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The purpose was to investigate attitudes of successful

full-time performing classical singer-actors toward career

concerns of the music profession. Five research problems

were formulated to: (1) describe attitudes toward control of

work conditions; (2) describe attitudes toward entrapment;

(3) describe attitudes toward dependency; (4) report

attitudes concerning current practices of training the solo

singer; and (5) identify commonalties among the subjects

regarding demographic, the attitudes describe in problems

one through four, and demeanor during the interviews. Two

pilot studies were done to develop a questionnaire and

interview questions.

Fifty-three individuals representing approximately

twenty percent of the estimated classical solo vocalist

membership of the American Guild of Musical Artists

constituted the sample for the main study. The sampled

individuals were full-time professional performers.

Work conditions were defined as education, economic

conditions, contracts, competition for employment,



auditions, management control, and maintenance of skills.

Factors of entrapment were those conditions over which the

singer had little control, such as race, age, appearance,

travel and personal relationships. Dependency was defined

as the importance attached to persons upon whom the singer

must rely in order to perform professional duties.

Results showed that career option, career mobility,

travel, status, and life style were viewed as positive

influences for professional classical singers. The

consistency of employment was considered dependent upon

individual vocal quality, ability, and experience rather

than upon the opinions of colleagues. Status and personal

success were viewed as being determined by the employment

level the artist had obtained.

It was concluded that classical vocal artists were

tolerant of imperfect career conditions because of their

devotion to the profession. It was further concluded that

they viewed travel as part of the business and accepted it

as a career hazard.
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CHAPTER I

INTRODUCTION

The Encyclopedia of Careers (1984, p. 291-94) has

assigned number 152.047-022 to "singers," thus giving

identity to the business of singing within the framework of

professional careers. During the mid-1980's, approximately

70,000 persons were reported to have earned the major

portion of their income either from singing engagements or

the teaching of singing. The professional singer was

described as having options of solo recitalist, guest

appearances with opera and/or symphony orchestras, soloist

for church or synagogue, musical theatre, and/or the various

areas of commercial singing, such as radio, television,

recording, or club work. Stated requirements for the

profession of singer were the possession of an

identified voice quality and range, good intonation, a

specialized education, ability to play the piano, ability to

dance, and language facility. Stressed also were personal

attributes of dedication, persistence, perseverance, and

personality. Entry level singers were advised to accept

performances on a voluntary basis, to be prepared for the

audition, and to seek the advice of experts (pp. 293-94).
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Due to the varying working conditions of the singer,

no single or average salary figure was cited. The

encyclopedia article described the field of vocal

performance as highly competitive and financially uncertain.

In order to provide a livelihood, most singers reportedly

exercised some other type of career option such as

teaching, the combination of several performance areas

within the profession (e.g., television, recording, church,

solo recital), or work outside the field of music.

Systematic research on the career realities of the

professional vocalist is scarce compared to reported studies

on the professional instrumentalist. For the latter

a relatively large number of investigations exist that have

analyzed the attitudes of selected musicians toward their

work (e.g., Becker, 1963, 1972; Bethune, 1982; Cambor, 1962;

Cameron, 1954; Coffman, 1971; Faulkner, 1973; Goldner, 1967;

Harvey, 1974; Hill, 1985; Lastrucci, 1941; Lunden, 1967;

Merriam, 1969; Nash, 1957; Stebbins, 1966, 1968; Westby,

1960). Frequently, the results were reported by placing

responses into a larger framework of occupational theory

dealing with such topics as mobility, appearance, status,

age, family, education, outside interests, career control,

and career satisfaction.

Investigators have been able to draw a profile of those

engaged in classified instrumental performance fields

through comparison of the attitudes of selected individuals
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within that area. That is, descriptions of the perceptions

of those within a field of instrumental performance have

reached a degree of consistency that may make it possible to

generalize professional attitudes for those involved in

comparable work situations.

Like musicians in various fields of instrumental

performing, the classically trained singer-actor is under

constant pressure to respond to the demands of changing

employment situations. In order to assess those demands,

this study seeks to investigate the attitudes of selected

professional classical solo singer-actors toward specific

concerns already identified for other performing musicians.

Background For The Study

Aspects of the career realities of professional

performing musicians have been the topic of research since

the appearance of the publications by Anderson (1939) and

Taubman (1939). Studies on music careers and music career

education have continued to be reported by Carpenter (1950),

Curtis (1962), Shemel and Krasilovsky (1964), Pollock

(1975), Young (1977), and Baskerville (1982). Additional

information about music career opportunities can be found in

articles by Lastrucci (1941), an anonymous writer (1956),

Coffman (1971), and Beesom (1977). In 1977 and again in

1982, the Music Educator's Journal devoted two entire

issues to careers in music (vols. 63 and 69).
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Between 1941 and 1985, research on jazz, dance,

commercial, and studio musicians was conducted by Lastrucci

(1941), Cameron (1954), Merriam and Mack (1960), Stebbins

(1964, 1966, 1968), Becker (1963, 1972, 1976), Vigderhous

(1972), Faulkner (1973), Hughes (1974), Leonard (1975),

MacLeod (1978), Shaw (1979), Nanry (1979), and Hill (1985).

Symphonic instrumentalists have been investigated by Westby

(1960), Lunden (1967), Leblond (1968), Arian (1971), and

Faulkner (1973). A study of the concert pianist by Chaneles

(1960) was one of the first which concentrated on the

classical performing soloist. Other authors have

investigated characteristics and motivations of those

persons involved in rock music performance (Coffman, 1971;

H. Bennett, 1972).

Career realities of music professionals cited by some

sociologists included what has been termed as discrepancy,

dichotomy, or dualistic qualities between the concern for

aesthetic values and the concern for commercial success

(e.g., Cameron, 1954; Kaplan, 1966; Nanry, 1979; Stebbins,

1966; Westby 1960). These studies documented the musician's

discontent and frustrations resulting from the disparity

between the perceived role of the artist and the experienced

reality of being an employee.

Other aspects of career reality included investigations

of "career contingencies" or career options (e.g.,

Becker, 1972; Faulkner, 1973). For some performers an
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alternative was represented merely by the increased

opportunity to perform in other media. Many musicians chose

employment within the field of music but not as performers

(e.g., education, music business, arts management,

instrument repair). A number of individuals reported

employment completely outside the sphere of music such as

a broker, clerk, or secretary.

In addition to career concerns already cited, other

issues were addressed by musicians regardless of their

artistic or commercial orientation. Sociologists have

categorized these concerns as anxiety over advancement,

auditions, compensation (pay, fringe benefits, security,

number of jobs available), dependency (audience reaction,

authority figures, cliques), entrapment (family, the

uncontrollable factors of age, gender, health, race,

youthful appearance, travel), job competition, music

performed, mobility, skill maintenance, status, training

relevance, and control of work conditions.

Henderson and Palmer (1945) were among the first to

address singing as a career. They offered advice to singers

on commercial delivery-technique or "selling" a song.

Carlino (1975) approached the vocal music business from the

standpoint of abuses perpetrated upon singers by agents and

managers. Stage and acting techniques for the singer have

been studied by McAuliffe (1977), Balk (1977 and 1986), and

Craig (1978).
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Balk (1977) suggested an approach for work in music

theater that would combine the training process and

performance experience into a cohesive unit. He believed

that a soloist had the obligation not only to produce

acceptable vocal sound but also to portray emotion and

characterization in a confident, honest manner. The

author coined the term "singer/actor" (1977, p. viii) to

remind the vocal student of the dual nature of the task

required of professional singers.

Osborne (1979), while critically analyzing the

competencies of the opera singer, acknowledged the problem

of training the singer to fit the demands of the operatic

market and concurrently satisfy requirements of the

academic community. He expressed concern about the

strengths and weaknesses of the entire basic training

process for the singer. He maintained that the proper

sequence of education and work experience required for the

entry level singer might lead to a radical change in the

training as it exists today. He suggested that training

programs must be professionally oriented, placing

increased emphasis on the performance skills needed by the

singer.

Schered (1987) reported the comments of twelve major

vocal performers regarding some aspects of educating the

American singer. The author presented a brief overview of

academic questions concerning artists and educators,
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including suggestions for the rudiments of professional

training for the entry level performer.

The National Association of Schools of Music (Laird,

1984), using the generic term singer-actor, reported on

degree programs at institutions of higher learning designed

to bring vocalists to career entry level. The report

recommended that, within the education/training process,

counseling programs go beyond a cursory assessment of

courses toward degree requirements and become involved in

measuring individual development against career entry

expectations. Counseling should be based on the

developmental nature of the professional world, placing

increased empfasis on the threshold level requisite for

career entry.

The National Opera Association (Fox, 1980) published

instruction/production guidelines for all levels of opera

performance, ranging from elementary to the professional

level. Opera America (1986) made a list of training

programs available to the singer-actor. However, systematic

research on the requirements of competency and profes-

sionalism for the entry level classical vocalist is still in

its infancy.

To assess the climate of the workplace for singers,

career counselors must have access to a profile or prototype

of those individuals who have reached a discernible status

within the profession of classical singing. It is from the
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attitudes of the professional singer-actor toward specific

career realities and occupational concerns that generalized

information about the profession may be obtained. To

establish such a career profile, comparison of the

perceptions of classical singers with those of instrumen-

talists might be fruitful.

Leblanc (1971) and Dudd (1978) have pointed out that

the attainment of a performing career is not necessarily

dependent upon educational credentials and/or graduation.

Nor does achievement in the private studio guarantee

employment as a performing musician. Outstanding perfor-

mance skills, however, may be assumed to be very important

factors of consistent employment - and consistent employment

would appear to be one indication of occupational success.

Other indicators of occupational success may be

financial rewards within a profession (Becker, 1963; Crane,

1976) and upward social as well as occupational mobility

within a hierarchy of jobs in a specific reference group

(Becker & Carper, 1956). It is upward mobility that has

been shown to create concerns for the musician about

professional advancement, entrapment and commitment

(Faulkner, 1973 a & b).

Hill (1985) investigated the views of professional

instrumentalists toward the concerns of mobility,

entrapment, and commitment, and suggested that:
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The mature musician has come to grips with
problems of "art" versus "commercialism" and has either
chosen to stay in the performing business or get out.
It may be that the truly successful musician, as
measured by self-determination, is no more or less
frustrated, discontented or alienated than the
dedicated professional within any occupation.

(Hill, 1985, pp. 19-20)

He concluded further that career realities and

occupational concerns exist for the musician as for any

other professional. Fully employed musicians cope with

specific work conditions and still remain in their chosen

vocational option "g iving the appearance of hard working,

well adjusted, happy individuals" (Hill, 1985, p 20).

He suggested for future research to focus on additional

vocational emphases within musical performance and to

include in such studies professionals other than

instrumentalists and composers. The proposed investigation

responds to that suggestion by seeking to identify

occupational concerns of classical vocal performers.

Purpose of the Study

The purpose of this study was to investigate the

perceived attitudes of selected professional classical

singer-actors toward specific occupational concerns of the

music profession.

Problems

1. To describe the attitudes of professional classical

singer-actors regarding control of work conditions.
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2. To describe their attitudes regarding the factor of

entrapment.

3. To describe their attitudes regarding the factor of

dependency.

4. To report their attitudes regarding current

practices in training the singer for a career in classical

vocal performance.

5. To identify commonalties among the subjects

regarding demographics; attitudes toward work conditions,

entrapment, dependency, and current training practices; and

demeanor during the interviews.

Definition of Terms

(1) Classical solo singer-actor: vocalists who have

received formal musical training in an institution of higher

education within the United States. For this study, the

term denotes singers with approximately seventy-five percent

of their total income from employment performing in

classical vocal fields (viz., concert, opera, oratorio,

recital, recording, or television) during the past three

years. Since the centers for classical singing are located

throughout various areas of the country, the solo performer

will represent the total population within the United

States. However, the singers may have performed abroad

during a portion of their professional career. In the text,

singer-actor will also be referred to as singer, artist,
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and vocalist as long as the terms denote individuals trained

in the classical tradition.

(2) Work conditions include autonomy, benefits,

compensation, education, employment, mobility, music

performed, performance/rehearsal conditions, status, and

technical skill.

(3) Entrapment denotes conditions over which the

individual has little or no control (i.e., age, family,

gender, health, physical appearance, race, and work related

travel.)

(4) Dependency indicates the importance attached to

the persons upon whom the singer-actor must rely in order

to perform professional duties. The term includes the

consequences, trust, and subordination to situations created

by working with accompanists, agents, audiences, colleagues,

conductors, directors, music critics, and support personnel.



CHAPTER II

RELATED RESEARCH

Researchers have provided extensive information

pertinent to occupational concerns within certain fields of

music specialization. Material germane to this investi-

gation is presented in two sections, literature concerned

with singer competency and writings about musical careers

and music career education.

Literature on Singer Competency

Studies based on the elements of singing technique -

posture, breath control, diction, intonation, tone

production, range, vibrato, - by those who teach singing

(Ried, 1965; Appleman, 1967) and by those who talk about

singing (Moore, 1953; Emmons, 1979; Hines, 1982; Singher

1983) are too numerous for comprehensive listing.

Plentiful also are those works by or about the careers of

famous singers written from a historical point of view

(Balliett, 1979; Drake, 1984; Evans, 1982; Meneghini, 1982;

Pavarotti, 1981; Stassinopanies, 1981).

Henderson and Palmer (1945), a team of a "classically

schooled musician turned arranger/accompanist and an amateur

instrumentalist/singer (p. 3)," designed a book to be used

12
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by those who desire to "sell" popular songs and influence

sponsors. The authors approached singing from the

standpoint of commercial delivery-technique, defined

"songtypes" and "singertypes," addressed classically trained

singing technique, and discussed general concerns for all

professional singers. Part II of their study was devoted to

the technique of singing popular songs, arrangements,

mannerisms, and showmanship. Part III emphasized how to

choose literature, microphone technique, auditions, personal

appearance, and various specialized vocal techniques

required for electronically reproduced singing. The book

concluded with advice for the singer on how to get a start

in the business, pursue a career, maintain a career, choose

agents, and control publicity. Although this book was

primarily for the commercial singer, the sections concerning

career advancement were valuable for professional singers in

any genre.

Carlino (1975) documented the greed and hypocrisy of

operatic and concert managements, managers and booking

agents, making a plea to the music world to correct the

alleged abuses. McAuliffe (1977) described the performing

business as difficult and frustrating, but one that is a

necessity for some singer-actors. He felt that only those

persons who absolutely cannot be dissuaded from pursuing a

career in the theatre would be successful. The singer must

be willing to accept a career of versatility, with
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accomplished professionalism, and technique (vocal,

acting, and dance). Getting training and experience is a

never ending process, while launching a career may take

years or it may never happen. McAuliffe believed that

only those singers who were knowledgeable about the craft

and had desirable personality traits, audition techniques,

agents, and individual talent would be equipped to achieve

success.

Balk (1977) dealt with the philosophy of the musical-

theater form, analysis of performance skills required for

music-theater, and exercises to develop those skills. The

basic premise of Balk's work was to integrate practice and

philosophy in order to create a singer-actor skilled beyond

the traditional scope of music-theater performance. He

believed that the integration of opposites--words and music,

theatre and music, person and performer, process and

product, singer and actor--is "perhaps the fundamental issue

in music-theatre training and performance" (p. vi).

According to Balk, the commitment to intergrating the

various opposites that create the essential artistic tension

in music theatre may be a life-long process. "Unfortunately

. training of this seesaw nature is limited (and

accidental training seems to be the only kind that can be

acquired at present)" (Balk, 1977, pp. vii-viii).

Balk suggested that there is a compulsion in man to use

reason and feeling, together with passion and logic, to
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create a combination of verbal and musical forms (e.g.,

popular song and musical comedy). He believed that the

basic impulse for the creation of the operatic art form

is identical to that compulsion but that the technical

demands of performance for the singer-actor are increased.

The author described those skills a singer-actor must

acquire in order to be competent in the field of

performance. He presented exercises designed to improve

basic skills, energy, believability, and memorized and

improvised responses. Balk made no attempt to interpret the

business of singing but chose instead to concentrate on the

technique required to reflect mood and emotion through body

language.

Craig (1978) gave instructions to the "actor/singer"

about many specific areas of singing--lyrics, vamp, verse,

chorus, breath, glottal attack, harmony, choice of material,

"do's" and "don'ts" during the song, the coach or singing

teacher, body movement, etc.--to aid the stage performer.

Hollaban (1979) stressed the necessity for a singer to

understand that more components are necessary than a good

voice when choosing a professional career. "The voice is

unique among all instruments - it is an extension of the

body . . . that unerringly reflects one's self" (Hollaban,

1979, p. 55). The author advocated that the singer have an

excellent ear, sight-reading ability, developed singing

technique, an understanding of how to express emotion
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without losing control of the voice, facility in languages,

and an understanding of music theory and history

sufficient to interpret the composer's intent.

Osborne (1979), acknowledging the problem of training

opera singer-actors to fit the demand of the professional

market and satisfying the academic community, stated:

The concern one hears voiced repeatedly is with
encouraging closer contact between the professional
opera field and the academic one. Among professionals,
this concern most often takes the form of wishing
the academic world would kindly align itself more
precisely with the professional world's requirements--
that is, that colleges, conservatories, and
universities would more efficiently produce graduates
whose abilities coincide with the employment
requirements of the existing system. (p. 51)

Osborne looked upon programs sponsored by music funding

sources (e.g., National Opera Institute) as the

encouragement factor for the professional classical vocal

field to define its needs more clearly. He indicated such

definition would induce academia to design more appropriate

responses to those needs. He described two crafts in which

operatic artists must excel - singing and acting.

And here is the crux of our difficulty: the
overwhelming majority of young postgraduates seeking
opera careers sing and act quite badly. Many of them
are talented and many are well trained in the
mechanical skills we call 'good musicianship.' But
their voices do not work, and their acting ranges from
the inoffensive to the embarrassing. . . . their tastes
are uninformed, and their artistic goals are
astonishingly limited. In their physical primes and at
the end of what they have every right to regard as
their basic career preparation, they are, in fact,
ready only for the protracted program of remedial
training. (Osborne, 1979, p. 51)
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The author defined the attributes of good singing

and good acting in what may be considered a rather

obvious manner but in what he believed was far beyond the

standard being employed in colleges and universities. He

explained that only after an individual is proficient in

both singing and acting can one begin to get "fussy" about

practical musicianship or feel comfortable in two or three

languages. He stated that he was somewhat "leery of the

notion of professionals instructing academics" (p. 52). He

conceded that the standards of the vocal marketplace are in

many instances higher than entry level performers

anticipate, yet those standards are not increasing

proportionately to the increased number of performances of

opera within the United States.

We have a profession in which everyone prates
about 'the complete singing actor' without even
bothering to incorporate acting into the standard
audition process...

The profession gobbles up . . . performers . . .
out of the music schools, sticks them into apprentice
programs, gives them grants, and employs them at
successive levels. . . . CIt] congratulates
everyone . . . that such an overwhelming percentage of
artists having careers are graduates of the music
schools, . . . apprentice programs, and winners of
grant competitions. The System must be working . . .
but the performances are not . . . Performers Ecannot]
meet the challenges of . . . standard repertoire in
large houses. (Osborne, 1979, pp. 52-53)

Osborne expressed concern about efforts to bring the

operatic profession, academic institutions, and funding

agencies into closer proximity. He suggested an appraisal

of the entire training-to-production process by experts from



outside the operatic field. He believed that this would

cause sweeping changes in the fundamental educational

approach involving the formation of team-teaching modules

with instructors of acting, body alignment, languages,.

movement, and singing. He suggested that this approach

would present alternative education programs to the singing

student--one outside the confines of the traditional

college-level education--involving workshop situations

without production pressure.

Hines (1982) interviewed forty professional opera

singers and two physicians to determine their views on

singing technique. He transcribed conversations with the

singers, declining to comment on or interpret the content of

the interviews. In the Preface, the author stated that an

operatic career requires more than a fine voice. It

requires "good, clear intellect, dogged determination, and a

great capacity for self-denial" (p. 13). He concluded

that those who have achieved a successful career are very

knowledgeable, intelligent individuals. Hines stated that

good natural material, sound academic background, and

continued study are basic factors needed by the classical

vocalist. Although Hines' writing concentrated on the

singer's approach to vocal technique, brief glimpses were

included into the realities of operatic singing as a career.

Rich (1985) reported an increasing trend for opera

companies to assume some responsibility in the advanced

18
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training of the singer. The author found that of 166

companies surveyed sixty offered instruction for the

apprentice, seventy-six cooperated in more or less formal

projects with academic institutions, and two companies were

involved in joint degree programs with universities. These

programs were geared toward the skill level of the performer

with the gaining of basic business experience in conjunction

with performance techniques.

Scherer (1987) investigated the aspects of educating

the American singer for career performance. According to

him, there may be no other musical field over which there

is so much disagreement. He reported the comments of

twelve major vocal artists about singer education. He found

that institutions of higher education remain the places

through which to receive the background necessary for a

performing career. He called for a closer relationship

between schools and regional performing organizations. He

suggested that the gap between formal education and career

entry might best be filled with apprentice programs

sponsored by opera companies. Scherer concluded that

neither the academic nor the professional community could

afford complacency in the area of performance training.

In 1986, professional production companies who were

members of Opera America published a survey to acquaint

singers with operatic opportunities. Tables indicated opera

companies with training programs for singers, contracts and
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compensation, audition processes, vocal/musical training

programs, dramatic/theatrical and business/professional

training programs, and training programs for opera support

personnel. Each table was organized alphabetically by

company name with subsequent information presented

horizontally under sub-titles. There was no descriptive

material, instructions, conclusions or recommendations.

There are various seminars, programs, publications, and

even video tapes by individual singers, organizations,

agents and managers, opera companies, and academic institu-

tions for the singer (e.g., American Institute of Musical

Suudies 1968-present; James McCully Collaboratives;

Knoxville Opera Studio; Metropolitan Opera; Mix Annual;

Performing Arts, 1987; San Francisco Opera Merola Program;

Texas Opera Theatre). These offerings are designed to aid

the entry level performer as well as the established artist

with the career realities of professional classical singing.

Research Related to Music Careers

Within the large body of writings about musical

careers, one source of information from which to gain

insights into career realities and occupational concerns is

systematic research on the nature of professionals in music.

Studies have been done regarding the commercial musician

(MacLeod, 1979), folk music performer (Sanders, 1974), dance

musician (Lastrucci, 1941; Baker, 1963, 1972), jazz musician
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(Cambor, 1962; Harvey, 1967; Hughes, 1974; Leonard, 1975;

Merriman & Mack, 1960); orchestral musician (Fink, 1967;

Faulkner, 1973; Lunden, 1967; Marty, 1982; Westby, 1960),

and concert soloist (Chaneles, 1960). A large body of

research exists in the field of teacher preparation -- the

education of the music educator (Jones, 1964; Krueger, 1974;

R. Bennett, 1975; Bolt, 1963; Claybon, 1981; Fisher, 1968;

Flusser, 1982; Funk, 1977). Investigation of the

professional singer from the viewpoint of a specific

sociological theory is nonexistent.

Some sociological research on the musician may be

difficult to assess because, as Hill (1985) has pointed out,

the investigators have often generalized, mislabeled, or not

adequately defined those whom they were studying. Investi-

gations relevant to this study are described in

chronological order within the categories of the professions

of commercial music, the classically oriented instrumental

performance, and pre-professional and performance education.

The Commercial Musician

The commercial musician has been investigated by

various researchers in almost every aspect of music as

entertainment. Lastrucci (1941) studied the dance band

musician and his alienation from society. This work was

based on the assumption that the type of work chosen for a

music profession has direct influence on the style of living
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chosen by the individual performer. The author generalized

and stereotyped the dance band musician without considering

the variables of personal characteristic or educational

background.

Becker (1951, 1963, and 1972) and Becker & Carper

(1953) investigated the attitudes of the Chicago musician

toward his non-musician employer. The reaction to any

conflict caused by that attitude was documented. The authors

also reported on isolation between performers and their

audience and community.

A "jazz community" theory began to emerge from the

research of Cameron (1954). The author observed and defined

the social structure and interaction of the jazz community,

documenting the dress, speech, conduct, and acceptance

status of the individual within a jazz performing

organization. Cameron wanted to confirm or deny the status,

class, and power position for the jazz musician within the

general community and the musicial community as contrasted

with that of the commercial musician.

Merriam and Mack (1960) used the name "jazz community"

to denote people who shared a set of common norms which

defined the parameters of the jazz group. Their research

was based on the premise that the "jazz community" was

indeed an identifiable social entity stressing the isolation

of the reference group from the general public.
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Cambor, Lisowitz and Miller (1962) investigated the

jazz musician from the point of view of psychiatrists.

The authors found that when individual musicians became

actively engaged in performing jazz the realities they

experienced were often different from those they had

expected.

Various articles (e.g., Harvey, 1967: Hughes, 1974;

Leonard, 1975; Merriman, 1960; Peterson, 1965, 1967;

Stebbins, 1966 and 1968) have used a less empirical manner

when describing the jazz musician. They reported frustra-

tion about lack of opportunity, personal creativity,

improvisation skills, the cliquish nature of the jazz

performer's social behavior, economic situations, mobility,

insecure employment patterns, fringe benefits, audience

dependency, career options, and isolation from society.

Whereas Stebbins attempted to categorize performing

musicians by the type of music presented, other researchers

have indicated that many musicians have the ability and

sometimes the need to perform in varied musicial styles.

Nanry (1979) investigated the jazz performer from the

standpoint of jazz styles and occupational success. The

author studied the effect of what sub-culturist

sociologists had identified as discrepancy of life style

upon the performing musician. He found that the jazz

performer disliked the title "jazz musician." and preferred

to be known as a musician who plays jazz. He also found
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that the individual who conformed to a more nearly

conventional middle class norm rather than the

unconventional "jazz myth" was more likely to succeed.

Vigderhous (1972) confirmed Nanry's findings that

musicians performing in the jazz medium were reluctant to

assume a jazz identity. In contrast to Stebbins findings,

Vigderhous reported that his samples of jazz players were

somewhat better off financially than the commercial

musicians studied.

A study by Gunter (1979) may parallel the educational

counseling for a music career. The author investigated six

subjects, each with a minimum of twenty years performance

experience, to whom music was not just an avocation. He

concluded that there were some common characteristics and

concerns among the sampled individuals. All valued their

creativity, possessed early musical ability, and

experienced a lack of pressure about race, sex, and the

subject of success. Each subject had been employed for a

minimum of twenty years in the jazz performance field and

had achieved a modicum of financial stability and personal

satisfaction.

Similarities in the background of individuals who were

adept at improvisation was the main thrust of a study by

Shaw (1979). He concluded that although musicians who

improvise well lived in various locations, they had all

resided in New York for some period of their professional
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life. Most had taken instruction on their major instrument

but the majority did not complete an advanced education.

