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. Voice- tralnlng for actors, as opposed to Spee¢h~

trarning, has begun to emerge as a separate subject hn Nprth

.

American Colleges with acting programs.

G

Until about 20 years ago, ‘most teachers 1n tﬂ:s field

were either speech teachers or singing teachers.

ré
/

Voice-training is concerned with thesprodugtion and

- amplification of sound in‘the-speaKing voice, whéreas Speech-
- g . N

‘training is concerned with the articulation a effective

use of words. X

-

"An increasihg_number of schools if North America are
now teaching'Voice as a separate subjecy and three different‘
types of emphasis have develope? in V 1ce tralnlng methods.
These emphases are referred to ag 'stehlng" "klnesthetlc
or muscle sense" and "emotion or f eling" ‘

"hishening" means that t predomihaﬁ%’emphasis is
on eér—training, to correct and /improve vocal sound.
"Klnesthetic or muscle sense" is used by>some teachers

. who rery more on muscular sensatlons durlng the act of speech

rather than ear-trainlng, tO/gulde the student. ¥

s

“Emotlon or feeling is emphasized” in some teachlng

i

approaches to give emotlonel meaning ‘and motlvatron to V01ce‘
exercises, so thatiVoice-training can be‘linked;more closely

. with acting. T | - . CoL

/



Th%é study examines the theory and practlce of four ‘
established Voice teachers to sea how these dlffegént :
. \
. A
emphases affect their teachlng methods S 3 % N
‘ o ™ '

. .The four teachers.are: Evangellne Machlin (Boston
]

Jniversity), Robert PJ?LS Carnegle-Mellon Unlver51ty),

Kristin Llnklater (New York Unlversity); and Kathleen
Lo N LI ‘

Staffbrd (Bristol 01d: Vic School, England; Carnegie;@ellon

-‘»
. e

-~

T

University, and Banff Centre School of Fine Arts;;Aibbrta,

Canada.) o Y Nam
: : . 50

The Voice areas examined are: relaxation &nd body ™

v
[

aii%hmez%;kbreath cohtrol; phonation and resoa;noe; pitch

‘range and‘projectioh. The study compares and assesses the

thedretical approach and the practical exercises used by

the foyr teachers in all these areas of Voice-tfaining, .
The Speech—-training areas of articulation, pronun- '
. C . . - . -

ciation, phonetics, rate, stress, phrasing,and oral -interpre-

tation are excluded from the study.

The conclusion of the study¢compares the merits and

| adaptablllt? of each teachlng approach, for p0351ble use by

-

other teachers.’
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' 'whe emergence of Volce qralnlng, as an area dlStlnCt

P
i i
REARN P
~
.

from Speech tralnlng, is a, comparatlvely recent development

* r'

1ﬂ North Amer;can colleges W1th actlng prOgrpms. Untll

",l"

{

v 'speech teachers or singing, teachers.

-

,about 20 years ago most’ teachers in thlS fléld were either

' Y]
': V01ce-tra1n1ng, meanlng the productlon and amp11f1-

catlon of sound in the speaklng v01ce, is tendlng now to
\

become an area on its own and an_lncreas1ng ‘number of schools

‘are teaching Voice and Speech as separate subjects. _ /

" No analysis or comparison of the methods of Voice-

teachers appears to have been done before. A few investiga?

i tions‘into”the'Speechétraining programs'at individuah'schools.

1n the Unlted States have been made, but these . are,not

concerned with actor- tralnlng.

:

A dlssertatlon on “Conceptual Trends 1n/V01ce and
. Diction Tralnlng in Amerlcan Colleges and Unlver51t1es" by
vWard Thorval Rasmus (Stanford Unlver81ty, 1955) is a broad

o
) survey of rhetorlc and Qpeech tralnlng from 1636 to l955.'

t is not concerned w1th Voice-= productlon for actors.
'\\~ ‘ plthough methods of Voice- productlon for actors are
fundamentally srmllar, they vary 1n approach accordlng to .

the predomlnance‘of three different types of empha51s in.



the training: "listening", "kinesthetic or.muscle sense" afnd

a
[

"emotion or feeling" : - : | ;
‘"Llstenlng" means that the predominant emphasis ls.

‘on. ear- tralnlng, to correct and 1mprove sound productlon

.ﬂxlnesthetlc or musele,sense" is faVSured'by some
teachers who rely‘more on the sensation of;muscular tensions
during the act of speech, rather than on hearing, to guide
the student. . ‘l . "‘ , | ] }. |

"Emotion and feeling" is stressed in‘some teachiné

I

methods to give emotlonal colouring and motlvatlon to Voice
( m'\

+ exercises so that V01ce—tra1n1ng can be llnked more closely

e
v

w1th actlng
} The degree to which any one of these emphases
predominates varies'from one teaching method to another.

Pl
My aim in this study 1s to examine ‘and compare the

theory and practlce,of four establlshed V01ce—teachers, all
of whom have, taught a. con51derab e body of students, to see
how these different emphases affect thelr teachlng methods.
t

The teachers who are therobject of thls study are:

Evangellne Machlin (Boston Unlver51ty) . Robert Parks

1

(Carnegle-Mellon Unlver51ty), Krlstln Llnklarer (New York

o |
: Unlver51ty), and Kathleen Stafford (Brlstol Old Vic School

England, and Carnegle—uellon Unlver51tyr’

lMlSS Llnklater s mgthod was shown to me, at her
... request, by Miss Rowena Balos, who was trained by her and who -
o works with her at .New York Unlver51ty ' - vv . .
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These teachers have been selected to glve a reason—

, Y

} ably representatlve crOss secthn of the varlous  types of

/," \/I P

emphasxs in teaching methods, 'All four’ teachers are'gener4
ally recognlzed as leadiné/éeachersintheir field and'many

other V01ce and Speech tedchers in North Amerlca have elther

’

/

been thelr stud;nts orgfollowed thelr methods..

R -f: Of the four te
/

v o most stress on’ "lnst nlng"

chers, Evangellne Machlln lays the

, ‘ N ;
/ N o .
8 uses a limited’%mount‘of "listening"’in

8

Robert Par

 his teachlng and orks a great dealnthrough "muscle sense"

Krlstln 1nklater av01ds "llstenrng" and emphas1zes

™ ! "o

both, muscle s nse“ and emotlon" '

Vs L
I 4
i

Kath een Stafford focuSSes most strongLy on "emotlon"
r -

»xamlne how these emphases affect their teachlng

have 1nterv1ewed and’ observed all the teachers
o

named above for" thls study.‘ Ip examining Dr Machlln s

methods;

, method 1 have also drawn materlal from her wrltten text . on
X f : .A’:," -'4 % X : . o . . ’ L
o V01c -productlon.zﬁgqﬁ Coo T o ‘ i,‘-“,< S

S :
I have also‘;ncluded references to the work of the

S

£ llow1ng teachers..Atthur Lessac (V01ce and Speech teacher

at the State Unlverslty of. New York,'hlnghampton),

'; Matthlas Alexander férmulator of the "Alexander Technlque"),

1Lvl

L i

Margaret McLean (auth,r of "Good Amerlcan Speech")f and

'»"‘,i‘ R » e . o

v

2Evangellne Machlln, Speech for the Stage (New York L
: ,Theatre Arts BOOkS'ﬁﬁ?SG) o i ' EURRRRPE S8



. PR ? oo '. A '4‘
Iﬂns Warren (formerly V01ce—teacher w1th the Royai*Shakespeagg
Company, England) e ;‘ | T e l:w" 3 .‘y; : | \\
J.t Thelrvwork.ls‘rererredfto for one of the following )
‘ L S ' , , poo e wi v
.reas?ns:“ T ."-i~ T .‘f.

(a) Because some aspect of .their work is relevant to the

N o ' « A ' - ;

study. . o .
' (b) Because they have trainedyone ofithehtea%hers who is
! . ) n ' C “ . . f\- Co L ’ R A

2
v

P . ,
‘being examined.

o (e) Because‘SOme part of their method‘is‘uSed'by'the

,teacher who 1s belng studled

(d) Because they employ some method in.a partlcular area

‘whlch is radlcally dlfferent from those already ‘

‘con51déred T

‘The maln emphasls of the study 1s on North Amerlcan

technlques, so that 1t w1ll have greater relevance tol

teachers 1n th1s country ; I hope 1t w1ll prov1de some’ useful

K

1nformat10n partlcularly for teachers, about what methods \ :“

are currently 1n use, how much they have 1n common and what

trends seem to be emerglng. . “jﬂ '7{ f*"~v¢~‘~ oo

The Dlstlnctlon Between V01ce and Sgeech

V01ce-teachers Vﬂ;y sllghtly 1n the 51ze of areas
whlch they 1nc1ude under the headlng of Voxce productlon.“‘

_ Some teachers make a theoretlcal dlstlnctlon between the two

g areas of Vorce and Speech‘ but 1n practlce they teach 1t as

a s1ngfe course. Other teachers make both a theoretlcal and

'
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l§'~s' 'Z‘ a ““ S ».}W A .:.SH;

| pract;cak lelSlon between the areas and have ‘both separate ‘f
A AR .

courses -and dlfferent teachers for Vo;ce and Speech *f

-
. A - s,

“'

Fundamentally, V01ce~traﬁp1ng is concerned with the
R4

. )
[

E ,/‘f ‘Tqueatlon of. vdcal sounds and sound varlatlons, Whlle Speech

is concerned w1th the formatron and use of words. ‘Inev1tably,
N !

‘..‘\"_

SO there are poxnts at Wthh these two areas overlap . "'*

!
i

L l‘. All the teachers 1n thls study 1nclude the follow1ng

areas in V01ce tralnlng body allgnment relaxatlon breath

‘\ b P Py [

control phonatlon and resonance pltCh range and-yolumehand
prOJectlon. o A e

,0 Iy )
Y

These areas show a progre551on from the preparatlon
' .

of the body to produce sound through to the 1n1t1at10n,l_

s
.

éa enlargement,\varlatlon and exten810n of sbund IR

! S Body allgnment and relaxation precede other areas of

V01ce tralnlng to ensure. that the creatlon of sound is- not

v | T A T S ,
1mpeded from the start by poor\posture or ten51on in the
e A_ B s Al .

'P

Poor posture can reduce the a1r capac1ty of the

lungs. As a plentlful supply of breath is. needed for good
R ,
‘*sound productlon, the proper allgnment of the body 1s a
necessapy flrst step in V01ce tralnlng g L czrtf -

L .
N N l‘
Ny v i

",;w*,‘f} Bodlly ten31on, partlcularly 1n the ]aw, neck or’ T

wshoulders, can hamper the product n:of sound by cau51ng _\q

e Ll SR

E ."constrlctlon Ofthe organs of . speech.i Relaxatlon 1s used to

| S
i P

.counteract these ten51ons.;*3;h 4%~4’3;V.’.d* ¥ f~ﬁ*;‘qﬁ7v

. ' : .
l TR ’ . o
€

v:

Breath prov1des the Yotor force whlch v1brates the~
cords to 1n1t1ate sound j Th s lnitlal v1bratlon of

",(. :’:"- o !f"rl



{;\ \ ") ‘ ]

the vocal cords 1is known as phonatinn In

¢lear Lhonation and in order to be able to
tone once it has becn initiated, the actor
control both the inhalatiop and exhalation

‘t

The sound created by the vibration

6
order to provide
support and extond
has to se able to
of.his breath.

of the vocal'cords

is then enlargcd and amplificd in tho cavities of: the throat

mouth and nosc. Thlq re~sounding of the initfal tone iS

!
i
|
1

called resonance.

‘Variations of the sound, %n'higher

or lower pitches,

are‘ashieved thrqugh adjustments in both the ténsion of the

vocal cords and the shaplng of the organs of speech.

The control of all the areas of breath control,

phonation, resonance and pitch range, to achieve the maximum

carrying power of vocal sound,,xs called projection.

\ . Y 4 N

The areas descgﬁbed above’ are all concerned with the'

produétion bf‘soundu In addition. to these areas, some ,

teachers include streékp phrasing and interpretation as a
L) v "

part of Voice-production. ‘

t ”~

* ' Stress means the use of emphasis on.words or

syllab}es«in'speech'in order to clarify meaning..

' Phrasing refers to the grouping of

ful units of speech. "

-

words in me -~

2 Interpretation is concerned with the transformation
N ~On 1

of writren material into effective speech..

“
ek
.-\:!
%

Training in these three areas relies solely on, the

) use of words and these areas cannot, at any stage in

s L . /
vooo

f

Y
'\
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Voice~traininq, be taught in torms of pure vocal sound. "

n -

Thesge arcas” therefore belong properly under Speech-training
' and they are,taﬁght as such by most teachers.

As this study is concerned with Vbice~training; I do

L J S
not propose to cxamine methods of 8pccch-training, which

would include the areas of articulation, pronunciation,
phonetics, rvate, stress, phrasing and oral interpretation.

i\ wiil also exclude-the specialized areas of dialects

and accents which f@fm a part of ébéccﬁ—training or acting '

‘' courses. o "oy .

AY

A Before examining-the methoﬁ§ used by different

*?;VpiCe-teachers, it should be noted that the overall organi-

:zétipn of the teaching method ié affected by thg emphasis of

a’pa;ticular teacher. | ~ .

'

Those who favor "listening" are more analytical. in

théeir approach. These teachers tend to keep the different
4

areas of Voice separated in the early part of the training

because students are encouraged to use ear-training at each
. .
stage in Voice development, so that they can analyse and

‘correct faults systematically.,

.

. Téaéhers who emphasize either "muscle sense",or'

h%exin.otion" pfefér a more integrated approach and allow some
areés in the ;rainihg'to overlap and merge to a greater  S
‘degreéil,These'téaéhérs Qiew the voice as a totality of |

soﬁnd;‘bédy and emotion and they feel that excessive analysis

of yoﬁai‘fauits-iq likely to make the student self-conscious



M
and 'to produce a voice that is imitative and artificial

'}}'* " 8

rather than their &wn. ' L F[
| | Without exception, alf the beachcrsoin this study
begin with body alignment and re}axagionléo prepare the body
to produce sound, and then proceed to bfeath control to
ﬁroviae the motor force to sﬁpport sound .

Once vocal sound has been initiated, those who
favour "listenipg“ teach the areas of xesonance, pitqh and
projeétion in successive Order, while the teachers who

emphasize "muscle sense" and "emotion" allow these areas to

merge simultaneously and 4o’ not teach them in any strict
3 .

ordff.

The Training Emphases of Individual Teachers

]

A? . Of the four teachers in this study, Evangeline

Maéhlin4 lays the most stress on "listening". This .emphasis

is evident at every point of her teaching. All areas of

Voice-production are prefaced by periods of listening either

to recorded or live voices to identify specific 'qualities.

3For a cbmparative breakdown of the organization of
the four teaching methods, see Table 1 at the end of the
thesis, p. 117. '
‘br. Machlin was in her final year of teaching as

- Associate Professor in the Theatre Arts Division of Boston

University when I saw her for this study. Before teaching at
Boston University she was Director of Speech Studies for 17
years at the Neighborhood Playhouse School ‘of the Theatre in
New York and was for' seven years Lecturer in Speech at
Columbja University. Her book, "Speech.for the Stage" is
used as a texﬁ‘by a number of drama schools in North America.
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IS

Dr. Machlin's reasons for employing "listening" are
twofold. She believes, firstly, that if a’ student is able to

identify both good and poor qualities in other voices, he

A \
will be guided effictively when he tries to encourage, or
v ¢

eliminate, these qualities in his own voice. After identi-
fying these qualities, the student also listens to his own

recorded voice to compare his voice quality with others.

Secondly, she believes that it is essential fox. an

actor to develop aural discrimination in.order that he can

]

‘use his ear as a "feed-back monitor" for his own voice when

he no longer has a teacher to guide him.
The édvantage of listening in this wyay is that it
provides definite objectives for the student while he is

training and he is able to compare his voice at various

» stages of development to see whether he is achieviné the

o . '

vocal qualities he is seeking.

L d

The .dangers inherent in "listenjing" are that the
student may either become achtely self-conscious and
discouraged by hearing his faults, or, cdndbrsely, that he-

may become uncritical - of his voice by listening to himself

in a self-indulgent‘fashion; " ‘ ‘ ‘ , ?

“

Dr. Machlin is aware of these dangers and attémgtg
\ .

to counteract them‘by insisting that students listen’'to

their recorded voices for very limited periods in which

they concentrate on a specifiélvoice quality, such as pitch.

Or resonance.



.
s

. . lO
Provided the student is able to listen to his voice
in_an objective way, this method is useful for cRrrecting

faults and learning aural discrimination. \
N »

Robert parks> gsee "listening " xather less than Dr.
MachLih but he does not eliminate it entirely from his
teaching method. He malntalns that 1lsten1ng for qualltlesn
ih other‘voices'can be helpful but he thlnks 1t'1s less
useful for students to llsten to their. own voices because

,"hearlng can be deceptive and we lie to ourselves and deny

what we hear".
By this he means that we are .so. accustomed to ehe i ..

vocal sounds which we make habitually that it is difficult ﬁo

recogndize them as being "faultyﬁ. There is some trutﬁ in

| this statement, ‘but it is difficult to'eee hOw é*stgdent can

be helped to correct a vocal fault unless’he has successfully

identified the fault to: begln with. This is precisely what

. Dr. Machlin means by developing aural discrimination.

- Professor Parks does, in fact, make tape recofdingev

of.students' voices at ‘the beginning aﬁd end of the:firSt

Vyear of training, for comparison of Wice quelity, but

students do not listen to recordings‘at any other time.

Ed

5Robert Parks is an Assoc1ate Professor at Carnegie—-
Mellon University, where Voice ‘and Speech are taught as ‘
separate subjects. Frofessor Parks teaches Voice and Mrs.
Edith Skinner teaches Speech. .Professor Parks was trained
by Mrs. Skinner at Carnegie-Mellon University and he worked
as a professional actor for some years before becomlng a
teacher. : .

- .
t



‘ H v [ ll
+ Professor Parks admits that this is due mostly to lack of

N

., time ,and facilﬁties'rather than any reluctance on his part
to let the students heak their voices. There is a contra-
dictiqn, then, betweén Proféssor Parks}.theoretical approach

towards "listening” and his use of tape xecordings, however.
' | y

P

limited this use of "listening" may be.

While Professor Parks lays less stress on' "listening"

Ly
b

than Dr. Machlin, he makes far morfe use of " "muscle sense"

L}

and bo@ily sensation to free the voice. Ie concentrates .on
. ¢

this approach because he believes'that‘mostbyoice‘problems 
are due toksome fofﬁ of bodiiy tension or improper placemenﬁlﬁ
of the organs of speech. e !‘ '
,VAs he exprésses it, his primary aim is "to':show .
students what not to do, rather than what to do, which
‘suggesté some magic ermula“. The student; he says, should
. be shoyn éonstantly where he is using ;nnecessary‘tension
until he gradually becomes-aware through "mﬁscle[sen;e" of
the mos£ relaxed and’ecdnomicél Qay to~produée sounds.
In préctice, frofessor Parks AOes th%é through é}
'considerable amount ofxphysigal contact with his égpdénts;
including @assage~and manfpulaﬁion, to give the student |,
specific iﬁdicatiéns of the qorreCt way to use his'body tb‘
produce.good sound. Thisris most evident in the aréa of
felaxation and quy'aiignﬁeht. While dealing with ot?er

£

voice areas, he will frequently move the stgdeht's neck;“jaw\

-

- and head with hié hands to show where tensions are present
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an? he uses'nanual pressure on the ribs and diaphragm to
help breath control.
This empha51s on, physical contact and

" !
‘is largely der1Ved from the methods of the Alexander

»
Technique, which Professor Parks has studled an whlch he
"uses in modified form in many areas of hls teacilng‘
Bas1cally,‘the Technlque is concerned w1th qood body allgnr
' lment, particularly in the neck and head, ”and the reductlo:‘
of all muscular tensions to those required specifically to
fulfill any given task.® | o

; Concentration ?h "muscle Sense“ implies a‘great deal
of individual attentlon to students, which x; both a strength
and weakness of thls approach The use.of "muscle sense” is
advantageous because the student is glven spe01f1c phy51cal
| indications by the teacher whlch enable hlm to 1ocallze and

cohcentrate on his particular areas:of tension. The teacher

is also able to check more accurately.whether the student is

»

following his instructions.

-
i

As ‘many voice faults are due to bodily'tension'and
‘incorrect placement of the Speech oroans, thereiis a definite:
Avalue inbworkino through physical sensation hoth to release
tension and to‘achieve‘better placement.’ Th;s approach is
© more valuable, however, if the teachef‘makes a connectlon

between the release of tension and the consequent mprovementg&

»

6For a more detailed descrlpthn of the Alexander

Technlque, ‘see Appendix- A. p. 119. - **;

. .
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. /
in sound , whlch would requrre "1lsten1ng“ as well.

Although as I have 1nd1cated, Professor Parks does'
use some” "listenlng" it is very llmlted compared with the

amount used by Dr Maphlln and it is not connected. consis-

-

[
tently.wlth the use of "muscle senSe" to show students how

' - "

they are progreSSLng o : N \
Professor Parks' particularly strongdemphasis‘on
"muscle sense" has some disadvantages. “The 1nd1v1dual
_‘ph;sgcal manlpulatlon of students is a tlme consumlng

'
»

procedure which can ‘only be handled satlsfactorlly 1n a

tutorlal 51tuat10n L \

The amount of time that can be“alloted for tutorials
in a large acting‘program is extremeiyflimited and in éeneral
class work Professor Parks is only able to use physlcal
1nstruct10n with slngle students selecthely, if at all.

’ Although Professor Parks would like to work more ™

fully in tutorlals, the llmltatlon of tlme spent on indivi-
b

duals has a pos1t1ve aSpect too. There is a possibility that

%a great deal of manual guldance and manlpulatlon w1ll make
‘* Al
thefstudent too dependent on the. teacher, rather than
devg@oping the student S own awareness of his. faults. Th

|
llmited tlme whlch Professor Parks is able to devote to, edch

student makes this rellance on the teaéher less llkely.
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- Like Professor Parks, Miss‘RoQéna Balos7 emphasizes

]

M'muscle sense" and bodily sensation in.her teaching method,

L .

but she does not ise physical contact or manipulation to
o . . : Tyt :

help the student.
. o | .
*.Her reasons for concentratyhg on "muscle sense" are

very similar to those of Professor/Parks,although she uses

. . [ .
~ the term "removing obstacles" to e#plain her approach.

Shefsays,ﬁhat‘in'order tofalloQ f fbgﬁy{bp prodﬁce
sound in a direct and economical @ay; "obs\tac eé“ have to be
removed, sucﬂ!as tension in the body, poor plaéement Qf'the
tohéﬁe‘and‘jaw dr inelasticity of the ribs, which impede the
free prdduCtion‘of‘soﬁnd.. ' | |

'Miss Eafos‘believes‘that'the easiest way.to identify

these* problems is through bodily sensation, ‘but she prefers

2]

‘the student to‘becéme aware of the use of "muscle sense”

through excersise and practice, rather than receiving direct
. , o f _ ,
Miss Balos exemplifies the teaching approach of Miss

Kristin Linklater. Miss Balos and Miss Linklater koth teach
- Voice at' New York University; Speech is taught separately

by Miss Nora Dunfee. Miss Linklater was a student at the

London Academy of Dramatic Art in England before coming to
the United States. She worked as Voice-teacher at the.

'Y

- Lincoln Centre in New York and the Tyrone Guthrie Centre in-

Minneapolis before joining the faculty at New York University,
where she has taught Voice for six years. Miss Balos studied
at the Boston University School of Fine Arts for two years .

.and was a special one-year student at the London Academy of

. Music and Dramatic Art. She studied privately with Kristin

' Linklater<and was on of twelve teachers trained by Miss
‘Linklater -under a ;special  Rockefeller' grant. She has also
‘taught at the Theatre, of Living Arts, Philadelphia, the -
 Manitoba Theatre Centre and the Shakespeare Festival at

Stratford, Ontario. =
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physical indications,from the teacher through the»use of the
Alexander Technique. o, |
oA '. She av01ds manlpulatlon and phy31ca1 contact with \

the student because she belleves the student w1ll develop

,se1f~dependence more effectlvely 1f he ls able to make these_

n

phy51cal discoveries for himself, w1th verbal instruction
from the teacher. , - o ’ 3
‘ : : ‘ &Y

Although the student relles less on the teacher

r;ﬁi *

~through thls method, the tralnlng is slower becausgamore

" Balos does not ‘use "1lsten1n " at all in her tralnzng method .
g \ v

; Voice 1n terms of llstenlng to yourself" . f?

L]

trme has to be allowed‘ffr thilstudent to‘make these‘physical.
"discoveries" on, his‘own The'teacher‘also has no reliable |
means of checklng the student s progress except éhrough
visual means, whlch is 1nadequate3

Unlike elther Dr._Machlln or Professox Parks, Miss

Al

MlSS Baloégis opposed to “llstenlng" on thq,érounds ,
”‘*“ﬁ Yo 4 o

that the student w1ll become self—consc1ous if he.heara his

.4 .

progress. ‘This 1s certalnly a poss1b111ty ‘but, as Dp.‘iki'

.

Machlln p01nts qut this danger depend\\largely on HoWw’ muph ‘

the student llstens to his. v01ce and whether he 1s d01ng it

*

w1th a spec1flc objectlve in mlnd R o ;'

» MlSS Balos also argues that "actors do not hear

themselves on the stage and there 1s no p01nt 1n worklng on

q 0
Thls assertlon cannot be taken llterally, as lt is
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obvious that an adtor does hearvhi voice whenever he is »

1ng to it con501ously -

-
1l
[

/speaklng, even 1f he is not llS
Mlsszalos concern here 1s th t the actor will "over-listen"
to hls voice in a self- lndulgent way and‘that h1s v01ceuw1ll |
sound art1f1c1al and self conscious as. a result

Her concern is qulte valid as an affected v01ce
quality is clearly undeslrab;e for: an actor For thlS reason,
: Dr Machlln, for 1nstance, restrlcts "llstenlng" to analytlcal

work in the form of a learnlng excegc1se and dlscourages '
actors from "llstenlng to themselves" when’ they are actlng

| The 1méortant con51derat10n is the amount of . '

?"listening" Wthh 1s 1ncluded.1n the tralnlng.‘ Miss Balos ﬁ ‘
‘total rejectlon ‘of "llStenlng" denies the student a helpful \
guideline in V01ce-tra1n1ng and- is Unreal%stlc ;nasmuch as
the student inevitably hears his own voice whiie he is doing
thocal exerbises.' )

Although Miss Balos empha51zes "muscle sense" and
bodlly sensatlon in her teachlng method she_also stresses-
’emotlon" and "thought", butnto a 1esser degree. The use of
emotlon"‘ls 1mportant 1n V01ce tralnlng for actors because
‘ult llnks the use of vocal sound w1th the emotlons ‘and thoughts
;fwhlch an actor 1s trylng to reproduce on the stage. '

) Mlss.halos ‘uses . "emotlon" prlmar1ly in. the area of

afpitch. Instead of. referrlng to'"hlgh or 1ow"‘notes 1n the

: e;vo;ce, Miss Balos asks the student to equate these dlfferent

"V"voice levels w1th emotlonsksuch as anger, contempt, Joy or

L]
AR T



student~how ./%al range can be Varled to convey dlfferent

‘emotlonal ot jﬁental states, rather than matchlng the voice
to musrcal g‘tches, and the student is able to make a e \
.,/ .

: ‘clearer connectron between V01ce exercrses and their

‘;\*..-«

practical/@ppllcatlon in the actlng process

The use of "emotlon" also tends to make vocal

exerCLSes less mechanical and rlgld by enabllng the actor to

vary hlg response to an\exerolse accordlng to the personal

emotlonal colourlng which he chooses to. glve to 1t.

) ‘V‘ [l‘
' 7The dlfflculty 1nvolved in u51ng emotlon 'lS the

11ke1iﬁ90d that strong emotlons such as anger, horror or fear
Ly . ,'

/w1ll 1nvkte an uncontrolled and even harmful use of the

,) v01ce, \ngtgaﬁ if explorlng a variety of. pltch levels, for
“:'instance\ the sthdent may, be tempted 1nto uncontrolled
}ﬂ screamlnghgnd\shouting whlch would explolt only the extreml—
* ,tles of . pltchbut would not enable hlm to achleve controlled
bu_flexlblllty\through a 1earned technlque. .

) i
\ I J ;
Because of thls aspect the most useful appllcatlon

l\ ‘U\ b L
Rof "emotlon"}is for more advanced students, who haVe already
a%hleved‘a high level of vocal\control through more :
\- . . Lo
o SR

-

mechanical egerc1ses. . »
. K ‘ ) . N N O

Mrss\Balos does not use "emotlon" 1n exerclses for

'
4 .
g n

beglnnlng stddbnts untll they have achleved relaxed tone\

prdductlon through the use of “muscle sense ‘de""’

i
! [

f . o , - -

CooUE

Iﬁ ad;1tlon to her use of "muscle sense and' U



te

!

. ; B \ . 1‘ ) . ! ) .
“emotion" in the different .areas of Voice-production,,Miss

Balos employs a unlfylng concept fh her waih:Which\shepcalls:

i f <

"produclng the v01ce from the centre

_ The term "centre" rs commonly used by mOVement

I
"

teachers to ‘mean. the . centre{of grav1ty,.or balagie, in the j_

boay. e

\\. ! :
Mlss Balos uses the term in’ both a lrter 1 sense,-
b
meanlng the mldrlff or centre of the body, and a metaphorlcal
! l

-sense, meanlng a mental focal p01nt or "centre of "breath,

LR
S
F '

feellng and energy 8 S . /7 o i
I o ‘ ‘ ‘
In spite of the vagueness of the latter descrlptlon,

)

the concept'of "worklng from the centre“ does have a purely

pract1ca1 appllcatlon. In order to av01d constrlctlon of the

ot

throat ‘and tongue, whlch 1s a cof,on occurrence'when a‘

student attempts to "pro;ect" hlS vorce or use unaccustomed
pltCh levels, he 1s 1nstructed to focus hlS attentlon on hls
"centre" whlch phy51cally, is. the area of the dlaphragm and

the source of breath support for hls v01ce. g-%ﬂl'

.

By dozng thlS, the student 1s encouraged O*use

extra breath support to produce sound whlle allow1ng the -

throat and sPeech oggans to ‘remain: relaxed, rather than

b A S e e S
A"/ U L (, SR
- '...‘. : o . B . ;A-' AR [ vy

‘5'8' |':

10

The term "centre" was: also used by the[late MlSS

: Irls Warren, -who ' taught Miss. Linklater at: 'the Lbndon Academy '

:_” referred to the "¢entre of’ breath, feellngs and
' whlch 1s a S1mrlar descrlptlon Omthat gaven b1

. Warren, ‘Mr. Brian Murray (now a- Broadway actor) ‘how. Miss
‘Warren:had used this term. . He said that’Miss’ Warren: had_
ﬁplrlt"i“

¢,

‘7}}‘of Music ' and Dramatic.Art. I asked’ another st dent of" MlSSvﬂgéf';

iss Balos,,!‘@}j'



‘of the volce Wthh would be desxrable for actlng.

-~empha51s 1n other areas of her teachlng method ﬁ B 3 ; :‘m

: B . . . i . . n
. Lo . v . Ca RN ' : "
A : L v .o ) .
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. Fa

"f0r01ng" the V01ce by constrlctlon f?the throat muscles:

l ; . e

;t is also p0551ble that the use of a mental focus
. 7

/

‘\'«‘\\

or "centre"’of breath feellng and energy prov1des the‘f;‘ﬂt

) student w1th an 1mpetus to fuse these elements 51multaneously,

t
[ O |

when he is speaklng and results in a v1gor0us externallzatlon

1
\

4

Thls concept of the "centre ,serves as a means of

1

unlfylng the varlous dreas of V01ce productlon and llnklng

A

i \

vthem w1th actlng, but it has llttle practlcal appllcatlon

t

to 1nd1v1dual voice exerc1ses. o {_.% R o

/
[

; \ . . . . .
. p i

Although Mlss Balos uses "emotlon" effectlvely in

the area of pltCh range, there is lltqle ev1dence of thlsw‘g

Al

By comparlson Mlss Kathleen Stafford9 useS'“emotlon RS

R

‘ fa more broadly 1n her teachlng approach and there is some

'ev1dence of the use of "emotlon"‘ln all areas of V01ce—~ . ) N
; L . s [N
v . :: .»A\ B . ! R , L S

4

'fproduction..”'fff,ji, fu \g'_,‘j R ;,;~ L

lee MlSS Balos, Mlss Stafford does not favour

i INIRRE '
f“llstenlng“ in her approach, although she does occa31ona£%§

: Iy . VUL . Lo '
vo . . B ) » ' Lot e b SoaT .- : ‘
I . [ i . . R N . . s, AL

9M1SS Kathleen Stafford 1s a V01ce and Speech

L‘teacher at the Bristol 0ld Vic School in England. * She has By

~also’ taught ‘Voice at Carnegie-Mellon’ Un1versxty, Plttsburgh

. U.S.AL and at’ the “Banff Centre School of Eine Arts,. Alberta,g
__jCanada.-<Her teachlng approach is. based largely on. the work.:
i of:the. late Bertle Scott, with; whom:she studied and. o=
yj”taught in’ England “Bertie Scott: has descrlbed his’ teachlng
4]:approach in’ hls book, The L1fe of'Actlng (London- KenWell
Q,Offset Serv1ceS, e v : L

Ve

n.d )
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Qﬁ uSe tape recordings to help a student to isolate a "stubborn"
3 ‘avoice defect., <$She avoids hny form Qf direct "llstening in

ki
1&?! er normal teachlng procegs because "students do not,know

E?fﬂ"ﬂi

%* what good or bad voice quallties they are listening for"

&

nh

gl 3 "It is very probable that a beginning student, particu~
- ] W
° larly, w1l& not be awafe of'the vocal QUallties he is seeking,
A
but, as Dr. Machlin s &ethod 1mplies,‘1t is. quite p0531b1e

Rs
to make students aware of both deslrable and undesirable

vocal qualitles by llstenlng for these qualxtles in other

o .
. Aay "" J
S L TN

voices.

