
Estelle Liebling: An exploration of her pedagogical
principles as an extension and elaboration of the
Marchesi method, including a survey of her music

and editing for coloratura soprano and other voices.

Item Type text; Dissertation-Reproduction (electronic)

Authors Fowler, Alandra Dean.

Publisher The University of Arizona.

Rights Copyright © is held by the author. Digital access to this material
is made possible by the University Libraries, University of Arizona.
Further transmission, reproduction or presentation (such as
public display or performance) of protected items is prohibited
except with permission of the author.

Download date 24/05/2023 21:06:12

Link to Item http://hdl.handle.net/10150/186675

http://hdl.handle.net/10150/186675


INFORMATION TO USERS 

This manuscript has been reproduced from the microfilm. master. UMI 
films the text directly from the original or copy submitted. Thus, some 
thesis and dissertation copies are in typewriter face, while others may 

be from any type of computer printer. 

The quality of this reproduction is dependent upon the quality of the 
copy submitted. Broken or indistinct print, colored or poor quality 
illustrations and photographs, print bleedtbrough, substandard margins, 
and improper alignment can adversely affect reproduction. 

In the unlikely. event that the author did not send UMI a complete 
manuscript and 'there are missing pages, these '.vi1l be noted, Also, if 
unauthorized copyright material had to be removed, a note will indicate 
the deletion. 

Oversize materials (e.g., maps, drawings, charts) are reproduced by 
sectioning the original, beginning at the upper left-hand comer and 

continuing from left to right in equal sections with small overlaps. Each 
original is also photographed in one exposure and is included in 
reduced form at the back of the book. 

Photographs included in the original manuscript have been reproduced 
xerographically in this copy. Higher quality 6" x 9" black and white 
photographic prints are available for any photographs or illustrations 
appearing in this copy for an additional charge. Contact UMI directly 
to order. 

U·M·I 
University Microfilms International 

A Bell & Howell Information Company 
300 North Zeeb Road. Ann Arbor. M148106·1346 USA 

313/761·4700 800/521-0600 





Order Number 9426308 

Estelle Liebling: An exploration of her pedagogical principles as 
an extension and elaboration of the Marchesi method, including 
a survey of her music and editing for coloratura soprano and 
other voices 

Fowler, Alandra Dean, D.M.A. 

The University of Arizona, 1994 

Copyright ©1994 by Fowler, Alandra Dean. All rights reserved. 

V·M·I 
300 N. Zeeb Rd. 
Ann Arbor, MI 48106 





ESTELLE LIEBLING: AN EXPLORATION OF HER PEDAGOGICAL 

PRINCIPLES AS AN EXTENSION AND ELABORATION OF THE MARCHESI 

METHOD, INCLUDING A SURVEY OF HER MUSIC AND EDITING FOR 

COLORATURA SOPRANO AND OTHER VOICES 

by 

Alandra Dean Fowler 

Copyright © Alandra Dean Fowler 1994 

A Lecture Recital Document Submitted to the Faculty of the 

SCHOOL OF MUSIC 

In Partial Fulfillment of the Requirements 
For the Degree of 

DOCTOR OF MUSICAL ARTS 
WITH A MAJOR IN PERFORMANCE 

In the Graduate College 

THE UNIVERSITY OF ARIZONA 

199 4 



THE UNIVERSITY OF ARIZONA 
GRADUATE COLLEGE 

As members of the Final Examination Committee, we certify that we have 

read the document prepared by ____ ~A~l~a~n~d~r~a~De~a~n~F~o~w~l~e~r ______________ ___ 

entitled Estelle Liebling: An Exploration of her Pedagogical Principles 

as an Extension and Elaboration of the Marchesi Method, Including 

a Survey of Her Music and Editing for Coloratura Soprano 

and Other Voices 

and recommend that it be accepted as fulfilling the requirements 

for Arts 

Larry Day 

Date 

Date 

Final approval and acceptance of this document is contingent upon the 
candidate's submission of the final copy of the document to the 
Graduate College. 

I hereby certify that I have read this document prepared under my 
direction and recommend that it be accepted as fulfilling the 
requirement. 

A-~----
Director 
Faye Robinson 



2 

STATEMENT BY AUTHOR 

This document has been submitted in partial fulfillment 
of requirements for an advanced degree at the University of 
Arizona and is deposited in the university Library to be 
made available to borrowers under rules of the Library. 

Brief quotations from this document are allowable 
without special permission, provided that accurate 
acknowledgment of source is made. Requests for permission 
for extended quotation from or reproduction of this 
manuscript in whole or in part may be granted by the 
copyright holder. 

SIGNED: 



3 

TABLE OF CONTENTS 

I LIST OF ILLUSTRATIONS •....•....•.......•.......••...• 4 

I I ABSTRACT ..•...••.••..•..•••...•.......•••.........•.. 5 

III INTRODUCTION .....••..•..........•.•......••.•........ 7 

IV BIOGRAPHY OF ESTELLE LIEBLING ..•.....•.........•.•.. 11 

V COMPARISON OF LIEBLING'S PEDAGOGICAL PRINCIPLES 

WITH THOSE OF MARCHESI, USING THE ESTELLE LIEBLING 

VOCAL COURSE AS A BENCHMARK ......................... 41 

Physiological Information ...•••.............•.. 41 

Vocalises and Technical suggestions ....••...... 78 

The Remainder of the Course •.•..•............. 108 

Other Considerations .......•..•••.•........... 118 

VI ANNOTATED BIBLIOGRAPHY OF LIEBLING'S EDITIONS, 

COMPOSITIONS, AND ARRANGEMENTS .••.••........•...... 128 

Sheet Music .•....•.•..............••......••.• 128 

Collections .•.••.••••....•.•.••.•.•.•..•....•• 155 

Vocalises and Cadenzas ••.....••.•.•.•..•..•••• 163 

VII CONCLUSIONS .•.•..........•.....•••.••.............. 166 

VIII REFERENCES .........••.......•............•..•.....• 168 



4 

LIST OF ILLUSTRATIONS 

FIGURE 1.1, Advertisement for The Estelle Liebling singing 

and Radio School .........•..•...•..••....•... 23 

FIGURE 2.1, Concert program for Liebling Student Recital.26 

FIGURE 2.2, Concert program, continued ......•...•......•. 27 

FIGURE 2.3, Concert program, continued ......••........... 28 

FIGURE 3.1, IIFront View of Deep Breath," from Liebling's 

Vocal Course ................................. 49 

FIGURE 4.1, "Side View of Deep Breath," from Liebling's 

Vocal Course ................................. 50 

FIGURE 5.1, Exercise 28, "Turn, or Grupetto," from 

Liebling's Vocal Course •........•............ 95 

FIGURE 6.1, "The Turn," from Marchesi's Theoretical and 

Practical Vocal Method ••...•....•.......••... 96 



5 

ABSTRACT 

Estelle Liebling [1880-1970] was a phenomenally 

successful voice teacher who occupies a place in the chain 

of succession of voice teachers devoted to the ideals of 

the bel canto. Turning out over seventy-five Metropolitan 

Opera stars over the fifty-plus year span of her teaching 

career, she was regarded during her lifetime as one of the 

most distinguished voice teachers in America. Her 

editions, compositions, and pedagogical writings exerted an 

influence on the world far exceeding the boundaries of the 

New York professional musical sphere in which she operated. 

Despite this, almost nothing has been written to date that 

documents her contribution to the world of singing. 

Much of Liebling's pedagogical outlook was derived 

from that of her immediate predecessor, Mathilde Marchesi, 

and direct comparison of Liebling's Vocal Course to 

Marchesi's Theoretical and Practical Vocal Method shows 

this relationship. Liebling herself acknowledged 

Marchesi's influence, but the pedagogy she espoused was by 

no means a carbon copy of that of Marchesi. Important 

differences exist, distinguishing Liebling's pedagogy as 

separate and individualized, a legitimate successor to the 

Marchesi Method. 
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Liebling's legacy consists not only of her teaching 

and pedagogical writings, however. The tremendous body of 

vocal literature which she edited, arranged, and composed, 

mostly for coloratura soprano, is enough in of itself to 

justify her place in music history. Additionally, her 

catalogue work of cadenzas and ornamentation for coloratura 

soprano literature still stands today as the monumental 

work on the subject. 
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I. Introduction 

This study will examine the pedagogical principles of 

Estelle Liebling, as set forth in The Estelle Liebling 

Vocal Course and other writings, comparing the text and 

vocalises therein with those contained in the works of her 

teacher, Mathilde Marchesi. This study will thus establish 

that the Marchesi method of teaching, rather than having 

died out with its founder as the literature indicates, 

lived on and thrived in the works and teachings of this 

most prolific of vocal pedagogues, Estelle Liebling. In 

addition, the study will serve to illustrate Liebling I s 

other great legacy to succeeding vocal teachers, her 

combined writings, editions, and compositions devoted to 

the coloratura soprano voice. 

Many singers and voice teachers evidence a mere 

nodding acquaintance with Estelle Liebling. Although her 

catalog work, The Estelle Liebling Book of Coloratura 

cadenzas, is a standard reference book on the shelf of most 

teachers of sopranos, her place in vocal pedagogical 

history has gone nearly unrecognized. Literature written 

about Liebling is practically non-existent, and her 

tremendous legacy of editions and compositions is in danger 

of falling into complete obscurity, as new editions 

supplant the old, and vocal technical approaches evolve to 

meet the demands of a new marketplace. 
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The vocal principles of Liebling stand as the latest 

in a direct chain of succession of teachers devoted to the 

ideals of the "bel canto." Her method, rooted in the 

principles of Mathilde Marchesi, stressed thorough and 

methodical training of the voice through progressive 

technical exercises. Dur ing her teaching career, which 

spanned over 50 years, she turned out over seventy-five 

Metropolitan Opera stars. Her editions, compositions, and 

pedagogical writings exerted an influence on the musical 

world far exceeding the boundaries of the New York 

professional musical sphere in which she operated. For 

these reasons, 

The National 

she was regarded by such organizations as 

Federation of Music Clubs, in their 

publication, Music Clubs Magazine, April, 1950, as "one of 

the most distinguished teachers of singing in this 

country." 

The Estelle Liebling Vocal course, derived in part 

from the publications of her predecessor Marchesi, 

contained basic physiological information for the teacher 

or student, accompanied vocalises with technical 

suggestions, information on style and diction, repertoire 

suggestions, and lists of classic recordings representing 

the various voice types. Unlike previous method books, 

Liebling's course was divided into four separate volumes, 

each one dealing specifically with one of the four basic 
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vocal-range categories. Through this course, classical 

vocal training methods, previously accessible to only a 

chosen few in prestigious studios, became widely accessible 

to the general public, couched in language that the average 

person could understand. 

As Liebling's own voice type was that of a light 

coloratura soprano, much of her published output dealt 

specifically with that Fach. The Coloratura Digest, 

published later under the title, The Estelle Liebling Book 

of Coloratura Cadenzas, is a 

figures prominently in the 

monumental work which still 

teaching and coaching of 

coloratura repertoire. In addition, she edited, arranged, 

and composed music for the publishing companies of 

Schirmer, Galaxy, Willis, Church, and Franco Colombo. A 

large percentage of the music among the Schirmer and Galaxy 

publications was written specifically for the coloratura 

voice. These works include pieces appropriate for 

coloratura singers at every level of technical proficiency, 

from short teaching pieces to the most demanding arias in 

the repertory. 

The Vocal Course, the Coloratura Digest, and Estelle 

Liebling's published musical output are of themselves a 

tremendous legacy. These, along with the articles she 

wrote, her pedagogical writings included in the published 

works of others, and her tremendous reputation as a voice 
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teacher served to spread her influence on the world of 

voice during her lifetime. In spite of this, since her 

death in 1970, almost nothing has been written which 

documents her achievements and influence on the world of 

singing, save references to her in the autobiographies of 

Beverly Sills, her most famous student. In addition, there 

has been no attempt to date to explore her pedagogical 

method in detail, or even to catalogue her works. It is 

hoped that this study will help rectify this situation. 
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II. Biography of Estelle Liebling 

Estelle Liebling was born April 21, either 1880, '84, 

or '94, ("Liebling," Opera 147; "Liebling," Metropolitan 

191; "Liebling," International Encyclopedia 277; 

"Liebling" Baker's 1357; "Liebling,"AsCAP 302) depending on 

the source consulted (Based on later performance dates and 

her resultant possible ages, the 1880 birth date is most 

likely; the 1884 date, most often listed, is possible but 

less likely.) She was born on 57th Street in New York 

city, the youngest child and only daughter in a Jewish 

family with a tradition of accomplished musicianship. 

According to Quaintance Eaton, in his 1969 Opera News 

article, "First Lady of Voice," her father, Max Liebling, 

was a "celebrated accompanist of noted singers and 

instrumentalists" (26). Harold Schonberg, in his 1968 New 

York Times article, "Estelle Liebling, 84, Eases off to 8 

Voice pupils a Day," points out that Max Liebling, before 

emigrating to America, was a pupil of Franz Liszt at 

Weimar. He was also a composer of songs (Estelle, 

Soprano). Her uncles, Emil, George, and Sally (pronounced 

Solly) were also Liszt pupils (Schonberg). Emil and George 

followed Max to America to establish international 
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reputations as performers and teachers, while Sally 

remained in Germany, 

reclame" (Eaton 26). 

where he "enjoyed considerable 

Estelle's brothers, James, otto, and Leonard, also 

studied piano initially, although James and otto ultimately 

established themselves as orchestral instrumentalists. 

James became a well known cellist (Estelle, Dies), while it 

is not known what instrument otto played. Leonard Liebling 

was the first to depart from the family's performing 

tradition to become a music critic and editor of the 

prestigious magazine, The Musical Courier. Estelle, the 

"only girl in the family in at least two generations," 

initially studied piano also, but, to everyone's surprise, 

broke family tradition as well to become a singer (Eaton, 

26). Of Liebling's mother, nothing is written save a 

comment in an interview by Liebling that "My family was 

horrified when my manager, Henry Wolfsohn, begged me to 

talk to John Philip Sousa about traveling with his band ... 

but we were charmed by the man, and my mother was mollified 

by recalling that Lillian Nordica had sung with Patrick 

Gilmore's band in her early career .•. " (Eaton, 26). In a 

New York Times obituary dated Sept. 26, 1970, it is stated 

that Liebling was a graduate of Hunter College in New York, 
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although no dates are given. No other source elucidates 

this, and correspondence to the college has yielded no 

further information. 

In 1906, at the age of twenty or twenty-four, Estelle 

married Arthur (Archie) Rembrandt Mosler, a mechanical 

engineer and a member of the wealthy Mosler Safe 

Manufacturing company family (Estelle, Dies). Estelle 

Liebling's career as a singer was first launched in Europe, 

where she debuted with the Dresden Royal Opera House in 

1898 ("Liebling, " Metropolitan) as Lucia, at the age of 

eighteen (Eaton 26). Of this engagement, she is quoted in 

an interview as saying, 

The entire~umpany apparently joined in a cabal 
against me because of an injudicious item printed 
by Henry Krehbiel in the New York Tribune to the 
effect that I would replace Erika Wedekind in 
Dresden, Marcella Sembrich, who lived there, 
snubbed me cruelly, and the conductor and singers 
would hardly speak to me. It took all my grit to 
carry through my debut as Lucia and subsequent 
performances as Queen of the Night and Rosina. 
(Eaton 28) 

While in Europe, she also sang with the Opera Comique in 

Paris and the stuttgart Opera ("Liebling," Metropolitan 

191). She studied with Niklass-Kempner in Berlin and, most 

importantly, with Mathilde Marchesi in Paris, ("Liebling," 

International Cyclopedia) the teacher after whom she later 

based her own pedagogical approach. 



In Berlin, when I was studying with Frau Niklass
Kempner, Melba advised me to go to her teacher, 
Mathilde Marchesi, in Paris. I remember Marchesi 
disciplining the great diva: that glorious voice 
came first in a great slow scale, then rapid 
extended scales, arpeggios, trills, complicated 
bravura passages. seeing her take it gracefully, 
even gratefully, taught me a lesson I never 
forgot. (Eaton 28) 
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In Eaton's article, Liebling does not specify the exact 

nature of the lesson she thus learned, but the result of it 

was that she became a Marchesi pupil herself, and totally 

dedicated herself to the incorporation of Marchesi's method 

into her own singing. 

It is not recorded as to when exactly Liebling 

commenced her studies with Marchesi, or how long she 

actually studied. It is possible, however, to narrow down 

the possibilities slightly, using the few existing 

documented performance dates as a rough time frame. Using 

1898, the date of her Dresden debut, and 1902, her first 

documented performance back in America, as guides, the 

possible length of time she could have studied would have 

been a maximum of three to four years, assuming she 

discovered Madame Marchesi's studio early during her stay 

in Europe - less of course, if she did not. None of the 

available sources which list Marchesi's pupils include 

Liebling among them, but this is not surprising since 

Liebling did not become an extremely well known performer, 

and such lists of students tend to trumpet only the stars. 
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At any rate, Liebling herself credits Marchesi repeatedly 

as an important influence. In the introduction to her 

Coloratura Digest, Liebling acknowledges her "own great 

teacher, Mme. Mathilde Marchesi of Paris ... " as a source of 

inspiration for the compilation of her cadenza book (3). 

Liebling's preface to Marchesi's Thirty Vocalises reflects 

the loyalty and admiration she held for her teacher. 

Revising and editing this valuable book of 
exerC1ses was undertaken as a labor of love, and 
has been carried out in a spirit of reverence and 
admiration for one of the greatest teachers of 
singing the world has ever known, Mathilde 
Marchesi. I had the privilege of being one of 
Mme. Marchesi's students, and have tried 
sincerely to keep her teachings alive in her book 
of exercises. (3) 

Beverly sills attests to the origin of Liebling's technical 

approach in Bubbles, 

She had studied with Mathilde Marchesi, one of 
the great voice teachers of all time... Miss 
Liebling taught the Marchesi Method; when she 
died in 1970 she was, I think, the last surviving 
pupil of Mme. Marchesi. (15) 

and also in Beverly. 

Miss Liebling was the last surv1v1ng pupil of 
Mathilde Marchesi, one of the great vocal 
teachers of all time. Because I was so young, 
Miss Liebling put me through the entire Marchesi 
school of singing. (21) 
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The few years Liebling studiedowith Marchesi in Paris had a 

profound effect upon her later teaching methods and 

philosophy, but it would be nearly twenty years before this 

effect would come to fruition. The intervening years 

served to develop and ripen the incipient teacher's gifts. 

She continued her quest to perform, garnering invaluable 

experience along the way despite numerous disappointments. 

Upon returning to America, Liebling sang under the 

management of Henry Wolfsohn, an enthusiastic promoter who 

was instrumental in forging her association with John 

Philip Sousa's touring band, one of Liebling's most 

successful performing venues. On his immensely popular 

national and world tours, Sousa would engage two young 

female soloists, a coloratura soprano and a violinist, to 

"add to the band's attractions." Wolfsohn was seemingly 

quite influential, as his machinations apparently prompted 

Sousa to buy off the singer he had first engaged so that 

Liebling could join the band immediately. She sang over 

1600 concerts with Sousa, touring the United States, and 

including three European tours. According to Liebling, 

"those 1600 concerts marked up a record: no one sang more 

than I with Sousa." ([qtd. in] Eaton 26). 

It was during one of these tours when she was 

"decorated by King Edward VII" in England ("Liebling," 

International Encyclopedia 277). 



A command performance at Windsor Castle for King 
Edward VII was the thrill of my young life. We 
were punctual of course, but His Majesty dawdled 
over a pinochle game and didn't show up for what 
seemed hours. It was an all-American program 
except for our solos - my 'Charmant Oiseau' from 
David's Perle de Bresil and Maud Powell's 
, Zigeunerweisen' . Maud was already considered 
the leading woman violin virtuoso in the world. 
The King asked for encores. Naturally the band 
played 'The stars and stripes Forever' they 
were never allowed to get away wi thout it. I 
used to stand in the wings and warm up by singing 
along with the flutes. Sousa always seemed 
amused. (Eaton 26) 
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Liebling's few engagements at the Metropolitan Opera 

were less than auspicious. The Metropolitan Opera Annals 

lists Liebling among the Opera's artistic personnel for two 

seasons. The first is 1901-1902, during which on February 

24, in Meyerbeer' s Les Huguenots she sang the role of 

Marguerite. Skipping a year, her next season was 1903-

1.904, during which on a December 5th Matinee performance 

she sang Musetta in Puccini's La Boheme (Caruso's name 

appears on the same afternoon's roster as Rodolfo), and the 

first youth in Mozart's Die Zauberflote on February 1.8 

(Seltsam 1.20, 1.24, 1.37-38, 1.42). 

About her first Met engagement, Liebling tells the 

following story: 

I was on a concert tour, and I got a call from 
Henry Wolfsohn ••• Did I know the Queen in 
'Huguenots' ? No, I said. 'That's too bad,' he 
said. 'You could have sung it at the Met 
tonight. ' Well, I did know the role but in 



German. So I did go on that night. 
no~ody else. I sang the high D in 
arl.a, and was very pleased with 
(Schonberg) 

Liebling continues: 

They had 
the first 

myself. ' 

I was pretty sure of myself, because I wrote all 
my cues on my fan. Then after I hit the high D 
right on the button in the first act, I was even 
happier, I stood up to bow, and the fan skidded 
clear across the floor! I started after it. 
Mathilde Bauermeister, that faithful lady-in
waiting to all operatic queens, held me back. 
'No queen picks up her own fan,' she whispered. 
So I went through the rest without cues and not 
quite so happy. (Eaton 28) 
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Liebling's remaining Met appearances were accomplished with 

just as little notice. She observes, "I always liked 

concert work more than opera ... Perhaps they took advantage 

of me in opera. I was always ready to step in, and that 

was no way to make a career (Schonberg). Her "official 

debut" in 1903 was no different. 

I'd been called in overnight, as usual for 
Musetta. I'd never even seen the opera. I 
learned the role from Thursday to Saturday. I'll 
never forget how Sembrich and Caruso and 
campanari rehearsed with me in one of the Met's 
'parlors. ' How kind they were! Sembrich just 
couldn't have been sweeter! (Eaton 28) 

The seemingly ubiquitous Marcella Sembrich also figured in 

her last Met appearance. 

Once the Met told me to prepare the Queen of the 
Night. I was thrilled. The morning of the 
performance I went to the Met. 'Oh, Miss Sembrich 
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has recovered from her cold,' they told me. 'She 
will sing the Queen. You will sing one of the 
spirits.' So I learned the role that afternoon 
and sang it that night. I was the kind of 
schlemiel who would do those things. (Schonberg) 

The Mozart role was her last documented operatic 

appearance. She is listed in biographical dictionaries as 

having performed with numerous orchestras, although no 

dates are given. These include the following: The Berlin 

Philharmonic, The New York Philharmonic, The New York 

Symphony, and "other orchestras" ("Liebling," International 

Cyclopedia 1208), The Boston Symphony, The Detroit 

Symphony, The Philadelphia Orchestra, and The Leipzig 

Gewandthaus Orchestra ("Liebling," ASCAP 302). 

Liebling gave numerous song recitals which received 

notices in the New York Times. The first, "Music in a 

Provincial City," dated May 4, 1902, lists "principal 

musical performances of the season. All that were of a 

routine nature or without special significance are 

omitted." This 1902 concert roster lists her thus: "Jan. 8 

- Estelle Liebling's song recital." This was during her 

most active performing years, which included the Met 

performances. Her next documented performance does not 

occur until April of 1921. It is not known from the 

available sources what Liebling did during the seventeen 

years between 1904 and 1921. Perhaps it was during this 

time that she gave birth to and raised her only child, 
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Arthur Jr., who is listed only in her obituary with no 

birthdate given. At any rate, all that can be said with 

certainty is summed up in the April 20, 1921 headline, 

"Estelle Liebling, Soprano, Reappears." The first line of 

the concert notice elaborates, "Estelle Liebling, soprano, 

for some time absent from the local stage, made her 

reappearance at the Town Hall last evening, assisted at the 

piano by Walter Golde." Of the program's content, the 

reviewer writes, "Her songs were in no case conventional, 

the groups bespeaking a choice of things rare and 

unfamiliar among the lyrics of present or former 

composers. " This gift for program-making is one of the 

assets upon which she later capitalized as a teacher, both 

in a course on program-building at The curtis Institute and 

in sections devoted to the subject within her various books 

on singing. Of her performance, the reviewer writes, "Miss 

Liebling sang with ripe musical intelligence, with a full, 

round tone, and with evident pleasure to her audience." 

