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STEINWAY - HALL -

A Course of Singing Lessons
By GEORGE CRAMPTON

THE SENSATIONS OF TONE

Music

CHICAGO-
Lesson No. 51

THEIR RELATION IN PERFECT RESONANCE

In previous lessons on the Sensations of Tone you have learned that, although each separate Sensation possesses
its own individuality and is more definitely experienced on certain tones and vowels than on others, yet all Sensations
of Tone are related; which leads us directly to the relationship of all Sensations to one source—Perfect Resonance.

What is Perfect Resonance? Perfect Resonance is the perfection and unity of all the resonance cavities into

one resonance on €very tone of the voice.

You have studied the five cavities above and below the Vocal
Cords, which nature has provided as Resonance Cavities for the
Vibrations of Tone (1 Chest, 2 Mouth and Palatal (Arch of the Soft
Palate), 3 Nasal, 4 Head, 5 Forehead). You have studied the com-
bination of these Resonance Cavities into Three Resonances. (1 Chest,
2 Middle, 3 Head), which, can be further combined into Two Reso-
nances—Chest and Head.

We shall now study the final combination of these Two Reso-
nances into One Perfect Resonance, through the Sensations of Tone,

Perfect Resonance on every tone is the relation of ALL Tone Sensa-
tions on EVERY tone; for, in correct voice production, each and every
one of the ELEVEN Sensations must be experienced, consciously or
unconsciously, on every tone—which means that the vibrations of tone
must be streaming in all the Resonance Cavities simultaneously.

This statement will probably astound you. For, although you
may be able to conceive the idea of every Resonance on every tone,
you are probably unable to understand or apply the conception to
your voice. In order to demonstrate this remaikable truth to you
in a simple, interesting and practical manner, I have devised the
following illustration.

ILLUSTRATION No. 1

THE CONCEPTION OF

PERFECT RESONANCE

I
Hi

BREATH CONTROL

This illustration shows you the Tone (every tone) supported by
Breath Control, vibrating and circling in every Resonance. In the
centre is placed the Ladder of Sensations containing the Eleven
Sensations of Tone in the correct order of their experience given
in the Summary of Sensations in Lesson No. 49.

The special meaning and teaching of this conception of Perfect
Resonance, is that every tone (or any tone) in your voice can only

attain Perfect Resonance through the vibrations of tone whirling
simultaneously in every Resonance cavity. Vibrations of Tone can
only be realized through the Ladder of Sensations which you
have diligently climbed. From the top of the ladder you are now
realizing the result of your studies of Tone Sensations. The Sensa-
tions of tone are your conception, experience, or realization of the
vibrations of tone streaming and whirling in every Resonance
Cavity on every tone (Over)

Copyright, 1909, by Siegel-Myers Correspondence School of Music. ‘English Copyright Secured.




THE SENSATIONS OF TONE
THEIR RELATION IN PERFECT RESONANCE—Continued

THE QUESTION

You will probably raise the following question: I can understand how tone can vibrate at the same time in
two Resonance Cavities that are closely connected, such as the Nasal and Palatal, Nasal and Head, Head and
Forehead; but how can tone vibrate in both the Cavity of the Chest and the Cavity of the Head at the same
time, because these Cavities are so far apart? The column of breath generated into vibrations of tone by the vocal
cords goes out through the mouth; how, then, can it vibrate in all the Resonance Cavities at the same time, when
there is only one current of vibration?

THE ANSWER

ILLUSTRATION No. 2 ILLUSTRATION No. 3

\1“ -

(l ! Rair g
f‘r\il" “‘ z‘..;
CHEST VIBRATION “.ﬁﬂ g ,l"%
)‘-!// I |' / ()
&y gb,l T DZNO KL ppa mb.
The Resonance Cavities denoting the comparative position The Divided Current streaming and whirling in all
of the Sensations of Tone Resonance Cavities--Perfect Resonance
Here, in a few words, is the answer to your question, || We cannot demonstrate this by any practical exer-
the key to your complete understanding of Perfect | ise, but in Illustrations Nos. 2 and 3 you are shown the
Resonance, and the tie that combines all Sensations and | Resonance Cavities of the voice and the course of the
all Resonance Cavities into one Perfect Resonance. | Divided Current; and we know that it must be true
The column of breath generated into tone, vibrating ‘ . because we can demonstrate the fact of Perfect Reso-
above and below the vocal cords, is unconsciously nance by the simultaneous cooperation and experience
divided after leaving the voice box, or larynx, one cur- of all tone Sensations on every tone, which we shall
rent entering the mouth, while the other streams on up | practice in our next lesson.

into the nasal and head cavities, filling them with whirling
vibrations of tone, which whirl and unite in cooperation | This lesson is a simple application of the Laws of
with the vibrations of tone filling the mouth cavities. Il Sound applied to the voice which we shall study later.
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A Course of Singing Lessons
By GEORGE CRAMPTON

THE SENSATIONS OF TONE

CHICAGO-
Lesson No. 52

THEIR APPLICATION TO PERFECT RESONANCE

In your last lesson you learned that Perfect Resonance was the result of the experience of all the Sensations of Tone
on every tone of your voice. In the realization of this relation and cooperation of all the Tone Sensations on every
tone, you will realize the truth of the third great fundamental principle of Voice Production, viz Perfect Resonance.

In order to demonstrate this fact try the following Illustration and Exercises.

THE CIRCLES OF SENSATIONS

I

| EXERC/ISE N2 THE ORDER IN
V/HICH ALL SENSATIONS ARE
EXPERIENCED ON A LOW TONE

ey

SOPRANO. MEZ ZO CONTRALTO| TENOR BARITONEBASS
SOPRANO |
/

 S— —

| =8 - )
/WRADO MEZZO CONTRALTO| TENOR |BARITONE|
SOPRANO |

|

LYERCISE /22 THE ORDER IN
WHICH ALL SENSATIONS ARE
EXPERIENCED ON A HIGH TONE

The above illustration shows you two complete circles of Tone
Sensations. It is especially designed and arranged for your demon-
stration and practice of all Tone Sensations united in Perfect Re-
sonance. Observe how all the Sensations are enclosed in a Circle,
which, in its unbroken strength, completes the Great Circle of Per-
fect Resonance—the Sensations of all the resonance cavities, joined
and blended in one Perfect Resonance. The primary Sensation of
Correct Placing must always be your first Sensation.

HOW TO PRACTICE THE CIRCLES OF SENSATIONS

FIRST EXERCISE —Commencing on the low tone especially indi-
cated for each voice at the base of the circle, attack the tone firmly
on ‘“Ah”’, sustaining it for six or eight seconds. Your first ex-

erience, after Correct Placing, will be the lowest Sensation, Chest
ibration. Now try the Tone again, following the arrow to the left.

Listen and think; can you realize any other Sensation besides
Chest Vibration? Yes; you can feel the vibration in a higher cavity.
Where? In the highest resonance cavities. What? A low tone with
High or Head Resonance? Yes. Try the tone again, and, after the
primary Sensation of Correct Placing, and the Sensation of Chest
Vibration, you will experience all the gcnsations of Head Resonance,
in the descending order, denoted by the arrow; also the Veiled Sen-
sation, the Sensation of a larger Palatal Cavity, the Vibration in the
Pharnyx, until you return to the Sensation of Chest Vibration. Now
you cannot realize all this in one trial. You must devote at least
several trials to each Sensation. With the Circles of Sensation
before you, try again and again until you realize the experience of
every Sensation on the low tones of your voice.

__SECOND EXERCISE—Commencing on the high tone especially
1r'1d1cate.d for each voice, attack it firmly on ‘‘or’’ sustaining it for
six or eight seconds. Your first experience after the primary Sen-
sation of Correct Placing, will be that of the highest Sensation. viz
High Resonance. Then, by following the arrow downwards to the
right, you will experience the lowest Sensation, Chest Vibration,
and after that, all the other Sensations in the ascending order de-
noted by the arrow, from Chest Resonance to Head Resonance,
until you again experience High Resonance.

Practice every Sensation included in these Circles of Sensation,
as directed, and study them until you can reproduce them correctly
from memory.

When you have demonstrated and realized this for yourself,
you have mastered the True Relation of All the Sensations of Tone,
and know that they are all experienced simultaneously on every tone
of your voice; for, as we have demonstrated the relation of the high-
est Sensation to the lowest Sensation on low tones, and the lowest
to the highest on high tones, the same relation must, therefore, be
true and correct of every Sensation on every tone.

In Perfect Resonance at any pitch, on every tone, of every voice,
the tone vibrates in every Resonance Cavity at the same time, con-
sciously or unconsciously to the singer. High Resonance, Head
Resonance, Nasal Resonance, Middle Resonance and Chest Reson-
ance are all united simultaneously and continuously into one Perfect
Resonance. This truth is the solution of a multitude of vocal mis-
understandings and difficulties. The debated questions and argu-
ments of singers and teachers on registers and resonances are
answered and solved by the great unassailable fact of one Perfect
Resonance; in short, using a beautiful line from a mastersong, ‘‘The
Lost Chord”’, for our special purpose:

“It links all perplexed ‘Vocal’ meanings into one Perfect
Resonance’ .

The use and cultivation of each Resonance Cavity which nature
has provided, is necessary and advisable, but only as ‘‘A Means to
End,” and that end is one Perfect Resonance.

In your practice of Perfect Resonance through the Sensations
of Tone, always keep in mind, now and in the future, the Divided
Current of Vibration, the “Answer” in Lesson No. 51; preparing for
its reception and free vibration in all the Resonance Cavities at the
same time by the thought of the Great Arches of Resonance above
and below the vocal cords, represented in the Conception of Perfect
Resonance, in which the tone, poised on the current of breath and
vibrating in whirling circles from Correct Placing, through all the
Sensations of Tone, is kept soaring steadily and continuously by
Breath Control.

Copyright, 1909, by Siegel-Myers Correspondence School of Music.
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A Course of Singing Lessons  THE SENSATIONS OF TONE Lesson No. 53
By GEORGE CRAMPTON THE CONCEPTION OF PERFECT TONE

Supported on the current of breath generated and regulated in Breath Control, Perfect Resonance, supported by
Correct Placing and including all the Resonances and their Sensations, is shown in the following illustration sustaining
Perfect Tone—the crown of Voice Production. F, denotes the Fundamental Tone generated in the vocal cords, which
by the current of breath, is focussed on Correct Placing, and thence carried on, streaming and whirling through all
the Resonance Cavities, beautified, reinforced, and endowed with vibranecy and life, to its perfection.

You will readily understand the vocal meaning and significance of this Parable Illustration.