"
- .
.-

Prov1ded the student 1s llstbnlng with spe01flc

L3

. dlrectlves from the teacher\in mind, this is not an,aimless
LN}

L]

procedure, as-Miss Stafford's objectioh suggests, but an’
effective égéhs of giving the student definite goals.

The' primary objeetive;in Miss Stafford's.approach is
to link Voice-production with acting Vherever'possible by

stressing the use of thought and emotion and using these
¢ o
elements ‘to achieve strong projectlon."fj’

o

‘Her basic concept is contained iff'her instruction to
students*to "breathe their feelings" Mlbs Stafford explains

this phrase by saying that evdﬁy act of speech is 1n1t1ated
/ ! }x‘,r }
by a thought lmpulse or- emotion which has to be suypported or

"carried through" by the. breath , '

Since all speech is 1n1t1ated.by aﬂ fntake of breath

P

and sustalned by the expulslon Qﬁl b;:g?“

hiand sxmultaneous

actibation of the vocal cords,*tﬁlséstjféﬁent appears to be

1 =)
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self~evident. ‘ o a ‘ .

t

However, Miss Stafford links emotion with breath
support because the effort to sustain emotion through speech
requires additional breath suppoft, and this approach aims

fundamentally at achiGVinngood projection and carrying-

’p0wer of the voice.

)

It is significant that Miss Stafford's method is -

L}

-applied in a two~year tralnlng period in whlch good projec-
tion, as a final goal "has to be achleved more rapidly than
it'does in the longer four—year.programs.

In consequence,AtheTenti:e procees is more‘condensed
.and emotion is used to link.Veice4production with acting as
early as possible. |

Evenlin relaxafion exercises, studente are given
suggestions of "intentions" which are similar to "objectives"
in actiné exercises. . ‘ -

In exercises for breath control -Miss Stafforq_links

N

i
the process of 1nsg;pat10n and eﬁplratisn with the creation

e e o

and maintenance of moods such as ‘"sadness", "command" or -

[

anxiety". '
-

In the area of resonance, she uses emotions ‘and -
mental attltudes in exercises which encourage the student to

use extra vocal energy to bring the placement of sound

forward into the facial "mask" o.rather than allowing the

Kl

L
)

1OThe "mask" is a term commonly used by Voice—teachers
. to describe the central part of .the face, 1ncluding the nose,
llps and chin.



? \

2 i}“'ﬁj‘"
in' mood rather thqp§§he*m4é1cal scale, in order to make the

actor aware of the use of pitch variety to reflect different
emotlonal states

Sinceé the interpretation of thoughts and, emotlons is
a fundamental part of the actor s work, the use of "emotion"
and "thought" by both Miss Balos and Miss Stafford is a’

useful and imaginative emphasis_in Voice-production,

\ A

p&rticularly~w?en it is incofporated.to achieve both go§d
projection of the voice as well as’an awafenéss of the use
of the voice to reflect feelings.

. However, because the use of stréng emotions is likely
to kESult in an uncontrolled use of the v01ce, as I have
prevxously mentloned -the number  of "emotlonal" terms that
can be applied effectively to Voice exercises is considerably
reduced and the overall application of this apprdach is
consequentlyklimlted in*practice, as I shall demonstrate in
fhe detailed discussion of the various Voice areas in the

.

follqwing chapters. : %j

.



CHAPTFR II E Rt
RELAXATION AND BODY ALIGNMENT

\ All fouf teachers in this study begin their training
programs with relaxation and body alignment exercisestto‘
‘ensure that voice-production is not'iﬁpeded by bodily teﬁsion, !
particularly in the vocal tract, wh;ch oould prevent the free‘
flow of vocal sound. | |

If there is tension in any part of the voice mecha~
nism~which would 1nclude .the: breathlng muscles, the trachea,
the larynx, the throat and the mouth-theré may be a constric-
tion of the passage of speech at the poxnttwhere‘the ten51on
occurs, which will\ilock'the natural outflow of sound. As a
result, the voice will sound strained and‘the proionged-.
- production of sound will tire the speaker.( R

If, on the other hand, the whole vocal tract is
relaxed, the pass&geways will be fully open and  the mechanlsms
! of Voice- productlon will be able to functlon fully and
efficiéntly. | ? -t

| Although the main emphasis of relaxation is on ‘the Q_

vocal tract, Voice-teachers try to relax the entire body o
‘because the student may have residual ten31ons of which he
is almost unaware.

If his body posture is poor, for ihstance, the

‘ . . : LR o
incorrect positioning of the spine or head may cause tension

23
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in his neck or back muscles. Tensions'in the neck, face'and
shoulders in particular affect the vocal tract adversely by
constrlctlng the throat, jaw and tongue muscles and narrowlng
the area in which sound is initiated and resonated."Eyen
habitual frowning may cause latent tension in the forehead
which, in ﬁurn, may spread to adjacent muscle groups;

“ Poor spfnal alignment, resulting in stooped or
unnatural posture, also prevents the rib~cage from moving .-
freely and reduoes the amount of air which»cam be taken in
and expelled to support the voice.

The ba51c aim of relaxation and body allgnment in
training methods, therefore, is to prepare the body to
produce sound with as little tension and impediment as
possible.

. It 1s partlcularly difficult for the actor to achieve
constant relaxatlon of the vocal tract while u51ng his body
and emotlons v1gorouely on stage. 'A role may require him to
use his‘voice while he is 'in cramped and uncomfortable bodily
positions;‘but the resulting tension sﬁould be kept outAof
. his vocal tract if his voice is to function satisfactorily.

Relaxation.exefcises'are designed to.heip the actor
to achieve tﬁis relaxed quality of the vocal tract no matter
what physlcal or vocal demands are placed upon hlm.

The term "relaxatlon" may ea81ly be confused with a

state of mere inertia, which is not the object of relaxaticn

for Voice-production.: The use of relaxati is to rid the-
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body of superfluous ﬁen51ons only and to brlng the body to a
state of readlness to perform e .

All four teachers agree on the reasons'outlineduebove
for using‘relaxation and body aligument and they afe remérk~
ably similar in thelr practical approaches in this area,
which dlffer more in degxee than in kind, according to the
emphasis of a parplcular teacher.

The nature of relaxation and body alignment elea;ly‘
implies "muscle sense" rather than "listening" or "emotien",
althouéh'there isHsome evidence of the latter two emphases
in this area. B . o .

| All four teaehere rely heavily en the work of move-
ment teachefs to do much/ af the necessa:y work on‘pody
elignueut and'posture, although additioual exefcises to

supppft the work done by the movement teachers is frequently

included in Voice classes. . . -

Dr. Machlin prefaces thisvaréa by aekiug thetsﬁudent,
to liéteu to a recording of actors' voices .to compare the
degree‘of relaxation achieved by the various actors in
performanCe._’She‘éiso asks studenes tollisten‘£o~£he voices
of aégors in live stage perfOrpances to identify relaxed
‘vocal quelity.l | |

At this earlf‘etage in trainihg, she does not ask

BT

- .
H

lsee Appendlx B, "Llstenlng to relaxed speech" \“
~ Exercises 1l and 2. p. 123. ‘ ot
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students to listen to recordings of their own voices, so this'

i&itial\ﬁse of "listening" is only included to. help students
to recognize relaxed vocal quality in others. - j
Even though the student applies’ "listening" within

limitations, he experiences some awareness of the ultimate
S

purpose of relaxation by doing so. Dr. Machlin's use of

records and tape recordings in this area is consistent with

)

her intention to provide aims and guidelines for the student
o at each stage of the training; Of the four teachers, she is
the only one who uses "liStening" in this area. *

Dr. Machlin then'proceeds with a series of total

+

pbody.relaxation"exefcises_which she derived from3techniqhes
employed by a New York physician, br. doSephine Rathbone.

Dr. Rathbone developedfthe series of exercises ‘initially to
‘treat engineers who were suffering from hypertension caused
t . L 2

by working long shifts in war plants.. .
, ) - ]
The exercises are based on muscle contractions and

releases. The contractions are made sharply and briefly and

the releases are sustained fof a longer'period of about 30°

seconds. S o S

The series of exercisés can be done in a lylng,
‘~‘sltt1ng or standing pos1t10n and each group of exer01ses

concludes w1th "energlzlng" exercises to prepare the body for

R !
action after relaxatlon.z o =

,17." SR
- : ‘ N T ' S
‘ . ZSee'Appendix‘B,-"BOdthelaxation Exercises", pp. 123-

»_

1
I
V' g

PR,
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‘These tension-and-release exercises are an effective
S ST ' I
and: systematic means of localizing and relieving tensions

uthroughout the body and the same’ exercises, or sllght varlantsv‘*

A,

of them, are used as basic relaxatlon exercises by all the
teachers in this study.
\ " , ! ¥ .“"

| FOllowing”the relaXation‘exercises,"Drg Machlin uses
a number of "transitional" exercises which she has developed

to loosen up the body and energl%e it in preparatlon for

IS

Speech These 1nclude,exerclses in free movement, shaklng

and swinging parts - of the body, ‘and are more numerous and

"complex than exerc1ses used for the same purpose by the other‘
teachers.

The exercises for both relaxation and subsequent

Jenergizatlon of the body are thorough and efficient, as

,descrlbed to me by Dr Machlln, but I. found that she" used
them very briefly in‘actual class-work.
Dr. Machlin toid me that she’uses.progressively'fewer :
'rela;ation exerciSes because students iearn to achieve a
state of relaxatlon‘more rapldly as they advance, unt11 only

&
those exerc1ses connected directly with the relaxatlon of the

vocal tract are necessary '
Although students may requlre fewer exerc1ses of thlS
klnd as they progress, the amount used by Dr Machlln was,

| in my opinion, too limlted to be of‘real value.

g 3See(Appehdix'B, "Transition Exercises", p. 128.
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- . 'Dr. Machlln does not 1nclude any exerclses sPec1f— '

ically for Splnal and general body allgnment in her Voice.

)

classes but she works 1n close co~operat10n w1th the move-

“ment teacher, Mr. Joe Gifford, to ensure, that work in thls

.

area 1s ‘included in movement classes.

-

' ‘By comparison,lPrOfessor Parks devotes far'more time
‘and attentlon to both relaxatlon ‘and body allgnment and hls
comblnatlon of exercises 1n general classes and manlpulatlon
and massage in tutorlal se551ons.was.the most thor0ugh'work
in.this‘area by any of the four teachers.

Professor parks says that he ' lays particular stress
. on relaxation because of the increasingluse of conflict‘and
confrontation in improuisational acting classes, which'causes

A

pent up energles in actlng students. These energies cannot

1

flnd thelr loglcal release in phys1cal v1olence and result, .

1nstead, in increased . phy51cal tens1on Whlch has to be
icounteracted by additional concentration on relaxatlon.

Thls argument Supplles a valld reason for a strong
‘emphases on relaxatlon and makes a useful connection between
the work done by students 1n actlng classes and V01ce ‘classes.

\Professor Parks relles entlrely on: "muscle sense" in |
‘thls area but unllke the other teachers he relnforces hls
verbal 1nstruct10ns w1th manual guldance to check the stu-

‘ dent»s prbgress and uses massage to.ellmlnate stubborn

‘tensions. .. ¢ . ‘ PR T

[y
)
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In general class-work,'Professor Parks begins by

using tension-and-release exercises which are almost' iden-

)

tlcal to those used by Dr Machlln,4 although they’are not

.as detalled as Dr. Machlin's and do not lnclude versions of
the same exerolses ln»sxttlng and standlng pos;tégps

However, these additioual exercises are‘providedggurely,fof
convenience by"pr. Machlin for use'in situations-where it is
not‘possible to do the exercises lyingfd§wn.

[
LM

‘Professor Parks also includes the same exercises as

Dr. Machlin for loosening the upper body and neck muscles

after rising from relaxation. on the floor.> The exercises

which he uses. for energization of the body are few in number

- compared with those of Dr. Machlin but are based on exactly

the same principle of 'bouncing and swinging the body, with

sk . . L . 6
-the addition of a more vigorous running exercise, .

In tutor1al sessions, Professor Parks applies. massage
‘and manlpulatlon to students individually. This is done with
the student lylng on a table, either on h1s back or stomach

" Using methods,of the Alexander Technlque, Professor

»” o .. ' : '
‘Parks loosens.the student's arms, legs and neck'by bending

them gently and he massages the spine, shoulders and neck

muscles. A o T oo

4See Appendix’c;‘EXercises l, (a5 to'(h), _; 136,A»Y\f
”séee Appendlx C Exerc1ses 3 ahd 4 p. 131 |

6See Appendlx C Energlzatlon exerc1ses, l to 3, p. 131...
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While.the student is'lying on his back,'Professor

Parks applies pressure to the student's head and tugs the

head gently away from the body, supportlng the head with his.

~ hands. ThlS is done to elongate the Splne and reduce neck

\
i

tension.’ ‘
Professor Parks stresses that thls type of manlpula~
tlon should not be attempted wlthout full tralnlng in the use
of the Alexander Technlque | | -
o When the student has relaxed on the table,‘Professor

.
Parks swings h1m 1nto a’51tt1ng»p051tlon, supportlng his' .

shoulders and knees as he places him, and proceeds w1th

5

‘vocallzed exerc1ses.

Professor Parks uses support to bring the student
into a sittlng p051t10n so that the student can retaln the

“full sense of muscle relaxatlon, whlch he has achleved lylng

\

down, when he beglns other v01ce exerc1ses.
The amount of manlpulatlon and massage which

Professor Parks appllés 1SDvaried accordlng to needs of a

P [N N

partlcular student ‘ S S

It is. unllkely that all students need this 1nten31ve

help to achleve muscular relaxatlon, but for those w1th

.fper31stent ten51on problemS*thls dlrect help through manib;

ulation. 1s certalnly advantageous. The heavy tlme-demands i

ﬁ.of thlS approach, however, mean that each student can be

‘ glven a max;mum of one . 20—minute ses51on per week, whlch is’ ;

hardLY»enough'tlme.ln whlch”to usevthls technlque tO'full

30

1
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effect ThlS is. offset though, by the con51derable:number.
o ‘ 7 '
of routlne relaxatlon exerslses which are 1ncluded in general

\}“ ' ' ,‘
i

ass—work

)

Ln general classes, Professor Parks also 1ncludes a .

N

e ,.;.._-

\

nupber of | exercrses for body allgnment, Whlch are,desrgned
. to stretch\the splne and 1mprova total bodlly flexlblllty

and deportment 7 These exer01ses are. also used by the move—f
) . \,
. 3 ) A
£ ment teacher,; . Mr. Jewel Walker, and they comprise an effect~

f

rve ser}es of body—stretchlng,exer01ses in prone, sitting,

‘ kneellng.andwstandlng positions.
| R ’ C : PRSI
~ " Like Professor Parks, Miss P0wena BalOS'works entire-

¢ N .
ly through muscle‘sense in the area -of. relaxatlon and her-
ba31c exercrses are’ identical to those- used by Dr. Machlln '

’ and Professor Parks. She does not, however,»go as far as
e C | R
‘ Professor Parks 1n u51ng manlpulatlon -or massage to deal w1th

4J~Q N

R e

the ellmlnatlon of tens:.ons6 as she prefers the stﬂdents to '

deVelop an awareness Of mUScular relaxatlon on. their own

w1thout dependlng on" ‘the teacher for dlrect phy51cal guldance.

’

‘ MlSS Balos beglns the process of relaxatlon by telllng
the student to relax the entlre body and to th nk of "clouds"

\Kor "velvet”. Although these 1mages suggest some use of .
'\"thought or emotlon ‘ MlSS Balos' 1ntent10n is to clear the

mlnd of;everythlng‘but restful and relaxlng mental plctures,; .

to aldvthe release of bodlly ten51on." :

7See Appendlx C,'"Body Allgnment Exerc1ses" 1 to 12,¢:327

U ”DP 131 133. ST e T e



| Although,thought is 1nvolved then( iﬁkls used in’

the negatlve sense of "thlnklng of nothlng and the 1ntent10n~
is consequently the opp081te of ‘the. posxtlbe use of "thought

ﬂand emotlon" whlch Mlss Balos employs 1n the area of pltch
| K o ) ) . .. ‘ ! \.‘ . y
3 control R R ]h ¥ s
Mlss Balos proceeds w1th a ser;es of ten51on and

. “q \-
'release exerclses s1mllar to those used by Dr..Machlln and

91

\«‘Professor Parks,8 Whlch are performed lylng down. ‘in;a“.
’standlng p031t10n,lshe performs exercises, for loosenlng the
' vupper part offthe bodyg'and the neck musc‘:les.lo The otherr""

“teachers also ‘use both exer01ses e h R R

.

As I have 1nd1cated MlSS Balos dobs not apply any

{manlpulatlon or massage herself, but she does lnclude two

exerc1ses 1n Wthh ‘the student uses self—applled massage to

the Jaw and neck muscles 'to relieve . tenS1onll and a thlrd

exerclse 1n whlch a student rolls or manlpulates the neck of
. 12 0

¢

a‘fellow student to relleve neck ten51on.

All three exerC1ses are an effectlve means of
oo , i\"" ”.
: reduclng muscular tensmon and the flrst two exerc1ses'have

: . W . i
the added advantage of'requlrlng no outside ald to perform ‘g o

8See Appendlx D, Relaxatlon exerc1ses l and 2

(a to ﬂ), P

1

%See Appendlx D Relaxatlon exerclse 5 p 135
10See Appendlx D, Relaxatlon exerc15e 13, p 135
llSee Appendlx D, Relaxatlon exerc1se5\8 and ll, p 135,, g]

_vlzsee Appendlx D,iRelaxatlon exerc1se 3, p. 134.‘7

s WEEE I
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',fthem.“ These exer01ses 111ustz:te MlSS Balos contention Ve

J,that the student shouldldevel

self reliance rather than

e ’dependlng on the teacher for. direct a1d

' Her exerc1ses for energlzatlon13 are_prlef but follow

g the same prlnClple of free movement and shaklng of the llmbs :

3

‘whlch is used‘by the other teachers.,* - ‘fg“ﬂ

v

In order to test the effect of’ relaxat1bn on the

D .
~v01ce, Mlss Balos also 1nstructs students to attempt to

speak or count whlle performlng strenuous exerc1ses, or to :
0 j ' 1)
rec1te a monologue whlle hanglng down from the walst to feel

!

-

the more relaxed VOlce quallty when customary neck ten51on

, lS released 14

\

Thls supplles a useful llnk between sxleht relaxatlon

'_exer01ses and the relaxed use of. the volce, whlgh is not
- R
'empha31zed as clearly by the other teachers. MlSS Balos

l

spec1f1cally refers ‘to "feellng" the sense of muscular»'.n s

4"‘ [ ' Tt

: relaxatlon, whlch 1s con51stent w1th her stress on: the use of '
. ; o

muscle sense“‘j Although 1s 1s certalnly p0551b1e to'"feel"\

T»Hh.',‘the reductlon of muscular ten51on, these vécal checks 1mply
some degree of "llstenlng" as well 1f the student is 901ng

r“v}to 1dent1fy the dlfference 1n vocal quallty satlsfactorlly.:‘

’,&,” In*general vorce classes, MlSS Balos 1nc1udes a

:',fnumber of body allgnment exercmses,.whlch are used extenslvely

thy717ﬁv &,n l3See Appendlx D,,Energlzatlon eXerc1se l, p.135-‘gj

14See Appendlx D, Relaxatlon eXerc1ses 12 and 14, p 135 ﬁf
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by the movement teacher, Mr. Kelley Holt,'in his movement.
' D

34

\

.classes.

| . ¢ '
These are spine-stretching and deportment exercises

A

which are done in lying, sitting, kneeling and standing

15

positions. \

- Although they are not identicdal with those used by

Robert Parks, they are very similar and serve the same

&
purpose.

N

Miss Kathleen Stafford, follows a pettern similar to
.- the other teachers in the area of relaxation insofarraslshe
uses basic tension-and-release exercises!® and head—rolling
and shoulder—roilinq exercises.17:

She differs from' the other teachers in her use of
“thought” and ."intentions" in some of her exercises for both
relaxation and energization. These exercises contain
suggestions for mental attitudes, or imaginary sitnations
and roles rather than demanding épecific emotioqulﬁ?eactions,
but since they serve the same purpose of connecting Voice

exercises with acting, the$ form a part of the "emotional”

-
s

- . i ’ .
emphasis used by. Miss Stafford. ‘ ‘ , .
In one relaxation exercise, for inStance, Miss

'ngfford gives the students suggestions of/ animal roles,
' | f.e?

' 15gee Appendix D, Body Alignment exercises 1 to 6,
p. 136-137.

16

LI

See Appendix E, Relaxation exercises lwnd 2, p. 139.

l7See Appendix E, Rising from Relaxdtion exercises ,

b
,@is,
v
o
’-

.
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which they are. asked to assume."She tells the students to

lie in relaxed postures, either on the back, stomach'or side,

"like a cat" or "like a dog" © While the students are in '

¢

these comfortable and relaxed positions, Miss Stafford will

suggest that they imagine they are watching some form of

i

prey, like a mouse or a bird, and to keep thairwconcentration

e oo
B

and mental focus on this imaginary object.

ros

Stu?ents are then divided into "cats" and "mice" and
11e opp051té each other holdlng concentratlon with mutual

eye-contact -and preparing‘for an eventual "spring" by the

i

person assuming the "cat" role and an evasion by the student

playing the "mouse". '

~

The objective of this type of exercise is to achieve
a simultaneous state of relaxation and réaginess for action

as well as involving the student's imagination in a simple
‘ . - Cow
form of acting and &mprovisation.

. Miss Stafford s exer01ses to energize¢ the body after

v

relaxation also differ from the bouncing, swinging and

shaking of the body used by the other teachers.lg.

-

Stafford instructs students, instead, to begin by walking

Miss

forwards, sideways and backwards on tip-toe. The pace is .
increased to a faster walk and then an easy run. The running

and wa;king‘is dgne in two ways: the walk or run may be

"aimless" or it may be done "with'a purpose"”

185¢e Appendix E, Energization exercises 1 to.3, p.140..

b
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. Miss Stafford sometimes suggests a deﬁinite purpose
and locale. The student may be told to imagine, for instance,
‘ ‘

that he is in an airpart and trying to find out the time of
his flight, or that he has heard a stone crash through the «
wiﬁdew of his home‘and‘is hu;rying po'find out the cause.

These‘simple suggestions have the effect of making
the exercises far less mechanical than Foutiee drills‘for
rela#atieﬂ and energization and are partieularly‘helpful for
actors because they connect-ehe Voice exercises more cleariy
witq acting.

Like Dr. Machlin, Miss Stafford relies almost
entlrely on work done in movement classes for the. correctxon -
of body alignment.

t She does, however, include three exerélses for

stretching the spine and general deportment in her Voice

classes.19 .

; ' These exercises are all done in a standlng position
\
aﬁa are not as detailed or comprehen51ve as the exercises

done by‘Professor Parks and Miss Balos.

Summary « B C

all four teachers focus chiefly on "muscle sense"
in the area of relaxation and'body alignmént. Many of their
basic exercises are Qery similar, if not identical.

All four teachers use some form of tension-and-

‘

19See Appendix E, Body‘alignﬁen;“exeréises 1 to 3,
P. 138. S '

[
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. release exercises, head-rolling exercises and energization

'exercises.

\ .
\ Professor Parks and Miss Balos both concentrate
\

exclusively on muscle sense" with the exception of Miss

‘Balos‘ vocal checks\for relaxation, which also lmply some’

\
degree of "listening"
\ Of the two teachers, Professur Parks goes further

\
than| Miss Balos in his use of manipulation and massage and
b \ B .

\ .
- his mgthod is particularly impressive as a means of

i

elimi ating'stubborn tensions.

Both Professqor Parks and Migs Balos concentrate on
body alignment and spinalbexercises‘mofé directly thahlfhe
other th teachers.\ This, too; refleéﬁs their concérn with
"muscle ;gnse" throughout the entire body.

Cconsistent with their teaching emphases, Dr. Machlin
and Miss Stafford use some deéree of "listening" and
"emofion" rgspectivelx, but these emphases complement,

rather than replace, the use of "muscle sense" in this area. .

Dr. M§chlin's use of "listening” is'limited in this -

N N ! * \ N .
area, but it ﬁ;ovides a useful initial guideline for the

-

student. , "

Miss Stafford's use of "emotion“ in the form of

"intentions” and, role-playlng is more far reaching and .

provides an imagipative bridge ‘with acting.

L



. CHAPTER III : | |
,enEATH_CONTRoL
@ | - |
When students have learned to eliminate unnecessary
tensions through relaxation exercises, Voice-teachers proceed
to'training in breath control, because breath supplies the

motor force whlch initiates and sustalns vocal sound.

'a}al breathlng, without speech lnhalatlons and

exhalatlons of breath last approxlmately the same 1ength of
time.

:Evenvin.relaxed speech, however, thie breathing
pattern alters: ‘the inhaletions become more rapid and?the
exhelations are slower, so that vocal sound can be initiated
and snstained as lono'as necessary. |

In ordinary speech, the speakervseldom neeas a sus-
tained breath supply because his voice does not have to carry
for any distance and he is able to renew his breath ;upply
whenever necessary. M | ‘
\/“\

For stage use, actors requlre a more ample breath
supply to produce clear and carrying tone and to speak long
passages withoutfbausing for'breath if“the text reduires_itf

In their training methods for breath control yVoice—

teachers concentrate mainly on rib expansxon and the

:controlled use of the dlaphragm. i

. , e
 Voice-teachers encourage rib expansion to provide

.
A
b,

) . . ‘ - .
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additional space in the chest caVLty, enabling the 1ungS\to
inflate fully with air, which supports vocal sound

In order to malntaan‘the maximum breath supply for
stage speech, many teachers instructvstudents to keep' their
ribs expanded fully while they are speaking, only allowing
thelr ribs to contract when they pause to renew their breath

Thls technlque is called "rib reserve bﬁeathlng,"
‘because the fuller expanSLon of thehrlbsrandklungs permits a
"reserve" of air in the lungs which may be needed for ertended»f
speech. . .. L. ' \

Voice-teachers also emphasize the mowement of‘tﬁe
diaphragm because lt can control the speed and pressure of
‘air as it enters and leaves the lungs.

The diaphragm forms.a muscular partition between the
chest and the‘abdominal cavities. It acts as an airlpump by
‘flagtening down to deepen the space inside the chest as air
,‘ls drawn in, and relaxing upwards as air Ls expelled.v |

‘Normally, the movement of the'diaphragm is involun-
tary, but both the upward and downward movements of the |
diaphragm can be‘controlled consciously. - ' e
| Extended'speech requires a vigorous downward thrustf
"of the diaphragm,' to draw in the maxlmum supply of air, and
a slow upward movement of the diaphragm to expel the air in
and even stream, wh1ch*prov1des steady and powerful support |
for the voice. ' |
| During exhalation, the upward movement of the

-~

Iy
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t

diaphragm can also be aided by contractlng the outer abdominal

muscles. 'This muscular contraction causes pressure agalnst

the diaphragm and, in turn, the lungs, wh%@h'are emptied
more fully than usual. ! \ o | o T
In addition to breathing exercises'to prouide the
maximum support for vocal sound,\some:teachers include'
exercises to,develop techniques for laughing, weeping and
screaming on the stage. .. | "
These techniques form a 1ogicaI part of training in
breath control because laughter and weeplng can be simulated
7
by v1gorous movements of 'the dlaphragquaccompanled by suit-

able vocal sounds. Similarly, actors can develop a "stage"

scream by uslng a strong upward thrust of the dlaphragm while

i

t “\
allow1ng the larynx and throat muscles to relax during the

scream. If an actor tenses his throat muscles or larynx, hel

causes constriction in the area of the vocal cords whlch may

° 0 'n" o

lead to hoarseness and even loss of voxce.
i ’ i

All the four teachers in.this’ study agree on the
fundamental nece851ty of develop;ng dlaphragmatlc support

for the voice and encouraglng moblllty of the ribs to ensure

‘a good breath supply for extended speech

2 Maky of the ba51c exer01ses Wthh they use are’

»

simllar, but thelr ind1v1dual teachlng emphases are more

apparent than they are’ &n the area of relaxatlon and body

iy

i
'
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Dr. Machlin begins work in breath‘control by asking
studentsvto‘llsten to recordlngs of accompllshed actors
Iperformlng Shakespearean speeches,. to ‘hear héw the actors.
_sustain their breath in verse—speaklng. The student ‘makes
ndtes of audible inhalations of breath by the actors on
the recordlngs and then attempts to read the same material,
vbreathlng only in the places narked Dr Machlln asks
students to rate and compare’ the breath control achleveﬂ”BY\'
various actors after listening to them.l | | |
| These exgrcises typify Dr. Machlin's emphasis on
"listening" and they provide students with an effective
illustratlon of the need for extended breath-control in .
acting. The exerclses go further than the_fllstening“ exer-
cises for‘relaxation; In addition to identifying good.breath
‘control students also try to match the breathing patterns of
the actors on recordlngs, Wthh may be helpful 1nsofar as the
students apprecxate the dlfflculty of sustalnlng breath for
longer perlods. - |
There is a danger, though, that students may be
tempted to copy the phraslng of the recorded voices as "1dea1"
readlngs of the 11nes rather than developlng their own 1nter—
fpretat}on of the text. Because thlS could lead actors to |
;imitative'and unorlginal,.the use of thls type}of exerc1se“.
:, /-

o lgee Appendlx F,'“Llstenlng,for Breath Control,
Exerclses 1-3. p. 141 142,

<
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should, in my opinion, be extremely llmlted -
After students have llstened to recordxngs to 1dent1fy
the use of breath control Dr Machlin starts a series of
exerc1ses in whlch students become aware of rib and diaphragm
movements while they are 1n dlfferent postures, and they
begin to pr010ng thelr exhalatlons of breath Students also
learn to emlt thelr breath over a set number of paces while
walking. All these lnxtlal exercises are performed 511ently,
in order to strengthen the breathing process in isolatlon,
' pefore it is used to support ‘the voice.?
fpr. Machlln uses more silent breathlng exercises

s
than the other teachers, which reflects the\more gradual and

.analytlcal progress1on in her teachlng method The other
teachers use fewer unvocallzed breathlng exerc1ses, so that
students can make an immediate connection between breath
control and vocal support. | | .
Althpugh the silent breathiéb exebcises usedva‘Dr.
‘Machlin cevelop extendéd exhalationfand ribaexpansion‘satis-
Ifactoriiy, vocal sound should be included at an early‘stage
in breathlng exerc1ses,tln my v1ew, SO that breath control
does not become and end in 1tse1f Ln ‘isolation from the

total speech process.

" Following the silent breathlng exercises, Dr..Machlln

| 2See Appendix F, "Breath exercises w1th normal inhala-
tion and‘gradual‘exhalatlon," Exer01ses 1 to 6, P. 142, :

'\
\
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(“ ' - 43
accentuates the use of of the dlaphragm in exerc1ses whlch ’
irequire "panting" breath | Panting causes 'a vigorous down-
ward movement of the diaphragm, to inhale air sw1ftly, and a
quick upward movement of the diaphragm as the air 1S expelled
erapidly, The other teachers also use similar fors of panting
exercises, which help to make the diaphragm stronger a d more .
flex1ble ‘ . . ‘ o

Dr. Machlin then adds vocal sound in a group of
exercises which‘demand strong inhalation followed bx'humming
or counting 'numbers during exhalation.4 lThese exercises
‘give the student an awareness of the use of breath to control
and sustain vocal sound. The other teachers use 51m11ar
exercises for the same purpose.

When students have learned to‘extend their ‘breath
while counting numbers, Dr. Machlin'ashs them‘to épplynbreath
control to poetry and dramatic material 'Students control'
their breath 1nhalations by taking breath at spec1f1c pOlntS
in .the material and learn to extend exhalation over sentences‘

'of varied length.5 |
Dr. Machlin s breathlng exerc1ses, outlined above,.

ESee Appendix F "Breath Exercises w1th panting
' exhalation," Exerc1ses l to 5, p.143.

4See Appgndix F,‘"Breathlng exerc1ses\w1th strong
inhalation followed by exhalation w1th humming and speaking,"
Exer01ses 1 and 2 PP. 144-145. ,

p 5See Appendix F, '"Breathlng exer01ses w1th strong
. inhalation followed by released exhalations 1q‘read1ng,

a

ComEe
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form a systematlc and thorough progre551on from "llstenlng“

exercises through to the use of extended breath support for

[ . v

dramatic materlal After students have mastered these aspects“

of breath control Dr. Machlln 'introduces technlques for

S ¥

Once again, she asks: students to llsten crltlcally to

screamlng, laughlng and weeplng on stage..