All had an intense desire to perform. In order to earn a

living, they had exercised several career options including

those outside the field of music.

Club musicians were investigated by Macleod (1979) in

light of the types of skills which the musicians needed to

be consistently employed. Faulkner (1973) studied the

studio or recording player - the free lance musician called

for in motion picture, television, film and recording studio

work. He found concern among his sample about the

continuous pressure to produce with no or few mistakes, the

misuse of the performer's musical skills, the competition

for jobs, financial rewards, and lack of control over

working conditions.

Coffman (1971) sought to address the conflicting role

expectations of the performer as an artist and/or an

entertainer within the field of rock music. He found that

the more the rock musician attempted identification with the

audience by appearance and action the more difficult it was

for the individual to deal with the industrial side of the

occupation. The specificity of the relationships of

musician to musician in the local or "small time" rock band

was addressed by Bennett (1972). He found that lacking

traditional institutionalized training, the rock musician's

expertise lay in the ability to emulate sounds of an
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already popular performer or group. Kealy (1974)

documented the rationalization and/or collaboration of terms

and practices for working in the rock studio business.

Audience control was investigated by Sanders (1974)

when he documented the techniques used by folk performers

to decrease the unpredictable elements which occur during

performances. These unanticipated conditions, according to

Faulkner (1973) heighten the anxiety of the individual and

detract from the performance.

The Classically Oriented Instrumental Performer

Westby (1960) investigated the career situation of

symphonic instrumentalists. The purpose of the research was

to describe the career aspirations and experience of a group

of seventy musicians in the context of symphonic music

performance. The author concluded that:

The situation of the symphony musician in the
United States today is reflective of the . . . tenuous
economic status of symphonic music as an art form.

The symphony musician is caught between the . .
forces of general public apathy, a management dominated
labor market, and a union that in some ways works
against his best interest. (Westby, 1960, p. 223)

The author felt that problems arose from the

disjunction of a social position as a dependent craftsman

and an "idealized self-image as a . . . skilled artist"

(p. 223). He cited the musician's need to reconcile social

and aesthetic expectations with the realities of the

occupational life.
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Westby found that as an occupational group, symphony

musicians exhibit anxiety in a number of areas. The most

prominent anxieties were security and performance. He

reported that the occupational world of the symphony player

was structured on a status hierarchy roughly corresponding

to the relative wage scale and the length of the playing

season. He found that hierarchy and job satisfaction were

based on the prestige of the individual's position within

the orchestra. Upward career mobility was based on

prestige, salary, performance options, and/or the conductor

of the organization. He reported that mobility was governed

by age, the method by which first chair or principal players

were selected, and the number of stands in each section.

Westby did not concern himself with decisions based on

values outside the orchestral system (i.e., health, family,

etc.).

He reported that career options available for the

string player to augment income were relatively few, while

for wind specialists incomes could be supplemented

"substantially by playing in popular orchestras, jazz bands,

and combos" (p. 225).

The career of the symphony musician is not one of
steady advancement through a series of finely graded
positions with predictable promotions based mainly on
presentation of credentials of service and tenure, but
rather, one of watchfully awaiting the opportunity that
may appear but once in a lifetime. (Westby, 1960, p.
227)
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Westby reported that occupational identification for

the orchestral player- was assumed at an early age due

to the specificity of the musician's education, a social

life that was "typically restricted to a culture flourishing

on the periphery of . . . work life . . . (Westby, 1960, p.

227)," and involvement with colleagues. This occupational

identity was constantly reinforced by a great investment of

time, money, and effort. The hierarchical structure of the

profession, intense occupational competition, and perceiving

only a modicum of professional success often caused the

musician to became psychologically estranged from formerly

held ideas promoting decisions that were "symbolic of

withdrawal from the activities peripheral to the work

life . . . (Westby, 1960, p. 229)." The older, more nearly

settled, or "withdrawn" musician did not continue to value

the activities deemed most significant to the younger

performer.

Faulkner (1973b) investigated the occupational problems

documented by Westby with regard to the interaction of the

orchestral player and the conductor. He interviewed

symphony musicians who he judged were mature enough to

perceive a level of success in their own work. The author

found that the conductor (1) was the authority figure with

the dualistic role of creator and performer, (2) was

directly involved and implicated in the organizational

execution of the performance, and (3) had impact on
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individual players markedly different from that exerted by

supervisors in industry. He further found that the

expertise of the conductor as musician, performer, leader,

and communicator was the key to the relationship between

conductor and players. "And it is this imputed authenticity

upon which the excellence of an orchestra depends as well as

upon which the authoritativeness of communication and

conductors rest" (p. 156).

Continuing his investigation, Faulkner (1973a)

interviewed fifty symphony musicians associated with major

orchestras located in the eastern part of the country about

(1) success and failure in the occupation, (2) decisions to

stay or move to other orchestras, and (3) organizational

involvement in the orchestra.

[The] paper offers a theoretical and empirical
stance towards careers and professional socialization
as subjective experience. Focusing on the problematic
features of mobility, entrapment, and organizational
commitment in the orchestra world, it shows how the
analysis of career concerns in the "minor leagues" of
organizational sets can reveal the meaning of status
passage, definitions of time, and experiential turning
points. . . . (Faulkner, 1973a, p. 334)

Faulkner recognized that orchestral performers differed

widely in the intensity toward the defined concerns of

career ambition, educational background, emotional

stability, musical skills, professional experience,

prospects, and technical expertise. He reported that, when

assessing professional success, musicians considered both



30

previous and present playing situations and compared

themselves to colleagues still playing in the lesser ranks.

Faulkner found the tradition of predefined status

(i.e., principal, assistant principal, and section desks)

to be the predominant factor controlling mobility in the

orchestral world. The musicians felt that the goal of

personal achievement and upward mobility had been reached

either when a career move had been lateral or had been to a

principal chair in an orchestra of lesser rank. The author

reported that mobility was contingent upon (1) the knowledge

of which positions and orchestras were desirable; (2) a

working understanding of actual and potential mobility; (3)

a reputation which would elicit consideration by the

conductor or audition committee; and (4) the patience to

wait for openings and to endure the audition process.

He characterized performers' attitudes toward career

mobility; first, as frustration over blocked mobility;

secondly., an increased responsibility with more control over

career contingencies; third, enhancing the conditions for

development; and fourth, a means of avoiding a negative or

degrading consequence of organizational involvement. Some

interviewees expressed concern over the possibility of

entrapment resulting in a deterioration of technical skills.

Faulkner found respondents viewed their present

position as a stepping stone toward advancement and

considered staying in the present situation as unlikely.
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However, in some cases the advantages of the present

position seemingly outweighed the possibility of working in

a prestigiously ranked orchestra. Over half expressed the

desire to remain in the present situation until retirement,

feeling they had attained a position as high or higher than

they had originally anticipated. Faulkner concluded that:

[We] need more studies of the middle ranks of

. . stratified and . . . competitive work settings.

It is at this level . . . that our opportunity
structure is supposed to flourish, and it is here that

people come to grips with the disjunction . . . between
personal aspirations for success and . . . concrete
realization. . . . (Faulkner, 1973a, p. 348)

Lunden (1967) examined the components of the industrial

relations system applied to major symphony orchestras and

the results of their interactions. The author studied

twenty-seven orchestras throughout Canada and the United.

States with annual budgets in excess of five hundred

thousand dollars. He found that in the years between 1959

and 1966, 65.4 percent of the available orchestra jobs were

for strings, 15.5 and 14.6 percent for woodwinds and brass,

and 4.5 percent for percussion. He found that (1) the

symphony orchestra represented the principal source of

career opportunities for the classically trained player; (2)

that the amount of money the board of directors thought

could be raised governed the number and type of positions to

be filled; and (3) when players were auditioned for the

posts, they had to have considerable experience in ensemble

playing, and had to possess outstanding musical skills.



32

He reported that the majority of the respondents (54.4

percent) held at least one degree from an institution of

higher education, with 19.3 percent having two or more

advanced degrees. The remaining subjects had pursued a

college degree but had not completed the course of study.

He found that only seventy percent of the respondents earned

a full-time living in the field of music, with fifty

percent supplementing incomes in music-related activities

and half reporting additional earnings from non-musical

positions. The subjects were reportedly concerned with what

may be termed "hidden unemployment," meaning that an

employed player might not be used to full capacity.

Leblond (1968) investigated the professionalization and

bureaucratization of serious music within the United States

using as his basis the works of Westby (1960) and Faulkner

(1973). The author classified types of musicians by career

patterns, such as conductors, instrumentalists, music

educators, performers, scholar-performers, and vocalists,

and subdivided them into full or part-time and semi-

professional musicians. He admitted that the divisions were

not mutually exclusive and that the classes might be subject

to additional categories. Dividing the sample into full or

part-time status according to career pattern did not allow

Leblond to address the issue of occupational success. The

author concluded that "trends toward professionalization

and bureaucratization of . . . American life are being
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reflected by similar changes in the field of music

performance" (Leblond, 1967, p. 13).

Arian (1971), a twenty year veteran player with the

Philadelphia orchestra, studied how the bureaucratization of

an organization affected the ability of that organization to

(1) deal with the symphony musician and with musical art,

(2) relate to the audience, and (3) provide for needs

of its workers. The author found the typical training of

the inexperienced symphony musician to be largely

unrelated to initial career realities. He concluded that

the educational background of the musician had considerable

bearing on occupational success; that pre-professional

training created opportunity for additional creative outlets

and career contingencies; and that the older more "settled"

musician did not allow skill level to deteriorate.

Nash (1954, 1957) investigated the American composer

based on the theory that some roles are more necessary or

important within a society than others. The author felt

that although a society must be selective in the process

of choosing those competent to lead it also has the

obligation to train individuals and direct them toward roles

within specialized fields. The author attempted to apply

a theory of recruiting personnel by a pre-determined method

to the study of the composer of- serious music. He

studied twenty-three American-born composers who were

described as most successful by a jury and twenty-four
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advanced musical composition students. The latter were

chosen by the heads of three outstanding schools of music.

Nash found that the American composer desired more

performance of his compositions and that they worked

diligently. They were considered "relatively dispensable"

(1957, p. 308) because their average income scarcely enabled

them to live on the funds gained from composition alone.

Consequently, composers exercised several career options.

As a group, composers were held in relatively low

social esteem. Nash concluded that in addition to a natural

ability to compose serious music, recruits for the role of

serious composer should have "(1) ability to work in the

face of social non-support; (2) ability to assume certain

other vocational roles concurrently while composing; and

(3) ability to pursue considerable solitary activity"

(1957, p. 308).

Following his conclusions regarding the current

composer population, the author discussed selective factors

that might influence the sociological adjustment of the

American composer. He identified such factors as birth

order, family size, economic security, ethnic group,

extensive education, heredity, musical development,

peer relationships, sex, social status, and stability.

The author also identified as "accidental" factors the

unpredictable issues of natural talent, the populations of

some societies including a greater percentage of talented
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persons, and the nature of a specialized society directing

individuals toward a specific career role.

Chaneles (1960) studied the social roles and function

of the concert pianist within American society. He

interviewed individuals who were recognized artists,

six individuals who had given debut recitals, four entry

level soloists, and two retired concert pianists. The

author found that career concert pianists required a special

type of education that was characterized by exclusive

academic or advanced musical training. He divided the

occupational development of the pianist into stages. The

first, the adaptive stage, was the acquiring of the skills

relevant to piano performance. Secondly, the adjustive

stage, was learning to reciprocate audience expectations.

The third, deemed the most critical by the author, was the

expressive period when the pianist obtained performance

opportunities, continued the development of special

techniques, and realized personal rewards as a result of

audience satisfaction. The author categorized responses

expressing ideas related to work realities and performance

skills as "functional specificities". Those answers

evaluating the occupation and attitudes toward esthetic

goals were classified as "criteria of differentiation."

Beliefs accounting for or justifying the relationship to the

career and social position were termed as "personality

orientation" (pp. 163-171). He found that the most upwardly
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mobile pianists were those whose characteristics approached

the esthetic goals of high level, serious piano performance.

Hill (1985) identified the career realities and

occupational concerns of selected classically trained, full-

time performing instrumentalists who considered themselves

to be occupationally successful. The author selected

five musicians each from the jazz, commercial, orchestral,

and pop performance areas. Each subject received a

questionnaire which provided demographic data and identified

topics to be investigated in the subsequent interviews.

Hill reported that although there was some confusion

about the label the individual musicians had chosen for

personal identity, the majority interviewed were satisfied

with their choice of vocation; valued the audience; thought

compensation was adequate; felt that there were rewards

within the musical career that transcended the financial

realm; preferred less economic compensation and more control

over the type of music performed; and felt entertainment

skills were vital to a performance career. The majority

perceived themselves as artists and workers, took pride in

their abilities as craftsmen, and had strong feelings about

musical integrity. Career contingencies had been

considered by the majority of the respondents but most were

not exercising option because of stable performing careers.

Hill found direct contrast in the attitude of his

respondents to literature findings that had described
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musicians as isolated, atypical, or deviant in life

style, meaning that most performers accepted the idea that

they did live differently from those engaged in other

occupations. Prestigious employment and status resulted

from expertise, competence, advanced employment, and

audience approval. He reported that the musicians felt that

a performance career allowed the mobility to move and work

without negative feelings toward entrapment, dependency,

insecurity, and age. The performers indicated that they

desired status only by earning the respect of those

musicians they themselves respected and acknowledged the

tendency for individuals to associate socially with those of

similar tastes, background, and experience.

Dependency was defined in terms of reliance upon other

musicians, leaders, contractors, and agents whom the

performer had used for career advancement. Insecurity or

fear of competition was dispelled by confidence in oneself

and one's talent. Some of those interviewed questioned the

validity of the audition process, however, all worked at

maintaining performance skills sufficient to obtain or

retain employment. In some cases, the sampled musicians

expressed a disdain for managers and/or conductors.

Hill also considered economic issues, playing

conditions, travel, and individual appearance only as

related to job realities. Interviewees felt that evening

hours, dictates of fashion or dress, and a certain amount
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of travel were indigenous to music performance and

considered them to be normal job hazards for the profession.

He reported age, children, gender, marital status, and years

within the profession to have little effect on the attitudes

that the individuals expressed about career realities or

occupational concerns.

Hill found that ninety percent of the sample had

attended an institution of higher education. Some of the

performers felt that their musicial training had not been

relevant to present performance demands but felt such

background did allow them greater career opportunities.

Hill concluded from the attitudes of the performers

that:

".. The tendency for musical institutions to
encourage the over specialization of music students in
limited areas of performance expertise may be to insure
failure for many students in the real world of
performance. They often do not plan for or learn
contingencies until it is too late. To correct this
problem more music .schools need to provide alternatives
to the traditional performance oriented music
curriculum. Such alternatives can be the contingencies
future full-time successful performers may use to
support their careers. (Hill, 1985, p. 812)

Pre-professional Music Training

"Many students enter college unaware of the job

requirements of their chosen vocation and ignorant of their

own related capabilities and limitations" (Teal, 1982, p.

35.) Career education should serve two functions. First,

it must train the technical skills required of the
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individual and secondly, it is obligated to provide

concepts, methodology, and career counseling that extend

beyond technical facility. The answer to career education

in music is to provide musical knowledge and skills and to

furnish music students with necessary career information so

they are able to make intelligent determinations about their

future.

According to Teal, if music career education is to

serve the dual purpose of providing both training and

career counseling, it must first be directed toward every

music student. It must present necessary career information

and skills so that an intelligent determination about the

individual's future is possible. Secondly, career education

in music must be directed toward teacher education including

concepts and methodology for use in music teaching. The

author suggested four premises upon which to base career

counseling. They were self awareness, career awareness,

decision making, and goal implementation (the motivation to

pursue logically and persistently the skills and learning

mandated by career goals). Teal concluded such career

education requires change from specialized, compart-

mentalized teaching to an interrelated curriculum from the

time the student enters college.

Although Teal was speaking of counseling for music

education careers, she suggests that a parallel be drawn for

educational counseling of the career performer. If the



answer to music career education is to inform students of

career realities and, at the same time, to subject them to

traditional training, it becomes necessary for educators to

pass on information about areas outside the regular core

curriculum. Such information should include occupational

concerns of professional performers in various musical

fields in order to provide the student with sufficient

information to make a conscious and intelligent career

choice.

Music Teacher Preparation

The volume of literature addressing the expectations of

the world of reality for the music teacher exceeds the

practicality of being enumerated here. Such studies are

often approached from the standpoint of grade point, core

curriculum, applied proficiency necessary for entry level

into the music teaching field, occupational identity,

employment patterns, and career aspirations (e.g., Claybon,

1981; Dudd, 1978; Fisher, 1969; Funk, 1977; Holloway, 1984;

Leman, 1974; L'Roy, 1981; McLaughlin, 1985); Sullivan,

1982; and Taylor, 1984).

Music teacher education appears to have been the

subject of a greater volume of research than that for

performer training. Infusing so called professional

expectations or standards into basic music curricula for

teacher preparation is evident during the first two years of

4 0
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study toward degree requirements. Proof of practical

training may be witnessed in the courses geared toward

teaching methodology and skills. Courses upon which to base

career counseling in music performance are generally not a

part of the performance curriculum and the question arises

as to where a student should begin to explore the

possibilities of a musical career.

Education of Music Performers

Kaplan (1966) investigated the musical arts by

considering the types and relevance of social order, the

sources of knowledge, social values, and esthetics of

persons involved within the profession. He analyzed music

education in the light of musical functions and social

roles. The author interviewed individuals about realities

of the musician's career. He felt that the function of

music educators was to help discover, train, encourage,

and "contribute to the values and conditions of a

favorable cultural milieu" (p. 78) for students within the

professional music world.

[T]he music educator . . . must know the needs of
the professions for which he prepares the student.
. . . Music educators cannot sit by unconcernedly,
during the changing relations between social and
esthetic elements . . . [K]nowledge (and . . . music

education) contains its own validity . . . [T]he
relation between esthetic and social functions now

becomes more imperative. (Kaplan, 1966, pp. v-vi)

The author sought answers to such question as: How

early in the student's life does a commitment begin to the
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profession? To what degree should the student on the

university 'level be subsidized? Should there be an

unlimited entrance of students into the performing or

composition field even when the economic rewards would be

minimal? And, what constitutes a sound curriculum for the

composer or the violinist in the college setting (p. 78-79)?

Kaplan requested data from individuals participating in

professional music organizations and also student musicians.

He reported the responses of seventy-five participants,

dividing data into four categories; "themes of social class,

success criteria, values of the occupation, and advice to

students" (p. 85). He categorized musicians in a "twofold

typology" (p. 110). The esthetically oriented musician

(i.e., the serious or popular music performer, composer, or

music educator) viewed "his functions to be those of

performing, creating, or teaching music as music, not as

propaganda, entertainment, religion, or agent of personal

socialization" (Kaplan, 1966, p. 110). The second type of

musician was classified as socially oriented, conceiving

art and his role within it with respect to personal ideas or

values, not as related to art, but to his own function as an

agent of ideas, institutions, people, business enterprises,

or other social patterns. Further subdivisions within this

group were first, the collectively oriented person concerned

with the success of the situation; second, the personally

oriented musician who influenced others (the typical
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university studio teacher); third, the symbolically oriented

person who placed emphasis on personality and the ability to

impress others; and finally, the incidentally oriented

individual who offered music as a commodity (the

entertainer).

If the mission of music education is to create as well

as disseminate knowledge, educators must provide a place for

the performer to develop a professional attitude and

dedication. When training students in the intangible aura

of the traditional atmosphere, music education must

"provide a direct line to the outside professional milieu"

(Kaplan, 1966, p. 115). This compromise toward multipurpose

education would have the potential to reconcile specialized

performer training with a more liberal arts (i.e., general)

educational background. "The university's role is

predominant for job preparation in the teaching of music,

and increasingly influential in sending out pre-professional

performers as well as receiving fully seasoned performers

and composers" (Kaplan, 1966, p. 184).

Kaplan suggested that in order to provide an atmosphere

in which the student may find a balance of academic and

professional training, the university music faculty must be

sufficiently prepared to expose the student to the realities

of a career. The individual faculty member should be

experienced in actual performance situations; should

associate with professional organizations which provide
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particular area of specialization; and should provide a

viable tool upon which the student may measure or define his

role in music performance. The author suggested that when

identifying personal and professional concepts the sample of

musicians who are employed doing artistic work be large

enough to avoid persons attempting to idealize themselves.

He encouraged the replacement of the testing method of

collecting data with the case study-interview method used by

the psychologist and sociologist in which the inves-

tigational tools might then be used to compare the data.

Kaplan concluded that the best approach to contemporary

music education is one which combines the artistic,

academic, philosophical, psychological, and sociological

approach to learning and skill training.

Baxter (1976) investigated the training of tradesmen

as performers or as professionals within the music industry.

He believed that the music industry employed musicians who

were skilled but whose experience as performers was limited

to an informal apprenticeship within the field. He

concluded that training was often lacking in uniformity and

unnecessarily expensive. The author advocated combining

trade schools, traditional musical instruction, and teaching

of the commercial music skills to provide" a means of

training apprentice musicians . . . [removing) the pressure
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from conservatories to turn their attention from artistic to

commercial skills" (p. 202).

Rumery (1982) stated that the mainstays of college and

university music departments have been programs that lead to

graduate study or to careers in teaching with few alterna-

tives offered. Students need "programs that combine fields

as an alternative to rigorous specialization " (p. 35).

Baskerville (1982) stated that:

Many educators believe that a musician should not
betray the art by taking part in the workaday world of
commercial music . . . It is not the responsibility of
college educators to find jobs for their graduates. We
are obligated, however, to do the best we can to inform
students of their career options. (p. 33)

Vocal Performance Education

Since 1942, there has been a gradual increase in the

number of professional opera performances. Apparently

related to that growth has been the coincidental increase of

opera education programs (Central Opera Service 1985). The

varying number of productions has provided a job market for

singer-actors. This opportunity for employment has placed a

greater demand on institutions of higher learning to equip

vocalists with basic performance skills.

The requirements of vocal dexterity, language

proficiency, and performance skills placed on entry level

singers has created the opera education dilemma described by

Osborne (1979). The National Opera Association (NOA), an

organization with membership encompassing opera educators
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and those from the professional opera world, provides a

platform of commonality where various factions meet to

explore the polarity created by views on opera education and

performance standards. The NOA Guidelines (1980) were

designed to aid production organizations and vocal training

programs from the primary and secondary grade levels to

professional opera companies. They included recommended

criteria and core curriculum for all personnel and

institutions involved in granting, or having professional

degrees whose recipients intend to pursue a career either as

teachers or performers of opera. The Guidelines concerned

only aspects of artistic training and standards rather than

career/business matters.

In 1984, the National Association of Schools of Music

(NASM) published a report on educating the singer-actor

(Laird, 1984). Data were reported from 405 degree-granting

institutions offering baccalaureate and/or graduate degrees.

The report listed academic and administrative requirements

of various programs; however, there were no evidences

of counseling or course work in career development,

the business of singing, or the profession of music. NASM

recommended that institutions make careful review of all

aspects of professional vocal training programs and to

structure degree requirements that include objective

counseling in music, theatrical skills, and music business.
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In order to assess existing vocal degree programs,

"institutions must have the cooperation and assistance of

the presentation sector in working on this problem"

(Laird, 1984, p. 57). The attitudes of professional singer-

actors toward a performance career must be determined so

that counseling reflects the nature of the business of

singing. This study sought to investigate the attitudes of

selected professional singers toward specific career

realities and skills common to the profession of classical

singing.



CHAPTER III

METHODOLOGY

The purpose of the study was to investigate the

attitudes of selected professional classical singer-actors

regarding specific occupational concerns within the music

profession. Career realities selected for the investigation

were control of work conditions, entrapment, and dependency.

The first research problem was to describe the

attitudes of the singer-actor toward control of work

conditions. Specifically, questions were raised regarding

perceptions about status, career mobility, professional

skills (education, technical skill maintenance, and

auditions), compensation, fringe benefits, performance and

rehearsal conditions, job competition, choice of employment

situations, style of music performed, and autonomy.

The second problem addressed the attitudes of the

artist toward factors of entrapment. These factors were

those over which the individual had little or no conscious

control, such as gender, race, age, health, physical

appearance, vocal maturity, family relations, and travel.

The third research question describes the attitudes of

the vocalist toward the factors of dependency. These items

were related to persons upon whom the individual must rely

48



49

in order to perform professional duties such as agents,

support personnel, colleagues, accompanists, stage

directors, conductors, music critics, and audiences.

The fourth problem was to report attitudes toward

current practices when training the singer for a career in

classical vocal performance. The artists were asked about

what should be included in the curriculumm and to give

advice to student vocalists.

The fifth research problem sought to draw a profile of

the sample based upon the responses to the Data Profile

Sheet and attitudes expressed during the interviews.

Commonalties identified were those regarding demographics;

the attitudes described in problems one through three toward

work conditions, entrapment, and dependency; and demeanor

during the interview sessions.

Prior to formalizing the methodology for the main

study, two pilot studies were conducted, Initially the data

collection tools included a questionnaire for demographic

material and questions for a closed schedule interview to

identify the attitudes of the sampled individuals. The

tools were to complement each other. The purpose of the

first pilot study was to construct the investigational tools

and test the method for collecting the data for the main

study. The purpose of the second pilot study was to fine

tune the investigational tools.
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Pilot Study One

A preliminary questionnaire was developed based on

demographic items which would identify the sample. This

questionnaire was then tested on five singer-actors: two

full-time performing artists, one retired professional opera

singer, and two classical singer-actors who had retired from

professional performance and were teaching at major

universities. The two university professors were included

in the pilot study since the results of the main study would

have implications that could be used for career and

vocational counseling in higher education.

The questions in the questionnaire identified age,

attitudes about career status, education, employment, fringe

benefits, gender, marital and'family status, race, and

salary. Following the completion of the pilot

questionnaire, a non-directive, loosely structured interview

was conducted to determine attitudes toward the general

topic and purpose of the study. There were no specific

questions designed for the interview; rather the subjects

were free to express feelings, ideas, and suggestions for

the data gathering instruments of the main study. The topic,

appeared to be of interest to the professional singers

interviewed, some of whom expressed the wish research of

this nature had been available during their career entry

years.
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The pilot questionnaire was revised into a Data Profile

Sheet (DPS) to conform with the suggestions of the sampled

individuals (Appendix A). Questions one through eight of

the DPS were designed to identify the gender, race, age,

marital status, family, and home environment of the

respondents. The next six questions were directed toward

the educational background, essential skills, and continued

study of the sampled individuals. Information from these

responses was considered necessary to identify the sample

and notate data from which a profile of the professional

singer could be established. The final seventeen questions

of the Data Profile Sheet were designed to explore the

perceptions of the subjects regarding the profession of

classical singing. See Table 1 for question numbers that

address specific research issues.