E

__ CHEST 'v'iiéiéki"mﬁ_'

D
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BREATH CONTROL

Palates, Nasal, Head and Forehead). It is completely filled with

Observe, First, that even with the support of Perfect Resonance, |

the Crown Tone-Perfect Tone-would fall if it were not upheld stead- vibrations of tone streaming and whirling in every cavity realized
ily on Breath Control. | by the experience, relation and cooperation of the eleven Sensations

Secondly, if the Circle of Perfect Resonance, standing firmly of Tone. The result is Perfect Resonance, which completes the
poised on Breath Control, were not completely filled with the Vibra- great %“I‘; Off fténf({iamer;taclep?l?:lplgfl, P;‘l’?;;h iCotnhtr'ol. Co;re:t P !‘t"c'
ti f Tone, realized by the Sensati ; ing and Perfect Resonance: these ealize, in their perfect unity,
al:;g si:,pe,f}'éﬁt,rea otk by HISORO T R v Jewout e otion the Crown of Voice Production, Perfect Tone. Study this diagram

of Perfect Tone until you have Memorized it. Make it your Ideal

The complete cavity of the Circle of Perfect Resonance encloses in all your practice and exercises of Tone Production.

all the Resonance Cavities of the voice (Chest, Mouth, Hard and Soft L

Copyright, 1909, by Siegel-Myers Correspondence School of Music. English Copyright Secured,
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A COURSE OF SINGING LESSONS
by George Crampton

This lesson concludes your studies on the Sensations of Tone ;
their definite and individual sensations, and, by their simultaneous ex-
perience and codperation on every tone, the unification of the differ-
ent resonances into one Perfect Resonance. Breath Control, Correct
Placing, and Perfect Resonance are the Three Great FundamentalPrin-
ciples of Voice Production. Therefore, with the study and application
of the third of these, viz., Perfect Resonance, you have completed
the special studies on Voice Production, which have led youstep by
step through the Sensations of Tone to Perfect Resonance up to the
crown of Voice Production, Perfect Tone.

After a few lessons on special subjects you will beginyour
termediate studies.

You are earnestly advised at this point to submit yourself to a
rigid self examination in Voice Production. If youare conscious of
any fault or weakness, or if you are uncertain of any of the principles
of Voice Production, take this opportunity to go back and correctthem.
It will be much easier to do so now, than ten or twenty lessons later,
Do not neglect this advice until it is too late to correct the faults that
will naturally arise if you fail in any one of the Three GreatPrinciples
of Voice Production, Breath Control, Correct Placing and Perfect Reso-
nance.

The truth of Perfect Tone is founded on the Laws of Sound ap-
plied to the voice which you will study in a later lesson.

in-

LESSON NO 54

Review of The Sensations of Tone

Are you prepared to cross the threshold that divides Voice Pro-
duction from the Graces in Singing? Is there any point of Voice Pro-
duction on which you need further practice and understanding before
you can leave it behind you, mastered, and go forward to the inter-
mediate lessons? It is possible to delude yourself and to conceal any
weakness. Now is the time to restudy any special lesson on which
you are weak, so as to return to the threshold of the Graces strength-
ened, prepared, and confident that you have mastered the Great
Trio of Vocal Principles, and are ready to begin the intermediate
studies which are always so alluring.

Voice culture is like a course dinner; you must digestitin proper
order. If you eat the desserts and sweets first, you will never rel-
ish the soup and the roasts and the entrees. You must digest the
soups and entrees of voice culture first. If you commence the des-
serts—the Graces-before the entrees are properly digested, the re-
sult will be vocal indigestion, and you will never be able to digest
the entrees without vocal sickness. Long experience has proven
that singers very rarely correct faults of Voice Production after they
commence advanced work Faultsof Voice Productioncanénlybe inended
later by very patient,difficult and extended practice on early ex-
ercises.

A VOCAL STORY WITH A VOCAL MORAL

Within the last few years a famous singer in the height of her power and success, after years of experience, was compelled to withdraw from
all public work and return to Europe for two years to study with her old teacher. Why? The neglect of a simple but vitally essential Sensation
of Tone had caused lack of resonance on certain tones. These tones, wrongly produced, lacked quality and power, and she wasunableto sing

them in tune. Surely this is a lesson to you.

Now, although by the help of the Ladder of Sensations,placed on
the corner stone, Correct Placing, you have built the walls and the
roof of Perfect Resonance, completing the structure of Perfect Tone,
yet,I want you to make a special test of its strength and durability,
before you blend and smooth the rough edges or add the detailsby use
of the following exercise.

This test must not be a light one, but so severe and exacting as
to test every fone in your voice; so, in the exercise we will apply the
searchlight of the Great Scale to every tone, for this is the most
thorough test of Voice Production possible. In this exercise, the
Great Scale is sung both in ascending and descending tones.

First, Practice the Great Scale holding each tone for eight seconds
and taking breath before and after every tone. Thiswill reveal
every possible flaw. Unsteady breath control, incorrect placing
or insufficient or incorrect resonance can be detected at once
on single tones.

Second, Practice the Great Scale as indicated by the phrasing marks
under the tones, singing it"in four phrases, shortening the
duration of each tone to one second. In thisform you can
quickly detect any lack of &lending of the resonances on the
tones. Any abrupt or sudden change of resonance on con-
secutive tones indicates that the sensation and resonance of
the upper tone is not sufficiently “brought down” and blen-
ded with the sensation and r&sonance of the lower tone.

The vowel sound used is “Ah) the most exacting of all vowel
sounds in voice production, but very wpl/iable and easily modulated to
suit every resonance. Mould the sound of “Ah” to suit the different
resonances, always keeping on the “round” side of the vowel, and
never singing it, even in Chest Resonance, quite open (as “ar”).

EXERCISE N©¢ 1

Soprano or Mezzo Soprano
(Tenors sing an octave lower)

Ah Ah Ah Ah Ah Ah Ah Ah Ah Ah Ah Ah Ah Ah Ah Ah MJAh AhVAhVAhVAh Ah Ah\/ AthhV

V oV oy ey

g vy Ty Yy Ty Ty Ty Ty Ty EPSTIN
(s —J ot 1— — — Y ot
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v
Ah , Ah , Ah , Ah )
Contralto

(Baritones or Basses sing an octave lower)
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HOW TO LISTEN TO SINGING
The Art of Listening

All students of singing and voice culture should, apart from their interest in their own voices, cultivate the

habit of listening to others.

Whether listening to a great artist, or to scme singer whose efforts are only equal to,

or even inferior to your own, always listen attentively, and study the points, good or bad, of their singing; for you

can learn a great deal by listening to others.

Something can be learned from even the crudest singing.

Let us study a few points in the ‘‘Art of Listening”’, as this most useful habit has been aptly termed.

THE UNTRAINED SINGER

We will take for our first illustration a very frequent experience,
that of listening to an untrained, or badly trained singer, who is
singing at a social gathering or concert.

To the earnest student, the first impression probably will be
best expressed in the question: Why is the singer compelled to
breathe so frequently and audibly? Watch closely for the action
of the diaphragm. Is there any semblance of movement? No. Then
watch the shoulders. Are they not raised and contracted? Yes.
Then the singer breathes wrongly. Consequently, the breathing is
shallow and superficial, and is not only weak in quanity, but even
the small quantity of breath inhaled is beyond the singer’s control.
This, in itself, is the fundamental cause of the other glaring faults
which we may notice; but for the purpose of our study we will
observe them in detail.

Your next impression probably will be: Why are the lower
tones and medium tones, or the medium tones and high tones, so
entirely different in quality; so much so that they sound like two
different voices? Because their resonances are crude and unblended,
so that each resonance, instead of being developed and blended into
the other, is exaggerated and separated.

Why are the high tones so screechy, thin and forced? Because
they are wrongly placed. The singer has no idea of the direction
of the tones, consequently they go in every direction except the
right one. The high tones, under these conditions, are especially
difficult to reach in pitch; so, very naturally, the singer forces the
voice either by contracting the resonance or by screaming.

Why is the singer’s face so flushed and strained in expression,
and why do the cords and muscles of the neck stand out so promin-
ently? This is, again, the result of wrong breathing.

There are but two practical ways of holding the breath in singing.

1. The Right way, by means of the diaphragm and abdominal
muscles.

2. The Wrong way, by contracting the throat, thereby reduc-
ing the size of the vocal cavities.

The singer is using the wrong way, which is the cause of the
evident strain in both face and neck.

Up to this point you have been listening so intently to the tones
of the singer that only now, probably for the first time, do you real-
ize that you can scarcely distinguish one word of the song. Why?

Even if the afore-mentioned faults in Breathing, Resonance,
and Placing were not sufficient reason for the bad enunciation, just
watch the singer’s lips: they scarcely move. The mouth keeps the
same set shape on all the words, with the possible exception of the
words on the high tones, when it is suddenly expanded. A clear
articulation and enunciation under these conditions is out of the
question.

Tone Color, Phrasing, Interpretation, Expression, all are im-
possible in view of these faults. Have you not learned something
and added to your experience by listening to a bad singer?

Now we will turn to a more enjoyable study in the Art of
Listening.

LISTENING TO A GREAT SINGER

Let us imagine we are in an audience at a concert or recital,
with one of the great prima-donnas as the soloist. The program
has been published some time before, and you have noticed the
vocal numbers. If you are wise, you have either bought or borrowed
these songs, and have made yourself thoroughly acquainted with

|

them. Even if they are beyond your present attainments, study
their style and various points of difficulty. If from an opera, study
also the story, the dramatic situation in which the songs occur, and
the emotions they depict. Then you are prepared for your lesson
in listening to,—for example, “The Jewel Song” from Faust.

In your eagerness and interest in the singing, you may overlook
the real effect of the great singer’s entrance, the grace and com-
posure of her bearing as she acknowledges the applause which
greets her entrance. Notice the position of her body, how it is
poised well forward.

A short prelude, and she commences the recitative so easily and
naturally that only a close observer could detect the deep breath
which precedes the tone. Listen to the sustained tones and the
clear enunciation of the words. They flow so clearly and distinctly,
and yet so smoothly and legato, that they seem to blend with the
song picture.

Then follows the lovely, quaint old Folk Song ‘‘The King of
Thule”. What a perfect legato! What phrasing! Notice the ease
with which she breathes and phrases. Then comes a change of
mood, as Marguerite returns to her musings. Observe the change
of style in the recitative ‘“Tis but a Lord”, and see how much
brighter is the tone color. Then comes a more subdued color as she
alludes to her absent brother and the hopeless love of Siebel.

With the discovery of the jewel-casket left by‘‘ Mephisto’’, the
mood and tone color grow still brighter. With what girlish eager-
ness she longs to open it! Observe that, although the words are
sung quickly, there is not the slightest breathiness in the tone, and
that the enunciation is perfect.