,recorded examples of soreamlng laughlng and weeplng7 to
"COmpare the relatlve mastery of tﬁ@ge technlques by well~‘
known’ actors . , .f' h

Dr. Machlin deuelops.the technique for a stage‘screaml
in gradual steps ‘ Students flrst learn to 1nhale deeply and
force the air mt wz.th strong pressure from the d;aphragm

and abdomlnal muScles, u51ng only whlspered sound. .Dr. .
Machlin stresses the relaxatlon of the throat and, larynx
throughout the production of a scream, ‘SO that the" student
relies 'on extra breath Pbresgure to produce the sound, rather
than constrlctlon of the throat muscles, whlch 1rr1tates the -
‘vocal ‘cords. -

When students are able to use strong air pressure to
‘produce ‘the scream, w1thout throat ten51on, Dr Machlln |

slowly adds sounds suc‘ as "Ho " "Hl" and. "Hey" untll the

sound 1ncreases to a conv1nc1ng scream. Elnally, students’ .o

B}

I 6See Appendlx F, "Exerc1ses for developlng the stage
“‘scream," Exercise l, p, 146. o r

. 7See Appendlx F Exercises‘for laﬁghingjénd sobbing," .
g Exer01se l, p 148 ‘ o LN C o

) e B -

.
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' 1earn to 1ncorporate screams w1thin dramatic material 8

Td develbp stage laughter and weeping, Dr Machlin
':'uses panting" breath exerCises, as both laughter and weeping

t

| require quick upward and downward movements of the diaphragm,:

\

g

similar to the action of pantlng. The beginnlng exercises fl
are. done with silent panting v l o

L Students then add the bas1c sodnds of laughter and
weeping, such as "Ha, ha, or "Oh, oh," and vary and prolong
these sounds’ until they resemble realistic laughter and ‘
weeping.9 When they are able to reproduce laughter and
weeping with ease, Dr. Machlin asks students to 1ncorporate

‘these technlques 1nto dramatic material- .
Dru~Machlin S exerbises for screaming are particularly

| »

: helpful for actors because they learn to produce an effective

0

PR

stage scream w1thout throat ten31on, which could cause vocal

1-'

strain and even damage to the vocal cords.‘ The exerc1ses

for laughing and weeping are useful for actors who have'»‘ },

, E v

- difficulty in reproducing these emotional reactions conv1nc—

-

'jingly on stage, though many actors can do so w1th little or

. no practice in these techniques. T ~‘,~*ii' J .

, ‘ Robegt Parks,gln keeping w1th hlS ‘main empha51s,

P - K \ '

‘ concentrates mostly on "muscle sense" in his exerc1ses for
.,.L.‘: : R / wo . o /

N, ] : ’ : . : . X . ' ; H

, " . . \ Lo . . . ) FE
A i . S . L .. P “ . ..
! ) : . B B . o

. f;/,HBSee Appendlx Fy. “ExerCises for developing the stage?‘
' scream," Exerc1ses,2 to ¢4 p. 147 ' , i

NN IR
'

"1‘ 9See Appendix ‘Fy “Exercises for laughing and sobbing, S
Exer01ses 2 to 8, P 148.};A. : , v




breath control

Inltlally“ hs tells students to place thelr flngérs ‘

‘\v

f
il

breath' g.“‘\ h

) - N N T L "// ‘
Students then work in. palrs, plac1ng thelr hands on -

A}

each others rlbs to feel the 1ncreased movement that ls

necessary for full rib expan31on.l9\ o o .hf";:
In a more advanced exer01se, palrs of students place

"

their hands on' each/other s}rlbs, or dlaphragms, and attempt¢~

. , \ )
tOxmatch each other‘s'breatq cycle, one student breathlng.ln‘
, : ‘ R ,:\‘ e T ) h ‘ v.,‘
' as the other exhales. This é&ercise incorporates muscle ,
i ", -

\ O
'élcontrolled and rhythmlc breath supply for speech.l}." "

\ L
.. Like- Dr Machlln, Professor\Parks 1ncludes exer01ses“

a"

1n whlch students explore the use of\breath rp dlfferent

'bodlly postureslz),and exerc1ses to pr 1ong eﬁhalatlon whlle
N | " N \ .
Aa“walklngl3 or countlng aloud 14 However)‘ rofessor Parks<‘:'.v

jlntroduces v01ced sounds,’elther through 1ng\or countlng,

VA.‘ ‘\\
~ SOOner than Dr. Machllngso that students will 11nk\Preath1ng

-L exerc1ses w1th vocal support as soon as p0551 1e.l &ny'

. "'

. R
' t
K .

‘.,1oSee APPendlx G, Exercﬁgiﬁ 1 t° 3' p 150.\“‘:k\5h

’xlllsee Appendlx G, Exer01se 5, p. lSl

R See Appendlx G, Egerc;se‘z p. 150 L
~313See Appendlx G, EXercise 6, p 151 T
ﬁ 14 | o R ;
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on thelr mldriffs to‘feel the actlon of the dlaphragm durlng‘

sense effectlvely to develop rlh expanslon as, well as creatlng

4""
Ve

R See Appendlx G, Ekerciset7,up.wl515 S ,L“'g“j
o e €1 v oL, e N
T R T e ey
i H L “ . - . ‘ :» | . ’ . :‘ : ,'_V [ ) .v ; 3 . coN .,‘ "_ :‘: Sl ] S R \ .
. : S . . ‘ | «31x';af
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Professor Barks bnglns exer?[

%es for actlvatlng the

dlaphragm w1th "pantlng“ exerc1ses15 Slmllar to those used
by Dr. Machlln, although onoe agaln, he adds vocallzed
sounds ‘such as'“Huh" "Hr" or "Hey" almost 1mmed1ately, SO

K 1 1= '

that students use breath exhalatlons to support soundk

Professor Parks proceeds w1th breathlng exer01ses".

that comblne v1gorous movements of the arms and legs Wlth

-~

'the SWlft 1nhalat10ns and slow exhalatlons of breath that
are needed for extended speech 16 b

A

Ve

To develop rhythmlc control of breathlng whlle ‘

performlng v1gorous movement, Professor Parks adds exerclses
: L) i

1n whlch students 11e on thelr backs and "blcycle" w1th thelr

17 "18

legs ln the air or stand up and run 1n place. These

exercrses test the actor's ablllty to control hlS breath 1n .

splte of con51derable phy51cal exertlon. R ‘]" , 'f”
R T v ! caet
ﬁvh” - Professor Parks emphasis. on‘“muscle sense ‘to

i

develop breath control shows most notlceably in hlS use of

1nd1v1dual manlpulation on- more advanced studeg;
v : : ﬂ.; \_“, ' s
;anf- In tutorlal ses51ons, thé3student lles‘bn

and Professor Parks applles manual pressure to th;ﬁrf

.\

&
[ S

N ll‘

‘llSSee Appendlx G Exerc1ses 8 and 9, P 151.‘,*
16See Appende G Exerclses 13 to 16, p. 152

N ‘ , ,:uyw" AR
17See Appendlx G, Exerc1se 10, p. 151 ‘yf:gﬂp'-\*r;f?’,

'l,é,,"“‘jlsSee Appendlx G. Exerc1se 11, B 151.
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collapsc" rapid}y Qn exhalation.
Profesor‘Parkq also aﬁblies a rapid, jerking pressura
to the student s diaphragm while the student produccq open
vowel sounds, to make the diaphragm move flexlbly and to
. oensurc that the student uses diaphragmatic pressure to control

4

the tonal sounds.

The methods of manipulation which Professor Parks

uses here are derived, in modified form, from the Alexander

Technique.
. As most students are able to achieve good rib expan-
sion and diaphragmatic flexibility w1thout ‘direct help from
the teacher, this type of individual manipulation is only
beneficia},‘in my’opinien, for students who are exceptienally
sloﬁ in responding to staﬁdard breathing exercises.

When students have mastered basic breathing exercises,
Professor‘Parks ‘dsks them.to maintain good breath’control :
“while moving!energetically and speaking learned material.

-

‘In pne exercise of this kind, students work in pairs,

’

mimﬁng the actions of fenciné while they recite alternate
linea of a'speeéh in blank verse.l9 This, eiercise reveals
the student 8 mastery of breath control because the added

movement upsets normal breathing patterns and makes controlled

exhalation more dlfficult

{

Miss Rowena Balos also concentrates most on "muscle

.

. by ’ +
19See Appendix G, Exercist 18, p. 152. .

%
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sense" in her excrcises for breath controly 'but her exercises

are not as.vigo;ous as those of Professor Parks and she does
not -use méﬁipulatién on her. students at any stage in the
training. o |

| Miss Balos prefers more relaxed exercises for breath

4

control because she'believes that the use of strong abdominal

- 'pressure prevents the easy, natural .iovement of the diaphragm.

»

forming a tAght barrier around it. S b}

Her argument has validity because some of the more energetié
breath exercises over-develop the outer abdominal muscles and,

in turn, reduce the potential movement of the diaphragm by

14

Miss Balos uses very similar exercises to Professor

Parks to show students how to feel the movement of the
diaphragm, by placing their fingers on their midriffs, and

pow'to expand their ribs easily to allow a full supply of air

20

in the lungs. She also asks students to assume a variety

)

of bodily postures to discover the different quality of rib

' and diaphragm movements that are possible in various posi-

tibns.zl

In both g}tting and*standing!positioﬁs, students

concentrate on expanding the entire rib-cage by blocking .

off gne nostril with their fingers and breathing slowly and-
and deeply thrduéh the other nostril.?2 The effort to in-
hale slowly through one nostril makes the student aware of the

20

-
See Appendix H, Exercises 1 and 2, p. 154.

- 2lSee Appendix H, Exercise 3, p. 154.

228, xo
“See Appendix H, Exercise 4, p. 154. -
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gradual expansion and contraction of the ribs. Miss Balos
was the only teacher who used this type of exercise.

For diaphragm movement, Miss Balos tells students to

hold their arms parallel with their shoulders and draw them -+
back rapidly, in fhythm with puffing breath.23 The act}oﬁ
involved in th}§%$xercise‘i§ similar'to the "panting” exer~‘
cises used by the other teachers, except that the ralsing of
the arms encourages an outward movement of the ribs as weéll.
The exercise thus incorporates both rib'expansion and dia

L ' ‘
diaphragm movement, which makes it an exceptionally useful
Y -

form of ."panting™ breath.
Miss Balos also includes standard breathing exercises,

such as raising and lowering the arms while inhaling and

25

exhalingz4, counting numbers while exhaling and raising

and lowering the torso from the waist while sustaining vocal

sounds.26

Y

Like Professor Par&é, Miss Balos uses breath to ‘
|
'support voiced sounds in all except the beginning exercises.

' - In contrast to Professor Parks, Miss Balos aims at
more relaxed breath support in advanced breathing exercises..
For example, students learn to talk to each other on a

' "gighing breath.” This meang that the student completes an

23See Appendix H, Exercise 5. p, 155,

245ee Appendix H, Exérgise 7. p,‘lésg o
2SSee‘Appenhdix-.H, Exercige 8. p, 155, A
26 | |

Sée AgpendixﬂH; Exercise 6, p. 155.

' ' ;
. .
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'

entire sentence in one preath, as if he were sighing.

Although the exercise requires prolonged breath: to complete

each sentenee; the breath is expelled in an easy and relaxed
manner, unlike the\vigorous breath fequired for érofessbr
parks' "fencing" exereises. |

Miss Balos' exercise in "sighing breath" helps s
students to echie&e prplonqed‘end relaxed vocal support, but
it does not prepare them to use breath support effectively
‘while performing energetic movement on stage..

\
[

! i , ,
Miss Kathleen Stafford's procedure for breath control

\

exercises is similar to those of the other teachers in the

early stages, but|her more advanced exercises emphasize the

]

use of breath to sustain "emotion." | '

She begins with exercises in which students lie on

the floor and feel the action of their diaphragms with their

fingers as they make 11ght puffing breaths.27 The other
teachers use similar exercises for the same purpose.
‘Miss Stafford follows this introddctory exercise with

two silent breathlng exercises. Students lie on the floor

v

and breathe in and out as’ they ralse and lower their torsos
from a prone to a sxttlng position. In’ a variant of this

exercise, students touch thelr toes as they 1nhale, and
’ l

exhale as they lie down agaln.28 ‘Miss Stafford uses fewer

A
!

27%e Appendix I, Exercise 1, p. 156

28 e Appendlx r Exerc1ses 2 and 3, p. 156.

:"?
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silent breathing exercises than Dr. Machlin because she

‘

believes that students should use breath to support vocal

tone as soon as possible.
| - T

'

M{és stafford places particularly strong'emphasis
6n,rib-reserve breathing and insists that students'kéep their
rkbs ekpandgd fully while speaking, only allowing the ribs
td contract briefly as breath is renewed.?9 In order‘to do

this, students concentrate on driving air from the lungs

.- with diaphragmatic pressure befor? the ribs "collapse." This

type of exercise is valuable for developing extended breath

1 ,
! T

* To exercise the diaphragm, Miss Stafford uses

support.

"panting" exercises3o which, are 'identical to those used by
Dr. Machlin and Professor Parks. |
Missv§tafford's more advanced breathing exefcises ‘
feature a marked use qf resonant sounds such as "Meng~-mah"
and "Ming-mah" which incorporate bogh the nasal consonants
("M," "N" and®"NG") which are éounded~in tﬁe nose, and\vowei
sounds, which are resonated in the throat and mouth.31
The use of these sounds reflecés the close tie
~which Miss Stafford makes between bréath control “and the use#

of strong resonance, for vocal carrying-power. Her exercises

for these two areas overlap.constantly and are basically

[N
A

\
)

29S¢e Appendix I, Exercise 4; p. 156. .
30gee Appendix I, Exercise 5, p. 156.

qlsee Appendix I, Exe;gise 6 and-7, p. 157.

¢



similar, except that she emphasizes.breaﬁh suppo&t more
strongly to begin with, and later accentuates the aécuraﬁe
placément of sound in the nose and mouth, for full resonance.
The advanced breathing exercises also characterize
Miss Stafford's emphasis on "emotion." She asks students
to have definite "intentlons“ whlle making. sounds, or
counting numbers, during exhalation. The numbers from "One"
'to "seven", for instance, could represent the thought: "I
ﬁ32

am leaving tomorrow," or "I do not want to see you again.
. < -

Similarly, she asks students to "breathe in" moods
\ : .

like "sorrow,"‘"joy" or "éommand" and to sustain these moods
~ through spoken sentences. The sustaining of "moods"

encourages the use of ususually stroné breath energy, which
.proQides étrong support for Yoiced sounds. These exercises
also connect breath support with the representation of .
emotions and mental attitudes and are therefore especially
relevant to acting.

Miss Stafford finally apblies breath contrél'to,

poeﬁic‘ﬁaterial. Students reéd poetry, pausing for breath
at the e?d of each line,. untll they are able to sustain their
breath over ﬁrégfg;Slvely longer spoken unlts.33 br. Machlln
uses very similar ‘exercises for advanced Breath controi

\

Mlss Stafford 1nc1udes exercises for stage 1aughter

and weeplng, which are based on "pantlng" breath and suxtable

32See Appendlx I, Exercxse 8, p. 157.

33See Appendlx I, Exerc1ses 10 and 11, p 158

..
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. 34 . . . '
vocalized sounds. " The exercises are almost identical to
those of Dr. Machlin.

[ .

'Summarx

T,
.

f?h;a‘; The four teachers all alm at’'good rib expansion and
.the use of diaphragmatlc "support" for. breath control, but
their’exercises vary quite considerably, according to. the
particular teachin?‘emphasis. -

‘All. the teachers use siﬁilaf "panting” exercises to
activate the diaphragm and they all include some fo:m of
"counting" or "pacing" exercises te extend breath exhalations.
Apart from Dr. Machlin, the teaehers ﬁse few "silent"~
breathing exercises, preferring to use‘voiced sounds at an

\

early stage, which in my opinion is advantageousu ’

Dr. Machlln uses "11sten1ng“ more exten51vely for
breath control than she does for relaxation. Students
attempt to "match" the breath units used by'actors on
fecprdings, as well as listening to identify goodfbreath
control. These exercises are helpful as'lohg as they are
used_sparingly‘and do not lead to vocal imitations of the
recorded aétors..

Dr. Machlin's exercises'for stage screaminé,dlaughing
and sohbing are a'useful addition to the normal breathing

AN

exercises for actors, particularly for students who have

dlfflculty ‘in reproducxng these emotional states technlcally

34gee Appendix ‘I, "Exe;cises for stage 1ahghter and

.weeping,"” Exercises 1 and 2, p. 158.

Y
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* ' Robert Parks and Miss Balos concentrate heavily on'

" "muscle sense" in their breathing exercises. ?rofeséor‘Parks'
uses more strenubus,ekgrpiseslthan Miss Balos and’his exer-
qiqes\prepare actors to ‘control their breath while performing
lvigorous mdvement.l He also applies manipulation to students
to develop the breathing prééess, The use of ﬁénipulapion .

appears to be desirable mostly for .students who are slow in

‘

responding to other breathing exercises. =

Miss Balqs uses "muscle sense" in a more relaxed

fashion than Professor Parks because her chief aim is to

' N

produce relaxed vocal quality. Her exercises combining

diaphragm movemené with rib expansion are garticularly
effective. \

Neither Profeésor Parks nor Miss Baios inclpdé étage
' techniqués.for screaming, laughingbor éobbing in'theirﬁﬁreath

control training. K These techniques are included, instead, in

acting classes.
Miss Stafford uses "emotion" to ‘encourage students to

‘érolong»vqiced sounds during breath exhalations. Her

¢ ‘ v

exercises also connect the use of breath support with the

' creation of strong resonance. Miss Stafford includes exer-
cises for stage laughter and sobbing, based on the same

prihéiples as Dr. Machlin's, but she does not do exercises

for the‘stage‘écream.



CHAPTER IV S
PHONATION: AND RESONANCE | C

Once students are able to produce a strong¥supply of
breath to support vocal sound, Voice~téachers ‘try to develop
the maximum‘resonanée, or "re-sounding" of. the vocal tone

created by the,vibratioﬂ of the vocal cords.
The initial vibration of the vocal cords, called
. } N ‘ : . )
I3 " - | - - N ‘ ‘ . a
phonation, is an almost entirely involuntary action, ffor

which there are no direct exercises. Voice-teachers ﬁry to

ensure that the throat muscles, surrounding.the vocal cords

are relaxed and that the breath stream vibrates the vocal

cords smoothly and evenly. Relaxation and breathing exer-

-

gises'helé these aspects of clear and unhampered phonation.

- For all practicai puf?oées, teachers treat pHdhation

- and resonance as one‘are? and concentrate on the amplifica-

I
4

tion, rather than the initiation, of vocal tone.
The main.areas in which vocal tone is resonaﬁed,'or
enlarged, are ‘the throat, mouth and nasal passages.

Vowels andvdiphthbngs; known as the "open" mouth .

sounds because the mouth is open during their formation,

13
®
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[}

resonate chiefly in the mouth. The mouth and tongue are

sufficiently’ﬁlexible toshape‘differentresonating cnembers
whieh.give e?cn vowel.its characteristic sound. |

The carrying-power of the voice rests mainly‘on the
' vowel soundS; because they can'be'held end.enlarged for as
ﬂlong as:necessary on an uninterrupted\breeth stream. -

Most oonsonant sounds, onrthe other,hand; are formed
by momentary stoppages and releases of the breatn stream ty
the'tongue).iips and,teeth, and'these sounds have only brief
duration. |

Faulty placement of the tongue Oor poor llp—shaplng
tend to dlstort the formatlon of the vowel and dlphthong
"sounds 'and reduce their full resonance and ;arry-power-
| Similarly, f the jaw is rigidg, caus1ng the lips to,"spread"
sxdeways rather than ogen widely, the vowels do not recelve

full oral resonance.

Voice-teachers therefore pay considerable attention

' to lip formation and movements of the tongue and jaw to see:.

< '
’

' that vowel sounds are formed correctly.

The nose is ‘the sole resonator of the sounds "M" "N"

\

»

and "NG" which ére'knOWn.as the "nasal" consonants. These

sounds all.have a strong humming resonance, which adds

!
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. . B L ' ) . . i
carrying-power to all words which contain them: '/

'
To resonate these sounds correctly, the soft<;é¢ate, X

i

\ .

in the reax upper part of ‘the mouth, 1owers, allowing the

sound to enter the nasal passages. For other voxced sounds,
. !

the soft palate rlses, ClOSlng off the entranoe to the nasai/,

!
Ty

passages, SO that'the sounds resonate only in the throat and

mouth .

4

4

vathe‘soff palaﬁe‘becomes too tense, the nasal

vy
i .
' ' 1

consonants cannot enter the nose for resonation, resulting
' /

¢

in flat and lifeldss.vocal tome.
‘At the opposite extreme, a "lazy" or ;naetive soft

palate will aIIOWrboth vbwel'and consonant sounds to

’

resonate in the nose, whlch causes a muffledp overr nasal

“ |

tone. " A 51m11ar fault, known as nasallty, fr&guently

'
.

results from a rigi@ljaw, whicn‘hampers full oral resonance
and forces nhe:tone through  the nose, oausing a sharpaand
Iunbleasant Voice‘qualitx.

| To*counterao£=fauity nasaivresonance, Voicefteachers
inciude exerciSesﬂfor'easy‘jaw,movement,and'specifie  |
exerCLSes to actlvate the soft palate. ‘Many resonance
;exerc1ses are based e1ther on hummlng sounds, to bUlld nasal ' (7“

resonance, @ the prolonging of vowelland'dlphﬁhong sounds, R
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ﬁwﬁh, e The four teachers in thls study are closer 1n thelr
L A ‘ - .

ﬁf,ﬁproaches to resonance than they are in other VOlce areas.
i ‘:“k‘l ;dii‘ »I ! '
3"4$heg vary chlefly in the amount of attentlon which they glve
l ‘, ?1 : '
‘“QI any one aspect of resonance, such as 1lip formatlon, jaw

“I

"vement, tongue placement or soft-palate exercises.

i ) ’\ 4 ‘ . . . ‘ ) : o } N \

Dr. MaChlrnVintrodUCes this area, _once agaln, wlth
Ay v

|
!
érLod of "llstenlng " She asks students to llsten to

iz“‘;i lArthur Lessac, V01ce and Speech teacher at the

Do
“h's ate University of New .York, Binghampton, differs from

.“ Pher Voice teachers in his approach to resonance exercises.
WIhstead of including sounds which contain the nasal conson-
y(Mwahts, "M," "N," and "NG," to develop nasal resonance, he
’lJ;.substltutes & sound which he calls the "Ybuzz." The sound
(‘ 1s made by prolonglng the "y" sound (as in the word "Yes")
i nd: follow1ng it with the "E" sound (as in the word "Easy") .
r’,[ he‘sound is directed forward in the mouth, causing a vibra-
| f:‘t ry sensation on the front .of the hard palate, the gum
' ? ‘Tidge and the nasal bone. Mr. ‘Lessac objects to the use of
o |t €.usual nasal consonants on the grounds that .the voice
1 ‘hn become patterned onlntr1n31cally nasal . sounds,'whlch could -
;make' vowel sounds strident and unpleasant. He prefers the T
Wbuzz because it is a non-nasal sound, made with the 1ips-
f ‘iBarted, which also causes "forward" vibration in the ‘face
X “u ‘drea. The. "Ybuzz". can, however, be used only in the lower.

b i
S WM hird of the voca] . range, without cadusing vocal ‘strain,

,}ﬂ’accordlng to Mr. Lessac. The usefulness of the "Ybuzz" for
i ﬁeveloplng resonance is therefore qulte limited. In my

' {opinion,” the. lengthening of the "y". sound also tends to ..W
‘, ause tightening of the throat musbles, which could defeat ﬂ@
%] "the production .of easy and relaxed' .sound. While an,over- . -
Y fqempha51s on.the use of nasal consonants could lead to an _
{ '[ npleasant  "nasal"‘sound quality in the voice, the teachers
\1n this. Study, all use both vowel sounds and nasal consonants
,for resonance exercises, which should balancé the use of oral,
;{Lmand nasal resonance.’ -For .a full description of Mr. Lessac's .
‘Q“rtreatment of ‘resonance, -see- Arthur Lessac, The Use and. St
,mf Training. of the Human V01ce (New York DBS Publlcatlonsqlnc/,

1967), P79 T R




:of resonance and to compare the quallty of resonance 1n

-‘]"Singing"tone. The type ofUmovement in these exerc1ses
. B ’
varies from head—rolllng and arm—sw1nglng to rhythmlc move—

'ment of the whole torso.3

"';'»and 2hp.;160. LN R

v

60\

,recordlngs of both actors and non actors to. 1dent1fy the use

;dlfferent voxces.2

Students also record thelr volces perlodlcally whlle’

they are focussxng on resonance and 11sten crltlcally to thel

‘ recordlngs to Judge whether they are achlev1ng better vocal

Sk
«

quallty , 2#.

These "lrstenlng" exerclses are helpful as an 1n1t1a1

’

guldellne and as a method of checklng progress, prov1ded ‘that

.
fr

‘the student does not bedome 1nh1b1ted bx llstenlng to hlS own

voice too frequently .

v

Dr Machlln then works with exerc1ses Wthh comblne

Lo L
‘ hummlng and’ open vowel sounds w1th a Varlety of body move-—

ments. She lncludes bodily movements to counteract any

pOSSible tens;on'as students learn to.prolong sounds in a

\

i
L)

' N
- : ' ; L

To develop full resonant tone on, vowel sounds,,

-

students 51ng sounds such as,"Ah" and "Oh" 1n four—note

 grOoups,. w1th plano accompanlment.x The groups of notes are

/

wsung on one breath and varled,up and down over the space of

€

2See Appendlx J, “Listening“Ekercises,“.Exercises 1

il“-

3See Appendlx J, "Hummlng and Mov1thExerc1ses,4f

“Exer01ses l ‘2 and.. 3, p. 161 . | BRI 3_:f
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-an octave.4, Slnglng exerclses of thls klnd help the student

,v»r.....‘...4.........---v--w«-----u-\-"*"-""'-' R RS
- '
ST

v L
TR
to develop clear and carrylng tone on open vowel sounds.
“"‘v.‘l 7 ) , , | ) o
,“ Dx. Machlln s most 1mpresslve work 1n the area of

\
resonance, however, is her use of tran51t10ns between sung
¢ ' ',

and spoken sounds, These exerclses are: valuable because they

anSlSt students to brlng the fullness of 51ng1ng tone through

; into therr Speaklng v01ces. ) “ S o f*‘ o
. o . " . 'A

Dr Machlln effects thls tran81t10n bebween sung- and

1 " \

spoken sounds w1th comblnatlons of vowel SOunds prefaced by

' the "M" sound The 301n1ng of both "M“ sbunds and vowel

sounds in sequences llke‘"Mah maw, moh,vmee moo encourages

) o I ¢

the s1multaneous development of both oral and nasal resonance.
q l
Students flrst 51ng these sound COmblnatlons and then lmmedl—

‘¢
e

ately speak the sounds, attemptlnq to preserve the same full— f

ness”of 'sound in both the sung and spoken,sequences.

s

L ¢ . 1

0 e
A KDr. Machlln uses dlfferent varletles of sounds to g

" ’ '
' '

include the other nasal consonants, "N" and "NG" in. these

,sound sequences, and words such as my" "now" &nd “dlng? -

LS

which 1nclude both nasal consonants and vowel sounds 5 A

\

Whlle students are performlng these exerc15es, Dr..f
' ' s

Machlln constantly stresses the need to shape the llps c%re-.

fglly for full resonance on vowel sounds and encourages"

Lo 4See Appendlx J,'“Extended Slnglng Exer01ses, | P

Exer01se 1,:9,,162., IR W T : L R R

ﬁ‘~_, S o : S R Tt R S

‘ 5See Appendlx J,,"Slnglng Speaklng Trans1t+on ‘ R
Exerclses," Exerc1ses 1 to 4, %-,162' BRI ,

- B T s C 7 !
' w! . : ' Lot
5 I fo .ot
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students to move their jdws‘widely‘to.éncremso oral resonancé.
To activata the soft~pnlate; Dr. Machlin asks

students to Spcak the sounds TNG\.nnd “Ah"‘fopbntéalyiin
sequence, Tﬁn combinqtion of these two sounds, or the "NC“
sound iA combination with any vowol sound, causecs the soft

palate to lower to'rcsonate_tbo~ff;gt sound in the nose, and

rise to shu: oﬂfthe nasal passage fdr'theﬁfol$owing sound. ©
\"

é&? soft palate move

This axercise is a good means of making

RIS
Lgé&hﬁ\rfor the same purpose.
fully through the exercises described above, they read poetry

~aloud prolonging the vowel and dlpthong sounds slightly

where the sense allows it.

L]

The exercises which‘Robert'Parks uses to develép
resonance are based on the same princip&esyas those of Dr.
Machlin, but he lays more stress on "feeling” the vibrations
qf resonance through "muscle senge"; ‘

Students start by feeling the vibrations of issonance
in the throat and face with their fingers while they are
'humming, or extending sounds composed of the nasal conso-

[

,nants.7 As strong resonance ptdduces vibrations which can be

- . x

Vo , | SR

6gee Appendix J, 4E:xe::'cises 'fo‘r the Soft Palate,”
Exercises 1 and 2, p. l64. . '

Tsee Appendix K, Exercises 1 to 3, p. 165.
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felt physically, it is certainly advantageous to explore the

placement of resonance through physical sensation as well as

f . ' ‘ .
listening. b

Professor Parks tells student’s to check'the'moVemeﬂt

-

of theilary;% by placing their fingers on their throats while

they are producing vowel sounds. 8 His objccti&é here ié to

' discourage students from making strained upward %r downward

movements of the' larynx, because these movements can.narrow

and constrict the area of throat resonance.’

)
To make the lips and jaw open widely for oral
|

resonance, Professor Parks instructs studénts to place corks

between their teeth while theyfare making vowel sounds. >

While this exercise achleves the objectlve of opening the

lips ‘and jaw, most students are able to do thlS effectively

l

without the additipnai.aid‘of corks.

Professor Parks extends nasal and oral resonance by
. N
\ f

using humming and vowel souéds gor|exercises perfOfmed in |
kneeling .and étanding posib&ons Students begin tﬁe exercise
by kneellng on all four;, with their head hanging downwards.
They hum continously, rais&ng their heads upright to open
thelr mouths on a varlety of vowel sounds, This exercise

is particularly useful bécause the initial downward positlon

"

oi the hei2 forces the resonant vibrations to\’gll "forward

‘

g3§;e Appeﬁaix K, Exercise 6, p. 166. E ,

i \ g P P L - . .
' . See Appendix K,'Exerci§e S, p. 166.
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‘ \ :
into the face, rather then resonating mainly in the throat,

wﬁich reduces vocal carxying-power, ‘ N

The students repeat this exercise in a standing
position,ltrying to retain the same "forward" placement of the
resonant vibrat;onS‘wh}ch they exéerienced’while~kneeling.

Like Dr. Machlin, Professor Parks uses a piano to ,
enlarge resonance through singing tone? He ehploys four
or five-note combinations, 'with the'student singing the
sbunds "Hum~mum” to each note to develop nasal resonance, or
‘HSEAQWOId "Hello" for open oral resonance.lﬁmi?hese4exercises
!ihgiy some degree of "listening" as weil agmﬂpusole sense"
in order to match the musical notes on the piano.

In one exercise, Professor Pérks.also incdrporaﬁes
"intentions" similar to those used by Miss Stafford. Stdﬁents
face each other in pairs and "send" sounds like "Hum-mah" to
ekch other with a definite thought or inéention behind the
sound.12 Professor Parks includes these "intentions" so that
students connect the use of arbifrary,resonant sounds with the
expression of emotions and thoughts. This app%oach is useful
" because ﬁhere is a danger that exercise; involving the use
-of isolated sounds may become meaningless drills without

|
H

apparent connectiow to the speech and acting process. '
10see Appeédix K, Exercise 4, p. 165.
llgee Appebdix K, Exercise 7, p.

L)

H 1660 ’ "7
‘IZSee Appehdix K, Exercise 8, p. 1¢¢.
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Additional humming oxercisés_incluée leg movements
to loosen up the body and test the use of resonance when
students have toﬂmove vigorously while speaking.l3
?owéctiygte the soft pal%te,'befessor Parks uses
the same exe?cise as Dr. Machlin, :alternating the "Ng“ aﬁd

‘"Ah"»sounds.14 ’,‘ ¢ g

A For advanced work in resonance, pairs of students
sing-alternate lines of a learned speech and speak the lines
.immediateiy afterwards. The objective of this exercise is
to retain the same fullness of resonance in the sung and
8p0ken sounds.15 This‘GXercise, which is a.variation of K

Dr., Machlin's transltlons from Singlng to speaking, is an

excellent method of achiev1ng fuller resonance.

v

Q)
owena Balos uses combinations of nasal and

vowel soynds in her basic exercises for resonance, but she
. }ncludes more specific exercise for the tongue, lips and jaw
‘than the other teachers.

Her methoa of demonstrating the different areas of
resonance to students is unusually effectiveu Sheﬁtells ’
students to hum Wlth their heads in three dxfferent posi-
tions: falling backwards, looking ahead and falllng forwards,

[y

on their chests.' In the first position, the strong

o

13See Appendix K, Exercises 9;and 10, p. 167

\ 14Sée Appendix K, Exercise 12, p. 167

o . )
15See_Appendix K, Exercise 13, p. 167.

*

.-
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vibrations of throat resonance predominate, Facing ahead,

the vibrations occur most strongly on the teeth and lips,

. showing oral‘xesonance. Wlth the head falllng forwards, the
vibrations of nasal resonance predom;nate, felt in the nose
and cheeks. ' This exercise, line many of Professor Parks',

relies more on "muscle sense" than on hearing,16 |

\
' /
' In orgder to ensure that the tongue doe¢s not interfere
with good oral resonance, Mlss Balos exer01ses the tip,

¢+

mlddle and back of the tongue to make 1t as flexible as
.pOSSlble. The exer01s§s 1nc%ude drlllslgn the "L" sound,
which cause- the tongue\tip to move; "G" and "K" sounds, which
raise the back of the tongue, and "E" sounds, which cause
‘the centre of the tongue to rise.17 Slnce faulty tongue
pOSltlonlng can obstruct oral resonance, these tongue exer-
c1se§ ﬁorm a useful part of resonance exercises.

