idea of the kind of
voice you have; not in such general terms as ‘‘good”’ or ““bad,’’ but in
the specific effect it has on others when you use it.

Your voice does not sound the same to other people as it does to
yourself because of the way the human ear is constructed. So your
most accurate gauge is your listener’s reaction. Never forget that
speech and song are first and foremost forms of communication.
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People usually sing for one of the following reasons: because they
enjoy it and find it a compatible hobby, because it is a profitable
avocation, for the choir singer and semiprofessional, or because they
wish a career for themselves and the resultant fame and fortune. A
future for a professional singer requires a combination of certain
essential qualifications: voice, brains, talent, a good ear, sound
musical knowledge, stick-to-it-iveness, and good luck. As a matter of
fact, anyone who sings well, exemplifes the combination of these
qualities. The difference between the career singer and the hobby
singer lies perhaps in the degree to which these qualities have been ap-
plied. To have a vocal career, you must depend not only on your gifts
and capabilities, but more importantly, on your willingness to apply
yourself — to submit to self-discipline.

One of the first steps in developing yourself is to know yourself.
Learn to listen to yourself. Listen not with the idea of being afraid of
what you are doing, instead, just aware of what you are doing. You
should listen not with infatuation to the sound of your own voice, but
dispassionately and objectively. This kind of objective self-
consciousness is the key to progress.

Strike a note on the piano. Sound this note vocally; that is, sing it eas-
ily. Don’t try to make it good or bad, just sing it. Strike the note again.
Sing it again. Can you notice any difference between the two vocal
sounds? Was one better than the other?
As you begin to be able to detect differences of this kind, you will
begin to develop your ear. Comparison and the ability to detect dif-

ferences are the beginnings of discrimination.
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SELF-ANALYSIS

Examine and analyze yourself honestly, so that you can understand
what you are doing when you sing or speak. Find out what interferes
between your thought and your voice, what comes between your in-
tention and your effect on the listener.

Shyness and Stage Fright

Have you ever noticed that some people can do well at home but are
terrible when with their teacher? Performing in the presence of others
should result in greater and better output. This is true especially when
the work is of a physical or muscular nature and the other participants
are friends. However, it is often true that work that involves careful
discrimination, judgment, thoughtfulness, and originality can suffer
when performed in the presence of others.

The problem of working alone or with others differs from the
dilemma created by shyness, insecurity, and self-consciousness.

[t is natural to feel shy when one finds oneself the center of unac-
customed attention. There is a wholly involuntary tightening of the
muscles and an increase in glandular activity. This can occur not only
on a public platform, but on the dance floor, a street corner, or in a
living room. Some individuals are more seriously affected than others,
but the feeling is common to everyone at some time or other.

Leadership depends upon one’s ability to “‘step out front,”” that is,
to be the center of attention.

But sometimes the feeling of shyness gets out of hand. It can then
lead one to avoid a person or thing, caution or timidity making the
sufferer reserved, bashful, and distrustful. The shy person is torn by a
desire for a thing and by a fear of it; a fear that it will cost him too
much holds him back. Often he will settle the dilemma by putting out
no effort to fulfil his desire, finding it safer to stay in a corner. An
unresolved conflict of this sort involves a waste of energy, for the shy
person will avoid putting his energies wholeheartedly into anything.

But a shy person can change. He can resolve his conflicts if he will
recognize them. The hold that shyness has on him will be relaxed once
he realizes that he can change. As soon as the situation of ‘‘unac-
customed attention’’ is no longer unaccustomed, familiarity disposes
most of the terror. He will grow as he gets a taste of how it feels to be
free of fear of the unknown. He will find that sincerity is equated with
wholeheartedness; that sincerity means *‘putting forth one’s whole be-
ing,”’” with nothing held back, kept in reserve, dissembled, or wasted.
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Security comes with familiarity. Familiarity comes with repetition.
The word for rehearsal in French is repetition.