At the date of this performance, she was either 41 or 45, 

depending on the birthdate used. 

Two remaining New York Times reviews appear in October 

and December of the same year. In the first, "Two Sopranos 

Heard," another Town Hall performance is described. She 

is again "assisted at the piano by Walter Golde." The 

program described includes "airs of Lully, Brahms and 
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strauss, with others, ranging from an old Belgian 'La Vie 

Rustique' arranged by Deems Taylor, to Crist's 'April Rain' 

and 'A Country Lane' by H. o. osgood." About the 

performance, the anonymous reviewer comments that Miss 

Liebling, "who lately returned to the concert stage ..• was 

formerly, and is now, an intelligent artist of 

communicative musicianship." 

The last notice, "Soprano and Pianist Give Recital," 

describes "an entire evening of new or unfamiliar music at 

the Town Hall last night ... " This is a shared program with 

George stewart McManus both accompanying Liebling and 

performing solo works. No criticism is given, but the 

program content is highlighted. Songs listed are "a little 

rondo of Mozart's, for soprano and small orchestra, which 

Mr. McManus had arranged for voice and piano alone. Miss 

Liebling gave modern German lyrics by Robert Kahn, 

Kreisler, Thuille and Erich Wolff, Roussel's 'Le Bachelier 

de salamanque' and a group by Respighi." The remainder of 

the program consisted of piano solos by McManus. 

It is not documented when exactly Estelle Liebling 

began her career as a teacher. In Harold Schonberg's 1968 

New York Times article he writes, "For more than 50 years 

she has been turning out pupils or coaching great singers." 

Quaintance Eaton's 1969 Opera News article, "First Lady of 

Voice" cites her "more than half a century of triumphant 
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teaching." Thus, using 50 years-plus as a subtrahend, the 

difference obtained puts the advent of her teaching career 

somewhere around 1918-19 or earlier, certainly prior to her 

1921 "reappearance" on the New York concert stage. Estelle 

Liebling was by this time extremely well-connected within 

the musical world. Her family, of course, was already well 

established internationally, and her own operatic and 

concert career, though seemingly ill fated, served 

nevertheless to bring her into contact with many of the 

great musical figures of the time. "Josef Hofmann was a 

family friend .•. And Fritz Kreisler was constantly in our 

house in Berlin" (Eaton 28). Another advantage was her 

marriage into a family of great wealth, the Moslers of the 

Mosler Safe Manufacturing Company. She and her husband, 

Arthur Rembrandt Mosler, and son, Arthur Jr., lived in a 

luxurious penthouse high above her teaching studio at 145W 

55th Street (Sills, Beverly 19). She remained at this 

address for many years, and it became a center of musical 

life for aspiring young singers. On page 11 of the 

September 1936 issue of The Musical courier, a full-page 

advertisement appears for "The Estelle Liebling singing and 

Radio School" (See figure 1.). An extensive roster appears 

listing "Artists Under the Guidance of Estelle Liebling." 

Every genre of entertainment is represented, from opera to 
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ARTISTS UNDER THE GUIDANCE 
OF 

ESTELLE LIEBLING 
GrandO~a 

M"ro'IIU/t •• Q,.rll Co. 

.\melill G:111i·Curci 
:\llIriajl'TilU 
I;oc'!a Ljun.bc::r. 
Chulonr Symon. 
l:rIt~d.l H~mpel 
nOfolhtt )lIn,,,, 
W.her Klrehotf 
nr:llnee Belkin 
lame' Wolfe 
a.f&rv )Ielli,.h 
\"'I"Innr O'ATle 
INn Roth 

~:~ lr:!!nl"on 
5tnannmic 'rancatn 
l\kal1_ I.dlln" 

:{11:i;~n;/~~ 
~ltl'llan .. n .. llarini 
l"h:1 rrtrr" 
r.""~\' 
I .. ,:. Mac PI~nn 
:\1~·r. Mannincr 

Rcurmarie Bunulo 
William M:.rlin 
)Irr.l !lbnnin. 

Iran Trnnnon 
Ro<>rmartc· Drlncalo 
rtntla l.ial'lirbC'fC 
• \,uw'RI"I"lIe 
Mtarl .. lle S\'1fton. 
ltN'rh. ("hi-koY. 
\lIl1l1l1ri.1.11 GarTotlo 

I.u AI ""1,, 9 Sn. Frttrlc;uo 
O~rn Cd. 
--u;:j'Tilta 

Ih,rolhrc 101:ICtJki 
. -\Ihe"n G:.n"olfi 
ElinOr )1.,10 

Crol..tlr "·.\n·,lIc 
lI'of'f'lIa"'I"IlI"I1i W,IIi",,, :\la,lin 

Willi .. m UUlin 
.\lInr Hn~ellc 

DUI'ir" nrlllin 
'\nn""cillO\ Carrono, 
,,·,·Oal, 
It.-nrlon.' ~II,,,Ii"J: 
l;r:1 .... ,\nj, .. d~u 

Radio 

,\ir IIr:l"""-,<aI,,h Bunc. Kalhryn Lewb. YTOftnc RIV1:II, LiEd Sindor, GarlieM 
Swift. jlllie ·Iflycr .. Ntllilcw WinJ'l"r 

"lllnt'" R"finilll.'-\"YOllne Rnell, Lierl Slndor. Nellilrw Winlfer 
"'tW1llcr"enl-jtll';eaDraltOClC1le,Mlria lcritu 
Ua1er t\"I"'''''~''l\iennc: StIli, Lue1 Mon~ Oue Miller 
Ui."dol-Lur,. ~lo,uoc, CI.ire Miller. Garfocld S_ih 
norden'" ~"Ik-h·, Dllr .... nn Sellon 
IIrolllo Selu",-\"'o,,"e Rlnll, 1.11e1 Nindor, Nellilcw Wi"I:" 
ChulCrliC'ltS_j .. "c I:OI"ClI, lAwell,.n ),101, 
CiliCli S,·n·itr-jc·"rl D'I«o"elle 
Coro.olidalM GI.-Roltnllric: Bn .. uto. Conrad KI,o. NiDI Taruovi. ),I,rll1l Wi!· 

IIin", ~ \'. Sill."lI 
Dutil \".lIr,· n",,·r.-Glltield S .... ·ih. Sur Ru,l, DC"lora Hld"ome)". Annuncilta Gil· 

roll", !'\r,.,Ur·l..andor. N. Y. S,n«tn 
1:,",lon" Tuc--RnHmlrie Drlncalo 
':rC'nlminl_Rall,h IUlnr, SU"'II Salt 
R",h' \· .. 110". ''"Iri,.chmlu·, \'UII-Arlel!. DidlcllCln 
FOfrt S,·n,\.h"nr-)llrb ,"ilil. Colrlle d· ... 'rille 
,',conerll Elrrl"r-('ollra,111110 
(""of"n"al )Inlo,'" \"""lIn,. l)'Arlco 
fiooolflcoh TnI' I.nr)· M"nroc 
liflnlt \'if"II Uair .. ·I.rla Mar Plrnn 
r .. "'Ct I;ull :\In,nr'OIl-h, I"I~. Ann Noalron 
Ihmmcr.l~n ~h"if" 11111-I,""c1 ~Io",nc, Cillire Ml1Icr, Nit.. ('"roll 
11 .. 11)/1\ ..... 1 11." .. 1·· ~I",,'.'enl", A.nnr jlml.,"", 
Inlrrll.I;I~'.11 1'1',,,·,,,1 1\I"rlrit-Nro .. rtll Or"lI.1n. 
1,""YfOndr, :III" "ht l.:lrc-\·i .. ienn, ScalI. I.IIC," Mororoc 
:\I,lte. C" .... I· n."olh,· Miller. "'rmll a.borne 
:\1,lInhlllan :\I'rrpG~Rtlund-Fllrlt .. IIfmpd 
~I:I!\I\·el1 It .. u·, ~"ow noal-lt"ic;!! Ilr"aoncllc 
:\lrohiltlil-VtrM Od)ftme 
S.lion,,' n'o.('"I-H'I"CIn:1rie Dra"cl'I"I 
I':r.lm 01,,·("-1.11('· )lonrlX". Sue Rr:lli. 1>ro,rolll,. Miller, Crhl 11':111' 
l'ill"h",,:11 1'lalo·I;):I,_:\I.lf,a}cfllu 
HII,lio Cil,· ()rrhr_IrJ._R"lC"mulC" Ilr.' ...... II"I. Garfield S,,·ih, HtI."rin l)rell",1.1 
RuISiII,":"J" ... iu OUl:fI"'nrlle 
SI .. nlin \\',11\ .. ,,,, :\Irlrot'ohun .\mlllio". ro' lloe .... ir_r.r:lt ... \nll'col:ou. :\1.,," F",,, II.. 
!'>'''·''''Y II .. ", '.r:ate 1'.:0'''·;''1 
SI:1I1r1artl fhf._":lfi.llcrilu 
\\·lorla .. Urlll.: ".,. Uale. "'nn Salon 

GROUP.\'-N,.. York Si"""~ NI,AJi.,.I. Tr;o 

f':I~IV~1k~ 'e:,. .. \Ir Bra"" 
WOR .'tUntie Relinin. 

Bromo Seltler 
TAr., Mi •• ,,.. Tritt Rldio Citt ).httk 11.11 

Wilh 11;'. ron l'alr (Ii! t.;u.. 11f0l:"1I1 White HOtPC "u.inlt. \\".~hin,,'oU . 

}~:~~I~,~~"I~·I':ti. 0, c. 

,,,uita Ih.II: .. IIrth"-u·.rllJ::.ftd-l,h .ra."n "ilh the t,;llir. ~iC"o' (,""rlou'."Uti 

Rn..,,,'a,i,· l:r .. "t"lo-rc'C"lIp.,.d-.W .tTk.~o;:li:~Is:,,~~I~~~hn 

""InIJ::t'II-.W "Ct"k,_Sllional hi.n,il prostu", 
minninl Octnhrr 2nol 

I:1'C" arl'''I-Firf'oIOne prol'am-~Ir",ber 7111 

S'ul Pi,.,. 
--n,;;;;; :\ .. d""rltr)" 

lo'crh., ,"1"lm'·a 
.\nlll,",·i~I" Glrrott .. 
\I)·roll T.~·lo, 
Till,· n."",arh 

N, )'. LI,,,, 011""" G"ilJ 
.lul"·'UI .. r, 
j"h" 1I""har 

j\', ,', Phill,""",,,,,j~ S'IIJ;",. 

n,/I-PAU.',/~Ir;lf 
Gocta 1,;unahr,,, 
Vcarl Bllnner 
}oKpha Chfku,·;Ii 

Sf, La.l, M ... iei'lIl 0_,,,11 Cn, 
ViYimne Sc,ral 
R.trtlett Simmon .. 
)nlePh M:1uul,.,· 
Mll1ha WI"''''. 
Ralph RlIne" 

1;,,,1.1 l'II,,~t.M"J.' 
.\II",·t,: ..... lIc I.M1 ).Ion,or 

IJn,rrttnJ "''''lICMI -A ,Iliff'., Gil. 
t h..,loII .. !'O~"'''II •. c,.· .. nrlte d·IIn·,lIr 

Mruical Comedie. and 
Operettas 

LnJ:I ,.,. ,II,.-W;;;;;;;;-

A, 'H,:-:;'"';I ~1i,~:"tI 
Hob"1 ~h.lrr 
SC"iII~ Landor 

N~fI.' F"r:~. 
~.nr 
R,J, Ho' ."J BII,,. 

l:rcll<'·:l'C',· 
1~lun"r (lrell(h 

Tit, Mif.tlo 
~II\'I' 
Jo"" B,ttr:" 0",.,,, •• 

!'olllltenl 1"III .. e. 11I ........ 'n T,n, ... Koo-co 
~larie. ,"nulllr ... :\larllu. Ihllrr :0,,",1. 
Sall.:hl,· :'\I..,itllil 

,",,·in'lIc !.:..,lI1 
"",11,11 Sunil'''''. 
Hnl ... rI ~h.~I .. t 
(""'>fIu,1 )tA"n 
\1""l1n, C:l\~11 
C,.,ill"u\·,· 
.\.Iclulr c.~." 
l"h:1rl,,~ ,'''lIro II 
';n"i.-n 1: .. 11_ 
1.C\\rll~·n ).I, .... 
Flilllhrlh t,:IIlh .. II .. ", 

Hn,,'"Ir!l 1.1/",,' Oft,,.,III1., 
1·lnr"""'". IlInto.on, TIIII .. 

Ir",II".:\I ...... 
R.lph }:1rk''"'" 
h·.l \lui,. ~h"l:r.\r 

Gi/hn·19S,.lIit'"rr 
C,.",,.,.CitJ', Cn/n, 

Concert. and Concert 
Tour. 

N ...... m.ne- IInnrllh' 
lrot·ita U':1t:onrllc("hol,'"" .. ~\"In""_ 
':f".tlfil-e Bilkin 
~in.aTara~·a 
Cnnr~d )'b,... 
r.arficld Swift 
fnnr'" $rIM-I 
.Jnhn Onllhar 
"rat" I'an"ini 
'nnun .. i"la filrrtlll" 

':C'PTI:I., !'>bn.hn~ 
r:,arrl'o\n'llIi.ln"l"flnr .. "!lb, •• ~,C' 

I ... tll .i.,.nr,llw Ih .. (" .. IIIIIIh;~ e ... ,. 
r .. rl. ("nrl,nr.;I'"'' f", ,I". .r ..... " 
II).Vi·I!).l, 

Moving Picture Theatre • 
RIII;n Cil:r M,u;c HIIII 

I.IM' .\nllnardli 
I:ralriro' n('lIun 
.1"-'1,1,", ('11,,110,0\ 
I .. hll IIIIIIhllr 
\l1l11l11ri:1l" (j.lTTOllfl 
N"hcrll·,d'en" 
IIrlr"" ("'n,·,n 
""'''11 ... 't,lIff 
IoI .. ,.ortn 1 Irrll",lI" 
lira"·,' ... ,,·,,.; 
, ........ ". " .... ·11 
:-0" ... " :-o.U:c-
",d ..... 1'''I .. r 
li",I ... ", ~I\,h 
\1ar"M Wilkin .. 
",.lIil.· ... \\·'"I.'" 
'"''11'1''''1.11, T,in 

I·nrn'"ft""' TII,..",. 
'''IIT, .. I.\I:I,." 

CLASSES IN RADIO SINGING 
held 011 

MONDAY AFTERNOONS AND THURSDAY EVENINGS 

ESTELLE LIEBLING SINGING AND RADIO SCHOOL 
145 West 55th Street, New York City Telephone Circle 7-1787 
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FIGURE 1.1, Advertisement for The Estelle Liebling singing 
and Radio School 



radio. 

Radio 

In fact, the 

Singing Held on 
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advertisement states, "Classes in 

Monday Afternoons and Thursday 

Evenings." ("Artists" 11). More about her "radio technique" 

can be found within Chapter IV of this document, "Other 

Considerations." 

In 1937, Liebling took a job at the curtis Institute 

of Music in Philadelphia. "Josef Hofmann was a family 

friend. He asked me to take over the voice department at 

curtis Institute to succeed Sembrich - Sembrich again!" 

(Eaton 28). She began teaching there during the second 

semester of the academic year 1936-37, and remained there 

for only one more academic year. According to her faculty 

record card, which exists in the curtis Library, her short 

tenure there was solely the result of the financial 

conditions of the Great Depression. Under "remarks," it 

reads, "will not return for 1938-39 because of general 

reduction of faculty and students due to financial 

conditions" ("Liebling, " Faculty). The 1937-38 curtis 

Catalogue lists Liebling's name under Voice Faculty, along 

with Emilio de Gogorza and Elisabeth Schumann, who is 

listed as teaching German Lieder. Josef Hofmann, mentioned 

earlier, appears on the same page as a member of the piano 

faculty (Catalog) . Regarding subjects she taught, the 

following announcement appeared in the Institute's magazine 

Overtones, "Miss Estelle Liebling, this season, is 
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conducting classes in vocal radio technic and lecturing on 

vocal technic, style, diction, and program building, at the 

curtis Institute, in addition to giving lessons in Voice 

("Miss" 24). According to curtis's Head Librarian, 

Elizabeth Walker, Liebling did not give a faculty recital 

while there, as far as she can ascertain from the bound 

program sets from those years (Walker). Liebling did, 

however, conduct a studio recital on April 5, 1938 (See 

figure 2). 

Al though she did not stay at curtis very long, the 

time she spent there seemed to bolster her reputation 

nationally. Class Lessons in Singing, a textbook written 

for use in high school music courses, by Anne E. Pierce, 

contains a two-part foreword written by Estelle Liebling. 

On the title page of the book, Liebling's name appears 

under pierce's in the same size type, and with the name of 

the curtis Institute printed beneath. The visual effect is 

such that Liebling's contribution is made to seem nearly 

equal in importance to that of the author. It is true that 

by this time, Liebling was already a published composer, 

and held quite a reputation as a successful teacher. This, 

combined with an official conservatory affiliation, must 

have been enough for the publisher, Silver Burdett, to 
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THE CURTIS INSTITUTE OF MUSIC 

Fourteenth 5o:uon-1937-38 

SECOND STUDENTS' CONCERT 

Tuesday Evening, April 5, 1938, at 8:30 o'.-lock 

STUDENTS OF MISS LIEBLING 

MR. SYLVAN LEVIN at the Piano 

The SnlNYAY iI the official piano of THE CUUU INSTITUTII of MuSIC 

FIGURE 2.1, Concert program for Liebling student Recital 



PROGRAMME 

I 

Silver swan ..... : .. '.' ........... : ......•...... Oiu.ANDO GmBoNs 
1583-1625 

There's not a swain ........•.•..••.•••.••••••••. HENRY PURCELL 

1658-1695 
n nUo bd foeo ............................ BENEDETTO ~CELLO 

1686-1739 
ELSIE MAcFARLANE 

n 
Variations on a theme of Mozart ................... A. ADAM 

JUNE WINTERS 

(Flute obbligato played by BURNETT ATXINSON*) 

m 
Ich bin cine Hade ................ . . .......... ERICH J. WOLFF 

Il pleure dans mop coeur. . . . . .. .. . ..... CLAUDE DEBUSSY 
Air vii .......................... . . .... FUNCIS POULENC 

GABRIELLE HUNT 

IV 

"Et incarnatus est" from "Mass in C minor" 
WOLFGANG AMADEUS MOZART 

JANE SHOAF 

V 

Wlr wandelten} ............... JOHANNES BRAHMS 

Botschaft 
Sou • . 

~~Oir de Rosemondef ......................... Hmm DupAlLC 

BARBARA THORNE 

VI 
C'est l'extase langourcuse l 
Green ............. CLAUDE DEBUSSY 
Chevaux de Bois 
Air de Lia from "L'enfant prodigue" 

SELMA AMANSIt.y 

FIGURE 2.2, Concert program, continued 
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FIGURE 2.3, 

PROGRAMME 

VII 

's Bandel (Trio written as :m interpolation for 
the one act opera "The impresario") 

WOLFGANG AMADEUS MOZAll.T 

MISSES SHOAF. WINTERS AND HUNT 

VIll 

Aria: "In quali ecccssi, 0 Nuini" from 

"Don Giovanni". WOLFGANG AMADEUS MOZAll.T 

JANE SHOAF 

IX 

Aria: "Depuis Ic. jour" from "Louise" .. 

Der wegWeiser} . 
Liebesbotschaft 

BARBARA THORNE 

x 

.GUSTAVE CHARPENTIER 

FRANZ SCHUBERT 

~:t~ohl} ....................................... HUGO WOLF 

ELSIE MACFARLANE 

XI 

Ari:!: "Surt:! e la notte" from "Ernani" GIUSEPPE VERDI 

SELMA AMANSE.Y 

Concert program, continued 

28 



29 

justify using her name in hopes of stimulating a "coattails 

effect" to promote acceptance of the new textbook among the 

general community of music educators. 

As Liebling's reputation grew, she attracted more and 

more talented young singers. For a student of Estelle 

Liebling, studying with her involved much more than merely 

musical and vocal-technical instruction. Liebling carried 

on a rich social life, and her students became steeped in 

this culture. According to Beverly sills, perhaps 

Liebling's most famous student, who studied with her from 

the age of seven, her teacher was quite fond of 

entertaining at her home. Her dinner parties were lavish 

affairs, and the usual two dozen or so invited guests would 

include famous people from the operatic world, renowned 

singers, impresarios, and patrons of the arts (Sills, 

Beverly 27). "At her parties Miss Liebling would stand up 

and deliver funny speeches. I was always amazed that she 

was so much at ease on her feet ... n (Sills, Bubbles 24). 

"She had an endearing way of putting herself down at the 

start of every speech... Miss Liebling would sometimes 

begin by saying 'now understand, I don't know anything 

about this topic, but that doesn't mean I can't talk about 

it for five hours.'" (Sills, Beverly 28). She would "talk 

to people as though on a one-to-one basis, and she had a 
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kind of funny twinkle in her eye, so that even when she was 

saying something that was rather unpleasant it was said in 

good humor" (Sills, Bubbles 24). 

Liebling was a lively petite woman who, even at the 

age of 83, according to Quaintance Eaton, "confound [ed] the 

complacent with her undimmed zest for life" (Eaton 26). At 

84, Schonberg thus described her appearance: "The other 

day she was wearing an aquamarine dress, had a scarf 

wrapped rakishly around her neck, used crimson lipstick, 

had her gray hair in waves and giggled while she spoke" 

(Schonberg). sills describes her first encounter with 

Liebling. "Estelle Liebling, then fifty-four, was a chic, 

sophisticated, funny woman. When I first saw her [at the 

age of seven] I thought Miss Liebling was very tall, but 

she actually was a tiny woman who wore spike heels all the 

time. In spite of her funny squeaky speaking voice, she 

was very imposing" (sills, Beverly 19). The cover of the 

October 10, 

portrait of 

1936 issue 

Liebling, 

of The Musical Courier bears a 

captioned, 

stage, Screen and Radio Artists." 

"Teacher of Operatic, 

The picture above the 

caption is of a pensive, elegant young woman with short 

wavy hair and huge brown eyes ("Estelle Liebling, 

Teacher") • This was the "funny, attractive, intelligent" 
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woman who, according to sills, "knew everyone in opera •.• " 

and " ••• could pick up the phone and reach anyone in 

America II (Sills, Beverly 28). 

Estelle Liebling, despite her sometimes frothy 

demeanor and the obvious skill shown above at playing the 

charming socialite, was nevertheless a demanding and 

sometimes extremely controlling teacher. As her reputation 

grew, more and more fine voices were attracted to her 

studio. She was determined that they become successful, 

and was not afraid to impose her considerable will upon 

them. 

She was somewhat dictatorial in her dealings with 
students. On one occasion she said to Rosemarie 
Brancato, at that time a student who had never 
sung outside a teacher's studio, , Put on your 
coat. You're going to Chicago.' Paul Longone, 
director of the Chicago Opera, had just called to 
say that Marion Talley had walked out and he 
needed a Gilda for the next evening's 
'Rigoletto. ' 
'That aria in the first act,' said Miss Brancato, 
'The high E aria. Can I come down?' 
'You may not come down,' was the stern answer. 
'You'll take the high E. All the way.' 
The applause for Miss Brancato's first appearance 
was so great that Herman De Vries, dean of the 
Chicago music critics, took out his watch. The 
ovation lasted four minutes. (IIEstelle, Dies ll ) 
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In the case of Beverly Sills, Liebling's fondness for 

control was evidenced early on, as sills relates. 