Table 1

Identification of Questions Addressing Variables

--- --------------------------------------------------------

Data Profile Sheet
Subject Question Number

--- --------------------------------------------------------

Years in profession 15
Employment 16, 17, 18, 19, 21
Financial status 20, 22, 25
Benefits 23, a, b, c, 24
Career implementation 26, 27
Attitude (self-evaluation) 28, 29, 30
Career Options 31
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Before answering the questionnaire, the respondents

were asked to sign a statement indicating willingness to

participate in an interview. In order to facilitate data

analysis, permission was requested to record the interview

on cassette tape for transcription. The participants could

request a copy of the results of the research. If the

subjects chose to receive the findings, they included an

address to which materials could be forwarded. The

individual placed the information in a numbered envelope

which was filed under separate cover to protect the

anonymity of the participant.

From the Data Profile Sheet and the suggestions of the

sampled individuals, questions for a "semistructured

interview" (Bernard, 1985, p. 204) were formulated (see

Appendix A). Questions 1, 5 through 11, and 35 through 38

of the Closed Schedule Interview (CSI) identified attitudes

toward status. Questions two through four investigated

education and performance skills. Perceptions of entrapment

were explored in questions 12 through 23. Eleven questions

(24 through 34) were designed to examine dependency.

Question 39 and 40 report attitudes toward current training

for the singer. For the relationship between specific

questions from the two investigational tools see Table 2.

Throughout the interview process it became evident that

conversations between individuals could be interpreted in

various ways due to perceived changes in the attitudes of
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Table 2

Relationship of Data Profile Sheet (DPS) and the Closed

Schedule Interview (CSI) to Research Problems

------------------------------------------------------------

Research Problem 1 Research Problem 2
(Control of Work Conditions) (Entrapment)

DPS CSI DPS CSI
Questions 9 - 14 1 - 11 Questions 1 - 8 18 -23

5 - 24 35 - 38
28 - 31

Research Problem 3 Research Problem 4
(Dependency) (Current Training Practices)
DPS CSI DPS CSI

Questions 27 24 - 34 39-40

the respondents to specific research issues. According to

Young (1966), to interview is not a simple conversation

between.an interrogator and an informant. Gestures, facial

expressions, inflections, hesitating statements, and body

movements are part of the interplay between conversing

individuals.

It was noted that in some instances the original

meaning of words as found in a standard dictionary became

contradictory to the connotation in which they were used.

The tone of voice and the attitude of the individual to an

issue could obscure the real meaning of the response. For

example, "oh, yes!" would indicate a positive attitude

toward the singer's formal music education or, if expressed

by a sarcastic tone of voice, the words could indicate an

opposite meaning. Such discrepancy would cause the analysis
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of the response to be incorrect. It was determined that a

method to obtain and notate individual behavioral

characteristics observed during the interview should be

included in the data analysis procedure. Participant

observation allows integration of the respondent's conduct,

deportment, demeanor and tone of voice (Young, 196).

According to Bernard (1988), participant observation. is

the foundation of anthropological research. Although, "it

is the least well defined methodological approach" (p. 148)

perhaps a parallel could be drawn from this field to

research in other areas. The author lists five reasons for

including this means of data collection in the conduct of

"scientific research about cultural groups" (p. 149). (1)

Participant observation is not a method but a "strategy"

that facilitates the collection of qualitative and

quantitative data. (2) It reduces the problem of

"reactivity" (i.e., people changing their behavior). (3) It

helps formulate sensible questions. (4) It provides the

researcher with an intuitive understanding of the data

extending both the internal and external validity of what

was learned. And (5) "Many research problems simply cannot

be addressed adequately by anything except participant

observation" (p. 152).

In developing a style for observation, consideration

was given to the types of attitudes to be recorded.

Notation was limited to overt behavioral modifications
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such as aspects of speech, facial expressions, and physical

appearance. Aspects of speech indicated items such as tone

of voice, use of expletives, speed of answer, reluctance to

answer, and hesitancy with the response. Facial expression

and physical appearance denote adjustment of muscle groups

or body position, beyond those of normal behavior and overt

enough to be notated. Every effort was made to notate

changes of behavior without creating a distraction.

A Participant Observation Form (POF) was developed (see

Appendix A) so that the researcher could indicate the

perceived attitude of the respondent to the issues

addressed. Observed reactions were notated in the margin of

the Closed Schedule Interview form during the interview. A

summary of the notations was made immediately following the

interview by transferring notes from the CSI sheet onto the

Participant Observation Form. In order to establish

validity of the observations, optional interview questions

sought to stimulate the respondent to produce more

information to clarify a response (see Closed Schedule

Interview, Appendix A, questions 41 - 46). These questions

were used as a neutral probe to encourage the respondent to

explain reactions to a particular issue. The Participant

Observation Form was used only when needed to prevent

misunderstanding created by a change of behavior that would

affect the translation between the verbal response and the

underlying meaning of the phrase.
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Pilot Study Two

To fine tune the investigational tools, five

individuals were chosen as the sample for the second pilot

study. Career information was collected from singers who

had achieved a certain level of success according to their

own definition. Earning seventy-five percent (75%) of their

total income from singing performances of classical vocal

music was defined as indicating a financial stability gained

from rather consistent employment with established

performing organizations.

Access to full-time performing classical singer-actors

was acquired through personal acquaintance or through opera

producing companies located in an area available, to the

location of the researcher. A telephone request was made to

individuals who were personal friends explaining the nature

of the research and requesting participation in the project.

When soliciting aid from an opera producing company, a

similar telephone call was made to a personal contact within

the management of the company. Company management personnel

assisted in contacting the singers and arranging interview

schedules. A letter was tendered confirming all

conversations (see Appendix B). Enclosed with the letter

was a copy of the Data Profile Sheet, the interview

questions, and the release form indicating consent

to participate in the project. The letter included

statements regarding the processes of reporting the data,
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and comments regarding the scheduling of the interviews.

Participants were assured that data gathered from the

research tools would be used only within the framework of

this research project and that confidentiality was protected

by the assignment of a code number to each respondent.

Prior to a scheduled interview, a copy of the

Participant Consent Form, the Data Profile Sheet, the Closed

Schedule Interview, the Participant Observation Form and a

cassette tape was placed in an 8 X 11 envelope. The

identity number assigned to the singer-actor was placed on

the upper right hand corner of the envelope. The identity

code was written on the research tools and was recorded at

the beginning of the interview tape.

At the beginning of an interview, a brief period of

time was allowed to establish a rapport with the singer-

actor by exploring items of mutual interest. If the

respondent had not yet signed the Participant Consent Form

or had not answered the Data Profile Sheet, the significance

of these items was briefly explained and time was given the

individual to complete them. Although topics for the

interviews were derived from an established list of

questions, interviews moved freely, exploring motivations,

attitudes, and career experiences in line with the

individual's answers to specific questions. The respondents

had the freedom to express their own trains of thought.
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Following procedures described by Bernard (1988), Hill

(1985), Parker (1980) and Young (1966) the interview was

flexible. The tone and flow of the conversation guided the
interview rather than a strict adherence to the sequence of
questions. The amount of time devoted to each question

varied as it depended entirely on the interviewee's interest

in any given issue. However, record of the topics covered

was kept in order to ensure response to each research

quest ion.

The interviews were recorded on a voice activated

cassette tape recorder with built in microphone. The

cassette tapes could record a maximum of ninety minutes.

Following the interview the Data Profile Sheet, Closed

Schedule Interview questions and the cassette tape were

returned to the envelope. Changes in the aspects of speech,

mannerisms, reactions, or variations of behavioral patterns

notated were transferred onto the Participant Observation

Form which was deposited with the other materials. In order

to ensure anonymity, the Participant Consent Form was

removed from the envelope and filed under separate cover.

The Data Profile Sheets and the tapes were submitted to
two coders for preliminary analysis. They had been

instructed by the researcher to check responses on the DPS

to be sure that the subject responded to every item listed

as a subdivision of the research problems (Appendix C).
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Next, the coders listened to the interview tapes to

validate that the subject did respond to all issues

addressed in the Closed Schedule Interview. - They reported

that all items on the Data Profile Sheet and corresponding

interview questions had been addressed by the respondents

(Appendix C). They were instructed to review the Data

Profile Sheet and listen to the tape a second time to

determine if any inconsistency (i.e., change of answer

quality) occurred between the responses of the two research

instruments.

Responses from the investigational tools concerning

realities, job hazards, attitudes, and perceptions were

compared to see if parallels could be drawn among individual

careers, thus identifying an occupational concern

distinctive to the profession of classical singing.

A detailed analysis of Pilot Study II data according to the

research problems is presented in Appendix D.

The results of the analysis indicated that it was

possible to obtain usable data from professional classical

singer-actors. They talked freely about the business of

singing, individual experiences, and expressed an interest

in assisting the entry level singer with the problems of the

career. The interviews indicated that the outlook of the

participants extended beyond personal occupational concerns

to an interest in the standards of professional performance,

audience education, the financial climate of the arts, and
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the state of music education. Although there were

differences in the values and attitudes among the sampled

career vocalists regarding the business of singing there was

a large majority of commonality in responses to the research

issues. The specificity of the classical singing profession

revealed career realities that would seem to be unique when

compared to those of the music profession at large.

The Main Study

Professional classical singer-actors were defined as

those individuals who had received formal training in an

institution of learning within the United States and who

were earning approximately seventy-five percent (75%) of

their total yearly income from performing classical vocal

music. Since the locations of the singers' employment

during the past three years were notated, the sample was

regarded as representative of professional classical singers

within the United States.

Fifty-three classical singer-actors, including the five

subjects participating in the second pilot study, consti-

tuted the research population. It was estimated by a

member of the staff of The American Guild of Musical Artists

(AGMA), a labor union representing musicians, that there

were between two hundred-fifty and three hundred

professional American classical singer-actors regularly

employed as solo artists and earning a living wage within
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the United States. The fifty-three individuals constituting
the research sample cannot be assumed to represent the total
population because they were not randomly selected.

However, they do constitute approximately twenty per cent of
the estimated AGMA membership which fit within the
definition of "professional singer/actor" for this study.

Due to the nature of the singing profession and the
location of professional performing organizations, selection

of the population was dictated by the mobility of the
individual singer/actors (i.e., the production organization

remaining stationary with the singers rotating in and out of
performing situations). The geographic area included those
professional organizations in the middle United States
(i.e., Arkansas Opera Theatre, Atlanta Opera, Austin Lyric
Opera, Central City Opera, Dallas Opera, Fort Worth Opera,

Houston Grand Opera, Kentucky Opera, Lyric Opera of Chicago,
Lyric Opera of Kansas City, New Orleans Opera, Opera

Columbus, Opera Omaha, Santa Fe Opera, Shreveport Opera, St.
Louis Lyric Opera, and Tulsa Opera) which were within a
reasonable traveling distance. Although the majority of the
population was drawn from this centralized area, there were
several participants residing in cities or contacted through

professional performing companies located along the East and
West coast (i.e., Orlando, Baltimore, Los Angles, San
Francisco and San Diego). The procedure by which the
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subjects were contacted was the same as that described in

the second pilot study.

Selection of individuals by a management or production

company to participate in this project was left strictly to

the judgment of the agent or company representative acting

in the role of intermediary. The process by which the

singers were contacted and presented with a sample copy of

the research material was at the discretion of the contact

organization. In all but one case the names of the

subject(s) were not presented to me until the scheduled day

of the interview(s). In one instance the company

representative indicated that a singer had already

participated in the project while performing with another

organization in a different location. Of the fifty-three

singers comprising the research sample, direct contact based

on personal acquaintanceship was made with only five vocal

artists.

In order to satisfy the research problems as stated,

the main study followed closely the procedure described in

the second pilot study. The Participant Release Form, the

Data Profile Sheet, and a copy of the interview questions

were distributed to the subject if the individual was a

personal acquaintance. When the singer/actor was contacted

by an agent, music business contact, or opera management

personnel, copies of the Participant Release Form, the Data
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Profile Sheet, and the interview questions were dispensed or

displayed for perusal prior to the scheduled interview.

The location of each interview was selected by the

individual singer/actor or by the contact organization.

Interviews were held in the participant's residence, hotel

lobbies, restaurants, dressing rooms, and, in one case, at

pool side in a garden. In two areas where multiple

interviews were scheduled, a centralized location was

provided by the production organization with the

singer-actors appearing on a specific interview schedule.

The time of the interview was chosen by the individual

singer-actor or was dictated by the production organization

with regard to rehearsal schedules and performance

commitments.

In three cases, the interview was conducted by

telephone because of a rehearsal/performance schedule or

because the individual was not available at the

interview location. Twice, singers became so interested in

the research subject that they offered to contact another

artist, to give them copies of the research materials, and

to encourage them to tape their responses to the interview

questions. The two taped responses that had been obtained

in this way were received by mail. In both instances, the

individual had completed the Participant Consent Form, the

Data Profile Sheet, and responded to all of the interview

questions.
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Prior to the beginning of the interview, conversation

about mutual interests, the purpose of the project, the

motivation (rationale) behind the investigation, and the
research instruments took place as explained in Pilot Study

II. If the singer had not yet signed the Participant

Release Form or replied to the Data Profile Sheet time was
allowed for the completion of those items. The artist was
reminded that confidentiality would be protected and the

process to protect anonymity was described. During the pre-

interview discussion, the participants were also assured

that references to specific places and names of persons

would be kept in strictest confidence by research assistants

or by secretaries preparing transcriptions. The individuals

were encouraged to speak freely without fear of direct quote

or inference. At the close of each session, the singer was

thanked for their interest and for participating in the

research project.

The general outline of the interview was to divide the
session into three sections following the design of the

research problems. The interview was directed only in so

far as to be sure all issues were addressed by the
respondent. The flow of the interview was directed by the

singer/actor. The order in which the details were discussed

depended upon the individual's particular bias. They were

free to discuss a topic for as long as they wished which

resulted in interviews of varied length between 45 and 97
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minutes. Conversations were taped, with the permission of

the subject, on the same cassette recorder used in the pilot

studies. A 90 minute cassette tape was used and, in all

cases except one, was of adequate length to complete the

interview. In order to guarantee consistent recording

quality the batteries in the recorder were replaced after

every five interviews.

During the interview, deviations of body language,

facial expression, or vocal timbre were notated in the

margins of the Closed Schedule Interview question sheet so

as not to interrupt the flow of the conversation.

Immediately following the interview such behavioral obser-

vations were transferred to the Participant Observation

Form. Only adjustments of behavior or speech that effected

the clarity of the meaning of the response were notated on

the Participant Observation Form. Participant observation

was conducted as described in Pilot Study I. If there

were no perceived deviations in conversational demeanor the

Participant Observation Form was not included in the

interview packet.

Each Data Profile Sheet and interview tape was

submitted to the coders. They were instructed to act in

the same manner as during the second pilot study. They

verified the number of questions on the Data Profile Sheet

to which the research participant had responded. They

listened to the interview tape to be sure all issues were
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addressed by the respondent. The answers on the Data

Profile Sheet and the responses recorded on the tape were

compared to check consistency of the attitudes expressed by

the singer. The coders compared the responses in order to

ascertain any effects on the interpretation of a response

caused by behavioral modifications of the individual singer.

A sarcastic inflection, a laugh, a variation of tone

quality when applied to normally positive or negative

words were noted. The clarity of the response between the

tape and the Data Profile Sheet was evaluated to ensure

consistency. They indicated any discrepancy they perceived

between answers found on the Data Profile Sheet and in the

interview tape on the Coders Report: Participant Response

Consistency, Appendix C.

The reports of the coders were compared to

determine incompatible perceptions between the two. There

were only three instances where opinions differed about the

inference or interpretation of an answer. In those cases,

the research tools were re-analyzed simultaneously by both

reporters. The reasons leading to specific conclusions were

discussed and a consensus of opinion between the two was

reached assuring agreement for the analyses. Agreement

between the coders was calculated as in Pilot Study II

(Appendix C).

The tapes were transcribed by a professional

stenographer. The transcription was done directly onto a
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software computer disc from which references to specific

persons or places could be omitted. For example, if the

singer referred to an institution of higher learning or a

particular professional performing company the exact title

was removed and "Ca university (company) in the mid-southern

U.S.)" was substituted into the text. References to persons

were simultaneously changed to "Espouse)," "[voice

teacher)3, " coachch, " "Cagent3, " etc.. The transcriber made
no effort to qualify the attitude of the answer. No

references were made to alterations of the aspects of

speech. For examples of transcriptions see Appendix G.

Data Analysis

In order to analyze the raw data, the number of like

answers was recorded from the Data Profile Sheet. A tally

of the total number of participant answers was made with a

breakdown of the responses by gender (Appendix E). A

comparison of this tally with the reports of the coders was

made to check for for inconsistencies. The comparison

showed agreement between the tallies and the accounts of the

research assistants.

As tools to interpret the Data Profile Sheet, charts

were prepared depicting the answers of the respondents.

Personal information about gender, race, age, marital

status, children, home ownership, and community was

organized into charts indicating the number and types of
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responses to each issue (Appendix E). Educational

background and performance skills were collated in the same
manner. Factors of employment such as the number of years
each participant had been a professional singer, control of
engagements, salary, fringe benefits, colleagues, agents,

and yearly employment record were similarly annotated, as
were the answers indicating perception of self, professional

classification, and success.

While listening to the interview tapes, a tally was
made of the "yes" and/or "no" responses for the factual

issues addressed. For those questions requiring the

expression of individual viewpoints, descriptive terms and
phrases were listed as they occurred within the

conversations. These qualitative statements were cataloged

in order to summarize the attitudes of the respondents to
specific research issues (Appendix F).

The interview responses were interpreted by collecting

words, terms, or phrases that were found in the recorded

conversations. Attitudes about specific issues appeared
to prompt a degree of sameness within the language used by
the respondents. Words were assimilated under the divisions
of the research problems pertaining to Work Conditions,

Entrapment, and Dependency. Verbalized responses

communicated by the participants were summarized according

to each question as they appeared on the Closed Schedule

Interview.
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The tallies and catalogue of the responses to the

interview questions were compared to the reports of the two

coders in order to determine any inconsistencies. There

were three instances where wording was interpreted in a

different manner. In those cases, the two coders met with

me to review the Data Profile Sheet and the interview tapes

in order to reach a mutual understanding of the answer. The

response was then interpreted and recorded within that

context.

In instances where changes of physical attitude or tone

of voice had been recorded on the Participation Observation

Form, the packets containing the participant's materials

were separated for additional scrutiny. Language differing

from demeanor was again compared to ascertain differences

between the answer as marked on the Data Profile Sheet and

the responses as recorded during the interview. The

notated attitude adjustment was compared to the verbal

answer and the quality of the response adjusted to reflect

as accurate a view of the response as possible.

In order to analyze the raw data, the charts and

tallies of demographic information and the catalogue of

terms were organized chronologically to correspond with the

order in which the issues were addressed on the Data Proflie

Sheet and in the interview questions. That information was

then divided into the categories of work conditions,

entrapment, dependency, and training the classical singer.
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The attitudes included in each subdivision were examined so

that the analysis would reflect issues addressed in the

research problems. The personal information about each

singer and the career realities and occupational

concerns expressed in the interviews were studied to

identify commonalties that established the relationship of

the information gathered for the study.



CHAPTER IV

ANALYSIS OF THE DATA

The data are reported in the following manner: first,

the sample is described according to the responses on the

Data Profile Sheet concerning demographic information on

each subject. Secondly, the content of the interviews is

described in order of the research problems.

The Sample

Fifty-three singer-actors participated in the study.

"Singer-actor" for the project was defined as a soloist who

was a citizen of the United States, who had received

education predominantly within this country, and who was

earning a living singing classical music. Forty-four

participants were Caucasian, seven were Afro-American, one

was a Native-American, and one singer listed race as

"other." The gender of the total population was divided

almost evenly with twenty-seven men and twenty-six women.

Table 3 summarizes the responses regarding gender,

race, age, marital status, parenthood, and home ownership.

The age span of the artists was twenty-five to sixty-two

years. All of the men responded to the question indicating

age. Two of the women omitted the answer while two other

females replied with "thirty-plus" (30+). These two

71
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Table 3

Personal Data

Variable Responses

Gender: Men 27
Women 26

Race: Caucasian 44
Afro-American 7
Native-American 1
Other 1

Average age 37.7

(Range 25 - 62)

Married 36 (26 had 61

children)
Single or Divorced 17 (no children)

Owned residence 34

Average yrs. in location 6 (range 1 - 25

yrs.)

Average yrs. in community 9.2 (range 1 -32

yrs.)

"thirty-plus" answers were averaged between thirty and

thirty-nine years and recorded as thirty-five years of

age. The average age of all the performers was 37.7 years

Thirty-six singers were married with the remaining

seventeen being single or divorced. Twenty-six of the

married participants were parents. The number of children

per individual varied from one to six for an average of 2.2

children per family. One respondent had two step-children
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living in the home and one listed one step-child. None

of the single or divorced singers reported having any

children.

Sixty-four percent of the respondents owned their

home. Individuals had resided in the present community

from slightly less than one year to their entire life and
in the present location from less than a year to twenty-

five years. When the terms "entire" or "whole life"

appeared as a response, the singer's age was recorded as
indicative of the total number of years the participant had

resided in a particular area. The average number of years

the respondents had resided in the present abode was six

with slightly more than nine years being the average

residency in the local community.

Questions 9-14 of the Data Profile Sheet identified

education information about the singers. Table 4 is a

summary of educational information.

Two singers had begun vocal study during the pre-teen

years. Fourteen had started voice lessons between ages
thirteen and sixteen. The remainder of the population had

begun lessons during the latter teen years or early twenties

with the exception of two who had not begun formal vocal

training until the mid-twenties. All but two artists had
instruction on some type of instrument. Forty-one singers

had studied the piano, twenty played string instruments,

sixteen were trained on woodwind instruments, five each



Table 4

Educational Backqround

Variable 
Response

Average age began vocal study 18.5 (range 9 -25)

Degrees: High School 1
College/Conservatory 

16
Masters 

36

Post. master's 10 of 36

Play another instrument 51

Education Relevant: Yes 40
No 10
Yes & No 1
Grad study

only 2

Participated in Apprentice
Program 

29

Currently working with:
Voice Teacher 34
Vocal Coach 

35
-------------------------------------------------------

played brass or percussion instruments, and four had studied

the organ. One individual had studied instruments only as
required by the Bachelor of Music Education degree.

One singer indicated that formal education had extended
only through high school. Sixteen respondents listed a

college or conservatory bachelors degree, artist diploma,

or the equivalent as the highest level of formal training.

Sixty-eight percent had completed the master's degree with
ten of the thirty-six individuals having pursued
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post-master's study toward another degree. Forty singers

felt formal musical education was relevant to the present

employment situations. Two respondents indicated that only

study at the graduate level had been relevant while one

singer answered, "yes and no." Ten participants (18.9 %)

felt that their formal education had no bearing on present

employment conditions.

Slightly over half of the singer-actors had

participated in operatic apprentice programs or internships

to gain practical experience during the transitional years

of vocal maturation. Vocal skills were currently being

maintained by approximately sixty-five percent of the

singers through study with a voice teacher and/or a vocal

coach.

Questions 15-19, 21, 26, and 27 of the Data Profile

Sheet identified specific career information from the

artists. Table 5 represents a summary of that data.

The artists had been employed professionally between

three and thirty-five years. Slightly over twelve years was

the average time as a professional singer. Approximately

thirty-six weeks was the average yearly employment record

with the range being from eight to fifty-two weeks. Three

respondents indicated full time as an answer which was

calculated as a fifty week employment situation when the

tally of responses was made.
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Table 5

Car eerInformation

Variable Response

Average Years Professional Singer 12.1 (range 3-35)

Average Weeks Employed Yearly 36.3 (range 8-52)

Location of Employment
48 Contiguous States 8-42 singers
Alaska, Hawaii, Puerto Rico 5 singers
International Career 27 singers

Performance Media: Concert 45
Opera 51
Oratorio 32
Recital 30
Recording 20

Perform Outside Classical Tradition
Frequently 9
Never 16
Occasionally 28

Daily Work Preparing or Performing
in Classical Vocal Tradition

100% 9
90% 16
75% 15
Less than 75% 13

Needed Additional Business Skills
Yes 42
No 11

Represented by Management
Yes 43
No 10

------------------------------------------------------------

Ninety-six percent of the artists had performed

operatic roles during the past three years. Concert

performance was cited by eighty-five percent of the
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respondents as the second most active area for employment.

These two answers were followed closely by oratorio (69.4%)

and solo recital (56.6%) performances. Less than half

(twenty of the respondents) indicated employment within the

recording industry during the same period.

Nine performers indicated that they spent one hundred

percent of their professional time preparing for or

performing classical vocal music. Sixteen singers spent

ninety percent of the working day while fifteen others

indicated they were involved only about seventy-five

percent of their time in the classical vocal tradition.

The thirteen remaining participants concentrated less than

seventy-five percent of the total professional time in

actual preparation for or participation in performance of

classical music.

Slightly over one half (52.8%) of the respondents

occasionally performed outside the classical music

tradition. Sixteen singers (30.2%) never considered that

alternative. Nine respondents were frequently employed in

areas outside the classical vocal media. Singers listed

employment in musical theatre, light opera, commercials,

radio-television, restaurants, cabarets, night clubs, and

with religions organizations. They made reference to

singing jingles, jazz, country western , zarzuela, and

gospel. Four artists had been employed as straight

(legitimate) actors.
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Locations of employment traversed the forty-eight

contiguous states, Hawaii, Alaska and Puerto Rico. Forty-

two singers had performed within the New York/Washington

D.C. area. The New England, North Central, Lower Mid-

West, and West Coast areas were each performance locations

for over thirty singers. Twenty-three to twenty-seven

singers had performed in the South Eastern, South Central,

and South West regions with a like number in the Upper

Western area. For a detailed division of employment by

regions consult the Data Profile Sheet (Appendix A).

Alaska, Hawaii, and the Mid-West were the areas with the

least amount of employment for singers.

Twenty-seven artists indicated having international

careers. They had been employed in the European countries

of Austria, East Germany, England, France, Germany,

Ireland, Italy, The Netherlands, Spain, and Switzerland.

Some had performed in the Orient (Japan and Taiwan).

Several reported performances in Israel, Russia, and

Australia. Other performances were listed in Canada, Mexico

and on the island of Bermuda. San Salvador and Uruguay

completed the catalogue of countries where artists had

performed during the late 1980's.

Forty-three (B1.1') of the artists were represented by

an agent. The majority of the singers with international

careers were under multiple management with agents in

several countries. Those singers represented by more than
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one agent indicated that they employed a principal agent

with whom the others would cooperate. Several expressed the

opinion that it was important to have local representation

in order to be well informed about employment situations.

Only eleven singers said that they had not found a need

for additional business skills beyond everyday expectations.

On the other hand, forty-two indicated that they had not

been adequately prepared for the requirements of the

business world.