Every performer feels a little nervous before an appearance, and a
little nervousness is perhaps a good thing. It means, at least, that the
performer is not completely cold-blooded. But stage fright is
something more than slight nervousness, or shyness. It is more than
the slight flutter in the pit of the stomach, the ‘‘butterflies’’ felt before
one sings or speaks.
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Stage fright is a condition brought on by uncertainty and worry; the
worry of not knowing exactly what you are going to do, or how it will
come out. In extreme cases, this worry asserts itself by tying the body
““in knots’’; the knees knock, the hands shake, the voice trembles, the
throat is dry, the mouth is full of cotton, the body dripping with cold
sweat — a very painful state. Some people solve the problem simply:
they quit, That laryngitis, that cold, which develops just before a per-
formance, is usually the result of apprehension rather than germs. The
throat can be inflamed, be a visible red, and require medical treat-
ment; yet the indisposition originated from fear rather than bacteria.
The motivating factor is psychosomatic rather than physiological.

In less extreme manifestations, however, stage fright usually feels
more disturbing to the victim than apparent to an audience.
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Stage fright results too often from a sense of inadequate prepara-
tion. This is not so much a lack of preparation itself, but of the con-
science telling one he has cut corners, not made all the preparation he
should have. Proper preparation depends not on what satisfies some-
one else, but on what enables a person to feel satisfied himself.

The unfavorable effects of stage fright can be overcome, though, if
a) you know that you know what you are going to do, and b) then do
it, without needing the proper mood to strike you. Also c) you should
not mind too much about making a fool of yourself; a sense of humor
enables you to live with your mistakes. Psychologists say fright and
fear are forms of anxiety arising from the ‘““‘unknown.’”’ You fear what
you do not know. So, to overcome fear, know what you are doing. It
is simple, then, to do it.

Fear expresses itself by making a person physically tense. The body
gets all set to run away, in a physical sense. Therefore, it is vital that a
performer master the art of physical relaxation and control.

Consider, for instance, the fear of whether an audience will laugh at
the performer. Examine an audience; why is it there? An audience
comes to enjoy itself; otherwise it would stay home. True, some
husbands and beaux are dragged there by wives and sweethearts, and
some aesthetes are there because it is ‘‘the thing to do,”” and some
status seekers believe it is well to be seen there, but these people are
never more than a very small portion of an audience.

The Audience

Very few people ever go to a concert with the intention of ripping a
performer to pieces. Most people attend a performance because they
expect it to give them pleasure. They want the program to be good.
And a great deal of the success of a performance is due to the audience
willing it to be good. When an audience has paid good money, there is
little predisposition for boredom or apprehension. An audience will
always ““‘pull”’ for you; they pull for every performer. Once you assure
the audience that you are secure, and know what you are doing (have a
sense of authority), they will gladly respond as you want them to.

You will find it important to assume a definite attitude toward your
audience. There is no “‘best”” attitude, since this depends upon the per-
former and the occasion.
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A note, 62

Abdominal wall, 22, 24, 26

Absolute pitch, 64

Accelerando, 160

Accidentals, 144

Adagio, 150

Adam’s apple, 37

Aeolian scale, 65

Air, 21, 36

Allegro, 150

Alleluja, 155-171, 202-207
analysis, 167-169

Alphabet, Greek, 121
hieratic, 120-121
phonetic, 121

Alphabet, International

phonetic, 106, 107, 109

Amplification, 42

Amplitude, 40

Andante, 150

Articulary mechanism, 37

Articulation, 91-115
consonant, 93

Articulator, 36, 91, 93

Atonal intervals, 125

Audience, 5, 172-184
attitude toward, 5
competitive attitude, 6
cooperative approach, 6
respect for, 5