'You're going to be a cultured woman,' she once 
told me. 'Don't think you're like every other 
girl in school, because you're not. I don't want 
you to have a lot of friends and I don't want you 
to do things other girls your age are doing.' 
(Sills, Beverly 23) 

Although not entirely successful in controlling her social 

behavior outside of the studio (Sills later explains that 

her behavior remained that of a typical American kid), her 

teacher was quite successful in dictating her early 

performance choices. 

On separate occasions early in my career she 
practically forced me to sing Mimi and Musetta. 
I hated every minute of those performances and 
never sang those parts again. (sills, Beverly 
42) 

If Liebling was controlling and dictatorial, it apparently 

did not diminish in any way the tremendous respect which 

her students held for her. 

Opera stars asked Miss Liebling's advice as to 
whether they should take a role, and they often 
accepted her judgment. On one occasion Maria 
Jeritza i ,.,orried about an offer, .telephoned from 
Vienna - the bill was $472, and the charges were 
reversed - to sing "Manon" from beginning to end. 
Miss Liebling held the receiver in her left hand 
and played the piano with her right. The teacher 
transposed, made the register lower and the pace 
slower, while the soprano sang over and over in 
the modified form. ("Estelle, Dies") 
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Liebling never used an accompanist in her teaching 

(Schonberg; Eaton 26), and was very demanding in her 

expectations of her students. 

Miss Liebling was very strict and formal with me. 
When she was at the piano, she never let me read 
music over her shoulder, and she got very annoyed 
the few times I showed up unprepared. One of 
Miss Liebling's favorite admonitions to me was 
'Text! Text! Text!' which she said whenever she 
felt I was merely singing notes and not paying 
attention to the meaning of the lyrics. (Sills, 
Beverly 41) 

Sills cites a much later example of the high standards 

enforced by her teacher. 

I remember one night when she came to hear me do 
Marguerite in Faust, she was then ninety-one. 
Next morning at seven O'clock my telephone rang. 
It was Miss Liebling. 'Beverly,' she said 
sternly, 'that trill in the Jewel Song was very 
sloppy and slow. I expect you over here by ten 
o'clock.' I had to agree - the trill had been 
sloppy and slow. Exhausted as I was that morning 
after the performance, I got dressed, went to her 
studio, spent forty-five minutes with her 
trilling, and when I walked out I had a damned 
good trill. (Sills, Bubbles 153) 

The high standards Estelle Liebling demanded of her 

students paid off in one of the most impressive records 

ever set by any voice teacher. According to Schonberg, 

Liebling "taught or coached 78 singers associated with the 

Metropolitan Opera" (Schonberg) Eaton writes that since her 

retirement from the Met in 1904, "Miss. Liebling entered 
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the Metropolitan Opera House only from the front, except 

when she went backstage to visit one of the seventy or so 

of her pupils who sang there through the years" (28). 

The following listing of her pupils is incomplete, as 

even among the famous ones, only a fraction of them can be 

documented, and this only through secondary sources. Those 

located range from opera stars to Broadway, radio, and 

movie actresses: 

Beverly sills 

Gota Ljunberg 

Max Lorenz 

Maria Muller 

Titta Ruffo ("Liebling," Opera) 

Amelita Galli-Curci 

Frieda Hempel 

Maria Jeritza 

Jessica Dragonette 

Gertrude Lawrence 

Adele Astaire ("Liebling," ASCAP) 

Miliza Korjus (Schonberg) 



Joan Roberts 

Vivienne Segal 

Kitty Carlisle 

Doris Duke (the tobacco heiress) 

Margaret Truman 

Joan Crawford 

Lovella Parsons 
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Louis B. Mayer's daughters in Hollywood 

Betty Compton (Jimmy Walker's protegee) 

Rosemarie Brancato 

Elisabeth Rethberg 

Irra Pet ina 

Marie Rappold 

Alexander Sved 

virginia MacWatters (Eaton 28) 

Iva withers (Liebling, "SO") 

(other students' names may be found in the roster included 

in the Musical Courier advertisement described earlier [see 

figure 1].) 
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In the Eaton interview, Liebling tells illuminating 

anecdotes regarding two of her famous students. 

Then Galli-Curci. The loveliest quality of all. 
My brother Leonard brought her to my studio when 
she first came here. The most enchanting sounds 
out of a human throat! She said she had never 
studied. I asked her, 'Did nobody ever tell you 
about supporting your voice?' She asked, 'What 
is that?' So I stood behind her, put my arms 
around her just under the diaphragm, and pulled 
her in. 'Now sing a scale.' She did, and her 
eyes twinkled. 'That was wonderful!' I worked 
with her for many years. 

Hempel had the nervous compulsion to sing too 
much. Such a sense of style, refined and 
graceful! But on the day of a concert she'd send 
a taxi for me in the morning, and we'd work an 
hour or two. I'd make her promise not to sing 
another note before evening. Then, as I went out 
the door, I'd hear her vocalizing. She was 
obsessed with high notes; when she couldn't 
quite get them, I'd rewrite all her cadenzas. 
(Eaton 28) 

Liebling was without doubt a dedicated teacher. Her 

great success though, seemed to lie within the tremendous 

technical facility she imparted to her pupils. 

writes, 

Much of what I did vocally in my career was done 
purely by instinct. That was because nature had 
given me a voice and because Estelle Liebling was 
such a phenomenal teacher. (Sills, Beverly 127) 

When that technique was absorbed by me first as a 
child and then as a young girl, I wasn't aware of 
what was happening to me. It came so gradually 
that it became second nature. In retrospect I 
would say that if I was able to do Zerbinetta, 
Queen Elizabeth, Lucia, Manon, and Louise, it was 
because the vocal cords responded perfectly to 

Sills 



what I wanted them to do and because the breath 
control was my lifeline to whatever I wished to 
express vocally. This technique allowed me a 
much wider and richer range in the soprano 
repertoire than a lot of other singers with big 
international careers. (Sills, Beverly 128-29) 
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A quote such as that above reminds one of similar 

observations made regarding the students of Marchesi. For 

instance, Kutsch writes, 

Die meisten Ktinstlerinnen, die durch mit Schule 
gegangen waren, haben eine erstaunlich lange 
Karriere gehabt: Ihre eigene Tochter, Blanche 
Marchesi, war ln der Lage, noch mit 74 Jahren 
Schallplatten aufnehmen zu lassen (1936 auf H M 
Verschienen), die ihre stimme in einer 
unglaublichen Frische und Schoenheit [sic] 
zeigen. Nellie Melba nahm 1926, also mit 65 
Jahren, von der Btihne Abschied, und die 
Aufnahmen, dir damals von ihrer stimme gemacht 
wurden, zeigen diest kaum gealtert gegentiber den 
Platten aus dem Anfang ihrer Karriere. Emma 
Calve gab mit 80 Jahren ihr letztes Konzert! 
(Kutsch 62) 

Most of the artists who went through this school 
have had astonishingly long careers. Her own 
daughter, Blanche Marchesi, vias still able to 
make recordings at the age of 74 (1936 His 
Master's Voice), which show that her voice still 
had an unbelievable freshness and beauty. Nellie 
Melba departed from the stage in 1926 at age 65, 
and the recordings that were made of her voice in 
those days scarcely show any aging, compared to 
recordings made at the beginning of her career. 
Emma Calve gave her last concert when she was 80 
years old! 

John Stratton, in his article, "Operatic singing style and 

the gramophone," points out that Marchesi's pupils not only 

had long careers, but they were capable of performing a 

surprisingly wide range of roles. 



Marchesi pupils, in fact, sang just about 
everything from Handel to Puccini in the field of 
opera, and to much popular acclaim, whatever we 
might these days think as to the suitability of 
their voices. And what is more, no matter to 
what music these singers devoted themselves, 
their voices seemed never to wear out. (stratton 
59) 
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Liebling, though not attaining the performing stardom 

of other Marchesi pupils, did in fact share this 

characteristic of vocal longevity. sills writes, "She had 

a marvelous technique; even in her eighties she could 

occasionally sing beautiful tones" (Sills, Bubbles 15). 

Indeed, this is a rare feat for any singer of such advanced 

years. The very fact of Liebling's ability to effectively 

teach voice past the age of ninety, even while in failing 

health, speaks volumes itself in support of her impeccable 

and resultant vocal health and stamina. technique 

Ironically, if it had not been for the series of 

happenstances recounted earlier, and whatever other unknown 

factors there were which prevented Liebling from attaining 

the level of performing success other Marchesi students 

enjoyed, it is quite likely that the world of singing would 

have been immeasurably poorer. 

But though this vocal longevity testifies to the 
practical excellence of the [Marchesi] method, it 
had one unfortunate consequence: hardly one of 
[her students] taught other singers, and the few 
who did, did not teach long enough to become 



really accomplished at it. Except as preserved 
in their numerous recordings, the Marchesi method 
died with Marchesi's pupils. (stratton 59) 
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Fortunately, as we have seen, this is not true. 

Estelle Liebling was perhaps the only exponent of the 

Marchesi method to document and carry forward the Marchesi 

method in her teaching. This fact seems to have been 

generally overlooked by scholars. stratton states that the 

method died out with Marchesi, but the legacy Liebling 

inherited and obviously revered is one which she carried on 

in a form quite similar to the original. sills, the only 

student of Liebling's who wrote anything down in 

description of her method, described it as the Marchesi 

method (Sills, Bubbles 15). 

In addition to her teaching, Liebling followed in her 

teacher's footsteps and forged new paths in the field of 

publishing. Her contribution as an editor, arranger, and 

composer of music for the coloratura voice is a vast one, 

and is explored in a later section of this paper, which 

includes an annotated bibliography of her pUblications. 

Liebling taught for over 50 years, turning out one of 

the most impressive rosters of singers imaginable. Her 

technique, most certainly derived from Marchesi's, 

facilitated this record. Not every aspect of her 

pedagogical philosophy seemed to agree one-hundred-percent 

with Marchesi's well-documented ideas, and the section of 
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this paper which follows will delve into this matter more 

critically. As far as Liebling's teaching career is 

concerned, and of the rest of her life, little more is 

revealed from the available sources. 

Estelle Liebling died September 25, 1970, at the age 

of ninety, in her home in The Hampshire House, 150 Central 

Park South. At the time of her death, she was the last 

surviving member of her immediate family. Her three 

brothers had all died before her, and her husband and son 

both died in 1953. She was survived by her grandson, Henry 

Arthur Mosler, and her great-granddaughter, Alisa Beth 

Mosler ("Estelle, Dies"). 



III. Comparison of Liebling's Pedagogical Principles 

with Those of Marchesi, Using 

The Estelle Liebling Vocal Course 

as a Benchmark 

Physiological Information 
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Estelle Liebling, in addition to her long and 

productive career as a voice teacher, was a much respected 

writer on the subject of the vocal technique which she 

taught. In 1956, she published The Estelle Liebling Vocal 

Course, a four-volume method book, each volume 

corresponding to one of the four basic vocal 

classifications. The Vocal Course contained within each 

volume information that was divided into three parts, I -

The Vocal Mechanism, II - Vocal Studies, and III - Diction. 

Examination of the content of these sections sheds much 

light on the actual pedagogy which Liebling espoused. It 

is here that observations can be made which show Liebling's 

approach as being derived from, but not identical to that 

of her teacher, Mathilde Marchesi. As Marchesi herself 

was a prolific writer, it is thus possible to establish the 

similarities which distinguish these two pedagogues, as 

well as highlight the important differences. The Marchesi 
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work most suited to direct comparison is her Theoretical 

and Practical Vocal Method, containing physiological 

information in a short section entitled "Practical Guide 

for Students, " as well as extensive exercises and 

vocalises, which comprise the body of the book. 

In addition to Marchesi's Theoretical and Practical 

Vocal Method, she published over 35 opuses of exercises and 

vocalises, most of which are unavailable, but which are 

listed in an annotated bibliography within James Richard 

Joiner's Ph.D. dissertation, The Vocal Principles of Garcia 

as Represented by his Pupils: Battaille, Marchesi, and 

Stockhausen. Her Ten Singing Lessons and "Questions 

Answered," columns, both of which appeared serially in the 

periodicals, Harper's Bazaar and The Ladies' Home Journal, 

respectively, are the remaining significant sources which 

illuminate Marchesi's pedagogical philosophy. Since 

Estelle Liebling was a much less prolific writer, the Vocal 

Course is the only significant primary source known with 

which a comparative study with Marchesi can be executed. 

(Perhaps she felt that the majority of her ideas which 

agreed with Marchesi's had been adequately treated by 

Marchesi herself. She, in fact, edited Schirmer's 1941 

edition of Marchesi's opus 31, Thirty Vocalises.) For this 

reason, the Marchesi work to which it most closely 

corresponds in format, her Theoretical and Practical Vocal 
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Method, will be the source used for comparison. When 

appropriate, citations from peripheral primary sources of 

both authors will be used. Page numbers given in 

Liebling's Vocal Course will be from the soprano volume. 

The first major section of the Vocal Course is 

entitled, "The Vocal Mechanism," and in it, physiological 

information is explained as it relates to the process of 

singing. Liebling, using simple, easy-to-understand 

language, describes the vocal mechanism as having four 

systems, "1 The BREATH system, which provides the 

motivating force. 2 - The PHONATING system, which produces 

the tones. 3 - The RESONATING system, which reinforces and 

beautifies the tone. 4 - The ARTICULATION system, which 

forms the vowels and consonants of the words we sing" (4). 

Marchesi's Theoretical and Practical Vocal Method, 

under the heading, "Registers of the Female Voice," 

proceeds to describe a similar concept, as it applies to 

the production of sound by an instrument. 

Three things are needed for the production of a 
sound, viz.: a Motor, which acts either by 
sending a column of air against a vibrating body, 
or by immediate friction with this body; a 
Vibrator, which executes a certain number of 
regular (isochronous) or irregular vibrations in 
a given time when set in motion by the Motor; and 
finally, a Resonator (because of its function, it 
would be more correct to call it the co-operating 
element), which receives the sounding column of 



air that escapes from the vibrating body to imbue 
it with the character of its own sound by 
reverberation. (xiii) 
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Liebling's description, through considerably less 

clinical in style, certainly evokes similar images. The 

fact that the articulatory mechanism is not mentioned in 

the above Marchesi quote certainly does not imply that she 

thus disregarded its importance. The quote is part of an 

explanation of acoustic phenomena not necessarily 

associated with the voice but, as she puts it, "it is •.• 

only logical to admit that [the three things] should also 

exist in the vocal organs" (xiii). In contrast, Liebling's 

description is not meant to draw parallels to other 

instruments. 

Liebling next proceeds to expound upon each of the 

above enumerated systems, dealing first with the breath 

system, which she breaks down into three parts, breathing, 

posture, and breath control. Of breathing, she begins with 

a simple explanation of its normal function, in a resting 

state during which one breathes through the nose, and 

during physical exertion, when one breathes through the 

open mouth. She also defines the terms inspiration and 

expiration. Marchesi too, under the heading, 

"Respiration," begins with a simple description of 

inspiration and expiration, but does not, in this work, 

mention nose or mouth breathing (xi). 
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According to Liebling, the breath demands in singing 

require a type of coordination not necessary during normal 

functions of rest or physical exercise. For singing, 

breathing occurs through the mouth, and requires that "we 

INHALE a comparatively LARGE quantity of air QUICKLY 

••• [and] we EXHALE a comparatively SMALL quantity of air 

SLOWLY." She then adds that one may breathe through the 

nose during fairly long rests in the music, a situation 

which is normally the exception and not the rule. 

"However", she adds, "taking advantage of such rests, we 

find that a combination of mouth and nose breathing is an 

ideal method" (4). All of the above information coincides 

with Marchesi with the exception of the point regarding 

nose breathing. Though not treated in the Theoretical and 

Practical Vocal Method, Marchesi speaks against this 

practice in her Ten singing Lessons. 

Concerning breathing When young women call 
upon me to try their voices, I often notice, on 
the attack of tones, an unpleasant nasal sound. 
'You have a cold, my dear young lady,' I remark; 
'it might be better to postpone your hearing for 
a day or two.' 'Oh no' comes the answer; 'my 
teacher let me breathe through the nose, assuring 
me that by so doing my palate does not become so 
dry; but he forbade me this breathing when 
singing arias,' Is not this sheer nonsense? Why 
make rules to learn anything that must afterwards 
remain unused and forbidden? (32) 
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On the topic of posture, Liebling prescribes a 

specific exercise for discovering its best form, that of 

standing with the back against a wall. 

The BACKS of the heels, hips, shoulders and head 
should firmly touch the wall. The head should be 
held so that the eyes may naturally look straight 
ahead. (Use the wall only to verify or correct 
your posture. Once you have it, step away from 
the wall without changing your posture.) 
Remember: CHEST OUT, SHOULDERS DOWN, STOMACH IN. 
(4) 

Marchesi's admonition on the subject emphasizes 

naturalness, but describes the same attitude. "The body 

should be kept upright, the head erect, the shoulders well 

thrown back, without effort, and the chest free" (Marchesi, 

Theoretical xi). Marchesi does not mention the "stomach," 

as Liebling does, and herein lies the first hint of a 

difference in breathing approach, as we shall see in the 

next Liebling heading, "Breath Control." 

First, Liebling defines breath control as "1 - Knowing 

how much breath to take in (simply: a short breath for a 

short phrase, a long breath for a long phrase). 2 - Knowing 

how to inhale deeply. 3 - Knowing how to CONTROL the 

amount of breath you exhale" (5). Adhering to the 

rhetorical form she has previously established, she takes 

up each point separately. Of the first, she notes that it 

is easily understood and will be taken up later with 
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appropriate vocalises. Before discussing points 2 and 3, 

though, she gives a short description of the anatomy 

involved. 

Pointing to the example of lying on one's back 

breathing qui~tly, Liebling observes that "the soft frontal 

area below the breast bone and the lower ribs swell out a 

little as you inhale." This, she asserts, demonstrates 

that "1 - The BOTTOM of the lungs (the largest part of 

those organs) INFLATE the MOST. 2 - The parts of the torso 

around the bottom of ~he lungs are MOVABLE and can STRETCH 

OUTWARD. It is clear then," she says, "that this is the 

way nature meant us to breathe, and to use any other method 

would be incorrect." She continues on to enumerate the 

various components of the "breathing system," listing the 

chest, lungs, diaphragm (with an accurate definition), 

lower ribs, and "the muscles all around the lower part of 

the chest and the upper part of the abdomen. The upper 

abdomen, which extends around the FRONT of the body between 

the lowest ribs and the tops of the hip bones, must be 

FLEXIBLE" (5). 

Marchesi, when discussing respiration in Theoretical 

~a~n~d~~P~r~a~c~t~i~c~a~I __ ~V~o~c~a~l __ ~M~e~t~h~o~d~, also first describes its 

physiology. "The thorax," she says, "can expand in 

Inspiration, at its base, summit, and sides. So there are 

three respiration movements, or three kinds of breathing, 
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namely: - Diaphragmatic or Abdominal; Clavicular; Lateral 

or Intercostal" (xi). 

Control Inhaling." 

Liebling's next heading is "Breath 

In this she lists the motions 

necessary to take in a deep breath, a "motionless" chest, a 

diaphragm which FLATTENS DOWN and OUTWARD," causing the 

next steps to "occur automatically." These are "3 - The 

lower organs are pushed down and in turn cause the abdomen 

to distend a bit (push forward). 4 - The lower ribs are 

pushed OUTWARD ALL AROUND THE BODY. 5 - These movements 

create a large 'empty' space which is naturally filled by 

the bottom of the inflated lungs" (5). 

These descriptions are followed by two diagrams. The 

first (See figure 3), shows the rib cage with a thick line 

representing the lowered diaphragm. In the descriptive 

text, the lower ribs are said to be "pushed out by the 

flattened diaphragm." The second, "SIDE VIEW OF DEEP 

BREATH," further illuminates Liebling's views. Here, the 

thick line represents the "distended abdomen and ribs after 

deep breath" (See figure 4). What is interesting is that 

the "abdomen" she so describes is in actuality the mid

torso. What is normally referred to as "abdomen" is called 

"stomach," which, as she points out, remains flat (7). 
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Liebling's explanation of inhalation seems to differ 

from that which Marchesi advocates. For Marchesi, it must 

be "diaphragmatic or abdominal," and not "lateral." She 

warns against the wearing of corsets, which forces lateral 

breathing through compression of the abdominal walls 

(xxii). Further clarification can be found in the 

"Answered by Madame Marchesi" column. 

Diaphragmatic Breathing is the Natural Way 

I intended to take lessons of a teacher who 
believes in breathing from the abdomen, but I 
heard that this weakens the voice. V.R. 

When the teacher you speak of mentioned the 
abdomen he doubtless meant the diaphragm. In 
that case you may have confidence in him, as the 
diaphragmatic is the natural breathing. other 
methods of breathing that are taught, the lateral 
and the clavicular, should be avoided. 
(Marchesi, "Answered" June 1908:3) 

The next topic discussed in Liebling's book appears 

under the heading "Breath Control - Exhaling." Here she 

emphasizes the point made earlier that, for singing, breath 

is emitted slowly and steadily. She advises ending each 

phrase with a little breath left over. According to her 

explanation, the diaphragm and the muscles of the lower 

ribs and abdomen control the outward flow of breath by 

exerting inward pressure causing the air to pass up and out 

of the throat, the breath pressure setting the vocal cords 
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in vibration. Controlled breath, she asserts, supports the 

tone. For a breath control exercise she suggests 

practicing speaking the alphabet as many times as possible 

to "strengthen the breath system." Again, in the detailed 

instructions, the student is directed to "breathe in deeply 

and both feel and watch the ABDOMEN (not the stomach) and 

the LOWER RIBS EXPAND" thus reiterating the technical 

difference explored above between the Liebling and Marchesi 

physiological approaches to inhaling. On exhaling, 

Liebling writes this in reference to support. 

(There are two schools of thought concerning 
exhalation for singing, that is, controlling the 
outgoing breath. One side maintains that the 
lower ribs and abdomen should not move inward, 
but should remain expanded throughout the 
exhaling act. On the other hand, the other 
school advocates the controlled inward pressure 
of the movable ribs and abdomen, as we describe 
it and teach it in this vocal course. The 
consensus of opinion of a majority of the 
outstanding singers and teachers favors this 
latter method, although many good vocalists and 
instructors use the former. However, in the 
final analysis it must be realized that both 
methods aim to maintain the proper amount of 
breath pressure for the support of a good tone.) 
(8) 

Marchesi approaches the problem from a slightly different 

angle, that of "attack coup de glotte," a term she 

borrowed from Garcia, her teacher, It refers to the firm 

closure of the lips of the glottis prior to the emission of 
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sound. -Rather than expound upon methods of support, 

Marchesi concludes a description of coup de glotte with the 

following. 

To sum up, the firmer and more complete the 
approximation of the lips of the glottis, the 
more resistance they will offer to the air which 
escapes from the lungs, and the less air it will 
take to set the vocal cords vibrating. The 
slower the expiration the longer the sound will 
last. The equal and continuous pressure of air 
against the vibrating body produces isochronous 
(equal) vibrations, and maintains equality of 
sound throughout its entire duration. (Marchesi, 
Theoretical xii) 

In the Ladies Home Journal column, Marchesi offers a 

bit more discussion on the matter of breathing. "Natural 

breathing is extremely simple and goes on unconsciously in 

a most perfect way when one sleeps. Bad breathing produces 

a noise in respiration, and compels the singer to make 

ridiculous contortions and efforts." Only after the 

student has mastered "natural breathing," does Marchesi 

then suggest, for exercises, turning to "long and sustained 

passages in the oratorios of Bach and Handel II (Marchesi, 

"Answered" sept. 1907:3). 