Questions 20-24 of the Data Profile Sheet sought to

identify the variables of the financial situations for the
singers. Table 6 is a summary of these factors.

Twenty-three artists earned one hundred percent of

their annual income from singing classical music. Fifteen

indicated that ninety percent of their income came from

performing in the classical tradition while ten singers

earned between seventy-five and ninety percent from that

media. Fiveperformers acquired less than seventy-five

percent of their total earnings from performing classical

literature. Singers referred to family income, investments,

a working spouse, employment in another musical field, or a

job outside of music when explaining total income.

When responding to the question about the quality of

compensation received for their services, five artists

indicated they considered the financial rewards to be

excellent. Seventeen singers believed that compensation
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Table 6

Financial Information

--- ------------------------------------------------------

Variable Response

Income Earned from Classical Singing
100 % 

2390 % 
14

75 % 10Less than 75% 5

Financial Compensation
Excellent 

5Adequate 
17

Average 
18

Poor 
12

Benefits Held
Retirement Plan 45
Health Insurance 46
Life Insurance 37
Salary Disability 11

Sufficient Benefits for Future Security
Yes 

14No 36
Because of Spouse 1

Are Financial Rewards Primary Concern
Yes 

21
No 

28Yes and No 3

was adequate with eighteen others feeling the pay was only

average. Two stated that though the pay scale in the United

States was poor it fell within the excellent range in

Europe. The remaining twelve singers indicated income from

professional classical singing to be poor.
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Forty-five of the respondents were participating in

some type of retirement plan. Twelve of these plans were

provided by a group plan through an organization. Twenty-

two artists provided themselves with a plan through a

private vendor (which included Individual Retirement

Accounts [IRAJ and Keough plans). Eleven others were

provided retirement security in conjunction with a spouse,

the family, or a private corporation. Eight singers had no

retirement program at all.

Seven singers had no health insurance coverage. Two

artists received health insurance as a side benefit through

their agent or manager. A group plan through an organi-

zation provided coverage for eleven while nineteen

respondents carried a policy through a private company.

Fourteen were included with a family or spouse.

Agent/management provided life insurance as a side

benefit for three artists with eleven others participating

in a group plan through the same organization with which

they had health coverage. Fifteen dealt directly with a

private company and eight continued coverage with a spouse

or with the family. Sixteen artists having no life

insurance was double that of those not participating in a

retirement plan or having health insurance.

Eleven artists had disability insurance. The agent

provided coverage for one singer. One participated in

group plan disability, one was provided coverage with
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a spouse, and eight bought policies from a private company.

The remaining forty-two were not covered by this type of

insurance. Several respondents indicated an interest in or

desire for disability coverage by writing a comment into the

margin of the questionnaire.

When questioned about the security provided by

side benefits, thirty-six artists felt these benefits

were not sufficient to provide stability. Fourteen

answered positively about their future and one respondent

felt a sense of security only because it was provided by a

spouse.

Three singer-actors marked both yes and no when asked

if financial compensation was the primary consideration when

accepting engagements. Twenty-one artists replied

positively. The twenty-eight negative responses were

accompanied by such other considerations as the role,

colleagues, location, conductor, director, type of music,

length of the contract, exposure, influence on future

engagements, amount of publicity, repertoire, suitability,

artistic considerations, availability, and if it was a world

premiere.

Results According to the Research Problems

Attitudes Toward Work Conditions

Research problem one sought to describe the attitude

of professional classical singer-actors toward factors
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identified in the literature as Control of Work Conditions.

Business and performance skills, relevancy of education, the

audition process, the pay scale, automony, and attitude

toward the profession at large were among the issues

addressed.

Table 7 is a summary of the responses from the Data

Profile Sheet regarding attitudes related to control of work

conditions. It includes the participant's perception of

status and career contingencies.

Table 7

Perception of Status and Career Options

-----------------------------------------------------------

Variable Response

--------------------------------------------------------

Consider Self as
Artist 28
Worker 0
Both 25

Think of Singing as
Work 0
Pleasure 1
Both 52

Consider Self as Successful
Yes 47
No 6

Consider another Career Option
Yes 17
No 9
Sometimes 27
Often 0

---------------------------------------------------------
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The singers appeared well satisfied with the profession

they had chosen. Slightly over half (52.8 %) thought of

themselves as artists while the others considered themselves

as a combination of artist and worker. None of the singers

conceived of their position as a job. However, one

participant regarded the career as pure pleasure. The

majority agreed that their profession was both work and

pleasure.

Eighty-eight percent believed that they were

occupationally successful. The remaining twelve percent

cited the reasons for not feeling successful as not being

financially independent, a lack of cultural interest within

the United States, a lack of employment opportunities,

having to hold a second job, and having not been in the

profession for a sufficient amount of time to have reached a

point where success was evident.

The majority of the singers reported having been

frustrated by certain business aspects of the singing

profession. One area of inadequacy addressed was the

relationship to the Internal Revenue Service and rules

governing professional expenditures and record keeping.

Singers with international careers stressed the importance

of knowing the employment regulations and tax laws of the

countries in which employment occurred. There was concern

expressed about learning to manage travel schedules,

arrangements, and luggage. Singers with international
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careers stated the need to acquire adequate knowledge of

the language and customs of foreign countries to manage the

demands of daily existence and travel.

Especially during the career entry level years, the

majority of the singers had been in charge of their own

management, advertising, and publicity. The ability to read

and interpret contracts that would adequately provide for

daily expenses, as well as the agreed upon fee, had become

an acquired skill. The artists emphasized the importance

of learning to market oneself as a commodity, handle

publicity, put together a resume, and acquire the correct

type of photographs.

Singers represented by an agent stated that many

business matters had been relinquished to that person.

However, they agreed that the individual must remain

"constantly vigilant toward" and aware of the activities

of personal managers. The artists had relinquished control

over the advertisement of themselves as a product to an

agency. Several artists with established careers were

employing a publicist in addition to an agent.

Responses to the issue of performance skills were what

might be considered as the obvious ones of vocal ability,

sight reading skills, a good ear, and musicianship. Without

exception the singers stressed the importance of languages.

The subject of language preparedness was deemed crucial to

the performance of classical vocal literature whether or not
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the artist performed solely in the United States. The

singers stressed the increased need for language competency

when performing in another country. In conjunction with the

subject of languages was the matter of lyric diction. A

singer should articulate and enunciate clearly in any

language but especially in their native tongue.

Acting ability was the performance skill mentioned

as second in importance. A large majority of the

respondents had taken lessons in basic acting, stage

movement, body movement, fencing, and/or dance or ballet in

addition to the requirements of university degree programs.

One singer had taken a leave of four years from regular

singing to perfect acting skills by performing in

legitimate theater.

Other traits related to performance skills mentioned by

the singers were vocal agility, learning to prepare

literature, being accurate, being on time, having physical

and vocal stamina, learning vocal integrity, and accepting

criticism. Personal skills included reacting to the

audience, developing professional rapport with other singers

and directors, and establishing and maintaining professional

relationships.

The singers indicated that, as with most professions,

schooling (education) was but a tool with which to build

career success. When speaking about the relevence of their

education, the artists cited such important aspects of
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study as vocal technique training, diction and languages,

audition and contest participation, history and literature

classes, instruction on various instruments, art, theater

classes, ensembles, recital participation, and marching

band. The consensus of opinion appeared to be that the

American singers are the best trained in the world.

Negative responses about their schooling included poor

vocal instruction, instructors without adequate command

of vocal technique, and professors with impressive academic

credentials but without enough actual performance experience

to prepare a student for the pitfalls of the profession.

When referring to degree requirements, the singers cited too

broad a curriculum without enough concentrated study in the

vocal area; too little emphasis on performance; not enough

opportunity to hone the craft through actual solo

performance; not enough demand by the private teacher placed

upon the student to perfect technique; and being pushed too

hard to sing advanced literature before the voice was under

technical control. Other negative responses were not enough

time required in the practice room, singing literature that

was incorrect during the formative years, and too many

contests.

The period between formal education and career entry

had been spent pursuing advanced vocal study and coaching,

learning literature and operatic roles, working on acting

skills, and language study. The respondents were almost
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evenly divided as to participation in apprentice and/or

intern programs. Those who had taken part in such a program

listed American Institute of Musical Studies, Central City

Opera, Cincinnati Young Artists, Colorado Opera Festival,

Des Moines Metro Opera, Four Corners Opera, Houston Opera

Studio, Lyric Opera Center for Young Americans, Merola

Program (San Francisco Opera), Santa Fe Opera, Texas Opera

Theatre, Wolf Trap Opera, Chicago Lyric Opera, Chautauqua

Opera, New York City Opera, Pittsburgh Opera, San Diego

Opera, Sarasota Opera, and the Vienna Staatsoper. Work in

apprentice situations had given the singer's experience and

confidence in vocal, language, and acting skills. Another

positive aspect of the apprenticeship process was the

opportunity to perform with and observe the established

vocal artist. Also listed were benefits derived from the

opportunity to perform complete operatic roles in multiple

performances. Singers who had participated in more than

one apprentice program tended to rank them according to

quality and effectiveness of the experience.

To sustain daily living expenses and the cost of

advanced training, most artists had held jobs other than

that of singing during the years between completion of

formal education and career entry. Individuals worked at a

variety of positions which included teacher, secretary,

janitor, waiter/waitress, clerk, manager, construction

worker, banker, and worker in private enterprise.
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The majority of the singers could not "imagine doing

anything else" at this point in their career. The responses

to the question of career option were mixed. During the

maturation years nearly all of the singers had been employed

in other fields. The options included those closely related
to the field of music as well as jobs within the private

sector. Career contingencies were an immediate

consideration for several of the artists who had been in the

profession for over twenty years. Options to a career in
classical vocal performance paralleled those listed as job
opportunities during the pre-career period.

All of the singers had participated in the audition

process. Artists with an international or established

career no longer felt they were required to audition for a
particular role, In those instances, they perceived the

professional reputation to be enough to precipitate

continued employment. A few singers indicated that

employment itself was an audition for future or return

engagements with a company, director, conductor, or singers
from the current situation.

Some singers had been given formal training in the
process of how to audition by teachers, special classes in
an institution of higher education, or in an apprentice

program. Others had learned to present themselves and their

craft through the process of "doing." Individuals

indicating formal training in this aspect of the profession
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were, for the most part, the younger singers who had

completed their education within the last ten to fifteen

years.

When asked what the participants liked best about

being a classical singer-actor, the responses were

mixed. Answers ranged from the challenge of the learning

process to the colleagues with whom one works, the music,

the money, the business as a whole, the feeling of creating,

the performance itself, and the excitement.

It was generally expressed that there was no such thing

as a pay scale. There is a minimum wage for certain types

of roles as dictated by the American Guild of Musical

Artists (AGMA). However, AGMA makes no attempt to regulate

a maximum wage for singers based on experience or length of

time in the profession. When singers negotiated contracts

directly with the employer or indirectly through an agent

the fees were determined by the experience, voice type, and

reputation of the singer. Although five participants

indicated that the compensation for their musical product

was excellent, thirty-five felt earned salary was average to

adequate. Twelve singers indicated the pay scale was in the

poor range with two performers stating that financial

compensation was poor in the United States but excellent in

Europe. Almost all of the artists expressed a desire for

increased pay for the type of job they were performing.
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Sixteen of the performers who had been in the business

for five years or less felt they had to accept almost any

job offer, provided that it would not do damage to their

vocal instrument. The established singers stated that they

had total control over the engagements that they would

accept.

The established artists were sometimes asked to

recommend a singer they admired to the management of some

company. Occasionally they were asked to comment upon the

abilities of a another artist. However, for the most part

the respondents never had a choice about other singers or

directors with whom they would work.

Responses were guarded when it came to the issue of

sufficient demand for classical vocal performance to warrant

pursuing a career. Most of the singers expressed great

faith in the field of vocal performance. Concern was

expressed for the state of the arts in general and the lack

of social and tax aids for cultural events. The financial

difficulties of major symphonic orchestras were cited as an

omen for the vocal industry. It was stated that public and

corporate monies were the key to financial stability for the

profession. The United States was seen as a nation devoted

to sporting events and "canned music." One artist raised

the issue of mediocrity as the public trend and questioned

how the classical vocal industry could not expect to fare

differently from the rest of the music business such as the
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singers felt it was enough just to survive as a business.

There were many areas where rewards of the business

were felt to exceed the financial considerations. The

artists mentioned personal satisfaction, inner warmth, self

appreciation, food for the soul, creativity, worth, value,

and esteem as rewards that went beyond financial

compensation. The rewards of travel opportunities, working

with an ensemble creating a performance, the audience

reaction, work with colleagues, the excitement of

performance, and the process of always learning and

improving also surfaced during conversation about this

issue.

Without exception the response to, "Do you really like

what you do?," was positive. The answers ranged from a firm

monosyllabic "YES!" to "If I didn't I wouldn't keep doing

it."

Attitudes Toward Entrapment

Entrapment had been identified in the literature as

those factors over which the individual had little or no

control. Many of the artists felt ethnic background did not

affect them since singers are considered for employment by

voice type and suitability for a role rather than by race.

In one case the singer reported having the feeling of
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reverse discrimination by being rejected for employment

because he was of non-Jewish background. One singer

-stressed that because English was not his first language,

his United States citizenship was often challenged. A

number of artists expressed the attitude that singers from

the United States had to be more perfect than a native in

the language of another country in order to overcome the

label of American.

The black singers expressed having experienced some

discrimination during the career entry years. However, that

was no longer an issue once they had reached the artistic

status where contracts were offered on ability and

experience. The artists perceived vocal classification,

vocal ability, and reputation to be factors which were more

important than ethnic background. One male singer felt

that discrimination in the operatic field appeared to stem

from the public's perception of what is acceptable behavior

between male and female in a relationship rather than on

race alone.

The majority of the respondents replied that age had

only affected the career in so far as vocal maturity had

improved their sound. One singer felt that the career had

gotten a late start due to poor teaching. Others reported

they had been ready vocally for jobs but did not have

enough performing experience to satisfy company managements.

All of the singers had accepted the fact that, in normal
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cases, the vocal instrument does not mature until the mid-

thirties. They were prepared to study, coach literature,

perfect acting skills, and work in intern or apprentice

programs during the period between the completion of formal

schooling and the time each individual had reached the point

where people were willing to pay to hear them perform. They

had sung with opera choruses, in recitals, or appeared with

smaller regional opera companies to gain experience.

Several artists questioned whethed they should include

both their chronological age and professional age completing

the Data Profile Sheet. However, only one singer included

both figures on the Data Profile Sheet or made reference to

the fact during the interview.

Every singer was aware of the finite effect vocal

maturation and age has upon performing ability. The

natural aging process of the human body decreases the

flexibility and resilience of the vocal folds as it does

with many muscles. The alteration of hormonal balance

causes the timbre of the vocal sound to change in a reverse

manner to that which occurs throughout puberty.

The artists acknowledged trying to delay the aging

effect. They were attempting to prolong the singing years

through the practice of good vocal technique and physical

and vocal health. The responses of the singers toward

preparing for their future did not appear to be diverse
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from persons who relied on physical prowess to perform other

jobs such as an athlete or an Air Force pilot.

Allergies, travel, and rehearsal/performing conditions

were most frequently mentioned as concerns about vocal

health. Whereas allergies are individualized, there

are areas of the country or seasons of the year that seemed

to create the most concern about pollen and mold (i.e., the

south, southeast, and spring). Comments about dry air

associated with travel or temperature controlled

environments surfaced repeatedly. Dusty rehearsal areas

created problems for several artists. None of the singers

were smokers and they generally avoided places and persons

where tobacco smoke was present. The drying effect of

alcoholic beverages led most singers to avoid usage except

in moderate amounts. Proper vocal technique was also

stressed as a preserver of vocal health.

There were special routines for the day of a singing

engagement. These were as individualized however as the

number of singers participating in the study. In matters of

general health, the artists indicated an active interest in

physical fitness, aerobics, jogging, tennis, golf, and yoga.

Without exception the singers stressed the importance of

walking not only to benefit the body but to allow the lungs

the opportunity to inhale fresh air.

None of the artists felt that vocal quality alone was

enough to build a performance career. All respondents
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acknowledged physical appearance was of paramount

importance. Several of the singers were sure that natural

physique, height, and bone structure had been a positive

factor in influencing an agent or company manager to

consider them for employment.

Some of the taller women expressed the feeling that

height had been a deterrent to employment and had caused

them to lose a position because of having to perform

opposite a short partner. A few of the male artists

referred to themselves being short so that they had to rely

heavily on vocal sound, musicianship, and acting ability to

attract the type of role for which they were best suited

vocally. Two men also referred to themselves as having a

youthful appearance but conceded that attribute would become

a positive physical factor during the latter career years.

Some of the ladies conceded that because of their

height they were constantly fighting a weight problem. All

of the interviewees spoke about watching their weight and

not becoming excessive in size. Singers who have a major

career and who are obese are the exception not the rule. It

was suggested that a singer never put on a resume or

audition blank that they are overweight. One singer went so

far as to imply that if a female artist was under five foot

five (5' 5") she should never admit to weighing more than

130. A person's correct weight and measurements are shared

with the costumer only after the contract was signed.
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The artists felt that excessive travel had a negative

effect upon family and friends. Singers expressed their

reliance upon the telephone system and commented about the

size of their monthly telephone bills. They indicated that

it was up to the individual to keep relationships alive by

expressing concern and interest in others. The telephone

was the instrument that united the family daily if possible

with each family member being made to feel that his or her

news was important. They also stated that it took a

special type of person to understand the travel requirements

of any profession.

The singers felt that a spouse needs to feel the

traveling artist remains connected to the family. The

spouse must realize that the colleagues with whom the singer

is currently working become both friends and surrogate .

family. Other singers are companions of the artist while on

this job in this location but that changes next month or

next week when the singer moves on to another city with new

colleagues. It was stressed that the artist should extend

understanding and support to the spouse and, when finally

returning home, he or she must accept more than a fifty

percent share of the domestic duties.

Most singers said that their career had been hardest

when children were quite young. Small children must be

reassured that the parent will return. As children began

to mature they were taught that the nature of the parent's
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profession demanded a lot of travel and that it was a

necessary part of the job for families to be separated. The

teen years were reported as causing the greatest concern for

the parent/artist. A strong example of right and wrong

according to family standards and a sense of home security

were expressed as the most important factors of development.

Several singers with teenage or older children said that it

had become a status symbol to have a parent that was an

OPERA SINGER! The singers encouraged the family to join

them as often as possible during school vacations. In a few

instances, arrangements were made to enroll a child in

school or preschool for the duration of the performance

contract.

About half of the singers referred to the "three (four

or five) week rule." This was a commitment which did not

allow the acceptance of contracts that would prohibit the

artist from returning home, or from having the family join

them for that period of time.

In order to avoid as much competition between career

and family as possible, the artists consulted with family

members (partners, children, and parents) about important

events that might require the singers presence prior to

accepting any contract. In so far as possible, those events

were considered as commitments of equal importance to that

of professional duties. Arrangements were made to have a

few days off or, if possible, the event was planned between
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engagements. When conflict between career and family had

occurred, the solution to each problem was totally

individual. In the event of the death of a family member,

professional duties were dealt with in much the same manner

as commitments to any profession would have been handled.

The singers cultivated friends from outside the

profession of music. Many had friends from childhood

or college. Neighbors and friendships within the home

community gave the singer a feeling of belonging and

security. Participants said they relied on friends as

advisors with unbiased opinions about career matters.

Almost all of the artists expressed the desire to spend more

time with friends than busy schedules allowed.

The artists identified with the local community, in so

far as their professional schedule allowed. Those with a

spouse and children located in a home community tried to

participate in community activities such as PTA. The

majority referred to having a "church home" within their

community. When possible they performed for social or

educational functions in the local area as a community

service.

When considering whether classical singers maintain a

different life style from other professional musicians, the

answers ranged from "well not really" to "yes, somewhat." In

the sense that no musician is able to perform to top

capacity when ill, the singer differs from the
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instrumentalist in that the instrument is inside the body.

They must always be conscious of drafts, colds, or anything

that upsets the vocal function. When the instrumentalist

is ill, the mechanical function of the instrument itself

will still work.

Another reason for feeling that singers possess a

different life style from that of other musicians came from

comparing the temporary employment pattern of vocal

performers to that of the symphony instrumentalist. Singers

must travel from city to city since there are few resident

companies within the United States with the exceptions of

the Metropolitan Opera and the New York City Opera.

Attitudes Toward Dependency

The artists were asked to comment on attitudes toward

persons upon whom they must rely in order to perform their

professional duties. All of the singers were represented by

personal management except for four men and seven women.

One male artist was in the process of changing agents.

Several singers were represented by a primary agent in the

United States in conjunction with managers located abroad.

The foreign arts agents were either members of the American

firm acting as a representative in a particular country or

were independent managers. Multiple agents were instructed

by the singer to allow the United States agent and/or the

artist to have final say about engagements.
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Agents were selected by the singers because of their

reputation in the business. The majority of the singers

investigated several managerial firms. They had auditioned

for a company representative, and were accepted by the firm

for inclusion on their roster. In several cases, an artist

was approached by an agent because of the singer's

reputation or potential. A few respondents had acquired

managerial representation on the recommendation of a mentor

(i.e. teacher, coach, and/or colleague). Artists with an

established career often indicated they had changed agents

as their reputation and schedules had become more profes-

sionally involved with performances.

Several artists with an established international

career indicated that as well as being represented by an

agent Emanager) they also employed a publicist to

supervise their advertising. This person was to oversee all

releases to the press and to be responsible for the contents

of articles concerning the artist.

All of the artists held membership in a trade union.

The majority were members of the American Guild of Musical

Artists (AGMA). Several respondents were members of the

American Guild of Variety Artists (AGVA). A few said they

held memberships in both AGMA and AGVA. Four singers also

were members in good standing of Actor's Equity (referred to

within the business as "Equity"). Six artists had acted as

local AGMA representatives at some point in their career.



102

Most singers agreed that the AGMA minimum standards

were some protection during early career entry years. One

respondent indicated that AGMA had acted in the artist's

interest during a dispute with a production company.

However, without exception, the singers expressed dissatis-

faction and disdain for the effectiveness of union

membership at this point in their career. They felt that

membership was merely a "necessary evil" if they wanted to

be employed by American opera companies and symphonies.

Several artists indicated that the basic structure of AGMA

should be revamped and/or that there should be a separate

union for vocal artists.

The singers indicated that relationships with

costumers, make-up artists, stage hands, and other support

personnel should always be respectful and pleasant, not

condescending or too demanding. Most support personnel are

professionals within their field and should be accepted and

treated in simular manner. In some houses, support

personnel may be part-time or all volunteer laborers

creating situations where the artist must exercise restraint

regarding personal demands. Nevertheless, one should have a

clear understanding of individual physical characteristics

and encourage costumers and make-up artists to present each

performer in the most positive manner possible. It was

noted that backstage personnel were important in seeing that
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the artist had a familiar and comfortable setting in which

to perform. If there was a fundamental difference of

opinion or problem with any support personnel, the artist

should negotiate a solution either with the individual or

through company management.

The singers said that they had developed a rather

neutral attitude toward press reviews as they were only one

person's opinion. All admitted that there often was a

problem created by unflatering press. The general consensus

was that repeated negative press comments should cause the

singer to investigate the allegations and correct the

problem. Artists tried not to put much stock in reviews

that were lavish with praise. However, all of the

participants admitted that a pattern of consistently good

reviews was an element of continued employment.

The names of several professional music critics

surfaced repeatedly as persons with good vocal and musical

backgrounds. The opinions of these few individuals were

valued by the singers and were judged to be accurate and

fair. The respondents indicated that perhaps all newspapers

should require specific professional standards of music

reporters regarding education, experience, and knowledge of

the field of classical vocal performance before publishing

statements that influence public opinion.

The relationship between singer, stage directors, and

conductors must be based upon the same professional
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standards as those governing support personnel. Only a few

singers indicated that there had been a conflict so severe

between conductor or director that the artist would never

again accept a contract to work with that particular

individual. The established artist had a firm under-

standing of what the body was capable of doing while

still maintaining tone based on proper vocal production.

They resolved conflicts between personal vocal standards and

special effects or interpretations demanded by the conductor

or musical director through individual negotiation.

Concern was expressed about a number of stage directors

whose approach to standard literature was that of change for

the sake of change and not based on artistic interpretation.

These individuals were portrayed as choosing an idea for its

shock value rather than for a unique artistic approach.

Several singers indicated that there were particular stage

directors who seemed so uncomfortable with the male-female

relationship (as required by the text and/or as suggested in

the music) that they were creating "plastic" characters.

The artists insisted that the emotional interaction between

characters must be based upon honest sincerity between the

actors in order to be accepted by the audience.

Except for occasional instances of tempo or dynamics,

the printed page restricts the freedom of the conductor to a

larger degree than it does the stage director. As a

result, the artists felt that the singer and conductor came
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to agreement about an interpretation somewhat more easily

than did the singer and stage director. Artists expressed

disdain for conductors who had only a cursory knowledge of

the vocal line of a score and concentrated primarily on the

instrumental elements. The artists emphasized that a mere

acquaintanceship with the vocal parts is not enough to

produce a competent opera conductor.

Singer-actors indicated that they had to be pliable

within a framework which did not interfere with vocal

technique. They had all performed in productions in which

they had not agreed with the interpretation or staging but

had regarded the situation as a learning experience. The

main terms that surfaced in the conversations regarding

compromise of artistic standards were "flexibility" and

"negotiation."

When describing a colleague as a working companion,

the singers preferred individuals who were well prepared,

congenial, dedicated, artistic, knowledgeable, consistent,

pleasant, flexible, and who possessed good work habits. The

artists indicated that rehearsal and performance work levels

were affected by the attitude of their colleagues. They

stated that one could not discount the great creative

experience that derives inspiration from the performance

level of the entire cast. Conversely, if one member of a

cast is having a bad day the singer must make a conscious

decision to keep the performance level consistent. One
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cannot compensate for another singer by exaggerated acting

or over singing.

The singer-actors pointed out that one of the most

special of all relationships within the vocal profession was

that between singer and accompanist. They stated that in

the recital situation the feeling should be one of a duet

between equal instruments. They expected the accompanist

not only to provide half of the total musical package but

also to act as a partner in the music making process during

rehearsal. Singers relied on the pianist as an extra set of

ears to be conscious of intonation, tonal quality, diction,

and ensemble. In many cases the pianist played the dual

role of accompanist and vocal coach, making the singer's

dependency upon them more stringent.

All of the respondents were willing and anxious to work

with the entry level performer. They expected the career

entry level singer to be well prepared, dedicated, willing

to work and learn, and to be open to friendly advice. They

expressed concern over those singers who had reached or were

getting close to confronting the "rule of thirty." During

the thirties a singer should have reached the point in the

career where age, vocal maturation, experience, and success

rate must be confronted to determine whether or not to stay

in the profession. The trend seemed to be that too many

singers hold on to an unrealistic dream of success.
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According to the singers, dependence upon audience

reaction can be of great help or may be the most depressing

thing in the world. Singers must guard against trying to

impress the listeners. The singer is there to do a job for

the paying public and the two must express mutual respect

for one another. When the audience is "dead" one must not

be too funny, too loud, or broad with actions. On the other

hand, the singer must also be careful not to get too carried

away when audience reaction is positive.