Bars, phrase, 145

Bass clef, 143

Bent-over position, 54

“Bigger-sound”  exercise,

45
Bowing, 184

Index

Breath, 21-24, 36, 41, 62
Breath marks, 146
Breathing, 13-35
central, 28
control 26-35
exercises, 20, 21, 24,
30-35
medial, 28
Bronchial tubes, 21
Cclef, 143
C, middle, 39
C note, 61
Cavity opening, 42
Central, breathing, 28
Chest, 21, 22, 43
Chest breathing, 28, 29
Chest cavity, 22
Chinese scale, 65
Choir directing, 185-198
Chromatic scale, 67
Circumflex, falling, 124
upward, 124
Classic, 155-157
Clavichord, well-tempered,
67
Clef, 37, 142-143
bass, 143
C, 143
F, 143
G, 143
Treble, 143
Climactic pattern, 131-133
Clothes, 180-182
Combination exercises,
102-105
Conducting, 195-198
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Conscious control, 42
Consonant articulation, 93
Consonant exercises,
111-112
Consonant sounds, 38, 91
Consonants, 39, 94, 105,
107, 108-112
unvoiced, 108, 109,
110
voiced, 108, 109, 110
Control, 46-55,77-78
diaphragm, 46-55
pitch, developing, 77-78

voice, 51

Crescendo, 52, 54, 150,
169, 198

Crescendo  development,
58-59

exercise, 58-59
Cut-time, 147
D note, 61
Daily dozen
199-201
Dance, 122
Decibels, 40, 41
Decrescendo, 170
Deis, Carl, 169
Diapason normal pitch, 64
Diaphragm, 20-21, 22, 24,
26,71, 111
control, 46-55
exercise, 27
Diaphragmatic
26,28, 29
Diatonic scale, 62, 65, 68
Diction, 113
Diminuendo, 59, 169, 198
Dipthongs, 106
Directing a choir, 185-198
Double flat, 144
Duration, 124, 126
Dynamic marks, 148-151
Dynamic notation, volume,

exercises,

breathing,

149 ,
Elocution books, old, 45
Emotion, 45
Equal temperament scale,

67
Esophagus, 22
Exercises, breathing, 20,

21, 24, 30-35
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Exercises, combination,
102-105
consonant, 111-112
crescendo development,
58-59
daily dozen, 199-201
diaphragm, 27, 47
high note, 81-82
high range, 74-75
jaw, 97-98, 102-105
lip, 99-101, 102-105
octave, 78-80
pitch control, 77-78
pitch range, 56-58
relaxing, 10
resonance, 60
scale, 164-165
throaty sound,
ance, 89
tongue, 94-97, 102-105
tremolo avoidance, 89
trill, 87-88
vibrato, 84-86
whispering, 102
wobble avoidance, 89

avoid-

Exhaling, 21, 24, 26
Extending pitch range,
55-58
F, 42
capital, 42
mouth and nose

resonators, 42

shape of throat, 42
F clef, 143
Fear, 5, 8
Fermata, 148
Flat, 144

double, 144
Flexibility, octave, 78-80
Forte, 149, 170
Fortissimo, 149
French pitch, 64
Frequency, 39, 84

change, 40

fundamental, 44

sound, 61
Fundamental frequency, 44
G clef, 143
Gesturing, 184
Girl of the Golden West,

125
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Glissando, 67
Glottal stop, 94
Greek alphabet, 121
Gregorian plainsong, 136
Guido of Arezzo, 68, 137
Halftone trill, 87
Halftones, 67
Hallelujah, 158
Hand-assist, 54
Hard palate, 43

armonic minor scales, 66
Harmonics, 44
Heptatonic scale, 65
Hieratic alphabet, 120-121
Hieroglyphs, 120-121
High note, 81-82
High note exercises, 81-82
High range exercises, 74-75
Hold, 148
Hum, 26
Hyoid bone, 37
Ideogram, 120
Inflection, 63, 124-125