Liebling's next large topic division in her section on 

the vocal mechanism is called liTHE PHONATING SYSTEM." She 

begins by stating that the vocal cords are capable only of 

producing pitched tones in various registers, while tone 

color and emotional expressiveness are capable of being 
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produced only by the other organs (9). Here is another 

case where the functional understanding of these two 

teachers differs, that is, in their explanations of the 

phenomenon of registers. Liebling divides the phonating 

system into three headings, "the VOCAL CORDS, the LARYNX, 

and the REGISTERS," so this study will examine the 

questions of each in the same order. 

"The Vocal Cords," begins with a very succinct and 

graphic description of what the vocal cords look like 

within the larynx, defining in the process the anatomical 

terms, trachea, larynx, vocal cords, and glottis. Next 

comes a short warning regarding vocal abuse, a subject she 

deems important "to public speakers and actors as well as 

to singers," although no explanation is given as to what it 

actually constitutes, save the expression "bad vocal 

production." (Perhaps it is assumed to be understood what 

this means. At any rate, in such a short work it is 

admi ttedly diff icul t to deal wi th all topics 

comprehensively.) 

The next description is that of the function of the 

vocal cords when singing. Liebling states that "1 - The 

vocal cords are brought together by various controlling 

muscles and shaped for the tone you want. 2 - That shape 

acts as a valve which helps automatically to decide the 
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proper air pressure needed for that tone. 3 - As the 

breath pressure is applied to the shaped vocal cords they 

vibrate and thus the tone phonates, or sounds" (9). 

The next statement appears in bold capitals (a device 

she used throughout to emphasize important points or 

terms) • She writes "THE MOST REMARKABLE THING ABOUT THE 

ENTIRE PHONATING ACTION IS THAT IT TAKES PLACE 

AUTOMATICALLY. THE SINGER DOES NOT IN ANY WAY MANIPULATE 

THE VOCAL CORDS." She continues, asserting that all a 

singer need do "to produce a fine tone" is to listen to the 

note struck on the piano, think the tone, keep good 

posture, maintain proper breath support, and sing (9). 

This vividly contrasts to Marches i ' s ideas regarding 

attack. She maintains that the attack, or "coup de 

glotte," an action whereby "the pupil should hermetically 

close the glottis so that its extreme edge... may be set 

vibrating ... ", should be brought "under the control of the 

will this spontaneous action which has been developing 

since the first cry at the moment of birth." She 

reiterates that "if the pupil would acquire a good attack, 

the glottis must be closed an instant before 

commences; in ether words, it should be 

(Marchesi, Theoretical xii). 

expiration 

prepared" 
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Liebling's next heading is "The Larynx", which begins 

with a simple description of the extrinsic musculature and 

the effects of posture and head stability on the function 

of the larynx, maintaining that the intrinsic muscles 

"automatically adjust themselves to the action of the vocal 

cords." When a student "has become well trained," she 

observes, "the vocal apparatus will be under such fine 

control that he will be able to move in any direction on a 

stage and still produce beautiful tones. And the facial 

expression will change as a result of the mental and 

emotional reactions to the meaning of the words that are 

interpreted" (lO). Here, a distinction is seemingly made 

between the capabilities and subsequent practicing 

strategies of beginning and advanced students. This is a 

point of which Marchesi made a feature in her teaching, in 

fact not even allowing a student to sing text at all, 

sometimes for months, until proficiency was achieved on 

pure vocalized vowels, starting with [the pure Italian 

"ah"] (Marchesi, Ten 68-69, 86). 

Liebling states next that the IIBRAIN" and the "BREATH 

SYSTEM" are the "only parts of the singer's body that work 

hard." She reiterates that "the tone 

works AUTOMATICALLY and must be RELAXED." 

producing system 

She then hastens 

to make the distinction between relaxed and flabby. "We 

are not rag dolls. We must maintain what the 
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instrumentalist calls CONTROLLED RELAXATION" (10). 

Marchesi, as discussed before, wrote that the tone 

producing system, or the "vocal organs," must be "brought 

under the control of the will" (Marchesi, Theoretical xii). 

As far as "controlled relaxation," the term and idea of it 

do not come up specifically in the Marchesi writings which 

are available. 

At the end of the discussion of the larynx, Liebling 

observes that this organ automatically rises and falls with 

high and low pitches sung, requiring a relaxed throat, and 

that "no attempt should be made to manipulate the larynx" 

(10). Regarding change of position of the larynx, Marchesi 

observes this only as it relates to the phenomenon of the 

three registers. "It is the Larynx, which by change of 

position, directs the column of air escaping from the 

Vibrator (the glottis) toward the three resonant walls, 

alternately" (Marchesi, Theoretical xiii). Just what 

Marchesi meant by this direction of sound, and what 

constitutes these "walls" will be discussed later. 

Liebling I s discussion of register betrays alignment 

with one of Marchesi's most vehemently argued points, that 

the voice contains three registers. However, the way by 

which the registral changes are physically accomplished is 

explained differently by the two pedagogues. Liebling 

begins by stating that a good singer must be aware of the 
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lie of the registers, and thus set up the "proper, simple 

conditions which ALLOW the registers automatically to 

adjust for the change as the voice moves up and down" (11). 

Her explanation of how to set up these conditions is 

reserved for a later portion of the book, but at this time, 

she suffices to say that the resultant adjustment renders 

the registers smooth to the listener, seeming to be 

"BLENDED INTO ONE," so that the listener is completely 

unaware of their existence (11). 

the necessity for "blending the 

Marchesi too expressed 

three registers and 

establishing homogeneity of sound throughout the compass of 

the voice" (Marchesi, Theoretical xiv). 

Liebling proceeds to explain her 

physiological reasons for the existence 

theory of the 

of the three 

registers. For an analogy she uses the varying lengths of 

strings in a grand piano. The lowest strings make the 

lowest tones, as the chest register uses the vocal cords' 

full length to vibrate and produce a tone. To the medium 

voice, the piano strings of medium length are compared, 

pointing out that in medium register the glottis is closed 

somewhat at both ends, making the length of vocal cords 

used shorter. Lastly, head register is compared to the 

shortest strings of the piano. The vocal cords, it is 

pointed out, are closed at both ends, the vibrating space 

left open in the middle occupying about half their 
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available length. She adds that the glottis is moved a bit 

to the rear in this instance, as the front end of it is 

closed more than the back end. These descriptions 

correspond to simple line drawings of the vocal cords in 

the three adjustments (12). In addition, for each of the 

three register names, an accompanying subjective sensation 

of sound vibration is described which corresponds to the 

name (11). 

Marchesi's view of the function of the registers is 

curiously different from Liebling's, as it is also 

different from her teacher Garcia's. Marchesi asserts that 

there is no difference in function at the level of the 

vocal cords that would account for registers. Instead, she 

contends that the larynx changes position to direct the 

flow of air toward three distinct resonance chambers, which 

by the composition of their organic material, impart the 

characteristic sound to the corresponding register 

(Marchesi, Theoretical xii). Scientific inquiry has 

established that Marchesi's reasons for registral changes 

are inaccurate, at least at the largest change which occurs 

between the chest and medium register. On the second point 

of change, however, there is still some question (Large and 

Murray 9-10). Liebling's explanation of registers thus 

seems to be more in keeping with scientif ic fact than 
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discredited, 

shift. 

although her view 

especially as regards 
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cannot be totally 

the higher register 

In concluding her section on registers, Liebling 

writes that the vocal musculature should adjust itself 

automatically to effect a smooth and natural change of 

register. In beginners, she observes, this is often 

hampered by muscular tightness and forcing, which can be 

dangerous. Her admonitions about this are to relax the 

throat and jaw, depend on "BREATH CONTROL," pay attention 

to the locations of the subjective sensations of vibration 

which accompany each register, and finally, to "OBSERVE THE 

SIMPLE RULES FOR THAT POINT OF CHANGE" which she promises 

to explain later in the book (11). These "rules" are, as 

we shall see, identical to the strategies advocated by 

Marchesi. 

Liebling's next section is entitled "THE RESONATING 

SYSTEM. " Using again an analogy to a musical instrument, 

she compares the singer's phonatory organ to the reed of an 

oboe or clarinet. without the accompanying barrel or 

resonating chamber, she asserts, the tone produced is weak 

and unpleasant. She continues with a very good explanation 

of how the materials forming the resonating chamber and the 

air contained therein determine whether or not sound is 

projected, or carried. She points out that the singer 
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cannot change the composition of his resonating system's 

construction materials, but he can manipulate it somewhat' 

to change the volume of its air capacity. The consequent 

goal, then stated, is keeping the resonators open. 

Liebling separates the resonators into two divisions: 

primary, including the pharynx, trachea and bronchia, and 

secondary, including the mouth, nose, and sinuses. She 

adds that "the bones of the head and upper part of the 

chest are also secondary resonators" (13). It is here 

where an obvious point of confusion must lie, for if modern 

definitions of resonating, as they apply to singing, are 

employed, her assertions as to the function of the above 

named bones are false. This question must have been a 

point of contention for her, as her next statement takes up 

the "one opinion" which "holds that the primary resonators 

are the only resonators, and that the secondary group has 

no such function, in fact, are of no value in singing." 

She then cites years of experience to back up "the majority 

opinion that correct tone production will cause a distinct 

sensation of vibration in the front of the face, the mask, 

where secondary resonators are mainly situated." Confusion 

over the difference between subjective sensations of 

vibration and actual vibration of air within a cavity, or 

resonance, are widespread, and apparently Liebling was not 



62 

immune to this misunderstanding. Marchesi, in her works, 

does not treat the subject other than within her theory of 

registers, as explained previously. 

still on the subject of resonating, Liebling tackles 

the problem of nasality. This, she asserts, is the result 

of "when the soft palate contracts and shuts off the nose 

cavity from the throat." She compares the sound produced 

to that which occurs due to a stuffed nose associated with 

a cold or allergy. By the same token, a "throaty tone" 

occurs when "the walls of the pharynx ..• contract ... 

thereby greatly reduc[ing] the amount of vibrating air in 

the throat" (11). The above assertions, conflicting as 

they do with modern ideas regarding the mechanics of 

nasality and of resonance, as it applies to singing, serve 

nevertheless to show how Liebling thought of these systems, 

and how her pedagogical approach may have been affected by 

them. Liebling quotes Jean de Reszke as saying '" I find 

that the great question of the singer's art becomes 

narrower and narrower all the time, until I can truly say 

that the great question of singing becomes a question of 

the nose'" (11). It is interesting to note that on the 

subject of resonance, outside of her theory of registers, 

Marchesi is silent. It was therefore up to Liebling to 

formulate her own hypotheses about these phenomena, in all 

likelihood largely unaided by the results of scientific 
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inquiry. In 1956, after all, there was not widely 

available the number and variety of books on the subject as 

now appear. As far as whether or not the nasal port should 

or should not be open to produce a resonant sound, it is 

still today an open question (Doscher 101). 

In order that a student might prevent the above 

described impediments from occurring, Liebling advocated 

that "the soft walls of the throat be OPEN and FREE from 

any muscular tightness ... and the soft palate must be in a 

similar open condition." To this end, she suggests that 

the student "get the FEEL of the open throat and raised 

soft palate" by doing the following "1 - Open the mouth in 

a relaxed manner and 2 - GENTLY INHALE THROUGH THE NOSE" 

(11). Liebling's ideas concerning nose-breathing are, as 

we discovered earlier, in direct conflict with Marchesi, 

who deplored the practice (Marchesi, Ten 32). Liebling 

thus explains the de Reszke quote above as meaning that an 

open throat and nasal port, combined with a mental 

directive to "THINK the tone as directed toward the open 

nose," cause a free resonant tone. This, she says, is 

because "the vocal vibrations in the pharynx will be free 

to ripple through the air it contains on their way to the 

secondary resonators in the mask," where the tone is 

"strengthened and colored." She adds parenthetically that 

a few tones in the highest and lowest extremes of the range 
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are sung with a closed-off nasal passage, in which case the 

"vocal vibrations are conveyed to the 'mask' by the bones 

of the head." This, she adds, is an automatic action about 

which the student need not worry (14). 

It is probably safe to observe at this point that 

Liebling was not well versed in all of the physio

mechanical aspects of tone production, as likewise Marchesi 

was not. It must be stipulated, however, that the theories 

associated with the science of vocal pedagogy, as with all 

scientific fields, are constantly changing. Historical 

pedagogy, therefore, must not be judged too harshly by 

today's standards, as the scientific information upon which 

modern theories are based is equally subject to revision. 

Liebling's next large heading is "THE ARTICULATING 

SYSTEM." without going into much detail regarding 

physiology, she explains that the tongue, 

facial musculature must be in a state 

lips, and other 

of "CONTROLLED 

RELAXATION" in order to enunciate properly. The jaw, she 

adds, should "SWING DOWN FREELY" with no raising of the 

head for open mouthed vowels. She points out how a student 

may locate the jaw joint by feeling with the fingers. 

Liebling's discussion of articulation confines itself 

mostly to the correct production of vowel sounds, devoting 

a few sentences to consonants. About them, she quotes the 

following maxim, attributed to French playwrights and 
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actors of the reign of Louis XIV: 1I1Do not exaggerate the 

vowels and you will speak beautifully. Honor the 

consonants and you will speak distinctly.'" She continues, 

pointing out that "We can sing only on vowels. But the 

consonants not only help form words, they also help to 

place the vowel tone. Remember, consonants must be uttered 

with exactness, but quickly, so that the flowing tone may 

suffer as little interruption as possible." It is here 

that she adds an interesting parenthetical observation 

regarding popular music, which sheds a tiny ray of 

illumination onto this sub-specialty of hers: "(But, when 

singing popular music it is effective to hold the 

consonants M, N, and L a bit longer)" (15). 

The seemingly low priority Liebling gives to the 

mechanics of consonant production is comparable to 

Marchesi's treatment of the entire topic of articulation in 

her Theoretical and Practical Vocal Method. Little 

discussion of consonants is given in her "practical guide 

for students," save this: 

As to the consonants, it is the linguals 1, d, t, 
s, z, r, n, c, g, k, q, x, that interfere with 
the emission of the sound when commencing to sing 
words, because the root of the tongue is so 
closely attached to the larynx. They alter the 
equilibrium of the tension and regularity of the 
vibrations of the vocal cords, because the 
movements of the tongue jerk the larynx. After a 
time, practice will render these movements 
independent of the operations of the larynx. 
(xvii) 
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The two pedagogues, therefore, advocate a quick and 

exact rendering of the consonant sound which does not in 

any way affect the emission of the tone which is carried by 

the vowel sound, an idea which is borne out by most 

pedagogues before and since. 

On vowels, Liebling has a bit more to say. The first 

comment that follows inadvertently gives away a pedagogical 

approach of Liebling's. "When the student has advanced to 

the point where the highest and lowest portions of the 

voice are being trained, the following may be noted" (15). 

This statement implies a structured approach to vocal 

development, and one can find a confirmation of this 

approach on the next page, headed, "GENERAL REMARKS," which 

will be explored in its context then. In the meantime, 

Liebling discusses points of vowel modification at the 

extremes of the vocal range. First, she observes that both 

extremes require a more open position of the mouth, and 

next, if the text demands that a closed vowel be sung at 

such a pitch level, modification must be employed by 

"mixing" the closed vowel with a more open vowel. Of such 

"mixing", she gives the following example. 

AH or 0 are the open vowels often used that way. 
For example: if the word POOL must be sung on a 
high tone, the lower jaw is dropped towards the 
position for AH or 0, but the singer THINKS the 
vowel 00. The same applies for a low tone. 



It is a remarkable fact that the original vowel 
will be AUTOMATICALLY pronounced if the singer 
THINKS it, that is, has a CLEAR MENTAL PICTURE of 
it. (15) 
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She then states that singing requires for the most 

part a mouth position more open than that required for 

speech. She adds, however, that "a soft tone does not 

require as open a position as a big tone. A little 

experimentation will quickly decide the size of the mouth 

opening for the best quality of tone" (15). As for the 

tongue, Liebling advocates maintaining its complete 

flexibility for ease of word pronunciation. "But," she 

warns, "at no time should the tongue lie absolutely flat on 

the bottom of the mouth. If it does so, the back of the 

tongue will push against the larynx and obstruct the free 

emission of tone." Similar reasoning is encountered within 

the Marchesi quote above, from her Theoretical and 

Practical Vocal Method, concerning the functional effect of 

consonant production on the free functioning of the larynx 

(xvii). It is interesting to note, however, that in Ten 

Singing Lessons, Marchesi makes the following statement: 

"To bring forth a beautiful, resonant tone the tongue must 

be quite flat, so that a throaty tone is avoided, and the 

tonsils are not pressed together" (64). 



68 

One last point need be made in this section regarding 

Liebling's ideas about diction in singing. She felt that a 

separate study of the subject is necessary in a singer's 

education. She writes, 

The voice is the only musical instrument that 
combines words with music. The singer's diction 
therefore is exceedingly important and must be 
considered not only as a matter of good speech 
but as a musical problem as well. The student is 
strongly advised to study this subject 
intensively, for without fine diction he will 
never be able to rise to the top of the vocal 
profession. (15) 

To this end, Liebling includes in each volume of her vocal 

course an extensive section, entitled "PART III - DICTION" 

which gives fundamentals of diction for the five 

languages, English, Italian, French, German, and Spanish. 

An overview of this section will be presented later. 

Marchesi's Theoretical and Practical Vocal Method, in 

its original form, contained in its part III (supplement), 

vocalises for one, two and three voices which combined 

articulation with vocalization (Joiner 126). This part III 

is no longer available, as the reprint edition by Dover 

omitted the supplement. However, the "Practical Guide" at 

the beginning of the book does contain hints as to 

Marchesi's views regarding diction in singing. Marchesi 

makes it perfectly clear that the exercises in part III are 

simply that, exercises, and should be approached from a 
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strictly mechanical standpoint, without giving regard to 

the "sentiment or expression" present in songs, which are 

meant to be taken up later. This follows explicitly the 

order of studies which she prescribed for her students in 

her voice classes. A thorough description of these classes 

can be found in Ten Singing Lessons, but little is covered 

there which directly addresses the problems of 

articulation. The "Practical Guide" from Theoretical and 

Practical Vocal Method does offer the following opinion: 

It is impossible to give rules for correcting the 
very many faults of pronunciation that one meets 
with in pupils. They must be left to the skill 
and experience of the professor. Not only do 
these faults of pronunciation of the various 
nationalities differ among themselves, but they 
vary considerably, even among pupils of the same 
country, being the result either of a special 
organization, bad habits, or the particular 
dialect spoken in each of the provincial towns of 
the different countries. (xvii) 

Liebling closes "PART 1 - THE VOCAL MEChANISM" with a page 

of "GENERAL REMARKS." These are numbered, and deal with 

diverse topics, beginning with, number one, the dynamic 

level and tempo the beginning singer should employ in the 

exercises which follow in the next section. 
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Liebling observes that singing softly and slowly are 

the two things hardest for a beginner to do. For this 

reason, she advises that all exercises, unless otherwise 

indicated, should be sung "In a MEDIUM volume ... " and "In 

a MODERATE tempo" (16). 

Marchesi, interestingly enough, states in Ten Singing 

Lessons that a beginning student should practice "with the 

full volume of tone, without forcing or screaming" (125). 

From the context, it is probable that she and Liebling 

actually meant the same thing regarding volume. Liebling's 

explanation of medium, "not soft, not loud," would seem to 

correspond to Marchesi's above admonition, combined with 

further explanation which appears on the next page of Ten 

Singing Lessons. 

They say, too, that to escape wearying the organ 
one should practice with half-voice (mezza
voce), but this also is wrong. Through this 
process air passes through the vocal cords, they 
grow slack, and the development of resonance is 
prevented. I am speaking now of the studies of 
beginners ••. (126). 

On the subject of tempo, Marchesi continues. 

Understand me well, dear children; the voice 
must be slowly developed, so that the vocal cords 
gradually acquire elasticity and endurance; the 
passage from register to register, at the outset 
of one's studies, can only be mastered too 
through slow practice. Many teachers allow the 
scales to be sung, from the beginning, very fast: 
this develops the voice in no direction whatever 
and conceals its flaws. (126-27) 
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Liebling, still under the heading of "GENERAL 

REMARKS," adds this advice. "The beginner should never 

practice more than 15 minutes at a time. No voice lesson 

should exceed a half hour of actual singing" (16). 

Marchesi has much to say on this subject. First, from 

A Theoretical and Practical Vocal Method: 

A rational and progressive course of vocal 
gymnastics will develop great elasticity as well 
as a great power of contraction in the muscles of 
the vocal organs, without ever causing fatigue; 
whilst the least excess in practicing causes 
exhaustion. In commencing study, the pupil 
should not continue singing too long at the time, 
and at first, the practice should not last longer 
than five or ten minutes, repeated, after long 
intervals, three or four times a day. The time 
devoted to practice may be gradually increased 
five minutes at the time to half an hour. A 
conscientious professor will never allow the 
lesson to last longer than half an hour. (xv) 

Next, from Ten singing Lessons: 

There are teachers that proclaim that, to become 
a singer, one must practice from two to three 
hours daily. This is not the case. A beginner 
must not practice, at the very outset, more than 
half an hour daily. I have had pupils that at 
first were so easily fatigued that they sang 
twice or thrice, ten minutes each time, in the 
class-room; later on studied their operas, and 
afterwards came forth, with fresh voices and 
abundant endurance, on the stage or in the 
concert-room. (34) 
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In the case of students who had just come to her, Marchesi 

even prohibited practicing at home altogether, or even 

singing at all outside of the studio (Marchesi, Ten 168-

69) • For students who were more advanced, total practice 

time was allowed to be more extensive, but still within 

prescribed limits. 

I permit my pupils, except beginners that have 
not yet sung and must therefore commence with but 
a few minutes, to sing one hour, divided into 
practice-periods of fifteen minutes each daily. 
(Marchesi, Ten 125) 

Liebling's point no. 2 is on the subject of determining 

voice type. She observes that the voice type can be 

difficult to recognize in the beginner, in which case the 

voice must be "gently but firmly developed up and down from 

the medium tones." She points out that exceptions exist, 

however, and "in such instances the voice must be developed 

from its most beautiful tones wherever those may appear. 

Generally in a few weeks the natural inclination of the 

voice will display itself." (16) 

Marchesi observes in -"'T..=e:..:.n.:....---=S::..,:l.:,:· n:.:.q=i~n:;:q'------"'L""e=-=s""s=o....,n=s 

unskilled teachers frequently mis-classify voices. 

I have been greatly astonished, again and again, 
in later years, at the mistakes committed by 
modern teachers in the classification of the 
voices, in a mezzo-soprano being trained as a 

that 



soprano, and so on. Many instances of this sort 
have been brought to my notice. Such dulness 
[sic] of ear and apprehension is 
incomprehensible; to the hopeless victims the 
blunders are fraught with danger, for they bring 
irretrievable ruin to the voice. (154) 
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Marchesi unequivocally states that timbre and not compass 

determines voice type. In answering a letter in her 

"Questions Answered" column, she writes, 

A careful and accurate classification of the 
different voices is undoubtedly the essential 
elementary foundation of voice-culture and voice
preservation, and the ignorance of this 
fundamental precept is, no doubt, one of the 
principal causes of the actual decline in the art 
of song ... The only thing I can do is to declare 
that timbre and not compass decide the character 
of a voice. As a general rule the mezzo-sopranos 
have a darker timbre than the sopranos, and the 
lyric or light (colorature) sopranos possess a 
clearer timbre than the dramatic sopranos. 
(Marchesi, "Answered" Oct. 1907:2) 

Liebling's next point is that a student should not be 

forced "beyond his natural capacity in either range, 

volume, or style" (16). Marchesi addresses the matter of 

range quite often. Here is one specif ic instance. "I 

think I have told you already that at the outset of one's 

studies one must not go to the limit of the voice, whether 

above or below; with time, all voices gain compass" 

(Marchesi, Ten 165). On volume, Marchesi's limits 

described above (Marchesi, Ten 125-26) suffice to address 

this. On style, there is nothing extractable to summarize 
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her ideas, but examination of Ten singing Lessons in its 

entirety unfolds Marchesi's ideas regarding determining 

suitability of different styles to the individual singer, 

and following through on the study of these styles. Joiner 

summarizes a section from "The First Lesson." 