Miss Balos also‘concentrates on exercises to widen
jaw movement, for toLl ofa%~resonance.18 ,étudents massage
the joints of the jJaw with their fingers, widen the mouth
"as if screeming-siiently“ and shake the jaw lOOSely up and
down‘ These exercises have the same effect as the jaw exer-

»

cises used by Professor Parks, without the necesslty-of u51ng

. . ‘ s *. ’ -
extra aids, such as corks.

¢
’

16See Appendfx L, Exexeise'l,gp.WIGB.’
1T see Appendix L, Exercise 4, p. 169. .

18See Appendix L, Exercises 6, 7, and 8, p. 1%9.
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Studertts loosen the larynx by moving it to and fro
with their fingers while making sounds such as "Hi", "He;
and "Ha". This exercise, to avoid tehsion and consﬁrictéd
throat resonance; is similaf‘té grofessor parks' exe;cise
for the same purpose.

Miss Bai s encourageé vigorous lip movements by
te}ling”student%jto "burr" their lips tégetheg "like a motor
cycle", or to mové thgir7lips by making exaggerated "Bri",
"Bray" or “Brai'"‘sounds.19

For activating the soft palgte, Miss Balos uses\the
same alternatlon of "Ng" ana "Ah" sounds’ as the bthqr
teachers 20

Miss Balos proceeds with huﬁming exercises incor-
'poraQ1ng body movements, like those of Dr. Machlln, although
not as detalled or numerous.

. c O . . ~
lee both Professof Parks and Dr. Machlin, Miss Balos

uses a piano for more advanced resonance exercises. Students
sing f1ve-note combinations, alternatlng between’d

vowel sounds.22 When studentq"readﬁmaterial, Miss Bal¥s asks
them to use vowei and nasal bonsonant‘sounds'fully to. achieve

good resonant tod... She does not include singing—speaking'

. : ) ‘ .
l9See Appendix L, Exercise 12, p. 170.

20See'ApISendix'L, Exercdse 3, p. 168.
21See‘.Appendix’L, Exercise 9; p. 169.

zzsee Apgendix‘L, Exercise 11, p. 170.
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. . [ T ! ' :
transitions in her exercises, like Dr. Machlin and Professor
Parksz‘ In this respect,'her resonance exercises are not, in
my Oplnlon, as comprehensive as those of the other teachers.

Her spec1flc exerclses for the jaw, tongue and lips are, .

1

however, more thorough.

[}
[}

Miss Stafford also belleves in "feellng" resonance
through "muscle sense" rather thap "llstenlng" to it., Some
of her exerCLSes feature emotlon" and "intentions", as nelilu
‘as "muscle sense". i

She asks students-to "feel" the different areas of

resonance by placing their fingers on their lips, noses and

throats, while they make prolonged "MMM" sounds . 27

A

To show how resonance ‘moves from the throat to the
' nose, Mlss Stafford tells students to prolong the word

"Dong" This word resonates 1n1t1ally in the .throat and

4
then prOgresses to full nasal resonance on the f‘nal "Ng"

sound.24 .

Mis® Stafford has the same exercise as Miss Balos to
loosen the jaw, by massaging it and moving it freely,25 and

she uses the same soft palate exercise as the other teachers,

- based on the alternating "Ng" and "Ah" sounds.'26 .7
23 . . ‘
See Appendlx‘M, Exercise 1, p. 171.
' 24See Appendix M, Exercise 2, p. 171. v
25, - |

See Appendler, Exercise 3, p. 171.

1265ee Appendix M; Exercise 4,lp. 171. Y
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In order to check that students are shaping their
]

1ips cqprectlyhfdr qbod oral resonance, Miss Stafford watches

students individually while they say all the vowel and diph-
thong squnds.27: She insists that students keep £heir tongue~
ﬁipS,behind~£heir 1owér teeth for vowel sounds, so that the
soﬁnd can resonate fully in the mouth with as'littlé obétruC~
tion as possiblé. Miss Stafford's worktfor lip~shap;ng was
eépeéially‘detailed and thorough. \

Some of Miss Stafford's resonancé exexrcises, using
only the prolonged “MMM',‘\Sound,28 are related closely to
breath control éxercisesl as‘;=have mentioned'in the previous
chaptér. VWhilé she is emphasizing résbnancei Miss Stafford

stresses the need to place the sound "forward" in the face

"mask" rather than conc¢entrating on the breath pressure which

initiates .the sound.
In more advanced exercises, Miss Staffoxd asks’
I .

students to say strings of sounds containing nasal, consonants

-

. and vowel ‘sounds, such as "Man-meng-ming-mong-mung", with

"intentions" behind the'éounds.%?

X : A () |
think of a definite sentence like "I will not see you to-

-She suggests that students

morrow", to give meaning and intonation to.the sounds.

She also asks students to sustain specific moods,

- ' [

27

SeeLAppendix'M, EkerciseAS, p- 171. - -

28Seé,Appen,dix M, Exercise 6, p. 172.

. szee Appendix M, Exercise 8, p. 172.



\

: .70
1ike "joy", "anger", or "deSPalr" Whlle they are making pro~
‘longed "MMM" sounds. 30 ‘ | ‘

These advanced exercises, containing "moodS" and.

lntentlons" typlfy Miss Stafford s use of "emotion" to
create extra vocal energy for carrylng power of the Voice,‘v
as well as linking the exercxses with aCtlng | The exercises

i

are remarkably effectlve for produc1ng strong ‘and carrylng
tone. : ﬁs : p |
) To glVéﬁghe student an awareness of Js1ng resonance
for progection, Miss Stafford sometimes suggests that the

.student sends the "MMM" sound to a specific p01nt in the

31

room, either in front" or . behlnd hlm. This 'type of exer01se

Q
helps to produce strong "forward“ resonance although there

1s a poss1b111ty that the student ‘will tense ‘his throat in

the effort to "send" the"sounds for any‘ébnsiderable distange.

Only very'advanced students, in my view, are likely to

beneflt from thls exerc1se., e

Miss Stafford is the ‘only teacher who does not use

piano accOmpaniment for'any of her resonance,exerc1ses.
, ,

Students learn singing as a separate subject, which helps

them to %mprovevthelr vocal tone. Her approach, however,
e ST ’ .
does not provide the important link between 51nglng and

spoken tone, which Dr. Machlin and Professor Parks effect

[

30

See Appendlx M, Exercise 7, p. 172.
‘ L3lsee Appendlx M, Exerc1se 9, p.- 172.

f
!
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all nasal consonants and vowel sounds.

_carrying-power.

. . TN P O '
s . : . , o
.
. B
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\

through singing~and—speaking transitﬁon exercises.
When students are reading‘poetry, as advanced

exerclses, Miss Stafford asks them to use full resonance on

;

SUMMARY

(a‘"é

' The four teachers use many .similar exercises, based

-on prolonged vowel or nasal consonant sounds, to develop

resonance. .
; . \
) N '

Allhfour.ﬁeachers'use identical exercises for the
soft palate, and‘their~exercises'fdr lip-shaping are. similar,
though they vary 1n nunber .

The basic aim of most exer01ses is a "forward"

placement of resonance, in the mouth and nose, for good

1
N
3

1 : ; .
The singing-speaking transition exercises of Dr.
» ' ‘

Machlin and Professor -Parks appear to be an extremely effect~

ive methoa'oﬁndevéloping full, resonant'téne in the speaking

voice.’ | | “
Dr. Machlln achleves "forward" placement of resonance

malnly through the addltlonal breath power requlred for .

Slnglng tone. She uses "llstenlng as a guldellneufor'

-

students, both 1n1t1ally and‘s a per:.odlc means of checklng '

/

progress. The . "llé!enlng" exercises are useful provided

'they -are not used so frequently tha; the/’t\aaﬁt pcomes - 7

. e

self~consc ious br ‘1scouraged

>
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Robert  Parks encourages ﬂforward“ placement of K
resonance by alterlng the head posxtlon, to make students :
\\aware of the sensation of strong vlbratxons in the face. |
N Miss Balos also concentrates on "feellng" head

vi ratxons fox "forward" placement, but she pays’ more atten—

ion than the other teachers to freeing the passages of

onance through specxflc exerclses for the throat, jaw,
s and tongue | ~ |

. MlSS Stafford employs both "muscle sense" to develop
strong resonant vibratlons, and "emotion" to develop extra

"vocal energy for progect;on.‘ Her methods appear to produce

; A
xesults very swiftly.
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K - PITLH RANGE

[ ! '
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5

Most Voice-teachers follow the training for'vocal'
resonance with exer01ses to extend the pltch range of the
volce, to add varlety to vocal tone.“- o Ty

\

Pltch changes, ' from hlgher to. lower tones in the

fvolce, are caused by muscular actlons whlch alter' the ten51on

and densxty of the vocal cords’as they vibrate.

Increased tenslon and thlnner mass of the vocal cords.

Al

results in higher pitch, while decreased tension and thicker

r

mass of the cords causes 1ower pltch
.q’l‘

Impulses from the central nervous system dlctate the
muscular actlons which change the tension and mass of the .
vocal cords. These muscular actions are almost 1mpercept1ble

klnesthetlcally and . changes in p;tch are heard, qggreﬁsthan

felt, by the speaker.,

s

Changes in pitch are“related‘closely to'changes in

the speaker s ?aﬂtal and emotlonal attltude, and the use of

pltch is almost inseparable from the communlcatlon of meanlng

. -and. empha81s in speech‘ For thlS reason, most V01ce teachers

o

introduce exercises for pltch development late in the R

‘tralnlng, to. form a loglcal brldge w1th Speech tralnlng

Although V01ce-teachers use s%me lsolated sounds, or )

musicalvnotes “in pltch exerc1ses, they frequently 1nc1ude

0
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.'relevance to thls area of Vorce~tra1n1ng. Volce teachers do,'

l"fall}of yocal pltchhon eachpsyllable,

' ) . ' wor .
+ 0 . St X
[ N . \ } A at
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Ve
¢

words "and sentences to connect pltch range w1th speech

v

“ Volce teachers also tend “to delay pltch tralnlng

v

unuhl students have learned to produce relaxed and resonant

et

tone, wrthln medrum pltches, because over-use of hlgh and

-

low pltches can easlly cause vocal straln.

Py ’
et

Because the muscular actlons whlch cause alteratlons

in pltch cannat really be felt,‘"muscle sense has llttle

e

however, re- emphasxze the relaxatlon of the throat muscles, [
t

Loy

‘to allow free and unhampered movement of +the vocal cords. o

e

|
The emphases of "listening" 'and "emotlon ‘are both ;

-evident 1n methods of pltch tralnlng Teachers emphas1ze

a Yo

‘“llstenlng“ so that students learn to’ recognlze and match,

dlfferent musrcal and vocal prtches.' Some teachers use

emotlon to show the student how different pltc es, reflect
a varlety of mental and emotlonal atthtudes. i

The four teachers 1n’thls study follow much the same‘.

\

procedure for developlng prtch range, varylng chlefly in the

' \ N

_ degree to which’ they empha51ze "llstenlng 'or "emotlon in

[ . oy a

4

their’ exer01ses. ‘ CL

Two of the teachers—-Dr Machlln and Robert Parks——

students aware of p0351b1e varletles in. pltch and 1ntonatlom

Students reproduce spoken pltches by plac1ng a. serles of dots .

LG
.
over wrltten sentences to represent the approx1mate rlse and

» b
v ro

- ) . . . . i K .t
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These pltch transcrlptlons are based on. Hermann

. _, . \

. - Klmnghardt s system of marklng 1nt0nat10n1\ also-knbwn as

o the "Dot and—Tall System."' The transcrlpts resemble a sxmple

form of muslcal notation. : & ST o _' .pw‘
hpp, Machlln begins’ exerc1ses for pltCh exten81on by
. teachlng students to make pitch transcrlptlons of dramatlc

dlalogue, or ordlnary.conversatlon, u51ng the “Dot~and Tall

t '

System "2 She stants w1th these exercxses to make students

' \

aware of the var;ety of pltch lntOnatlons whuﬁ?they could ,

Wi Cn

“\use when delxverlng materlal and to give- them a means.of

plannlng deflnlte pltch variations when they are preparlng a : ,
I ﬁ ’ ' l .

‘Dr. Machlin combines "listen%gé" exercises w;thlthe

poem or speech

use of p;tch transcrlptlons Studens\;'for instance, tran;~ e
c

scrlbe the pltch varlatlons used by ors on recofdings and

then try to reproduce the #ame ‘pitch’ varlatlons themselves 3

These exer01ses, although somey t mechanlcal 1n my

T
Jog o

opinion, are' helpful as’ an. 1n1t1al step, to make students;ti
" aware of the exp§£551ve use of’ pltch, prov1ded students do
not. use them exce551ve1y to the p01nt of becomlng 1m1tat1ve

While students are learnlng to make transcripﬁlons,‘

Dr. Machlln uses 51nglng exerc1ses and combLned speech 51nglng‘f

T . . ) ; .,/.,/ .o . i B 8 . | ‘ |

! lFor a fuller descflptlon of Kllnghardt's system of -
1ntonatlon marklng, ‘see- Appendlx N, p 173 ‘ o

2See Appendix 0 Exerc1ses L and 3, P 176

3See Appendlx O, Exerc1se 2 p. l7§.
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transition oxdféiﬁoé for pitchsdevelopmont.,

+

Firatly, students sing tho "Ah" sound, matching
‘muﬁical notes on the plano over the spacae of an octave! Next,

»

they substitute the words "One, two, three, four, five, six,

seven, aight" for the "AR" sound, and sing the words up.and, .

. \ \ . .7
down over the sama notes.? N ,

‘Dr. Machlin thongmakes a transition betweon'singind
. ' { .
and speaking by asking students -to sing the numbers-from "One"

to "Eight" over an octave and to speak each number in the

same pitch immeqiately after singing itl>
i . ) . _
In more advanced exercises, students alternately sing

LA
and speak a series of numbers in rapid auccoqplon, resembling

-

the rise and fall of pitch over ap cntire sentence. 6 )

These transitions between sxnging and spoaking, A

_which ﬁre slmllar to those whach Dr. Ma?hlln uses to dcvolop
resonance, are a valuable method for strctchlnq pitch range.

T
i

Dr. Machlin develops “slfjinq" changés in pitch by
" asking & tudents to make long, con

inuous rises’ and falls in

-

pitch on the following sounds-“Mah, mawy moh, moo, mow, my,
may,,me."7 This series of sounds begihs with,vowel sounds

'QOQmed at the back of the mouth,,which are naturally low in

v
-

- 4gee Appéndik 0, Exercise 4, p. 176. "
5See Appandix 0‘ Exerc%se 5, p. 177. ,
6See Appendix 0. Exercise 6 p 177. oo t .

I " T%ee Appendix O, Exercisé’? p. 178.

[ ; .
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pitch, and ends with hidh "front" vowals, whicé'arc high in-
pitch. l -

Thé other teachers uso similax excrcises {or "sliding"
sounds, which are useful‘bocause they are closer to tha
"aliding" character of most spoken pitches than\muéicql notes.

More adlanced students work in pairs to practice
pitch "builds." TFor this exercise, each sthdcnt speaks a
singde word, such as}{Yes"or "No" in érogress?vely higher
pitches until both students have reached tﬁe top of their
vocal range.S‘ The process is'then reversed, so that they \l
speak in descending pi;ches on each word until they réach
the bottom of their Voice range. All the teachers use similar
form;’of the same exercise, which encourages the student to
afplore the full :;nge of pitch levels in his voice, bétween

the highest and lowest extremes.. - ' \ .ot

A ‘ P

Dr. Machlin also tells studen&s to experiment with
the use of a variety of pitches on longer phragzs such as
“Oh, no not again! , I can't take it1"?

Finally; students read aloud from poetry and dramat{c

material which demands COnaiderdble use of ‘pitch varlatlon

—r

1istening”™ exercises

~

-

N , .
8see Appendix 0, Exerc1se 9, p. 178.5

A LY

9See Appendxx o, Exercise 8, p. 178.

10gee | Appendixlc, Exerﬁ;seqlo, p- 178. &7

\
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L

later in the t aininq to show students how high and low
pitches can be uscd offectivoly as aids to characterization
in acting. These exerciscs involve listening to character

voicaes used by actors in recorded plays.ll
A

Robert ‘Parks' approach to pitch development is very
similar to Dr. Machlin's work in this area.
‘Although he does not ask studentslto listen to
fecordings of plays! he suggeésts that they listen for unusual

pitch qualit@es in other voices which they mey be able to
incorporate into voice characterikations for acting.l? /
He also begins pitch development with pitch transcrlptions,
~using Kllnghardt s lntonatlon marklngs, to show students' hon
pitch can be varied to convey different meanings.l3f'

‘? ~Like .Dr. Machlin, Professor Parks works initially

w1th a piano- to train students to reproduce different musical

pitches. Students match the musical notes over the space of

N ]
about an octave, using the sounds "Ha," "He," or "Hi.".

L Y . r . . .
e T . A . R .
-Thése sound% are then alternated with "EE‘and NMAK" sounds.14

Students ‘also speak the sounds in the same pltches after /

singing bhem, on the same pr1n01ple as Dr.’ Machlln s 51nglng~

- speaking transitions. T
. . [ ]

After using single'sounds for singing-speaking

2&See Appendix O, *Exercise 11, p. 179.
< 128eé Appendin_P, Enercise 1, p. 180.'
1?See Appendik P, Exercise 2; P. 186.

;14$éé Appendix f,'Exezc{ses 3 and q,; p.'180.

4 '

' : S , .
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transition exexcises, Professor Parks asks students to
sustain longer phrases and sentences in sung and .spoken

\ pitches.15 !

When they are able to sustain longer phrases in a
single pitch, both ih sung and spoken sequences, students

attempt to introduce vatiety of pitch into the phrases, even

' though the overall pitch placement imay be extremely high or
low, 16 ' - ‘A ‘d ) |

Professor Phrks emphaslses the Qké of varied pitch

becausd heimalntalns that students tend frequently to raise

their overall éitch,level and reduce variety in pitch when

they are asked to "project" their voices on stage. The use

of. pitch varlatxons in higher voice levels, partlcularly, is

therefore a useful preparatlon for "RIOjected" voice use on

‘ stage.

Professor Parks sometimes loosens thelr neck muscles by

-

Whlle students .are uslng hlgher pitch levels,

massagin them w1th hls fingers, to ensure that students are
9 g

AY
)

not tensing the throat to produce these sounds. This 1imited
kihd'of'manipulatioh is- the only use,of "muscle sense" by
Professor Parks” for pitch exercise§

J

»_Professor Parks develops slldlng" pltch w1th an

s - -

ise in which students "swoop" from_thelr lowest pltches

to thelr highest on a single word, such as "woo,ﬁ This -

, . '
15gee Appendiw P, Exercise 5, p. 181,

ee Appendix P, Exercise 7, p; 181,

K
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exercise is almost identical with Dr. Machlin's cxercise for

sliding pitch, though Professor Parks doaes not use the wide

Al

variety.of vowel sounds ocontained in Dr. Mfihlin‘s exercise, 1’

For morefadvanCed students, Professgr Parks uses:a
more elaborate type of singing~speaking‘pransitioe exercise,
which he calls.an "Opera" exercise, 18 Students sing alterpate
;ines'of a'learned‘séeech to each other, improvising the
melody, and simultaneously perform the actions‘of a simple

~scene, such as laying a breakfast table or boarding a bus.

After singing the lines, they repeat the scene in spoken
) .

~dlalogue, trying to maintain the wide variations in pitch.
which they used in the'sung version.

. . . ~ . \ e .
ThlS exerclse‘ls particularly imaginative and

effectlve because it links both sung, and spoken pitches with

.a simple form 6ftimprovised acting.

¢
Advanted students work with a variety df dramatlc

‘ materlal to explore the use of dlfferént pitch 1ntonatxon§

\
pob
»

'% Miss Rowena Balos emphasizes "emotion" in many of

‘her exercises'to develop pitch‘range. Some of her basic  *

\‘ exercises, however, resemble thosc used by Dr. Machlin and

N, Professor Parks. o o \

. As an lnltlal exercise, she tells students to explore

v?ﬁm placement of hlgh and low sounds using only sxlent

, £ . :
é; 17see Appendlx P, Exer01se 6y p. 181. . -

18gee Appendlx P, Exerc1se 9, p;'181f S .

-

' ' ! ) ) 3 ’ )
e o oo
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breath.lg This exercisé is advantangeous because students
” [

learn to adjusththe.organs of speech for high and low pitchesF
without the dangef of irritating the vocal cords, since the
cords do not vibrate to crcate sound.

| When students mapchdmusical pitches on the piano,
Mlss Balos stresses the lemotlonal“ quallty suggested by

1 P i .
higher or 1ower notes’. .%he suggests, for instance, that
* N

N

students equate Jow hotes with "lazjness" or "malevolence"

and’ higher notes with "excitement" o% "fear"‘zo BN

’ Slmlla:ly, when students sing isolated sounds, such

as "Ha", with plano accompanlment Mlss Balos 1nst£uéts<$hem
:hntor"join the sounds together x;ke a thoughpﬁ and to "smile"

3 M

while they are making the sounds 21
These exerc1ses, then, are similar to thOSe used by

Dr. Machlln qnd Professor Parks insofar as students match

musical nates on the piano, but the exercises also remind

the student of the ultimate purpose of pitch use, to reflect

-

thoughtsfandtemofional states.

’

' In exercises wlthout a plano, Miss Balos sometimes ' - ,

tells students to “twckle" her with a sound or to "get

PO ! _— »
someone out 'of the room w1th a sound" » This is an.opllque

¢ |' .

method of asking. the student to create sounds in dlfferentl'

..(

- *

19See Appendix Q, Exer01se 1, p. 182.

20See Appendlx Q, EXerClse 2, P .f?;\ o T

,@ .
‘2lSee Appendlx Q, ExerC1se 4 p.' 182.

.
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pitches and intensitles 22 The exercise helps to stimulate

«

'the actor's imagination and provides a less rlgld form of
exerciseé than the standard matching of musical pitches.

In this type of exercisé, Miss Balos stresses that

Students should not copy sounds which she makes, but should
try to develop their own sounds .

o When students are maklng 1solated sounds, such as

"EE" or "Ah" in high pitqhes, Miss Balos tells them to bend
thelr bodies" from the walst and shake their necks and torsos,

5

to” ensure that they are not using undue tensmon to create the

”sounds.23 This is the'only evldence of the use of "muscle

-~

sense" by'Miss Balos for pitch training.

The aim of shaklng out the body" in this exerclse is

the same as Professor Parks manlpulatlon of students to
N

y Loosen thelr neck muécles durlng pltch exercises, to avoid

unneqessary ten51on.' As in other areas ova01ce~tra1n1ng, .

|
. "

MlSS Balos prefers students to achxeve muscular relaxatlon‘
w1thout provxdlng dlrect help herself, through manlpulatlon.
To develop "slidlhg" pitch soUnds,'Miss Balos uses

the same exerc1se as the other teachers. Students make
VYo

contlnuous pltCh "slldes" from lower to hlgher pltches, and

’v;ce versa, u91ng "EE" and "Ah" sounds.24

s

L
Mlss Balos also. 1ncludes exerc1ses for pltch "bullds \
L : B o o | »

*

- .2%See Appendix Q, Exercise 3}'p:518§:‘,- Y
1f23See Apbeﬁdiqu,,Exercise16( P. 184. RN 8 ];v: Y

ZQSeeghppendix Q, Exercise 7, P 184.'

L
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which are 51milar to those used by Dr Machiin and Professor
;arks.. Students "answer" words or phrases whlch Miss Balos
; speaks in dlfferent pitches and "moods. ’for instance, MlSS‘
| Balos says the phrase,‘"Wlll you?" rn a. varlety of “moods"‘

and prtches, to which the students reply "Yesl" or "Nol" in

an approprlate pltch 25 Miss Balos tends to do this exercise

4

in a selectlon of random pltches, rather than contlnuously

naslng or falllng pltches. | " -
; N C 1 ,
In a Variatlon of this exercise, Miss Balos says the
{

word Uit el to the students in a varlety of "moods“ and inten-

'sitles, to whlch the students give an approprlately pitched-
P Y ’
N response, using the same word 26

' -

Advanced studénﬂs‘pe both prepared materlal and

improvised scenes with strong "emotional" demands , to achieve
Amp ;
_ ; A o -

)

a controlled use of pitch, for acting.. - ST

Miss Stafford, like Miss Balos, favours the use of ' -
] ‘ N -

/"emotlon" 1n pltch exerclses. o

yid

o | She 1ncludes feWer exer01ses spe01f1¢ally for pltch

- than the other teachers becauSe she lntroduces pitch use at .

.

an earller stage, through the use © “moods :and emotlon"

. . .

" .2%see’ Appendix Qi Exerciserg, 'p:' 184, .,
Mo 26gee Appendlxﬁaz/;;ergfsé 9, R 184,'55 ]
oL 27

. ,  See Appendlx I Exerc1ses 6 an
Exercise 8, PP. 157 and 172.- ~

8,
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"MMM" sohnd An, resonance exercises, different‘"moods" such
| \

as "Joy" or "Sadness" alter the pitch of the sound, as well

! ' [

1

as encouraglng a "forward" placement of resonance .,
~ {

| ‘ Although she uses the same "MMM" sound 1n some pltch

i

exer01ses too, MlSS Stafford suggests a wxder variety of .

\

' l
. "moods" suoh .as “Fear" "Anger" “Arrogance" and "Sarcasm",

! Y

5 ".. which callfﬁor more extreme changes in pitch, than' the
h l . .'”‘
X resonance exercrses 28 n1hese exercises are effectlve for

-

! advanced students ‘to connect pltch use with "emotlonal"'

states for actlng, but they do not encourage the use of as

I

a .
‘many gradatlons of pitch as, for lnstance, the singing- speaklng
S, — o 2

.

' transltlon exerc1ses of Dr. Machlln and Profgs%or Parks

' .

Mlss Stafford relies a great deal on work done in

"

51ng1ng classes to develop ‘the student s ablllty to match

1

¢ muslcal pltches She does, ﬁOWever, 1nclude occaslonal
. £

exerOLSes in which she usesmﬁ plano to make - students .match

[ .

‘random muslcal notes, or explore the- mlddle ranges in thelr'

v01ces by SLnglng notes that are close to the .mlddle"_

A 2 ‘ B "
pitcéhes in thelr v01ces 9 )
She also asks studentS‘to~say strings of sounds like:

1
1 v

"Man, men, mln, mon, mun" w1th deflnlte "thoughts or .

.

&
. "1ntent10ns“ behlnd the sounds, SO that the. pitch 1ntonat10n

.

*of the sounds alters accordlng to‘the "1ntentlon" whlch the

: o L \oR

- : » 238ee Appendlx R, Exerc1se 3:\ p. 185. Q S >

* *

29See Appendlx R, Exerc1se l, p. 185." _— . '/f——
i N f . e -
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student has ip mind.30' This exercise, again, is very similar
: Y ‘ . ‘
to some of her exercises for resonance. | v

For pitch'“builds," students repeat singlewwords,
ot
such as’"Yes" or "No" in proge551vely hlgher pxtches, to

reach the top of thexr range, or‘speak the word in progres~‘
sively lower pitches to reach the'bottom of their range.31

- The exerclse is similar to those used by the other teachers'y

' .

for the same purpose

o -

Although Miss¥Stafford's use of "emotionﬁ'is an
effectiveémethod'of linking éiteh‘tse with acting, partice
ularly for adVanced studen%s, her work in pltch development

appeared to be leSS detailed and thorough than the other

‘,m

Summary T ‘ , | oo . W* |
. ' ' ﬁ' f ’,
, Altho gh the four ti?phers use some 51m11a§ exerc;3es*

) for pltch development Dr. Machlin ahd Professor Parks twﬂ~,

0 Cmg

emphaslze "listening" in tHeir éxercises, while Miss Balosm e "

'

+ &) . +
i

and MlSS Stafford favour!"emotlov" 1ntmhe1r approaches.

“?bag‘:/

use very similar

Y

4+ Dr. Machlln and ‘f
.exercises. Both teacherewuse pl ¢h t

help students to become aware,”lnitlally, of the use of pltch
. X Y - J.‘. " " )
for Vvocal: varlety.. An extended use -of these exercrses'

however, would make students imitative dand unorfglnal, 1n my

[ N
. -

, 3OSee Appendlx R, Exef01se 4 p 186 .

315ee Appendlx R, Exerc1se 5. p. 186 =

s
a ' ’ . ¢ LN
N s .
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oplnion." ' ,
. Machlin and Professor Parks also use similar
81nglng~speak1ng transition exerclses whlch provlde a useful

llnk between sung and, spoken, pltches and help to stretch the

student s pltch range - ’

Both teachers hayg the same -exercise for developxng
"slldlng" pltch, although they use dlfferent words, or
sounds for the exer01se Dx. Machlln“s use of "hlgh" and co
"low" placed vowels for "slldlng“ pltCh is a partlculanly

~

comprehen31ve exerclse because students learn to- "sllde

\vp1tch on all the vowel ,sounds in spoken Engllsh The other

‘teachers use only one or two dlfferent vowel sounds for

ST

L}

. N oo . : 5 . " e AR
« R S . [ . e h )
. LR * . . - .

\exerclses Ih "sliding" PltCh . ,f!'] i

.
T !

Y Professor ﬂarks' "Opera" exercise i an extremely '

\

useful varlatlon of. the smnglng speaklng tran51tlon exercises,
h ]

because it lnvolves a' simple form of movement and actlng as

¢ ' "l»
v -

well as- developlng pitch range e .
Miss Balos and MlSS Stafford both emphaSL%e “emotlon
in their- pltCh exer01ses, whlcéais an effeptlve method of

show1ng students how pltch use can be 1ncorporated

-

actlng. . ' : _— P

-

pltches more thoroughly than- Miss Stafford by u31ng a plano o

in many exerc1ses. - Co N h_- ‘ ;

Stafford however, 1ntroduces pltch use earller

Y
o

' Mrss Balos llnks "moods“ w1th the matching of musital\f

'.'than the o;her teachers by 1ncgrporat1ng "mood" pltch changes\ ;T”



N

'1nto some of her resonance and breathlng exercxses
ig a

.i.s  Miss Balos uses more "random" pltches and lndlrect

suggestlons to the students than the other teachers, to

develop pitch varlety Her . exerc1ses are especxally 1mag~
lnatxve and ' connect pltch use effectlvely w1th actlng |
Both Miss Balos and MlSS Stafford use exercxses for

pltch “bullds" whlch are slmllar«to those of the other ;

;. hers. Mlss Balos also 1ncludes the same exercﬁse as

' d

Machlln and. Professor Rarks for slldlngv‘pltchr

MlSS Balos' and Professor Parks are'the'only téachers
e L

who use any form of "muscle sense" in pltch exer01ses Their‘

-
» i

hse oﬁ muscle sense lS restr1Cted to an ?ddltlonal relax~A

N '
atlon exerCLSe, to help students to a001d neck tension whlle‘

they are developlng pltch range. . ProfesSor parks- uses directw

’

, ~man1pulatlon to loosen the neck muscles, whlle MlSS Balos

tells students to ' hake" out thelr necks and’ torsos. to’

,\‘, ) !

loosen the muscles

. .
X . . . . . )
' o { . . . 1
' i

Vo

|



CHAPTER VI . .
Y. ., *  _PROJECTION . .

After students have developed thelr volces fully

[
il

through exerclses for relaxatlon, bréath control, resonance . ,

" /

‘} and pltCh ran@%, V01ce~teachers usually complete the tralnlng

'

.!wlth exerclses for volce'"prOJectlon,f‘so thdt the student

\ ) q‘u‘

%an learn to adapt hls voice level for aUdlblllty 1n,d. rént

' '
. h . . ] ) ., L ]

. working spaces.\ o . o BTN : ‘,,, \

n

3 © voice- teachers ‘do not generally regard prolectlon" fo
N \c, 4 X A .

. as.a'separate area of 'Voice- tralnlng, but prefer to thlnk of”

'y r" .,

it as the comblned use of all the elements of V01ce tralnlng,

) \

dlscussed prevxously, to achleve full and carrylng vocal

ey Sound. o , o A : I

Lo ;; irMany Volce teachers are reluctant to' use the word -$“

"t

pro;ectlon because they malntatn that.. 1t encourages students

t; . ! * ‘ o
g to push" or: "force the v01ce to achleve greater volume.‘
They belleve that if the actor is relaxed and his use of
' .
breﬂth control -resonance and pltch range is developed fully,

LY A‘ P

.-‘ * 1y !

“‘rﬂ v01de "progectlon"'w1ll "takeocare of 1tse1f.
‘EJ ?; \j:.Although thepé is somé'’ truth ln thls contentlon, most'
J}”vVolce\teachers nevertheless»lnclude addltlonal exerc1ses td -
help actors to project thelr v01ces in spaces of varylné s:|.ze.,‘v

»"" i . ’A\ s % i |

o v" o The f ur, teachers in thls study lnclude 51m11ar ‘,5’




\lv

,dlffer consxderably in the extent to whlch they use them. w 3

. ‘ D Machlln belleves that actors should learn toA

.
" . .t ‘ 1‘

adjust thelr speechtenergy accordlgg to the varlable
acoustlcs of the . spaee 1n whlgh they are wonhlng ,‘Vﬂ ;‘ e
| She uses’ both dlfﬁerent spaces and tape—recordersl
o as aids for ach1ev1ng good projectlon; f j‘ [:"h"'»AH’
o WheneVer p0551ble: she &orks 1n areas varylng from ldlh

;:~{ small theatres to large halls, to accustom students to us1ng :

¥ " their v01ces in bUlldlngs with dlfferent aCOuSthS.J Thls is I
\ ST

aiusefulrmethod of.show1ng students’how to adjust their vocal

1

“

. energy: accordlng to the . sgace in whlch they are worklng."j E R

Lo e, an o

o ﬂ DU nIn a.\arge classroom, Dr. Machlln uses\an exercxse 1n
N .‘ v o TS ",.\o«

L wthh two actors face qash Ohﬂsr' ‘a few feet aiant' and .«;TfQ.;

b /
‘gradqally retreat backwards in oppos1te dlrect ons &hlle

) [ERPPRREEN J

- speaklng alternate llnes of dlalogue to each othr.v The arm ,-'f
‘ v , T N
“of the exer01se 1s for the actors to malntaln the*same degree '

»
: .