degree, 124

double, 64

falling, 124

rising, 124
Inhaling, 21, 24-25
Intensity, 41
International phonetic

alphabet, 106, 107, 109

International pitch, 64

Intervals, atonal, 125
augmented, 79
diminished, 79

Tonian scales, 65

Jaw, 91, 92,94, 105, 107
exercises, 97-98, 102-105

Key, 66, 67, 68

Key signature, 144

Keynote, 66, 67

Largo, 150

Larynx, 36, 37, 41, 43

Leadership, 3

Letters, 121
batarde, 121
Carolingian  miniscule,

121

Chancery sursive, 121
Gothic, 121

Lighting, 179-180
Lip exercises, 99-101,
102-105
Lips, 43, 91, 92, 93, 105,
107
Listener’s reaction, 1
Loudness, 23, 40, 41
Low pitch, 64
Lowering range, 56
Lung capacity, 23
Lungs, 21, 22, 23, 28, 29
Marks, 145-151
breath, 146
dynamic, 148-151
fermata, 148
hold, 148
phrase, 145, 146
pressure, 150
repeat, 145
staccato, 148
tenuto, 149
Measures, 145
Mechanics of voice produc-
tion, 36-60
Medial breathing, 28
Melodic minor scales, 66
Membranes, 37
Memorizing, 173-177
devices, 174-176
Mezzo, 149
Mezzo-forte, 149
Middle C, 39
Mime, 122
Minor scales, 65
harmonic, 66
melodic, 66

Modes, 65
Dorian, 65
Lydian, 65
Mixolydian, 65
Phrygian, 65
Mouth, 43
Mozart, 155, 157, 158, 159,
167, 169
Munsell Color system, 118
Muscular relaxation, 18
Musical notation, 119,
136-137
Greek, 119
Nasal cavity, 43
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Nasal cavity, septum, 43
Nasality, 59-60
Natural, 144
Neck tension, 17-18
Neumes, 136, 137
Noise, 38, 39
Nose, 43
Notation, 116-154
alphabetic, 117
colors, 118
graphic, 117-118
musical, 119, 136-137
Note, 39, 137-140
connecting-bars, 138
dot, 140
flag, 138
half, 139
head, 138
high, 80-82
hook, 138
pennant, 138
pennant-bar, 138
quarter, 139
tail, 138
whole, 139
Objective
ness, 2
Octave, 65
exercises, 78-80
flexibility, 78-80
Orchestration, 124
Overtones, 44
Palate, soft, 91, 92, 94
Palmer method, 121
Pant, 26
Pattern, climactic, 131-133
tune, 63
Pause, 124, 125
Pentatonic scale, 65
Performing, 182-184
Pharynx, 36, 43
Philharmonic pitch, 64
Philosophical pitch, 64
Phlegm, 115
Phonetic alphabet, 121
International, 106, 107,
109
Phonetics, 93
Phrase, 128-130
bars, 145

self-conscious-

Phrasing, 134-135, 166
Pianissimo, 149
Piano, 170
Pictogram, 120
Pitch, 39, 41, 42, 44, 61-65,
124
absolute, 64
change, 38
close, 82
control
77-78
diapason normal, 64
French, 64
International, 64
low, 64
philharmonic, 64
philosophical, 64
relative, 65

Pitch and scales, 61-90
Pitch control exercises,
77-78
Pitch range, 55-58
exercises, 56-58
extending, 55-58

Place of performance, 178
Plosives, 109, 110, 111
Pneumae, 136

Poise, 18

Preparation, 5

Presa, 145

Pressure mark, 150
Presto, 150
Pre-tempered interval, 67
Program selection, 177

Progress, 6
Punctuation, 133-134
colon, 134
comma, 133
dash, 134
period, 134
semicolon, 134
Pure tones, 62, 91

Quarter tones, 67
R, trilled, 98
Range, 55-58

lowering, 56

pitch, extension, 55-58
Reading, sight, 151-152
Recorders, tape, 153

development,

211
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Recordings, 153-154
advantages, 154
disadvantages, 153-154