How natural the expression as she questions the “‘jewels’.
Notice the effect on the word ‘‘dream”, the artistic result of plac-
ing and legato: also on the words ‘‘who could resist it longer?’’

Then comes the beginning of the trill which precedes the ‘‘Jewel
Song’’ proper. Observe the roundness of the tone, the forward
and downward inclined poise of the head, the marked accent which
is gradually lost in the trill’s rapidity, the beautifully sung tone
which ends it, and the execution of the scale passage up to the G.
What asplendid effect there ison the high tone, gained by the rounded
tone of the trill and ascending scale, and again at the repetition of
the phrase. How brilliantly, like the jewels themselves, the tones
and words seem to flow from her throat. .

Notice again the perfect enunciation of the words ‘‘Mirror,
Mirror, tell me truly’’. What a splendid high tone at the end of
the scale passage! How it vibrates and fills the hall with its

beautiful, yet ringing quality! With a smile on her face how
easily she produces the tone.

Observe the use of the chest and middle resonances on the word
‘‘adore’’”. How effectively she joins and contrasts them! Then
note the broad effect of the phrase ‘‘Marguerita! It is not I,
and the sustained tone on ‘‘No’’, attacked and held forte without
a variation. |

With what pride and grace she sings the concluding phrases.
Each word-is made important: ‘‘No I am Royal, and kings shall do
Homage before Me’’. Observe the preparation of the trill on the
word ‘‘before’”’. How neatly it is finished, giving just enough time
for a short breath before the attack on the high Bb, the climax of
the aria. Ah! what a beautiful tone, which swells with more bril-
liancy into a ff. Then a quick descent to the last tone, and the song
is over.

Amid the enthusiastic applause you may hear people say ‘“What
a glorious voice’’! But to you it has meant much more, for your
Listening study has helped you to a fuller, greater and more ar-
tistic appreciation of a glorious Art.

Copyright, 1909, by Siegel-Myers Correspondence School of Music.
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A COURSE OF SINGING LESSONS
by George Crampton

LESSON N¢ 56

This lesson and Lesson N0 57
are to be studied together.

Soprano, Mezzo-Soprano or Tenor

HOW TO STUDY A SONG

This lesson is intended as a commemoration of your mastery of the
most important and difficult essential of singing, viz.,Voice Production.
You know /ow to use your voice correctly. Your last lessoninstructed
you How to Listen to Singing. This lesson instructs you Howto Study
aSong, and is the beginning of your direct studies of Zuterpretation.

Interpretation has two necessary meanings to a singer.

1. The Aesthetic - The mental conception of the Song Picture;

the Mood and the Spirit of the song.

2. The Technical-How to use the Voice to its best
and effect, in order to bring out and express the Aesthetic conception.

advantage

These two forms of interpretation must be studied together be-

cause they are dependent on each other.
In your direct studies of interpretation you will be instructed
First, in the proper conception of the Aesthetic meaning of a song—
the Song Picture; the Mood and Spiritin which thesong is
conceived.
Second, in the proper Technical use of the voice in order to correct-
ly bring out and express the Aesthetic meaning.

Rhythm, Phrasing, Tone Color (the proper use of the proper
colors of tone, which we have studied in the lessons on Sensations),
the Marks of Expression and the Words, are all included in the Tech-
nical interpretation.

In order to do this in the most practical and useful manner, I shall
draw your immediate attention to your o/d songs, songs youmay have
sung carelessly before you studied seriously, songs you have tired of
and have put aside.

Every singer possesses a number of good songs, which have be-
come hackneyed; such songs as “The Last Rose of Summer) “When
Other Lips? “Goodbye? “The Holy City” and “The Palms.” “Every-
body sings them” you say. That may be true, but the public has not
grown tired of listening to them, judging from the frequent requests

of your friends, and from the storm of applause which greets them
on the concert platform. Why have you grown tired of them? Have

you mastered them and interpreted them to such perfection that their
repetition is wearisome? No! It is because they are rarely sung well.
You have grown tired, not of the songs but of their interpretations.

Now I want you to avail yourself of this opportunity to re-study
your old songs; First, for the purpose of realizing how much  your
voice has improved since you have abandoned them; and Second, for
the purpose of émproving your interpretation. You are now able to
sing them with new life, new tone and krowledge.

As an illustration of what you can accomplish in this direction, I
have selected one of the worst treated songs, as regardsinterpretation,
in my experience, “The Palms” by Faure. This particular song is a
very desirable song and should be included in every singer’s repertoire.
Apart from its popularity, it is one of the few songs suitable forall oc-
casions. “The Palms” may be included on the programme of a high
class concert or recital, a social gathering, a church service, a com-
mencement or anniverasry, with equal artistic taste.

In Exercise NO 1, the melody of “The Palms” is given as a
vocalizzo. The syllables have been specially arranged so as to repro-
duce the bright effect of the tone color necessary for the interpreta-
tion of the song. They can be used with splendid effect on the tones
of every bright song. Copy them above the melody of such songsin your
repertoire, old or new, and practice them in connection with this exer-
cise as frequently as possible. Practice the melodyin this exercise
as indicated by the marks of expression and phrasing.

Take care to sing the dotted eighth notes correctly, givingthem
their proper time value,and making the sixteenth notes which imme-
diately follow them, very short. Singers are always inclined to make
the dotted notes too short and the short notes too long. The time
value of the grace notes must be taken from the time value of the
notes they precede. The consonant “r” should be pronounced and
slightly rolled in all syllables. For instance, the syllables lete,me, re
should be pronounced skor#ly, as ler, ter, mer, rer.
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LESSON N¢ 56

This lesson and Lesson N0 57
are to be studied together

Contralto, Baritone or Bass

HOW TO STUDY A SONG

This lesson is intended as a commemoration of your mastery of the
most important and difficult essential of singing, viz.,Voice Production.
You know /Zow to use your voice correctly. Your last lessoninstructed
you How to Listen to Singing. This lesson instructs you Howto Study
a Song, and is the beginning of your direct studies of Zuterpretation.

Interpretation has two necessary meanings to a singer.

1. The Aesthetic— The mental conception of the Song Picture;

the Mood and the Spirit of the song.

2. The Technical-How to use the Voice to its best advantage
and effect, in order to bring out and express the Aesthetic conception.

These two forms of interpretation must be studied together be-
cause they are dependent on each other.

In your direct studies of interpretation you will be instructed
First, in the proper conception.of the Aesthetic meaning of a song—
the Song Picture; the Mood and. Spirit in which thesong is
conceived.
Second, in the proper Technical use of the voice in order to correct-
ly bring out and express the Aesthetic meaning.

Rhythm, Phrasing, Tone Color (the proper use of the proper
colors of tone, which we have studied in the lessons on Sensations),
the Marks of Expression and the Words, are all included in the Tech-
nical interpretation.

In order to do this in the most practical and useful manner,I shall
draw your immediate attention to your o/@ songs, songs youmay have

sung carelessly before you studied semou.sh/, songs you have zired of.

and have put aside.

Every singer possesses a number of good songs, which have be-
-come hackneyed; such songs as “The Last Rose of Summer) “When
Other Lips] “Goodbye} “The Holy City” and “The Palms.” “Every-
body sings them” you say. That may be true, but the puélichas not
grown tired of listening to them, judging from the frequent requests

of your friends, and from the storm of applause which greets them
on the concert platform. Why have you grown tired of them? Have

you mastered them and interpreted them to such perfection that their
repetition is wearisome? No! It is because they are rarely sung well.
You have grown tired, not of the songs but of their interpretations.

Now I want you to avail yourself of this opportunity to re-study
Your old songs; First, for the purpose of realizing how much your
voice has improved since you have abandoned them; and Second, for
the purpose of émproving your interpretation. You are now able to
sing them with new life, new tone and knowledge.

As an illustration of what you can accomplish in this direction, T
have selected one of the worst treated songs, as regardsinterpretation,
in my experience, “The Palms” by Faure. This particular song is a
very desirable song and should be included inevery singer’s repertoire.
Apart from its popularity, it is cne of the few songs suitable forall oc-
casions. “The Palms” may be included on the programme of a high
class concert or recital, a social gathering, a church service, a com-
mencement or anniverasry, with equal artistic taste.

In Exercise NO 1, the melody of “The Palms” is given as a
vocalizzo. The syllables have been specially arranged so as to repro-
duce the bright effect of the tone color necessary for the interpreta-
tion of the song. They can be used with splendid effect on the tones
of every bright song. Copy them above themelody of such songsin your
repertoire, old or new, and practice them in connection with this exer-
cise as frequently as possible. Practice the melodyin this exercise
as indicated by the marks of expression and phrasing.

Take care to sing the dotted eighth notes correctly, givingthem
their proper time value,and making the sixteenth notes which imme-
diately follow them, very short. Singers are always inclined to make
the dotted notes too short and the short notes too long. The time
value of the grace notes must be taken from the time value of the
notes they precede. The consonant “r” should be pronounced and
slightly rolled in all syllables. For instance, the syllables le,te,me, re
should be pronounced skortly, as ler, ter, mer, rer.
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LESSON NO 57

This lesson and Lesson NO 56
are to be studied together

Soprano, Mezzo-Soprano or Tenor

How to Study A Song
Song Study

You have prepared the Zone structure of this Song Studyon the
vocalizzo in your last lesson.

We will now study its interpretation, commencing with the Aes-
thetic interpretation. The Song Picture is very familiar. It describes
one of the most wonderful scenes in Christian history, Christ’s tri-
umphal entry into Jerusalem. You are advised to read once more the
Scriptural passages of the New Testament describing this scene, as
the basis of your interpretation.

Think ofythe significance of the scene. The crowds, stirred to
their hearts by the coming of the Saviour, strew the road with flowers
and go to meet Him waving Palm branches. All is expectationuntil He
appears; then thrilled by the sublime personality of the Saviour they
burst into songs of joy.

The Mood of the song is bright and joyous. Its very keynote is
rejoicing and its spirit is gladness, which rises to the height of ecstasy
in the refrain “Hosanna! Blessed is He Who Comes Bringing Salvation.”
There is not a note of sadness in the picture. You must allowno thought
of the sublime tragedy of Holy Week to tinge this érig/kt picture with
any forehoding. .

Imagine yourself as one of that happy throng, and jo/z with them
in their rejoicing and feel their enthusiasm, if you would properly in-
terpret “The Palms” Have you ever thought of the Song Picture be-
fore this lesson?

The Technical Interpretation.