Attitudes RegardinQ Current Training Practices

The fourth research problem was to report the attitudes

of the sampled individuals regarding current practices in

training the singer for a career in vocal performance. They

were asked to give advice to the career entry level singer

and to the student. At the same time, they had the

opportunity to express opinions about courses that should be

included in the curriculum for classical vocal training.

The artists encouraged singers who had the vocal

ability to consider a performing career. However, they

warned against aspirations that were not realistic. They

believed students should seek a teacher that is both

academically qualified and has professional experience.

They reminded student performers to realize that they are

beginners and to be willing to learn from those that have

already established a career. Beginners must be prepared to
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work hard and even to fail occasionally. The artists

said the scholar need not be timid but should be flexible

and willing to try different ways to approach performance.

They encouraged the young singer not be dissuaded by those

who put obstacles in their career path. They reminded the

student they may have to put career ahead of family at

times. As individuals, performers need to be emotionally

secure and confident about personal relationships. Above

all, the artists agreed that the young singer must desire a

performance career more than any other vocation.

Advice to teachers, coaches, and music educators

was succinct and freely expressed. Most of the artists were

aware of the recruitment and retention policy imposed upon

music departments and faculty by the higher administration.

Nevertheless, they encouraged more stringent standards for

those admitted to performance degree programs.

A common thread throughout the conversations with the

singer-actors was that the first consideration of the

university, college, or conservatory be the quality of the

faculty. The respondents felt that there were many fine

singers who had gone into the classroom but who were not

good technicians. However, they also knew that there

were numerous good voice teacher/technicians without much

actual performing experience.

The artists suggested that colleges and universities

take a realistic look at the qualifications of faculty.
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Voice teachers and guest artists must be able to demonstrate

good vocal technique, excellent teaching ability, and

practical performance experience. They stressed that

teaching and performing are closely interrelated but

separate specialties of the singing profession. They felt

that if it was not possible to attract faculty with

expertise in both teaching and performing, administrators

must be prepared to engage a sufficient number of persons to

adequately prepare students for employment in the

performance field.

Although suggestions could be incorporated into an

undergraduate program, many of the respondents targeted the

graduate programs for revision. The artists suggested

that faculty and administration in institutions of higher

education study the entire performance curriculum and revise

it to be more practical. More piano study should be

required in undergraduate degree programs according to

several of the respondents. Although they did not deny

the importance of a well rounded musical education, the

singers would require less music arranging, orchestration,

and composition for the undergraduate degree. They would

substitute concentrated study and analysis of the various

vocal forms, performance styles, song and operatic

literature, vocal physiology, languages, and music history.

Due to the late maturation of the vocal instrument,

consideration should be given to revising the undergraduate
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program and increasing the semester hours required for a

degree programs. This extended program would allow for the

inclusion of selected business, acting, and language

courses. It would also provide more time for performing

experiences as suggested by the artists.

For graduate students, the established artists insisted

that more performance opportunities be made available. The

standards and quality of these opportunities must reflect

more closely the professional performance situation.

Graduate degree plans should include a speaking proficiency

and aural comprehension of at least two languages with

stringent singing diction courses for all standard

performance languages. They believed that advanced classes

in stage movement, interpretation, and acting should be

required as well as preparation in the art of auditioning.

The majority wanted to include basic business and law

courses in the requirements that would target the performer.

The advice of the performing artist for both the

students and the teaching institutions was tempered with

opinions that a good basic education depends upon the

individual student. They felt it would be next to

impossible for anything except a perfect degree program to

meet all of the requirements of any profession. They

indicated that it takes a combination of the process of

doing and competent training programs to learn the vocal

performance business.
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The singers suggested that colleges and universities

need to investigate the standards for admission particularly

for advanced degree programs. The entrance audition may not

be sufficient to project a success factor for the student.

Success rate projection should include not only vocal

quality, ability, and academic preparation but also acting

skills, attitude, emotional stability, aptitude, and

physical appearance.

Career counseling for both the undergraduate and the

advanced student must address the practical and personal

aspects of a performing career. The artists believed entry

level singers and students must be guided toward an honest

evaluation of his or her projected success rate. Counseling

should include attention to emotional and personal

sacrifices with which an individual must contend when

pursuing a performance career. Public relations, employee

relationships, health concerns, travel requirements, skill

maintenance, and contract negotiation are topics which

should be addressed during the training of the performer.

Commonalties Among .the Sampled Individuals

The fifth research problem was to describe

commonalties among the subjects regarding demographics, the

attitudes identified toward control of work conditions,

entrapment, dependency, current practices of singer

training and demeanor during the interviews. The sample was



112

almost equally divided between male and female participants.

Eighty-three percent of the singers were Caucasian with the

average age being a little over thirty-seven years (37.4).

Sixty-eight percent were married with an average of two

children per family. Fifty-two were college graduates with

thirty-six having completed the master's degree. They had

lived in their community for an average of a little over

nine years and participated in local activities whenever

their performance schedule allowed. Sixty-four percent

owned their homes having lived in their residence for an

average of six years.

They attributed at least part of their success to

having received of a solid academic and musical foundation.

They viewed continued study in order to improve vocal and

dramatic skills as an essential element for continued full-

time employment.

The artists perceived themselves to have status within

the profession because of the level of employment which they

had attained. They felt in control of their career since

they had reached a point where they had the power to accept

or reject contracts. Although the participants felt that

financial compensation was not the primary consideration for

employment, they regarded the pay scale as adequate for the

type of job they were doing. However, they wished that side

benefits were sufficient to provide security. They

considered themselves to be successful, working artists.
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The singers were conscious of physical appearance and

the effects it could have upon the performance career but

they did not perceive any discrimination because of gender

or race. They attributed success to the individualized

quality of the voice and the experience level of the singer.

The singers were frustrated about the amount of time

they were separated from family and friends. However, they

considered the travel demands required by a performance

career to be part of the job.

The sampled individuals were confident that their

personalities and professional demeanor had allowed them

at least a modicum of control over situations involving

persons upon whom they depended in the performance of their

jobs. Full-time classical solo artists did not consider the

professional union to be a contributing factor to their

success. The artists had developed a rather neutral

attitude toward the press.

During the interviews, the singers were articulate and

willing to discuss their opinions. They indicated that they

were less interested in anonymity than in having their

opinions heard. The artists were relaxed, self-assured

individuals who perceived themselves to be knowledgable

about vocal matters and career realities. They spoke openly

about the profession of classical singing. They gave advice

freely and with an appearance of sincerity to entry level

performers and to the field of music education.



CHAPTER V

SUMMARY AND CONCLUSIONS

The purpose of this study was to investigate the

attitudes of selected professional classical solo singer-

actors toward specific career concerns within the music

profession. The sample cannot be generalized as represent-

ing the total population of professional singers, however

thefifty-three performers represented approximately twenty

per cent of the classical vocalist membership of American

Guild of Musical Artists. They were given a questionnaire

to identify demographic information and participated in an

interview to identify attitudes about occupational concerns.

The first research problem sought to describe the

attitudes of the singer-actors regarding the control of work

conditions. The data indicated that the sampled individuals

viewed personal independence, status, upward career

mobility, and success in light of (1) the number of job

opportunities they were offered, (2) the fees they were

paid, (3) side benefits, and (4) the security continued

employment provided. It was found that formal education and

the maintenance of performance skills were viewed as

important factors of full-time employment. The results

showed that the majority of the singer-actors had been

114
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required to possess business skills beyond those they

had expected in order to manage their own careers, comply

with tax situations, and to read and interpret contracts.

The second research problem sought to describe the

attitudes toward the factors of race, gender, age, family,

health, physical appearance, and work related travel.

Eighty-three percent of the participants were Caucasian

experiencing no racial discrimination throughout their

careers. The Afro-American singers perceived discrimination

during the career entry years but no longer felt it was a

factor of concern. The majority of the artists felt that

age had not a negative influence upon their careers.

The singers stressed the importance of some type of

physical exercise but daily regimens were as individualized

as the number of participants used for the sample.

Allergies, travel, dusty work areas, smoke, and the drying

effect of alcoholic beverages evoked the most comments about

health and fitness.

The artists perceived physical appearance, height, and

weight to be important factors influencing employment.

They viewed the excessive travel demands of the performance

career as making personal relationships difficult and felt a

dependency on the telephone to keep in contact with family

and friends. The majority identified with the community

where their family lived, had a church home, and took part

in local activities. They had close friends from outside
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the field of music and relied upon those friendships to keep

them in touch with the realities of everyday life outside

the field of music performance.

The vocalists maintained that because their instrument

was contained within the body they differed in life style

from the instrumentalist in that they required vocal rest,

and had to be constantly aware of health matters. Also they

traveled more than the ensemble player. The artists

believed that travel, separation from family, and receiving

employment because of their individualized qualifications,

equated their life style with that of the solo classical

instrumentalist and with the player/entertainer who makes a

living by touring.

The third research problem described the singers'

attitudes toward those persons upon whom the artist relied

in order to execute the duties of performance. Forty-three

artists reported that they were represented by an agent.

The singers believed that the role of the agent, manager, or

publicist was to represent them to prospective employers and

that the artist was paying for a service. All of the

singers were members of a professional union but viewed that

membership to be of little value except as a necessity to be

employed within the United States.

The singers believed the relationship between

themselves and support personnel, conductors, and stage

directors was based upon the same courtesy and etiquette
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which governs all professional situations. They considered

the relationship between singer and accompanist to be very

special with the pianist being an equal partner in the music

making process. They expected other artists and entry level

singers to be well prepared, dedicated, creative, artistic,

knowledgeable, flexible, and to have good work habits. They

considered the audience to be the ultimate employer.

The fourth problem was to report attitudes regarding

the current practices in training the singer for a vocal

performance career. The artists encouraged the career entry

level singer and the student to pursue classical vocal

performance as a job choice only if they are totally

dedicated to singing as a career. They reminded the young

professionals to be realistic about projected success.

The singers were candid and concise when expressing

opinions about revamping the admission policies and

curriculum requirements for degree programs. They

challenged administrators and faculty to make vocal training

more practical for the performer.

The fifth research problem was to describe

commonalties among the sample according to demographics, the

attitudes toward work conditions, entrapment, dependency,

current training practices, and the demeanor during the

interviews. The full-time singer actors were well educated,

articulate, willing to express their ideas, and confident.

They tolerated imperfect work conditions because they would
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rather perform than pursue another vocation. The vocalists

maintained technical and performance skills through

continued study of vocal technique, literature, languages,

body movement, and acting. They perceived themselves as

artists having the power to control their career through

the accepting or rejecting of employment contracts. They

judged success and status by the level of employment they

had obtained, increased financial compensation, and the

amount of security that consistent employment provides.

Conclusions and Discussion

Ninety-eight percent of the singer-actors participating

in this study had a bachelor's degree which agrees with

Hines' (1982) findings that singers are well educated and

likely are knowledgeable in their academic discipline. They

perceived their formal music training to have been a good

foundation for present employment and an essential part

of their present success. This confirms the findings of

Arian (1971) that the occupational success of the musician

is directly related to scholastic achievement. The

classical singer, like the symphony musician investigated by

Westby (1960), acquired occupational identification due to

the specificity of his or her education. The artists'

continued study to maintain performance skills confirmed the

findings of Craig (1975) and McAulifee (1977) that training

for the professional vocalist is an unending process.
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Lastrucci (1941), Merriam and Mack (1960) and Stebbins

(1966 and 1968) found commercial instrumentalists were cate-

gorized by the style of music they played. The vocalist

from this study was often characterized by the title "opera

singer" or "recitalist" based on the type of music sung.

Unlike the symphony musicians studied by Westby (1960)

and Lunden (1967), singers were seldom required to perform

music from outside the field of classical vocal music in

order to augment income. Specialization in the classical

vocal tradition may be due to the uniqueness of the vocal

instrument, the requirements of dramatic performance and the

effect those factors have on job offers.

The career solo singer-actor, like instrumentalists

investigated by Hill (1985), tolerated imperfect work

conditions because of their love of singing and dedication

to the business of singing. He found full-time professional

instrumentalists secured employment because of the

instrument they played and their performing skill. The

individuality of the voice would seem to suggest a parallel

with instrumentalists in that singers were offered

contracts based on vocal classification and performance

ability. Differences between the instrumentalist and the

singer are the considerations by employers beyond

voice classification and ability based on the range, timbre,

and physical suitability of an individual for a particular

operatic role.
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Because the singers were at liberty to accept or reject

contracts, they perceived themselves to have control over

their career. Perhaps this authority gave the artist a

false sense of power because employment is usually pre-

determined by an outside force when managements and agents

offer contracts only to persons deemed suitable for a

particular role or concert. This situation may reflect more

accurately the documentation of Carlino (1975) describing

the hypocrisy of managements and booking agents representing

singers.

Like the composers investigated by Nash (1954 and

1957), the vocalists had prepared for and had exercised some

type of career option during the professional years.

Although the majority of the singers were not considering a

vocational change at this point in their career, they had

accepted the finite reality of the vocal performance career

caused by aging. Since the vocal instrument is totally

contained within the body the singers had faced the fact

that the length of the career may not be determined by

desire, experience, or ability. They were practical enough

to have some practical contingency plan for their future.

Earning seventy-five percent of total annual income

from performing classical music confirmed that the sampled

individuals fit the description given by Hines (1982) of

successful classical vocalist. Confirming the findings of

Westby (1960) and Faulkner (1973), singers, like
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instrumentalists, viewed success and status on a hierarchy

of (1) wage scale, (2) prestige based Upon the level of

employment situations, (3) reputation, and (4) the number of

performance options offered through contracts. However,

classical vocalists did not view the opinions of

professional colleagues as being a factor of competitive

hiring practices. This viewpoint may be inconsistent with

comments made during the interviews that singers are

constantly participating in the audition process on every

job.

The attitudes of the artists regarding current

practices in training the singer for a performance career

support the opinion of Scherer (1987) that there may be no

other musical field over which there is such controversy.

In 1975, Osborne encouraged the professional classical vocal

field to define its needs clearly so that the academic

community could respond while maintaining the requirements

of degree programs. Although there were differences of

opinion among the individuals as to the exact curricular

changes to be made, there was general agreement that degree

requirements should be revised to be made more practical for

the student aspiring to a performance career. They

suggested that appraisal of the entire training to

production process be assessed by academicians and

performers together.
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The singers participating in this study regarded

themselves as professionals equal in status to individuals

active in other career fields. They were interested in

success, security, and financial compensation consistent

with the desires of all non-amateurs. They were conscious

of the effects any career field has upon family and friends

and were prepared to confront conflicts occurring from the

specialty of the vocal performance career.

To assess the climate of the workplace for singers the

opinions of individuals toward the profession must be

considered. It is from those attitudes that generalized

information about the business of classical singing may be

collected. Full-time vocal performers cope with realities

of a singing career in ways that parallel the manner in

which professionals in other music fields approach the

specificity of their careers. An understanding of the

realities and concerns surrounding a classical vocal career

helps the singer, the aspiring student, the educator, and

the counselor focus on the factors required for success.

Suggestions for Future Research

Several additional research areas have emerged from

discussions about the current topic. They are presented as

illustrations of a broad spectrum of subjects that are

available concerning vocal research. They include (1) the

differences in attitudes toward the vocal performance career
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between male and female singers. (2) The effect

that annual income and expenses has on the attitudes of the

classical vocalist toward a music performance career. (3)

To investigate the retired professional classical singer-

actor as teacher in the private studio. (4) To examine the

curriculum of vocal performance degree programs.

Research in education should include career counseling

for vocal performance. The revision of curricula for the

vocal performance degree, what can be taught, and what

skills are obtained through practical experience should be

studied. Music administrators and faculty should

investigate methods to project the success rate of the

professional classical singer-actor.
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Participant Consent Form

In order to assure anonymity please detach the following
information and return to the researcher at the interview.

Would you be willing to be interviewed by another singer
(the researcher) about the career realities and occupational

concerns of the professional classical singer?

Yes No

Are you willing to have the interviewed recorded on cassette
tape for transcription by a secretary? Yes___ No .

(signature)

Names and addresses will be kept in strict
confidence by the researcher.

Would you like to have a brief report on the conclusions of
this research? Yes___, No.

If so please include:

Name

Mailing
Address

City_______________State ____ Zip
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Identification Code

Data Profile Sheet

The results of the following survey will be use to
establish a profile of the professional classical singer.
Responses will remain confidential. Each respondent is
assigned a letter and number in order to protect anonymity.

1. Gender: male female

2. Race: Caucasian____ Afro-American____ Hispanic__
Native American . Other

3. Age:

4. Are you Single_ Married Divorced_ ?

5. How many children do you have?

6. Do you own your home or apartment? Yes___ No_

7. How long have you lived in your present location?

8. How many years have you resided in your community?

Educational Information:

9. Education: High school____ College.___ Conservatory
Graduate Degree; (Masters) (PhD) (DMA)
Other (specify)

10. At what age did you begin your vocal training?

11. What other instruments have you studied?

12. Do you consider your college musical education to have
been relevant to your current employment situations?

Yes____ No-.

13. Are you currently working with a Voice teacher
Vocal coach-?

14. Did you participate in an apprentice program?
Yes No

a. If the answer is "Yes" please indicate the
program(s) .

-------------------------------------------------
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Career Information:

15. How many years have you been a professional singer?

16. As a professional classical singer-actor, how many
weeks per year are you normally employed?

17. During the past three years you have been employed in(indicate as many areas as appropriate)

United States:
New England (Connecticut, Delaware, Maryland,

Maine, Massachusetts, New Hampshire,
New Jersey, Pennsylvania, Rhode
Island, Vermont)

New York, Dist. of Columbia
South Eastern (Florida, Georgia, N. Carolina,

S. Carolina, Virginia, W. Virginia)North Central (Illinois, Indiana, Iowa, Michigan,
Minnesota, Ohio, Wisconsin)

South Central (Alabama, Arkansas, Kentucky,
Louisiana, Mississippi, Missouri, Tennessee)

Mid-West (Nebraska, N. Dakota, S. Dakota)
Lower Mid-West (Kansas, Oklahoma, Texas)
Upper Western (Colorado, Idaho, Montana, Wyoming)
South Western (Arizona, Nevada, New Mexico, Utah)
West Cost (California, Oregon, Washington)
Alaska, Hawaii

International:
(indicate countries)

~----------------------------------------------------
---------------------------------------------------

18. Please indicate performance media where you have been
employed during the past three years. Concert

Opera____ Oratorio____ Recital Recording

19. Do you perform in areas outside the classical vocaltradition (i.e. musical theatre, commercials, etc.)?

Frequently___ Never___ Occasionally

a. Please specify the non-classical media in which
you have been employed during the past three
years

------------------------------------------

---------------------------------------
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20. Approximately what percentage of your total yearly
income is derived from performing classical music?

a) 100 percent
b) 90 percent
c) 75 percent
d) less than 75 percent

21. Approximately what percentage of your daily workactivities are in preparation for or in actual
performance?

(From above) a) b) c) d)

22. Do you feel financial compensation for your type ofmusical product is Excellent---- Adequate
Average Poor ?

23. Do you participate in a retirement plan? If so, is itprovided by:
a) Group plan through an agent or management- ,b) Group plan through an organization
c) Individual with a private company
d) Other (specify)

A. Do you have health insurance? Provided by:
(From above) a) b) c) d

B. Do you have life insurance? Provided by:
(From above) a) b) c) d

C. Do you have salary disability insurance? Provided
by: (From above) a) b) c) d)

24. Do you consider these fringe benefits to be sufficientto provide future security? Yes No

25. Are financial compensations a primary consideration
when you accept an engagement? Yes No

If the answer is no, please briefly indicate factorswhich influence your decisions

26. Have you been required to possess "business skills"beyond those required for normal daily existence
in order to manage your career? Yes No

27. Are you represented by an agent? Yes- No- .
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28. Do you think of yourself as an Artist Worker
or Both_?

29. Do you think of your duties as a professional singer as
Work_ Pleasure-___ or Both_-__?

30. Do you consider yourself as occupationally successful?
Yes No .

31. Have you considered another career option (teaching,
management, conducting, etc) other than that of a
performing artist? Yes No

Sometimes Often

If so, please specify areas

.." a www----------------------------------------------------- 
" .w.wM w"a.M M M .,w.a .... M ... w4a M " " ,. .. M
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Identification Code

Closed Schedule Interview

Items to be discussed in the interview are drawn fromthe information advanced by the questionnaire.
The following examples of questions serve as points of
departure for the interview:

Work Conditions:

1.. Do you feel the need for more control over the businessend of your career. In what areas?

2. What are some of the performance skills you have found
necessary?

3. Has your musical training been relevant to your presentwork as a professional classical singer-actor?
Ca) How did you acquire the performance skills

necessary to gain steady employment?
Eb) How did you spend the time between your formal

education and vocal maturation?
- c3 In what way did the opera training/apprentice

program expand Caffect) your early professional
employment?

4. What about the "audition process"? Did it have direct
effect on your employment? Were you "trained" in how to
audit ion?

5. What do you like best about being a professional
performing classical singer-actor?

6. How do you feel about the pay scale for solo artists andthose employed in campramario roles?

7. Do you choose engagements and roles?

8. Do you have any input into the choice of other singers
within a cast.

9. Is there enough demand for classical vocal performance
(concert, guest artist appearances, opera productions,recital, recording) to make a career?

0. Are there areas where the rewards of a performing careerexceed beyond financial consideration. Would you
elaborate on that subject, please?

11. Do you really "like" what you do?
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Entrapment:

12. Has your ethnic background been a help or hindrance to
your career?

13. Do you feel that your age has been or is a factor for
concern?

14. How does the natural progression of vocal maturity and
aging effect your considerations about your future?

15. Are there specific areas about vocal health that give
you extra concern? (i.e. travel/location/seasons/
foods/odors/etc.)

16. Do you have a special regimen for good vocal health?

17. How has your physical appearance affected your career?

18. Does the extensive travel required by your employment
as an opera singer-actor make personal relationships
difficult?

19. 'Do 'you have close friendships outside the field of
music?

20. Do you identify with the local community in which you
reside?

21. Do you feel that the mobility required by this
profession has had adverse effect upon your marriage
(family/ children)?

22. How do you handle vocational or career competition
within your family?

23. Do you think that professional singers (i.e. classical
singers) maintain a different life style than that of
other musicians?

Dependency:

24. What is your relationship with your agent? How did you
choose your agent?

25. Do you belong to a professional union? How has
membership affected your career?
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26. Since you have reached the present level of employment
success, has it affected your relationship with co-workers (support personnel -- make-up artists,
costumers, stage hands, etc.)?

27. How do you handle critics or the press?

28. What type of working relationship do you find mostproductive to have with the musical director or
conductor?

29. Do you feel you need to compromise your artistic
standards to coincide with those of the conductor,
stage director, or accompanist?

30. What' type of artist do you find to be the most
congenial working companion?

31. Are you inspired when working with colleagues?

32. When performing in a recital situation, what is your
relationship to an accompanist?

33. Do you enjoy working with the entry level performer or
student?

34. How does audience reaction affect your performance?

General Areas

35. Would you rather earn less money and continue toperform classical vocal literature or would youprefer to realize greater income in another field of
music?

36. Have you ever considered a career contingency (option)
other than performance.

37. To what factors do you attribute your occupational
success?

38. In your opinion what does it take to be successful as afull-time performing classical singer-actor?

Opinions of Current Education Practices

39. One of the stated goals of this research is to provideaccess to data collected from subjects such as
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yourself in order for music educators to advise and
counsel young singers. What advice would you give to
the student and to faculty about educating the
classical vocal performer?

40. Are there any other issues about which you would like
comment? (Such as career, success, this project, etc.)

Questions to validate participant observations

41. Would you please expand upon that (idea, answer,
comment, etc)?

42. Would you characterize the intensity of your response
on a scale of one to ten?

43. Your (tone of voice, expression, body reactions)
doesn't really coincide with that answer. Do you mean
(repeat last comment or response of interviewee).

44. A "neutral" (Bernard) response such as "Hmmmm, " "Yes?"
"Really?" (etc.)

45. That seems to be a facetious answer. Is that what you
really mean?

46. -Compare your attitude (belief in, emotion, feeling)
about (----------__-) to that of other singers on
a scale of one to five with five being the most
intense.



Identification Code

Participant Observation Form

Perceived General Attitude:
Toward Research topic:
Toward Interview:

Interview Topic Aspects of Facial Physical
Speech Expression Attitude

Control of Work Conditions

Professional skills
Musical Training
Maintenance
Audition Process

Compensation
Pay scale
Job competition
Fringe benefits

Status
Personal success
Rewards beyond financial
Satisfaction

Autonomy
Business skills
Choice of engagements
Choice of colleagues

Entrapment

Physical attributes
Ethnic Background
Age
Vocal Maturity (Aging)
Vocal Health
Physical Appearance

Relationships
Family
Career vs Family
Friendships
Community

Travel

134
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Dependency

Professional associates
Agent
Union
Co-workers
Critics
Director/Conductor
Colleagues
Accompanist
Entry level performer
Audience

Artistic Standards
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Dear

It was such a pleasure chatting with you yesterday andhearing the great news about your career ventures. I willbe cheering you on from afar and watching for more news of
your continued success.

Enclosed you will find the materials we discussed
regarding my research project. Please fill out the DataProfile Sheet to be returned to me at the time of the
interview. I will contact you during the next two weeks inorder to schedule an appointment of the interview.

Actually, having the opportunity to visit with severalof my "singer friends" is making this a pleasant project.I hope that the results of the project will be as
interesting as the data collection process. I feel certain
that the topic will prove invaluable for career counseling
at the university level.

Thanks for your help and prompt attention to this
matter.

Cordially,

(sign-script-first name only)
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-191_

S-----Director

Dear !

Thank you for taking your time to discuss the projecton which I am currently working. As indicated in ourconversation, I need your aid securing introductions tosingers engaged by ( insert name of company ).

Enclosed you will find several copies of a DataProfile Sheet to be filled out by those singers willing toparticipate in the study. This form should be returned tome at the time of the individual interviews. I willcontact you during the next two weeks to arrange theinterview schedule. Please do not disrupt your regularrehearsal or performance schedule in order to accommodatethese special appointments.

Assure the singers that this project will involve aminimum amount of their time and that all comments andopinions will be kept confidential. The results of theinterviews will be tabulated by number in order to protectconfidentiality and anonymity.

Thanks again for you help in this matter.

Cordially,

Sunny vanEaton
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Identification Code

Data Profile Sheet/Interview Answer Report

Verify respondents answered each question number. Place acheck ( ) to indicate response; leave a blank if question
was not addressed.