Marchesi looked for qualities which would 
d~stinguish operatic singers from concert 
sJ.ngers. She observed that while the operatic 
singer needs 'a strong voice, resonant in all its 
registers,' she may rely on stage-settings, 
orchestra, and dramatic context to enhance her 
performance. The concert singer, however, having 
none of these, must be finished in languages, 
musicianship, and interpretation, as well as in 
vocal production. Those who had limited ability 
in any of these areas were advised to seek other 
fields. (133) 

Joiner also points out, "in the pre-preparatory class the 

decision was also made as to which field the singer should 

pursue, the concert career or the operatic career" (143). 

Liebling next makes a point of explaining a couple of 

terms she uses in her book later, such as "support" (short 

for breath-support) and "portamento". She defines "slur," 

"legato," and "phrase," then warns against the over-use of 

the portamento, giving general guidelines regarding its use 

(16). She explains her previous point regarding length of 

study, citing the apocryphal story of the famous singer 
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Caffarelli, whose teacher Porpora compelled him to study a 

single page of vocalises for five years. From this example 

she draws two conclusions. 

A - Even an unusually talented student must study 
intensively. 
B - It is not necessary to study a multitude of 
exercises, but rather a few well-chosen vocalises 
that are designed for specific purposes. In 
short studies that will give the singer CONTROL, 
STRENGTH, DELICACY, and FLEXIBILITY of voice. 
(16) 

Of these two points, the first is one which Marchesi 

took great pains to explain. The length of study she 

required from her students evidences this belief, as do the 

numerous examples she cites of famous pupils of hers who 

were compelled to study for many years before emerging on 

the public scene. The following quotes seem to sum up her 

ideas regarding this. 

And what of the time that people nowadays measure 
off as with a yardstick in planning a course of 
study? 'That is the question.' Are not six, 
seven or eight years granted to the 
instrumentalist before he emerges as a finished 
artist? Yet I have known pupils that after a few 
months study, and learning ten or twelve arias, 
have left my school to appear in public as 
accomplished songstresses. Is not this as 
painful for the pupil as for the deceived 
teacher? (Marchesi, Ten 12) 
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Specific instructions are given by Marchesi in her article, 

"Correct Methods of Vocal study." 

Only to touch upon the question of time, let me 
say that, in my judgment, at least two or three 
years of study are needed: two for the concert 
singer, three for the operatic artist. But 
nothing very definite can be set down in this 
respect. 

If I were asked to describe a general plan of 
stUdies, I should allot one year to working the 
organ; eighteen months to acquiring enunciation, 
sentiment - style, in brief: then Haydn, Mozart, 
and Gluck, the masters I love and revere, should 
be studied. (159) 

As regards Liebling's ideas about the use of "a few well 

chosen vocalises that are designed for specific purposes," 

this had to be a thought derived from Marchesi, whose 

"uniqueness lies in the large number of vocalises which she 

published for various types of female voices, each designed 

to accomplish a specific purpose" [underlines added] 

(Joiner 119). 

It is clear from the preceding comparisons that 

Liebling and Marchesi shared a great number of ideas 

regarding the correct way to cultivate the voice. The last 

point made, regarding vocalises, or exercises, is one of 

the most telling factors which links Liebling's approach to 

Marchesi's. (Marchesi made a great point of distinguishing 

the two terms [see Joiner 120]. Liebling does not make 
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this distinction.} The following section will compare the 

exercises presented in Liebling's "PART II - VOCAL STUDIES" 

to Marchesi's exercises and vocalises presented in her 

Theoretical and Practical Vocal Method. 
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Vocalises and Technical Suggestions 

Liebling's "PART II - VOCAL STUDIES" corresponds to 

Marchesi's "Vocal Method First Part," which contains 

"elementary and progressive exercises for the development 

of the voice." Liebling devotes a total of 35 pages to 

exercises in the soprano voice volume, 25 in the mezzo 

volume, and 26 each in the tenor and baritone volumes. 

Marchesi devotes 43 pages to her "first part," which, of 

course, is devoted only to the female voice. This study 

will begin by exploring the vocalises used in Liebling's 

first volume, devoted to the soprano voice. 

Introductory paragraphs precede the vocal studies 

section of Liebling's Vocal Course. Here, explanation is 

given as to how to use the vocalises that follow. They 

should, first of all, be accompanied by the teacher on the 

piano, in order that the students acquire good intonation 

as well as musicianship, so that the student thus 

"realize[s] that the tone or passage he or she sings is 

part of a larger harmonic structure." Liebling writes out 

accompaniments for the exercises (17), as does Marchesi, 

although Liebling adds that the teacher may use whatever 

style of accompanying he prefers, if need be. Next, 

Liebling explains that the exercises are meant to be used 
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consistently, and "NOT taken up one week and discarded 

another week." She grants, however, that with time certain 

exercises "prove themselves most effective for certain 

students, while other exercises may be more effective for 

other students." Flexibility is thus built into the 

program of study. Finally, she instructs the student to 

employ good posture, which she reviews in a few sentences. 

"Relax the lower jaw," she adds. "The mouth should be 

opened only by DROPPING the chin." This corresponds almost 

identically to Marchesi's admonition in 10 singing Lessons 

to "Open the mouth naturally; the lower jaw must be 

depressed, as the upper jaw is motionless" (90). 

The exercises that follow are numbered, a format used 

by Marchesi. Number one consists of descending triads, 

sung on "Ma," one repeated syllable per pitch, as the 

triads are repeated, transposing them first down, then up, 

chromatically. The first striking difference here between 

Marchesi and Liebling is Liebling's use of consonants to 

start the tones in the vocalises. This was a practice that 

Marchesi abhorred, as she unabashedly explains in "Correct 

Methods of Vocal Study." 

The Student should be warned, too, against the 
new methods invented by teachers to make 
themsel ves interesting. Knowing naught of the 
emission of the voice, some make the pupil attack 
the tone on la-la-la, ga-ga-ga, ra-ra-ra, and so 



on, while others have the student close the mouth 
and sing m-m-m or ping-ping-ping. All this is 
supremely ridiculous. (160) 
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Liebling does not explicitly explain the reason for her 

choice of using consonants on the attacks of her vocalises, 

but it is a practice she continues, with few exceptions, to 

the end of the book. Marchesi's method book contains no 

exercises analogous to Liebling's no. 1. 

Liebling's exercise no. 2, in its explanation, implies 

that its purpose is to develop a legato line. (Very few of 

her exercises are titled, unlike Marchesi, who designates 

each exercise and vocalise with a title that encapsulates 

the purpose intended.) The instructions state, "THINK your 

tone as CONNECTED from one note to another. This is called 

LEGATO" (18). Underneath, there is a page of descending 5-

tone scales, again using "Ma" but non-syllabically; this 

time there are two notes per syllable. The legato intended 

is indicated by slurs connecting the two-note groups. 

Chordally accompanied, these are repeated at different 

pitch levels, first descending chromatically, then 

ascending the same way. 

Marchesi's exercises contain nothing which corresponds 

directly to Liebling's no. 2, although several of 

Marchesi's contain elements found in this vocalise. Legato 

is addressed by means of the slur, which is explored in 

numbers 2 and 3, containing chromatic and diatonic slurs. 
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Scales are not addressed until number 9. In the 

introduction to the section which then follows, Marchesi 

makes these suggestions. 

The pupil should not at first attempt to sing the 
complete scale, but begin by practising exercises 
of two three and four notes etc., otherwise there 
is a risk of never succeeding in any kind of 
passage. 

All scales should be transposed throughout the 
compass of the voice a semitone at a time up and 
down, care being taken not to over-exert the 
extreme limits of the voice When the 
descending scale is out of tune it is because the 
semi tones are too wide. (6) 

At this point in this comparison, it becomes evident that 

Liebling, although differing with Marchesi on individual 

points of pedagogy, does adhere to the general principles 

Marchesi advocated. Her Vocal Course seems to be a 

condensation of Marchesi's Theoretical and Practical Vocal 

Method, as the exercises Liebling presents are derived from 

those Marchesi first published, but presented in a 

compressed form, many individual exercises containing more 

than one problem at a time. It is probable that Marchesi 

would have disagreed vehemently with Liebling's compressing 

the vocalises. 

in order to obtain a speedy and satisfactory 
result, pupils should never be burdened with more 
than one difficulty at a time, and they should be 



assisted in overcoming obstacles by having them 
presented in a natural and progressive order. 
(Marchesi, Theoretical vii) 
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Notwithstanding this, however, it is apparent that Liebling 

meant to consciously emulate Marchesi's method in her vocal 

course. with this in mind, let us proceed to her next 

exercise, number 3, which again employs scalar passages 

using "Ma," two notes per syllable. This exercise uses the 

descending scale presented before, with a turn-like 

preparation. Using scale-degree numbers, the resultant 

passage is 5-4-3-4-5-4-3-2-1, which is repeated first by 

descending a half-step each time, then reversing as the 

passages are repeated, rising by half-step each time. 

Again, there is no direct correlative in Marchesi's book, 

Marchesi preferring instead to present scales in a separate 

section. 

Liebling's number 4 is the first which does not employ 

a two-note syllabification of the scalar passage. starting 

on "La," the vocalise consists of an upward triad followed 

by a descending five-note scale. The exercise is repeated, 

each subsequent time at a pitch level one half-step higher. 

The suggestion appears, "MENTALLY be in the position of the 

HIGH note before you begin each passage" (20). It is not 

stated what Liebling means by position, although is can be 

assumed that she means what most voice teachers refer to as 

placement. No physical instruction is given as to how this 
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is done, only the instruction to do this "mentally. II 

Again, as in 3 and 4, no direct analogue to this exercise 

exists in the Marchesi work. 

Liebling's exercises 5 and 6 are arpeggios. Of their 

execution she wr i tes, "These two studies are to be sung 

with two sets of syllables which should have the Italian 

pronunciation (La=Lah, sia=See-ah) II (21). The exercises 

that follow consist of chromatically ascending repetitions 

of ascending and descending arpeggios. No. 5 encompasses 

an octave, and the notes are divided into triplets. No. 6 

encompasses an octave and a third, and the notes are 

divided into two groups of four eighth notes, one ascending 

the arpeggio and the other descending. 

To contrast, Marchesi's "arpeggi" consist of twelve 

exercises which explore all manner of arpeggio 

organization. 

Liebling's no. 

to execute. 

No. 169 is the closest analogue to 

6, but it requires considerably more skill 

The easiest permutation is an example 

extracted from 169 where two full-octave-and-a-third 

arpeggios are executed, followed by a breath, after which 

they are repeated a semitone higher. One might venture to 

point out that one advantage to Liebling's method is that 

by restricting the number of examples included, beginning 

students may not be as intimidated as they might be upon 

encountering the hundreds of exercises included in the 
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Marchesi book. Also, the font size used for the text and 

the size of the printed notes are both larger. In 

addition, the rhythmic values chosen for these beginning 

vocalises present, psychologically, a more manageable 

prospect to the student. Eighth notes are certainly less 

frightening visually than sixteenth notes! 

Numbers 7, 8, and 9 of Liebling's are again scalar 

passages. Seven, beginning with the syllable "La," is a 

simple five-tone scale, ascending and descending (scale 

degrees 1-2-3-4-5-4-3-2-1). These repeat, each time at a 

pitch level one half-step higher. Number 8 is undoubtedly 

a printing error, since it is simply the last three repeats 

of the number 7 vocalise. This vocalise corresponds 

directly to Marchesi's exercise 12. 

Liebling's number 9 is a series of two types of scalar 

descending passages, each of which is repeated with an 

initial pitch one half-step higher than the one before. 

Here, she assigns syllables to the descending pitches, 

which are, interestingly, solfeggio syllables. The first 

example, a five-tone descending scale, is thus syllabified, 

"Sol fa mi re do," and the second, an eight tone scale, is 

"Do si la sol fa mi re do" (22). These passages have no 

counterpart in Marchesi's work. In fact, regarding using 

vowels other than the Italian "ah," Marchesi makes the 

following comment in Ten singing lessons, "I think that I 
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have already observed that for study I prefer the vowel "A" 

to all others, as it brings most effectively to light all 

defects ••• " (130). Liebling's exercise 10 is another which 

has no Marchesi parallel. It consists of eight repeated 

eighth-notes with syllables beneath. Probably for purposes 

of ease in remembering, she again chooses the solfeggio 

syllables, this time serving only as articulations, 

obviously bearing no relationship to scale degree, as the 

notes do not change pitch. These are repeated, descending 

each time by half-step. The student is instructed at the 

end to "reverse the study and return upwards to the 

beginning." The following instructions are given at the 

top of the page of exercises: 

sing each group of eight syllables with a 
perfectly steady tone, as if you were singing 
them all on one long note. Do NOT permit the 
tone to waver in pitch or quality. Keep the 
lips, tongue and lower jaw relaxed. support with 
firm breath control (Keep moving - do NOT drag 
the tempo.) (23) 

Here again is a case where Liebling's ideas, regarding the 

use of consonants in vocalises, differ with Marchesi's. 

Exercise 11 corresponds roughly to Marchesi's numbers 

74 and 75. Liebling's exercise uses the five Italian 

vowels [a e i 0 u], starting the first note in the series 

with a consonant, "La." The scale degrees used are 1-3-2-

4-3-5-4-2-1, phrased and syllabified in groups of two. 
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These are repeated, transposed upward each time by half 

step. Marchesi's numbers 74 and 75, on the other hand, are 

more extensive, utilizing all· eight scale degrees, first 

ascending, then descending. The eighth notes are beamed in 

groups of two, as Liebling's are, but no syllables are used 

other than the "ah" she advocates for all vocalizing. 

Liebling's exercise 12, sung on "La," is an arpeggio 

exercise spanning an octave and a third. The upward moving 

scale degrees used are 1-3-5-1-3-1-3-1-3-1-5-3-1. Thus, it 

is an ascending arpeggio, followed by an alternation of the 

highest two pitches, then an arpeggiated descent (24). No 

direct analogue exists in the Marchesi book. Number 13, 

Liebling, is another arpeggio study which has no Marchesi 

analogue. In it, a descending arpeggio is preceded by a 

three note preparation, scale degrees 1-2-3-1-5-3-1. All 

are eighth-notes and transpose up chromatically on their 

repetitions. Again, the admonition encountered earlier 

appears to "Remain in the position of the HIGHEST tone in 

each passage." Although not specified per se, it is 

possible that Liebling is talking about mouth position. 

Marchesi had the following to say regarding mouth position 

in florid passages: 

In vocalizing, as also in exercises, in florid 
style the pupil must never change the position of 
her mouth, as this produces a change in the 
vowels. It happens, unfortunately, but too 
frequently that songstresses, through incorrect 



tone formation and a wrong attack of the higher 
tones, distort their mouths in order to produce 
by force the complete tone; this bad habit, this 
dangerous effort, would be prevented from the 
very beginning by good schooling. song is 
dependent upon internal, not upon external 
mechanism. (Marchesi, Ten 36) 
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Before exercise thirteen, Liebling includes a warning to 

teachers. 

(In all studies involving the highest tones of 
the voice the teacher must use care and fine 
judgment. The pupil should not be forced to sing 
higher than she can go with ease, especially in 
the beginning. with time, the highest tones will 
develop. However, in some individuals such tones 
do not exist at all and if force is used, the 
voice as a whole will suffer.) (25) 

Marchesi would have heartily agreed. "I think I have told 

you already that at the onset of one's studies one must not 

go to the limit of the voice, whether above or below; with 

time, all voices gain compass" (Marchesi, Ten 165). 

Exercise 14 of Liebling's consists of scalar passages. 

A five-tone scale is sung, up and back down, twice in 

succession. For the first time, sixteenth-note values are 

used. She instructs the student, "Sing lightly and 

quickly, but cleanly" (26). This exercise is most similar 

to Marchesi's number 12, as was Liebling's no. 7. Here in 

14 however, rapid execution is the obvious object. Again, 

the passages are repeated at ascending half-step intervals. 
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Exercise 15 of Liebling's offers suggestions as to how 

to execute scales more cleanly. She writes, liThe voice 

sometimes has a tendency to neglect the 3rd note of short 

runs and the 5th note in long runs. To avoid that, observe 

the accents" (27). The exercise that follows is a study in 

accenting ascending scales for clarity and precision. 

First, two ascending 5-note scales are sung separately, 

during which the third note is indicated to be accented. 

Next, a 9-tone scale is sung. On the ascent the 5th note 

is accented, and on the descent no accent is marked. 

These, of course are repeated, each time a half-step 

higher. The syllables used are "si - a." 

Marchesi includes a nine-tone scale like Liebling's in 

her exercise 16. No accents are marked, but the eighth 

notes are beamed in groups of four, implying a division 

such as Liebling's number 15 dictates. 

scales, Marchesi has the following to say. 

On accenting 

When the scales can be sung quickly with ease, 
they should be practised in various ways; with 
accents, dotted notes, staccato, slurred 
(legato), slurred and staccato, staccato and 
slurred (flfitees), mezzo staccato, syncopated, 
crescendo and diminuendo, forte and piano. 
(Marchesi, Theoretical 33) 

She includes an interesting series of ascending and 

descending scales with accents on various notes. She 

explains this in Ten Singing Lessons. 



You tell me that the ascending scale comes hard 
to you? A word of advice thereupon: when you 
practise [sic], mark the first tone of a group of 
four tones, then the second of the second group, 
the third of the third, the fourth of the fourth, 
and so on •.. (154) 
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Between 15 and 16, Liebling includes a section on 

"SHORT BREATHS." She instructs the student to "1 - Take a 

SHORT breath and sing the five tones in ONE BREATH. 2-

HOLD the last note as long as you can." A vocalise follows 

wherein on the same pitch, five quarter-notes are followed 

by a half-note with a fermata. Liebling then instructs the 

student, "Try to feel how much breath you took for the 

above passage. Now take the SAME amount of breath and sing 

the seven notes just as you sang the five." This is 

repeated with the same instruction, with nine repeated 

notes, and then eleven. Liebling's next statement is 

puzzling, as it seems to contradict itself. 

If you have been breathing correctly you should 
have no difficulty with these studies. If you 
have been able to sing the eleven notes with the 
same quantity of breath you took for the five 
notes, then obviously you took too much breath 
for those five. 

At any rate, the next statement sums up a "rule." 

The object of the above exercise is to make you 
realize that: it is not necessary to take a 'lot 
of breath,' but rather to take what you NEED and 



use it properly. Remember - for short phrases 
take short breaths; for long phrases take long 
breaths. (29) 
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It could be questioned as to how such an exercise as 

described above could have a great deal of practical use, 

unless its method of teaching is to "trick" the student. 

It would be nice if fUrther documented explanation of the 

exercise were available, but unfortunately it is not. 

Exercise 16 is a nine-tone scale like the one found in 

15. Accents are placed on the fifth note going up. The 

only difference is that these are all sung on "La." 

Exercise 17 is the same as 16, except that two nine-tone 

scales are sung in succession with no rest in between. 

Exercise 18 consists of descending scales. sung on 

"La," the first note of the eight-tone scale is an eighth-

note, followed by sixteenth-notes. These progress up 

chromatically as they are repeated. Liebling offers the 

following suggestion. 

1 - In downward passages THINK of the INTERVALS 
between the notes as being very SMALL. This will 
keep you from singing flat in descending 
passages. (It will not cause you to sing sharp.) 
(33) 

On the same topic, Marchesi writes, "When the descending 

scale is out of tune it is because the semitones are too 

wide (Marchesi, Theoretical 6). Liebling adds the usual 
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placement caveat, "THINK of each entire downward passage as 

being on the SAME VOCAL LEVEL as the HIGH STARTING NOTE" 

(33) . Exercise 18 most closely resembles Marchesi's no. 

15, in which the scale is sung both ascending and 

descending. Liebling's exercise 18 is the same as the 

second half of Marchesi's no. 15. 

Liebling's number 19 is a flexibility study. It most 

closely resembles the descent half of Marchesi's 79, though 

the compass of Liebling's is only a fifth versus an octave. 

In the exercise, sung on "La," triplets are sung, a 

descending scale decorated with upper neighbors. The scale 

degrees follow the order, 5-6-5 4-5-4 3-4-3 2-3-2 1. 

Exercise 20, Liebling, is directly lifted from Marchesi's 

no. 76 (24). The entire octave is spanned, 1-2-3 2-3-4 3-

4-5 etc. On the descent, the more difficult pattern, 1-2-3 

7-1-2 6-7-1 etc. is used (Liebling, Vocal Course 35). 

Liebling's number 21 is a rapid arpeggio exercise, 

identical to Marchesi's 163. The only difference is that 

eighth-note triplets are used by Liebling versus sixteenth

note sextuplets used by Marchesi. The exercise encompasses 

an octave and a fifth, the arpeggio starting on the tonic, 

proceeding to the fifth, and back down immediately. 

Liebling's Number 22 is the same as 21, except that 

the arpeggios are sung twice in rapid succession with no 

rest. Again, the advice is "when singing upwards THINK of 
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the INTERVALS between the notes as being LARGER and in 

downward passages being SMALLER. Thus you will avoid 

singing flat or sharp" (37). A further demand is placed on 

the student to sing the first arpeggio forte and the second 

piano, an admonition with which Marchesi would have 

doubtless disagreed. 

Number 23 is a chromatic study. Over the compass of a 

tritone, the syllables "Si-a" are used, the first for 

ascending, and the second for descending the chromatic 

scale. There is no separation in time between the ascent 

and descent. When the exercise is sung the third time, the 

syllable used is inexplicably changed to "La." The 

exercise is preceded by the instruction to use good 

intonation, accomplished by "THINK[ ing) the tone as being 

directly in the center of the pitch" (38). Marchesi's 

chromatic scale studies, by contrast, all use at least the 

compass of an octave, some even using two octaves. In 

hers, the ascent is separated from the descent by rests 

(Marchesi, Theoretical 30-31). 

Liebling's 24 is another chromatic study, utilizing 

the entire octave in a continuous scale that ascends and 

then descends on eighth notes, accented in groups of four. 

It is repeated at higher and higher levels, ascending by 
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half-step. Again, there is no exact analogue in Marchesi, 

although she does give much attention to the chromatic 

scale. 

Liebling's 25 begins with an octave jump in quarter 

notes. The upper note is tied to an eighth note, and the 

line immediately descends the maj or scale. The exercise 

is, of course, repeated at higher and higher pitch levels, 

each one a half-step higher than its predecessor. The 

instruction is given to "Connect the first two tones in 

each passage with fine Legato. Keep each passage on the 

same vocal level as the HIGHEST tone" (40). This exercise 

resembles the first measure of Marchesi's 54. In it, the 

octave jump is immediately followed by a sixteenth-note 

descent to the leading tone. Liebling's exercise could be 

called a truncated version of Marchesi's. 

Liebling's 26 has further elements of Marchesi's 54. 

