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The Neapolitan School is well-known for its superb pedagogues who shaped the art of bel canto 
singing, one of whom was Cornelia van Zanten (1855–1946). Her 1911 treatise Bel Canto des 
Wortes, with its many voice exercises and an overview of the history of the bel canto movement, 
reveals Zanten as a superb pedagogue whose work deserves more exposure. Zanten’s methods 
were forged by her own operatic career, which spanned both Europe and the United States, her 
studies with Francesco Lamperti and Julius Stockhausen, and her many years teaching in both 
Germany and The Netherlands. 

“The word should no longer be the destroyer of bel canto, but 
its promoter . . . The speaking and singing apparatus are the 
same, therefore all mistakes in speaking take their revenge on 
the singing.”

—Cornelia van Zanten, Bel Canto des Wortes (1911)1

Many renowned voice teachers have published treatises 
detailing the training of the classical voice, the very first of 
which was Pier Francesco Tosi’s Opinioni de’ cantori antichi 
e moderni in 1723. Tosi’s student, Niccolo (Nicola) Porpora 

(1686–1768), is considered to be the father of the Neapolitan School.2 Many 
famous singers and teachers whose pedagogical lineage traced back to Tosi 
and Porpora went on to write their own influential treatises, including Manuel 
Garcia II (1805–1906);3 Francesco Lamperti (1813–1892);4 Giovanni Baptista 
Lamperti (1839–1910);5 and Mathilde Graumann Marchesi (1821–1913).6 
While these names are widely known in the classical vocal realm, that of 
another prolific descendant of the Neapolitan School, Cornelia van Zanten 
(1855–1946) does not share the same renown.7 Zanten’s landmark treatise 
Bel Canto des Wortes (1911) reveals a master teacher who not only had a clear 
and detailed understanding of vocal anatomy, but a multi-faceted, successful 
method with which to train classical singers that was rooted in the unhin-
dered production of vowels and consonants. Indeed, she believed that words 
should carry emotional expression, and that expression could not achieve its 
optimum beauty and clarity if a singer did not first focus on the production 
of vowels and consonants in speech. The method targeted the many cata-
lysts of muscle interference that can have detrimental effects on a singer’s 
tone quality, resonance, and diction through a series of exercises that were 
assigned at specific times during a singer’s training. Although she published 
other books and articles about the training of the classical voice, Bel Canto 
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des Wortes was undoubtedly her crowning achievement, 
and reveals Zanten as a gifted pedagogue whose concepts 
and methods deserve to be more widely known.

Cornelia van Zanten was born in Dordrecht in the 
Netherlands on August 2, 1855. As a child, she became a 
member of an amateur singing club in Dordrecht called 
“Amicitia,” in which her alto voice quickly excelled and 
garnered attention. She therefore began studies with 
conductor Henri Geul and soprano Wilhelmina Gips; at 
age seventeen, she enrolled in the Cologne Conservatory, 
where she studied with Carl Schneider.8 Her dedication 
to her art, coupled with her intelligence and talent, led 
to her completing the three-year course of study in only 
a year and a half, after which she moved to Italy to study 
with famed bel canto teacher Francesco Lamperti.9 The 
young mezzo-soprano did not have long to wait for 
her operatic debut, which was in Turin in the role of 
Leonora in Donizetti’s La Favorita in 1875.10 In the early 
years of her performing career, she appeared in many 
productions in Turin and Barcelona in both soprano 
and mezzo-soprano roles; she garnered particular fame 
for her portrayal of the title role in Donizetti’s Lucrezia 
Borgia.11

Zanten’s growing interest in the operas of Richard 
Wagner prompted a relocation to Germany in 1879, 
where she performed with the Breslau Opera until 
1882.12 She then performed with the Hoftheater in Kassel 
from 1882–1885, a time when Gustav Mahler served as 
conductor. The pair developed a close friendship, and 
Zanten followed Mahler to Hamburg in 1885 to con-
tinue working with him. The partnership was fruitful, 
as Zanten performed many works at the Stadttheater 
under his baton.13

Zanten’s career finally took her from Europe to the 
United States in 1886, where she became a lead mezzo-
soprano at the Metropolitan Opera in New York.14 
She toured with Theodore Thomas’s National Opera 
Company in 1886 and 1887 where she was best known 
for her portrayals of Orfeo in Gluck’s Orfeo ed Euridice, 
as well as the title role in Bizet’s Carmen. During her time 
in the United States, for unknown reasons Zanten began 
to refer to herself as “Cornelie” rather than Cornelia. Her 
ensuing publications used the latter name.15