[ Y

of vocal carryrng~power throughout the change of dlstance/ o P

between them., -»‘“ ‘ | : },3 e .
- ¥ L cel 5 L] ( PO '.‘\

.y

fl% students on thexstage and the otherv‘

the balcody For practlce materlal/ the

or speech Whlch they know by heart.a. ;
1 Co S . /~" o - i’
'wAn actor on stage starts w1th the flrétall e, or RIS
, i"J : ~
i

o sentence, speaklng 1t to the actor opp051te hlmlln the fh;@fm

balconx, who replles w1th the second llne.t T 1s procedure ,f%}}
SRR . 1y . . ‘ .1-' R .

contlnues, with alternate llnes from the stage and balcony,,btjgﬁﬁ
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to achieve proaectiqn with.easy naturalress of mouth and

breath action and to avoid shouting or straining.

Students also present full speeches individually
* from the stage to other sxudénté sitting at the back of the

t o
theatre to test their use of projection and to discdver

’ ‘e s .\
whether they are using dlstractlné mouth movements or

' gestures while théy are performing.

Dr. Machlin asks students to test their power of
projectioy by recording a speech on a tape recorder with the

microphone placed 10 feet‘away from them. They play back
: e
the recordlng to assess thelr achievement in pr03ection and

¢ »

on successive repetltlons they increase thelr dlstance from

. the microphone while trying to maintain the same volume and

L}
[}

clarity of the initial recording

Dr. Machlin's exercises for projection are more S

-

numerohs than those used by other teachers and they are an

efﬁectlye method of making students aware of the need to
'adjust %heir’%oices'to a~variety of working spaces.f
. <) o ,
Professor Parks dces not like using the word "pro-'

:jecéion" because he feels that thé word sﬁggésts that the

vbice can be pushea or:extended beyond thevacpdr "like tossing

a bageball." ) - B |
Hérmaintains that actors tend tofstrive for pure

voldme if they are asked /tb "project" their voices and as a

result they raise their general pitch level and 1bse vocal

.variety. He says that unless the actor can retain a variety

5
H

i ¢ i . ) ,
L - i
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: . . l
of. vocal tone, he will not achieve a believable‘extension of

~

the voice on the stage..

' ' A}
Professor Parks therefore encourages actors to

increase vocal intensity on lower pitches, particularly, to
L 4

achieve’ greater carrying power. He tells students to give”*\\__,

greater “intensity“ to sopnds, rather than referring to r
J

"projection”. h‘:_ . v ' ‘ B ,'Qﬁh

Since actors frequently tend to reduce their breath
‘energy on lower-pitched sounds, with a consequent loss in

audibility, this is an aspect of projection which requires

P

emphasis.’ Ce
While students ares working on pitch and resonance
exercises, Professor Parks reminds them,constantly to

preserve vocal variety, even’if the overall pitch placement

is high.or falsetto. )

More advanced students work occasionally in larger

+

spaces, such as halls and theatres, to make them aware\of

the vocal adjustments which they need to make to be heard
\ .. v . - * .
Vin a larger area. Professor Parks does not do this as -~ |
grequently as Dr Machlin. B ) . *

i

Like Professor Parks. Miss Balos does not refer

\

directly to pto;ection“ in her teaching approach She

\,
\
\ prefers to ask students to "let go . and share their voices",

//Eﬁcause she bel;eves that the term pro;ection" tempts

udents to force thelr voices in order to be heard This

.. : '
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‘ 10~~ .
"pushyp@ or "forcing” of the voice negates the student's

N

ab;llty to produce the,v01ce,ln a relaxed manner, says Miss-

W '

Balos.
A Miss Balos believes that if students use resonance

h)

fully, vocal sound will carry Withodthundue pressure. She,

saYs that the'deyelopment;og resonance is a graduai. rocess

-and she therefore does not tell students to work specifically

on volume or pro;ection..
Apart from telllng students to "share" thelr v01ces,

| R
Miss Balos somelimes tells students to imagine that they are

L3

addressing someone at a greater distance than usdal, or. that -

%

the space they are occupying iS'larger;than\it really is.
She does not, however, mekeja point of trying to work in
rooms of different;sizes, or thegtres,fto test projectiohv
Although M&ss Balos' concern hatvstudents should not
“push” their voices is ‘quite valid, I not think that her
lapproach hbips*the student to adjust his VOice to different
. : e , , ‘ :

physical spaces.A
LA

.Miss‘Kaﬁhleen Stafford uses the word "focus" insteed '

" of ”proiection" “She explains the term by saying that an

1actor sgould learn to "focus his voice to the ‘back of a

theatre in the same‘way that gh archer ,focuses" on a target,
¥

rather than on his bow' and arrow. This is a mental concept
of where the actor is trylng to get his voice"
. Like Profe#sor Parks, Miss SEafford feels that it is

particularlyslﬁbortant to stress the need for extra breath



N
i
1
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“'when the actor uses the lower levels of his voice on‘staqe.'

“

' She maintains that if the student dses a strong and
disc1p11ned stream of breath to support his voxce, he will

not revert to a low, conversatlonal vocal level whlch will

-

be 1naud1ble in the theatre. " ; .

‘Miss Stafford believes that studénts need a great

&

deal of practice in projection before being éxposed\to
penﬁorﬁanoes. .She says that-if actors are not'suhfioiently
ugsed to projecting their‘voices without strdinf:the |
additional nervousness experienced in' performance can easily
. cause the actor .to use\high pltches, w1th llttle vocal
variety or "colourlng" - . ' L

Miss Stafford freqﬁently uses alterations in space

between'herself and the sEEQent &to encourage projection.

" she will, for instahée, sit- sogle distarice behind the students,

AR 3

or ih, front }’f them, and tell théﬁ{ to "reach" her with

) \
sounds or words.

In other exerc;ses'\ﬂiss Stafgord'tells students to

"focus“ their v01ces towards a dlstant wall or “outside the
~door". T | ” . o/

When'the>séace is«available;‘she usee'a‘theatre and

asks the more advanced students to dellver materlal elthei
facing out towards the auditorlum or “up-stage", with their -

2 backs to the audlence.‘ _ | - o { S

-

These exercxsesh whlch are sxmllar to those used by

Dr.. Machlln, are a useful method<of.developlngvp:ogected _”

AU SN
N B

3.7
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‘students. ' . s : o _ o
1 * :l ?ﬂ
» é\
/ o ' h ' ‘ A "\
Summary . - ' o ' ~\.' ' R

Apart from Dr. Machlin, the teachers in this study
are reluctant to use the word "projection". - ‘

1. Robert Parks prefers the word-“intensityﬁ, Miss

Balos tells students to "let go and share their'voices",Vand

» N

Miss Stafford uses the term “focus" . . : L

A

‘These teachers ayeid us1ng the word "prOJectlon"7

because they feel 1t encourages students to "push" &g

%

"force qgelr voices, rather than u51ng strong breath control
nd well- placed resonance| to achieve good vocal carry1ng~ D

power.
Although there is certainly truth in this contention.

directors frequently ask actors to "progect when they are, .

working in the theatre and|in my Oplnldn there lS Some value
" in maklng the student become accustomed to the term, so that

‘ \
he can’ learn to adjust hlS vocal energy in a relaxed manner

whlle he is still 1n tralnlng. " .

Apart from thelr use of dlfferent termlnology, the

four teachers all use some alteratlons in space, elther real

’

or 1mag1nary, to develop pro:ectlon, though they do sSo to a-

’

markedly dlfferent degree.r

/ Dr. Machlin usesﬂgifferent spaces far more frequently

.

h'than the other teachers.. In my ylew, her{argument that an

3
4

1
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-

actor needs to learn to adjust his. vocal energy to different

physical spaces is extremely valid. ‘Her use ofttabe'recordersit
appears to be a llmlted method of testlng prOjeCthD because : t\
dtape recordlngs can only reproduce sounds satxsfactorxly‘
' over comparatlvely'shont dlstances. S .f,ﬂx
athleen Stafford also works a great deal on, : -

‘projection both by asklng studehts to "Tocus their .voices

during resonance and pitch’ exerc1ses, and by using altera-
tions' of space. . ~ b '
. : ' . ~ N . ’ ' .
Robert Parks uses fewer .alterations of space for

projection exercises and Mi'ss Balos uses almost none at all.
ﬁ’b hd ‘ »
A Although Professor Parks and ‘Miss Balos work

K

indirectiyfon projection, by,encouraging studen&% to use A
greater breath energy and full resonance, advanced students

would beneflt, in my oplnlon, from a greater use of dlfferent

"

worklng spaces "than these teachers provrde in thelr teachlng

- ' tos ] \

-approaches.

L
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From the detalled examlnatlon of thelr teachlng yi~xﬁ;ﬂ?‘

i

‘methods for Voice- development lt 1s-apparent that the fodrfh“ggf

0

teachers in this study vary 1n thelr teachlnq approaches v] AR
accordlng to thelr use of “llsEEnlng 'muscle sense" and *“ij;j;
"emotion”. ( o . T

" In spite of these dlfferent emphases, all four :

[ Ty

teachers use a con51derable number of -similar, and even "7

1dentlcal, exercises for Volce-tralnlngt S 2

b ~

In my v1ew,.none of the three types of teachlng
emphas1s can be appiled unreservedly to all areas of V01ce—
\

development although each type of emphasis is useful at S
. some stage 1n'theftra1n1ng. In'almost all V01ce areas, a
‘ , /

mixture of the,different types of emphasis is advantageous,

in my opinion, in‘Ordervto préVide’a'comprehensive and well-
rounded training. An exceptlon to thlS is the type of ’ R

'manlpulatlon used by Professor Parks whlch requlres spe01al

-

2 tralnlng and cannot therefore be 1ncorporated ea51ly 1nto

‘other tralnlng methods. " T “ ‘ '} K . oo
, ' L X
‘"Mﬁscle senSe" can_ be applled most fully in. the

;area of body allgnment and relaxatlonf Exerc1ses for body

hﬁallgnment rely entlrely on "muscle sense" and the‘other .’ v
/ : ; A T

hemphases do not apply 1n thlS area.i "Muscle sense"'ls the".,
;predomlnant empha51s 1n relaxation exerelses as.well but“‘)

e : . A . . . ‘:
- ! b g : f'

"

7




i
. ’

’ . ) - \\ :
"llstenlng"pand "emotlon" can ‘also be used effectlvely in '
[ . i

thlS area to a, lesser degree.

.

The approaches of MlSS Balos and Professor Parks

»

supply the most effectlve and comprehen51ve exerc1ses for
body allgnment. The two other‘teachers elther use very few
X ‘ . ) . ’\. ‘ ' ," i ‘.
5 exercisesbfor this purpose or depend on,movement teachers to -
. SR ‘ ‘ el | )

correct body al"igment'_ K noo
Dr . Machlln relles entlrely on work done in movement

classes to correct body allgnment Mrss Stafford 1ncludes

nly three spine—stretchlng exerc1ses1 in her method

Although MlSS Stafford s exercises are useful for stralght—-
enlng the splnal column, they are not as complete as the

\
exer01ses used by Mlss Balos and Proﬂ\ssor Parks, whlch also

S
encourage good balance\and deportment as well as’ exerc151ng

the spine‘ lﬁ, , ~\

4 i

Professor Parks' series of exercises for splnal P
- |

movement and general deportment2 are partlcularly effectlve
{

apd Miss Balos' exerc1ses3 are excellent for developlng good | ~

]

p1na1 allgnment and bodlly 'alance.y

N The exerc1ses of both these teachers "ould be \

’comblned to correct splnal allgnment ana to gevelop the

"student s sense of balance and posture, excludlng Professor

. L

S . : Ve & Lo ) , : -
. R . T

B . "y

‘,j-j‘lf; lsee Aépendix E}fExercisesdfor b¢dy-ali9ﬁmentf-l to

2See Appendlx C, Body allgnment exerc1ses 1 to 12 p.lBl.J

3See Appendlx D, Body allgnment exerc;ses, l to 6, p.l36

.

-



' requlres spec1al tralplng in the Alexander Technlque.

/

| R ! Hs
Ll t
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W

Parks"use of manlpulatron forﬂsplnal allgnment Which*~

I A b

- . f
‘ Rl \ o Al

The type of manlpulation used by Professor Parks 19

At RN fl ) “k. e /

qut gppllcable, ln:my oplnloy"to-mdre Severe splnal S

w ot

"

dlsprders, and hlS other exerc1ses for body allgnment which

[ *“ ‘ s 4 N : tart
' o+ ".fa‘- & [l
do not requlre manipulatlon, can be 1ncorporated easrly into
N N rv\. M
other Voiceﬂtralnlng programs o oo,
L [ ‘ , - .

RN I
exerciSes,4 to . 1dent1fy relaxed vocal quallty,,are .a useful -

\ L

flrst step,.ln my 0p1n10n to shaﬁ the ftudent the ultlmate

-

purpose of relaxatlon eXercises.' o L o

r [} ’

Most of the ba51c relaxatlon exerc1ses used by all .

four teachers 1nvolve the use of alternate ten310n and ¢

relaxatlon of the muscles" throughout the body, w1th partic—"/
ular attentlon to th\\neck, jaw and face‘muscles. ‘

' Dr Machlln s series of tens1on and release exer—

cises5 1s more detalled and effectlve than those of the

other teachers, because the exer01ses 1nvolve every part ofV

‘the bogy, from head to toe.f The other three teachers base'

\

o thelr exerc1ses on‘the‘Same pr1nc1ple as Dr Machlln, but

.

they are more seJectlve 1n thelr use of ten51on—and-release

»

exerc1ses and do not attempt to ellmlnate bodlly ten81ons as

v v
.

4See Appendlx B, L1sten1ng Exerc1ses 1 and 2, p.1123 ‘
5See Append&x B, Body relaxatlon exerciseSZI:to 9,

*In the area .of relaxation, Dr. Machlgn s "llstehlng"'vi'
‘ 's




.

‘ other three teachers are, all performed lylng dbwn.

w

‘and' in Miss Stafford s approach, to stlmulate mental

L ,‘ ! o l
.n‘. . N

methodically as Dr Machlln. L :'“ _f AT

¢

Dr: Machlln also 1ncludes dlfferent ver51ons of her

o

tenslon~and release exercxses, ‘adapted to sitting- and

" standlng pos1t10ns, whlch are convenlent for teachers,who

have to work in a conﬁlned sPace. The exercises used by the

-
L) '
'y 1'"

&

.o
N '

act1v1ty as welIo, Ideally, energlzatlon exercises should o

serve both ﬁunctlons, in my oplnlon. L - S
N} ' ~ e ' 7 -
T - . Dr, Machlln s serles of energlzatlon exer01ses are

12 .
m

more detalled and numerous than those of the other,teachers

1 . \

and are the most effectlve method of energlzlng the body

after relaxatlon exerclses. Dr. Machlln s exerc1ses do not,.
_ 0
however, awaken/fhe student s 1maglnatlon or: prOV1de any ‘

"

11nk with actlng through "emotlon . e

In additlon to Dr Mach11 's energlzatlon eﬁerc1ses,“,

N0

\

therefore, Mlss Stafford's exerC1sesfchta1n1ng;"1ntent10ns"

and "thoughts"8 can be added usefully,‘ link the energlza—

tlon exerc:.ses w1th act:.ng and to stlmulate the( student s N

...'c

¥

s o ) . P, - PR By

. : . . . . Y

6See Appendlx B, Slttlng down relaxatlon exerc1ses

l to 6, p.126, and Standlng relaxatlon exerclses 1 to‘7, P, 127‘

8See Appendlx E, Energlzat@on exerclses 1 to 5, p 140_

All four teachers use- exer01ses to energlze the body,v*

. ] N )
- AR A
.

-
"

|

é

7See Appendlx B, Tran51tlon exerc15es l to 6, p.128*‘“‘

-
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,xof role playlngxanto energlzatlon'exerc1ses.

N ) “, ' . . ' . . o s , ‘ \ ;
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'3‘\f* MlSS Stafford s "Cat and—mouse"_exerc:Lse9 is a
!

partlcularly helpful method of 1ncorporatrng a: 51mple type,frw

r
' A .

- 't Yowod

' /

arks". relaxatlon exer01ses are“

‘

i extenere use of manlpd}atlon and massage 1n thls area makes

hlS approach more dlff’cult to 1ncorporate 1nto other f "{

=
\AA L

R

l°'the-”~-

head of the st‘dent lylng down and "rolls“ 1t to and fro to v“fh

~

’ *, N
teacher, sb dents can perform thls exerc1se 1n palrs,_wrthout

: K
L

further h 1p from the teacher. A, RS PR

.p.!‘v ‘,' ' l . ” i ' ' : ‘”‘N‘
L \Mnss Balos' exerclsell ln’Whlch students rec1te

» : [}

|
'
oL
1.

o

el

.

relleve neck ten51on. After an 1n1t1al demonstratlon by the ,
,1\“? !
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. ~"Muscle sehse ‘"llstenlng and: "emotlon" can thus‘ ‘3§L.

all be used to advantage in relaxatlon exerc1ses, although B Y
R _ \ SR

the st ongest emphas1s should be on. "muscle sense in my
X ~ ) iz ! . T
0p1n n, as the prlmary ob]ectlye of relaxatlon exerc1ses is

the removal of unnecessary bodlly tens1ons. |
All three types of empha51s are useful for dlfferent R

stages in breath control tralnlng.

TN

‘I t R ' ‘ o
"‘_ .,fDr. Machlrn s 1n1t1al‘"llsten1ng exer01selz isva

i '
v

helpful method of show1ng the beglnnlng student the purpose Lo

and appllcatlon of extended breath control Dr. Machllm's s

: more advanced “llstenlng" exercises, 1n\wh1ch students ~ H:;

i
- ‘

attempt to match the breathlng patterns used by aCtors .on
g ~ ?
recordlngs, areﬁdess useful -in’ my oplnlon, because they

) . .
W

could make students 1m1tative and unorlglnal . S
B The “muscle sense" exercrses uSed by Professor ParkslB\WV

and MlSS Balos14 are the most effectlve method of show;ng

t ,":v \ 4 ‘- ". p "

FRRRNTEN




. ; . . Ve i . . .
. . Lot . B . '
. . . " \ , . 3 1l :
. . , v !
N T LAY AN ) . ,»J\’\ ot 102 -

movement»and rlb expansronﬂand their exercxses of thlS kind .
S ! . \ ' '
are equally effectlve. Of thls type of exerc1se, Mlss Balos

Vo 4 ,

51ngle exerc1sels.whlch combinps both dlaphragm movement and

'
N

r1b expan31on 1s superlor ‘to the other exercxses because it

comblnes two aspects of breath control 1n one exer01se.

,o“,\

- _\ In addltlon to “pantlng"‘?"countlng »and pa01ng“"':
,"l‘ o \‘ { ' " "‘ ; . ‘~.. f
: exer01Ses, Professor Parks uses, a: cons1derable amount of AT

\

manlpulatlon to encourage free movement of the dlaphragm
Yo e e ‘

~and rlbs.‘ This type of manlpulatlon, agaln‘ requlres spe01al

_ﬂﬂ. tralnlné in the Alexander Tethnlque and cannot be‘lncorpo—f.'

. rated readlly into other teachlng approaohes.' lnvmy oplnlon,x

S o5,

thlS type of manlpulatlon is only necessary for students

Y SOy
breathlng exer01ses. o - vfﬂ =5I*§*TJ
’v ; \ B ,\ v . .

: g‘Jf.”. More advanced students would beneflt greatly from

\‘ A '_ A o . , \ . . . . ‘; -_:

Mlss Stafford s exercmses to sustaln "moqps"'through numbers..

v“

agwho have partlcular dlfflculty 1n respondlng to the standard

o
+ PF 4.,‘ - L

and séntences*é because thes_ exercises both 1ncrease the ,
use of breath energyhand 11nk the exerc1ses for breath 1led?" '{
control w1th the sus%alnlng of “moods“ for actlng o wf.fkhfygg‘

‘\ .o

progressxvely longer spoken um.ts17

are also useful for :J“. o




—

v

!
]
s '
advanced utudonts, but they are not as offectiva as

) \

Stafford's "mood" exorciscm because they do not incl\de any
use of Jemotion" and therefore have less rolcvance to acting.
N

. ) 8 .
The "fencing" oxeroxse] used by Profcssor Parks is

¥

a useful method of testing the actor's command of relaxed

‘breath control while performjhg movemant. This i§ a more

uscful exo*ciso, in my opinion, than M1 s Balos' "sighing
brcathgncxercisclg, which helps to dGYGlOp relaxed vocal
quality, but does not challenga the agtor's use of breath in
an écting situatioﬁ which calls for vigorous movement.

! ‘ji Dr. Machlinis cxerciges fof the stage scream20 and
for laughing and sobbing on stage2l are a valuable addition
to breath control exerciscs for actors} These exercises can

. .
be incorporated easily into Voice c14sses.. Apart from Miss

Stafford, who follows a procedu€é.similar to Dr. Machlin for

laughing and sobbing'oh stageZZ, the other-teachers do not

D

..include exercises for thse techniques in Voice classes.

.
A mixture of "listening" and "muscle sense" is
p .

. . ) , ‘ _
desirable, in my view, in exercises for developing resonance.

~ * . a

185ee Appen@ix G, exerqise,iB. pP. 153.
l . . .
9369 Appendix H, exercise 9, p. 155.

] . L3 .
20See Appendix’ F, Exercises for deve10p1ng the stage

scream,iexercises 1l to 8, p. 146.

21See Appendlx F, Exercise§ for laughing and sobbing,
l to 8, p. 148. o '

pg 228ee Appendix I, Exercises for laughiné and weeping,
1 ard 2. P; 158. B B



coy

\A,« ‘ 104
\\)b , .
"Emotion' can’/be incorporated, to a lesser degree, into |
advanced exerciscs 'in this area. . : . g

4

Dr. Machlin's "listening” oxerci50523 help the
beginning‘student, once again; to recognize resonant quality
in ogzer_voices, ahd are also usefﬁ%fﬁs'periodié checks to
assess the development of resonance in the student's own

volce.

Since resonance is "felt" as well as "heard",.fhe
4 25

+ L
2 h

initial exercises ofsProfessor Pérks? }and Miss Balos in

‘e :

which students feel resonant vibrations kinesthetically are

equally valid and useful and can be used in combination with

»

'7?i}§tening" exercises. '
S :ﬁ Of the exercises used by Professor Parks and Miss
. éélos to identify resonant vibrations, Miss Balos':éiarcise
”Combiping humming sounds with. head rnonemenltz‘6 is particﬁlarly
'effe?tive, because it enables students to feel the vibra-'
tions moving from-one resonance "cehtre" to another.
‘Préfessor Parks' exercises for identifying resonance
are slightly less effective because the resonancé "centres"
are "felt" separately by :he'student and are not inter-.

connected in a single exercise.-

-

?3See'Appendix J, Listening exercises 1 and 2, p. 160., '

24See Appehdix K, exercises 1 to 3, p. 165.

[N
4

25

\

26

See Appéndix L, éxergisesll and 2, p. 168.
'/ See Appeqdix L, exercise 1, p. 168. '

N

ey
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Dr. Machlin's method of developing resonance throhgh‘

‘ v 27

" binging-speaking transition exercises®’ is exceptionally

effective because students learg to bring the fullness of,
singing tone into their speaking'voicee. - These exercises
foctis mostly on "listening". ’

| Professor Perks uses similar einging~5peaking,

transition exercisesga, but he also adds exercise329 which

emphasize "muscle sense" so that students both "feel" and
L J

"hear" resonange.

His use of both’singing-speakihg transi-
tions as well a muscle 'sense" exercises is the best |
approeoh to:achi ving full resonance, in my opinion.

Miss Bqlos end Miss Stafford omit singing—speaking
;Les from thelr approaches, which, in'my view, makes

their tralning in thls area less complete than that of Dr.

exerc

Mach? in or Professor Parks:
‘ However, Miss Balos' exercises>© for lip, tonéue‘and
jaw movement, to increase oral resonance, are more detailed
‘and effecti;e'than those of the other teachers'and can be

incorporated easily in other teaching methods.

. . 27See Appendix J, "Singing-speaking transitions",
exercises 1 tao, %, p. 162. o o
2889e Appendix K, exercises 7'and'l3, p. 166-167.

ngee Appendix K, exercises 4 and 6,'p} 165-166

3°SGE‘ Appendix L, exercises 4,6.7,8 and >12, p’.b 169.
. SToEREER L e o

Y
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, of acted scene.

[ , ??Seé Appendika;'exércises 7 and 8, p. 172. - .

PN

All four teachers use the same‘exercise3l‘for , )

activatingithe soft palate, for nasal fesonancef and the’

exercises are equally effective. . , : ';

1

For advanced students, Professor Parks'!singing-

\

speaking exercise32,‘in which students élternately sing and,
speak lines of learned dramatic material, is an excellent

method ‘of extending.resonance exercises into a simple form

-

-
o

: .MlSS Stafford s resonance exercises employing
5 . ,

" "moods" 3 are extremely helpful, both for bringing resonance

"forward" into the face' "mask” and for linking resonance
exercises with acting. However, since these exercises are

aimed primarily at achievipng projection and because they may

lead to "forcing" resonance, theyféhdhld not be aﬁﬁémpted

<
—

until students have developed resonance'through more relaxed

~,

f‘- \‘: ' ! '
resonance exercises, such as the singing-speaking transitions

referred to above. o . P .

Ih=the area of pitch range, "listening" is helpful
for, beginning students, in my opinion, and "?motion“ is’
useful, for more advanced students.

The singing-speaking transition exercises used by

. H .
»
. . L
a 4 "

31See Appendix J, exercise 1; Appendix K, exercise
12; Appendix L, exercise 3 and Appendix M, exercise 4.

232

See Appendix K, exercise 13, p. 167.'

Ve



-107

Dr. Machlin and Professor Parks are an outstandinagmethod of

developing a wide range of pitch in the speaklng ice because

(]

: they encourage students to explore the use of a dgreat varlety
of musical pitches whlch they do not normally use in their

speaking voices.
Dr. Machlin's singing-speaking transition exercisesBih
neing a piano,‘are slightly more varied than those used by

Professor Parks35 -but, both approaches provide a-good method

\

of stretching pitch‘range in the speaking voice.

The exercises‘used by these two teacners‘are partic-
ularly useful for beglnnlng students, because the students;
can develop pitch range in a controlled manner by matchlng
musical pitches, rather than reacting to emotlonal"
suggestions, which conld lead to an uncont;olledpand even

‘harmful use of the voice. _ ;

Miss Balos' approach, using "moods">® ‘and random ‘ “
pitches37) is an excellent method of~enabling more advanced |
students to connect pitch cse with acting, once they‘have" ‘
developed a wide range of pitch through more "mechanical“f

7pitch exercises.

I

Apart from her pltch exercise §sifig silent "
AL ~ |

-~ "See Appendix 0,=exerc;\es 5 and 6, p.,l77- : "»*‘5

3gSee'Appendix\P) exercises 3 and 5. o 180.. o i

36See Appendix Q,kexe:cise 2, p-'18§h ",d,‘. : Vﬁ;*/.,

, 37See Appendix Q, exercises,3rand 95‘p;fig3; \\\\\'/)/

RN N
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breath , Miss' Balos' exerclses are not sultable for

I3 "

beglnnlng students, ln my oplnloﬁ because they do . not 3

encourage such'a wilde use of.pntch‘as,those of.Dr. Machlin
i) ‘ 1 ’ . i . " [y ! 5 ' ' N " - -t -
and Professor Parks. . o L, h

"

Miss Stafford(s method of‘developing pitch is less
detailed and effective than those of-the other>teachers.. , ,"

F
Her pitch exenc1ses are 1ncorporated largely 1nto breathlng

and, resonance exerclses and very few df her pitch exer01ses
can be %sed in 1solatdon from her total method

Dr Machlln, Professor Parks and MlSS Balos all use
very slmllar and equally effectlve exerc1ses for "Slldlng"
mpltch and pltch "builds".. - G

ﬁor advanced students, Professor Parks "Opera"

3 e

's an outstandlng method‘of llnklng pitch use

any one of the four teachers who uses thlS type of exercise. .

None of the four teachers use very many exer01ses C 4

3
o

for developlng pro;ectlon. " AN . T

of _the four‘approaches, Dr Machlln s exer01ses4° ,.a»A*

."_

are.the most: effective, in my oplnion, because students work

in pairs, at varylng distances, to become aware of thelr 2;7

- ; : N [ .- S e
»', - . . . . T . v T s R T
BTN .
: % . :
w4 .
o
r'L ‘

. ‘38

, ,siyi*i See Appendix Q, exercise 1: P- 133
?ﬂf>A ; véwagsee Appendlx P,i"Opera exerc;se,“\p. 181.;

See Dr Machlln 's ekercases in Chapter 6,,p. s?tgg{-’l

TRt R

', &‘
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ablllty to "reach" another vocally, rather than relying on

'ectlon. ‘The

-

other teachers do not use thlS methbd of workln
. . ' \ N

\\the teacher to act as a "monltor for good pPY

? in palrs

for pro;ectlon. : '_r S R : , UN

Dpr. Machlin_also‘nsesda greater~variety of‘physical;ﬂh
spacesithan‘other teachers to help the sthdent to adjust his
vocal energies to different working spaces}kﬁhiChjis ‘o
| necessary forvan actor. Viol_ Lo ' “* ‘I‘,[ A

MlSS Stafford uses a varlety of phy51cal spaces for

[}
.

's pro;ectlon exerc1ses but students work alone on single
speeches for prOJectlon, rather- than speaklng to. each other,

Wthh is closer to ‘an actlng 51tuat10n and therefore more

'valuable, in my view.

Professor Parks and MlSS Balos do not use speciflc

exerolses for progectlon. SO ,’
Professor Parks 1nstructi R to students to use<.

greater 1nten81ty on low—pitched ounds is a helpful a1d 1n

e A

achiev1ng pronection. ” '} f?\ X

f '_- -However,‘the work of Professor Parks and Miss Balos‘b‘

in thlS area does not help actors to adjust their vocal

Q

P-energles to different worklng spaces and thelr approaches

kY

f»ware less complete and effectlve in that respect than those

.V

-of Dr. Machlln and MlSS Stafford. . *‘ftgiﬁf* -

s

From an overall point of view,/Dr. Machlln 5 -

-

7:teach1ng approach 1s especrally method1ca1 and thorough.

J

~

*?gevery area of V01ce-tra1ning she develops a gradual




..’

progre551on from 1n1t1al "listening" exercises to' work of

ay

~1ncreasing dlfflculty and“complexity Because of the clarity

with which. she demonstrates these progressrons, other

teachers can readifly adopt: and follow her method

-
[}

helpful method of judglng progress, by llst 1ng to earller
and later redbrdlngs of the students v01ces. To make these

vocal tests more rellable, Dr. Machlln is careful to record

! 4 "

VOlces.under exactly's1mllar condltlons,each time. On the
evidenieiof“Sample_tape%recordiﬁcsxwhich'I'heard,vmany:: -
*students appeared to make remarkahle'progress,;particularly
’1n the development of resonance and pltch range.

Because of the lack of . tape—recordlngs in other‘_ y

‘teachlng methods, I was unable to judge whether students had

-

.7made srmllar progress in these programs., However, advanced :
students appeared to have reached a 51m11ar level 1n V01ce—

development in the other schools.‘ ‘ e ,--“f .

‘AL

In practlce, the analytlcal nature of Dr. ﬁ%chlln s -

i v
il

.approach sometlmes leads to a- fragmented and 1solated

.
'*treatment of Voice areas, rather than the more 1ntegrated

Y

Dr Machlin s consistent use of tape recordln?s is a A

”

v \ ’ = .
,approach of methods wh1ch emphaSLzew:mggcle sense" and *.-
i

1}¥mmtion"; 1l,,f' é \ o »}“x'_ N

'"-_ rf; In my oplnlon, teachers‘such as\Mlss Balos and MlSS
iiStafford make a’ much clearer 11nk W1th actlng through the
??use of "emotlon,, which 1s valuable, partlcularly for : .

;iadvanced students.,;y !jf



. 111 .
N ' ' ’

To counteract the~tendency for students to "listen

-

to themselves", Miss Balos conducts her classes with great’
speed and energy, . which lessens the likelihood that students

w111 analyse" or "over-listen" to what they‘are d01ng.

\

; | j ‘ ,
‘A great deal of her teaching approach can be in-

 corporated into other teaching methcds; as I haVe indicated

bove, and her exercises are. especvally useful for advanced

students.
!