The Rhythm is simple, common time, but it is e/laborated by the
triplets which occur in the melody. The song is marked“Andante maes-
toso) which means Slowly and Majestically; so the triplets must be
sung broadly and as part.of the melody. In the eighth Fhrase, you must
be careful to accent every beat asindicated. The eighth phrase is first
marked “Slargando)’ which means slower; and then “Largo” very slow:
so, following the quicker tempo of vhrase 7, you must broaden the time,
more and more to the end of the refrain.

Arranged by George Crampton

The Palms

The Phrasing is straightforward. The phrases are long, but are
unbroken until the 6th, 7th and 8th phrases, which are dividedin or-
der to give greater effect to the words, and to enable you to broaden
the tempo.

The uppertone in the eighth phrase is for the second verse only
You can make a splendid and effective climax by taking the upper
tone instead of the lower,and holding it for three beats;thenreturn to the
usuil tones in the first verse. The breath mark ¢ after the word “He” is
intended for the 2nd verse only.

The Song Picture is bright, so we must paint it in bright, rich
tone colors. Our brightest tone colors are the Silvery, Soaring, and
Vibrant sensations. Our rickest color is Nasal resonance. So choose
these for your tone painting.

The first four phrases should be sung with Vasal resonance, but
not too heavily colored. These pnrases are purely descriptive,s0 you
must reserve your richest color for the refrain, which begins the per-
sonal invocation.,

The enthusiasm of the refrain should be sung with »ick, bright tone,
which should increase to the word “Hosanna:» The vowel sound“Ah” in

“Hosanna” should be sung both with Nasal resonance and with Vibranc%'.

In the last phrase (8), the first seven tones should be sung with the
Silvery quality of High resonance, and the Zinging qualityof Vibrancy.
The last ten fones (Phrase 8), on the word “Salvation,” should be sung
with the full,round quality of the middle tones,and Viémnc_,/, avoiding
any tendency to #in the sound of “Ay” to “Ey» 7Zhink of the “wur»
on the same phrase in the vocalizzo,and color the tones accordingly.

This analysis of interpretation will serve for any song. Applythe
same process of study to several of your old songs and practice in con:
junction with this lesson.
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A COURSE OF SINGING LESSONS
by George Crampton

How to Study A Song

LESSON No 57

This lesson and Lesson NO 56
are to be studied together

Contralto, Baritone or Bass

Song Study

You have prepared the Zone structure of this Song Studyon the
vocalizzo in your last lesson.

We will now study its interpretation,commencing with the Aes-
thetic interpretation. The Song Picture is very familiar. It describes
one of the most wonderful scenes in Christian history, Christ’s tri-
umphal entry into Jerusalem. You are advised to read once more the
Scriptural passages of the New Testament describing this scene, as
the basis offyour interpretation.

_Think of the significance of the scene. The crowds, stirred to
their hearts by the coming of the Saviour, strew the road with flowers
and go to meet Him wavin%\Palm branches. All is ezpectationuntil He
appears; then thrilled by the sublime personality of the Saviour they
burst into songs of joy.

The Mood of the song is bright and joyous. Its very keynote is

rejoicing and its spirit is gladness, which rises to the height of ecstasy
in the refrain “Hosanna! Blessed is He Who Comes Bringing Salvation.”
There is not a note of sadness in the picture. You must allowno thought
of the sublime tragedy of Holy Week to tinge this érigkt picture with
any foreboding.
. dmagine yourself as one of that happy throng, and joir with them
in their rejoicing and feel their enthusiasm, if you would properly in-
terpret “The Palms? Have you ever thought ofy the Song Picture be-
fore this lesson?

The Technical Interpretation.

The Rhythm is simple, common time, but it is elaborated by the
triplets which occur in the melody. The song is marked“Andante maes-
toso) which means Slowly and Majestically; so the triplets must be
sung bdroadly and as part.of the melody. In the eighthphrase,you must
be careful to accent every beat asindicated. The eightg phrase is first
marked “Slargando)’ which means slower; and then “Largo” very slow:
so, following the quicker tempo of nhrase 7, you must éroaden the time,
more and more to the end of the refrain.

«

The Phrasing is straightforward. The phrases are Jong, but are
unbroker until the 6th, 7th and 8th phrases, which are dividedin or-
der to give greater effect to the words, and to enable you to broaden
the zempo.

The uppertone in the eighth phrase is for the second verse onty.
You can make a splendid and effective climax by taking the upper
tone instead of the lower,and holding it for three beats;therrreturn to the
usual tones in the first verse. The breath mark ¢ after the word“He” is
intended for the 2nd verse only.

The Song Picture is bright, so we must paint it in bright, rich
tone colors. Our &rightest tone colors are the Silvery, Soaring, and
Vibrant sensations. Our rickest color is Nasal resonance.So choose
these for your tone painting.

The first four phrases should be sung with Nasal resonance, but
not zoo keavily colored. These phrases are purely descriptive, so you
must reserve your richest color for the refrain, which begins the per-
sonal invocation.

The enthusiasm of the refrain should be sungrwith rich, bright tone,
which should increase to the word “Hosanna:» 'The vowelsound“Ah» in
Hosanna” should be sung both with Nasal resonance and with Vibranc%'.

In the last phrase(8), the first seven tones should be sung with the
Silvery quality of High resonance, and tne Ringing qualityof Vibrancy.
The last ten tones (Phrase 8), on the word “Salvation,”should be sung
with the full,round quality of the middle tones,and Vi&rarw,/, avoiding
any tendency to tAin the sound of “Ay” to “Ey? Z%ink of the “ur»
on the same phrase in the vocalizzo,and color the tones accordingly.

This analysis of interpretation will serve for any song. Applythe
same process of study to several of your old songs and practice in con-
junction with this lesson.
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by George Crampton

The Graces of Singing

LESSON N©? 58 .
Soprano, Mezzo-Soprano or
Tenor

Legato

This lesson commences your study of the Graces of Singing.

The framework of your tone structure is complete: You have tested
it and found it strong; but there are rough ed%es to be equalized, blen-
ded, smoothed and polished,before you can fill in the details-the orna-
ments, the colors, the intricate work and the finish, all of which con-
stitute the Graces ' of Singing,

The only way to equalize, blend, smooth and polish the voice is by
the proper use of Legato,

In previous lessons you have often been instructed to.use Legato
for blending the resonances and for other especial effects in song
studies. Legatois the rule in singing. Any other way of singingis the

Lexception and is

The Correct conception of the Legato
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An bn'é'ht and fainTuke, ohtakeme toyour care.

You have been instructed to practice the scale, first of all, downward,
and all your exercises and song studies, up to the present,have been de-
signed for the especial purpose of helping 2'011 to join and blend the res-
onances into one perfect resonance by practicing downward. Therefore,
on descending phrases,Legato has probably become to youan uncon-
scious habit. .

It is more difficult to join and blend different tones on ascending
intervals or passages;butthis is.not hard to accomplish if you #in4 the
proper mental conception of Legato.

Each tone of the scale is diftferent, and, as you ascend, requires a
gradual change both of sensation and pitch; whereupon your voocal or-
gans undergo an unconscious, but, nevertheless, gradual change of

SOPRANO or MEZZ0-SOPRANO
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) In Exercise NQ 2 the tones are unmarked, and all the sensations,
including the anticipation of the sensations of the upper tones, are left

always especially indicated by various marks placed over the notes.
he Legato curve “\ » indicates not only its outward and visible
meaning—joining the notes—but also its inward and greater meaning —
bl}fmding and equalizing the tones, thus imparting a smoothnessto every
rase.
P In short, Legato is the polish of the voice, filling in every crevice
that may exist between the tones.
You have been instructed in the proper mental conception of the
Legato curve,viz. over and downward and not under and wpward.
The following illustrations show you the correct and incorrect con-
ception and use otg the Legato curve.

The Incorrect conception of the Legato
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osition. The change of sensation should never be abrupt or sudden.
ery tone must be prepared by the anticipation of the sensation of
the wpper tone as gou sing the Jower. .
In Exercise NO 1, the tones ascend in varying intervals ofa third,
a fifth and an octave. In every case the dpre aration and anticipation
of the sensation of the upper tone is in ica&d by thecharacter of the
lower note, as before; the nasal resonance is denoted by starred notes,
the veiled sensation by shaded notes, high resonance by small circles
placed over the notes.
With the proper mental conception of the Legato curve . before
you, practice the tones of Exercise NO 1 as indicated. The star, *
denotes the anticipation of the sensation of the upper tone.
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every variety of the intervals of the diatonic scale.

y { T e syllables are designed to help xIou to blend and equalize eve-
entlrelg' to your own thoughtful preparation and practice. ry phrase with smoothness by the polish of Legato.
- The exercise is in the form of a Vocalizzo, and includes entire Think of the early illustration of the String of Pearls, every tone
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Chicago, I11.

A COURSE OF SINGING LESSONS
by George Crampton

LESSON No58
Contralto, Baritone or Bass

The Graces of Singing
Legato

This lesson commences your study of the Graces of Singing.

The framework of your tone structure is complete. You have tested
it and found it strong; but there are rough edges to be equalized, blen-
ded, smoothed and polished,before you can fill in the details-the orna-
ments, the colors, the intricate work and the finish, all of which con-
stitute the Graces of Singing.

The only way to equalize, blend, smooth and polish the voice is by
the proper use of Legato.

In previous lessons you have often been instructed to use Legato
for blending the resonances and for other especial effects in  song
studies. Legato is the r«fe in singing. Any other way of singingis the

Lexception and is
The Correct conception of the Legato

Il1.No1

brié{t and fairjTake, ohtakeme toyour care.

An-gels ev-

You have been instructed to practice the scale, first of all, downward,
and all your exercises and song studies, up to the present,have been de-
signed for the especial purpose of helping you to join andblend the res-
onances into one perfect resonance by practicing downward. Therefore,
on descending phrases,Legato has probably become to youan uncon-
scious habit.

It is more difficult to join and blend different tones on ascending
intervals or passages,butthis is not hard to accomplish if you #zin4 the
proper mental conception of Legato.

Each tone of the scale is ditferent, and, as you ascend, requires a
gradual change both of sensation and pitch; whereupon your vocal or-
gans undergo an unconscious, but, nevertheless, gradual change of

always especially indicated by various marks placed over the notes.
The Legato curve “\ " indicates not only its outward and visible
meaning—joining the notes—but also its inward and greater meaning —
blending and equalizing the tones, thus imparting a smoothnessto every
hrase.
i In short, Legato is the polish of the voice, filling in every crevice
that may exist between the tones. )
You have been instructed in the proper mental conception of the
Legato curve,viz. over and downward and not under and upward.
The following illustrations show you the correct and incorrect con-
ception and use of the Legato curve. Try both for yourown demonstration.