Following the bankruptcy of Thomas’s company in 
1887, Zanten moved to Hamburg, and shortly thereafter, 
realized her dream of performing the music of Richard 

Wagner. Under the direction of Carl Muck, she per-
formed a complete Ring cycle in Moscow, which marked 
the first performance of Wagner’s epic work in Russia.16 
Her constant pursuit of knowledge and dedication to 
the perfection of her vocal technique led her to study 
with Julius Stockhausen at the Cologne Conservatory in 
1893. This decision was due to her belief that Lamperti’s 
teachings concentrated on the higher part of the voice 
and did not dedicate enough attention to the lower part 
of the instrument. She also sought out Stockhausen’s 
expertise on articulation, which, as is discussed later in 
this article, had a profound effect on her own pedagogy.

Following performances with the Hollandsche 
Opera in Amsterdam and Nederlandsche Opera in 
Stadsschouwburg in 1894, Zanten retired from the 
stage in 1895 and began teaching at the conservatory 
in Amsterdam. She then founded the Meisterschule für 
Kunstgesang in Berlin in 1903, but due to the outbreak of 
WWI, she returned to the Netherlands in 1914 to teach 
at the conservatory in The Hague. After only a year, she 
decided to focus solely on a robust private studio until 
her retirement from teaching in 1940. One of her most 
significant activities in these final years of her teaching 
career was her direction of several operas that were 
performed entirely by her private students, including 
the premiere of Verdi’s Falstaff in the Netherlands.17 
Her many years of teaching produced several well-
known Dutch singers of the early twentieth century, 
including Jacoba Dresden-Dhont, Willem Ravelli, 
Theodora Versteegh, Henk Noort, Gerard Zalsman, 
Dora Zweers-de Louw, Julia Culp, Jacques Urlus, and 
Jo Vincent. According to Vincent, Zanten’s voice, even 
when elderly, was resonant and beautiful, and her spo-
ken and sung articulation was impeccable. These facts 
certainly support her pedagogy as not only sound, but 
one that promoted beauty, strength, and longevity in 
the instrument.18

Zanten’s fascination with vocal technique and 
the teaching of classical voice is evident in the many 
articles and books that she wrote on the subject in both 
Dutch and German. Her first book, Hoogere techniek 
van den zang (Higher Technique of Singing) was writ-
ten in 1899 and published in Amsterdam. Leitfaden 
zum Kunstgesang (Guideline to the Art of Singing) was 
published in Leipzig in 1903 and written while she was 
teaching at the Amsterdam Conservatory.19 The cata-
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lyst for writing the book came from an 1885 recital in 
Hamburg where she, along with other singers from the 
Stadtheatre, performed at the Thalia theatre. She was 
transfixed with a violinist who was also featured on the 
program, so much so, that she wondered why he was 
able to communicate so much emotion through the 
violin—an inanimate object—while she was not able to 
achieve the same expressive depth with her voice. She 
concluded:

It was clear to me that the singer lets himself be domi-
nated by the word before he has paid enough attention 
to the tone and the interrelationship of the intervals . . . 
The connection between word and tone should not only 
be brought to greater perfection, but the word should 
only find its perfection in the perfect technique of tone. 
In other words, the word enveloped in the sound and 
the sound flowing through the right form of the word.20

It is apparent from this quote that the guiding prin-
ciple of Zanten’s work to come (Bel Canto des Wortes) 
was already firmly in place, a principle which held that 
each component of a word had to be formed in a way 
that optimized the beauty of the sound, which in turn 
influenced the communicative power of the word. 
One of the fundamental concepts of this practice was 
Zanten’s belief that vowel sounds had two separate parts. 
The upper portion of the vowel was formed when the 
vibration of the tone met the arched soft palate, while 
beneath it, a secondary vowel encouraged a low laryn-
geal position coupled with a flexible tongue and jaw. 
Additionally, the palate was required to arch completely 
independently of the larynx and tongue. Zanten believed 
that this combination resulted in clarity of diction and 
beautiful tone, and that it could only be cultivated suc-
cessfully with both speech and vocal exercises.21 It is 
noteworthy that her two-part vowel concept coincided 
with her belief that the voice had two parts—an upper 
part that was supported by the position of the soft pal-
ate, and a lower that was supported by the breathing 
apparatus. This view is discussed in greater detail later 
in this article.