Marchesi's second measure contains the leap of a tenth, 

followed by a rapid descending scale. Of course, the 

permutation used by Marchesi allows for a sequential 

continuation of the vocalise (17). Again, Liebling 

truncates the passage, following the tenth leap with a 

scale which returns the singer to the tonic. Naturally, 

the exercise is repeated, ascending each time by half-step 

(41) • 
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Liebling's 27 is another very slightly altered quote 

of a Marchesi exercise, no. 60. Marchesi's version 

continues with no rests (an alternate version of 60 appears 

at the bottom with rests). Liebling's has the rests 

written in. The exercise consists of a rapid 32nd-note 

upward scale (The first note is a sixteenth.) followed 

immediately by rapid alternation in 32nds of the tonic and 

leading tone thus reached. It is followed by a descending 

scale, also in 32nds. In Marchesi's version, the exercise, 

without stopping, proceeds sequentially upwards five times 

by scale degree, then does the same thing back down. The 

alternate example given at the bottom of the page breaks up 

each sequential segment separately, so that one upsweep, 

alternation, and descent are followed by rests before going 

on (20). Liebling's version uses two vocalised segments in 

rapid succession before pausing (42). 

Liebling's 28 is astonishingly similar to Marchesi's 

181-184. Even to the point of being laid out on the page 

in the same manner, using a grand staff to accommodate four 

different vocalises, the differences between the two 

exercises are almost non-existent. These exercises deal 

with the "turn" or "grupetto" (See figures 5 and 6). The 

only differences between the two exercises are the slurs 

notated, the use of "La" in Liebling's, and the pitch level 

on which the exercise is begun. Additionally, 
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28 
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THE 1'1JRN. 
The tum (gruppetto) is a group of two, three, or four notes, which do not form part or the 

melody. It consists or a combination or the upper and lower appoggiatura, with the prinCipal note. 
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insignificant differences are found in the piano 

accompaniment. In the example given at the bottom of the 

Marchesi exercise, the precise division of the exercise is 

demonstrated which Liebling uses for her book. Surely this 

example demonstrates a direct derivation from Marchesi! 

Exercise 29 of Liebling's is preceded by an 

explanation of the soprano registers. The divisions given 

correspond directly to those given by Marchesi in her 

"Practical Guide for Students." The highest notes for 

chest register are given as Eb or E above middle C, and the 

highest notes of the medium register are "E or F, about an 

octave above the chest register" (44). In order to blend 

the registers, Liebling gives specific strategies. 

1 - When singing UPWARD to the note marking the 
division between the registers: sing more 
GENTLY and with the mouth not quite so open as 
normally, but with FULL breath support. 

2 - When singing DOWNWARD to that note: - sing 
more FIRMLY and with the mouth slightly more open 
than normally, and with a full tone. (44) 

Likewise, Marchesi says, 

To equalize and blend the Chest with the Medium 
register, the pupil must slightly close the two 
last notes of the former in ascending, and open 
them in descending. Every effort expended upon 
the highest notes of a register increases the 
difficulty of developing the power of the lower 



notes in the next register, and therefore of 
blending the two registers, until eventually it 
becomes impossible .•. 

The same instructions that we have given for the 
change and blending of the Chest and Medium 
registers apply also to those of the Medium and 
Head. (Marchesi, Theoretical xv) 
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Liebling's exercise 29 is actually a group of exercises 

meant to aid in blending the registers. The first, "MEDIUM 

TO CHEST EXERCISES," is a sustained one where an octave 

leap downward, in whole notes, traverses the register 

division. A slur binds the two notes, as a decrescendo 

sign appears above them. An asterisk beside the 

decrescendo sign corresponds to the following explanation. 

"The diminuendo sign here implies greater relaxation as you 

drop to the low tone. But keep full breath and muscular 

support" (44). The two whole notes are syllabified with 

the syllables "Si-a," and are followed by two quarters and 

a half note, repeating the lower, second pitch. They are 

assigned the syllables, "Do Re Mi." The exercise begins on 

the pitch level a (above middle c). Repetitions occur, a 

half-step higher each time. There is no direct correlative 

to 29 among Marchesi's exercises, although the downward 

octave jump is present at the beginning of several more 

complicated exercises of the section "Exercises for 



99 

Blending the Registers" in which the octave jump precedes 

extended scale-wise passages. 

and 59 (15-19). 

These include 47, 53, 57, 

Liebling's next register-blending exercises are "HEAD 

TO MEDIUM EXERCISES. II These are exceptionally chromatic. 

"1" begins on a gl. Alternation between the gl and its 

leading tone f#l occurs for four sixteenth-notes, followed 

by a similar alternation between f#l and e 1 . The last note 

is a quarter-note c 1 . These are meant to be sung on "Aw.n 

The exercise is written out with one repetition, transposed 

up a half step. "11" is a similar study. Here e 1 and f1 

alternate in sixteenths followed by f#l and gl. The last 

note is a quarter-note a b1 . There is no direct analogue in 

the Marchesi book, although 37, called "Chromatic Thirds," 

uses chromaticism, but not identically. In it, the 

interval of a major third is filled in with half-step 

sixteenth notes, first upward, then back down, ending with 

the original pitch on a quarter note (11). 

Liebling's next register blending study is called 

"THREE REGISTER EXERCISES. II These span two octaves each. 

The first, beginning on Bb, proceeds upwards, outlining the 

triad in two groups of eighth-note triplets. The third 

triplet begins on the summit, a bb1, then tumbling down in 

triadic triplets until the Bb is reached at the bottom on a 

quarter note. The syllables used are "Si-a"; the first 
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tr iplet is sung on the "si" and the remainder on "a." 

These are repeated in upward semitone transpositions (45). 

The closest counterpart to this in Marchesi lies within her 

171, one of her "arpeggio" groups. The last group of notes 

in this exercise outlines the same pitch intervals. 

Instead of triplets, the notes are all beamed together into 

a huge 12-note figure, which outlines the same 2-octave 

range as Liebling's triplets (38). The "II" of Liebling's 

"THREE-REGISTERS EXERCISES" is simply a lengthened version 

of "I". The entire 2-octave arpeggio, in triplets, is 

repeated verbatim in a second measure, ending with the 

quarter-note tonic pitch at the end. The syllables used 

are the same for the first measure, and repeated without 

the consonant in the second (45). 

Exercise 30 in Liebling's book is entitled "PIANISSIMO 

STUDIES." She offers the following suggestion. "Take as 

little breath as possible for pianissimo 

results in a purer and steadier tone" (46). 

passages. It 

The exercises 

which follow are sung on the syllables "La-o" and "La-oo," 

the latter for use during a repeat of the whole section. 

Each measure consists of the following scale degrees sung 

in 4 eighth-notes and one quarter (1-3-6-5-4), followed by 

a quarter rest. The first two eighth notes, 1-3, are sung 

on "La" and the rest on "0" or "00", depending, of course, 

on whether you are doing the repeat. The measure is 
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repeated eight more times, each time transposed upward by 

half-step. There is no analogous exercise in Marchesi's 

Method. Regarding the requirements for singing at 

different dynamic levels, however, Marchesi writes, 

The augmentation and diminution of the sound 
depend entirely on the augmenting and diminishing 
of the quantity of air that you direct from the 
lungs to the vocal cords (glottis). (Marchesi, 
"Answered" June 1908:3) 

Liebling's 31 is another pianissimo exercise. It consists 

of octave leaps, first up, and then, after a rest, 

repeating the top note with a downward plunge to the 

original note. The first upward octave is sung on "La" and 

the downward one is re-attacked on "Ah." These repeat ad 

libitum, transposing up by half-step each time (46). 

Again, there are no analogous pianissimo studies in 

Marchesi's Method, although octave leaps are scattered 

throughout Marchesi's many other exercises designed for 

addressing other vocal matters. 

Liebling's 32 is designated "STACCATO STUDIES." She 

writes, "Think of staccato as being sung exactly like 

legato. Place the tone in the same spot but merely make 

the staccato note shorter" (47). This exercise consists of 

triplets that outline the major triad in an arpeggiated 

passage which uses the range of an octave. The scale 

degrees are thus 1-3-5-1-5-3-1. The first measure phrases 
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the notes to be sung in a legato fashion, while the second 

measure repeats the notes staccato. The exercise, sung on 

"La", is repeated ad libitum, transposing the tonic up a 

semitone each time (47). There is no similar exercise in 

Marchesi's book. The only staccati appear in 149 and 150, 

"Varied Scales," where upward and dmvnward scalar passages 

are meant to be performed using various articulations, 

including staccato. As far as executing the staccato, 

Marchesi writes, "Staccato notes are produced by attacking 

the note rapidly and crisply (by the coup de glotte); they 

should not be practised too long at a time, as the constant 

repetition of the coup de glotte tires the voice" 

(Marchesi, Theoretical 33). The same advice is to be found 

in Ten singing Lessons (169). 

Liebling's 33 is also a staccato study, in which 

staccato singing alternates with legato singing. Here, the 

first two notes, eighth-notes, are sung staccato, using the 

scale degrees 1 and 2, in that order. The figure that 

follows is a rapid descending legato arpeggio, in 

sixteenths, starting with the third scale degree and 

progressing all the way down, an octave and a third, to the 

tonic (47). Again, there is no Marchesi analogue to this 

exercise. 
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Liebling's 34 is very similar to 33. Here, instead of 

two staccato eighth-notes, there are four. They are the 

scale degrees 3-1-3-1, and are followed by the same 

descending legato arpeggio found in 33 (34). There is no 

Marchesi analogue to this exercise. 

Liebling's 35a, b, and c are trill studies. Of the 

trill's execution, Liebling writes, "Keep BOTH notes on the 

SAME vocal level. Practise daily, gradually increasing the 

speed. If a metronome is available, start at the given 

tempo and raise it by notches." 35a notates the two pitches 

of the trill with the higher pitch appearing first in four 

groups of eight 32nd notes, with the last group replacing 

the last two notes with a triplet turn to resolve the 

trill. This is repeated ad libitum, transposing each time 

up by semi tone. 32b starts on the lower tone of the trill, 

and divides it into four sixteenth note triplets with no 

turn at the end. These are repeated with upward semitone 

transpositions. 32c subdivides the trill into groups of 

eight 32nd's, like 32a, but there are only two groups of 

these, and the second one changes the pitches used. The 

first starts on the lower note and the second starts one 

pitch higher than the first group's upper note. This new 

starting pitch is the upper note for the second trill. The 
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trill thus ascends in a scalar fashion, and it ends by 

holding the original starting pitch. These also are 

separated, each time transposed up by half-step (49-51). 

Marchesi too outlines many trill studies in her method 

book, ten in all, dealing with numerous aspects of 

trilling. All of hers use a duple division of the trill. 

The first three exercises (185-87) use the same turn for 

resolving the trill as Liebling uses, although alternate 

endings are given in 188. Scalar motion is explored in 

191, and the process of ascending by thirds is shown in 

192. 193 explores trilling on notes that outline the triad 

over the range of an octave and a third. 194 is an 

exercise lito facili tate the practice of the shake for 

voices which are lacking in suppleness." In this exercise, 

rapid movement between notes is practiced starting with the 

interval of a second, and progressing up to a fifth and 

back down again (43). Of the trill or "shake," Marchesi 

writes, 

The shake is a regular oscillation of the larynx. 
It is a rapid alternation of two notes a tone or 
a semi tone (a major or minor second) apart. The 
only way to acquire a good shake is by practising 
in strict time with the same number of notes to 
each beat. At first it should be practised 
slowly, but as the voice gains suppleness the 
speed may be increased in proportion to avoid 
fatigue. Female voices should commence 
practising the shake in the medium register. 
(Marchesi, Theoretical 42) 
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The last vocalise in Liebling's Vocal Course is an 

unnumbered one, titled "MESSA DI VOCE," which she defines 

as "the ability to start a tone SOFT, swell it to LOUD and 

diminish it back to SOFT. (Not to be confused with Mezza 

Voce which merely means Half -Voice, or SOFT.)" To this 

end, she has devised a series of tied whole notes (2 whole 

notes tied together) which are repeated in upward ascending 

half steps. There are six sets of these, each occupying a 

single line of the staff. In each line, above the vlhole 

notes, a different dynamic instruction appears. 

Corresponding to the six lines of exercises is a set of 

written instructions at the top which explains the dynamic 

markings, as well as providing helpful images for the 

execution of each dynamic change. Here are the 

instructions. Each number corresponds to a line on the 

staff. 

The following study consists of a number of steps 
aiming towards the achievement of a fine Messa Di 
Voce. 

1 - Start medium soft and gradually swell the 
tone to medium loud. 
2 Start medium loud and diminish to medium 
soft. 
3 Start medium soft, swell to medium loud, 
diminish to medium soft. 
4 - Start very soft and swell to a full, big 
tone. 
5 - Start with a full, big tone and diminish to a 
soft, velvety tone. 
6 - Start very soft, swell to very loud, diminish 
to very soft. 



Throughout these studies keep a RELAXED LOWER JAW 
and THROAT and above all - maintain FULL BREATH 
SUPPORT. (If your throat tightens, the tone will 
crack. Should this happen, stop immediately, 
take a fresh breath and do the passage again.) 
(The teacher will use his or her own judgment 
about extending these studies lower and higher.) 
(52) 
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Marchesi's "Messa di Voce (Swelled Sounds)" exercise 

is much less elaborate. Hers consist of long held out 

notes with crescendo and decrescendo signs above the notes, 

which are repeated, each time transposed up a semi tone. Of 

the "messa di voce" she writes, "The messa di voce should 

not be practised until the voice has acquired a certain 

degree of suppleness and flexibility, and should never be 

attempted by beginners" (39). Marchesi gives further 

advice on the subject in her "Answered" column. 

To produce a crescendo and diminuendo with the 
voice in all three registers the mouth must be 
immovable. The augmentation and diminution of 
the sound depend entirely on the augmenting and 
diminishing of the quantity of air that you 
direct from the lungs to the vocal cords 
(glottis). A student should never attempt 
exercises for crescendo and diminuendo till her 
voice is well placed and firm. (Marchesi, 
"Answered" June 1908:3) 

Before proceeding to Liebling's next topic, "style," 

it should be pointed out that the content of the vocalises 

in her two volumes for soprano and mezzo differed very 

slightly. Although most of the vocalises are the same in 

the mezzo volume, only transposed down to a pitch level 
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more appropriate for the lower voice type, Liebling did 

include some exercises specifically meant for mezzos and 

contraltos. These also correspond to Marchesi exercises, 

and their counterparts can be found and documented. The 

tenor and baritone volumes cannot, however, be compared as 

easily, for the obvious reason that Marchesi did not teach 

men and purported to know nothing of the cuI ti vation of 

their voices. The special problems of these voice types, 

then, are dealt with in the appropriate Liebling volumes, 

and are not part of the scope of this study. 
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The Remainder of the Course 

Before Liebling finishes her "Part II Vocal 

studies," she adds short sections on "style" and "special 

problems." Liebling defines style with an unidentified 

quote. "'[style is] The application of the laws of 

artistic taste to the interpretation of music.'" She then 

argues that one should strive to sing beautifully always, 

whether the passage sung is from an exercise book or an 

opera score. The caveat is given, but not emphasized, that 

"until voice placing and technique are secure, attempts to 

acquire style are premature." She immediately adds that a 

well placed voice and good technique are insufficient 

without style, a well-rounded education, and suitable 

repertoire. 

The major point of her discussion of style is that 

tone color is the most effective means of implementing it. 

She explains that the singing voice is capable of a wider 

range of timbre than any other instrument, and that it is 

up to the singer to thus color the voice to match the 

sentiments contained wi thin the words of the sung text 

(53) • 
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Marchesi, in her "Practical Guide" at the beginning of 

her method book, has this to say about the study of style. 

In accordance with my system, explained in the 
Preface to this work, which consists of 
presenting to the pupil only a single obstacle at 
a time, I have composed Vocalises with words, 
for blending pronunciation with vocalization, 
that is to say, for accustoming the pupil to 
pronounce the words distinctly, without affecting 
the emission of the voice, and not neglecting to 
correct the faults of pronunciation and this 
should be done before commencing to sing Airs, 
and before giving thought to the sentiment or 
expression. (xvi) 

When all mechanical difficulties have been 
overcome, from the formation of sound up to 
pronunciation, the pupil may pass on the study of 
the Air wi th Reci tati ve, and so enter upon the 
aesthetics of the art of singing without being 
arrested every moment by vocal or musical faults, 
or by a badly pronounced word or syllable. 
Pupils can now give their attention exclusively 
to the sentiment and expression, and commence to 
acquire a knowledge of the different styles found 
in the many kinds of vocal music. (xvii) 

Every art consists of a technical - mechanical 
part and an aesthetical part. A singer who 
cannot overcome the difficulties of the first 
part can never attain perfection in the second, 
not even a genius. (xviii) 

Marchesi leaves no question regarding her opinions in this 

matter of the teaching of style. Liebling's comments 

quoted earlier from her vocal course seem to imply 

agreement with Marchesi's admonition. However, other 

writings of Liebling's lead one to a different conclusion. 
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Anne E. Pierce's Class Lessons in Singing contains a 

foreword and "additional suggestions" throughout the text 

by Estelle Liebling. There are twenty-nine chapters in the 

textbook, each dealing, in a purportedly progressive way, 

with a different aspect of singing. Chapter four is 

entitled "Quality of Voice," and explanations are given 

therein which explore the mechanical aspects of "forward" 

tone production. In this early chapter of the book, an 

"additional suggestion" appears by Liebling which concerns 

coloring the words of a song. 

Quality of tone depends very much on the thought 
that is back of the sound. A tone should be 
colored according to the meaning of the word you 
are singing. Every word in every language has a 
color of its own: life, death; joy, sorrow; 
great, small; slow, fast; simple, grand. 
certainly life should be sung with a different 
thought and a different color than death, and so 
with all the words, especially those with 
emotional suggestion. 

Color your words and you will color your voice, 
and with the changing thought there will be 
corresponding variety of tone color in your 
singing and monotony of tone will be avoided. A 
voice, no matter how beautiful, becomes tiresome 
if the sound is continually the same. (19) 

Throughout the textbook, which Liebling obviously endorsed, 

songs are given as assignments, from the very earliest 

stages in the instruction. At one point she observes, 



An easily produced voice can help clumsy diction; 
good diction can improve voice placing. It is an 
interchangeable system. sometimes by placing a 
tone a little more carefully, you find that a 
syllable which seemed difficult to pronounce can 
be handled more comfortably. Then again when a 
tone, usually a high one or a low one, seems hard 
to place, by pronouncing your syllable 
skillfully, the tone suddenly is placed. (99) 
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Although most modern teachers would acknowledge the truth 

in the above statements, it is likely that Marchesi would 

denounce them, objecting to their inclusion in a beginning 

text for singers, and worse, within the first few chapters, 

without extensive prior attention being paid to attack, 

tone emission, registers, flexibility, etc. She would 

likely label it as a case of "putting the cart before the 

horse." 

In Liebling's Vocal Course, still under the heading of 

style, she next gives a list of ten qualities necessary "to 

be a great singer." These include all of the topics 

discussed on the previous pages plus some she has yet to 

discuss. 

1 -
2 -
3 -
4 -

5 -

6 -
7 -
8 -

The ten qualities are, 

Perfect breath control and technique. 
Perfect diction. 
Absolute accuracy of intonation. 
Appropriate vocal coloring of each sentiment 
expressed. 
A beautiful cantilena (smooth, flowing 
melody line). 
A perfect messa di voce. 
Discreet use of portamento. 
Perfect execution of difficult ornamentation 
(trills, turns, runs, etc.). 



9 - An education which enables you to understand 
the meaning of the text which inspired the 
composition. 

10- The talent and ability to impart to the 
audience what you feel and think. (53) 
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It is doubtful that Marchesi would disagree with any of 

these points. 

The next section, entitled "SPECIAL PROBLEMS," deals 

with four common problems a teacher might encounter during 

a pedagogic career. They are treated separately. 

To deal with "Problems of High and Medium Tones" she 

suggests humming. With lips loosely closed, the student is 

instructed to sing four short vocalises, consisting of a 

descending five-tone scale, descending arpeggios, first 5-

3-5-3-1, and then 1-5-3-1 of the dominant, followed by the 

same chord with a preparation 1-2-3-1-5-3-1. The last 

passage is meant to be then repeated with upward semitone 

transpositions (54). 

Marchesi denounces humming in her Ten Singing Lessons. 

She relates the story of a young girl who came to be heard 

by her. 

Her voice, although of pleasant quality and great 
compass, was so weak, so uneven, so thin in the 
medium, that often there was no tone. She had 
been made to attack the tone with closed mouth 
(humming it) and with open glottis, and to sing 
the scales in the same fashion. I should like to 
learn the object the teacher had in view when he 
advocated this nonsensical method. It is easily 
discerned that the outcome is wholly negative. 



When arias and songs are sung with open mouth, 
why should the voice be cultivated with the mouth 
closed? (44) 

On increasing the range of the voice, Marchesi writes, 

I think I have told you already that at the 
onset of one I s studies one must not go to the 
limit of the voice whether above or below; with 
time all voices gain compass. (Marchesi, Ten 
165) 
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Liebling next discusses tremolo, which she attributes 

to three possible reasons, vocal fatigue, singing in the 

wrong range, and bad breath support. Her solution to the 

problem is immediate vocal rest for a number of days, 

followed first by the humming exercises, followed by the 

study for "short breaths," found on page 29 of her Vocal 

Course. 

Marchesi mentions the tremolo fairly often in her 

writings. In Ten Singing Lessons she attributes it to 

producing what should be head tones in the medium register 

(Marchesi, Ten 110). "Whoever sings, or has sung, the high 

notes in medium tones, is bound erelong to bleat like a 

goat" (Marchesi Ten 152). 

No, no, the tremolo is not so easy to do away 
with as one imagines. When one has sung 
violently for years on the higher tones the organ 
wearies and tremulousness is unavoidable. It is 
an ugly defect and must be overcome. You must 
practice but little, for your voice requires 
above all things rest; my advice is, inasmuch as 



the vacation period is at hand, that you refrain 
from singing a note until the next school-year 
begins. I think a complete two month's rest will 
be most beneficial to your damaged voice. It is 
so beautifully resonant an organ that you can 
readily afford the sacrifice I suggest. You 
consent? I am delighted! And now listen: a few 
weeks ago a very pretty girl came to me for 
advice. Her voice was very tired, greatly 
overworked, and far more tremulous than is yours, 
my dear Valentine. As I spoke to her clearly on 
the subject she began to weep bitterly. To her 
inquiry as to whether I could not recommend to 
her a good physician, I simply answered: 'I know 
an excellent one: Doctor Rest. Here is his 
address, No. 88 Rue Jouffroy.' She understood 
the pleasantry, dried her tears, promised not to 
sing a bar before the opening of the school-term, 
and will then on September 1st, commence her 
studies under my guidance. (176) 
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Liebling next tackles the problem of faulty 

intonation. She attributes this to several possible 

causes. The first, a "bad ear," she deems a practically 

hopeless condition. The second, due to "psychological 

reasons" is borne of a student's fear of expressing 

himself. If, after a teacher has tried to alleviate this 

by technical and other means, the problem remains, Liebling 

suggests that the teacher advise the student to give up 

singing. 

The last reason is one for which Liebling gives a 

viable solution. It is the problem resulting from poor 

voice placement or diction. Attention in this area is 

suggested to alleviate it. 
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Marchesi does not address faulty intonation directly 

in her writings, possibly because she only advocated 

teaching exceptionally talented singers. "I have long 

since ceased imparting instruction to amateurs, save when 

they bind themselves to work like professionals" (67). 

"Nowadays many people stri ve to build up mediocre voices; 

formerly, only good voices were chosen for cultivation" 

(Marchesi, "Correct" 166). In her "Questions Answered" 

column, she does impart advice for the improvement of one's 

ear. 