The Incorrect conception of the Legato

Il. N© 2
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An-gels ev - er brightand fair,Tuke, ohtake me toyour Care.

osition. The change of sensation should never be abrupt or sudden.
very tone must be prepared by the anticipation of the sensation of
the wpper tone as you sing the lower. . o
In Exercise NO 1, the tones ascend in varying intervals ofa third,
a fifth and an octave. In every case the preparation and anticipation
of the sensation of the upper tone is indicated by the character of the
lower note, as before; the nasal resonance is denoted by starred notes,
the veiled sensation by shaded notes, high resonance by small circles
placed over the notes. X
With the proper mental conception of the Legato curve before
you, practice the tones of Exercise N? 1 as indicated.. The star, % ,
denotes the anticipation of the sensation of the upper tone.

EXERCISE NO1

CONTRALTO

*
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SR or_, or__
In Exercige NO 2 the tones are unmarked, and all the sensations,
including the anticipation of the sensations of the upper tones, are left
entirely to your own thoughtful preparation and practice.
The exercise is in the form of a Vocalizzo, and includes entire
{hrases of tones which must all be joined and blended by the great
egato curve placed over the smaller curves. The melody includes
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ever)i‘variet{ of the intervals of the diatonic scale.
he syllables are designed to help you to blend and equalizeeve-
ry phrase with smoothness by the polish of Legato.
Think of the early illustration of the String of Pearls, every tone
a pearl, complete am{ distinct, but all joined and blended on the
string-Legato.
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A COURSE OF SINGING LESSONs _rucagoIll LESSON No59
by George Crampton ont "
The Graces of Singing Baritone or Bass
Legato

The Chromatic Scale

.. We have studied the Grace of Legato applied to the Great Dia- Accenting the first of each group and also the extra tonebecause
tonic Scale and tq phrases on the tones of tﬁat scale. Our next lesson it would be the first of the next group if the scale were continued, we
is devoted to the use of Legato on the tones of the Chromatic Scale. obtain the following rhythms,

(See note) 1. Four accents
Many singers totally neglect the practice of this scale, conse- 2. Five ”
quently their singing in Chromatic passages is always fau/ty in exe- 3. Three ,,
cution and blurred in intonution, Because the ChromaticScale con- 4. Seven ,, )
sists entirely of semitones or half steps, they think it @ifficuit to sing There is one more forimn of the Chromatic Scale in vocal music,
in tune. On the contrary the Chromatic Scale is even easier to sing viz., Two Rhythm, which really means singing the entire scale with
in tune than the Diatonic Scale, because it consists of twelve equa! one accent; but as this form only occurs in coloratura passages, you will
intervals, each one a semitone or half step. The Diatonic Scale con- study it later in the special lessons on Coloratura.
sists of seven wnequal intervals. The secret of singing the Chromatic Practice the tollowing exercises with a Zig/t Legato, always ac-
- Scale correctly is rhythm. The Chromatic Scale, including thirteen centing the scale as indicated, and preparing the tone color of the
tones, is nearly impossible to sing correctly, unless you sing it rhyth - upper tone, on the lower, by practice of the octave before each scale.
micall , by accenting certain tones according to the rhythm desired. In Exercise N© 2, the triplets must be sung lightly and tripping -
In Exercises Nos. 1,2,3 and 4, the Chromatic Scaleis arranged ly i, e., like dance thythm. Practice without accompaniment after you
in every form of rhythm ordinarily used in vocal music. Taking the have obtained the necessary key-note, accenting the groups as_indi-
number of tones in the scale, thirteen, and dividing it by four, three, cated and joining all the tunes with a /ig/hs Legato. Sing the thirteen
six, and two, the result is tones, and test your accuracy by striking the octave below in descend-
1. Three groups of four tones each, and one over. ing, and the octave above in ascending, as indicated in the exercise
2. Four groups of three tones each, and one over. You will find that by careful practice, you can soon sing every form
3. Two groups of six tones each, and one over. of the Chromatic Scale correctly and in tune.
4. Six groups of two tones each, and one over.

Preparation " m A Preparation A
— === H %

Ex.NO 13§
bl' < ! ——] ~——
0
Practice also in the Reys of 5)’,':. B, Db and D.

Preparation Y

Or ., 0
Practics also in the Reys of B5,B, Db and D.

reparation Preparation A ﬁ\
A A — = = e — A .t
Ex.No 3 -
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. ——) or
Practice also in the keys of Bh,B,Dband D. or — or or.
Preparation A X Preparation = " A

P Pt

< ' o N B S :
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Practice also in the keys 0}5[;?,7’5' and D. e ! o or
Legato must be used lightly and delicately in Chromatic intervals In Exercise NO 5, Chromatic Legato phrases are arranged on ascend-
and passa;:qu. Chromatic Legato is delicate legato and demands greater ing intervals of a third, a fifth and an octave. First,the lower and upper
care than Diatonic Legato. e preparation of the sensation or tone tories of the interval are sung, in order to make certain of the proper
color of the «pper tone onthe Jlower in Chromatic Legato phrases tone color or sensation of the ufpper tone; then the chromatic tones inclu-
must be anticipated and preserved even more carefully and delicately ded in the interval are sung. If you anticipate and preserve the proper
thanin Diatonic Legato phrases, especially on ascendingintervals This tone color by delicate legato, the color of the upger tone on the Chro-
is comparatively easy to accomplish on descending intervals, in Diaton- matic phrases will be exactly like the color of the upper tone on the
ic Legato, by carrying down the tone coler of the upper tone and pre- intervals. Make this your test of accuracy. If youaccent the notes
serving it throughout "the phrase. indicated, you cannot get out of tune.
—A 11 1 —A - 4 - A A#:cﬁ\
Ex.N95%a P —— e [ e——T : e
a4 1 TN i
oh, Ah “oh

Ah o oh A
Practice also in the keys of B B, Db, D and Eb. h oh o,

., Exercise N? 6 is in the form of a vocalizzo on Chromatic Legato. Practice, first, with t ing i
with legato and in tune, practice with the words. Always practicge; gracefully, aellirgazcg;; angetﬁ%{}ggltﬁzh;?d when you can sing it conecftly both

Ex.No6 Andante cresc m
PA - A A v A ] A Ly " A A o A= -
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Do say— la-lay-sol, Me - ray-re - dosee-ray, Do - say - say-la-lay-solc Sol-do - fa - me - ray - do.
Fall-ing leafand fa-ding tree, Lines of whiteon a _ sul-len sea, Shadows ri-sing on you and me, Shadows ri-sing on youandme.
) e l ) | e p———= |
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NOTE: The Chromatic Scale consists of thirteen tones, including twelve intervals, ewch one a semitone or half step. The thirteenth tone is the octave
above or below the first.
Chromatic tones are tones foreign or contradictory to tunes of the diatonic scale.
Chromatic signs, called accidentals, are the Sharp (§), Flat (b), Natural (), Double Sharp (§8) or (x), and Doudle Flat (bh).
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A COURSE OF SINGING LESSONS
by George Crampton

The Graces of Singing

Chicago,I1l1.

LESSON No 59
Soprano, Mezzo-Soprano or
Tenor

Legato
The Chromatic Scale

. We have studied the Grace of Legato applied to the Great Dia-
tonic Scale and to phrases on the tones of that scale. Our next lesson
is devoted to the use of Legato on the tones of the Chromatic Scale.
(See note)

Manﬁy singers totally neglect the practice of this scale, conse-
quently their singing in Chromatic passages is always faw/ty in exe-
cution and blurred in intonation, Because the ChromaticScale con-
sists entirely of semitones or half steps, they think it difficuit to sing
in tune. On the contrary the Chromatic Scale is even easier to sing
in tune than the Diatonic Scale, because it consists of twelve equa’
intervals, each one a semitone or half step. The Diatonic Scale con-
sists of seven wnequal intervals. The secret of singing the Chromatic
Scale correctly is rhythin. The Chromatic Scale, including thirteen
tones, is nearly impossible to sing correctly, unless you singitrhyth -
micaliy, by accenting certain tones accordinf to the rhythm desired.

In Exercises Nos. 1,2,3 and 4, the Chromatic Scaleis arranged
in every form of rhythm ordinarily used in vocal music. Taking the
number of tones in the scale, thirteen, and dividing it by four, three,
six, and two, the result is

1. Three groups of four tones each, and one over.
2. Four groups of three tones each, and one over.
3. Two groups of six tones each, and one over.
4. Six groups of two tones each, and one over.

Preparation
T

Accenting the first of each group and also the extra tonebecause
it would be the first of the next group if the scale were continued, we
obtain the following rhythms,

1. Four accents
2. Five N
3. Three ,,
4. Seven

There is one more form of the Chromatic Scale in vocal music,
viz., Two Rhythm, which really means singing the entire scale with
one accent; but as this form only occurs in coloratura passages, you will
study it later in the special lessons on Coloratura.

Practice the following exercises with a /ight Legato, always ac-
centing the scale as indicated, and preparing the tone color of the
upper tone, on the lower, by practice of the octave before each scale.

In Exercise NQ 2, the triplets must be sung lightly and tripping -
ly i. e., like dance rhythm. Practice without accompaniment after you
have obtained the necessary key-note, accenting the groups as indi-
cated and joining all the tones with a Zight Legato. Sing the thirteen
tones, and test your accuracy by striking the octave below in descend-
ing, and the octave above in ascending, as indicated in the exercise.
You will find that by careful practice, you can soon sing every form
of the Chromatic Scale correctly and in tune.

=W [ S S N S
LB TE I o be

Ex.No 1 FP e bo]

Or.

Or

Practice also in the Icey’s of D,E§F, F§ and G.
Preparation

e A = A

or y Or or
Preparation
o Z

I 5 | 0 S S A 5 A . R
S | ) —— e O S S
—— e

Or. , Or
Practice also in the keys of D,Eq,F, Fff and 6.

Preparation
e

Or— or

Practice also in the keys of D, ELF, Fff and G

Legato must be used /lightly and delicately in Chromatic intervals
and passa%gs. Chromatic Legato is delicate legato and demands greater
care than Diatonic Legato. e preparation of the sensation or tone
color of the upper tone onthe lower in Chromatic Legato é)hfases
must be anticipated and preserved even more carefully and delicately
than in Diatonic Legato phrases, especially on ascending intervals.This
is comparatively easy to accomplish on descending intervals, in Diaton-
ic Legato, by carrying down the tone color of the upper tone and pre-
serving it throughout the phrase.