Zanten also co-authored another significant publi-
cation in 1903 entitled Sprech- und Lese-Übungen für 
Sänger und Redner (Speaking and Reading Exercises for 
Singers and Speakers). The exercises in this volume are 
based on the concept that the breath is the foundation 

for beautiful, flexible sound, whether it be spoken or 
sung. The 56-page volume also focuses on proper for-
mation of vowels and consonants which consequently 
promote clear diction and unhindered tone. 

The concepts introduced in Zanten’s 1903 publica-
tions were greatly expanded into what is undoubtedly 
her most significant volume—her 1911 treatise Bel Canto 
des Wortes (Beautiful Singing from the Word).22 Zanten 
clearly stated the purpose for the volume in her introduc-
tion as “a systematic training of the oral cavity by speech, 
according to which the singing takes place above the 
larynx.”23 The 287-page treatise is multi-faceted, encom-
passing detailed diagrams of vocal anatomy, an in-depth 
discussion of the pros and cons of the Italian, French, 
and German singing schools, a historical overview of 
classical singing methodology from the 15th through 
early 20th centuries, and singing voice and speech exer-
cises. Without question, the volume is a treasure trove 
of information for teachers and singers alike.24

Many of the concepts outlined in Bel Canto des Wortes 
clearly illustrate why the treatise has this particular 
title—emphasis is not only placed on the formation and 
resonance of vowel sounds, but also on clear articulation. 
As previously discussed, this belief was also the catalyst 
for her previous publications. Indeed, according to 
Zanten, beautiful, resonant tone and expressive, clear 
diction needed to work together as a whole, a concept 
that was especially influenced by two of her former 
teachers—Francesco Lamperti and Julius Stockhausen— 
both of whom could trace their roots to Niccolo Porpora 
and the Neapolitan School.25 

Throughout the treatise, Zanten frequently men-
tioned the importance of not using a large amount of air 
to create a sound; she described Lamperti as becoming 
quickly angered when his students attempted to do so. 
Several other key concepts in Zanten’s method were also 
championed by Lamperti:
1.	 A slim tone without force or pushing of air. Sounds 

should use very little air, which is not possible with-
out careful strengthening of the abdominal muscles. 

2.	 A precise mouth shape for every vowel. Zanten 
expands on this concept by insisting that the vowel 
(i.e., the word) is formed before the vibration of the 
sound occurs. In this manner, the breath support 
automatically engages, and the resonance spaces are 
shaped for the vowel.
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3.	 No nasality in the sound, as it encourages a high laryn-
geal position. The singer should have the sensation 
that the sound is channeled up into the soft palate.26

By the time Zanten began to study with Stockhausen, 
she was thirty-eight years old and already had a suc-
cessful performing career; her decision to seek further 
knowledge is therefore indicative of her curious mind as 
well as her commitment to her art. From Stockhausen, 
she not only became more focused on developing the 
lower part of her voice, but also became more attentive 
to articulation —particularly how speech habits affected 
singing and how the formation of clear consonants and 
resonant vowels required precision and flexibility of 
the articulators and oral cavity.27 Zanten insisted that 
laryngeal position was not separate from the resonance 
chambers—in fact, it was directly affected by them. She 
even went as far as to declare, “In this book, the art of the 
oral cavity takes the place of the earlier art of the larynx.”28

Bel Canto des Wortes contains many speaking, breath-
ing, and vocal exercises that develop the key concepts 
of Zanten’s method; they are designed for specific voice 
types and presented in a three-year course of study. 
Preceding these exercises, Zanten provided the following 
helpful guidelines to help teachers and students achieve 
the greatest amount of benefit.29

1.	 Great singing depends on great speech habits. The 
shaping of vowels and consonants in the oral cavity 
must begin with speech exercises. These exercises 
should also be used to strengthen the inspiratory 
muscles rather than emphasizing and over-engaging 
the expiratory muscles.

2.	 Breathing exercises are not to be used to create a 
large air supply. They must be used, rather, to create 
a calm response in the body. Singers only require a 
small amount of air, which in turn requires strong, 
supple inhalation muscles.

3.	 The lower instrument (from the diaphragm up to 
the tip of the tongue) and the upper instrument (the 
area above the tongue that includes the upper jaw, 
hard and soft palate, nasopharynx and the nasal 
cavities) can only be balanced through appoggio. 
Without appoggio, they are forced together.30 If one 
sings from the larynx, the resonance cavities will not 
develop; the muscles of the lower instrument must 
release. Additionally, if the laryngeal position is not 

determined by the oral cavity above it, vocal fatigue 
and inaccurate pitch will result.