'Because her training program is shorter than - that of

¢k

he other teachers, Miss Stafford allows the different V01ce
areas to‘overlap more than the other teachers. For this
reason, it is‘more difficult‘to,use many of her exercises.in‘
iSOlation‘frOm‘hér total teaching approach.
Her strong emphasis,on progection at an early stage

is also unde51rable, 1n my opinion, in- 1onger teaching
programs where students can achieve.prOJection in a more
‘.gradual and relaxed mag;er. ‘
v tA number of her exercises nevertheless provide‘

"eSpec1ally 1mag1nat1ve}fr1dges wath acting, as I have

~1ndicated, and these exXercises can be 1ncorporated 1nto

ofher teaching methods advantageously. N

Although much of Professor Parks approach cannot be
‘iu d in other teaching approaches w1thout speCial training
ihln the Alexander Technique, hlS method is sufflciently
;lflefible to 1nc1ude ‘mahy. useful exerczses, particularly for

grelaxation, reSbnance and pltch which can ea511y be adopted



ladiminish the~need for,"listenlng at specific p01nt§ ‘
; . i &&ﬁ . 5 ;".
\Voice—tralnlng, notably for pltch development. ’;:g,\ st

”r ' | e
by other teachers.l R v?w~ '
~ , Hls approach is espec1ally advantageous for studentS\
‘ <\

i
i

who~are slow in responding to standard exercises.‘b

Hls method 'is also helpful in preparlng actors tov

¢

use thelr voices in a relaxed mannex while performlng

v

strenuous movement on stage, as he 1ncludes more v1gorous

N
o

exerc1ses than other - teachers. : “‘~HV', : o .'ﬁéggi\
W <k

The approaches of the four teaqhers in this study
)

Tt

indicate an 1ncreaslng trend towards the use of "mu le

sense" rather than ?llstenlng 1n‘most1V01ce areas.‘f

e Three of the four teachers concentrate heav11y an -

"muscle sense" for, relaxatlon, breath control and resonance.

v L4

]

Even 'Dr. Machlln, Who favours i'lJ.s.tenJ_ng" more than the

' S

other teachers, uses “muscle sense" extenslvely for relaxa—»‘

-

tlon and breath control.‘ ThlS trend dqes not howevér

[ 3
PRSI f«\"?n
ost. teachers also appear to favour a closeré I

(I

‘wuse of "thought" '"emotlon"’and "lntentions" 1n exerdises.

‘, .
i,—.{“

L In my oplnlon, 1t is - 1mportant and valuable to make j:;ﬂ"

- X . B
. Rt

thls connectlon whereVer possable, 1n order to 1ntegrate

K

\‘ 2 'r"l R
@ - cﬂ o - " o
.

" correlatlon between Volce tralnlng and actlng, throug the

t

: lVolce-tralnlng successfully w1th the broader actlng program.'&jtif




Y

Conclusron“p'p L . ‘ ‘ .

oo LN b, (A

. Lo , . ) ) . . . l,' ‘ o .

R ,-‘ In concluSLOn, then, all four teachers in thlS study
.‘approach Vorce tralnrng w1th the same goals namely‘to'f K 5
paachleve' 0 ‘ ' L .
S oo BTSN o
1. A relaxed Vorce produced by an 1nstrument free of
: *ten51on. '; , _ ; S , o
' 2. A voice Well—supportediby‘breath‘control,
. . ’ '\l" ,,,* , \ , .
,3i A resonant voxce thh carrylng power. ‘ co R

r‘4. lA voice w1th a hlgh range of varlety 1n pitch and -
e _tonal quallty o . ‘ L _:,.jx e

sl A voice whlch is adaptable to dlfferent actlng .
';y’ -_spaces.-., ‘ A i S R SR ‘{:

All four. teachers purSue these objectlves and the

dlfferences 1n thelr approaches ultlmately refer to person— 57

i

allty rather than method The dlfferent emphases 1ead to

i

strengths and weaknesses 1n dlfferent areas of Vblce tralnlng

A

Dr; Machlln s personal emphasrs results in an extremely
S : 4 B ,4. )

“ methodlcal and thorough approach whlch enables her to evaluate

x

students at all stages of Vorce—tralnlng through "llstenlng"

However, her method does not prov1de such a clear llnk w1th fsf

acting as those of MlSS Stafford and MlSS Balos, through the \l:

‘; N T I
slow 1n respondlng to standard Vorce

1s able to help the student dlrectly

and massage. His emphasrs on Vlgorouslj;_lié’

71 exercrses also helps the student to'adjust hlS vocalluse to .;NQ*»J

oL N T 4 e v
. 11.

strenuous movement on stagq ;Hls approach, however, tends to-“f
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N

(="

‘.
,

| rellant,ias sh“ does not apply dlrect manlpulatlon to the

4

. students at, é%y stage of the. t alnlng.‘ ThlS 1§ advantageo

et

, . . .

\
“on' his" own/after he has comple ed hlS tralnlng Mlss“Balos
‘vz 0 N
- use of "ethlon also helps t”
. '/ ; . ) .
actlng; .uJ

h '
1.
‘ N

llnkgvoxcejtralnlng with '

\ . I o

Mnss Stafford s stron

.

use of "emotidn’ in all areas

‘ of V01ceTtra1n1ng 1s advantageous because Voice - exerc1ses are

f
llnked q?nstantly with actlngﬁ but her overall approach is

more suﬁﬁableﬁfor condensed t alnlng programs, where good
"' ".I A ' .
PrOJeCtl has to be achleved rapldly Thrs leads to an

Ay

;overlappihg of the V01ce areas durlng the tralnlng ‘and her
: N -

e
‘exerc1ses”éon$equently cannot be used as eas1ly in. 1solatlon
‘l .“‘_‘}" : , »b

ﬂ from her total“approach'as those of the other teachers..

i FURREPRCITE a'” 1 “

ﬂ(‘f{ ] ﬁt 1s‘hnreallst1c to attempt to arrlve at a quall— P
i \, ,, S

w) tatlve Judgment ‘ all four methods are effectlve 1n thelr R

‘\.;‘ f |. ' : L Ly

|'Sown way accordlng to the teachers who employ them,giTheft‘ SR

[

A

*

\ ,“\\‘ 1 Y A ENY

. 51m11ar1t1es Jn thelr methods are overwhelmlngly more
»‘ . v’ \\Q‘ o X T “, f( ’ ‘,1 :

“;_man%fest t”an the deferences~ whlch seems to lmply that the




'

Lo R ‘BIBLroGRABHy“

‘Texts by Teachers DlSCUSSed in. the Study o "\\“ “W u,qﬂp,

. Alexander, Frederlck Matthlas. Man S qureme Inheritance.
2nd ed. London- Methuen and Co. Ltd 1918 '

- ﬁessac, Arthur The Use and Tralnlng of the Human V01ce:nﬂ
New York DBS PubLlcatlons, Inc., 19&7.,h‘“ o

o N .

.Machlln, Evangellne. Speech for the Stage. New“Yorki

. Theatre Arts Books, 1966 B ‘{’. o (.

McLean Margaret Prendergast Good Amerlcan Speech j New”
' York E. ? Dutton and Company,,Inc., 1952.'

+

. \ .

"McLean, Margaret qrendergast Oral Interpretatlon of Forms” .
‘of Literature, New York: E. P. Dutton and Company,
Inc., 1942h } o fhk“ o SR PP,

: ' r H
o — W

‘ Scotﬁ, Bertle.v ‘The L1fe of Actlng " 'London: Kehwell?dffsetﬁ _
L Serv1ces, n.d. }-5.h Ly ’ajﬁ Y‘ij : o
?ffsklnner, Edlth Warman.w Speak w1£h Dlstlnctlon.. 5th ed. ”yew L
x Brunsw1ck "N. J.. Edlth Warman Sklnner, 1965

\

s
" ;I
i

’.yGeneral Readlng }_y"[ﬂ'*w';

oy Vit { : J
. 0 K | - W N
B : K} . - N L. : . L N
R V. . :

k!AhderSon, Vlrgll A Tralnlng the Speaklng V01ce.,;NewhYork:

T Oxford Unlverszty Press, 1942. ' ; ) R o
',Auer, J Jeffr y An Introductlon to Researchyln Speech e
' - New k: Harper and Row, Publlshers, 1959._,u.““‘ v

‘v‘fBlack John W and ﬂuth B Irwxn. Voice and chtion.t}
I Columbus, Oth. Charles E Merrlll Publlshlng
Company, 1 %g - . RN \

Brodnltz. Frledrlch S.,’"The Hollstlc Study?of the Volce."rg,-,ﬁf
o thuarterly Journal of Speech, XLVIII (OcZober 1962) ;3{; -

ur Speech




e

. ' , “\' v
W ' o v : - 116

, Karr Harrlson M. Develog;ng Your . Speaklng,V01ce. New York:.
(,v i“’ Harper and Row, Publlshers, 1953 HN,“ ‘,ﬁ Lo

‘fMaisel Edward‘ The Resurrectlon of the Body The ertlngs
o - of F. Matthias Alexanderxr.  é New; York Dell Publlshlng
Co., Inc., 1969. . ot HR. L, :

’Reld Loren D. Teachlqg Speech ‘”N¢W‘quk:_McGrawFHill Bock ’VSN‘
Company, 1971 3‘ ) .o AR e |

. ‘ J,, ., .
f‘Turner, 3. Clifford.’ Voice and SPeechjln the Theatre.
‘ 'London Sir Isaac Pitman and Sons Ltd., 1950.‘

' r,.‘/ " ,.’t

: Van Riper; Charles and John V Irw1n N01ce and Artlcul tlon.,
‘ Englewwod CllffS, ‘New Jersey Prentlce-Hall, Inc
1958. IR L ‘i ‘




117

ON -

gak
oK
o

g3g

ol

gag

-~

s O
123k q31m07 of

xval pITYy o

tearIr t1Y

- ox
sITspuls GE-gz

“szesk ¢

o

oy

83X

ox

oz

(swotidnpoxd

oY 83x9puis| wIiel

70 sx@9m ¢ 1ser Lwug

o

B .
- = - oz
(TerI0oIny} $ROIV [TV
(1et110303] seaxe TTY
seare TTY
. - ) seaIv TIVY
89K

s3gapais £

g1k ¢ .l..

' g8 x

(19720303) swere 1TY(
(Tvf10183) evare [rv

" " enbTUQSAL ISPUEXITY

C A AEITTIay ey
s~ - pur-ebuex YoITd

enbrumsoy repuexelv
2/UPUOSIT  T0X3I0D

T g3ed1q- ‘uotrexeray

= Q i

T 89K

- 7 siuapnas ¢T-7t

- — -

N R s 1vak ¥

[1-¥¢ fUTYSI9IIS-YINOW IOF sYNIOD
sof - Y231d 203 spI® tenstp
. 83g ascuenos2x 20 Y231t¥d 103 ouwysg
824 g3zxeyd Abororsdyg
89X sa1apI0oax edey
qisn SAIV SATASEL
. s3juapnis
o .ITe 107 sosserd> dnwaem Ayvex .-
,. L
L . sIRey= -
(174 xuwoao> 018438 YITA S3U3IDNIS
* 0} #998°[> [VTLawas reysedg -
oN :Ju\-.-on, £q pessossv sjuspnys s
[E¥ 4 sapewrb g passessv 83IUIENIS -
. LT S
(Tevxoang) swexe TTY . awak y3p na.uﬂvp@;‘-nouq 8510A
. Y UL
(terioIny) ewére vy  2wef pic Cy onelepaae avtos
K3atrva teuoyr ‘AITTIQI coo L. 1
-Xa13 puv ebuer YoITd PUT UT IUORI.AEIIR 83104
1013900 Y23td 3O bHutyu ' ,.urwh

-utboq ‘acuvuqQgax oz -
-40> y3weIq ‘uoTiexersy 187 ¢t ybawy seaze 03.0>
v . $309(qns eyvredas u,u

ybney yoaads pue @704

$SUYD> Uy
., BIUIPOIS JO I3JunyU 8bwvimay

»

-~ ... oM
$3uapras gr-21

<« 8134 1o0Yss 3¢ Bututeny jo yifua

PIO7FRAS wsalIE

4

. 1 #IU3 Ioy uwoTiemIOFET our

IIETAUTT CTISTIA

. €
-, 3
& - - -

“s1ayse9dl eyl Lq pesn spye bLu

e T AT3qod -

<

7 wyrYowq ocuyyeSueay *

*PIUIBIUOD 8 LIYIRIY AYQ 5@.!5«?»35 wWOI3 PIATISD SUA .3reUD
TYIweyl ;o

sod43 oyl oxe papnyduy oty -Apnis STyl uy SIIYIWRI

ey eyl Lq pesn suwifoxd Hutyoeel 9y FO YoTITZTURE IO PATTVIAP IYI SACYS MOTIQ IINYY eatIvIRduod Ayl

8PtV burysear puw spoylaw m%ﬂmunoh §o uotieziwebro earieredmo)

..
ke £0% .

T Amave



APPENDICES



1

' The‘Alexandeé Technique is not, strictly speaking, a
method of Voice~training but rat"er a system of physical

re- education .and body alignmeny/which has some application
to Voice- training particularly in the areas of relaxation,
body alignment and breath control
| Frederick Matthias Alexander, formulatog of the
techniqne,'Was‘born in‘Australia in 1869. During the early
part of hlS career, he gave reCitals from Shakespeare and
worked as an actor. He started to develop his system" of

physical re-education because of voice problems which he

experienced while giving performances.

Alexander found that his Voice would fail fr
half-way through a recital. 'This tendency per51§ted in spite
of medical treatment. He began a long period of self-
observation, using mirrogs, to see if he could isolate the
'cause of his loss of voice.:

*  He found that whenever he started to speak, or

ol

perform.almost any action, he had an involuntary tendency‘to

Y

R 1The information this appendix is taken from two
‘books: Edward Maisel, ed., The Resurrection of the Body: The °
Writings of F. Matthias Alexander - (New York: Dell Publishing -

- €Co., Inc.; 1969), and F. Matthias Alexander, Man's Supreme
“Inheritance. (Zd. ed.; London. Methuen and Co. Ltd/, Igiﬁf.

o ; ’ L 119

-
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pull hlS head backwards and downwards and that - this uncon—
scious reflex action was leading to throat tonsibn and#
hoarseness. | ' ‘ | | ‘Xf‘

To prevent this, he decided, it'was neceesary to
control consciously all his aotions to "inhibit" these une
necessary and habitual reflexes and it is on this principle-
that most of hlS work is based. Although he used this con~
scious control initially to achieve a satisfactory head~neck-
torso relationshio, he later extended the application of hisf
system to the alignment of the whole body. . |

" i Alexander used the word "1nhlblt" in this special
sense of applying the conscious will to prevent the body fpom

performing actions autgmatically, reblacing these actions,
L% '\x

¥

‘instead, with more positive and economical habits. - |

Alexander felt that students could ‘not "unlearn" bad

habits easily because their accustomed behaviour patterns

felt rlght", while the new: and more-de51rable habits felt :
alien and wrong";j This set up an understandable re51stanoe\\
to acquiring better habits. |

To counteracf ‘this, he ‘told students of his technique

to begin by simply refu51ng to do anything at all when called

pon to perform any given actiVity. ’
This does not mean that the.student is asked to
remain in a state of pa351ve collapse, but that he con-

sciously refuses to obey his usual‘fet of involuntary reflex

actions to prepare foE’;hat—act. ' o o




C S Cam

The student then allows the teacher ‘to guide him
e . ) \ . c ' 3
through actions like sitting, standing and walking with the

teacher‘encouraging the best head-neck-torso relationship

v, ‘o

throughout the process. . _— R

To the extent that the student does not. allonany dq
his old habits to intrude, he allows‘the teachers mauual l
guidance toygive him, repeatediy,’arnew sensory emperiehce
of these common aotsqa '

' Finally the‘new, and better, alignmeht of the body
during these'movements'begins to feel "right" and his older -
habits feel "vrong". - Subtle habits of freadiness" for any
action are gradua}ly revealed and prevented.

Relaxation, in Alexander's view, was'not merely‘a
matter of getting rid of tensions but of reorganising,ten;
siohs?imto a. source of energy and satisfaction. This"atti-
tude clearly underlies the approaﬁh of several teachers in
this study, whethei ot notﬁthey attribute it to.Alexander.,

" He also had decided views on breathing. He was
opposed ;o the trad1t10na1 form of "deep breathing" exer;
| c15es on the grounds that they encouraged faulty posture by
.pulling back the shoulders and thrusting the chest forward .
.and because he felt that the unmotlvated "snlfflng“ in of
| air was of no. practical value. He was more 1nterested in
developlng an awareness of breathlng as 1t supports movement

;and of movement as 1t relnforces breathlng

This meant, in practlce, that he encDuxaged the -

il | . . P
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. P RN \ e ) ! '
a o . ‘<, . , e . T

elast1c1ty of the rlbs( SO’ that adjustments 1n breathing

could be made in reSponse'to the ever—changlng demands of
: T ,A,}'

movement, w1thout forc1ng or "Snlffing '~l“’

' : N \

Alexander s wrltten work is_ almost entlrely tpeoret-'.-~

>1cal and he. does not glve detailed descrlptions of exercises

in any specxflc area. 'The practlcal appllcat;on of his

’methods can only be learned by tralnlng at one of the schools

whxch teaches hls technlque ' One of - these i's the Amerlcan

‘" _
-

Center fbr the Alexander Technlque 1n New York nd there are

L~

others in France, Italy, Denmark, Israel and South Afrlca.

v

Alexander dled in 1955 /,Hls 1nfluehce in the field

g -~
of Voice- tra1n1ng is only, now pe§1nn1ng to be recdbnlzed and-
.o\\ LWl \ '

the use of hlS technlque,/ln some form, seems to be used
/\ . \ o
1ncreas1ngly in North Amerl drama schools.‘ \
~ 1 . \ Y *
‘ " ‘ t ' . ' - ¢ . ' v'.
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APPEND%X B‘ o J

| RELAXATION EXERCISES USED BY DR. MACHLIN

The follow1ng list is a detailed descrlptlon oﬁ the

relaxation exerclses used by/Evangellne Machlln.

\.

For the sake of clarlty, I have wrltten the exercises

i

in the form of dlrect orders. "Although these are not Dr.

( l )

5 Machlln s exact words, they are vefy close to them

/f<::)Llsten1ng to Relaxed Speéch 'i‘ ” | e

1.

L1sten to the record of John Brown s Body (Columbla
.0SL181). Compare the voices of Tyrone Power,‘

Raymond Massey and'Judith’hnderson for relaxation

i,
i

combihed with projection. Co o !
' "'. AK

v

- Llsten in the live theatre to any actor or actress'

+

“whose speech you admlre. Note with how much relaxa- |

tion the speech is produced.v

i

Body Relaxation Exercises

N

~ol

Exercises; I .

‘Lying down-‘ﬁ ;

' e
o ) . . R . . ) . /.'
il ' T foo .
Lie on the floor on ybur back \arms at your 51des.,
/b. Lo

Arms: Stretch the right arm up 1n the alr, rlgld,

.

' ',-‘/

1

The lnformatlon ;n thls appendix is taken from

1nterv1ews with Dr. Machlln and observation of her classes,
' and from her book gpeech for the Stage"'f ‘ 5

A

.o

i 123
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;uu(e)TOpen the mouth as W1dely as poss1ble. Iuhaleﬁ

124

wlth the flst clenched . Hold thls p081t1qn TMomen-

;tarily then, drop the arm heav1ly to the floor Let -

it lle>lOosely and llmply. Repeat the-exercise withy
the other arm. Rest for 30 seconds or more.: |
Legs:' Stretch both legs straight out aud behd the“
toes down sharply, archlng the feet. Hold very

brlefly.‘ Let go. Rest 'y‘”

"‘Buttocks:' Contract the buttocks as tlghtly as

possible. Release them ‘Rest.

o Spine? Flatten the spihe to thé floor. Relax it..

Rest.

' Shoulders- Llft the shoulders forward off the floor

1Drop them back agaln.. Rest.

~Neck- Move the head from 51de to 81de w1thout 1ift—

1ng 1t from the floor. 'Feel the neck muscles stretch.

Rest Move the<ch1n down to. the chest llftlng the\

. head from the floor Release it. Rest.

.

Face. | ‘ s

ka);close the eyes. tightly. Opéﬁ'them"and relax.

(b) Open the eyes as w1de as possible wrlnkllng the
brow. Relax them to a half-open poS;tlon. '

,(c)rFrown and then release the<frown

ﬂh,(d) Wlth closed llps, smile as w1dely as possible. -i

Release it.

deeply Slgh and slowly yawn out the alr.

o 2
o

‘ ' L .. - ’ '.: L ..' \ .‘ '
S e AR e
: R , S
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Repeat yawnlng more deeply and’ gentl sayingr

"Aaaaah"‘on the yawn

Rest period: Rest for.several minutes after the

N

above exercises to allow your muscles to become ,

.‘fully'relaxed. Obserwe the'rise'and‘fall of your

abdomen as the ‘air enters and leaves your lungs.

.f.%

Getting up from relaxation: Rise very 'gradually from

‘the lying p051t10n, in the followingforder}

(a)

First draw up the right shoulder and hip and roll

on to the 1eft sidé. Move your knees towards

“your chln and curl your head down to meet ‘them,"’

- (b)

keeplng your head on the floor.
Place the right hand, palm downwards on the floor

and push wrth the right hand and left elbow until

1

you are on your knees. Draw-one knee up' under

()

u bt

you untllwth foot is on the floor.. Do the same
A\
with the other Qhee and slowly ralse the hlps

untll.the legs are‘straight, with the feet apart.

Allow the_trunk,-head.and,arms tovhang'loosely

e B i
° R . ¢

from the walst.

4 :
¢

Slowly draw the trunk upward pulllng with' the

4

l .
muscles of the lower back, stralghtenlng the splne

JOlnt by Joint, feellng each vertebra comlng to -

) rest on: the one below it. Come 1nto the erect p051-

(d)

L‘tlon w1th the head and arms Stlll hanglng loosely.‘

Ralse the.head slowly llke a welght whlch you set

B ‘ly.,.f‘
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i

on top of the s inal column. The arms fall into .~
. their natural

The whole, bpdy should now feel stralght and ‘tall

'y L : N

Gl

;" z. g'” -well supp/rted, relaxed and free. .
1

~‘Energlzat1on- Energlze ‘the body by sprln ;pg llghtly

"on the feet, sw1ng1ng the arms and moving' the head

easily.’ Feel the balance of this posture. " the body
\
. is.erect and the head is comfortably poised on top.

t

Slttlngfdown Relaxatlon Exerc1ses l o " : |

sit down w1th your back agalnst the back of a-

: stralqht chair w;th your hands in yoqr lap. -

1. Arms: ‘Stretch 'them out in front one by one. Relax,

' .as infthe first group, dropping‘your hands in your

lap. Rest.

| 2. 7Legs;‘ Stretch them out stlffly, toes p01nted down,
' : e
 feet clenched. Relax, lettlng the feet rest on the

flopr;‘ | _.‘; ,

913; .bnttocks; ‘Clench them‘so that thevbody is lifted a
llttle from the seat’of the chair. Relax them.. ‘.
Rest.” N L

4., Shoulders'v Drop your arms.to your 51des. Rounclthe'
shoulders, turnlng the hands 1nward. Relax, return-"

t;1ng your hands to yonr lap. Rest.,' |
‘-5. Neck.r Hang the . head. In thls posxtlon, turn it to’

vy»leﬁt_andvright.ﬂfRest.g
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.’“16.‘ Race}' With‘the head'still‘hanglhc.ddovthe:facial
exerclses descrlbed 1n.No. 7 of the lylng down
'serles. Finlsh w1th deep 1nhalat10ns and yawns,

allow1ng the head to sw1ng upwards as the air is

'
1

exhaled. ' , | : 'Ct\,h', 7‘,‘ o
7. Energizatioh: Energlze the body 1ntd”“h uprlght, :

supported s1tt1ng 9031t10n.4.1‘_ R

q
Lt . i b

.

L3 Vot . i ‘ . ' ‘ : ey R

 standing Relaxation :Exercises

L
e

.Stand erect wlthithe"feet'apart. Wear lou—heeled.
'shoes}'or nohe." | R o
1. Arms: Stretch out each arm to the front, in turn,
ﬂ'with'ﬁlsts clenched. Drop the -arm heav1ly to they
.side. Rest.‘ e

2. .feet?; Clench‘the<feet.barchin§them as'much as‘;

| p0551ble. Reledse them ;Rest. wﬁa

3. Knees:h Lock the knees back sharply. Release them.
Rest v‘f." ey - ”. A |

14, Buttocks. Clench the buttocks. *Release ﬁhem Rest.

\, .

5. Shoulders. Round the shoulders, keeplng the arms

_loose. Release them. Rest.‘l
: Co | L | R
6 Neck- Hang the head * Turn it to left.and rlghtr as

f above. Rest.
;7.» Face- Wlth the‘head hanglng, do the facmal exerclses |
‘ descrlbed 1n No. 7 of the 1y1ng down serles. ,Yawh" |
R and 51gh, as in No. 6 of the s1tt1ng serles. ReSt.rlf

':?ﬁi Energlzatlon.‘ Energlze the body as 1n No. 10 of the

© [
' PR L o . . . g . T .
‘ K ’ N . . -
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Lo lyingfdpwn series. . =

1 .
by

Ny SRR DI :
Tran51t10n Exercrses - ‘ B
?gﬁ‘\ These Ererc1ses‘are Fsed to prepare for the actlve
' work of speech ‘and - to rnduce deep reiaxatlonlln the.shoul— P
i . i
ders and neck|where resrdual tensrons may 1inger-‘"¢“i]

o ' . o

b Stand wlth the feLt apaﬂt for greatef Stablllty.
ol Bobblng. Let the trunﬁ and\arms fall heavrly from

T I
‘ the walst stretchlng loosely down w1th the flngers%,

' ‘P S Touch‘the floor 1f you c n.., Bob down and halfway up
‘(\‘ o a\ ‘

. !
several tlmes. Uncurl slowly 1nto\the erect’ posi—‘

tlon. Repeat 1ncrea31ng your\spee? bobbfhg ea51ly

A
R

up and down 1} S ' l'ﬁ W

\
A

AN

2}5 SWaying~ Stand w1th the ‘trunk, head and arms hanglng

from the walst. Sway the trunk and arms freely and

1 Lo rhythmlcally from 51de to s1de. Ralse\the trunk to AN

the(erect“tosrtlon.

3.? Clrcllng., Stand w1th the trunk and arms hanglng
ﬂ Begln by swaylng from 51de to srde as before. Bulld

I
the swaylng up to- a v1gorous swing that carrles trunk

N -;n-”;f and arms well out to each 51de. Complete w1th a,

;B\\’..';u strohg sw1ng, carrylng the trunk and arm up,‘OVer
and around in a’ full c1rcle.. On the rebound
'*1‘cont1nue two or three more strong sw1ngs, the last

[N

7of Whlch pushes the trunk and arms up and over lnto ffl;

- a SWeeplng 01rcle 1n the opp051te dlrectlon,‘,' ‘

if4 Arm sw1nglng Stand erect, arms loosely a he si
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Count 1 2 3, in waltz tlme, sw1ng1ng uhe arms as

‘follows, w1th the count. Llft the arms, swlnglng "‘

'them forward and up to shoulder level shoulder

i | ! * . ) t

"w1dth apart Bounce the arms,’, sw1ng1ng them down,

+

then. out and up on the rebound 'sideways to shoulderf'
\level Clrcle the arms, SWlnglng them down agaln,

N

"*forward and up over the head br1ng1ng them down to‘
\ ) . 4 ' .

',the 51des ready for the count of 1 agaln. Thet
exerclse‘ls continuous.: o |

S; “Head‘rolllng Hold the body tall and eas1ly erect.

‘Hang the head heavily, ch1n on the chest Slowly -

' '01rcle the head’ around lettlng it fall on the shoul-

| "ders, w1th ch1n p01nt1ng upward \\Thls should be

\f.: , done la21ly w1th mouth and eyes half-open. Reverse;

'f 'A.the dlrectlon.: Keep the motlon slow, smooth and
TN | ‘ ,
fﬁcontlnuous. After 1n1t1at1ng the motlon, begln to

inhale on the flrst half. of each ClICle and exhale

A

lon the second half.‘ Yawnlng can also be added

i

561“:Prolonged yawnlng Drop the heaé‘forward. Slowly

, / . ,
swrng 1t stralght up‘and back, openlng the mouth w1de »
u,q”3“ and draw1ng 1n breath through the mouth and nose.,§‘l m’é

w*?;Droop 1t slowly forward agaln, breathlng out all the ,

. a1r through the mouth ThlS usually 1nduces a o ”ﬂf“A B

’. ) a".

‘hkﬁgnatural yawn.. Enjoy 1t,_lettipg‘the yawn stretch the‘”'“

‘fback of the throat and the glottf




L

“pf'; | ,;1‘r’  APPENDIX cv“f‘l \l.".f

RELAXATION_EﬁERCIsss USED‘BYAROBERT_PARKé‘

Yo

The follow1ng exerc1ses are used by Robert Parks for

"relaxatlon and‘body allgnment. The 1nstructlons are close,:
to the words he uses.ll RN Lo :' .
vee 0t Q ' .
: Relaxation»' ﬁi, ' ‘lh“,'h‘f e S

(l) Lle down on your back.~ R ‘"‘”",. R
(a) Tense the shoulders.' ReleaSe;them;__J

! ‘.‘fxb) Clench the hands. Release them.

kS

(c) Lift the head off the floor. Release\lt.

(@) Flll the chest w1th air. Release 1t on the Kahﬂ‘
\isound ’ 'l‘ *f ‘f“'.v . h“" ;Vb.‘

hF (e)‘Ralse the 1egs off the floor.; Tense the calves

and feet ‘ Release the tens1on and replace the

legs on, the floor. fvf'" ro

T

(f)hRalse the arms above you.» Tense them - Release. ..
‘bi‘them and replaceﬂthem on the floor. ’ h}ll f:g&l.}f

”'(gl{Arch the back off the floor“ Release 1t.;;»h‘-'
'i“ﬂ(ﬁ) RalSe the head and shoulders off the floor.j.-'}
"ﬂélease and replace them on the floor.fjj‘ ;*hgf‘

(2) Stand up slowly, retalnlng as much of the relaxed

A»o‘ - .
i .:ﬂ‘:’ #

e h‘The 1nformat10n 1n thls appendlx is derlved from ,,1_
lnteereWS‘Wltthobert Parks and from- observatlon of hls ‘“Q;M
classes e G RS mw*”"‘




(3)
!

(4)

quality achieved on the floor as pdssible.

'y
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!

D£Op from the wqﬁs; and undulate the spine. Return

slowly to a standing position letting the ghoulders

fall into a relaxed posec.

Roll ‘the head in large circles to loosen the neck
\ N N

muscles.

Energization

(1)

Before‘rising from lying position, give yourself

positive suggestions about how alive and good you

~will feel when you stand up.

Rise slowly, bounce 1lightly on the feet, move the
arms in a swinging motion éround the boedy.
Run in Qléce, while humming and moVing the head

easily.

Body Alignment

(1)

(23

[y

(3

t)

te)

With arms spread, draw the legs over the heaa and
rest the feet on the floor above your shoqldﬁ?g
Lying on your back, raise the legs stralght up,
supporting them with‘your hands on your hips.
Place the hands above‘fhe shoﬁlders and lift the
whole body ?ff the floot in an.arch, balancing on

the handa‘and.feet.

Lie on the stomach. Reach back and gfasp the ankles,

\

curving the spine back. Hold the position and then

»

relax. .



(5)

(6)
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[

L{ing'on the stomach: Place the hands in-front of

the shoulders and straighten the arms, curving>the.

spine and the 'head back slowly. Return to a prone
position.

Lying on the’stomach:‘ Stretch the rngt leg icross
the left leg as far as possible, taki§§ a”b§ééth as

! b

you do the stretch. Relax., Do the Séﬁé with the

‘notherAleg. , | ‘

(7)

'(9)

“(10)

(11)

~ 7

(12)

)

.Lying:on the back; stretch across the body with the
left arm towards the'right arm. Relax. Do the same
with the other arm.

Lying on the back. Feel as much of ‘the spine on the

" floor as'possible. 'Waggle the legs and shoulders up

and down while in this 'position. - g

S%tting position, Wi%P legsrexteﬁded on the floor:
Reach for the Eoesk&ith the hands.

Kneeling positiod: Plaée the crown of'the-heéd on
the floor and push do&nwards;’stretching the muscles
at the back of the neck. *

Kneeling position: With hands onlthg floor anq arms
streﬁqhed, let the head $ang loosely. Move the head
from side to side like the pendulum of a clock.
g;ise the head and move it around in a circular
f%otion, both cloqkwise and agti-clockwise. |
Standing: Bring the palms of the hands together ;sr

N . [N i
if for prayer. Stretch the arms back level with the

®
.



| o4

* shoulders. Bring the palms taéether agaiq. Stretch-
ing the right leg Backwards and bending the left
kpeg,‘lbwer the.Body to the floor,'blaqingfthe hands
in front of you. (This is similar to the position
for starting a race). Swoop the head and spine
upwards from the floor and return to the standing

position, palms together. ‘Repegt, using alternate

knees for gbnding.



APPENDIX D

\ RELAXATION EXERCISES' USED BY ROWENA. BALOS

' The following exercises are used by Miss Balos for
bodykgiignmént'and relaxation. The exercises are given in-

. \ N N . i .
the form of orders and are close. to the words she uses.

\
\ \
* Relaxation

(l)\Lie down on the floor. Relax each part of the body
\ \ | | .
from head to foot. Think of "clouds" or "velvet".

AN

(2) L&ing\on the floor:
(;) Tense the facial muséles, Rélax them.
(bf‘Tense"the neck mﬁscles. Relax them.
(c)‘?ense the shéulders. Relax them. .
(d) ﬁ¥ess down‘wiph the spine towards the floor.
Ré}ax. S | |
(e) Teﬁ§e the arms, clench the fists. 'Relax.
(f) feﬁé? the bﬁttocks. Relax.
i(g)‘Tensé the legs. Relax.
7 ‘(h),Tense{the toes. Relax.
.~(3)‘Let someog£céise cup your neck;ip their haﬁds and
roll your h%ad afound to‘rélieve neck tension.