In Exercise N0 5, Chromatic Legato phrases are arranged on ascend-
ing intervals of a third, a fifth and an octave. First,the lower and upper
tories of the interval are sung, in order to make certain of the proper
tone color or sensation of theupper tone; then the chromatic tonesinclu-
ded in the interval are sung. If you anticipate and preserve the praoper
tone color by delicate legato, the color of the upper tone on the * C%ro-
matic phrases will be exactly like the color of the uppertone on the
intervals. Make this your test of accuracy. If youaccent the notes

indicated, you cannot get out of tune.

Or - oh

— oh, .
Practice also in the keys of Ej, F and Ff on“oh-ah?
Exercise N© 6 is in the form of a vocalizzo on Chromatic Legato. Practice, first, with the styllables, and when you can sing it correctly both with

Ele%laoto and in tune, practice with the words. Always practice gracefully, delicately and though
x.N@

6.
Andante

fully.
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Do_ say___ la-lay- sgl, }\;[e - r'Tay -re - do-see-r'ay, Do - éa;'/ - say-la-lay-szl, Sol-do - fa - me - ray - do.
Fall-ing leaf and fad-ing tree,Lines of white on a sul-len sea, Shadows ri-singon you and me,Shadows ri-singon youand me.
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NOTE: The Chromatic Scale consists of thirteen tones, including twelve intervals, each one a semitone or half step. The thirteenth tone is the octave

above or below the first.

Chromatic tones are tones foreign or contradictory to tones of the diatonic scale.
Chromatic signs, called accidentals, are the Sharp (), Flat (b), Natural (3), Double Sharp (§§) or (x), and Double Flat (bb).
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A COURSE OF SINGING LESSONS
by George Crampton

The Graces of Singing

o,I. LESSON N9 60

Contralto,
Baritone or Bass

Legato
Chromatic Passages-Portamento
Our next study of Chromatic Legato is in the form of a melodious vocalizzo by a famous vocal teacher of the 19th century,Vaccai, which

has been arranged for your practice, first,on vowel combinations, and second, on English words. It is composed of the notes of the Chro-
matic Scale, ascending and descending. The rhythm and phrasing are both easy.

Contraltos should sing the vocalizzo with the tone color of the
Head,Middle and Chest resonances. The last high tone is optional;
if it is sung, it must be sung softly and sustained with the Silvery
color of l-ﬁgh resonance, Baritones or Basses should sing the vocal-

great care with the Pzjled tones on A,B and C. Baritones may  if
possible sing the last high tone softly with the Silvery High reso-
nance, otherwise sing thelowtone: this applies also Basses.

All voices should endeavor to sing the vocalizzo as delicatelyand

izzo with the tone colors of the Chest and Head resonances, taking | softly as possible.
Arranged by George Crampton Chomatic Vocalizzo VACOAI
Y f— — - 5 =
T L H H g
b - no - sa, O - na- ma-fay -
weep___  for joy—, long___ and sigh___, We doubt—, we
& & g L 1 “ vv'_“ v “ @
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day - 1la, Fray-mo - te - del - mor, Ah___De - lee - ray - - bo - sa, In - mer - tay - -
trust___, We smile when tears arenigh, Ah when thesoul with love isthrillld We for

weep _____
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THE PORTAMENTO

You have been advised to avoid “slurring” or “dragging” one tone
up to the next. This bad, careless habit was demonstrated to you in
your last lesson as the éncorrect conception of the legato, Between the
wrrect legato and the ¢ncorrect legato, there is another use of the
legato which is called the Portamento (por-tah-mén-toh).

The Portamento might be called “exaggerated legato,” because

The star (%) denotes the Portamento
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Illustration NO 1 is from “Annie Laurie”(Lesson NO 19)
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no - sa, O - na-ma-fay - day-la, Fray-mo - te - dél - mor, Fray-mo - te - del - mor,
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it is more deliberate. It is used only for special effects in singing,
and chiefly on descending intervals and passages in sentimental or
dramatic songs.

On intervals where the Portamento effectis intended, the legato
curve is used so deliberately that every tone included in theinterval is
sounded lightly and rapidly by the voice in joining the tones.  Your
song studies have included two notable illustrations of Portamento.

The star (%) denotes the Portamento effect

. ~
I__o-pendmy win- dow so

- 1)’

gent
Illustration N©O 2 is from “Last Night” (Lesson N© 42).

Illustrations Nos.1 and 2 show you the passages as marked Portamento. Exercises Nos. 2 and 3 show youthe actual result of Portamento. -

First practice these exercises carefully aparz from the song, using only the vowel sounds

words. The Portamento must be execute
moan or a groan. With this mental conception,

I . e
SYES— ===
N~ . ;

I1°>d lay. me doon and dee
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ay” and “o0i”; then gractice the phrase with the
acefully and with refinement, or its effect will be entirely lost. Remember itisa “Grace” not a
the Grace of Portamento, try to use it gracefully and beautifully.
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A COURSE OF SINGING LESSONS
by George Crampton

The Graces of Singing

LESSON N©O 60
Soprano, Mezzo-Soprano or
Tenor

Legato
Chromatic Passages-Portamento

Our next study of Chromatic Legato is in the form of a melodious vocalizzo by a famous vocal teacher of the 19th century, Vaccai, which
has been arranged for your practice, first on vowel combinations, and second, on English words. It is composed of the notes of theChromatic
Scale, ascending and descending. The rhythm and phrasing are both easy.

Sopranos orMezzo Sopranos should sing the vocalizzo with the
tone color of the Head, Middle and Chest resonances, except the
last tone, which should be sung softly and sustained with the Silvery

veiled tones on C,D and E. They,also,should sing the last tone
softly and sustained with the SilveryHiEh resonance.
e

11 voices should endeavor to sing the vocalizzo as delicately and

color of XHigh resonance. Tenors should sing the vocalizzo with the softly as possible.
tone colors of Chest and Head resonance, taking great care with the .
Arranged by George Crampton Chromatic Vocalizzo VACCAL
Andantintino x A A e 3 | |
% _ p ‘ll 1 L)
D lee - ray - - bo - sa, In - mer - tay O - na - ma -fay -
weep for joy—, We long. doubt , we
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We smile when tearsare nigh,
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day - la, Fray - mo - te - del - mor, Ah Je - lee - ray - - bo - sa, In - mer-tay - -
trust__, We smile when tearsarenigh;Ah_________ when thesoul with love isthrilldy, We  weep or
1 L
i v - +Z
5 : i 'P—_T:'b—v:ll}):q
i B S S e
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- day - 14, Fray - mo - te - der”" - mor, Fray-mo - te -del -- mor.

When tears—  are nigh.

THE PORTAMENTO

You have been advised to avoid “slurring” or “dragging”one tone
up to the next. This bad, careless habit was demonstrated to you in
your last lesson as the incorrect conception of the legato. Between
the correct legato and the incorrect legato, there is another use of
the legato which is called the Portamento (por-tah-men-toh).

The Portamento might be. called “exaggerated legato)because
it is more deliberate. It is used only for special effects in singing,

The star (%) denotes the Portamento effect.
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I’d lay__ me doon and dee

Ilustration NO 1 is from “Annie Laurie” (Lesson N© 19),

and chiefly on descending intervals and passages in sentimental or
dramatic songs.

On intervals where the Portamento effect is intended, the legato
curve is used so deliberately that every tone includedin the interval
is sounded lightly and rapidly by the voice in joining the tones. Your
song studies have included two notable illustrations of portamento.

The star (%) denotes the Portamento effect.
<\

. N 2 b i

- - — 1
| CEDICEER TiaR) cash IS o SEEDN SR S DY O ushast S oSS
. TR L NS EEES { ISR S S BN _4S=0 N BRI £ GSEerss
I A N LA— 4

I o-pen’d my win - dow so  gent - ly

Illustration NQ 2 is from “Last Night” (Lesson NO 42).

Illustrations Nos.1and 2 show you the passages as marked Portamento. Exercises Nos.2 and 3 show you the actual resuit of Portamento,

First practice these exercises carefully epars from the song, using only the vowel sounds “ay” and “oi;” then practice the phrase with the
words. The Portamento must be executed gracefully and with refinement, or its effect will be entirely lost, Rememberitis a “Grace” not a
moan or groan. With the mental conception,of the Grace of Portamento, try to use it gracefully and beautifully.
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A COURSE OF SINGING LESSONS
by George Crampton

The Graces of Singing

LESSON No 61
Contralto
Baritone or Bass

Legato and Portamento Applied
Song Study

In this lesson your studies of Legato and Portamento are applied
in the practice of a Song Study- “Thine Eyes so Blue and Tender.”
The difference betweenLegato and Portamento is clearly demonstra-
ted in the delicate melody of this exquisite little love song, which has
been especially selected for your delicate practice of the two graces,
Legato and Portamento, whose separate uses and effectsare so often
.confused and abused in singing.

We have learned thatLegato is the rule in singing,unlessan ex-
.ception is specially indicated, and that Portamento is a special effect,
an exaggerated legato used only on special occasions (descending in-
tervals) to express special effects of sentiment and dramatic emotion.
We have learned that the use of Portamento must always be a deli-
.cate, refined and graceful cennection of two tones, and never a
slurring or dragging of the tone through all the intermediate tones.
Portamento means “carrying the tone) not “dragging” the tone. And
.although the exaggeration of Legato in Portamento necessarily in-
.volves the “touching” of all the intermediate tones between the two
tones connected by Portamento, never make the intermediate tones
.definite. The best conception of the intermediate tones in Porta-
mento is mental. The mere thought of the chromatic tonesbetween
.the upper and lower tones will be sufficient.

The following Song ;Study isLegato throughout, andin two instan-

Arranged by George Crampton

ces the special effect of Portamento is used and indicated bya star
« % n_ The first instance occurs in phrase N0 3, on the words
“splendor” and “fragrance” The second instance occurs in Phrase
NO 7, on the words “radiance” and“lingers? Practice each of these
Portamento effects separately and alone, before practicing the song.

Study the song in the manner described in Lessons Nos 56 and 57,
using for your tone structure and the preparation forLegato,the vowel
combinations printed abovethe words. Then study the Aesthetic inter-
pretation, —the song picture, the mood and the spirit of the words;—
then the Technical interpretation,—rhythm, phrasing,tone color, marks
of expression,and the words in detail; joining and blending the whole with
legato, using portamento for the special effects as indicated.

Observe that the song is marked Mezza Voce (méd-zah-voh-cheh)
which means that it must be sung with Aa/f the power of your voice,
softly.

Mezza Voce includes all the gradations of tone from pianissimo
(very softly) to Mezza-Forte (half loud).