4.	 Thinking of a “forward placement” is not helpful, 
as many singers will push too much air forward in 
order to feel vibrations in the front of the face. The 
resonance spaces will vibrate with the most freedom 
when only a small amount of air is used.

5.	 If singers sing like the larynx is in the throat rather 
than below the tongue, they will push the soft tissue 
in the back of the throat forward and will vibrate the 
sound behind the soft palate. 

6.	 When the closure of a consonant happens at the 
same time as a vowel, the voice will be squeezed. The 
sound must always flow freely up the throat and into 
the soft palate.

The goal of the first year of study in Zanten’s method 
was for the student to recognize incorrect habits in 
breathing, vowel formation and articulation using 
speaking exercises before moving onto those that are 
completely sung. 

A) Breathing Exercises

As previously mentioned, Zanten was adamant about 
using only a small breath stream for singing, and that 
large amounts of breath and breath pressure were the 
enemies of beautiful tone. For singers to turn away from 
the idea that they need to take in large amounts of air, 
she encouraged them to remember that breathing is a 
matter of replenishing the air supply and not of filling 
up an empty space.31 She focused on the strengthening 
and increased awareness of the muscles of inspiration; 
her breathing exercises are not about “holding” the air 
or keeping it low, but about suspending the inhalation 
muscles without locking them to prevent the exhalation 
muscles from engaging involuntarily. The first exercise 
she suggested, which is designed to teach the difference 
between muscle action and air action, is particularly 
enlightening:32

1.	 Inhale rapidly through the nose.
2.	 Allow the inspiratory muscles, particularly the 

abdominals, to remain in the inspiration position 
until they feel the need to soften and release the car-
bon dioxide from the lungs.33

3.	 As you suspend the inspiration muscles, open the 
mouth as if you are about to speak. You will feel the 
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word being held back because the inspiration muscles 
are preventing you from exhaling.

4.	 Once the muscles decide they need to soften and 
exhale, you will feel the air flow out of the mouth.

Once the singer can distinguish between the muscle 
action and air action, the singer can progress to the 
following exercise (as the singer becomes stronger, the 
amount of time in each step can be increased):
1.	 Inhale for five seconds and feel the breathing appa-

ratus expand.34 
2.	 Stay in the suspended position for five seconds.
3.	 Exhale on a hiss for ten seconds.

Due to the fact that Zanten’s approach to breathing 
is about muscle awareness rather than filling up with 
air, the singer becomes cognizant of the actions of the 
muscles through the body’s natural response. By learning 
to work with the body rather than inflicting the idea of 
a “big breath” upon it, the breathing apparatus and the 
airflow it creates are far less likely to harbor unneces-
sary tension.

B) Speaking Exercises

For singers’ first year of study, Zanten provided speaking 
exercises which used different combinations of vowels 
and consonants in increasingly difficult rhythms, con-
centrating on words that emphasize specific vowels and 
consonants before moving on to recitations of entire 
poems in the second and third years. She paid special 
attention to the consonants that are formed by the 
tongue tip, particularly the [r], as many people create 
this sound by constricting the uvula and the back of 

the tongue. She provided extensive lists of words and 
rhythms with which singers could practice shaping each 
vowel and consonant sound, believing that practicing 
these rhythms encourages both precision and flexibility 
in the tongue without losing the shape of the vowel in 
the oral cavity. 

 Zanten emphasized that each vowel must have a feel-
ing that it is traveling upward toward the soft palate, even 
when it is preceded by a consonant. Simultaneously, 
the upper jaw should also have the feeling of moving 
upward, or as Zanten’s described it, “the upper jaw 
should catch the vowels like a dome.”35 Zanten insisted 
that correct action of the palate must begin with speak-
ing, believing that most people lower the palate in speech 
and allow consonants to pull vowels into the throat. She 
believed that if the singer is not aware of these actions, 
they will surely find their way into their singing.

 All of the above concepts are clear illustrations of 
Zanten’s “two instrument” philosophy. She was ada-
mant that the “upper voice” (i.e., everything above the 
tongue) must never be allowed to squeeze into the “lower 
instrument” (i.e., everything below the tongue), as this 
action flattens the soft palate, narrows the oral cavity, and 
instigates tongue and laryngeal tension. Indeed, Zanten 
asserted that without flexibility in the tongue, jaw, and 
soft palate, singers will find it an impossible task to keep 
the two instruments both malleable and able to move 
independently of one another.