'(4) Rise slowlyi letting the shoulders drop into ‘a good

_'lThe information in this appendix is faken from
interviews with Miss Balos and from observation of her

classes. i
| 134"

v
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relaxed positiohm N . | | .
(5) Standing up: DroP from the waist. Hang there and
‘bounce lightly. Bring the bgdy ‘slowly into a
upright position
(6) Mo;i the face muscles, 1solat1ng different muscles
1nd%y1dually, Move the lips. Move the cheeks.
Move the forehead. | o
‘(7) Widen the mouth "as if maklng a scream"
Wlden ﬁﬁe mouth "as if making a ‘1gugh”.
(8) Massage the 301nt of the jaw wit your fingers.
(9) Clasp the hands and shake your 'arms, moving the jaw
loosely‘w1th the impetus of the shake.
[(10) "Sh1mmy" (vibrate the muscles) between your shoulders
(11) Loosen the neck muscles by massaging. them w1th your
fingers. B
(12) Speak or count whlle you are performing strenuous .

exercises to check that you are nob ten31ng the:

thrqat area.

&

(13) Roll your head in large circles to relieve neck
-tension. |
(14) Recite a monologue while hanging down from the waist.

Feel the different and more relaxed voice quality.

~ when customary neck tension is released.
. . . S
’\

~ (15) Find your "centre",. .

Energizatlon

' (l) Shake out the shoulders.
b
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Shake out the ‘arms. | l ' \\

Shake Quﬁ the‘legs.
‘ ot

_'Body Alignment Exercises
(These exercises are used by the movement'teacher,

#

Mr. Kelley Holt,_both in movement classes and in general
Voice classes with Miss Balos) | i‘ \
1. -Sitting crossed—leggedAon‘fleor;iHBend the head
towards the knees in cotnts of eight. o
Swing the aims in.a circular'mdvement<inlfrent of tﬁe
body and to the sides. '
Bend the arﬁsA0vef the head alternately and push
"~ down to the'side, in counts of four.

- Hands ‘on the knees; stretch the spine and neck back-

ardd on a count of six. This is a slow arching of

\
o o the 5ack unfiljthe head is reached.
" 2. ., Lying on the back: ’ ‘ ' e
Briny eaeh knee up and draw}it back with»avsmaili
bounce off theffloor.:' )
;:. Bend both legs, with toes together.and brlng them !

towards the "waist in a count of elght._

v

With toes together, sway alternate leg out,sidewaYs

A

on a one-two count.\“
ﬂTake both iegs right over the head until the toes
touch the floori Raise one leg~to a vertlcal pesi-‘
~tion, then bring tgé other to join it;‘ Lower the

legs. o : -
A e PR



6.

~ Reach down with the hands and grasp, alternate knees,

forward untll the head is restlng on the floor.

'
~

i \

pulllng the leg towards the walst .on qulck counts of

eight (one pull per count) \ | t”
" * v

Kneel on the floor, then let the whole trunk fall .

The

arms are rested back, beside the 1egs, the buttocks

rest on the heels. Relax. ', @ | o

Slttlng on the heels, rise.to a full kneeling‘posi-
tion and bring one leg out to thelflexed upright
position at the side. Return it to kneellng p051~

tion. Do the. same with other leg.

-Standing-‘ . . : | P

i

.Take four paces forward bend and place the hands on

t

the floor and bend up one leg*behlnd Rise on a

»

count of four. Contlnue, bendlng a§ternate legs up
behind as you bend down. . ; . .

T

Bend the’ knees, sweep the floor w1th the hands, open
the arms as you return to standlng pos1tlon.
Run backwards on the toes, arms hanglng loosely,

w1th a tight control on the mldrlff

.
'

Pyt
A .

.‘,J',:«‘“ ) / N o
P N @ 1
Y . L ' W "p
% g



APPENDIX E

RELAXATION EXERCISES USED. BY KATHLEEN STAFFORD
‘ ‘ ’ j ' '

The follow1ng llst is a detalled descrlptlon of the

relaXatlon and body allgnment exerc1ses used by Miss Kathleen

)

stafford. R N

The exerc1ses are given 1n the form of dlrect orders

~and are close ,to the words used: by Miss Stafford l ~

Body Allgnment o ‘ f—]N\h:ié ‘
S <

-

(1), Bend at the walst Reach fbrward W1th both arms and

~stretch as far as p0381ble to stralghten the splne.

Return to  an uprlght p081tlon.

(2) stand agalnst a wall and flatten as much of the sp;ne
‘as poss1ble agalnst the wall Return-to a normal

'’

standlng p051t10n and compare the splnal position

' ’ L3

with y%fr normal posture g
‘(3))Imaglne a- heavy weight around ‘your neck Wthh 1s
lpulllng you towards the floor. Allow your head and 1
shoulders to fall slowly and allow your 5p1ne to |
C follow slowly untll you are hanglng loosely from the
walst -Return slowly to an uprlght p051t10n, allow-

“*.lng your shoulders to fall comfortably in place as

e

A

1The information in thlS appendlx rs taken from
interviews with Mlss Stafford and observatlon of her

jclasses. N . Ce S -

B

138



Relaxation ' L

S ()

. (2)

139

you raise your head.

Relax in any way that is comfortable for you on the
floor -on. your back, side or stomach. Clear your mlnd

of any thoughts of previous or future actlvltles

) ‘

Lie on your back.

durlng'the day.

(a)‘Tenseiyour face musclesr 'Relax.

(b)lTense your‘neck mdsoles: Relax.‘

(C).Lift your shoulders,ofﬁ the floor. Relagftn

(d) Press your spine up from ‘the floor. Relax.‘

(e). Tense four arms. Relax. |

(f) Press down on the floor with the palms of your
hands. Relax. |

(J) Tense your buttocks. Relax. ' .

(h) Tense your legs. Relax.|

/

—

‘(i)‘Tense«your toes, curving them away from you.

Relax.

. Rising from Relaxation

("

Do‘not~§ush or straln when r181ng. Get up very

gréaually, using as 11ttle support from the. arms as

possihle.
\

"Stand w1th\a good posture -and roll the’ shoulders

forward and then backwards. P e,,i ,:-‘:‘ b

. K "y

‘Roll the_head in large,c1rcles to‘lodsen the neck
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1
—

muscles. o Co , C

Energization

(1)

(2)

(3)

(4)

(5)

_Cat\and

‘pace. light and energetic.

has happened.

Tip-toe forwards, backwards and sidewaye making the
. i l '

walk aimlessly;' Imagine it is algorgeous‘day.‘wgfow‘

it in youf face. Look around withirealqpleasurefét

your surroundlngs. \

Start walkln; and gradually increase the - pace to an
easy run. Slow down agaln.. f e //
Walk w1th a purpose"” Imaéine that‘you'are at an

o

‘airport and are trying to find ‘out the time of your

f£1light. | I 3
Imagine you have heard a stone crash'through a

window. Hurry towards the sound to discover what

N

Mouse Exerc1se

.another

type of

'Lying 1n a relaxed p031tlon on -the floor,'choose

student and imaglne that you are a cat, or any otherv\

anlmal, and he' is’ your "prey" Hold eye focus and

—
[ 4

concentratlon with each other whlle malntalnlng a relaxed

L]

body.posltlon. ‘Wait untll your body, although relaxed, 1s

also ready for actmon ‘and then sprlng at your prey, who will

¢ i

.attempt to avoid you. : '



i
i

\

\

~as close as possible to-her own words€§ o,

APPENDIX F

BREATH CONTRQL EXERCISES USED BY DR. MACHLIN,
' " ' ) a . ‘. [N , . ' N .
A detailed description of Dr. Machlin's exercises

'forlbreath control is contained below. The instructions are

| ,
1, A

Exerc1ses

emotional content of the material L I

Llstenlng for breath control

'Use the record ‘Homage to shakespeare - (Argo, mono,
"NF-4-' so .ANF4) . Llsten to the voices of

Laurence: Olav1er, Michael Redgrave and Paul Scofield.

Using a. ShakeSpeare text mark the places where yOu

“

can hear the actors tak;ng a breath Judge if the

breath was also taken: s1lently between the places

marked. Try to read the speeChes at the same speed,

breathingonly at the places marked.

On the same record llsten to the v01ces of Irene

Worth and Edith Evans. Mark the text at the p01nts

where you can heif audlble 1ntake of breath. Noticeiu B

that one actress 1nhales more. audlbly and frequently,-

“than the other.l Observe that thls 1s related to the

1The 1nformatlon in thls appendlx was derlﬁed from

“klnterv1ews with Dr. Machlin, from observation of. her classes‘fffi
},and from her book,;"Speech for the Staqe" : . :

.

d &:lﬁl‘
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3. Llsten "to the recorded v01ces of flve actors or

"

act&esses‘of your chorce and rate them accordlng to

‘

‘ : : the Qegree of breath control they possess.

e V
. ~

Breath Exercrses w1th Normal Inhalatlon
and Gradual Exhalatlon

N : s .
Exer01ses 1 to 4 may be done standlng, s1tt1ng or

»

ly;ng down

1. reathe naturally Observe the waistline rise and

sink. 377 o Y
2. !'Deepen the breathing, inhaling through mouth and ]
. . . .

nose. Hold the breath a moment ‘ ReléaSé it grad-

]

‘ually, observ1ng~the action at the, front and 31des

.
~

of the waist. ;f . 'd f’

3l -Breatherin. Hold‘the'breath' settingythe‘waistk«.'
imuscles. Round the lips, release the walst muscles
‘slowly and blow out ‘the air in a 51lent whlstle. |

‘4.‘1Repeatsexerc15e 3,:mak1ng'the br%vth last as 1ong

“fas p0551ble w1t-out straln.

~5,”fStand up- and walkdabout durlng the followrng.,lThe'
.exerc1se is continpous. - . .- | |

(a) Walk“four 1on- steps?glnhallng all the t;me.

\
' (b) Walk fou' Z \-teps, holdlng the breath»
(c) Walk four more steps, exhallng all the tlme.

S
‘l‘ -

6.“ Stand erect, one arm folded across your walst 1n

"gbjiﬁ‘,the body expand so that 1t pushes on both your arms.ﬁ

dod - g . . . .
I T LI .o . K.

'fff front, the other across your back Inhale, feellng *d‘)l



Breath Exerc1ses w1th ﬁantlng Exhalat1on

N .

P’§lowly‘exhale. P C T

143

3 ! ' . [
. L . Lo A v '

1 ) PN f

.
Durlng all th \

v\‘

/

l‘ rec01l h; the thd%ax after 1nha1ation, whrch is sufflclent

[ \

to send- a stream of alr upwards for several seconds.“No,

Y

',consc1ous effort is needed\to‘sustaln_lt. o S

1.

’

'551d1aphragm.

.latlon. Observe the gownward thrust of the dlaphragm

?each one like a dog.l Observe how\ahe lahgs flll

, with ' a1r at each 1nhalat10n, expanding- the trunk at

Slt in a- stralght chalr, uprlght but relaxed Pant{
rapldly w1th an open mouth but w1thout 1nha11ng. ‘Do

th1s in a - rhythm of seven pants followed by an lnha-

n

on the 1nhalat10n.,f’ \ \\

Make three slow pants, followed by a pause and 1nha-
, o , . \ | | , .

latlon. | N, IERTIE T T
. S LN e 0w

'Make stron 51ng1e pantlng soun s, 1nﬁallng between
g

]

Y

and above the walst. : C .-».;f <
. . N

'“Send out the breath in long,‘slow panﬁung huh's.,

Inhale w1th a con501ous downthrust of the dlaphragm.

‘o

‘Take 1n alr through both nose and mouth

~'the lungs feel empty Flll them by pulllng down the

‘?Blow the a1r out gently thggygh rounded llps untll =

n," \

'\-‘ ;..- \-

Qbove exerclses, observe the natural S
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Breath Exerclses w1th strong Inhalatl Q&followed e
by, Exhalatlon w1th Hummlng and gpeaklng R
:l. Hummlng - WV <",_“ T _ ;“ ' {

(a) Hum 'the a1r out w1th llps closed, malntalnang a

i

’vfsteady "Mmmm sound USe a m1ddle pltCh \AS‘f
'the lungs empty, 1nhale strongly through nose
' and mouth u81ng a. more v1gorous downstroke of

) the dlaphragm than 'in’ the above exer01ses.ff3;,

'(b)‘Hum loudly and steadlly, mov1ng upward on the_f
:fhelght notes of" the scale, startlng on a low easy
--pltch. Sustaln each pltch on one breath untll

."‘alr pressure from the lungs is reduded 'sO that

P

,they need to be refllled Draw 1n breath w1th a"

;v1gorous downstroke of the dlaphragm and resume,;'
. '. : AR oL T ' o o o [
‘ﬂ‘c:‘hummlng. o ;,,,‘j..wv . “.‘.mf P

. ‘.lgxc)fHum up the scale as before, but substltute a"

‘serles of staccato "M" sounds on. each pltCh '

! [N ; I

Lo N :,‘m—m—m:m-m—m—m~m-m. Pause and inhale.; .
Iy .

¢ ‘lk," 3 ‘Q_’) : \ ‘
.,vg,, COuntlng exercxses *é.“ v;‘qi,f

(a) Count aloud slowly,:sustainlng the vow‘ﬁ :

l;;~up to lO Pause between each count to 1nhiﬁg'}
. i S

‘; e

&'*fpull down the dlébhragm strongly\for 1nha1at10ns.,

*

:;,(bidcount in the follow1ng sequence, pau51ng after

% ~:each grouorto 1nhale stronglyiugf _'
“ﬁ;One' (Reflll) “‘ bl T N .

*1v;€l0ne, TWO! (ReflllL | nkf’:‘fﬁr::«gji{;; A

One Two. Threel ) (Reflll) R

»



Continue to 10, inbaling only at the end of
cach groﬁp. ’ : - .

-, Breath Exercises with SLroqgfInhalntion followed ,
by reloasell Exhalation In Reading

1. Read single sentencaes of about 10 words, using full

voice,and inhaling before ecach line. " ’ )

2. Read a selection like Walt Whitﬁan‘s "Leaves of
QGrass", inhaling after approximately every second
line, as the sénse allows. : ‘ .

3. Read "Do Not Go Gentle Into That Cood'Night“ by
Dylan Thomas, inhaling strongly once or twice during
each vérse wherever the sense of the line permits a
momentary pause. Do not attempt to continue on the
same breath once you have felt failing air pressure

. o

in the,lungf.' .
/

Al -

4. Read poems such as "Meeting at Night" by Robert
_Browning and “They all Want to Play Hamlet" by Carl

Sandburg, using progressively longer breéth units.

PR
&

Breath Exercises with Released- Exhalation ,
followe&wby Contracted Exhalation a,

1. Read the speech from Ham;et (IIILiv,f beginning ‘

"Look here upon this picture, and on this ..o e

and‘reason‘panders will”. Divide it into long
- “ breath‘units,{with linés 4 to 10 as one unit. Try

to use both released exhalation ori-the shorter units

¥

and. contractsd axhélati&n to sustain the longer units.

-
o
»
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2. Divide the folléwing Shakspearean specches into
appropridﬁe breath units( some short, some long.
Read them aldud in full voice, using released and
controlled exhalation as required.

(a) }1en£y v,“' 1v, 1ii. King Fenry: "What's 'he that
wishes so? . . . Saint Crispin's day". - \577
(b) Othello, Vv, ii. Othello: "Behold, I have a

, weapon, , . . dead, O!"

(c) Anthoﬁy and Cleopatra, IV, xii. Antony: "This
foul Egyptian . . .‘Eros, hoi

(d) Kiné Lear, II,‘ii. Kfnt: "A knave, a rascal,
-+ . Come your.;ays"..

(e) King John, III, iv. Constance: "No, I defy all

counsel, . . . my sorrow's cure".

Exércises for Developing the Stage Scream

v

[

Listening.

1. 'Compare the climactic scream of "Ah,.venéeancel"
(Ham}et, 11, ii,) as recorde& by the following |
artists: .

John Barrymdte (Audiv Rarities, 2280).
- Laurence Olivier (RCA Victor, LM 1924).
" John Gielgud (éca Victon,‘Lﬁ 6007) .

Paul Scofield (Phonodisc, SRS232).
Richard Burton (CoMambia, DOL302).

Rank «4hem in order of theatrical effectiveness,

6ccordiﬁg to your opinion. ,
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(I

These exercises should be started gently, adding

more force gradually as you discover how to keéep the throat

relaxed while producing the sound. The ultimate object is to

'rely entireiy on breath pressure to make the scream, without

any tensing of the throat Qf larynx.

2.

The

(a)

(b)

(c)

(d)

(e)

(£)

(g)

Sing;qh§cream

Inhale deeply, contréct the abdomen and whisper
"Ho".

Inhale again, contract the abdomen and say "Hol"

Feel the energy behind the tone coming from the
forced-up airt | “

Ihhale deeply and quickly. Then contragt the
abdomen sharply. At the same instant, séy a“
loud staccato "Hol"

Repeat, using two successive, contractions,
crying "ho, hol!™

Repeat, crying "ﬁtooooéod;" Continue to pull in
the abdomen and blow.out the sound until the
breath is gone. '

Repeat, pushing out "Hor,iﬁil,gﬂey!". each on
one breath. !
Repeat (f) as’loudly as you can. Relax and yawn

if you feel any strain in the throat.

Screaming within a speech .

Mark up suitable’shakespearean spéeches with diagonals

1}

' before ﬁordsiwhich are suitable for screaming.

.
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t

Inhale at the diagonals before screaming the rele-

vant words. If necessary, snatch-h breath in  the

middle with which to complete screaming out the rest

of the séntence.

The Climactic Scream

Find examples of screams that occur at climaxes of
dramatic action in plays. Practice the technique

]

within the context of the .scene in which the scream

occurs.

A 1
t

\ Exercises for Lauggihg and'Sobbingroh Stage ,

1.

‘Listening

Listen to recordings of laughing.and weeping, such
)
as the following:
Uproarious laughter: Mathilde Casadeus as Nicole in

"Le Bourgeois Gentilhomme", La Comedie Francaise,

(Period 1512) side A, Band 3.

. Smothered Weeping: Peggy Ashcroft as Beatrice in

déyeIOp

2.

"Much Ado About Nothing", (London,~4362), IV, i.
John Gielgud as Lear in "Ages of.Man" (Columbia,

0L5390), V, iii.

Richard Burton as Hamlet in‘"ﬁamlet"v(Colﬁmbia,
DOL302), II, ii.

The panting exerciseé used here can be used to

-

lauyhter or sobbing:

Sitﬁi g down. Pant #ﬁythmically and slowly,‘inhaiing
each Jpant. ‘ R
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'\Pant'iq groaps of three,.inhaling'between each:
FHuh—hah*huh: Pause and inhale.

Pant seven times quickly and inhale: Huh~huh—huh~(
huh huh huh-huh: Pause and inhale.

Pant in 1rregular rhythm vocallzlng the pants,
lettlng the pltch rlse and fall. Hah~hah-hah—r~-~~;
‘hah-hah-hah—hah-~~;—haaaaaaa ~~~~~ hah;hah. |
Pant in vocalized bursts like laughtef. Accent some -
of the pants by'proionging them. Vary the length of
these accents. Vaty, too, the numtér of the pants
which follow each atcent . Smile and laugh as.soon:
as you feel the impulse to do so.

Start the laughter with an atéropriate comment.

I never heard anything so funny in my lifel -
Huh~huh-huh, huh-huh-huh!

He lookéd ridiculous! ﬁuhfhuh—huhl etc.

ﬁead a scene with‘otﬁer aqtors which builds td a
climaéatf laughter. (e.q. the'final scene in "The
Circle" by Somerset'Maugham)

Collect samples of 1aughter and sobblng called for
in the text of plays and practice the technlque

4

within the context of the scene.

i
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APPENDIX G

BREATH CONTROL EXERCISES USED BY ROBERT PARKS -
! -~

D TR & .’

The following list of exercises is used by Robert .
A : B ' r
Parks for breath control. The exercises are given in the:

form of dipedt”commands and are close toythé words he uses.l
(1) Lie down on the floor. 'Breathe in and out, using
mlnlmal effort. Place your fingers at the point
'where the ribs meet td locate the diaphragm. Feel
how this can be controlled consciously to expel air.
(2) Assume different bodily positions, such as kheéling,.
lyiﬁg with your legs drawn up, lying on yOug stomach
and standing w%th your torso hanging down f%bm.the
waist. Feel the different qUality‘of breathing that
is possible in these different positioﬁs. | ‘
(3) stand up and face a_fellow student. - Place your hépds
on each others ribs and feel -the expansion of the
ribs as they rise and fali. Make your ribs move
ﬁeasilyrand eiastically. |
”(4)-Face‘é fellow:stuaent and’ place your hands on éach
| otbé;'s diaéhrégms; Feel the rise and fall in this

aréa'as breath is taken 'in and expelled.

H

1The informatlon 1n.thlS appendix was derived from
1nterv1ews with Robert Parks and from observation of hls
‘classes. '

150



(5)

(7

(8)

(9)

(10)

au,

(12)

- 151 , .

'Face a fellow student and, place your: hands on each

other s rlbs. Match your breath cycle with the other

student by breathlng in As he breathes ‘out. Set up

\
a rhythmic cycle of 1nhalatlon and exhalatlon.

Start walklng and time your 1ntake and expu151on of

‘ breath over a set number of paces. Gradually" 1n~'

crease the number of paces over which you time the

.expulsion of air from the lungs.

Stand. up: Breathe in and count éloud from 1 to 10
as you expel your breath. Gradually increase the

numbers which you are countlng, untll you are
]

reaching up to 20, or more, on one breath

Stand comfortably and begin pantlng 31lently Feel

4

the movement of the dlaphragm as it moves vigorously

!

to support this act1v1ty ‘ | .
Pant, maklng vocallzed sounds such as "Huh" "Hi",.
and "Hey", actlvatlng the diaphragm v1gorously to
support these sounds.

Lie on your back and raise your legs in the air by ,

Supportlng your buttocks w1th your arms. Move your

legs in a "bicycling" motlon while breathing easily

and expelling the air on a humming sound.

Run in place, malntalnlng a rhythmlc 1ntake‘gnd
expu151on of breath.

Kneel on the floor and ‘bend the torso and arms

forward untll they are restlng on the floor.

>
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Breathe in, stretching the back ribs, and release '

the‘air vigorously on the sounds "Shhh", "Wooo", or

1
’

"Ohhhhh" .
LI . .
(1.3). Lle on your back and raise your legs and arms off

the floor, slmultaneously taking in a sw1ft breath.

Hold the ‘position for a moment and then release the
air as you lie down agaln.» | N
(14) Lie‘onbyour hack. ‘Reach down with bOth?hands and _

grasp'your right knee,,pulling it towards you and
1nha11ng rapidly. HJld the positlon for a'moment.'
Release your leg and exhale as you: return to a prone
p051t10n.’ Repeat the, action, u31ng the left leg.
ﬂ(lS) Lie on . your stomach with your arms stretched in
frant of you. Stretch your left leg over your ‘right
leé, towards the floor, and take in a breath. |
~t Release your breath as you replace your leg on the
floor.' Repeat thls action with the opp051te leg.
'A(16) Lie on your back w1th your arms stretched parallel oy
with your shoulders. Keeplng your left arm on the |
floor, reach over w1th the rlght hand and . touch your
left hand,ltaklng in a qulck breath as you move.
Release your breath as you replace your rlght arm on
| ‘the floor. Repeat thls W1th the opp081te arm.
(17) Stand with legs apart Bend from the walst. Inhale.'
’

- ang slowly brlng the torso uprlght while exhallng on

open’ sounds llke "Ho" ' "He" and "Ha .
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(18) With'a(partneg, mime the'aéfﬁons.6f.fencing while
each\of you speaks alﬁerggfe lines of a piecé of
~learned poetry. Keep a rhythmié supply of byeath fd'
supporé the vocal tone easily while youiare pexform-

in§ the actions of fencing. *"

N



APPENDIX H

BREATH CONTROL EXERCISES USED BY ROWENA BALOS

The following exercises are used by Miss Rowena Ba

)

for breath control.  The exercises are given in the form o

dlrect commands and are close to the words whuch she uses.

_— (l) Lle down on the floor. Feel the rhythmlc rise and

fall of your breath, like a heart-beat. Breathe

) )

LY

(2)

(3)

(4)

easlly, w1thout using presSure from the outer
abdominal muscles to expel your breath.

Place your fingers: just below the meetlng point of

‘the ribs. Feel thé movement of the dlaphragm as y

los

£
1

ou

breathe. Keep this movement free and elastrc; with-

)

out any pulling or forcing.of your breath intake and

expulsion.

Alter your body position,from standing to sitting,
. A '

lying down, kneeling or bending oikr.~ Feel the

movement of the diaphragm in these differentbposi—

~ tions.

Standlng or 'sitting: Close off one nostrll w1th
4 .

your fingers and draw in your breath as deeply as

p0551b1e through the other nostrll.‘ If necessary

hold out the open nostrll with your other hahd to

A
*

lThe 1nformat10n in thlS appendlx was derlved from

interviews with MlSS Balos and from observatlon of her

classes. R

E C1se o

. . " e v ‘ /- \'\\
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"fallow the‘air to~pass in freely. Feel the'pulI.of.

the 1ntercostal muscles as both the back and front

v

rlbs w1den. Breathe out. Block off the OppOSlte

[y

nostrll w1th your fingers and repeat

(5) Stand up. Bend yqur arms and place them level with //

your shoulders, the hands touching at chest level.
!

Pull your arms backwards with a qulck.jerklng mové-
ment, while emitting rapid puffing breaths in time
with your arms movements. 'Relax your arms and then

repeat

(6) Stand w1th your feet apart Bend‘your body,fromﬂthe

walst and bounce your splne.4‘Breathe easily, moving

your r1bs freely as,you raise your body'upright

’

.again.

(7) Standing: Lift your arms up‘slowly‘from yourﬁsides

to above your head, breathing in s you raise them.

N,

Expel your breath.slowlyyas you . lower your arms

! P
Vo

" again. B o ‘ (N
(8)-Standing’or‘s1ttin;i Breatﬁe in\and count aloud as
~you e#hale.‘ Count to. progre531vel‘ hlgher numbers on
" one breath as your breath.control ink reases.

(9) Converse with a fellow‘student in a relaxed.manner

IS

'ffyou WereV‘

.by allow1ng your voice to flow out as
o 51gh1ng as - you talk. Complete each sentence on one

"sighing" breath.- = - A
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RN BREATH CONTROL EXERCISES. USED BY KATHLEEN STAFFORD

",. . })‘ l '.‘ Lo . , .

A | 1

,gq : The followlng exer01ses are used by MlSS Kathleen
%gford for breath control They are glvem in the form of

" \

&Jct commands and are close to the words she uses.l . .
I“"..‘ l ‘\
?}(;) Lle down on the floor. Place your flngers at the

(R

|

p01nt where your rlbs meet and feel the actlon of

V‘Vthe dlaphragm. Puff your breath out llghtly and

| ‘feel the dlaphragm move more vigorously.

JN*F;(Q) From a prone position, sit up,;breathinglin as' you
| "do so. Let, your’breath impel you to sit_up. ‘Lie

N

,"”‘ down again, lettlng your breath go. ,

(3) Lie down wlth your arms stretched over your head.

i Breathe in as you ralse your torso and touch your

toes.‘ Breathe out as you 11e down agaln.

b 4

(4) Stand up Place your flngers on your front ribs and
your thumbs on your back rlbs.f Breathe in and feel

- the expan51on of both your back and front rlbs. Let
: 1

the air out on -an "S" sound.i Drlve all the alr out

\ '
s

w1th your dlaphragm before allow1ng your rlbs to

‘1,collapse.,b

g

(5) Standlng *Take'afoood breath; lWithin‘that,breath,_/
. ) . ' ) ‘.q '« . - .“ '

o - B N .
- i e . - Y .

"“’ The 1nformatlon in thls appendlx was derlved from
ﬂ:nterv1ews wrth MlSS Stafford and from observatlon of her

%w olasses. RS
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'rlbs. ‘Breathe in sllently for about two seconds wit

,a spe01flc attltude 1n mlnd such as: sadness,‘arro-

()
. the amount of breath needed to make these sounds.'

‘ l
; Repeat these sounds 1n anr uprlght p051tlon, checklng

(8)

. it, llke "I ‘am 901ng home tomorrow"; Try the same

“-strlng of numbers w1th dlfferent moods in mlnd such

T the flrst number or drop your v01ce on the flnal

(9)

take short panting“breaths.}ykeep7your»ribs as fully
‘expanded as possible. Feel'your diaphragm'moving to
. [ | . i .

'support thls act1v1ty

. complete the sounds. | T

'Keep your' ribs out andvsay-':"bne: two; three) four,

‘five,'six;'seven" : Instead of a strlng Of numbers,

'number. Breathe 1n between each change of’ mood.

\‘ "‘ \.I | “ ,‘|“ ‘ :.\‘ ‘l, 157‘|

v . . . .t ) ; Tho

’ N ' |l

lace one hand on your dlaphragm, the other on your

h .

gance or pleasure. $xpel the air on’ an "MMMM " sound;k/i«

'

sustalnlng the 1ntentlon untll the sound is complet/

Do not let the sound d1e away . See that 'your r1bs '

1

do not collapse" 1nstantly when you make the sound.‘

¢

stand up. .Bendvfrom your walst. ‘Breathe in and say|

theﬂsounds "Mengémah"' "Ming-mah", “Mung-mah“i“Feelh

LY

to see that your rle are fully expanded whlle you
' Y '
Place your‘hands,on your ribs!and your diaphragm.‘

i

|

think- of a deflnlte sentence with an 1ntentlon behind

“p

i

[ ’

: "Sad"‘ "happy" or "commandlng"‘l Do not 1gnore

-

Stand up.; Roll your shoulders loosely, breathlngkjg} o

¥
o ,.5. .

a.

I

s o ’ i B
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all the tlme.. Feel the pull on your chest m scles o
o as‘you do thls ‘ ] | ‘lf | ‘M“, 21‘:
3 W R \ ; ' o ' ' . .‘ . . ) v :
(10) ‘Read’ a ShakeSpeare sonnet aloud Breathe at thé’'end -

N

of every llne, 1rrespect1ve of the sense. Let your

N : . t

: breath support your tone through to- the end of each

llne. ’ '"

(ll) Stretch yourwarms out level w1th your shoulders,

»

. then bend them 'S0 that your»flngers touch at the

back of your neck. Feel your rlbs stretch out’ when :
la !

your arms are in thls pOSltlQn Reclte a poem,,such

as "Bad King John“ Flrst'breathe between each l;ne.),,

|
I

When you can do thls ea51ly, sustaln your breath

, | a ¢

over. two, three and four fines at a tlme. .Read the”
L} . N \.
piece quletly, as well as W1th full tone.

T . )
~ t ;

l’\

o ’ »

Exerc1se for Stage Laughter L e '

(l) Begln by smlllng w1th your eyes, to glvé you the
' '_'1'correct 1mpetus for laughter.‘ Take in'a small

.breath. Emlt ‘a serles of short}"Ha” sounds w1th a :

i
\

pantlng motlon.‘ Allow your abdomlnal musclesfto move
'“Jfreely.; Increase the rapldity of the MHa" sounds.‘- |
‘7;§f untll they begln to merge 1nto the sound' of natural
‘. ;laughter.d Vary the 1ntervals between breath 1ntakes ;;b
“and’ elongate ‘some’ "Ha“ sounds..fgt‘;\“ o 'b',fdﬁr';;“a
-Hté)iExerdise for Stage Weeplng' S | w‘d
‘f“”xAllow your face and rlbs to narrow and your llps‘

7;Zp0ut to lnduce the correct phy51cal 1mpetus for Ef;

. S e,‘. o co . $ ‘ ..;\‘,‘
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L]
-

sobbing. Take in a breath and cmit‘ﬁhq broath in
\
short "Oh" sounds, supported by quick movements of

‘thod{aphragm. Vary the amount of éonuf sounds and

-

_ ~.
silent pants, rising to small crescendos of sound,
SN

until the sounds resemble realistic sobbing.
: ;

» v
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RESONANCE EXERCISES USED BY DR. MACHLIN'

v
-

Tho fofiowing exercises arec used by Dr. Machlin to

. , 0
develop vocal resonance.l . : Y

They are given in the form of direct orders and are

¢

close to the words she uses.

Listening - Exercises

1. Listep to side 2 of the record "Homage to Shakesbeare"
| (Argo, NF4, mono; ZNF4,j§tergo).‘»Do not identify
the recaders beforehand,:fgom the jacket or brochure. (
Decide whether the voiées are those of actors or non- ‘§£
actors. Compare your Aecisions with the infofmation
f provided with the reco}d Play the record again,
listening for the diféerence in resonance between the’

i v,
actors and non- actors. :

i

; - :
2. Listén to the folldwing records: "Othello" (Columbia,:
: ‘ Qthello

SLi53;) "Ages of Man" (Columbia, OL5390;) “"Twelfth

Night" (Caedmon, SR§213;) Just-8o Stories (Caedmon,

TC1038;) "Poetry;of.Thomas Hardy" (Caedmon, TC1140;)

and "Anta Album of Stars" (Decca, DL9002F‘ After”

‘ " listening to the first five records, decide where

Y L J . [y

.

1

» lThe information in thlB appendix is derived from
interviews with Dr. Machlin and observatién of her classes,
and from her book, "gpqech for the Stage". *

.
i T . -~
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-

the following actors are using maximum and minimum
resonance; Paul Robeson, Jése Ferxer, John Gielqu,
paul Scofield, Borié Karloff ahd Richard Burton.

On the last recorxd, listen‘tolﬂelen Hayes, Florence
Eldridge,' Eva LéGallic?ne, Katharing4Corneli, Julie
HBarris, Edith Evans and Tallulah Bankhead.  Place -
them in orxder, according to the fullness of resonance
‘in their voicés. Justifiy yéur”deci;ion with refer-
ence to séecific passages. - ‘

SV
Wi
il

Hdhﬁ&%ﬁ and Moving Exercises '#”'

l? Swing the arms in the routine describedfin No. 4 of
the transition exercise for relaxation. Do this ﬁo
a count of three. Hum on one low note for the three
counts. Repeat, humming the next note up the scale:
for the next three counts. Continue this for one
octave up and one octave down the scale. 7 \

2. Do the head-rolling exercise (Transiﬁion reiaxation
exercise No. 5,) singing the syllable "Mgh“ with
each repetition. Move one note up the scale with
anéther sung "MAh" each time the head-rolling is
reversed in ?irectlon.