It would be wise if you were to give up singing 
songs for a while and sing instead solfeggios, 
scales and intervals, beating time with your 
hand. This is the only way to overcome the 
difficulty you now experience. (Marchesi, 
"Answered" Apr. 1908:3) 

On the question of flatting, she responds, 

Flatting is the result of the fatigue of the 
exterior muscles of the larynx, as well as of the 
vocal cords. This is caused generally by the 
student's singing too much at a time; or by 
carrying the middle voice into the head register, 
or again, when the student forces her voice by 
trying to sing beyond her natural compass. Give 
a complete rest to your voice for some time and 
then take singing lessons again, but under a good 
teacher who understands the treatment of the 
registers, the principal basis of voice training. 
(Marchesi, "Answered" Feb. 1908:3) 
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Liebling ends her "PART II - VOCAL STUDIES" with a 

short paragraph on "Interpretation." She urges students 

"to understand the meaning of the text before they learn 

the music of a song." She also warns against the overuse 

of cadenzas, ornaments, and other embellishments. 

"Anything which is overdecorated is in bad taste" (55). 

These general comments are echoed throughout 

Marchesi I s writings, and reflect values which good voice 

teachers have advocated since time immemorial. 

Liebling I s "PART III DICTION" provides a useful 

basic explanation of the fundamentals of the five languages 

"most commonly used in singing: English, Italian, French, 

German and spanish" (55). The diction guide does not use 

the International Phonetic Alphabet, using instead a system 

of her devising which is easily accessible to novices, but 

not as exact as IPA. For example, 

Lip Vowels 

A (AW) as in FALL 

U as in BUT 

U (UR) as in YEARN 

U as in PULL 

00 as in FOOL (56) 
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The most time is spent on English, where the mechanics of 

articulating the various types of vowels and consonants are 

given along with rules of word division. Terms are 

defined, such as "Diphthong" and "Triphthong," which are 

used later in the "foreign language" categories. 

For Italian, French, German and Spanish, the rules of 

diction are given in an easy to follow table form. Since 

the treatment is so condensed, naturally not all of the 

exceptions can be covered. It is surprising, however, how 

much material Liebling packs into these short pronunciation 

guides. They actually make convenient quick references for 

use by professional singers. (Numerous photocopied sheets 

of these can be found among the files of singing teachers, 

often without the teacher knowing exactly from what source 

they originated!) 

Liebling ends her Vocal Course with three more small 

items useful for a beginning singer. The first is a page

long glossary of musical terms found most often in vocal 

compositions. The next is a suggested "new-and-unusual" 

repertoire list for the voice type to which the volume is 

devoted. The last item is a guide to classic recordings of 

great singers in all the vocal categories, from Coloratura 

Soprano to Basso-Profundo. 
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other Considerations 

Liebling differed in several ways from Marchesi in the 

way she approached individual students. It is clear from 

her writings that the core of her technique is derived from 

the Marchesi school, but Liebling was innovative in 

formulating new ideas. One of these was the so-called 

"radio technique, that uniquely she had mastered" mentioned 

in Eaton's article (Eaton 28), as well as listed among the 

classes Liebling taught at her singing and Radio School 

("Artists"), and at the curtis Institute ("Miss Liebling 

••• ") . Unfortunately, nothing is written in any of these 

sources which gives us any hint directly as to what this 

technique involved. Indirectly, however, some of its 

precepts can be inferred from another source, an article in 

the June 1933 issue of Etude Magazine. The piece, a two 

part series by Nicholas Douty entitled "The singer of the 

Present and of the Future," discusses 

seems to be regarded at the time as 

in "part one" what 

a specific vocal 

technique geared toward "singing over the radio." The name 

of Elisabeth Rethberg, a Liebling student, is mentioned in 

the article, though not directly in reference to this 

technique. In the Eaton article, however, Rethberg is 

linked specifically to Liebling's Radio technique. 
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"Several others, such as Elisabeth Rethberg and Virginia 

MacWatters, [were] taught the radio technique that uniquely 

[Liebling] had mastered" (Eaton 28). 

Douty begins by explaining the problems inherent to 

radio broadcasting of the time, as it applies to singing. 

An enormous burden is placed upon the shoulders 
of the radio engineer. He can ruin the best 
planned broadcast and conversely he can make a 
comparatively poor one sound well. It is very 
easy for him to increase the power of a small 
voice, very difficult for him to reduce the power 
of a large one. Consequently the voices most 
suited for radio transmission are small and 
smooth, with approximately the same force and 
tone quality throughout the entire scale. 

His position is that a different technical approach is 

required for broadcast programs than that needed for 

singing in opera houses. His argument is similar to one he 

poses earlier in the article regarding the difference in 

technical demands placed upon the opera or oratorio singer, 

as opposed to the recitalist. 

The louder the accompaniment the more the purely 
technical defects of production are covered up; 
and conversely, the softer the accompaniment the 
more they are revealed. This is the reason why 
some of the greatest operatic artists do not 
sound well in concert or over the air. Their 
voices have enormous power and resonance, but 
they have sacrificed quality of tone and grace of 
delivery for mere size of voice. 
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Douty offers the following suggestions for maximizing the 

singer's effectiveness over the air. 

The voice of the radio artist must be soft and 
alluring rather than hard and brilliant. He may 
place himself as close to the microphone as he 
pleases; only by experience can he learn just 
where to stand. But, if his voice be comfortably 
posed and easily produced, the vocal bands may be 
so lightly approximated that the resultant sound 
is breathy; and yet it will carry well because it 
is nowhere stiff, forced, or tight ... Never 
should the radio artist use too much breath, 
never dare he sing with a too full tone, or the 
microphone will blast. A reduced pressure of 
breath, requiring great skill in its management, 
produces the best sounding tone over the air. 

He mentions some problems regarding diction in radio, both 

in articulation of consonants and of vowels. Some of these 

sound very similar to problems addressed in the training of 

radio announcers. 

Ee syllables being more pointed than ah syllables 
are apt to be too strong, 00 syllables too dull. 
Perhaps § is the most difficult of all the 
consonants to reproduce; it ei ther sputters or 
it sounds like th with very ludicrous results. 

Douty concludes \-lith the following admonition to singers 

who seek to combine an operatic with a broadcast career. 

The gravest danger of singing too frequently over 
the radio is that the singer gets into the habit 
of singing so lightly, loosely and softly, that 
his voice is inaudible in a large hall. (Douty 
408) 
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This "radio-technique" seems to have been a feature of 

Liebling's teaching, at least earlier in her career, when 

the science of radio broadcasting was in its infancy. It 

is well documented how in genres other than "classical 

music, " crooning and other non-traditional 

evolved in response to technological 

amplification and broadcast transmission. 

vocal styles 

changes in 

Obviously, since Mathilde Marchesi did not live in an 

era in which technological changes would affect the 

problems of singers, the radio technique discussed above 

could not have been a part of her pedagogy. But there is 

another difference between her approach and Liebling's that 

bears mentioning, since Liebling herself stressed it in 

interviews and in her 1950 article, "So You Want to Be a 

Singer." This is the idea that no one "method" should be 

applied to every singer, an idea which seems to run counter 

to Marchesi's strict pedagogy. 

Liebling is quoted in Harold Schonberg's article as 

saying, "I would like to tell every singing teacher to 

adapt a method to fit the pupil. Do not adapt a pupil to 

fit a method" (Schonberg). In Eaton's interview she 

reiterates, "I have no set rules for teaching •.. I have to 

change every half-hour to meet another individual, to be a 

different person to each one. I must seek out the 

strengths and weaknesses of each, be prepared to bolster 
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strengths and strengthen weaknesses. I have no 'method,' 

only resources" (Eaton 28). "So you want to be a singer," 

is a short article which seeks to illuminate the path an 

aspiring young singer should follow. The point of the 

article is that there is no one path, and, in general 

terms, it gives liberal examples of the types of singers 

she has encountered through the years, and how each one's 

individual strengths and weaknesses shaped her teaching 

approach and the consequent types of careers that were 

made. Liebling writes, "There is no set rule which applies 

equally to all artists. Great singers are a law into 

themselves" (Liebling, "So" 50). A practical example of 

Liebling's tailoring the approach to fit the student is the 

case of Beverly sills. She employed the Marchesi technique 

with Sills, but in a way of which Marchesi herself would 

have disapproved. 

[At the age of seven] Miss Liebling agreed to 
see me every Saturday morning for fifteen minutes 
... My lessons soon expanded from fifteen minutes 
to half an hour each week, and consisted mainly 
of scales and highly structured vocal exercises. 
Miss Liebling was the last surviving pupil of 
Mathilde Marchesi, one of the great vocal 
teachers of all time. Because I was so young 
Miss Liebling put me through the entire Marchesi 
school of singing. (Sills, Beverly 20-21) 
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Obviously, the topic here is the teaching of children. 

Marchesi wrote unequivocally on the subject. In her 

"Questions Answered" column, the question was posed many 

times as to when a student may first begin study. A few 

examples follow. 

At what age should a child, who shows a decided 
talent for singing, have its voice cultivated? 
Would it not be better to have it wisely directed 
than allow it to acquire habits which might 
injure it? Mrs. B.V.W 

A little girl showing decided talent for singing 
ought never to begin study before she is 
seventeen or eighteen years old, and then with 
great precaution in the choice of a conscientious 
and renowned teacher. Her parents must be 
careful that the child does not spoil her voice 
by humming all day long. (Marchesi, "Answered" 
sept. 1907:3) 

Having the vocal training of young children from 
eight to twelve years of age I should like very 
much to know what simple exercises may be used 
daily for the production of good tone quality. 
The method I use seems to produce the "dark" 
voice. The quality is good, but the fear of 
flatting is always imminent. This flatting never 
occurs during the singing of the exercises. Is 
it due to the breathing, or are the words the 
obstacle? G.S. 

You speak of children in general. Male voices 
not being my department, I cannot give you any 
advice about boys. For young girls all vocal 
training before they reach the sixteenth or 
seventeenth year of age (and even then with great 
caution) is a sin, and may spoil many good voices 
before their normal development. Young girls 
designed for a vocal career, instead of singing, 
ought to employ their time in learning music, 
piano and languages, all indispensable nowadays 



for good singers to complete their educations. 
Flat singing proceeds, in general, from the 
fatigue of the larynx. (Marchesi, "Answered" 
Nov. 1907:2) 

Please tell me what treatment and exercises a 
girl's voice should have between the ages of 
three and eight, of eight and thirteen, and of 
thirteen and eighteen respectively. G.C.K. 

Between three and eight years of age a child 
plays with her dolls and little companions. At 
seven or eight she should study reading and 
writing. From eight to thirteen she should have 
lessons in piano, Solfeggio, harmony, etc. 
Between thirteen and eighteen the student should 
complete her general education and learn French, 
Italian and German. Thus, properly prepared, and 
provided she has a good voice and perfect health, 
a girl of seventeen or eighteen can safely and 
seriously begin vocal work. (Marchesi, "Answered" 
Apr. 1908:3) 
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Given these quotes, no room is left for doubt 

concerning Marchesi's ideas about training children to 

sing. Liebling, however, espoused different views. The 

above quote from Beverly sills is evidence of her 

practicing her views regarding children's singing. In 

pierce's Class Lessons in singing, Liebling also writes 

" voices should not be repressed. Freedom in singing at 

all times and at all ages is essential to proper vocal 

development" [underlines added] (vii). 
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This is a view, which although not universal, is 

gaining more and more support from voice teachers. In his 

recent article "Kids are Singers, Too" in The NATS Journal, 

Robert Edwin speaks out on the matter. 

My opinion remains the same as it was when I 
began teaching almost twenty years ago: If a 
child has talent and a strong desire to learn how 
to sing better, then instruction by a 
knowledgeable singing teacher will strengthen the 
vocal mechanism rather than harm it. Furthermore 
the establishment of efficient vocal technique 
will both accelerate the development of the voice 
and diminish the potential for bad habits to 
interfere with that development. (Edwin 51) 

He cites laryngologists' support for this opinion, quoting 

a "Laryngo SCOPE" column by Drs. Robert T. Sataloff and 

Joseph R. Spiegel. 

I certainly it is possible and proper to train 
young voices to sing. Moreover, it is reasonable 
to begin this training as soon as a youngster 
shows a serious interest in and aptitude for 
voice performance. However, the training should 
be directed toward avoiding voice abuse and 
toward gradual development of vocal musculature 
and control.' (51) 

Edwin concludes the article with the following statement. 

Teaching children to sing is both a joy and a 
serious responsibility. Setting reasonable 
limits on what they can and cannot do helps 
channel their enthusiasm and builds stepping 
stones for them to use as they ascend the 
mountain of vocal technique and vocal repertoire. 
This teacher strongly believes that those who 



start the climb early and properly prepared have 
a definite advantage over those who start later. 
(52) 
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It is clear that the advantage afforded sills by 

studying with Liebling at an early age paid off handsomely. 

Certainly the historical precedent exists for young 

adolescents and pre-teens to begin study. Many prima 

donnas down through the years have made their operatic 

debuts at the age of sixteen or younger; one must assume, 

therefore, that they began their vocal study at a much 

earlier age. 

Another area in which Liebling differed 

philosophically from Marchesi was in the question of 

teaching singers of the opposite sex. Marchesi felt that 

only men are capable of teaching male singers, and so 

devoted herself entirely to the cUltivation of the female 

voice, leaving the men to her husband Salvatore (Joiner 

132). Furthermore, she "[held] the education of the female 

voice to be the most difficult" (Marchesi, Ten 28). For 

this reason, she never took on a male student (Marchesi, 

Ten 84). 

Liebling taught many male singers. A September 1936 

advertisement for the Estelle Liebling Singing and Radio 

School bears an extensive roster of Liebling's most 

successful students up to that date. It bears the names of 

nineteen men (See figure 1). Al though males constituted 
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the minority of her total number of students (This is true 

even among those listed on the roster.), nineteen is no 

small number to include among those singers who were at the 

time making successful careers ("Artists" 11). 

In addition to teaching men, Liebling also wrote on 

the subject of the cUltivation of the male voice, and 

devotes two volumes of her Vocal Course to male voice 

types. 
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IV. Annotated Bibliography of Liebling's Editions, 

Compositions, and Arrangements 

The following system is used in this annotated bibliography 

for indicating pitch octaves: 

C c 

"Middle 

c" 

Sheet Music 

Adam, Adolphe. Bravura Variations. Ed. Estelle Liebling. 

New York: Schirmer, 1941. 

This familiar theme, usually attributed to Mozart, is 

here attributed to N. Dezede (c. 1740-1792). Liebling 

cleverly provides ossia which improve upon Adam's 

occasionally awkward writing for the voice. The ending 

cadenza with flute is cleverly re-arranged so that the 

soprano is more often on top than in other editions. The 

range is from B to f#2, and the English translation is by 

willis Wager. 

Level of difficulty: Very advanced. 
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Alabieff-Liebling. The Russian Nightingale. 

New York: Schirmer, 1928. 

Printed in English translation only, this arrangement 

of the familiar folk-like air includes a flute obbligato. 

Each of the two verses ends with a cadenza. The range is 

from f to d 2 . This is an impressive encore piece for light 

coloratura soprano. As it is sparing with extended runs it 

is suitable for younger singers. 

Level of difficulty: Intermediate to advanced. 

Arditi, Luigi. Ecstasy. Ed. Estelle Liebling. 

New York: Schirmer, 1941. 

This is a classic soprano waltz-song, and its Italian 

text is accompanied by an English translation by Vera 

Bloom. The range is from e to d 2 , but the majority of the 

song stays away from both range extremes. The cadenza is 

short and easy, and the embellishments within the work are 

sparing. 

Level of difficulty: Moderate. 
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Arditi, Luigi. II Bacio. Ed. Estelle Liebling. 

New York: Schirmer, 1937. 

This classic soprano waltz-song is in Italian with an 

English translation. The range is from d to d 2 , although 

one of the alternate endings included reaches e 2 before 

resolving. The high range extreme is not used in the piece 

until the last page; the majority of the song remains 

within the staff. This is a good soprano encore piece, as 

it shows off brilliance and flexibility without requiring a 

stratospheric range. There are almost no staccato notes. 

Level of difficulty: Moderate to advanced. 

Arditi, Luigi. liSe saran rose." Springtime Waltz Song. 

Ed. Estelle Liebling. New York: Schirmer, 19--. 

This is another example of Arditi's typical form, the 

soprano waltz song. This one, disregarding Liebling's 

ossia, is written in a range suitable for a coloratura 

mezzo. Liebling's variations, and cadenzi, however, raise 

the upper limit of the composition's range to that of a 

soprano. The lowest notes, however, are unchanged, 
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resulting in a range extending from B to d 2 . Most of the 

writing is "on the staff." Liebling provides an optional 

cadenza with flute. 

Level of difficulty: Intermediate to advanced. 

Bellini, Vincenzo. "Ah! non credea mirarti ... Ah, non 

giunge,1I from the opera: La Sonnambula. 

New York: Schirmer, 1942. 

This bravura aria is supplied with copious ossia 

suited to very light high voices, as well as four possible 

extensive final cadenzas, one of which is with flute. An 

English translation is included by willis Wager. The 

possible range is from e b to f2. 

Level of difficulty: Extremely advanced. 

Bellini, Vincenzo. "Qui la voce," from the opera: I 

Puritani. Ed. Estelle Liebling. New York: 

Schirmer, 1944. 

This bravura aria is supplied with an English language 

singing translation by Willis Wager. Copious ornaments and 

variations are provided, as well as four extensive final 
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cadenzas. The last, "as sung by Galli-Curci," is with 

flute. Suggested cuts are also provided. The range is 

from d to f2. 

Level of difficulty: Very advanced. 

Bellini, Vincenzo. "Son vergin vezzosa," from the opera: I 

Puritani. Ed. Estelle Liebling. 

New York: Schirmer, 1946. 

This aria is customized for light coloratura soprano 

by including optional substitutions for middle range 

passages that utilize much staccato and above the staff 

runs. Extensive internal cadenzas and a final cadenza are 

included in this short but difficult aria, with a range 

from f# to e 2 . 

Level of difficulty: Advanced. 



Benedict, Sir Julius. Carnival of Venice. Ed. Estelle 

Liebling. New York: Schirmer, 1939. 
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Composed "after a popular Italian tune," this bravura 

piece for coloratura soprano is "a shortened and practical 

form of the original composition by Sir Julius Benedict," a 

piece which is often performed in instrumental versions, 

most often by trumpet. It begins with a brilliant cadenza 

and then proceeds with a spirited theme and variations, 

ending with another show-stopping cadenza. 

from db to e b2 • 

Level of difficulty: Advanced. 

The range is 

Bishop, Henry R. Should He Upbraid. Ed. Estelle Liebling. 

New York: Schirmer, 1944. 

This simple English air on a Shakespearean text is an 

excellent piece for a beginning coloratura with a secure 

top range. There are no rapid extended runs, but instead, 

short bursts of decoration and staccato notes provide 

interest. The range is from d to d 2 . 

Level of difficulty: Easy to moderate. 



Boccherini - Liebling, Minuet, New York: G. Schirmer, 

1939. 
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This arrangement, for coloratura soprano, of the 

familiar instrumental theme utilizes English Language 

poetry by Robert Herrick. The range is from e b to db2 . 

The contrasting B section uses non-texted vocalized 

roulades for the first time, and the subsequent repeats of 

the A section are increasingly melismatic with no further 

text. There is no separate cadenza, but plenty of 

opportunity exists wi thin the piece to demonstrate 

flexibili ty , glittering staccato, and high notes. Short 

and sweet , it is a great piece for a young coloratura 

singer. 

Level of difficulty: Intermediate to advanced. 

Brahms - Liebling. The Legend of the Violin. 

New York: Schirmer, 1958. 

This is a very curious piece, adapted by Liebling from 

Brahms' "Hungarian Dances," the famous "Hungarian Dance in 

G minor." The English text is by Ralph Blane (a pupil of 

Liebling's), adapted "from an old Hungarian folktale." The 

range is from e b to d2 , and the highly syllabic text gives 
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way to a final roulade on "ah. II The tessi tura of this 

surprisingly lengthy song is not extremely high during the 

texted sections, so text delivery is easy. 

Level of difficulty: Moderate to advanced. 

Delibes, Leo. Chant de l' almee: Song of the Egyptian 

Dancing Girl. Arr. Estelle Liebling. New York: 

Schirmer, 1939. 

In this bravura piece, set to words by Philippe Gille, 

texted sections alternate with roulades vocalized on "ah." 

contains both extensive runs and staccati. Text is in both 

French and English. The range is from d to e 2 . 

Level of difficulty: Advanced. 
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Delibes, Leo. Les Filles de Cadix. Ed. Estelle Liebling. 

New York: Schirmer, 1938. 

This song, a longtime favorite soprano "fun piece," is 

set to poetry by Alfred de Musset. Its two verses are 

liberally peppered with runs, trills and staccati. An 

optional cadenza is included at the end, and the range is 

from c# to c#2. 

Level of difficulty: Intermediate to advanced. 

Donizetti, Gaetano. nAh! tardai troppo ... 0 luce di 

guest' anima," Recitative and cavatina from the opera: 

Linda di Chamounix. New York: Schirmer, 1942. 

This favorite showpiece of coloratura sopranos 

includes in this edition many useful variations and 

cadenzi. The range is from c to e 2 . An English 

translation is included by willis Wager. 

Level of difficulty: Quite advanced. 



Donizetti, Gaetano. "Ardon gl'incensi," (The Mad Scene) 

from the opera: Lucia di Lammermoor. Ed. Estelle 

Liebling. New York: Schirmer, 1938. 
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with a range of e b to e b2 , this operatic tour de force 

represents the pinnacle of difficulty in coloratura 

literature. This edition includes both the Italian of the 

original and an English version by Henry G. Chapman. The 

highly sectional scena contains liberal ossia, as well as 

four ending cadenzas, three with flute. In addition, the 

three flute cadenzas have numbered sections so that the 

soprano can "mix and match." 

Level of difficulty: Very advanced. 

Donizetti, Gaetano. "Chacun Ie sait," from the opera: La 

Fille du regiment. Ed. Estelle Liebling. 

New York: Schirmer, 1942. 

This short, cute, soubrette aria includes in this 

edition four possible cadenzas for the opening of the 

piece, as well as internal ossia. The range is from f to 



138 

d 2 , and a short cadenza is included at the end. This is a 

good aria for a very young coloratura, as the technical 

demands are light. 

Level of difficulty: Easy to moderate. 

Donizetti, Gaetano. "Par Ie rang et par l'opulence ll from 

the opera: La Fille du regiment. Ed. Estelle 

Liebling. New York: G. Schirmer, 1942. 

Recitative and aria sections alternate in this 

coloratura soprano aria from the standard repertory. The 

text appears in singing translations in three languages; 

the original French, as well as Italian and English. The 

range is from e to e b2 . Many variations are given, along 

with suggested cuts and ossia. 

Level of difficulty: Advanced; Very challenging. 
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Eckert, Karl A.F. None he loves but me - swiss Echo song. 

Ed. Estelle Liebling. New York: Schirmer, 1938. 

This folk-like song has text in French, German, and 

English. The range is from c to bbl. The song is a theme 

and variations, the undecorated version followed by 

increasingly elaborate ornamentation. The third and final 

strophe omits words altogether and ends with a choice of 

three cadenzas, including one with flute. The song is 

suitable for either a light coloratura soprano or 

coloratura mezzo, depending on the cadenzas and ossia 

chosen. 

Level of difficulty: Advanced. 



Gounod, Charles. "Ah! Je veux vivre,II from the opera: 

Romeo et Juliette. Ed. Estelle Liebling. 

New York: Schirmer, 1937. 
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This favorite soubrette waltz aria has been edited 

very sparingly, with the traditional ossia notated along 

wi th helpful phrasing suggestions. An English singing 

translation is included by H. Millard. The range is from e 

to d 2 • 

Level of difficulty: Moderate to advanced. 

Gounod, Charles. "0 legere hirondelle,II from the opera: 

Mireille. Ed. Estelle Liebling. 

New York: Schirmer, 1947. 