A sample of Zanten’s speech exercises can be found 
in Example 1.36 Here, the singer executes [i] and [I] 
vowels preceded by different consonants (note: Zanten 

Example 1.
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specified that “ie” is to be spoken as in the German 
word “liebe,” while the [I] vowel is to be spoken as in the 
German word “immer”). The combinations of tie ti, die 
di, mie mi, rie ri, zie zi, and jie ji are suggested, with the 
instructions that when the singer moves between the [i] 
and [I] vowels, “ the [I] should be spoken towards the 
tip of the tongue while maintaining the support of the 
[i] in the upper jaw . . . this system of internal shaping 
of the mouth cavity with the [i] can be transferred to all 
vowel combinations.”37 She also stated that the [i] vowel 
is the best vowel sound to begin with because it encour-
ages the sound to move towards the roof of the mouth 
while encouraging the jaw to swing back.38 The singer is 
required to speak these vowel/consonant combinations 
to different rhythms; the horizontal lines in the exercise 
mark places where the singer is to take a quick breath.

C) Vocal exercises

The first exercise in the treatise that transitions singers 
from speaking to singing is uncomplicated, yet highly 
effective (see Example 2).39 Here, Zanten uses the [ü] 
vowel, which she believed encourages a high, domed 
soft palate and low larynx.40 Singers begin the exercise 
speaking the [ü] with different consonants in front of 
it, the objective of which is to be able to let the tip of the 
tongue and the jaw be free to articulate the consonants 
without disrupting the [ü] shape in the oral cavity. Once 
singers can execute this task on detached sounds, they 
can speak all of the consonant combinations with the 
[ü] vowel in a legato line.

 Zanten believed that during this exercise, singers 
are also able to feel which muscles of the breathing 
apparatus are engaged and how only a small amount of 
breath is required. Zanten emphasized that following the 

consonant, the vowel should vibrate upwards into the 
palate. Once singers master the exercise on the [ü] vowel 
(i.e., the vowel shape in the throat is not disrupted by the 
consonant, the tongue and jaw create the consonants in 
small, precise movements, and the breathing apparatus 
is flexible), singers can move onto the other vowels 
listed beneath the exercise. It is important, however, 
that the high palate/low larynx shape of the [ü] vowel be 
carried into these vowels. Once singers have mastered 
these skills in a spoken tone, they may then practice this 
exercise on a sung tone.

Notably, Zanten stated that when singers ascend in 
pitch, “the diaphragm expands downwards,” and when 
they descend in pitch, “the sensations in the mouth move 
more strongly towards the palate while the diaphragm 
remains quiet.”41 As seen in Example 3, Zanten indicated 
the increased awareness of the doming of the soft pal-
ate with an upward arrow, while what she believed to 
be the downward release of the diaphragm is indicated 
by a downward arrow (one can also see this practice in 
Examples 4–8).42 

This example also shows how many of Zanten’s vocal 
exercises not only use multiple consonants, but [ö] in 
addition to [ü]. As previously mentioned, Zanten believed 
the [ö] vowel also encourages a high palate and low lar-
ynx. Zanten frequently moved from umlauted vowels into 
others with no umlaut, while also employing consonants. 
The aim of these exercises is to prevent the consonants 
from stopping the sound in between vowels, and to not 
allow vowels to pull the palate down or raise the larynx. 
The instructions Zanten provided in Example 3 (the 
original German text can also be seen in the example) 
are to perform the first version of the exercise with “easy 
pronunciation” and the second with a “quiet mouth posi-

Example 2.
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tion” or “bocca ferma,” which encourages a small mouth 
opening without over-engaging the jaw.

Once a low larynx and raised palate were consistently 
executed by the singer, Zanten moved on to exercises 
that transfer from dark vowels (i.e., [o] and [u]) into 
neutral and bright vowels (i.e., [a], [i], [e]). The objec-
tive of these exercises (see Example 4) is to keep the low 
laryngeal position of the dark vowel in the bright and 
neutral vowels.43 Rather than the larynx adjusting for 
the higher pitches, the inner mouth cavity, especially 
through the arching of the soft palate, should grow larger 
without pushing more air and by using a small mouth 
position. The expansion of the space should therefore 
be an inner rather than outer phenomenon. 