Research Problem One
(Control of Work Conditions)

Question No.

DPS 0SI DPS CSI

9
10
11 20

21
22
23

A

5 B4
C

7 24
25
26

10 27
28

12
13 37
14
15 40
16
17
16
19



(Answer Report con' t ) Identification Code

Research Problem Two (Entrapment)

Question No.

DPS CsI

1
2
3
4
5
6
7
8

12
13
14
15
16
17
18
19
20
21
22
23

Research Problem Three (Dependency)

Question No.

DPS

27

CSI

24
25
26

27
28
29
30
31
32
33
34
35
36

141



Identification Code

Consistency Report
Indicate the attitude which you perceive from the responsesto items contained in the Data Profile Sheet and theInterview Tapes.

Attitude
+ = positive
o = negative
na = not applicable
nr = no response
+0 = yes & no, sometimes,

occasionally, etc.

Topic DPS Attitude CSI Attitude Comments

Work Conditions

Technical Skills
Education 12 3a

14 3b
3c

Maintenance 13
Audition 4
Performance Skills 2

Compensation & Benefits
Salary 20 6

22 10
25

Benefits 24
Retirement 23
Health A
Life B
Salary Insurance C

Control of Work Conditions
Employment 15 7

16 8
35Job Competition 18 9

19
Business Skills 26 1
Status 28 11

29 37
30 38

142
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DPS Attitude CSI Attitude Comments

Entrapment

Physical
Gender 1
Race 2 12
Age 3 13
Health 15

16
Appearance 17
Vocal Maturity 14

Family
Marital Status 4 21

5
Children 6 21
Personal
Relationships 16

19
22
23

Location
Home 7
Years in community 8 20

Dependency

Agents 27 24
Unions 25
Support Personnel 26
Colleagues (singers) 30

31
33

Critics/Press 27
Stage Directors/Conductors 28

29
Voice Teacher/Coach 13
Accompanist 32
Audiences 34
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Comparison of Coders Tally
Consistency Check - Number of Like Answers

+ (positive), - (negative), nr (no response)

na (not applicable), +o (yes and no)

Coder Identity # Number of Answers

+ - nr na +0 other

II

I

II

I

II

I

II

I

II

I

II

I

II

Number of Like Answers

Number of Different Answers

Num. Like

Tt % consistency
Total Like + Total Different
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Data Analysis of Pilot Data

Research problem one sought to identify attitudes

toward the control of work conditions. It was found that

all of the individuals interviewed had received formal music

instruction in an institution of higher education within the

United States. Only one respondent expressed dissatisfaction

with the vocal and professional training received in the

university setting. After graduation, every singer had

continued working with a voice teacher or vocal coach in

order to maintain and/or improve vocal technique. They had,

without exception, taken extra instruction in languages,

stage movement, and dance. Two singers had special classes

in the art of fencing. None of the sampled individuals were

involved in the audition process at this point in their

careers but all had, at some time, gone through the process

to attain the present level of employment.

It was found that the singers were satisfied with their

status and position within the profession and anticipated

continued success. Earning 75% of their total income from

singing classical music, indicated a certain level of

success. As a result of this perceived success the

individual singer was personally negotiating contracts or

exercising final approval of those arranged by an agent.

Negotiation afforded them a choice of employment, control

over financial compensation, control of the style of music

to be performed, and control of general work conditions.
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All had some type of fringe benefits either through a

private company or with a union.

Attitudes toward those factors identified in the

literature as "entrapment" were identified by problem two.

The majority of those interviewed expressed concern about

vocal and physical health but had individualized regimens to

cope with health-related issues such as common cold, vocal

fatigue, and travel fatigue. Race and physical appearance

seemed to have been factors affecting the entry level years

but had become of less concern since the interviewed

individuals were negotiating contracts that were suitable

only to their vocal and physical types. One of the

respondents did express having experienced frustrations

related to ethnic prejudice at an earlier point within his

career. All five respondents expressed a conscious

awareness of the factor of age and vocal maturity and the

effect of these elements upon performing ability. However,

the respondents were prepared to cope with the problems

of maturation at the time such concerns should arise.

Most of the interviewees expressed a desire to have

more time with their families, yet they accepted extensive

travel as a normal job hazard for the profession of singing.

The travel required by a professional performer made

personal relationships difficult. The interviewees felt it

took a special type of person to share a relationship with

an individual who was constantly in the "public eye".
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Problem three explored the individual's perception of

those persons directly involved with the business of pro-

fessional singing. All respondents were under contract to

an agent. The one respondent discontented with his present

agent was in the process of changing to another with whom a

more open relationship was anticipated. Without exception

the interviewees were aware of the tremendous effect that

support personnel had upon their performances and had a

cordial attitude toward these individuals. All subjects

found it more stimulating to perform with colleagues who

were artistic, musical, professional, friendly, and not

unreasonably demanding. The attitude toward stage

directors, conductors, and instrumentalists was much the

same. When addressing the singer/ accompanist relationship,

the respondents stressed the importance of having a close

emotional rapport and a strong musical understanding.

The interviewees were acutely aware of audience

reaction and how audience approval effected a performance.

The respondents spoke of the devastating effect that a

critical review had upon some individuals but indicated

they themselves placed little importance on long term

consideration of the matter. For a summary analysis of the

attitudes of the control of work conditions see Table Di.
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Table DI

Control of Work Conditions Pilot Study I

Issue Finding Attitude

PROFESSIONAL SKILLS
Musical training

Maintenance

Auditions

COMPENSAT ION
Pay Scale

Fringe Benefits

STATUS
Success

Rewards beyond
financial

Satisfied

CONTROL OF EMPLOYME

Bus iness Sk il l s

Competition

Choice of:
Engagements
Collages

100% had
Bachelors Degree
80% held advanced

degree

100% currently
working with
teacher or coach

Extra instruction
in language,
dance, and acting

No longer necessary
at this point in
career

Negotiated pay
scale

100% were covered

Employment record
proved success

Many

Yes

NT

Acquired

Had the jobs they
desired

Yes
Occasionally

Was relative to
present employment
Lots of on-job-

training
Should have
included dance and

stage movement
Needed more

language

Not a concern
Negotiated own

contracts

Had desire for
increased income

Needed more
security

Perceived personal
success

Sang for financial
and personal
reasons

Were confident
and secure

Needed more
particularly for
Internal Revenue

Not concerned

Of little concern
Usually satisfied
with professionals
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Several concerns about the factors of entrapment were

expressed in terms of entry level career. Since the singers

Several concerns about the factors of entrapment were

expressed in terms of entry level career. Since the singers

had reached the position of negotiating their own employment

contracts, the issues of race, age, and physical appearance

had grown less important. The attitudes of individuals

toward business associates were found to be based on a

perception of professionalism as shown in Table D2.

Table D2

Attitudes toward Factors of Entrapment and Deendenc,

Pilot Study II

Entrapment

Issue Finding Attitude

PHYSICAL
Race

Age

Maturity
Vocal Health

Appearance

RELATIONSHIPS
Personal and

Family
Friendships

Career vs Family

Community

1 experienced
difficulty

Had actual and
professional age

Faced reality
Had a health

regime
Experienced
rejection

Had experienced
difficulty

Difficult

Difficult

Held Status

No longer a
concern

Little or no
concern

Had accepted
Very concerned

Were very
conscious
of appearance

Very Concerned

Had learned to
balance

Learned to
balance

of little concern
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Table D2, continued

Extremely Difficult

PROFESSIONAL ASSOC I AT
Agent

Union

Co-workers

Critics

Director/Conductor
Co l leagues

Accompanist

Entry Level

Audience

Artistic Standards

Accepted as job
hazard

Dependency

100% represented

100% membership

Respec ted

Learned to tolerate

Worked hard

Expected to be
artistic

Expected to be
profess ional

Liked working
with

Very dependent
upon

Would adjust

Had reached
understanding

Were disdainful

Cultivated
professional
respect

Of little
concern

Respec ted
Respec ted

Respected and
relied upon

Encouraged

Cult ivated

response

Were very
important

.. 00 tr . s.Mmu m.. w m ~md M o Mw" 40*a w.w o MA QM AW o eb-o"... m*.t. m ..... m ,f m*A "o.important" 4 w...M4m* .. m, 0
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Tallies: Data Profile Sheet
3. Age of participants:

Number of Respondents
Men Women Total

27 100.0 24 92.3 51 96.2

Distribution indicating average age of respondents

Men Women

1 - 27 1 - 25
1 - 29 2 - 27
1 - 30 1 - 28
2 -32 1 - 29
2 - 33 1 - 30
2 - 35 2 - 32
3 - 36 1 - 33
2 - 37 2 - 34
2 - 38 3 - 37
2 - 4.1 1 - 38
2 - 43 3 - 39
2 - 44 1 -41
2 - 49 1 - 43
1 - 51 1 - 46
1 - 56 1 - 52

1 - 62 2 - 35 (30+ average of
30 - 39 = 34.5)

24 - 35.8 average age
27 - 39.5 average age (2 omitted answer)

51 participants - 37.4 average age

5. Number of children.per singer

Men - Children Women - Children

4 - 1 4 -1
5 - 2 4 - 2
2 - 3 2 - 3
2 - 4 1 - 4
1 - 5

1 - 6 11 - 19

15 - 42

1 - 1 step
1 - 2 step

Total: 26 singers wI 61 children = average 2.6 children[Note: No SglIDiv participants indicated having children)
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7. Number of years living in present location:

Men Women

7 - 1 or less
2 - 3
3 -5
3 - 6
2 - 7
3 -8
3 - 10
1 - 12
1 - 14

1 - 22
1 - 4 (mobile home)

27 - 6.2

8. Number

5 - 1 or less
4 - (1 1/2) 2
1 - 3
2 -4
2 - 5
2 - 6
1 - 8
2 - 9
2 - 10
1 - 12
1 - 21
2 - 25

26 - 5.8 average

of years living in present community:

Men

- 1 or less
-3
-4
- 5

-6
- 8

-9
- 10

- 12

- 13

- 14

- 20

- 25

- 32 (life)

Women

3 - 1
1 - 3

2 - 4
3 - 5
3 - 6
1 - 7
1 - 6
2 - 9
3 - 10
1 - 12

1 - 13
2 - 25
1 - 32

(or 5 +)

26 - 8.3 average
27 - 8.6 average

4
1
2
3
4
1
3
1
3
1
1
1
1
1



10. Age singers began vocal study.

Men

9 yrs old
12
16
17
18
19
20
21
22
24
25
26

1 - 13
4 14
1 15
4 - 16

2 17
8 - 18
5 -19
1 -21

26 - 17 average

27 - 18.6 average

15. Number of years as a professional singer.

Men Women

2 - 3 yrs
3 - 4
4 -5
2 - 9
2 - 10

1 - 12

1 - 14

2 - 15

rounded up)
2 - 16
1 - 17
2 - 20
2 - 22

2 - 30

1 - 35

27 - 13.3 average

4 - 4 yrs
3 - 5

2 -6
2 -7
2 - e
2 - 9

2 - 10

2 - 15 (1 for 14.5

1 - 17
2 - 18

1 - 22
1 - 31

1 - 35

26 - 10.9 average

157

Women

1-
1 -
4 -
2-
8-
3-
1-
2-
2-
1-
1-
1-
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16. Number of weeks employed per year.

Men Women

1 - 25 weeks 1 - 8
1 - 28 1 - 16
1 - 29 1 - 17
2-30 2-20
1 - 32 2 - 24
2 - 35 1 - 30
3 - 36 1 - 35
7 - 40 3 - 36
2 - 42 1 -38
3 -48 7 - 40
2 - 50 * 2 - 42
2 - 52 1 - 44

1 - 46
1 - 48
1 - 50 *

27 - 38.3

26 - 34.3

* Answers marked "full time" recorded as 50 weeks
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Personal Information

Data Profile Sheet, Questions 1-8

Variable Responses

Gender

Race
Caucasian
Afro-american
Native-amer.
Other

Male '/

27 100.0

22
4

81.5
14.8

1 3.7

Female % Total

26 100.0

22
3
1

84.6
11.5
3.8

53 100.0

44 83.0
7 13.2
1 1.9
1 1.9

27-62 39.5
average

25-52 35.8 25-62
average

Marital Status
Married
Sgl/Div.

Had Children
Married
Single/
Divorced
Married w/
step children

Owned residence
Married
Sg l/Div.
Total

Years at
Location

Years in
Community

20
7

74.0
25.9

15 55.6

0 0.0

13 48.1
4 14.8

17 62.9

1-22

1-32

6.2
yrs

8.6
yrs

16
10

61.5
38.5

11 37.5

0 0.0

2 7.7

16
1

17

1-25

1-32

61.5
3.8

65.4

5.8
yrs

9.7
yrs

36

17

26

37.7
average

67.9

32.1

67.9

0 0.0

2 3.8

29 54.7
5 9.4

34 64.2

1-25 6.0
yrs

1-32 9.2
yrs

Age



160

Educational Information

Data Profile Sheet, Questions 9-14

----------------------------------------------------------Ow mm m owam m 00mmmo -W am00 = nw oplop*N 4 Om 0M4M owam O* m m

Variable Men '/" Women % Total "y

Began vocal study
average

Age 9-26 18.6
average

13-21 17.0

Degrees
High School
Co l ege/Conser
Masters

Post-grad

1 3.7
7 25.9

19 70.4

6 22.2

9
17

34.6
65.4

4 15.4

1
16
36

1.9
30.2
67.9

10 18.8

Instruments Studied
Yes 27
No

As Required
for BME
Brass
Piano
Organ
Percussion
Strings
Woodwind

1
4

19
2
3
13
5

Education Relevant
Yes 19
No 5
Yes & No 1
Grad study only 2

100

3.7
14.8
70.4
7.4

11.1
48.1
18.5

70.4
18.5
3.7
7.4

Currently working with:
Voice Teacher 18 66.6
Vocal Coach 18 66.6

Apprentice Program Participation
Yes 17 63.0
No 10 37.0

9-26
average

17.8

24
2

1
22
2
2

9
10

21

5

16
17

12
14

92.3

3.8
84.6
7.7
7.7
34.6
38.5

80.8
19.2

51.5
65.4

46.2
53.8

51
2

1
5

41
4
5
20
16

40
10

1
2

34
35

29
24

96.2
3.8

1.9
9.4

77.4
7.5
9.4

37.7
23.3

75.5
18.9
1.9
3.7

64.2
66 . 0

54.7
45.3
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Career Information

Data Profile Sheet, Questions 15-19, 21, 26, 27

-----------------------------------------------------------am*. mo 4 M.W M 00am OOgo mw WO mo mw m " MOE 4AWMW-m M M m&4 dM dw OMo

Variable Men /i Women '/ Total

Years as Professional singer
3-35 13.3 4-35

average
Number of Weeks Per Year Employed

25-52 38.3 8-50
average

Location of employmer
New England 17
N. York/D.C. 2
S. Eastern 1
N. Central 1
S. Central
Mid-west
Low M-west 2(
Upper West 1
South West 1
West Coast 1
Alaska/Hawaii
International 1

Performance Media
Concert
Opera 2
Oratorio 1
Recital 1
Recording 1

Perform outside c
Frequently
Never
Occasionally 1

Amount of daily w
100 %
90 % 1
75 %
Less/75%

Additional Busine
Yes 2
No4

5

8
3
2
0

2
2

5
3
7

-t
63.0
92.6
59.3
66.7
48.1
7.4

74.1
44.4
44.4
55.5
11.1
63.0

3 85.2
7 100.0
9 70.4
4 51.9
4 51.9
lassical
4 14.8
8 29.6
5 55.5
ork prepa
4 14.8
1 40.7
5 18.5
7 25.9
ss Skills
1 77.8
6 22.2

Represented by an Agent
Yes 24 88.9
No 3 11.1

16
17
11
18
11
6

16
13
11
16
2
10

10.9
average

34.3
aver age

61.5
65.4
42.3
69.2
42.3
23.1
61.5
50.0
42.3
61.5
7.7
38.5

22 84.6
24 92.3
13 59.9
16 61.5
6 23.1

vocal tradition
5 19.2
8 30.8

13 50.0
ring or performing

5 9.2
5 9.2

10 38.5
6 23.1

Required
21
5

19
7

80.8
19.2

73.1
26.9

3-35

8-52

33
42
27
36
24

8
36
25
23
31
5
27

45
51
32
30
20

9
16
28

9
16
15
13

42
11

43
10

12.1
average

36.3
average

62.3
79.2
50.9
67.9
45.3
1.5

67.7
47.2
43.4
58.5
9.4

50.9

84.9
96.2
60.4
56.6
37.7

17.0
30.2
52.8

17.0
30.2
28.3
24.5

79.2
20.8

81.1
18.7
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Financial Information

Data Profile Sheet: Questions 20, 22-25

----------------------------------- ---------
Variable Men % Women '. Total Y

-----------------------------------------------------------

Amount of total yearly income from classical music
100 % 15 55.5 8 30.8 23 43.4
90 % 8 29.6 7 26.9 15 28.3
75 % 3 11.1 7 26.9 10 18.7
Less/75% 1 3.7 4 15.4 5 9.4

Financial Compensation
Excellent 4 1.5 1 3.8 5 9.4
Adequate 9 33.3 8 33.1 17 33.2
Average 10 14.3 8 3.1 18 34.0
Poor 3 1.1 9 34.6 12 22.6
Ex.in Europe 1 3.7 1 3.8 2 3.8

Retirement Plan
Group Plan 8 29.6 4 15.4 12 22.6
Private Co. 10 37.0 12 46.2 22 41.5
Other 2 7.4 9 34.6 11 20.8 *
None 7 25.9 1 3.8 8 15.1

Health Insurance
Agent/Manager 2 7.4 0 2 3.8
Group Plan 7 25.9 4 15.4 11 20.8
Private Co. 10 37.0 9 34.6 19 35.8
Other 3 11.1 11 42.3 14 26.4 *
None 5 18.5 2 7.7 7 13.2

Life Insurance
Agent/Manager 2 7.4 1 3.8 3 5.7
Group Plan 5 18.5 6 23.1 11 20.8
Private Co. 8 29.6 7 26.9 15 28.3
Other 2 7.4 6 23.1 8 15.1
None 10 37.0 6 23.1 16 30.2

Salary Disability Insurance
Agent/Manager 1 3.7 0 1 1.9
Group Plan 1 .3.7 0 1 1.9
Private Co. 6 22.2 2 7.7 8 15.1
Other 1 3.7 0 1 1.9
None 18 66.6 24 92.3 42 79.2

Sufficient to Provide for Future
Yes 7 25.8 7 26.8 14 26.4
No 20 74.1 16 61.5 36 67.9
Yes because of Spouse 3 11.5 3 5.7

Financial Considerations primary concern
Yes 14' 51.9 7 26.8 21 39.6
No 13 48.1 15 57.7 28 52.8
Yes & No 3 11.5 3 5.7

* Other = with spouse or family
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Perception/Attitude Information

Data Profile Sheet: Questions 28 - 31

Variable Men / Women V. Total %
Think of Self

Artist 14 51.9 14 53.8 28 52.8
Worker 0 0 0

Both 13 48.1 12 46.2 25 47.2

Think of Duties
Work 0 0 0

Pleasure 1 3.7 1 1.8
Both 26 96.3 26 100.0 52 98.1

Occupationally successful
Yes 23 85.2 24 92.3 47 88.7
No 4 14.8 2 7.7 6 11.3

Consider Another Career Option
Yes 6 22.2 11 42.3 17 32.1
No 6 22.2 3 11.5 9 17.0
Sometimes 15 55.6 12 46.2 27 50.9
Often 0 0 0
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Catalogue of Words and Terms

Taken From Interview Tapes

Control of Work Conditions

Skills

Internal Revenue Service (41)
record keeping
exemptions
professional expenditures

Tax Laws of Foreign Countries (22)
Acquired skills (38)
Agents

vigilant toward (11)
constantly aware (9)

Personal management
Publicist
Financial advisors
Contracts

negotiate
read and interpret (46)
fees and expenses

Advert isement
Your product
Handle your own luggage

Language and customs of other countries (27)

Handle yourself
Make personal arrangements

Publicity (personal)
put together a resume

acquire the right type of photographs

Market your commodity

Travel Schedules

Performance Skills

Vocal ability (21)
Good ear
Diction (42)
Acting ability (48)
Stage movement
Fencing (11)
"Legit" theatre
Learning ability (33)
Promptness
Being prepared (29)
Personal Rapport
Integrity (41)

Vocal/Personal

Sight reading skills

Languages (53)
Native Tongue
Basic acting (37)
body movement (24)
Dance/Ballet (33)
Agility
Accuracy (35)
Being on time (42)
Stamina (30)
Vocal/Physical

Relationships (47)
Personal /Audience/

Professional
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Education
Positives: Tool for success

Vocal
Languages
Literature
Contest preparation
Art
Ensembles
"Even marching band"
American singers best in

Training
Diction
History
Instrumental
N.A.T.S. auditions

Theatre
Recitals

the world

Negatives: Poor vocal instruction Voice Teachers

Not good technique
Not enough performance experience
Too broad a curriculum

Not enough study in vocal area

Not enough performance opportunities

Not enough time to "hone" craft
Not enough demand from private teacher

Being "pushed too hard"

Not enough time required in the practice room

Wrong literature
Too many contests

Period between education and career entry

Taking lessons Singing with group

Language study Acting

Working Getting experience

Making money Bus driving

Laundry worker

Apprent ice programs
Experience Confidence
Acting skills Opportunity to work/converse

with professional singers

Multiple performances
Complete operatic roles

Outside jobs
Teaching Janitor

Waiter/waitress Secretary

Clerk Manager

Construction Bank

Private company

Audition process
Not at this point in career Every job an audition (17)
Reputation of singer Some formal training
Progress of doing Teacher taught

Apprentice program Special classes



167

"Like best" about performance career (32)

Challenge(18 ) Colleagues
Excitement (10) Music (42)

Money (9) "Business itself"

Creating Performance (18)

Pay Scale
No such thing (33) AGMA minimum

Negotiated contracts Excellent (5)

Want pay increase'(49)
Accept almost anything (contract) to meet expenses

Control of other professionals with whom you work

No (43) Once in a while (10)

Sufficient demand to warrant a career

"Great faith"T41Y
Concern over state of the arts (47)
Financial condition of symphonies an omen

Public and corporate monies needed (38)

More tax support (39)
nation of "canned music" and "sporting events"

Mediocrity is public trend

How can you expect more for classical singing?

Not different for rest of classical music business(10)
"Is it not enough to survive?"

Rewards beyond financial

Personal satisfaction Inner warmth

Self appreciation Food for soul

Creativity Worth

Value Esteem

Travel Working with ensemble

Audience reaction Colleagues

Excitement Process of learning

Improving

"Like what you do"
Yes!!!!

If I didn't I wouldn't do it"

Entrapment

Race
Not a consideration (31) Non-Jewish

English not "first" language

Americana more perfect than a native in another country (19)

Black early in career - not now -negotiates contracts

"stem from public perception about man/woman



Age: Late start
Begin ready but not enough
Matures in mid-thirties

Chronological age
Natural aging process

Good health & technique

Health: Allergies (19)
Rehearsal halls (23)
Spring
Dry air (26)
Dust
Alcohol
Proper vocal techniq.

Health Regimen:
Physical fitness (39)
Jogging (22)
Sports
Yoga
Plenty of rest
Fresh air (40)

Vocal maturity
experience

Professional age
Hormonal structure
Not different from

athlete/pilot

Travel (37)
South/west/mid-west
pollen/mold
Changing temperature
Smoke
Fresh air

le

Aerobics (18)
Tennis
Golf
Walking (53)

Good diet

Physical appearance
Voice not enough (53) Has been an asset
Not a factor since singers control contracts
Looks important Too short (6)

Dumpy Can't be overweight (53)
Not too tall Look too young (2)

Definite help Weight problem

Real help to career

Hard (53)
Telephone (53)
Tired
Try to make this look

Love it

Part of the job
Limit engagements (26)
Fun
like home
Don't think about it

Family, Friends, Community

Special people
Rely on to keep sane
Colleagues become instant
Special spouse
Wonderful family
Would like to spend more
Participate as able
Special performances
Faithful to vows

Work hard at keeping
Lots of friends
family
Understanding
Rely upon

time with (24)
Church (43)
PTA
Accept

168

Travel:
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Take responsibility Everyone important

Reassure children Teen years hard

Stress right & wrong Vacations

"Three week rule" Consideration

Take time between engagements

Important events scheduled in

Commitment to family Extremely important

Keep me sane

Different Life Style
Not really Yes

Body the instrument Must watch everything

Stay healthy Not from soloists

Not "party" Temporary employment

Not a "steady" job Travel around
Function of the instrument

Dependency

Ag ent/Management/Publ icist
Selected by reputation Auditioned for
Multiple representation Approached by

Got through teacher Wonderful friend

Another Singer Recommended An employee

Must watch Changed agents

Be aware of what they are doing for you

Professional Union
Necessary evil (32) No good (23)
Had served as officer Just pay my dues

Have to belong to get employment in US (39)

Need to revamp whole structure (43)

Need a Union for Singers Not effective (32)

Helped during early years OK

Had acted as singer's representative in a

contract dispute

Held membership in AGVA and EQUITY (4)

Support Personnel
Professionals themselves Treat with respect

They can make or break a performance

Need them Make you job easier

There to make you look good

Try to cultivate Work with them

They are special people Talk with them

Friendly
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Critics, Reviews
One person's opinion Try to ignore
Don't take too seriously Don't read

Repeated "bad" press should prompt attention

Good review does help Some good critics

Professional standards needed
Most critics aren't singers many not even

musicians

Conductor, Director
Most professional Can be wonderful
Come to understanding Negotiations

Must have knowledge of total score

Some stage directors uncomfortable with
male/female relationships (13)

Creating plastic characters

Some just direct for the "shock" value
Singers must be flexible willing to try

Good directors (conductors) won't sacrifice
technique or harm voices

(Sinders)
Well prepared (33)
Artistic (39)

Congenial
Flexible (34)
Become your family
Rely upon

vel Willing to learn
Eager
Prepared
Act professional

Extra set of ears
Equal Partner
Provide at least half of
Rely upon
Act as vocal coach
Half of what we do

Greatest high/Worst low
Avoid trying to impress
Mutual respect
"Blue Hair"
The ultimate employer

Committed (17)
Intelligent (37)
Dedicated (31)
Pleasant
Inspired

Realistic
Flexible
Intelligent

Most special
Duet
total
Professional
Special rapport

Paying public
Don't "overblow"
"Dead"
Their friends

Colleagues

Entry le

Accompanist:

Audience:
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General Attitudes

Earn Less and Continue Singing or Chance Fields

Continue Won't do anything else
Both The is my job
What else is there? This is what I do.
Don't want to change now
Worked too hard to get here

Career Options

Education prepared for change
Teaching Private Enterprise
Management Conducting
Stage Director Administration
Acting Advertising
Writing

Qualities of Personal Success

Voice (sound) Flexibility
Work habits Languages
Promptness Integrity
Stamina Stability
Technique Reliability
Creativity Acting ability
Know the craft Health
Appearance Intelligence
Personality Experience
Knowledge of the business Agent

Being prepared Patience
Singers are a blessed people

Advice for Students

All of the attributes for Personal Success
Get a good teacher/coach
Be realistic Only a beginner
Don't be timid Don't be pushy
Put career first Know yourself

"Want this more than anything."