This popular coloratura soprano waltz showpiece exists 

here in a useful version, the variations given for the 

repeats being readily executable by most coloraturas. An 

English language singing translation is included by 

Lorraine Noel Finley. The range is from c (it only appears 

once, in staccato) to d 2 • 

Level of difficulty: Advanced. 
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Gounod, Charles. "0 Riante Nature" from the Opera: Philemon 

et Baucis. Ed. Estelle Liebling. 

New York: Schirmer, 1955. 

This romantic aria is a coloratura tour de force. The 

French text bears a singing translation in English. The 

range is from d to d 2 . Two cadenzas are supplied by 

Liebling, the second an extended interpolated one with 

flute. 

Level of difficulty: Advanced. 

Lee, George Alexander. I'll Be No Submissive Wife!. Arr. 

Estelle Liebling. New York: Galaxy, 1955. 

This is a short humorous song, in English, suitable 

for a young coloratura soprano with good text communication 

ability. The melismatic portions are short and relatively 

easy - few runs, lots of staccato. The range is from d to 

Level of difficulty: Easy to moderate. 



Liebling, Estelle. Faustiana-a vocal fantasy based on 

ballet music from Gounod's Faust. New York: 

Galaxy, 1950. 
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Composed on an English text "after James Russell 

Lowell," this coloratura soprano tour de force is 

dedicated to Evelynn Corvello. Its sections are highly 

contrasting in tempo, meter and key, and alternate between 

texted sections and vocalized roulades. The range is from 

Level of difficulty: Advanced. 

Liebling, Estelle. Hast Thou, 0 Night? - A Nocturne. 

New York: Galaxy, 1952. 

set to poetry by Eugene Field, this is a short but 

highly dramatic and emotional piece. The range is from e b 

to gb1, and requires a voice with a strong middle range. 

The voice type is not specified on the page, but would be 

equally suited to male or female voices. The 

accompaniment, during the prelude, interludes, and 

postlude, requires an impassioned delivery. 

Level of difficulty: Moderate, technically. 
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Liebling, Estelle. Indian Love Song. Philadelphia: 

John Church Co., 1904. 

This is a simple, graceful song set to English words 

by Mrs. John Philip Sousa. In 6/8, the two v~:cses are 

exquisitely set, considering the song's strophic structure. 

The range is from db to bb1, with the high note occurring 

in a soft vocalized coda. Beautiful for light soprano. 

Level of difficulty: Easy to moderate. 

Liebling, Estelle, arr. Mother Dear. 

New York: Schirmer, 1939. 

This arrangement of a Polish folk-song is set to 

English words by Yvonne Ravell. Its range is from d to e 2 , 

and it alternates simple texted sections with light 

roulades vocalised on "La" and "ah." As it relies heavily 

on use of staccato rather then extensive runs for brilliant 

effect, this short song is especially suitable for a very 

young coloratura. 

Level of difficulty: Moderate. 



Liebling, Estelle, arr. "No guiero casarme," (No, I'd 

rather be single) spanish Folk Song .• New York: 

Schirmer, 1941. 
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This spritely folk melody is charmingly arranged for a 

light soprano voice. The range is from e to a 1 , and uses 

syllabic text setting almost exclusively. 

choice for a beginning singer. 

Level of difficulty: Easy. 

It is a good 

Liebling, Estelle. Philomel. New York: Galaxy, 1950. 

Set to a Shakespearean text, this art song uses meter 

changes (2/4 to 5/4) and a flowing vocal line to exquisite 

effect. The range is from d to gl, and the text, though 

technically a man's, is effective for females as well. 

Ends on a pianissimo gl. 

Level of difficulty: Easy to moderate. 
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Liebling, Estelle, straussiana. New York: Fisher, 1925. 

This lengthy composition, "arranged... on themes by 

Johann strauss," is a coloratura soprano tour de force. 

The range is from d to d 2 , and lingers in a high tessitura 

through most of the piece. Texted sections alternate with 

roulades vocalized on "ah." The English text is by 

Katherine Bellaman, and the Italian version by Paolo 

Gallico. 

Level of difficulty: Quite advanced. 

Literas, D. Antonio. "Confiado Gilguerillo," Little 

Linnet, from the opera: Accis y Galatea. Ed. Estelle 

Liebling. New York: Schirmer, 1955. 

This is a waltz-like baroque aria with an opening 

recitative. The mostly syllabic aria is interspersed with 

typical baroque runs and Liebling cadenzas. The text 

appears in both the original spanish as well as an English 

version by Estelle Liebling. The range is from e b to d2 , 

but stays away from both extremes during the body of the 

piece. 

Level of difficulty: Moderate. 



Masse, victor. 

the opera: 

Liebling. 

"Au bord du chemin ... Voix legere." from 

Les Noces de Jeannette. Ed. Estelle 

New York: Schirmer, 1944. 
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This coloratura "bauble" features flute and voice echo 

passages between the recitative and aria, as well as 

several nice ossia. The final cadenza is given in three 

versions, two of which are with flute. The range is from 

An English language singing translation is 

included by Lorraine Noel Finley. 

Level of difficulty. Advanced. 

Meyerbeer, Giacomo. "Allons vite rrr Ombre legere," -
Shadow Song. from the opera: Dinorah. 

New York: Schirmer, 1942. 

This little-performed coloratura jewel is one of the 

most difficult pieces in the repertoire. Long and 

difficult to sustain, its technical demands best the 

majority of singers. This version appears as a polyglot, 

but only the English translation is credited. It is by 

Nathan Haskell Dole, revised by willis Wager. An 

interesting feature of this edition is the inclusion of 

"stage directions" such as "as if listening to the shadow's 

voice," "to the shadow," and "the shadow's reply." There 
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are copious ossia and one suggested cut. Three cadenzas 

are included, the second "written for Frieda Hempel" and 

the third "as sung by Galli curci." The possible range is 

db to gb2 (part of the Hempel cadenza), 

Level of difficulty: Very advanced. 

Meyerbeer, Giacomo. "Clest bien llair," from the opera: 
L'Etoile du Nord. Ed. Estelle Liebling. 
New York: Schirmer, 1948. 

This is a long and elaborate aria with extensive 

virtuoso obligatti for two flutes. The aria and internal 

cadenzas are quite chromatic, and often employ echo-like 

effects. The text appears in both the original French and 

in English. The range is from d# to d 2 . Includes separate 

flute parts. 

Level of difficulty: Extremely advanced. 



Meyerbeer, GiacoIl,\J. "Nobles seigneurs« salut«" from the 
opera: Les Huguenots. Ed. Estelle Liebling. 
New York: Schirmer, 1938. 
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This bravura aria for coloratura mezzo appears in 

French, Italian and English. The range is from A to a 1 and 

includes two cadenzas. Requires flexibility and bold 

delivery. 

Level of difficulty: Advanced. 

Mozart, Wolfgang Amadeus. 
Aria from the opera: 
Liebling. New York: 

The Queen of Night's Vengeance 
Die Zauberflote. Ed. Estelle 
Schirmer, 1941. 

Lightly edited, this popular aria appears with an 

English translation by willis Wager. The range is from f 

to Driving texted sections alternate with 

stratospheric staccato. 

Level of difficulty: Advanced. 



149 

Proch, Heinrich. Theme and variations, Op. 164. 
Ed. Estelle Liebling. New York: Schirmer, 1940. 

This classic coloratura show piece is edited with 

liberal cadenzi and ossia. It includes the complete 

composition, although a footnote states that variation II 

is usually omitted for public performance. An English 

version by Nathan Haskell Dole appears with the original 

Italian. The ending cadenza is given with four versions, 

three of which are with flute, and the last two of which 

are annotated as having been used by Galli-Curci and 

Tetrazzini, respectively. The range is from G to c 2 , 

although the extremes are not pounded. It is piece which 

is suitable for any female voice type that has incredible 

flexibility and stamina. 

Level of difficulty: Advanced. 
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Rossini, Gioachino. "Una voce poco fa," cavatina from the 
opera: 11 Barbiere di Siviglia. Ed. Estelle 
Liebling. New York: schirmer, 1938. 

This classic bravura aria is edited in such a way that 

both coloratura mezzos and coloratura sopranos can use the 

edition, which contains an impressive variety of variations 

and cadenzas, an example of Liebling editing at its best. 

All told, the possible range is from c to f2. An English 

singing translation is included by Natalia Macfarren. 

Level of Difficulty: Very advanced. 

strauss, Johann. The Blue Danube. Arr. Estelle Liebling. 
New York: Schirmer, 1929. 

This amusing arrangement of the familiar Strauss waltz 

is annotated "as sung by Mme. Amelita Galli-Curci." 

English words by Katherine Bellamann begin "Bright birds of 

June," continuing in a frothy air with lots of trills and 
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staccati. The range is from c to e 2 , and requires an 

unusual mixture of steady medium and low register singing 

with stratospheric flexibility. 

Level of difficulty: Advanced. 

strauss, Johann. Souvenir Waltz. Arr. Estelle Liebling. 
New York: Schirmer, 1939. 

This arrangement for coloratura soprano of the 

familiar Strauss waltz is set to words by Vera Bloom. 

Dedicated to Lucy Monroe, the range is from d to d 2 , and 

texted sections alternate with roulades vocalized on "ah." 

The song contains an extended cadenza at the end with runs, 

staccati, trills and a held high c. 

Level of difficulty: moderate to advanced. 
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strauss, Johann. Voci di Primavera - Waltz song. Op 410. 
Ed. Estelle Liebling. New York: Schirmer, 1944. 

Part of the great tradition of soprano waltz songs, 

this air is suitable for lyric voices as well as 

coloratura, for which the ossia and cadenza are added. The 

resultant possible range is eb to e b2 • 

translation included is by willis Wager. 

Level of difficulty: Advanced. 

The English 

Thomas, Ambroise. "Je suis Titania," Recitative and 
Polonaise from the opera: Mignon. Ed. Estelle 
Liebling. New York: Schirmer, 1901. 

This operatic tour de force is one of the most 

difficult pieces in the coloratura soprano repertoire, with 

its relentless roulades. However in this edition, the aria 

has been abridged by Liebling by at least 40 measures, 

omitting the entire "La troupe folIe " contrasting 

section. The range is from e to f2, and this edition 

includes an English language singing translation by Dr. 

Theodore Baker. 

Level of difficulty: Very advanced. 
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Verdi, Giuseppe. nAh, fors'e lui che l'anima,n recitative 
and aria from the onera: La Traviata. Ed. Estelle 
Liebling. New York: Schirmer 1942. 

One of the most popular coloratura arias of all time, 

this edition includes Alfredo's offstage lines (no 

suggestions are given as to how to cut this). Many ossia 

are given, as well as instructions regarding the 

traditional practice of omitting the last few bars of sung 

text to resume just before the final high note. The range 

is c to e b2 • 

Level of difficulty: Very advanced. 

Verdi, Giuseppe. "Caro nome che il mio cor," from the 
opera: Rigoletto. Ed. Estelle Liebling. 
New York: Schirmer, 1939. 

This lightly edited aria includes an English language 

singing translation by Natalia Macfarren. The aria appears 

as if straight from the opera score, but including the 

traditional ornaments and cadenzas. The possible range is 

from e to f#2. 

Level of difficulty: Moderate to advanced. 
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Verdi, Giuseppe. "Merce, dilette amiche,1I Bolero from the 
opera: I Vespri Siciliani. 
New York: Schirmer, 1946. 

This difficult bravura piece has a range from A to e 2 • 

ossia are included which avoid the lowest pitches. There 

is no final cadenza. An English language singing 

translation is included. 

Level of difficulty: Advanced. 

Verdi, Giuseppe. IISorta e la notte ... Ernani. involami." 
Recitative and Cavatina from the opera: Ernani. 
Ed. Estelle Liebling. New York: Schirmer, 1943. 

This edition includes ossia which avoid the lowest 

pitches in this bravura aria. There is no final cadenza. 

The possible range is from Bb to c 2 . The English 

translation is by willis Wager. 

Level of difficulty: Advanced. 



155 

Collections 

Liebling, Estelle. The Aria, Renaissance and Barogue, from 
the Parisotti Collection. Ed. Ruggero Vene. 2 vols. 
New York: Franco Colombo, 1963. 

In the preface to this collection, Liebling explains 

the reasons why a new edition is needed of the Parisotti 

collection of old Italian songs. Certain changes were felt 

necessary, including a thorough revision of the piano 

accompaniment to reflect more accurate historical style, a 

reduction of excessive vocal embellishments, transpositions 

to more appropriate key levels, and more useful English 

singing translations. A careful examination of the songs 

reveals that her editing has eliminated many of the awkward 

problems in rhythm and prosody of the old version. A 

familiar example would be the ending of "Caro mio ben." 

This version eliminates the piano chord before the final 

three words that always confuses beginners. The 

translations are by Harold Heiberg, and the piano 

accompaniment revisions are by Ruggiero Vene. The two 

volumes are for low and high voice. The contents of this 

collection follow: 



Bononcini 

caccini 

Caldara 

carissimi 

cesti 

De Luca 

Durante 

Falconieri 

Gasparini 

Giordani 

Gluck 

Legrenzi 

Lotti 

Marcello 

Monteverdi 

Paisiello 

Pergolesi 

sartorio 

Scarlatti 

Stradella 

Torelli 

Vinci 

Vivaldi 

Per la gloria 

Amarilli 

Alma del core 

Col raggio di sol 

Sebben, crudele 

vittoria, mio core 

Intorno all'idol mio 

Non posso disperar 

Danza, danza 

Vergin tutto amor 

Vezzosette e car pupillette 

Augellin vago e canoro 

Caro mio ben 

o del mio dolce ardor 

Che fiero costume 

Pur dicesti 

Quella fiamme che m'accende 

Lasciatemi morire 

Nel cor pili non mi sento 

Nina 

Se tu m'ami 

o che umore stravagante 

Gia il sole dal Gange 

Le violette 

o cessate di piagarmi 

Se Florindo e fedele 

Spessi vibra per suo gioco 

Son tutta duolo 

Pieta, Signore 

Tu 10 sai 

si bella mercede 

Un certo non so che 
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The following songs only appear in their respective 

volumes. 

Low Voice 

cesti 

Peri 

High Voice -

Jommelli 

Pergolesi 

Tu mancavi a tormentarmi 

Gioite al canto mio 

Chi vuol comprar 

stizzoso, mio stizzoso 

Liebling, Estelle. Diva Bravura - Coloratura and Operatic 
Arias. New York: Schirmer, 1963. 

This is a collection of arias previously published as 

sheet music. (See individual works listed in previous 

section. ) Several of the included arias are not Liebling 

editions, however, as it is in the case with 15 Arias, 

listed below. This is important, as many of these "thrown 

in" editions are inferior to Liebling's own in matters of 

singing comfort, style considerations in ornamentation, 

phrasing, use of staccato for light voices, and range of 

ossia. These are the non-Liebling editions included as 

"filler." 



158 

Vol 1. 

Auber "Laughing song" from Manon Lescaut 

Bellini "Casta Diva" from Norma 

Delibes "Bell Song" from Lakme 

Granados "The Maja and the Nightingale" from Goyescas 

Vol 2. 

Massenet "Sevillana" from Don Cesar de Bazan 

"Salome's Aria" from Herodiade 

"Obeissons quand leur voix" from Manon 

Mozart "L'amere, sare costante" from II Re Pastore 

Offenbach "Olympia's Aria" from Les Contes d'Hoffmann 

Rimsky- "Hymn to the Sun" from Le Cog d'Or 

Korsakov "Song of India" from Sadko 

Rossini "Bel raggio" from Semiramide 

Liebling, Estelle. The Estelle Liebling Coloratura Digest. 
New York: Schirmer, 1943. 

In addition to her editing, composing, and writing, 

Liebling was a cataloguer of coloratura cadenzas used in 

the standard repertoire, as was her teacher, Mathilde 

Marchesi. Liebling's well-known compilation is known now as 

The Estelle Liebling Book of Coloratura Cadenzas, but it 

was originally published as The Estelle Liebling Coloratura 

Digest. It contains an introductory section with technical 

exercises geared to executing the difficult embellishments 

included in the volume. The cadenzas included are in six 

sections, I. Operatic Arias, II. Concert Arias, III. 
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variations, IV. Waltzes, V. Duets, and VI. Songs. A 

section follows of traditional cuts, followed by a chapter 

filled with sample programs for Coloratura Soprano. 

Liebling, Estelle. Fifteen Arias for Coloratura Soprano. 
New York: Schirmer, 1944. 

This collection contains works previously published as 

sheet music. ( See individual works listed in previous 

section. ) Two of the thirteen arias are not Liebling 

editions. These are as follows: 

Non-Liebling Editions Include -

Gounod 

Delibes 

"Jewel Song" from Faust 

"Bell Song" from Lakme 

In the case of these "coat-tails" arias, Liebling's absence 

in the editing is evident, as less attention is paid to the 

comfort of the singer in range, tessitura, and style. 



Liebling, Estelle and Laurence B. Ellert. Music - Art, 
Music and Literature Keep Memory Alive. 
Cincinnati: willis, 1940. 
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This collection of fifty songs is intended for use by 

the amateur music lover. The vocal lines and piano 

accompaniments are intended to be "within the ability of 

the average amateur singer and pianist." Included are 

folksongs, Christmas Carols, and sacred songs, as well as 

selected pieces from "classical" literature. Each piece is 

preceded by explanatory text of a historical nature with 

facsimiles of illuminating portraits and other paintings. 

This collection is quite useful for teachers of beginning 

voice students. Contents are: 

A Memory (Op 22. No 3) Fairchild 

All Through the Night Old Welsh Air 

Ave Maria Bach-Gounod 

Ay - Ay - Ay Creole Song 

The Blue Danube Strauss-Liebling 

Carme Italian Song 

Carmela Mexican-Spanish 

Carmefia Wilson 

The Children at the Manger French Carol 

Corne Where My Love Lies Dreaming Foster 

Cradle Song Brahms 

Drink to Me Only with Thine Eyes Old English Air 

The Dying Cowboy Cowboy song 

Elegie Massenet 

For Love's in My Heart(Andantino) Lemare 

The First Nowell Medieval Carol 



Go Down, Moses 

Good-bye! 

Grandfather's Clock 

The Gypsies (Brahms) 

Hail, Columbia 

I Attempt From Love's Sickness 

to Fly 

I Love You 

I Saw three Ships 

I'll Sing thee Songs of Araby 

Joy of Love 

The Lass with the Delicate Air 

The Last Rose of Summer 

Loch Lomond 

The Lost Chord 

Mademoiselle from Armentieres 

Maliseet Love Song 

Marianne's Loves 

Plantation Hymn 

Tosti 

Work 

Hungarian Folk-Song 

Phile 

Purcell 

Beethoven 

English Carol 

Clay 

Martini 

Arne 

An Irish Air 

Scotch Melody 

Sullivan 

World War (1914-1918) 

Canadian Tribal Song 

Bayou Ballad 

Mister Banjo Creole Folk Song 

My Days Have Been so Wondrous Free Hopkinson 

None but the Lonely Heart Tschaikowsky 

o Lord Most Holy Franck 

Passing By 

Red River Valley 

Reverie 

The Scarlet Sara fan 

Serenade 

Silent Night, Holy Night 

The Silver Ring 

The Song of the Birds 

Star Lullaby 

Swedish Cradle song 

Purcell 

Cowboy Song 

Debussy 

Russian Folk-song 

Schubert 

Mohr-Gruber 

Chaminade 

Spanish Carol 

Polish Carol 

Folk-Song 
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The Waving Blanket 

When the Roses Bloom 

Yuma Lullaby 
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Dacota [sic] Tribal Song 

Reichardt 

North American Indian 
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Vocalises 

Lamperti, Francesco. Vocal Studies in Bravura. 
Ed. Estelle Liebling. New York: Schirmer, 1942. 

six extended, bravura vocalises are included in this 

collection, which features an "explanatory text of a 

pedagogical nature" by Liebling. One or two paragraphs are 

included before each vocalise which address the technical 

problems to be encountered, with specific measure numbers 

cited. 

Marchesi, Mathilde. Thirty Vocalises for High or Medium 
Voice. Op 32. Ed. Estelle Liebling. 
New York: Schirmer, 1941. 

A preface is included in this edition, in which 

Liebling explains the purpose of the vocalises and at what 

stage of one's vocal development their study is 

appropriate. Each vocalise that follows is preceded with 

explanatory text, but it is not clear from whose pen these 

comments originated, Marchesi's or Liebling's. 
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Pieces unavailable at This Time 

The following Liebling editions, arrangements and 

compositions are included in lists on the covers of sheet 

music by Liebling, but are not included in the annotated 

bibliography because of their unavailabili ty. The 

publishers' lists do not include publication dates. 

Galaxy Publishers 

"Chopin Mazurka" (The Violet Loves a Grassy 

Bank) 

"Dormi, dormi, bel bambin" Italian-Swiss Folk Song 

"I'd Be a Butterfly" Thomas Haynes Bayly 

"Love Was Once a Little Boy" J. A. Wade 

"Lullaby of the Hills" wilh. Kienzl 

"0, du liebs Angeli" German-Swiss Folk Song 

"Pastourelles, Pastoureaux" French Noel 

"La Petite Jeanneton" Old French-Swiss Ronde 

"Tell Me Why" ~ortugese Folk Melody 
It is probable that this 1S 
the song to which Beverly 
sill refers as having been 
composed for her at the age 
of ten. (Beverly ix). 

"Waltz of the Flowers" 

"Whither Runneth My 

Sweetheart 

from Tchaikovsky's Nutcracker 

John Bartlet 



Schirmer Publishers 

Arditi, Luigi 

Bellini, Vincenzo 

Benedict, Sir Julius 

Cooke, Thomas 

Donizetti 

Faure, Jean-Baptiste 

Fesch, Wilhelm 

Gelli, Ettore 

Halevy, Jacques Fran90is 

Meyerbeer, Giacomo 

Moszkowski, Moritz 

Pinsuti, Ciro 

Strauss, Johann 

Von Weber, Carl Maria 

"The Gypsy" 

"L' Ardita" Magnetic Waltz 

"L' Estasi" Waltz Song 

"Parla!" Waltz 

"Come per me sereno" from 

La sonnambula 

"The Gipsy and the Bird" 

"Over hill, over dale" 

"II faut partir" from 

La fille du Regiment 

"0 Mio Fernando" from La 

Favorita 
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"Regnava nel Silenzio" from 

Lucia di Lammermoor 

"La Valse des Feuilles" 

"Tu fai la superbetta" 

"The Butterfly" Waltz Song 

"II va venir" from La Juive 

"0 beau pays" from Les 

Huguenots 

"Serenade" 

"Pretty Primrose" 

"Artists' Life" 

"Invitation to the Dance" 
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v. Conclusions 

Estelle Liebling was a phenomenally successful voice 

teacher who occupies a place in the chain of succession of 

voice teachers devoted to the ideals of the bel canto. The 

assertion that the method of her direct predecessor, 

Marchesi, died with its founder (stratton 59) is simply not 

true. Mathilde Marchesi was extraordinarily influential in 

the formulation of Liebling's pedagogical outlook, and much 

of what Liebling taught and wrote can be directly traced to 

this origin. Although sills writes that Liebling in 

actuality taught the Marchesi Method (Sills, Bubbles 15), 

it is more accurate to state that Liebling's method was 

rooted in the Marchesi Method, but grew out of it to become 

an individualized pedagogy, owing much to Marchesi, but by 

no means a carbon copy. Liebling's legacy consists not 

only of her teaching and pedagogical writings, however. 

The tremendous body of vocal literature which she edited, 

arranged, and composed is enough in of itself to justify 

her place in music history. Additionally I her catalogue 

work of cadenzas and ornamentation for coloratura soprano 

literature still stands today as the monumental work on the 

subject. 
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Although Estelle Liebling was acknowledged as one of 

the most distinguished singing teachers in America, she was 

also one of the most widely published. It is only logical, 

then, that she should take her place in history as the 

latest known of a distinguished dynasty of celebrated 

pedagogues. Perhaps in the future the next link in this 

chain will be revealed from the body of her students. 
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