Reeds, 36, 37

Rehearsals, 186-188
technique, 189

Relative pitch, 65

Relaxation, 8-12

Relaxing exercise, 10

Relieving tension, 10-18

Repeat mark, 145

Repetition, 4

Resonance, 42, 43, 44, 59,

60, 124, 130-131
cavities, 42
control, 41
exercise, 60
Resonator, 36, 37, 41, 42,
44,91

Respiratory system, 21

Rests, 141

Rhythm, 124, 126-130

Rib cage, 21, 22

Ritard, 160

Rubato, 160

Saliva, 95, 115

Scales, 62, 65-74
Aeolian, 65
Chinese, 65
chromatic, 67, 125
diatonic, 62, 65
equal temperament, 67
exercises, 69-75, 164-165
halftone, 125
heptatonic, 65
Ionian, 65
major, 66
minor, 65, 66
modal, 66
pentatonic, 65
practice, 68
quarter tone, 125
tempered, 67
Western, 65
whole tone, 66
Script, Spencerian, 121
Segno, 145
Self-analysis, 1-7
Self-discipline, 2
Sforzando, 149, 170

Shake, 82, 86, 87
Sharp, 144

double, 144
Shyness, 3-5
Sight reading, 151-152
Signature, 144-148

key, 144

time, 146-148
Simple vibrator (tuning

fork), 40
Singing, 38
Singing in tune, 76-77
Singing out of tune, 75-76
Sinuses, 36
Soft palate, 43, 91, 92, 94
Sound, 21, 36, 38, 61, 97,
124

frequency, 61

quality, 42

throaty, 89-90
Sounds, 91

consonant, 91

vowel, 91
Speaking, 38
Speech, standard, 113
Spencerian script, 121

Staccato, 149

dotted, 149

pointed, 149
Staff, 142
Stage fright, 4-5
Stammering, 113-115
Standard speech, 113
Sternum, 29
Stop, glottal, 94
Strings, 36, 37
Studying a song...Alleluja,

155-171

Stuttering, 113-115
Syncopation, 148
Tape Recorders, 153-154
Tempered scale, 67
Tempo, 129, 130
Tension, 8-10

neck, 17-18

relieving, 10

throat, 16
“Threshhold of hearing”,

40
of pain, 40
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Throat, 43 Voice quality, 28
tension, 16 Volume, 41, 124, 126

Throaty sound, 89-90 dynamic notation, 149
avoidance exercises, 89 Vowel sounds, 38, 43, 91

Tie, 145-146 Vowels, 39, 42, 105-107

Timbre, 37, 124 flat, 106, 107

Time signatures, 146-148 long, 106, 108

Tone, 21, 38, 39, 46, 51 Wavering tone, 88-89
aspirate, 46 Western scale, 65
conversational, 46 Whispering, 101-102
deafness, 76 exercises, 102
effusive, 46 Whole tone scale, 66
explosive, 46 Windpipe, 21, 36, 37
expulsive, 46 Wobble, 88,89
grave, 46 avoidance exercises, 89

orotund, 46
placement, 44
pure, 62, 91
sympathetic, 46
wavering, 88-89
Tongue, 43, 91, 92, 93, 94,
105, 107,111
exercises, 94-97, 102-105
Torso, 22
Trachea, 21
Treble clef, 143
Tremolo, 82, 83, 88-89
avoidance exercises, 88
Trill, 82, 83, 86-88, 165, 166
exercises, 87-88
halftone, 87
Trilled R, 98
Triple forte, 149
piano, 149
Tune pattern, 63, 124
Tuning fork, 40, 41
Uncial leters, 121

Vibrations, 39, 61
Vibrato, 39, 82-86
exercises, 84-86

Vibrator, 36, 38, 44

Vivace, 150

Vocal chords, 28, 36, 41,
61,62, 63

Vocal expression, 45-46

Vocal qualities, 45-46

‘““Voice box”’, 37

Voice control, 41-45, 51

Voice production, me-
chanics, 36-60
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