




















85 VOICE TRAINING IN INDIAN MUSIC

or the mirror did not cloud. The sonority of the voice is increased when the
sharp edges of the glottal lip’s brought us close as possible, when the singer
does not at all feel the outflow of breath from the mouth. Singing maestros
of the West advise the pupil to lean the breath — near the top of the larynx
— on the mask of the face. That is the tone should be formed in the laryngeal
cavity and not at the mouth; the breath should be stopped by the false vocal
cords as a preliminary to phonation. This technique is called ‘coup de glotte’.
In my opinion this is superior to the modern method of mingling the breath
with the voice.

It must be remembered that the vocal apparatus was originally designed
for speech in human beings and not for music. Therefore effort should be
bestowed on adapting it to a musical purpose. The first step in such direction
is to develop voluntary control of rapid contraction and relaxation of the
muscles of the larynx, if the demands of tone quality and compass are to be
met. The most important aspect of such preparation is to maintain an optimal
relational position among the components of the vocal mechanism. Thus t.he
body should be erect, chest well raised and the stomach slightly drawn in.
The shoulders should be slightly thrown back. The singer should be firmly
seated. Excessive movement of the body, postural or Kinetic, should be
scrupulously discouraged. The singer should never lean on the stomach,
hunch the shoulders, or depress the neck or the head. In other words, a free
and maximum air supply should be ensured. The laryn'x should then be
positioned in a slightly lower position than normal, by raising the soft pz.ilate.
Next, the mouth should not be opened too widely because this automatically
closes the throat; in other words, the lower jaw should not drop to_o much,
but should be slightly drawn in. This enlarges the laryngeal cav'xty. The
tongue root should never be stiffened. The soft palate sh01.xl_d be rals_ed and
firm. The tongue must be placed firmly in the given vowel position. The impor-
tance of the tongue position can never be emphasized enough in the produc-
tion of a singing voice. It should not be limp, should not be: drawn back or
stretched or flattened. Many singing voices whichare Potentlally good s_ound
thready, guttural, strained and rough because this important tenet 1 not
realised. The vowel moulding and therefore partly quality determining
mechanism consists, principally of the soft palate fipd the centre of the
tongue, though other components do play an auxiliary role. Theb“PP:lr
abdominal muscles under the breastbone, should be contrgcte'd, while breath-
ing, to push the diaphram upwards gradually without jerking; ﬂTC lz%rynx
should be allowed to move the breath out of the lungs and not-wce-;lersa.
that is breath should not be allowed to jerk out in rapid spurts dum'\lg p OtI}lna.t
tion, but the upper chest muscles must gradually a.md slowlyhreco'n ;ssgou;id
this weight pushes the air out, through the glottal lips; t‘hus the voic -
“suck” the breath out, as it were. This is known as respﬂ’awf{ 5‘1‘{‘ 1
technique in voice training. This is the only logical mode of qontrcf) ?lval 2 ;
for the voice mechanism, because while the inward contraction o the upp p
abdominal muscles are susceptible to voluntary and exact control, the reco
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Textual Prescription

Before proceeding to the final section of this paper on the physiology,
pathology and therapy of the singing voice, it may not be inappropriate to
ask : what does tradition — oral or textual — say on voice training? The
answer, so far as I know is, Nothing ! what methods were used in training the
voice for enunciation and singing in ancient and medieval India are now
shrouded in the mists of time. It is both unfortunate and strange that the bio-
graphies of even such relatively recent figures as Thyagaraja or Maha
Vaidyanatha Iyer who are reputed with excellent singing voices, should be
silent on this point. The only residue of voice training now remaining — and
now fast disappearing — is the ‘Akdrasddiana’. While this method merits a
close examination; the need for brevity compels me to be content with the
observation that this does not appear to have provided for individual needs

and individual variation.

What is more strangé, perhaps, is the uniform, stubborn silence in our
musical treatises on so vital a subject as voice training. Even works which
run to several thousand verses and devote themselves with gay abandon to
the description of the archaic, obsolete or technical trivialities, say nothing.
What is the concern of the historian? The best that the best of them can
offer are descriptions of good and poor voices and of a " poor singer. I shall
paraphrase these from the Prakiriaka Adhyaya of the Sangitarathnakara of

Sharngadeva.

Thus the singing voice is defined as coeval with the human body, capable
of musical expression — raagaabliivyaktishaktatvam: — with effortless ease.
Raga here is extended by the commentator Kallinatha to mean ragas of
Indian music. The above general interpretation of the term would seem more
appropriate. Its qualities are described as wide ‘scope (in the registers),
resonance, appeal, tenderness, sweetness, depth denseness, smoothness,
lustre and expansiveness (spreading in all directions). Its defects are enu-
merated as dryness, absence of appeal and of upper partials, saplessness,
thinness, harshness, crowing, inaccuracy in pitch and register. No less th'an
twentyfive varieties of bad singing are enumerated. A vocalist who sings W.lth
clenched teeth is named as Sandashta. If he sings with a divergent shoutm'g
voice he is called Udghushta. If he has a whistling or snorting breath, l.xe is
sutkari. A vocalist afflicted with stagefright is bheeta. Sharkita is dublf)us
and (therefore) sings fast. Kampita naturally trembles ir:n bo-dy'and voice.
Karali makes awful faces and opens wide his mouth while singing. Vikala

sings the notes out of pitch. Kaki crows harshly like a crow; Vitala fails in

ta'a. Karabha raises his neck like a camel. Udbhata is indeed the worst of the

lot; he has a voice like a goat. Thambaka has sucha strain while sin,f_zin g that
veins stand out on his forehead, face and neck. T vnibaki puffs up his cheeks
like a bitter gourd. Vakri twists his neck whi}e singing.. Prafa-rl moves not
only in song but also in body on the stage. Nimeelaka sings with shut eyes.





