3. Sing the soukds: "Mah," "Maw," "Moh,J "Moo," "Mow,"

"My, " "May;; "Mée,“.whiie moving the upper body

rh&thmicall in any of the following ways:

ii) Circling .the upper trunk and reversing direction.

, . K

C(i1) éingle/arm-éwinginq.

J
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. : - N ,
(1iii) Head-turning, head lowering and raising, head

[y

dropping back and raising. .

(iv) Shoulders rounding and.releasing.
A

(v) Hands'clgsping and releasing.

a

(vi) Arms bending and extending, sideways, upward, . ..
o . ‘ : '

forward and backward. .
v (vii) Trunk bending sideways and straightening.
(viii) Trunk twisting ‘sideways and straightening.

: : ) L
- Extended Singing Exercise, with Breath Control

(1) Using the "Ahf sound, in{fbur—note groups, sing
upward for seven g;gups on one breath, usiné the
ltonié sol~fé progression db~re—mi~do, re-mi-fa-re,
mi-fa-so-mi, etc. A sihgle'"Ah" ends the upward
progression. Take a breath and sing é%e same combi-~
nation‘doanafds on one breath. Start in any low
pitch suitabig for your voice.' The firs£ syllable
of each group is accented iightly.

Méintaiﬁ a soft and clear tone and open the jaw, lips

and throat well for free tone. The speed should be

fast enough to give an easy, bouncing rhythm.

§inging—speaking;Transition'Exercises

(1). sing the following syllables, using two breaths for
the series, or one if‘possible:_
;~Méh.maw mah / mah maw moh maw ma% / mah maw .moh moo -

moh maw mah / mah maw moh moo mee moo moh maw mah. )

-
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/ ! » v N .
In the tonic sol-fa system, the tune is : do-re-do /

do-ré-mi~re-do / do~re-mi-fa-mi-re-do./ do-re-mi-fa-
i & l\/‘\ " N
"y ‘M ' !

‘so~fa-mi-re-do.
Repeat the series four times, moving the starting
note up or down by one tone. each time. Sing slowly

with well-shaped mouth openings.

(2) sing the series in exercise (a) to the‘following

tune: | oo ‘
Do-mi~-do / do~mi~so—mi-$6 / 'do-mi-so~do-so-mi~do /
do~mi~sono—mi—46ﬁso—mi-do.
Invthé eiéht—tone octave, the intervals are the thir?,
fifth and eighth tone of the octave and the third of
"the octave abbve.l’ : S
(3)“§epeat the séries and tune in kb), substituting the
\;*§ﬂﬁo' sound for the syllables gi&eﬁ. Then sing the
first group, using 'No' éounds and immediately repeat
it in speech in a rising and falling pitch pattern
as cloée to the sung melody as possip;g. Alﬁernagé
singing and speaking the cbmbihation}'makigg the
speech tone as mﬁsical as pbssible. Repeat this
with'thé seéond and thirdtgroupg.i i.‘ f‘ .
(4) Repeat all the above groués,’sﬁbstituting forlthe
.given $ounds’ény one-syllqplé(word whiéh;includeé a
bhasql consoﬁant énd a Qo;él orﬂdipthonq; such as -
‘"mY“hanW," "ding".vetc.' Sing and speak th combi-
nations by turns-with these words. When you feel |

P s

‘
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there is good resonance present, record and listen

to both your singing and speaking tone.

Exercises for, the Soft Palate

1.

Raise and lower the soft palate repeatedly by saying'
the following combination of sounds:
NG...Ah, NG...Ah, NG...Ah. '

Vary these sounds with the combinations:

'NG...Oh; Ng...aw; Ng. . .ow; Ng...ay, Ng...eye.

'Open your mouth widely as you say words like:

Man, sand, time, ham, town, now, Dan; sin, mine.
Deliberately over-nazalize the vowel sounds by

Co . . ! '
opening your mouth as little as possible. Alternatg

{ ' ' ) .
between the. fuller sounds, when your mouth is open,

~and the sharp, nasal sounds when your lips are

narrowed, to appreciate the difference in resonance.
hd i N -

Lot



. APPENDIX K ‘ .

RESONANCE EXERCISES USED BY ROBERT PARKS

Py

The following exercises are used by Robert Parks for

ﬂ

The exercisés are ‘given ‘in the form of

develooing resonance.
 direct orders and are close to the words he usesgl‘ 1
(1) Open your.jaw and place youfthand oﬁer your mouth.
Hum eas%ly,.feeiin; the resonant vibrations in youf
mouth; A ‘v |
. (2) Place'your fiogeré oa\your nose and hum, feeling the
stfong vibrations of nasal resonance. X
”63) Place your fingers on your cﬁest,-shoulders and'oack.’
of your head and hum in diffefent pitches. Feel the-
vibrations that are»p}esent in these areas as you
alter the main areas of resonance. |
(4) Kneel down on all fours and drop your head forward.
bHum, feeling the strong nasal and head vibrations in
- this positioa.‘ Keep humming and raise your head
slowly until you are looking sﬁraight ahead. Openvg?
. your mouth, formlng the "Mah" sound, keeplng the
‘ v1bratlons strongly "forward"hln the face. Drog
‘' your head down agaln and raise it again, u51ng

-dlﬁﬁerent vowel‘sounds as you open your mouth each

.- ' e '
N g . ' . '

N

lThe information in' this appendlx is derlved f
interviews with Robert Parks and from observatlon of h
classes. - . . ,

) 165. ‘
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time. Rise slowly to your~feet humming all theftime
and allow1ng your head to remain bent untll you are
- fully upright. Ralse the head and open ‘the mouth in
a series of'vOWel sounds again,'maintainlng the same
‘strong'vibrations in the face "mask" whiCh'you
experlenced while you were kneeling. -

(5) Place a cork between your teeth and streteh your
*mouth open. w1dely whlle making a varlety of vowel
A\sounds. Feel the open, relaxed quallty in you

throat. .

(Gf Place your.fingers on your larynxiand swallow. Feel
the‘upward and domnward;movement as this ocours.
=Make ‘full vowel sounds,-checklng that there is
mlnlmal upward or downward movement of the larynx,
which will constrict and aistort tne sound.

‘(7)‘Work in four-note combinations with the piano,l
singing the sounds "Hum-mum" toﬂeach note. 'Make tne
SOunds brlghtly and energetically. Sing tnese
syllables in progre881vely hlgher comblnatlons of
four notes w1thoutwstra£ni 'Repeat, substituting tneA
word "Hullo" for "hum-mum" B |

(8) Work in palrs, fa01ng a fellow student at some

dlstance. Matchlng ~your pltch to random notes on

" the piano, u51ng the sound "Hum-mah" and "send" that

sound to the student opp051te you w1th an “1ntent10n"

behind it. . o S



167

(9) Lie on your gack. ~Start humming. Bend your 1éﬁs to
the nignt as you roll your head to the 1eft. Repeat“
‘tnis éction continuously with head~and,legé mov;ng
in opposiee direcﬁione.

(10)vLie on your stomach and hum, Bend your legs et the

| knees and move them from s1de to slde, together. |
While yoﬂﬁare doing this, raise your head and change
the hum ﬂmto a "Ah" sound.‘ Replace your head on the
flocr and repeat. |

‘ -1
(11) From a prone posltlon, keep hummlng contlnuously and

~sit up. Open the gound into vowels such as "Ah" "Oh"

and "Ee".-. ) - kY o o,

(12) .Alternate between voiced "NG" sounés and vowel
sounds, feeling the‘movement of the soft palate.
(13) With a fellow student, sing alternate lines of a
speech-to- an improvised tune and 'speak the.lines;
immediateiy afterwafds, tryino to retain the fullness
‘ of resonance on vowel and nasal sounds that you

achleved whlle singing.
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APPENDIX, L

BN

- RESONANCE EXERCISESHSED BY ROWENA BALOS

’The‘followiné‘exercises are used by Miss Balos to.
I .

develop vocal resonance. The exercises are'igiven .in the

e

7

T

'form of direct orders'and are cloee to the words she uses.l‘

'(l) Stand'upright ‘ Let your head drop back and start

(2)

| "hollow head" in whlch there 1s space for full

.(3)

hummlng, feellng the strong vibrations in. your

t

throat and chest. Now move your head, so that you

are looklng dlrectly forwards. Hum w1th your head

]

in this p081t10n, feellng the strong v1brat10ns of

‘oral resonance in .your mouth‘and on your teeth.

Allow your head to fall fully'forward, towards your
" R 1 CAN

chest and hum again in,this'position. Feel the
| ,

'vlbratlons strongly in the nose and. cheeks. Move

your head to and fro whlle humming, feel1ng the

centres of resonanCe shifting accordlng to your head

- .

p051t10n. ' v

Hum strongly, with the mental image of having a

v1brat10ns.‘

».

Move your sofq.palate b&'éaylng the comblned sounds~

. S\¥

The 1nformatlon in thlS appendlx is derived from

1nterv1ews w1th Mlss Qalos and observatlon of her: classes.

o 168h
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Ng—Ah Ngsee, Ng~0h, Ng OO rNg~Eh
Wlth a mlrror, watoh your soft palate move down to

0pen the nasal passage to resonate "Ng" and then

move upward to close “off the nasal pasSage for "Ah"

¢

and the other vowel sounds, whlch are resonated 1n e

the mouth. Do ‘these Comblned sounds rap;dly, to

make the soft palate move flexlbly b k‘ﬂ

Exerclse the tlp of your tongue by maklng a rapld
)

series of "L" SOunds,‘followed by vdwels, such as

/

"La" "Leeg" "Lo"™, etc. Move the back of your tongue
y ] B

. e,
by making‘a series‘of‘"Ga" and "Ka" sounds Move

"G
the centre of the tongue by holdlng the Mld "E"

sound Chebk that the tongue does not rise’ too hlgh
to allow the paseage of' air over the top. of it.

o

Place your flngefs on your lasynx and move it to and

‘Ero loosely while you make - open sounds such as "Ha,"

VA : ooy
.

'"Hl, and "He" If your tongUe tends to pull back-"

,wards whlle you are maklngvthese sounds, hold the

r sounds.,, S . o

f-

(6)

(7)

‘ laughlng 31lently. ""“\

(9)

t1p of your tongue w1th your flngers and repeat these

\ .
1

‘.

Massage the jOlnt of your jaw withfyour fingers.

Open your jaw w1de1y "as 1t you were screamlng ,

w ot

81lently" Now open your mouth w1dely as if you were
Y

£

"D

Clasp your hands together and shake them v1goréﬁsly.,~

x>

.

b | R : g
- : .

-
AT 1

oy

Move ‘your Jaw ea51ly up and, down; f‘,f o S

i

. .
L8
&5
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~”

"*Allow your jaw to mT:efup and dowA loosely'with the

momentum of thlS ‘shaking

(10) 'In a standlng 'position,’ hang down from your walst

~.and | start hummlng Ralse your body slowly, fGEIIDg
the strong v1brat10ns in your’face,vqnd open your

mouth on a variety of vowel sounds 'as you come‘
uprighr,. : ,
(L1) Using a piano, cﬁoose five—note combinations stich as
‘ thevsol—fa tonic "Do~reemi—re:doh and hum'the'firsﬁ
‘ tﬁo;notee.o Oon the last three notes,‘open your mouth
to,Sino "Mah?, "Me" or "Mo" sounds.‘ Repeat these
’combinaeions.in higher and lower pltohes.'
‘(12) Move your llpS v1gorously on the sounds "priv, "Bray"
o and "Bral" -Allow your llps to flutter loosely on'

[

the "B"'sounds, Burr your llps together, like the

L b

sound of a motor—cycle. ‘ : o
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~  APPENDIX M B
e ’ ' : . AL A

RESONANCE EXERCISES USED, BY KATHLEEN STAFFORD = .

B

The follow1ng exercrses are used by MlSS Kathleen
e

Stafford to develop vocal resonance The exerclses are glven

~in the form of direct orders ahd are close to ‘the words she

a2

.o uses. K L . . , Y . 0 ' ! i

-

o
¥

(l) Mahe‘a.prolonged "MMMMM" sound. . Place your“fingersl'
on your throat, nose and llpS whlle'you are maklng ,w
| th1s sound and feel the v1bratlons of resonance.

:(25 Say the word "Dong" and feel the ‘resonance move from
the throat to the nasal passages, as the sound is
completed. | "' , o

- (3) Massage the joint‘of'your_jaw and move your jaw-‘
ea51ly up and down |

(4) Move your soft palate up and down by alternatlng the )
| sounds "NG" and "Ah-" "MM“’and "Ah" and "NN" and "Ah"
Let the sound move smoothly from "NG" to “Ah" w1thout
-rwu-f a- cllcklng sound 1n the glottls.
Q"I',-(cs) Say the complete serles of vowel and dlpthong sounds,

'.‘_Jf . ’

VY, 0N
’,fiu§ﬁ shaping your lips carefully for each dlfferent sound.‘

Make sure that the t1p of your tongue rests behlnd

tod

lohe information in this appendix is derived from

1nterv1ews w1th MlSS Stafford and from observatlon of her o

classes..nl o . SR
' B ' o R Y2
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your lower teeth throughout tHe formatlon of these
‘sounds,,so that the fullest amount of resonatlon

!

'in the mouth 1s pOSSlble

(6) Say»the sound' "MMM brlnglng the séund ' well forward

1nto the face mask" - Do not compensate by mov1ng
your head and neck to: 1n1t1ate the sound but use
strong7breath pressure to brlng the sound forward

(7) Make the "MMMM" sound w1th a feellng of @Jo f' o
‘ ' Y

'“Command" orv"DeSpalr" behind 1t Do not“allow the )

sound to droop away but SUStaln the mood v1gorously /'

a

from start to flnlsh. S ¥§'

(8) Say the serles of sounds, "Mang—meng~ming—mong:mung“, '

or "Nang—neng—nlng—nonghnung" using the vowel and * .

nasal sounds*fully and w1th v1gour. Now do the
' N - ' ‘
serles of. sounds WltL a deflngie 1ntentlon behlnd

them, such as’ "I w1ll not see yduaiomorrow"; or
"Wlll you please try to help me"?’ :fi,f :‘

'v(9) Imagine th%} you are trylng to dlrect the "MMM

A "

o

sound some.dlstance in front of you, or to’ someone

: behlnd you._ Use extra breath to brlng the. v1bratlons
N

'

fully forward 1nto the face.f" "llh“Vﬁf;y.,

L

,(10) Read a plece of poetry, paylng partlcular attentlon

to fullness Qf resonance on Vowel sounds and nasal .
. / , L . . , ) \," [
. consonants.,, '

b
o

,\~ .
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APPENDIX N

KLINGHARDT'S MARKINGS FOR IN'I‘ONI\'PIONl

L}

Horman Klinghardt (1847-1926) was.a German linéuigtic\"f

a
-

o ‘ N .
scholar who devised a series of symbols to show thé® charac-
!teristic pftch inﬁonations‘of French, Engliish and German '

specch. Although his work on English intonaﬁion2 has not
| o
been translated fully into English, an Ameritan spcech

.

tecacher, Mafgaret\McLean, obtained permission from.
Klinghardt to summarize his system for teaching purposes. ’

Shefsybsequentlx published extrfacts from his work in two of

her own boéks{?

{ . | . | A

A

?
4

\ " : R : Co
1The-information in this appendixawas derived from
interviews with Dr. Machlin and Robert Parks, and from the
following books¢ Margaret Prendergast McLean, ,Good
American Specech, 1lst, rev. ed. (No% York: E.P. Dutton
and Company, Inc., 1952), and-Edith Warman Skinner,_Speak °
with Distihction, 5th ed., (New Brunswick, N.J.: rdlth

Warman Skinner, .1965). ) 7

2Hcrmaﬂn Kllnghafht and G. Klemm, Ubun en im
‘englischen Tonfall fur Lehrer und Studi€fende, ZCotﬁeng
Qtto Schulze Verlag, 1920). R .o .

L4

~

' 3Margaret Prendergast McLean Good American Speech,
lst rev. ed., (New York: E.P. Dutton and Company, Inc.,
1952), and Margaret Prendergast McLean, Oral Interpretationm v
of Forms of Literature, (New Yor* E.P. Dutton and Company,
TInc., 1942). ( N |
L ‘ t

[
~
(¥ ]
[ T
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Klinghardﬁ‘s symbols are as follows: N
The “"measuring line" .which ropresents the average

pitch of the speakar's voice.

N ) The heavy dot, represcnting a s%rassod
syllable. | |
v
. The light dot, representing an unstressed
' syllable.
’ ° The médium dot, representing a,sccondary
stressed syllable.
| . @ ‘ The heavy dot also shows level intonation. \
P\ The upward "comma" shows rising intonation. |
¥ o ‘I‘hg downward "comma" s;\ows falling
-

intonation.

‘\,. Thesé extended syhmbols show circumflex
.C’ intonations which both rise and fall on
 J

the same syllabie.
°

The measuring line and dots are written above the

sentence to be transcribed thus:

\
)

: ‘.i‘ :“'. :
A Q ) b

Are you quite sure-you' re co&ing‘to the party?

.

: . o : . :
Robert Parks uses. Klinghardt‘s symbols, as illustra-

+ .\ i

ted above, for pitch transcriptions.
= 2

Dr. Machlin varies sligﬁtlx from Kllnghardt s system

Sb;‘dses mugkc’staff paper with five*lines,gor transcription,

©
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instead of the single moasdfing line. Dots on the middle of
" the staff show|the middle of the specaker's range,

uExtremely high~pitched or low-pitched syllables are
shown by dbts placea on the lines or spacces above and below
the middle line.
. Dx. Machlin also omits the use of the medium dot
ﬁrepresqpting a sec0n6ary'stressed syllable) and the s&mbols
showing circumflex';htdnatioﬂé.

A simple’ example of her’ transcript is:

. ‘ - -®
o _ ~ .
~ -0 - @ —8- ) :

. ]

Oh no, not;agsinl I can't take it.
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APPENDIX O

PITCH EXERCISES USED BY DR. MACHLIN
R B

-

-

The_following exercises are used by Dr.,MacﬁIin to

extgnd pit¢éh range. The exercises are éiven iﬂ the form of

Qirect brders and are close to the words she uses.> |

. (1) Read aloud sample sentences which have been tran-
scribed into "Dot-and-Tail" piﬁch intonations,
either by yourself or someone elSe. Try to follow
tﬁé fise and fall 6f wdrds and éyllables, as the
dots dictaté.r Record your rendering and compare it

oo with the transcription, to see how closely ybu have
managed to achieve thelvariations ian}tch. ‘
(2) Transcribe speeches in "Dot-and-Tail" symbols from

.dfamatic recordings, such as Edmond Réstand‘s
'“Cyrano de Bergeracg", as spoken by Jose Ferrer
(Capital W283). -Try to reproduce the wiQp'range.df
-inflections yourself.

(3) Collédt 'samples of strongly inflected seﬁtences
from conversations you overhear. Write them out ip
pitch tranécripﬁion. Work with a partner, readlng

L3 his transcfiptions aloud,and~létting¢n1m ‘read yours,
so that ydu can check their gccuracy.; | ‘

(4) Sing through'an-octave on the piano, using the "Ah"
qpund to match each note. Substitute the words °

. ¢
- M :

) 1The 1n£ormation in the appenélx was derived from
- interviews with Dr. Machlin and observation of her classes,
and\from her book, "Speech for the Stage”. |

[N . .
. . )
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-

"One" to "Eight" for the "Ah" sound and repeat the

exercise.

Sing the word "One" at the same starting point on

‘the piano as you used for Exercise 4. Start to sing.

the word "One" a second time, but change over to
'speech by sliding up in,pitch from where you started
and then' cutting the sound off short. Continue the

number sequence up the octave, singing the first

number of each pair and sliding into speech with the

'second. The speaking of each number should begin

exactiyfon the pitch at which it was sung. 'E%Ch
spoken word ha's a rising‘inflectiqn, exceptl"Eight",
which has a falling inflection. Repeat this down
qﬁe ggélé, usiﬁé a falling vinfle&tion on spoken
numbers, excep "One", which is 'said ;t_a-levgl low
pitch. - "¥ - ,? i
Sing the following Sequegce of numbers rab}dﬁy up

and down over the space of an octave. The rh&thm is

achieved by stressing the underlined numbers:

'1,2,3,4;5,4,3,2, - . | ,

* ‘a
P

1,2,3,4,5,6,7,8,7,6,5,4,3,2,1. . . N

Speak the same series, with the risiné aqd falling -

S . 4 . . i
. pattern of the sung melody. Repeat, éfaﬁting each

- . L
repetition.one note higher in ‘pitch.
: o T . ) -

g g o170
-
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(7) Yawn deeply. Speak eachrof the'syllables below on a
long, continuous pitch slide, beginning at your o
‘lowest pitch and Sliding steadily to your highest:

"Mah“ "Maw'" "MOh" !"Mdo". "MOW", "My" "May" 'uM'eu ..

"

Reverse the process,}slldlng all the way down on
each. sound.

(8) Speak "the foLlow1ng phfases, usang pitch 1eaps, up
ior down Use slldes of your own 1nvent10ns:
Down},Down! Down!

Well! Welll Welll

oh, not ' - P L s

Why not? ' |
i

Who, wants to know9 I dbf T must know!

i1

It s 1mp0551b1e' Nothing's 1mposs1blel

(9) Work with another actor,’one‘of you using the word

A

"Yes" and the other using the word "No". ‘Begih with
low-pitched words and build gradually'bir?topping"
each other untll your hlghest pitch ls reached

" (10), Read poems, such as John Donne s "Go and Catch at
Falllng Star" with constant pltch changes, to brlng

out the ironic humour. Make your own' selections S

‘\

.. from dramatic material to experlment ‘with pitCh =

change. Keep your hlghest and lowest pltches for

1ntense emotion only. Regard these readlngs as
m,\ r.

. exercises for stretchlng your ‘range rather than

. eonrts at comm\.m1cat1on3’i5
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(11) Listen to high and low pitches used for cﬁaracteriza~

179

' tion in recorded plays. -In the records below, hear

't

how different pitches are used effectively as aids
to characterization. After listening to them, judge
of their success and f%&? other such examples in

recorded plays;

1

N Peggy Ashcroft as Beatrice in "Much Ado About
- Nothing" (London, 4362). |
Hume Cronyn as Polonius in "Hamlet" (Cdlumbia, DOL302) ..

“Laurence Olivier as Othello in "Homage to Shakespeare"

(&5 " (argo, NF4).
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[}

PITCH EXERCISES USED BY ROBERT PARKS

The follow1ng exerc;ses are used by Robert Parks to

extend pltch range The exe:cxses are glven,1n~the form of

-

dlrect orders and are close to the words he 'uses., 1

-

(1) LlSten to other voices to 1dentify the use of a

dlfferent pitch qual;tles, partlcularly unusual
Qualltles which may be uséful to you'as an actor.
i (2)3Transcr1be sentences into the symbols of the "Dot~' -
o Tand —-Tail" pitch’ transcrlptlon system. Vary the
1ntonat10ns in eac!'sentence and see how the meanlng
of the’ sentence alters. accordlngly | g; . .
(3) Wbrk’with a pianoh matching,your'pitch'toﬁthé”
"mu51cal notes over -the space of about an octave..
" ,Use the sounds "Ha" "He" or "Hi“/to match each note.
.t ‘fDo thls 1n both ascendlng and des&endlng p1tch. 'Try
to speak these sounds in the same pltch #s the
mu81cal note after 51nglng it. B /

AR

(4) Slng the sound "EE" twice on: each note as you o-

t L
? *

gress up the plano to .an easy hlgh point. Cha e

the sound to "Ah" on. each note as you 'descend down

Ty

" e t‘;"! - i : X . »

b ESPUR

R lThe lnjormamlon lh,thls appendlx was derlved from-

nterv1ews with Robert Parks and from observatlon of hl

classes.f : : L . -
. - . ., , .,’ "‘ B ,‘ ‘ .i, Lo 18,0“" p’ .*bz; .,' ;' ’ ' i‘. ' '—(«' ,,A‘,:"

R . i I L . o [l
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ou ascend 1nJ 1toh and "Ha" sounds as.,you descend
Y P Y

"

in pitch.

Alternate this by Singing'"He" soﬁnds as

(5) Sing the phrase "Hello, how are you?" on a variety

" of 51ngle notes, SUStalnlng the same note throuqhout

the whole sentencef

RN

Immedlately speak the phrase

matchlng the sung pltch as exactly as’ possxble.

Repeat thls exerclse using a, variety of sentences,

or llnes of poetry-

n

(6) VOlCﬁAthe»"WOOO" sound, rising from your lowest

-

pltch up' to.your highest pltch on a contlnuous

SWOOp.

pltch on a single breath

v

! .

.

A

(7) Speak a llne from a poem 1n falsetto tone, upper

mlddle range, lower’m idle range and lowest range.
@

e |

[N

» Try to keep varlety Ogglntonatlon in the llne, ‘even

‘in falsetto., é

3

’

Follow this W1th four "Woo" soﬁnds in rising |

LY

(8) ‘Work 1n palrs, one Student llstenlnnghlle the other

EN

' student makes arbltf&ry sounds,,such as w1nd noises,

[ 3

barks or clock séunds, ln a varlety of pltches.d

‘ ,‘:’

ot

Be'

aware of how these SOundswand unusual pltches affect

s, [REAN 1‘

~you" emotlonally and- klnesthetically

‘5/

Improvise a..

7“

N

L

short scene wlth words or llnes to see how you could

«

‘.-t
\;ncorporate theSe sounds and pltches in a"pene.;
, A\ :

-

(9) "Opera" Exercise-

Work 1n palns, w1th a; ther student.

of

Using an

1
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- 1 -
- " Yoe
\

1m§rov18ed tune,'51ng alternate lines ‘of, a learned .
Shakespearean speech to each other whlle you |
improvise a scene, such aselayingwg,b:eakfast table
or trying to board a bus. Use as wide a variety of

¢

pltches as posslble.,‘Reﬁeat the scene, speaklng the

"llnes to each other.. Try to retaln a w1de Varlety
of pltch in- the Spoken llnes, as you dld in the sung

lines. D I"Ai»a/“ :” : .

’
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‘APPENDIX Q
';‘h‘ AN ) ‘ . , A - LA
, PITCH EXFR@ISES USED 'BY ROWENA BALOS - |
e e N
)J4|( . [;AThe<fbl}owing exercises are used by Miss' Balos to
‘ feXtend‘pitch range. ,fhe\ekercises i;e éiVen in the form of
y,direct ordefs.ana'are'close‘to the rds ‘sne'uses.;L
0 41(¥) Make sounds‘et}different voice levels, using only
. 'silent bfeath to begin with, until you' feel you will
be‘ablefto[create the_sound without strain or:’ R
tension. & . TR
) \‘.4§2) Listen to vérious!notes:in.highen‘and lower pitghes \
: ! . e . ' o . oo i : )
Voo W . . . ol
‘ . on the piano. .Think what dgfferent(iood changes
~ N R - S ) S ?
N these sounds convey to you. Low not s may suggest ,
‘, » e ‘ ' .
‘7 la21né@s or malevolence,lfor 1nstance, while hlgher .
I \~~ N
) notes aay suggest exc1tement~'joy or feaf.. Try to
4 .
R "match these sounds, conVeying the emotlonal over-'
o R C T . .
“tones tHey suggest to you<b .
SN @) Thlnk from your “centre as.you try to produce these
- _ hlghensand‘lower sounds. Make "a’ sound as 1f you 'i
R ) ' o~
A, were trying to tlckle someone w1th lt. Now try toe '
L ' Ca [ ,‘r‘ ' ¢ ‘: “x.“
S X get someone‘out of the\room w1th your sound.
. T ) ' ','; [
’”(4) Slng the&"Ha"”sPund;;n :;51ng[p1tch-over the~spacedg; .
'4-7 ‘.“;. : . " i : “v':\i.‘\‘l‘ : ‘ ‘:. . ‘i; l,.\A 'bv'~ .'l :
€>I SRRNE EETE T CT Y e e
£ L wTThe AR rmatlon in this gppendlx was'derlved f:om. ;
'Vvlnterv1eWS Wlth‘MlSS Balos and from observatlou of her_“w' e
- S R , 5{f ; g
\“h RS 5 - \




(5).Work 1n flve—note comblnatlons on the plano 1n a0

: L e 184"
of fiVe‘notes oﬂ the piano, using'one “Ha"-souhd'for'

g AN
,

each note. Slng back to the startlng p01nt agaln.-l

Now join the sounds up on one s1ngle "Ha" sound
. . ‘n f P
letting the wound float”out:effoﬁtlessly. Repeat

. . . L

i ' [ st A f . '
[this exercise without piano accompaniment.

)

hlghyr keys, using the'"Hr" and "He sounds, instead

~

A '@'j-.of "Ha" Take the eomblnatlons of notes md%e qult:kly

RN

] }iagaln.w e

and jOln the sounds together, as if they were a’

thought.n.ﬁeel the llghtness of the sounds. Smlle
i .

whlle you are maklng them . L e o

' 1
' |

'(G)TBend down from the walst whlle ¥ou ire maklng "Hl"

or "He" sounds in dlfferent pltches and shake your -

body loosely to ensure that ‘you' are not ten51ng to.

[

‘create these sounds. A ' S y

(7) V01ce‘the "EEﬂ or "Ah" sound, startlng at your

1

~ !

'fnvlowest pltch and make the sound rise in a- contlnuous

' 1

5swoop up to -the top of yOur tonal range and down ;L

8

. . Lo .
. ' S . ! A "." +
N -

‘(é) Wbrk 1n palrs, u51ng the WOrds "Wlll you?“‘and "No!"‘

l

{ra131ng your pltch‘sllghtly on each quéstlon and

Let*one student ask the questlon a?ﬁ the other reply,.

’ answer untll you have reach d our hlghest pltch

B

(9) Work in palrs, u51ng theiﬁéﬁ -

§§‘W1de varlety of 1nten51t1es and moods, w1th your J

partner glVlng approprlate replies 1n the Lame mood

b3 [ s . .

\
Cew s B . : i T - R *
Teee Y v = - L . , s B . . '

"Hl!" Say the'word 1n:ﬂ”



el

-J“ﬁv a‘ﬁ below thls centre note)

1v1nterv1ews w1th Ml S Stafford and from observatcon of her
'classes.gﬂ : : R

' N “»‘ ‘ ‘ ‘w}“ ) ’ - ,. ! . . \ ) . v N“
B  APPENDIX R . ' . . o
. ‘(!vv.)‘ o ‘ ) . " ‘ . HR N . . "
" PITCH EXERCISES USED BY KATHLEEN STAFFORD

The follow1ng exer01ses are us\s by’MissmKathiéen‘
O |
StaffOrd to extend pltch range. The exercxses are glven 1n

the form of dlrect orders and are close to the words she

A
|

uses. , . :" : w o ». Vo, X v—n_/.‘
i . i o i f

' . « .
" ' (\“- S

g S ' ' ' ,
: . . . . o

A.r;éfl) Find, the "mlddlell note 1n your.v01ce hy singlng the

"La 'sound to descendrng notes on the planOh untll
| you can go . no lower w1thout growllng the tone.‘ About
""" 8or 9 notes’ abbve thlS lowest note w1ll be roughly

the centre" ngte in your speaklng voxce. Match

{

vyour vo:Lce to”“the muslcal notes a llttlep way /above

L

,‘7/1.’

B Ve .
Al | 0 e ! 13

(2) Match your v01ce to random notes on the plano, wmthln

1

A . ' ' .
: ‘ ' Aoy
' .

easy range of your "centre note. 'f, _~-',",:g
1 ' 2 R 1 * . . [

(3)'Hum on, an easy,hmlddle pltched note. Now make a

1
' n
4

Lt
[
‘\

( governs the change in pltch Now make the MMM

sound w1th the followlngwmental 1ntentrons behlnd
: ‘ .‘\ Co Y TRt
oo *them: "Anger" "Arrogance" "Recognltlon of someone

N
\ ,p'.. . . .

4

‘(ﬂ“ yqu 11ke"""Command"‘ "Sadness" "Joy “Fear" 7 Hearn

- & .
‘ )‘ - L a N
Lot . . P . ) R . o (R \
‘ o B . . ' Y . :

N ) PR 4 . N '. v

lThen.nfo'matlon in. thlS appendlx was derlved from

PR

Y

short hum on'a "frlendly" note. See how the emotlon :



. ' : : !
, ‘haQ the pltCh alters accerdlng to the emotlonal _'
' o statez“ o o o j.',-"'f '"ﬂ»l K L
"~"fl- (4) . Say the eérles of soundsl"Map ﬁea ml; mon munb"t“ |
,{ B . wlth dlfferent 1ntentlgns beﬂlhd therssunds.‘ Thlnk
o o o
R , for 1nstance, of a sentence'euch,as'"l w111 be .
': . | annoyed.lf you ' do not come"',br "I am’.going home for
= ' vl‘ good"' rather than a mere strlng of sounds. Hear\,Tw
S A ,

o« : how tPe pltCh rlses and falls 1n dlfferent ways, fs'f =
?ﬁizr 35 ,‘; accerdlng the meanlng you are trylng to conveyi o
) | (5) Speak the'word "No" or_ﬁYes" and repeat 1t grad~‘ oo
| 'l' ‘ ually ral51ng the pltch each tlme you say the word ,'ﬁ¥

W ;_ untll'you are at the top of‘your range. ;Repeat the .

y 1 word' 1n descendlqg;pltqq\untul you are t!the .f‘;,‘?

;f‘ ‘ | bottom of your'range.- o ;;;. . 1{0 # '

! - ! , ! ‘0‘.'. / '