This is your first lesson in which Mezza Voce is introduced. It is
a beautiful accomplishment, which you will study later in a special les-
son,so prepare yourself by singing this Song Study as softly s pos.
sible, Mezza Voce. The song is in the strophic form of the Lied and was

Thine Eyes so Blue and Tender

composed by the Danish composer, Edward Lassen (L3-sen),(1830-1904).

Very slow, with deep feeling E. LASSEN
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LESSON N2 61
Soprano, Mezzo-Soprano or
Tenor

The Graces of Singing

Legato and Portamento Applied
Song Study

In this lesson your studies of Legato and Portamento are applied
in the practice of a Song Study- “Thine Eyes so Blue and Tender.”
The difference betweenLegato and Portamento is clearly demonstra-
ted in the delicate melody of this exquisite little love song, which has
been especially selected for your delicate practice of the two graces,
Legato and Portamento, whose separate uses and effectsare so often
confused and abused in singing.

We have learned thatLegato is the rule in singing,unlessan ex-
ception is specially indicated, and that Portamento is a special effect,
an exaggerated legato used only on special occasions (descending in-
tervals) to express special effects of sentiment and dramatic emotion,
We have learned that the use of Portamento must always be a deli-
cate, refined and graceful connection of two tones, and never a
slurring or dragging of the tone through all the intermediate tones.
Portamento means “carrying the tone) not “dragging”the tone. And
although the exaggeration of Legato in Portamento necessarily in-
volves the “touching” of all the intermediate tones between the two
tones connected by Portamento, never make the intermediate tones
definite. The best conception of the intermediate tones in Porta-
mento is mental. The mere thought of the chromatic tonesbetween
the upper and lower tones will be sufficient.

The following Song Study isLegato throughout, andin two instan-

Arranged by George Crampton

Thine Eyes so Blue and Tender

ces the special effect of Portamento is used and indicated bya star
“ % » The first instance occurs in phrase N2 3, on the words
“splendor” and “fragrance” The second instance occurs in Phrase
N© 7, on the words “radiance” and“lingers” Practice each of these
Portamento effects separately and alone, before practicing the song.

Study the song in the manner described in Lessons Nos 56 and 57,
using for your tone structure and the preparation forLegato,the vowel
combinaiions printed abovethe words. Then study the Aesthetic inter-
pretation,—the song picture, the mood and the spirit of the words;—
then the Technical interpretation,—rhythm, phrasing,tonecolor, marks
of expression,and the words in detail; joining and blending the whole with
legato, using portamento for the special effects as indicated.

Observe that the song is marked Mezza Voce (méd-zah-voh-cheh)
which means that it must be sung with Aa/f the power of your voice,
softly.

Mezza Voce includes all the gradations of tone from pianissimo
(very softly) to Mezza-Forte (half loud).

This is your first lesson in which Mezza Voce is introduced. It is
a beautiful accomplishment, which you will study later in a special les-
son,so prepare yourself by singing this Song Study as softly as pos-
sible, Mezza Voce. The song is in the strophic form of theLiedand was
composed by the Danish composer, Edward Lassen (La-sen),(1830-1904).

E. LASSEN
Very slow, with deep feeling
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1. Thine eyes so blue and ten - der, Glow with a mys - tic  spell __, Andwakewiththeirma - gic

2. Thy lips are like the ro - ses, Un-der an a -zure sky____, Al-lured bytheirbeau-ti -ful
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A COURSE OF SINGING LESSONS
by George Crampton

LESSON No 62

The Graces of Singing

Enunciation

“There is much music, excellent voice, in this little organ:
Yet cannot you make it speak”

Shakespeare

Enunciation in singing is the perfect combination anad blending of pure vocalization of the vowels and clear articula-
tion of the consonants into a distinct yet graceful pronunciation of the words.

The Grace of perfect Enunciation has probably never occurred to
you. Grace includes beauty and ease. It is possible to speak and even
sing words clearly and distinctly, but ungracefully. But in singing, this
habit destroys all the sustained quality and beauty of tone and is
both ugly and incorrect.

Enunciation in singing must be graceful and easy,and must pre-
serve, not destroy, the quality of tone. Perfect Enunciation is one of
the highest (if not the highest) Graces of singing and singers.

Bad Enunciation is a Dis-Grace to any singer, because thereis no
excuse for it. Every singer can possess the Grace of perfect Enuncia-
tion. This is one vocal accomplishment in which you can equal the
greatest singer. How? By simple, thoughtful practice. Howfrequent-
ly we hear this criticism of asinger: “Beautiful voice, splendidly
produced, sings well, but, we could not understand one word of the
song” It is questionable if anyone could sing well, unless he enun-
ciated well. Correct voice production, good singing and good Enun-
ciation are so closely related; that it is not too much to say thatif a
singer enunciates clearly and gracefully, the production of the voice
is usually correct, But, for our immediate purpose we will accept
the very common criticism quoted above, that a singer can sing with
correct voice production and sing well, and yet enunciate badly.

Suppose that the above criticism has been made on your singing,
and that you realize there must be some measure of truthinits cen-
sure. You will at once commence a searching self-examination as fol-
lows:

You have diligently studied voice production, and by the mastery
of its three great principles— breathing, placing and resonance—you
can produce good tones. You have practiced vocalization onthe vowel
sounds and their combinations. Why cannot you make your tone- speak?

Words+include vowels and consonants. Your failure cannot be in
the vowels, for the very life of your tone production,the correct pro-
duction and the quality of the tone,dependson the pure vowel sounds.
The fault must be in your imperfect articulation of the consonants.

Consonants are often regarded by singers as of minor importance,
and as unnecessary interrupters of tone: they are either totally neg-
lected or“mumbled”ver in sustaining the tone from one vowel to the
next. A little thought will convince you how vitally important, nec-
essary and useful, consonants are,apart from Enunciation, in (1) attack
and placing, (2) finish, (3) resonance and tone color.

(1) The majority of words begin with a consonant. Therefore it is
the énital consonant which makes the correct attack and placing of
the tones on which the words are sung, We have learned that the
correct attack and placing of a tone ensures its correct resonance.

It is easier to sing a tone with correct attack and placing when the
word begins with a consonant, than when it hegins with @ vowel. This
fact alone should prove to you the émportance of the consonant.

In Exercise NO 1, you are shown some examples of tones attacked
and placed by initial consonants. These must be articulated quickly
but clearly, b¢fore the vowel sound, to make a correct attack. Prac-
tice each one diligently and thoughtfully, concentrating your atten-
tion on the initial .consonants. The vowels will take care of themselves.

EXERCISE No 1

/) A A
G o o

ANEV

D)
Cro ) Blo )
Bro . Cho ,
Dray . Flo 5
Fro g Glo 3
Gray. " Klo ,
Pro 3 Plo 5
Tray. y Stro 5
Inro ; Thro 3

EXERCISE N9 2

EXERCISE NO 2 (2) The majority of words end either with a consonant, | Illustration NO 2
i ivels tn which The yowal I witlly o partily HaTE. J:@ﬂjn =
Yy .
%ﬂ——u—————- The correct finish of a tone or phrase dependsontheprompt, | —g7
DR cessation of the tone, therefore correct finish in the majorityof Mea nt
Meant, words and phrases depends on the prompt, crisp articulation of H t,
Heart, the final consonants. E;a ;ti\
Earth, In Exercise NO 2, Illustration NQ 1 shows yousome ter- : ;
Nicht G rs : . Ni ght,
S'g ’ minations on consonants as usually written. IllustrationNO2, Si ng,
ng, shows you exactly how they should be practicallyand correctly Swe 1
Swell, h ) ; ; )
Tears sung. Notice how the duration of the vowelsis prolonged and Tea IS,
Home,’ the duration of the consonants skorfened. Ho me,
Rare, Practice Illustration NO 2, diligently and thoughtfully, con- Ra ped
Sad-ness, centrating your attention on the final consonants, and also ap- S{}[g rt1_eses,
Mo-tive, lying this use of the final' consonants to other words in your e
Tem-pest, poy > y Tem pest,
songs.
EXERCISE No 3 Exercise NQ 3, shows you some
%) 0 i A L S [ S examples of intermediary consonants,
3) The resonance or tone color of ) ] % & o' %4 | and demonstrates the great necessity
a tone is sustained by the vowelsounds. 55 = a: o ! for their clear and prompt articulation
Sheatinl] “eplondid, “moonlight,n Moon - light, beau-ti - ful, en - tranc-ing, | I e tion,
“lovelines;? .-pthe vowels are mixed. %Dllen . dfml" love~li - mess, Zur ) p.ri}? " ing, Practice diliggntly Iz:nd thoughffully;
with consonants, which wewill call “in- ought-ful,, ex - quis - ite, de - light - ful, sustaining the tone on the vowels by
termediary consonants) in contrast to Sor - row, mar-vel-ous, im - me - diate, | prolonging them to the utmost extent
the initial ‘and final consonants. Unless Sleep -ing, gen-tle - man, de - ny - ing, of their duration, and articulating the
the intermediary consonants are artic- Dy - ing, fav- or - ite, au - da - cious, | initial, intermediary and finalconsonants
ulated clearly and promptly, the sus- Ra - diance, in - no - cent, re - flec - tion, clearly and promptldy.
taining of th'e resonance and tone color Fra - grance,vic - to - ry, re - mem - ber, void any tendency to explode the
of a tone is interrupted and becomes Plea - sure, sep- a - rate, ac - com - plice, breath after the final consonant, which
changed and impure. This is a very Ter « ror fremti « lowg, x5 - Aol pr will result in such ludicious, ugly and
important point in singing. A 2 . . 2 incorrect effects as“beautiful-er?“love-
n - guish, du - pli - cate, me- lo - dious, li er M ot e
S : ; . iness-er,” “moonlight-er.
weet - ness, night-in - gale, har - mo - nious.
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LESSON NO 63
of Singing

Enunciation (continued)
“Speak the speech, trippingly.”

Your special practice of the initial, intermediate and final conso-
nants has been limited to exercises on one tone.

The enunciation exercises in this lesson are on the several tonesof
two melodies.  Singers sometimes offer as an excuse for bad enun-
ciation that it is impossible to place their tones correctly and at the
same time enunciate clearly. In early studies this may be partly true
but it is absolutely untrue as a general statement, Cl)tlear, distinct an
graceful enunciation is of the greatest help in correct placing and artis-
tic singing. Nearly all excuses for bad enunciation are dueto onesourcz-
laziness of tke lips and tongue in articulating the consonants.

In the following vocalizzos you will probably find the consonants
more difficult to enunciate because of the changes of pitch and conse-
quent changes of the resonance of the tones.