Advice for Educators

More stringent standards for entry
Quality of the faculty - good vocal technicians

have performance experience
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Knowledgable administrations
Revise the curriculum
More piano
Require acting
More languages (speaking & aural understanding)

More performance opportunities
Proficiency in at least 2 languages

"Tough" diction courses
Courses in costume, make-up, stage movement

Require some business courses/basic law

Career counseling: practical side
career expectancies
success rate
reality
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Identity Code: 11-3/9-28/-1 (Female artist)

Q: Do you feel that you need more control over the business

aspects of your career?

R: I feel like I can have as much control over it as I
(inaudible), though ....

Q: In what way?

R: Well, I can chose to push for a different schedule, for
more money, or I can organize things to whatever degree
I chose to. So, sometimes, yeah, I feel like I need
more control but that's not because somebody else has
it, it's because I didn't take it.

Q: What about such things as accounting, internal revenue,
arranging your travel schedules? Were those things
difficult to learn or do you have someone hired to do
the business end?

R: I hire an accountant to do my taxes but I plan to change
that and do it myself. I used to be married to a farmer
and that made everything so complicated that we did it
that way. But, I think that I can figure it out on my
own, and so, yeah, that's something I have to learn. The
other aspects of it came pretty naturally to me. I don't
think it's something I could have learned any other way
than by experience.

Q: What performance skills have you found necessary? Now,
let's exclude the obvious which is the good voice.

R: I can't think of anything that I couldn't use, and what
I can't get by without is, it's terribly important to
study acting. And, I wasn't expecting to study acting
in school. It's extremely helpful to study dance. I
was also not expecting to study dance in school. I
did, though, because I was interested. But, when I
work with a senior who doesn't have acting skills, and I
mean by that, just simple craft basics of getting focus
and working with a director, it's very frustrating,
used up valuable time and sometimes really takes away
from the performance because so much is lost.

0: How did you acquire your performance skills?

R: I have been performing all my life, and so a lot I
learned because as a child I worked at the university
in performance in the town I lived. In high school I
studied acting. I have always studied acting.



175

(Inaudible) worked with a director because it

interests me. But, I use all those, and I study dance

still.

Q: What about your language skills?

R: Oh! Those are required at my university.

0: Have you had additional instruction in those past your
university?

R: Oh, yeah! I'm always studying languages, and I, also,
started as a real young child studying German which
helped a lot. It helped a lot!

Q: Do you feel that your formal education, particularly
your university education, was relevant to what you're
now doing?

R: Definitely!

Q: Could you expand on that a little bit, other than
"definitely?"

R: Sure. I think there were a lot of things missing and
there were some things that didn't help but I went to
[university) where there is a huge opera department, and
the time I spent on stage and working on productions was
what I learned the most from.

0: I see.

R: But, those language requirements helped me alot and I
have met many singers that weren't required to study
languages, which I can't imagine how they get by. I
just don't know how they do it. The language
department at [university) is so strong that I got very
interested in it and took more than was required,
including Russian. Those things helped me alot.

0: Do you apply international phonetic alphabet in the
languages?

R: No, you know, I don't. Well, I'-ve never sung a language
that I haven't studied. Well, Spanish a little bit but
that's so easy when you know Italian. Part of the
reason I don't, I was required to learn the
international phonetic alphabet and then I immediately
forgot it. So, I have my own little ... I think it's
[IPA) a good tool.
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Q: How did you spend your time between your formal

education and the vocal maturation that you now have?

R: One of the things I didn't learn in school was how to
sing. I'd rather that didn't become published but, in
fact, I think I was handicapped by my voice teacher in
college. So, when I got out of school, I went to my
technique teacher back home and worked five days a week
and I took whatever job I could get including city bus
driving, laundry working, and waiting tables, and
everything, and studied technique for two years. Then I
went to Germany and began auditioning. I spent a couple
of years auditioning unsuccessfully before I finally
started to understand some things.

Q: Vocal things or the technique in auditioning?.

R: All of it. I had a horrible bout of stage fright where
I couldn't sing for a year, even in the shower, without
crying, and when I started to pull out of that I went
into musical comedy because I hadn't overcome it in
opera, I had only overcome it in those fields that
weren't quite as technically demanding, and then I went
and studied with _ , and he helped me a great
deal to overcome my stage fright, but also I learned a
great deal about acting.

Q: Of course. Did you participate in an apprentice
program?

R: Well, no, unless you count his program, but that was not

exactly an apprentice program.

Q: What about the audition process? You said you were
auditioning in Germany. Has it effected your
employment? How did you learn to audition? Let's just
talk about auditioning, per se.

R: That's something that was sadly lacking in my education
and I now consider myself an excellent auditioner,
and I am told that I am, quite often. But, it
definitely took years of trial and error, and anguish,
anguish. I learned by falling down a million times.

Q: Do you think it's something that can be taught?

R: I don't think you can learn all of it. You know, you
can't learn all of anything in school, but, I think ...
I think I could have been given more tools to work with.
The psychology of auditioning is very important and it
took me a long time to understand how to protect
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myself emotionally, and how to approach people with a

mixture of my own personality and some sort of
professional image, and could make that sort of a
choice, to make them comfortable, how to pick the
right arias, how to dress, how to walk in the room,
how to leave the room, how to talk to your accompanist
if you had never met them before, how to talk to them
if you have. It just goes on and on.

Q: And, could those skills have been formally taught or, at
least, should you have been exposed to those things?

R: Made aware of them.

Q: What do you like best about being a professional
singer/actor.

R: Well,...what I like best is the music. There are many
things I like about it, but I like, I find that at
various intervals during the course of preparation and
performance I get overwhelmed that I get to work with
this music. I have talked to other singers that say,
"Oh, I do that, too" sort of embarrassed, especially
....... and the a time comes when you just sit back and
think, Oh, my God. This is what I do, how wonderful.
Yeah!

Q: What about the pay scale?

R: Oh, it's wretched, horrible. You know, you have to put
so much money into it that you wind up with nothing, and
I'm working my way up. It just seems that the companies
always are in a crisis. They always apologize. Right
now we're having trouble, we can only afford this much.
So, it's very difficult. I don't own anything.

Q: I was reading an article in a Dallas paper, written by a
foreign journalist that had been there for the opening
of the new symphony hall. One of the impressions that
he was going to take back his country, was that the hall
was completely financed by private money and how
impressed he was. And, of course, here in the United
States, we keep thinking that if we had a little bit
more government subsidy.

R: Yeah! There needs to be, well part of the problem is
that there just isn't enough overall public
appreciation for the arts, so...

0: Well, speaking of "being enough," do you think there is
enough demand for classical vocal singing to encourage
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entry level singers or students to consider a career in
performance?

R: I think that demand should not be a consideration.
Because of the way, what we have to deal with in America
to be singers, I only think people can deal with if they
feel so intensely emotionally drawn to the work, that
will be reward enough in itself, because, no,
there's not enough demand.

Q: Do you have the opportunity to choose your own
engagements and roles?.

R: Sure.

Q: Do you have complete control over that?

R: Uh, huh.

Q: Do you have any input at this point in your career
into the singers with whom you perform?

R: Yes. Not because I'm important, but because I have a
good rapport with many of the managements that I work
with. And, if I suggest somebody to them they take me
seriously, but it's not because I'm a diva and I say I
only sing with this tenor.

Q: Yes, I see. Are there areas where the reward of a
performing career exceed the financial reward, and, if
so,. what are they?

R: Every area. For me the, you know, this is where we get
into the nonverbal stuff. I just feel very satisfied
with the emotional experience of working with great
music and acting and combining the skills that make
it all come to light. I, also, feel like I am blessed
because of the number of wonderful people I meet.

Q: Do you like what you do?

R: I love it.

Q: Let's turn our attention now a little bit to more
personal things. Have you found that your ethnic
background has helped or hindered your career?

R: It has helped.

Q: Will you expand upon that?
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R: Oh, sure! I think that, in America, there is racial
discrimination all over the place, but I also think that
coming from a European art form it's helpful to have a
European background. People more readily accept white
skin in most roles. Every now and then I realize
somebody is hired because they are black or oriental or
something, and I have no problem with that because I
think I have been hired for years because I was white.

Q: What about age? Do you feel that your age has been a
factor in your career?

R: No.

Q: Has the natural progression through vocal maturity begun
to effect your thoughts about the future yet?

R: Yeah, but in a positive way. It keeps getting better so
it makes me hopeful.

Q: Are there specific areas of vocal health which give you
concern?

R: Oh, yeah!

Q: Like what?

R: Well, I have the specific problem of being asthmatic and
that's a very expensive problem to have, and also very
dangerous to a singer. It's under control. It's
something I have to deal with all the time, and I'm
worried, I don't know if that'll change, if it'll get
worse, if it'll get better.

Q: Do you have a specific health regimen that you have to
follow?

R: Oh, yeah! I have medications, I get weekly shots, I
take pills, and, so that's a particular problem.
But, I also, if my career takes the direction that we
all hope our careers will take, I get concerned about
the amount of sleep and exercise and travel and how that
will effect your voice. I know that I talk too much,
when you don't have a community you spend alot of time
on the phone. It tends to be late hours and I realize
that alot of that's going to have to get cut-out as my
career expands. But, I'm willing to do it.

Q: What about your physical appearance? Has that effected
your career?
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R: Very much. Very much. Well, I play the roles of
seductive, outrageous women alot and if I didn't look
the way I look it would be much harder for me to
land those roles and I take advantage of it. If I am
auditioning for a Carmen, I make sure that they can see

my figure and I make sure they see my legs and ........

Q: Do you do special things for your figure and your legs?

R: You bet! I run five miles a day and I do a half hour of
calisthenics and I do yoga, and anything else I can get
my hands on depending on where I am just for the
pleasure of it, but that's my regimen.

Q: Do you feel that the extensive travel required by
performance as a professional singer makes personal
relationships difficult?

R: Of course! Yeah! I feel like it can enhance personal
relationships to some degree but that's taking the
positive outlook. I think there is a great deal that is
missed because we have to travel.

Q: Do you have close friends outside the field of music?

R: Oh, yeah! They keep me sane.

Q: Do you identify with the local community where you
live?

R: Yeah! Well, I don't normally live anywhere right now,
so, you know, but I still identify with a particular
community, the community I grew up in. Well, I'm not
settled yet. That's something I would like to do and I
hope to do.

Q: Are your parents still in that home community?

R: No, they moved, and I am also involved in their
community. I sing in the church, and I know people
there, and I attended high school there for a year.

Q: So you're keeping that identity in order to keep your
roots?

R: Yes, oh yeah! That's really important to me.

0: What about the mobility required by the profession --
(not just the travel, but I am talking about upward
career mobility -- Career mobility means, "Should I
really take this next advancement over here?"
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So, had this type of upward career mobility had any
adversely effect upon you and/or your family?

R: Yeah.

Q: You mentioned earlier that you had once been married to
a farmer. Did travel and upward career mobility have a
bearing on what happened?

R: It's hard to say but it seems to me that if we would
have had more time together, whether or not we would
have stayed together, I don't know, but we may have
ended things in a different way. For me, because I
have no family of my own that's not a problem now. I
have spoken with singers with kids and I know it's a
major problem for them.

Q: Do you think that professional singers live a different
lifestyle from other professional musicians?

R: I do.

Q: In what way?

R: Other professional musicians, well, I think concert
pianists and violinists, soloists, live a more similar
lifestyle to us, but orchestral musicians are under
contract and they live some place and they have a sense
of job security and they have a powerful union,
relatively, and they, you know, they are able to pick
and choose a community. When they do an audition, they
know they're auditioning for a longterm job.

Q: Now let's talk about some of the people that effect your
profession. Do you have an agent?

R: Uh, huh.

Q: And, how did you choose your agent?

R: I chose him according to his attitude toward me and
toward his job. I wanted somebody who loved what they
did, who felt genuinely enthusiastic about me, who was
supportive and encouraging and who, when they
represented me, would represent the things that I think
are important in my work, and that means cooperation and
a positive attitude. So, I would never allow an agent
represent me who was blood thirsty and aggressive in a
negative way.

Q: Did you audition for him as well?
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R: Uh, huh.

Q: Do you belong to a professional union? And has that

effected your career?

R: I belong to a professional union. I don't think it has
effected my career at this point. I like to think that
I am protected from singing too many hours of rehearsal
because of it, and I wish it weren't so expensive.
That's about it. Well, you can edit what I'm about to
say from the tape. You can tell them that, "I just send
them the dues."

Q: Since you have reached your present level of employment,
has it effected your relationship with co-workers, that
is, the support personnel, makeup artists, costumers,
and pros personnel?

R: No, I don't think so. I think that the soloists can
decide whether that will influence their relationship
with those people or not and I try to look at everybody
as being just like me only doing different stuff. I
don't go into diva mode. I try to just approach them
all as people so that I'm always participating in a
supportive environment.

Q: How do you handle critics and the press?

R: Oh! If I get a good review that I think is inaccurate
toward the rest of the cast, for example, if I find
myself in that terribly uncomfortable position where I
get a raise and the rest of the cast is put down, I find
that the most difficult situation to deal with because
it's almost never true that I could have done that well
without them, and, so, in those cases I try to find some
way to let the cast know that I'm uncomfortable with it.
I sometimes write a letter to the critic. If I think
the critic criticizes me in an inaccurate or unfair
way, I hold them responsible for it and I write them
back. I don't rave at them, but, if for example, they
criticize some....... for example, "Carmens" are famous
for being criticized for putting their hand on their hip
and hands on the hip in two different gestures are basic
to Flamingo dance moves. They are like first position,
second position in ballet and so it's totally inaccurate
to criticize a Carmen for putting her hands on her hips,
unless, of course, she does it like this-----Unless she
does it in a 20th Century cowgirl way. And then what
you criticize is her style, her incomplete study of
style,
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but I got reviewed where the reviewer said, "I would
like to see a Carmen that never once puts her hands
on her hips," and I had done it in Flamingo style, so
I wrote him back and I said, (I tried to be very
delicate because whoever came along and did the next
Carmen around him needed to be protected from that
attitude) -- so I let him know that it was basic to
Flamingo and I told him how it looked, and I felt like
that was fair, that critics should be held responsible
for what they say by the artists as well as the
community and I actively do that in a collegial
way and don't get riled up and write nasty letters back.
If I get a bad review it always takes me a couple of
days to shake it up, and I do look to the support of my
colleagues for help with that.

Q: Let's talk about those colleagues, then. Talk to me
about your colleagues. What kind of colleagues that you
look for support and inspirations?

R: They have turned out to be alot different than I thought
they would be when I embarked on this. I anticipated
alot of closed minded, cold, conceited people because I
grew up in an area where there wasn't any opera and I
had the same stereotypes as many people in America
today. This is not the case at all. I am amazed at
the wonderful people I meet and the people whom I
suggest opera companies hire when they ask for my
advice, are people who are supportive, creative, take
responsibility for their own work, their mistakes and
have a sense of humor, and take risks, and I'm amazed
how many of those kinds of people I meet. It's a
wonderful community of people. It's too bad that we see
each other for only a month and then don't for another
year.

Q: What about the working relationship that you find with a
musical director or conductor?

R: Well, that's a good question to ask right now.

0: Have some problems?

R: It is heavily influential in every way, not only to what
we do on stage, but to how we feel about the show and
how we interact with each other. If we have a
conductor who is close-minded, it can cause enormous
stress. If we have a conductor who is inept it can
cause enormous stress. If we feel like we've made all
these enormous sacrifices only to have ourselves cut
short when it comes time to sing a long phrase, or if
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we're not allowed to somehow put our passion into what
we're doing, it's just the most frustrating thing that
can possibly happen.

Q: Do you feel that you have had to compromise your
artistic integrity at times for conductors and stage
directors?

R: Yes. And, that's something I'm not proud of because
it's my choice to do that or not do it. I know singers
who don't feel that any job is important enough to do
that and they leave. Not because they're conceited but
because they feel that if they were going to work a
frustrating, unrewarding job they may as well drive a
truck, and I haven't been brave enough to do that. On
the other hand, you sacrifice a little here and you gain
a little there and that's what it's like to put
something together. The one thing that I don't stand
for is conductors who take their personal problems out
on singers. They don't do it to me for some reason but
they do it to other people and that happens in any job,
and I don't tolerate that.

Q: Could we leave the operatic field for a minute? I don't
know whether you do recitals, but when you do, what is
your relationship with the accompanist?

R: Oh, I try to think that it's a 60/60 relationship, so we
overlap, and I think of the accompanist as contributing
at least as much as I do, and I listen to their ideas
and we always try to find a way to invent the piece
together at the same moment.

Q: Could we discuss the entry level performer? Do you
enjoy working with them and find that they are
receptive?

R: Oh, yeah. I feel like I need to say one more thing
about conductors, which is in a positive vain. They
can also take everybody to a level higher than they he
anticipated being able to go to. .So, it works both
ways.

Q: What about the audience?

R: You mean?

Q: You know, like

R: Is it important to me?
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Q: Yes.

R: Oh, sure. I go along with Cmentor's) idea of sinergy,
that one plus one equals three. So, the audience is
at least half of what we do.

Q: Would you rather earn less money and continue to
be a singer or would you like to leave this field and do
something else?

R: Well, if those are the only two choices I would earn
less money and continue to be a singer, although I
don't think I could earn less money.

Q: Have you considered another field?

R: No, not yet.

Q: To what factors do you contribute your occupational
success?

R: Joy. I really think that's it.

Q: What do you think it takes to make a successful
performer?

R: Well,----- I guess there are other issues, aren't
there? I am lucky to have a good voice. I am lucky to
have the kind of brain that can combine alot of
different information at once and it just happens to be
this group of ideas that I can put together. I have had
a very good education and I do think that makes a
difference. I have an aptitude for it all and I have
had alot of support from my family but also from
teachers and that has made a big difference to me.

Q: A lot of positive reinforcement.

R: Yeah. And good guidance.

Q: Now we're down to the last two questions. I told
you before we turned on the tape, one of the stated
goals of this research is to try to make higher
education more applicable to the career that young
singers are being trained for. So, I would like to know
what you would say to academia, the things they need to
do to help the singer, and then I would like to know
what you would say to young singers?

R: Well, I think most of us feel very strongly about this
stuff. I think that it's important that singers not
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only be given the approach of doing things right. There
is too much emphasis in school on pleasing the
conductor, the teacher, the director, the coach, the
professor, making the grade and doing it their way.
When we get out here we have to find out how to do it
our way and there has got to be a different approach to
helping a singer embrace their own concept and discover
what that is and find the road to discovering what that
is, because, if you get out here and start trying to
please the conductor and the director, you're shot, and
you also can only rise to a certain level and that's it.
And, if your dream is to be an expressive singer then
someone has got to help you shake off grade school and
high school years of getting A pluses and learn to think
more in terms of reaching inside yourself and doing what
is unique to you while staying within the skills. To me
that's the most important thing in that singers don't
value that in themselves. They feel anxious to get work
because there is so little of it and because they are
people who are doing it because they love it, but they
overlook their own value, they overlook their own
individuality and that has to be spoken to. I think
that it's really important that, I agree that singers
need to study theory and history and have a sense of
respect for the years of creativity that have led up
to what we do and have a sense of respect for the
difficulty of the job of composing, and I think singers
should all study conducting, at least a little. And,
they certainly should study acting. I can't understand
why that's not a requirement. And, it must be now. It
has to be, especially for American singers because we
live in a visual society, period. ...... And, if you
want to succeed as a singer now you have to be able to
move, that's all there is to it. And, that's what I
would say to the singers, too. If your school doesn't
require you to study acting or movement, do it anyway,
and, also, if you find yourself tormented by the people
you're working with, you have to somehow untangle
yourself and work with people who make you feel good.

Q: I think that's hard for young students, because they
feel if they say to a particular professor, you know,
particularly at the college, and even the master's
level, "I'd like to study in somebody else's studio ...

R: Oh, it's terrifying.

Q: Before I say thank you and tell you how gracious you've
been, before we turn off the tape, do you have anything
else you'd like to say about the profession? Have you
thought of something else you wanted to say about
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conductors. Anything else that you think that you'd
like to say to the young singer? Any comments to me
about this project? Anything?

R: I think that the project is really important and I'm
glad you're doing it. I think that the actual work
is hard too separate from the study and I don't know how
possible it is to bridge that gap but it's really ......
I think that's great. And, I also think that opera
singers can be encouraged. It appears to me that there
is more and more interest all the time in opera and I
feel like we're blessed people, but that we have to find
some way to live more rewarding lives in our day to day
world. And, I don't know how that's going to happen but
we can't really go on like this. I see too much
emotional stress. You know, one of the things that
has interested me is that everywhere I go people still
think that singers work for a company and have a steady
job. There isn't much awareness for the lifestyle that
we live. We really are on the outskirts of society.
Nobody knows.

Q: I really appreciate your willingness to participate
in this study. You have been most helpful and I thank
you.
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Identity Code: 11-3/4-19/3 (Female Artist)

Q: Do you feel you need more control over the business end

of your career?

R: I think we all want to be in control as human beings,
and, yet, most of my time is dealing with the business
end. Sometimes I feel like I haven't even had a chance
to look at my music during the day. And that's just
speaking with my agent on the phone, making airline
reservations to go wherever, or possibly sending out
some letters of letting people know where I'm singing.
I feel like a lot of my time is dealing with business
and I wish I had less control of that. But, then again,
I do not let someone take control of the business end of
my career. Let me clarify that, in case my agent calls
and says, "You need to go to Boston," for instance, "and
sing performances for $200 a thing and you've got to do
this, and I'm telling you, I don't have to do anything.
You know! So I don't let my agent control me. I have
to please him to a certain extent, but I always remember
that he is working for me. Because, if you start
thinking that I am working for them, then you get
controlled. Does that make sense?

Q: Yes, it certainly does. Then, because of your attitude
this way, you do have the choice of engagements and
roles that you accept and you're not bound in such a
way that you have to take them.

R: Yes. I have the privilege because I am married, my
husband is a singer, fortunately he is a very successful
singer, so my income is supplemented, so I do have that.
Now, he did not have that choice because he was
supporting us and would take a lot of things that we
knew he shouldn't take, but we had to eat. So, I feel
very fortunate that I do have ------

Q: That you had that privilege to pick and choose because
there was someone helping you.

R: And, some people who have patrons or parents who support
their career have that privilege, too, which is very
very nice.

0: What are some of the performance skills that you have
found necessary?

R: Performance skills. Other than your voice?

Q: Other than your voice.
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R: Movement. I think as a classical singer in the opera
world there is a defined way of acting on stage, as you
would find an actress on t.v. If I went to perform in a
movie, I am sure my acting would be totally different
than what I use on the operatic stage, and I have also
learned, even in the short span of my career which is
professionally eight years, that even the mode of acting
is different than, perhaps, it was eight years ago.
Eight years ago .... I"m definitely more subtle, but
that also could be a maturity that I have gained and
also the type of company I'm singing for. I sang
with [touring group in south west) and it was much more
than "WE CAN'T UNDERSTAND YOU" (what you're saying),
beat them over the head with what you're saying, WE ARE
ACTING. You know, and as I have matured, I don't think
we have to beat the audience over the head with acting
and so my acting is much more subtle. You have to have
language skills. You have to have business skills. You
have to have diplomacy skills. You have to have skills
on how to take care of yourself.

Q: So, in other words, as you are maturing into your career
that you are finding that you are learning things all
along that, perhaps, you could have been taught
earlier?

R: You know, that's a question I thought about because I
knew what you were going to be talking about. You know,
the medical profession has a residency and they have
studied in the books and then they go to the Emergency
Room and that's where they learn. They apply what they
have learned. I think I could have been given more of a
foundation, definitely, because I had one year of
French, one year of German, one year of Italian. I
should have been able to speak a language when I left a
university. I should have been able to communicate in
another language. But, then again, I don't think what I
have gained can be taught. I think it has to be gained
through experience.

Q: How did you spend the time between your formal education
and vocal maturation? You know, so many young singers
think that the minute they walk out, particularly
with a master's degree, that they're ready to go sing.

R: Well, unfortunately, and I take responsibility for this,
too, the way I sing today was not acquired through any
university or master's program. Now, the reason I say I
take responsibility for that is that I had a choice. I
could have left where I was studying and gone on and
found somebody else that could give it to me, and at
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that time I didn't have the maturity or the know-how
to say this is not working for me, I need direction,
where should I go and get what I need. And, so I
kind of stuck it out through my four years and then I
stuck it out through my master's and I didn't learn how
to sing until I met my teacher at this point in time and
she taught me how to sing, with a professional sound
that was required for this business. Singers are out
there trying to get those one jobs.

Q: Well, lets talk to about that. Did you go through an
apprentice program?

R: No, that was not an apprentice program ....

Q: Oh, that's right, it's an intern, entry-level program.
How did you find that expanded your early professional
involvement?

R: Well, I think when you get your first professional job,
that's the "biggy", you have that as a reference point
and I have worked professionally. Any other artistic
director can call and say, "How was she?" It did not
make or break my career. It gave me a poor taste of the
reality of singing a lot, and then, again, it was an
over exaggeration of what it wasn't going to be like,
because I was singing every night and riding a bus
during the day. I couldn't hold up on that now. But,
and I wouldn't. So, it was beneficial for what it was.

Q: What about the audition process? Did you have to go
through that and were you trained to go through it, if
you did go through it?

R: I am still going through it.

Q: You are still auditioning?

R: Oh, yes. Most the people here still audition in this
way.......My husband still auditions and he has been
singing for 15 years. If you're Joan Sutherland you
don't have to audition. If you're singing at the Met.
and conductors hear of your work or you have recordings
you don't have to audition. I heard Efamous female
classical singer] had to audition and she hadn't
auditioned in years but she still had to audition for
this famous conductor and she told him,... she said," I
am nervous, I haven't auditioned in a long time." So,
we all have to continue to audition. I mean, people
can't know of my work, you know, just because I'm here
in [city in mid-west].
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Q: Were you trained in how to audition or did you just
pick up on it?

R: I had some training at [summer performing center]. I
was there at a workshop. I don't think I had any
training in [city in middle United States). I think a
teacher of mine gave me a way of presenting myself, you
know, when I go in. Fortunately, I think I had a
natural ability of presenting myself.

0: What do you like best about being a professional
performing classical singer?