Once these concepts were ingrained, Zanten moved 
the singer onto exercises that require more flexibility 
(see Example 5); however, it is imperative that the singer 
execute these exercises with proper vowel shapes that 
include a low larynx and raised palate, along with clearly 
articulated consonants that do not disrupt these shapes.44

Among the exercises suggested for the second year 
of study, Zanten made interesting use of the hum func-
tion and its relationship to vowels. Zanten praised the 
ability of the hum to help singers feel the “sensations of 
resonance in the upper jaw,” which she called “a roofing 
sensation.”45 In these exercises, encouraged by the use 
of the [ö] vowel, singers are instructed to feel the same 
low laryngeal position on the vowel as they do on the 

Example 3.

Example 4.
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hum (see Example 6).46 The larynx should not rise when 
moving between the sounds; the shape of the oral cavity, 
though not locked in place, remains consistent.47

As expected, the exercises presented for the second 
and third year of study require more flexibility in both 
breath and voice. For instance, as seen in Example 7, 
the singer is required to keep the larynx in a low, stable 
position and to feel the gentle roll of the inspiratory 
muscles, particularly on the ascent as the soft palate 

arches.48 The singer is also asked to not collapse the 
palate on the descent. 

In addition to these requirements in Example 8, the 
singer is allowed only quick breaths, which lessens the 
likelihood of taking in and using too much air.49 Zanten 
instructed that the breath should be like a drop one 
hardly hears.

In the second and third years of study, Zanten also 
suggested several exercises that employ sustained tones, 

Example 6.

Example 5.
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such as those found in Examples 9 and 10. Example 9 
teaches what Zanten called “the art of the sound that lies 
between the tones” by first singing a legato third, and 
then a third with a portamento, with the goal of keeping 
the quality of the sound consistent by not impeding on 
the shape of the oral cavity.50

Example 10 exhibits a very effective way of teaching a 
singer how to execute crescendos and decrescendos.51 As 
Zanten instructed (the original German text can be seen 
in the example), the singer first uses a succession of light 
and dark vowels to encourage the oral cavity to become 
larger. As this enlargement occurs, the singer will feel 

Example 7.

Example 8.

Example 9.
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the breath deeper in the body. This exercise, therefore, 
simultaneously encourages the soft palate to rise, insists 
that the larynx remains low, encourages a deeper muscle 
connection to the breath, and changes dynamics.

Cornelia van Zanten was clearly one of the great 
innovators of her time in the training of classical singers. 
Her prolific writings were an impressive feat that show 
her absolute dedication to the teaching and survival of 

Example 10.
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bel canto singing. Her innate inquisitiveness and desire 
for excellence not only served her own dynamic singing, 
but added to her reputation as a teacher with a method 
that addressed different voice types with exercises that 
targeted deficiencies in both speaking and singing. These 
attributes, combined with her unrivalled understanding 
of the vocal apparatus and the lineage of classical vocal 
pedagogy, make Bel Canto des Wortes a landmark pub-
lication of the twentieth century. Indeed, it is a valuable 
resource for teachers, singers, and scholars alike who 
seek to promote the art of bel canto and to understand 
it in a more profound way.

NOTES

1.	 Cornelie van Zanten, Bel Canto des Wortes (Berlin: Chr. 
Friedrich Vieweg G.m.b.H, 1911), IX, 14. Original Ger-
man text: Das Wort soll nicht länger der Zerstörerv des 
Bel-canto,sein, sondern sein Förderer . . . Sprechorgan und 
Gesangsorgan ist dasselbe, daher rächen sich alle Fehler des 
Sprechens beim Singen.

2.	 For a detailed Neapolitan Bel Canto line that spans from 
15th-century roots to modern teachers, please see Ewan 
Harbrecht Mitton, Authentic Bel Canto: Vocal Training 
Vocalises (Springville, Utah: Cedar Fort, 2016), IX. Two 
of Porpora’s most influential students were Francesco 
Lamperti (1813–1892) and Giovanni Ansoni (1744–1826). 
Among others, Lamperti taught his son, Giovanni Baptista 
Lamperti (1839–1910). Ansoni taught Manuel Garcia 
(1775–1832), who subsequently taught his son, Manuel 
Garcia II (1805–1906).

3.	 The first part of Garcia’s treatise, Traité complet de l’art du 
chant, was published by Schott in 1840, followed by the 
second part in 1847. Both parts were published together in 
1856. The most recent printing of the treatise is an English 
version by Legare Street Press in 2021.

4.	 Francesco Lamperti wrote many books about bel canto vocal 
pedagogy that were published by Ricordi. These include 
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