R: What I like best is, oh gosh, there are several things,
I like being paid for what I enjoying doing. I
could go and sing in my studio for myself all day long
and be happy, I really could. Yeah, yeah, I could do
that? The fun is getting paid for something I enjoy
doing. And, sometimes when I get upset about this
business I go, "Well, they can't take that away from
me." I can go and sing and release the emotional
creativity that I have within me for myself. I don't
even need an audience.. So, that's what I like.

0: Since you like being paid, I'm using the term "pay
scale" because it is a term we all understand. One of
the artists I have already interviewed today said
that there is no such thing as a pay scale and it's
"whacky" anyway. So, what do you feel about the pay
scale for professional singing?

R: One time my husband and I were discussing this, getting
him to do something, but I was going to write down all
the hours that I put in preparing for a job before I
got the job and we, just off our heads, figured that I
probably don't make minimum wage at this point in my
career. Now, that is very sad.

Q: Now, isn't that, that's a sad commentary on the amount
of education and the cost of everything involved!

R: The money that I have put into my career. I mean, it
didn't stop when I graduated. I pay $60 per hr. for
voice lessons, and I pay for coaching and I spend money
out to audition I'm putting in money. So, the pay
scale, I mean, I heard this girl at ____ Drug was
saying. "I can't wait until they raise the minimum
scale," and I wanted to say, "I have to speak how many
languages and understand what I'm saying and it has to
be correct, I have to be on pitch, I have to be clear, I
have to know this, I have to know that," and I my body



192

had to look good, and Ihave to go through pressure and
stress beyond what you are doing right now and I don't
like that, and that's when it gets sad.

Q: Do you have any input as to the choice of other singers
with whom you work?

R: Not at this point.

Q: Do you think there is enough demand in the United States
today for the classical performer/singer, to encourage
other young people to go ahead and go into it?

R: I would say no, but is that a reason to discourage
anyone? Then on the other hand there is quite a bit of
work for the really good singer.

Q: That's basically the answer I'm getting from everybody.
They say that the person who wants to go into this
career one couldn't dissuade anyway.

R: Because, my parents did, you know, how can you make a
living, it's a terrible lifestyle. I'm a late-bloomer
as far as a career and people would have told me many
many years ago to give up. So, here I am.

Q: What are the rewards of a performing career that exceed
the financial consideration?

R: Oh, when I sing Mozart I feel that it's such a privilege
to bring his work to life, to be a part of that. We can
have a composer who puts the notes on the paper, we
can have the orchestra waiting in the pit, we can have
the conductor waiting there and if they don't have me
they can't have an opera. I think it's a real privilege
to be able to sing his music and to express myself
through that. I didn't realize how special it was until
I realized, see, I feel like everybody has this joy that
I experience, and people come and say, "Oh, if I could
sing like you." I realize that I do, that I'm set
apart, because everybody can't do this. They maybe can
pick up a violin or a piano and work toward that but I
........ It is so much a God-given thing.

Q: You have already answered my next question which is, "Do
*you really like what you do?", so I think we'll go right
on -- Would you please talk about some areas (career
areas) that are concerns?

R: Concerns?
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Q: Yes. For instance, do you find that your age has
been a factor of concern?

R: It was when I was going through the apprenticeship route
of auditioning. You know, I would audition for Ecompany
in the south west) studio and then they wouldn't take me
for three years and then I finally auditioned for the
fourth year and they sort of likened to say, "Oh, you're
too old." But I don't know if that was really a true
consideration or it was an excuse. The thing that I've
been involved with is my height. As far as my age, I
think when you get to a point that you produce the goods
and you still have somewhat of a youthful, even if you
don't have a youthful appearance, you can on stage.
It's not like movie-time. I don't think they care how
old you are.

0: What about the natural progression of vocal maturation?
You know, the fact that we can't sing for a long time
and then all of a sudden there we are and then it's
gorgeous.

R: That's what happened to me.

Q: Have you begun to think about what might happen to you
in the future -- when the voice gets to sounding too
old?

R: You mean after I quit singing? Oh, yes. I plan to
teach. I don't know if I'll teach in a university
because I have definite feelings about universities and
I would feel like I have more control if I teach
privately. And, I am a very good teacher. I moved from
New York City to [city in south western area] and I
started a studio and I have a real gift for it. I have
a real good ear, a real gift of communicating very
simply. When I started teaching I went, "Why couldn't
somebody have told me this?" Because I saw the results
of my students and they were getting it just like this.
And, so, I have a real gift of communicating and I look
forward to those days.

Q: Are there specific areas of vocal health in which you
have extra concern? Or special health regimens?

R: Yes, I have a lot of concerns because you have to have
good health to be in this business and I have had some
serious health problems in the last few years regarding
my reproductive system. And, so, my hormones
fluctuate and, therefore, effect the way I feel and
relate to people and, sometimes it effects my voice,
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but, yes, I have very definite ideas of how to take care
of myself and try to be the best I can be physically.

Q: Do you do any jogging or anything like that or is it
just "good sense" things?

R: No, eating well, and I usually stretch out on the day
I'm singing.

Q: Which, if we don't hurry you won't get to do. Well,
we've already talked about you being tall so we'll skip
the next one.

R: Okay.

Q: Does the extensive travel required by your employment
effect your personal relationships -- make relationships
difficult?

R: I wouldn't say that it made my marriage difficult. In
fact, I think my husband and I communicate on a better
level when we're communicating by phone than when we're
at home. It's that we are concentrating on each other
at that time and at home there are a million and
one things that are grasping for our time and efforts.
So, I do think it effects my relationship with my
parents and with my sister because they have no earthly
idea why I can't come to see them and why, if I have a
week off I'm not visiting them when I had just been on
the road for six months. I don't want to go to
[southern state], you know, heaven forbid that they
might think about coming to visit me here.

Q: That was one of the things I was going to say about
balancing the personal demands against the career
demands.

R: It's very hard, it's very hard. And, [husband] has the
same problem with his parents. They can't understand.
They say, "Well, if you're not employed that means
you're not. working." But, that's not true. We work hard
when we're home.

Q: Do you have close friendships outside the field of
music?

R: Definitely, I make it a point to have close friendships
outside.
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Q: Then, do you identify with your local community? Are
these friends inside your community?

R: Yes, they're in my church. I have a support group in my
church.

0: How interesting. Some singers said they can't
identify politically and emotionally with their
community because they are away so much and they spend
too much time with other singers.

R: Isn'.t that something because I love artists but I'm with
them all the time -- but, I prefer to have a more
balanced way of life.

0: Do you think that professional singers live a different
lifestyle than other musicians?

R: Well, the first thing would be if you're playing in a
symphony you are home-based and, therefore, you are at
a base. You know, this is terrible but I'm not familiar
with other musicians to really comment on those.

Q: No, that's fine, but I think you did hit on one big
point. Also, you hit on it earlier as well when you
were saying things about being concerned about your
health.

R: Oh, yeah. Because our instrument is our body. And, you
know what I think, that should be in our compensation,
too. I mean, the stress of why and going from one job
to another should be a consideration of who is
hiring us. You know, what happens before we get to the
job, and I don't think there is any consideration of
that.

0: What is your relationship with your agent? How did you
find your agent? Or did he find you?

R: You mean my present agent?

Q: You've had more than one?

R: Yes, I've had more than one. The first agent I had---I
was travelling with my husband and she was here and
she heard me and signed me up. So, I really didn't send
out letters and say I'm looking for an agent which
a lot of people have to do. She got out of the business
so I had to find someone else. At that time I did do
a lot of discussion with people and decided who I wanted
to sing for and sent out the letters and the second
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lady signed me up. That relationship did not work out
because we had different views about where my voice was
going and so, we weren't in agreement. I started
managing myself and things started mushrooming and so my
husband's present agent said, "We'd like to take 10% of
your money." And, so at that time I needed an agent, I
didn't have time to get an agent, so I was just signed
on.

Q: You married husband and got set with an agent. That's a
wonderful consideration for marriage.

R: No, no, my husband,---- I was married to my husband
many years before he got his agent.

Q: Do you belong to a professional union and has it had an
effect on your career?

R: I belong to one and it has had no effect on my career.
There have been a few instances that I know of where a
singer has had some support from the emergency and
relief fund. My husband was burned and they loaned us
some money for the hospital expenses until our case
was resolved and they didn't charge us any interest
so that was the nicest thing we've ever had done for
us. You have to belong to the union or you don't get
work. But it really doesn't help with pay or contracts.
Oh, it does limit rehearsal time but that's about all.
In fact, it's just come with the territory. You have to
belong so you just send in your money.

Q: Since you have reached your present level of employment
and success, has it effected your relationship with
support personnel? Support personnel being make-up
artists, costumers, back-stage stage hands, etc.

R: It differs with companies how I am respected. I can be
in one place where a crew is smoking cigars and
cigarettes backstage during my performance and there is
no regard or respect that I need fresh air. I can go to
another company and I am treated like a prima donna,
anything I need, anyway I can make you comfortable,
anyway that you can make your job easier we're here to
help you. So it depends---on the management, really.

Q: How do you handle critics in the press?

R: I look at a critic as someone who has a job to do and a
man with one opinion, and that's his opinion.
Hopefully, as I mature emotionally that I can have the
hurt, if it is critical, have the hurt and then deal
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with what he said and see if it's true. If it's not
true then I ignore it.

Q: What about your working relationship with the musical
director or the conductor, in that I mean not only how
you work with them, but your artistic standards as
compared and contrasted with theirs.

R: Again, I think that has to do with the company. If the
conductor values you and respects your artistic
integrity and talents, he will work with you and will
know what you need and there will be an exchange of
ideas. If you're working with someone who doesn't want
that exchange and he is Almighty God, I usually save
myself the stress, and I think singers are the most
flexible people in the world, or should be, and I try
to, with the best of my ability, to be flexible enough
to do what he wants me to do.

Q: What about your relationship to your colleagues? Now,
by the colleagues, we're talking, about other singers?

R: Are you asking personally or professionally?

Q: I suppose I really should say professionally since this
is professionally oriented but by the same token I
wonder if we can really separate those. Maybe, if you
can separate them ....

R: I can. I can because I go to rehearsals and I can
sometimes appreciate someone's talent and not choose
them to be acquaintances or friends, so I can separate
that, and I do, I meet a lot of wonderful people that I
enjoy being with and then there are some people that, we
don't hit it off, and so you know I'll... see each other
at work. You know, it's just the same as someone who is
working in an office.

Q: But, does the personal side of it make the professional
side easier you ....

R: Clicked, personally that it makes it professionally
easier? Not necessarily, because if that person is a
true professional and has a lot of artistic
qualities to bring to a role, that's what I care about
when I'm on stage with them, and if they treat me with
respect and I treat them with respect, so it doesn't
matter that we're friends.

0: Please comment on your relationship to the accompanist
in a recital situation.
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R: Usually in a recital situation I feel like I have more
control over the musical caliber of a performance and

so, they're working for me when I hire them, and,
therefore, I'm in charge.

Q: Do you enjoy working with the entry-level performer?
I'm speaking of entry-level professional.

R: I'm trying to think if I have worked with anybody. You
know, I'm usually the entry-level. I don't know that
I've worked with any. Because the companies I'm going
into I'm working with people that have been singing for
ten years, and I'm thrown in, so I'm the entry-level
right now.

Q: What is your relationship to the audience, the audience
react ions?

R: I think the audience is like somebody that you meet.
Not everybody is going to like you. An audience
may love you and they may not like you. Although I want
to give my performance for them, it's not completely for
them. It's still a job, and it does, I mean, if
you're doing what you're supposed to do, then if there's
someone who is displeased you're sorry but .........

Q: Would you rather earn less money and continue to be a
professional singer, or would you prefer to earn a
larger more steady income in another field?

Q: Well, the answer is the first. If I had wanted to earn
money I would be in something else.

0: Can you imagine being anything except who you are
and what you are?

R: I mean, I've tried. What can I say.

0: You spoke a little bit earlier when we were talking
about considering your future, that you were going to
teach, so you're obviously considering a career
contingency of teaching and also have done some of that.
Have you considered any other contingencies, other
options?

R: No.

Q: What factors do you think have contributed most to your
success?
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R: Well, the number one factor would be my husband. If I
hadn't had his belief in me and reassurance I wouldn't
be here. Second important factor is that vocal
techniques teachers have given me, and, I don't mean for
this to be the least, but I always had a natural ability
and if I hadn't had the other two I wouldn't be here, so
that's why I put those first, my natural abilities.

Q: In your opinion what does it take to make a successful
full-time performer?

R: In my opinion? Oh, that's a heavy question. A desire
that can't be squashed, lots of self-confidence, know
your attributes and your limitations, and a firm vocal
technique.

Q: Would you please address some of your concerns toward
the educational profession? What do you see as
being necessary in the curriculum? What things do
you think could help someone?

R: I think, first of all, we have to quit looking at
teachers as a second rate citizen, and by that I mean,
we need to train the educational, future educational
person, as they are the most special thing. They are
the ones that are going to train the next, the people
who go out and do this, and .... My husband and I give
master classes in the universities and we see who is
teaching students and they don't know anything. It's
very, very sad. I think I did have some teachers who
possibly knew some things but they were so wrapped up in
the political side of presenting operas and they gave me
some wonderful opportunities to perform, I surely must
have grown through that, but they were more concerned
about getting funding for the school by giving great
performances, they weren't concerned about me. I mean,
it's just the way of the world, I mean, I don't know if
it can change. I hate to be pessimistic but we have to
be looking at the person who is chosing to teach as a
profession as somebody who must be given the right
training. And, I'm not saying that person has to have
superb vocal technique but they must have skills and
knowledge of understanding the voice and be able to
communicate it, not in one way, but in many ways,
because everybody that comes through that door is a
different person and they have to have a way of
communicating it to that person.

Q: What would you say to the student today, say, the junior
or senior, about going into the professional scene?



200

R: I think you have to go into singing not with a fantasy,
even though it is a fantasy. It's out there you know,
the Met is waiting. You need to have the fantasy
part of it but you also have to go in with a lot of
reality.

Q: Are there any other matters which you would like to
address or perhaps summarize thoughts about some issues
we have already covered?

R. Well, I would like to say that this is the greatest and
at the same time the most frustrating profession that I
know. Singers must be prepared to be a jack of all
trades. They music have a voice, solid technique, very
good languages, acting ability, a sense of costume
design, a little artistic flare for the stage, ability,
knowhow, and determination. These are qualities that
make the business and those who are in it special. I
don't know if it is all that different from other
professions because I suppose doctors and lawyers thing
they are pretty special too -- but those thing are what
makes us tick -- what makes the performance work.

0. Thank you for participating in this research. It has
been a pleasure to visit with you.

R. 0 thank you! It's been most interesting. It made me
really think about myself in relationship to my career.
I think it's a great idea and hope you have a lot of
success.

0: Well, thanks. The interview process has been a pleasure
for me to get to talk with individuals who are dedicated
to this career. You all certainly have strong opinions.

R: I bet we do. I was great for me to be able to share my
ideas and thoughts with you. In fact, I'm going to
get my husband to talk with you, he has some good ideas
too.
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Identity Code: 11-3/4-12/1 (Male artist)

Q: Do you feel that you need more control over the
business end of your career?

R: Absolutely. Absolutely. First of all regarding
management and agencies. OK, I thing that I should know
any time there has been a job offer for my services.
All right. Well, when I first got involved with the
business I was approached by an agent and I had to, I
felt that this was an opportunity that I couldn't turn
down. Now, however, as I am getting more involved with
singing there.are a lot of things that I would like to
change about our contract. She charges a retainer fee.
I don't think I should be paying that. Not too many
agents, especially AGMA agents charge a retainer fee.
So from that point of view, yes, I need more control
over the business. As for contracts -- I was a union
representative for the [trade union for workers outside
the field of music for three years, so therefore
contracts I have no problem with. I am also an AGMA rep
for several tours, so that's no problem.

Q: What about some of the performance skills you have found
necessary?

R: Besides the voice?

Q: Yes.

R: Well at the beginning of my career the first priority
was to develop repertoire, which I have. Then I started
to polish my dramatic skills, languages and diction.
That's basically it -- dramatics and diction.

Q: How are you maintaining those skills?

R: I work with a voice teacher and a dramatic coach. When
I return from this trip I am going to look into a French
diction coach and I wan to learn Italian. Not just from
the diction point of view, but also to converse in it.

Q: How did you spend the time between your formal education
and career entry?

R: I was singing at an amateur level at the time in my
local community. And a friend of mine who had gotten a
lead role with a small company in [East Coast location]
asked me to audition for the tenor part. I did, and not
only did I get the role, but I was offered a scholarship
at a university there and they found my wife a job. So
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I said good bye to [major auto manufacturing company)
and that is how I started.

Q: Did you participate in an apprentice program and what
effect did it have on your career?

R: Well, I was never in an apprentice program, although as
I said, I did do amateur productions and in a sense I
suppose that could be considered an internship. It
always helps in my opinion, because it gives you
practical stage experience. The more time you have on
the stage during your craft, the better off you are.

Q: Did you have to go through the audition process. How
did you learn to audition?

R: Yes, I did learn to audition. Just by doing it. There
are some courses in how to audition but I never had one.

Q: Is there enough demand to classical vocal performance
for students or entry level singers to enter the
profession?

R: I don't know. I think that if this is something that
they want to do, regardless of the demand, that they
should pursue it, simply in order to attain happiness.
I am not saying the lucrative aspects make for
happiness. I did say before that I am very happy doing
this. I think that if they do have talent and a lot of
it, they should pursue it regardless. There are other
venues which they could sell their art as well. Europe
being one. Certainly the demand is not enough and there
has to be more demand in this country.

Q: Are there rewards from the performing career that exceed
beyond the financial aspects?

R: Yes. When I travel into schools bringing this art form
to some children who had never experienced it before,
and when I do programs for my children's school, I see
how important it is to keep an open mind with young
people. When they tell me that opera is a noble
profession, and they feel that we are the vanguard of
this profession and the vanguards of classical culture
in this country, which is steadily being overshadowed by
mindless clatter, for one of the better or worse
adjectives. This gives me hope and inspiration.

Q: Do you like what you're doing?

R: Yes, very much!
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Q: How has age effected your career?

R: Not at all. I got started a little later than most, 32
years of age. The tenor's voice comes into it's own

around 35, so if I had to pick, I love the age that I am
and I don't see how I wouldn't love even getting older
and growing into the voice. My voice has actually
darkened and come more dramatic since I started singing.

Q. How does the natural progression of vocal maturation

effect your considerations about the future?

R: All voices mature differently. I feel fortunate that

mine has gone from a very lyric tenor to now a full
lyric dramatico type. Therefore it effects the roles
that I'll be doing. Whereas before Don Octavio would
probably be the perfect role for me, now roles like Don
Jose and Canio come into play. These are roles which
are the repertoire done in larger houses, therefore, it
would mean down the line more money for me.

Q: What about the aging process?

R: I have thought about that. If one sings correctly, with
the proper technique throughout his career and keeps
himself healthy, there is no reason why that even with
at my age of 36 1 couldn't sing for another 20 to 25
years. At that point however, I would love to teach.

Q: Do you have a special health regimen?

R: I eat a lot of pasta and a lot of vegetables. I play
with the kids, I walk, I find that most people that know
me will tell you that I have a over abundance of energy.

Q: How about the amount of travel required for your
employment and the effect it has on your personal
relationships?

R: Well, I'll tell you something, my wife and I, we are
going full ahead with this career of mine. and
naturally the longing and missing each other as well as
the children is tremendous. But I find now that with
both my wife and the kids when I come home again, it is
just like that feeling you got when you were a teenaged
and in love. That happens every time I come home. That
is marvelous. A lot of people who are married and
continually have the old 9 to 5 daily hum drum routine,
quite often they lose that and never feel it again. I



204

experience it every time I come home and so does my

wife. For a while my son was upset about my absence,

but I sat down with him and said, listen fellow, your
father is an opera singer, this is what he was born to

do, this is what he does for a living. He has to be on

the road, however, at school you find countless children

living with just one parent because their parents are

divorced. You mother and I love each other and we are

together. For this you can rejoice. So forget about

the fact that I am gone and enjoy it when I am here.

And now the fellow is making a B+ average in a private

school, he has a $4500 scholarship. My daughter is

doing equally well. I go to their school and do

assembly programs so they have increased notoriety
because of daddy.

Q: Do you have close personal friends outside the field of
music?

R: I find that most of the friendships I have, with the
exception of my neighbors, do come from the field of
music, although these are musicians or are involved from
a performance angle within the business. A lot are
supporters of the arts. A lot of people that I have met
in the theaters have appreciated my performance and
wanted to get to know me. The travel doesn't effect
those relationships at all because they understand.

Q: do you identify with your home community?

R: Interestingly enough, the people in my hometown of
C ] are more involved with their own political
musical business and what is happening in my career
seems less important to them.

Q: How do you handle vocational and career competition with
your family and friends?

R: I have to go. I have to do the work at a particular
time. I can't stay, I've got to be out there doing the
work. I have to do the work, they understand that.

Q: Do you feel that the professional classical singer

maintains a different life style that of other
musicians?

R: Yes, in the sense that as singers our bodies are our

instruments. We have to be cognizant of how we treat

it, especially on days or a couple of days before
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performances. For instance, if we go to a party youcan't really involve too much alcohol because it tendsto dry you out and you would not be able to singproperly. You have to be cognizant of taking enoughliquid and about the right time to eat before the show.However, because this business is an artistic career andbecause artists tend to be somewhat uninhibited, thereis, a share of different life styles -- no doubt aboutit.

Q: Has physical appearance effected you career?

R: I am relatively tall for a tenor, I am over 5'6", so Ithink it has been beneficial.

Q: How did you choose your agent?

R: My agent chose me. I was singing for [famous singer) atthe [New England opera company) and my agent was presentbecause she had one of her singers there. After theaudition she approached me.

Q: Are you a member of the union?

R: Yes [no further comment -- see first part of interview].

Q; Since reaching the present level of your career, has the
relationship between you and support personnel beeneffected?

R: I have never had any problemgetting along with anybodythat I have worked with in the business, in any area ofexper t ise.

Q: How do you handle critics and the press?

R: Critics, you know, its like you get you share of good
reviews and you get your share of bad. The good reviewsyou always want to believe, the bad reviews you'll lookto criticize. But I try to look at a review from thestand point, I try to look at all of the words and tryto make sense of it one way or the other. For instance,if a critic contradicts himself -- he says he had oneacting mode and that one acting mode was petulance, thattends to contradict itself because petulance indicatescapricious and capricious is not a mode. So that to medoes not make sense.

Q: What is your relationship with conductors and stagedirectors and have you had to compromise your artisticstandards?
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R: I don't believe so for myself. When I go into a
production, I am perfectly willing to conform to the
idea of the conductor and director. My artistic
standards come from my vocal and dramatic instruction
and are completely unaffected by the way the director
wants to stage it or the tempo the conductor wishes to
take. It I do feel uncomfortable with something because
it hampers me vocally or dramatically then I will say
it. Certainly I have moral considerations also when it
comes to the directors aspect of the show. Other than
those qualifications, I am pretty much willing to keep
an open mind.

Q: Would you please comment about the colleagues -- other
singers -- with whom you work?

R: You know, singers are just as diverse a group of people
as any group that you find. I used to work in a
warehouse and there the university between people was on
a very small scale, but with singers you have the
complete spectrum of personalities. The one good thing
about it is that you get to work, we all have egos that
are large enough to go out there on stage and perhaps
make complete fools of ourselves. But we appreciate
that and for that three or four week period in most
cases we get along splendidly.

Q: What is your relationship with an accompanist?

R: I just finished a recital. The accompanist is just a
wonderful fellow and the only thing that I don't like is
that perhaps he is better looking than I. You earn one
another's respect. He finds that little extra in the
phrase that will help me along. My other accompanist is
the greatest accompanist in the world. And not only
does he feel things, he has the greatest pair of hands
I've ever seen.

Q: Do you enjoy working with an entry level performer?

R: A beginner - a novice?

Q: Yes.

R: I have no problem, as a matter of fact I have taught two
young singers to sing high C's in ten minutes. I love
it. Like I told you before, when I stop singing, I hope
to teach.

Q: How does the audience effect your performance?
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R: I love the audience. I find that a good applause after
I sing my aria gives me impetus to continue to sing at
the same level. Perhaps higher! But I like to think my
performance is pretty much consistent regardless with
the difference the audience make being negligible.

0: Would you rather earn less money and continue as a
singer or change professions?

R: I can't make any less money that I am making now.

Q: To what factors do you contribute you occupational
success?

R: I attribute success to this point with a quality and the
quality would have to be loyalty. If I can elaborate
this fellow that got me to start my career -- tried to
break up my marriage. He was supposed to be best man at
my wedding but never showed up. Through such
transgressions people would throw away such a
friendship, but after a time I forgave him and realized
that his motivations weren't malicious -- albeit
incorrect -- and so this loyalty and forgiveness I
attribute to that. You have to be loyal to your own
principles. You have to be loyal to your regimen of
discipline. You have to be loyal to you friends and
family. And you have to know when that loyalty is
effecting your career in a negative was. In business
relationships there should always be a temporary
loyalty, depending upon the sway of the wind.

Q: Would you care to make any recommendations to the young
singer and/or to the educational system?

R: Number 1. I can say that is a lot of colleges there is
a tendency to do for instance operatic productions which
are for and way above the level of the singers and
therefore they have to reach out into the community to
older singers to fill the major roles. Number 2. There
should be within every community that has an opera
theater a relationship with the university or
conservatory so that the people involved in the vocal
learning process can become involved in the community.
They should learn it from the ground up -- scenery,
costumes, stage management, etc.

I know there are many different way of teaching voice,
but in my opinion an educator who is a voice teacher
should always be sure that the person (the singer) knows
how to sing correctly within the range they are most
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comfortable with before starting to stretch the range.
There are things that I- assume should be part of the

basic curriculum. Languages, especially Italian and
French. Dance, ballet, and fencing are all programs
that any person who wants to be involved in performance
can benefit from. It these courses are not available,
they should be. The one problem when I went to school
was the dichotomy between the music department and the
dramatic arts. There was competition between the two.
This started from the teaching level because the voice
teachers wanted to direct the opera and the theatre
folks wanted to do the musical. Now just why couldn't
they work together?

No doubt about the fact that there should be more
courses regarding the music and operatic business. How
can you get a agent and how to auditions. How do you
prepare your tax forms?

The main thing for the student is to be patient because
they are still at a age where their voice is not going
to take them to any lengths. Be patient, enter some
competitions, continue your education in every aspect of
the business and have perseverance are the only things I
can say.

Q: Thank you so much for participating in this research.

R: Certainly. I found it stimulating. It caused me to
organize my thoughts about the profession and about my
own career.

The three interview transcriptions included here are to
serve as representative of the total. Complete
transcriptions are available from:

Sunny F.C. VanEaton
Director of Opera
Music Department
Oklahoma State University
Stillwater, OK 74078
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