In order to make your enunciation exercises as simple and practi-
cal as possible you must first practice the words of each vocalizzo on
the single tones as arranged above the melody. This method of prac-
tice will ensure your clear enunciation of the words first, and willmake
their enunciation on the melody easy. You must apply this planto eve-
ry song you study.

In these special lessons on enunciation
tones will be printed for your practice, either as a preparatory vocal-
izzo, or above the melody of aﬁ exercises and song studies. You can
easil¥ adapt this special enunciation exercise to any song.

ixercise NO I'is a vocalizzo from “The Barber of Seville”(Rossini)

the words and the single

Practice slowly— gradually increasing the tempo at each repetition to Allegro

Shakespeare.

Note that you must enunciate a syllable on every tone. Practice,
first, enunciating the words on the single tones as arranged over the
melody, commencing slowly, and gradually increasingthe tempo, but
always enunciating raythmically. Don’t try to increase thespeed at the
expense of the clear enunciation of every syllable of every word. When
you sing the words on the single tone clearly and distinctly at the
rate and tempo of #hree tones per second, then practice the melody
given below in conjunction with the words, commencing slowly, and
gradually increasing the speed to three tones per second.

Speak the words “trippingly,” a splendidly descriptive word and
ideal for your guidance in clear articulation and enunciation. The
consonants should “trip and dance” freely, nimbly and gracefully from

our lips and tongue and over the tone. Sing the vocalizzo at first on
wo breaths as indicated. When you can sing the words clearly and dis-
tinctly, increase the tempo and sing the entire vocalizzo on one breath.
xercise N 2 is a vocalizzo from “Il Trovatore.” Practice
slowly and rhythmically at first, until you have memorized the words
and can enunciate them clearly and distinctly; then increase the tempo
at. each repetition until you can sing it clearly and rapidly.

The clear enunciation of every syllable 1s of first importance.Try
to sing distinctly rather than quickly. The muscles of thelipsandtongue
may feel stiff atter these exercises. This is simply aproof that these
muscles need. exercise and practice.

NOTE: Practice these Enunciation Exercises with a /ig/k¢ tone.

TA&E BARBER AOI’ SEVILLE

. A
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LESSON No 64

This lesson and Lesson NO
are to be studied together.

65

Enunciation (continued)

“The voice excels all instruments in combining musical sounds with significant words.”

A Song in the ordinary meaning of the term is the perfect com-
bination of the words and melody.

Before composing a song, the composer must first seek his in-
spiration in poetry. The words of the poem are thesubject and basis
of his composition in which he expresses and interprets in music the
meaning of the poem.

A singer’s first thought in interpreting a song must be the words,
for on them are based his complete interpretation, aesthetic and
technical. The words must be uttered or enunciated significantly,with
proper meaning, or they lose their expressiveness.

The meaning of a song is conveyedchiefly through the  words.
You cannot express the meaning of a song unless you enunciate the
words clearly, significantly and gracefully. All your efforts of tone
quality, placing, production and phrasing are wasted unlessyouspeak
the words distinctly in conjunction with the tones.

Your next practical study of enunciation will be in the form of a
song study, “Beauty’s Eyes” by the Italian composer, Tosti. The
words and melody are so arranged that you must enunciatea word on

Stone

each tone of the melody. Consequently, the song, although simple as
regards the music, is difficult as regards the wordsin combination with
the melody, especially as the style of the song islegato and graceful,
which means that you must clearly enunciate every syllable of every
word and yet the words must all be joined gracefully in order to in-
terpret the song properly.

As a preparatory exercise in enunciation, first practice the words
of each verse on a single tone as indicated in the Exercise. Do not
try the words and melody together until you have overcome all dif-
ficulties in enunciating the words on the single tone. Then practice
the song in its ordinary form,

The Enunciation Exercisebelow is your preparatory study to the song.
The words are arranged on a single tone. The rhythm is  exactly
similar to the rhythm of the melody. The words must be enunciated
on the single tone slowly and »&ythmicaily. Observe carefully the marks of
phrasing.Your ideals for enunciation must be clearness,significance andgrace.
This special form of exercise for enunciation may easilybeadapted to

any song, and you will be instructed to use it in preparing future song

studies. NOTE: Practice this exercise exactly as indicated by the
expression marks, “p,” “pp “mf>

- “Beauty’s Eyes”

Copyright 1910
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Enunciation Exercise
. TOSTI
Slowly p
# O S . . N R G WV oy A N G G N A S G
U.I':- 3 IAY ) e B B 1 IAY j\l gl\ I} IAY ]‘I 1\ 1 IAY IAY IAY 1 IAY IAY BAY
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P 1.1 want no stars in heavh to guide me, I need no moon, no sun to shine,While I have
Pp 2.1 hear no birds at twi-light call - ingy I catch no mu - sic in the streams_, While your
mf 3.1 want no King - dom where thouart love, I want no crown to make me blest___, While with -
X S N VR LY s "y 4 . % B Y 3 .5z 5 & A -
Y } HAY i 1 B0 (- I}; 1\ ! 1\1 IAY 1\ 1 IAY [} 1\’ [ IAY
E— A — A — R R — A — i i
o =
you, sweet-heart be - side me, While I know that you are mine. I need not fear what- e’er be-
gold - en words are fall - ing, While you whis - per in my dreams—_. Ev -’ry sound of joy en -
in thy ten -der heart, love, Thou wilt take my heart to rest , Kings must play a wea- ry
A A . . 2 . A A A
4 L bt f A S ¥ o g gt 3 & & & sV 5 8
= e A A A L Lo i B — A A R o R T R 5 e B E———
[
tide me, For straightand sweet my path-way lies, I want no stars in heavln to guide me, While I
thral - ling. » Speaks in  your dear voice a - lone____, While I  hear your fond lips call - ing, While you
part, love , Thronesmust ring with wild a - larms___, But the King-dom of my heart,love, Lies with-
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gaze in your dear eyes, I want no stars in heavn to guide me, While I gaze in your dear eyes,
speak to me mine own___, While I hear your fond lips «call - ing, While you speak to me mine own.
in thy lov-ing armms__, But the King-dom of my heartlove, Lies with - in thy lov - ing  arms.
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A COURSE OF SINGING LEssons icagoIl. LESSON NO 65

by George Crampton Soprano, Mezzo-Soprano or Tenor
Thes lesson and Lesson NO 64 are to be studied together

The Graces of Singing
Enunciation(continued)
Song Study

This charming love song, “Beauty’s Eyes] was composed by the | be too light if you would interpret the song with fervor.The first verse

Italian composer, Paolo Tosti, and is one of the most popular of a num- | should be sung with moderate nasal resonance, the veiled tone of the
ber of well known songs by the same composer, such as“Goodbye) “For- | middle resonance and with vibrancy. The second verse should be sung
ever? “’Tis not True” and others. very softly and mezza voce, using light, nasal resonance, soaring:

The song, although its melody is Italian in character, is composedin | and vibrancy. The last verse should be sung with rounder and fuller
the style of the modern English song. Tosti has made hishomeinEngland | tone than either of the preceding verses, but never loudly. The words

for a number of years and has adapted himself to the English taste. should be strongly vocalized on full, rich tone color.
Your preparatory study of the enunciation of the words being com- Take care to avoid any exaggeration of the chest resonance on the
plete, we will briefly study the interpretation. lower tones, or you will destroy the sentiment of your interpretation.
The song picture is obviously that of a love scene. The moodisone | The rhythm is simple §. The phrasing is regular and is plainly indica -
of fervent sentiment, the spirit is ecstatic. ted. The song must be sung legato and sustained, with the wordsclear-

The tone colors necessary for the interpretation of the sentiment | ly and significantly, but gracefully,enunciated on the string of tones
must not be too dark or too rich, but on the other hand they must not | joined and blended by legato.

“Beauty’s Eyes”

F. E. WEATHERLY

Rather slowl F. PAOLO TOSTI
= . /_\
lr ¥ 3 I—[ L 1 1 1 H B e
%” ectr gz I..l_l_lii = = o= - S==gyeg==s
mg + r’- E 5 IF f- ! T .xé L# [E 1 f ! i 1‘1 1 1‘\ } 1‘ - F L pl’f i /g !
‘lr 1 i & » 1 ’ J{' !' ) — 1 . o # l¥ 1 ! r," . 1 i'l { ‘i‘
‘4 b3 ~— Y T g . = _‘ l"

: S —F 1 — 4 1 1%
1. p Iwantno stars__ in heavn to guideme, Ineedno moon, nosun to shine,While I have you,sweetheart, be-side me,Whilep I
2. pp T hearno birds at twi-li'iht call -ing, Icatchno mu - - sic in the streams, Whileyour gold - enwordsare fall-ing Whileyou
3. mf Iwantno King - domwherethou art love,Iwantno throne tomakeme blest, Whilewith-in thy ten - derheartlove Thou wilt
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know that you are mine. Yneed not fear what eer be - tide me, For straightandsweetmy pathway lies_,Iwant no stars_ inheavn to
- per inmydreams.  Ev.ry sound_of joy en - thral-ling, Speaks inyourdearvoice a "~ lone__, While I  hear_ your fond lips

W] n
take my heartto rest. Kingsmust play__ a wea-ry part love, Throneswiﬂrgingwithwﬂd a - larms_, - But the King - gom of my
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guide me,While. I  gaze inyourdear eyes, I want no stars— inheavnto guideme,While I gaze inyour dear eyes.
call - ing, While you speak to me___, mine own, While I hear_your fondlips call-ing, While youspeak to me, mine own.
heart love, Lieswith - in thyloving arms But the King-dom of my heartlove, Lies with - in thy lov - ing arms.
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A COURSE OF SINGING LESSONs UricagoIll. LESSON N° 65

by George Crampton Contralto, Baritone or Bass
T%is lesson and Lesson N? 64 are to be studied together

The Graces of Singing
Enunciation(continued)
Song Study

This charming love song, “Beauty’s Eyes)’ was composed by the | be too light if you would interpret the song with fervor.The first verse

Italian composer, Paolo Tosti, and is one of the most popular ofa num- | should be sung with moderate nasal resonance, the veiled tone of the
ber of well known songs by the same composer, such as“Goodbye) “For- | middle resonance and with vibrancy. The secord verse should be sung
ever) “’Tis not True” and others. very softly and mezza voce, using light, nasal resonance, soaring

The song, although its melody is Italian in character, is composedin | and vibrancy. The last verse should be sung with rounder and fuller
the style of the modern English song. Tosti has made hishomeinEngland | tone than either of the preceding verses, but never loudly. The words

for a number of years and has adapted himself to the English taste. should be strongly vocalized on full, rich tone color.
Your preparatory study of the enunciation of the words being com- Take care to avoid any exaggeration of the chest resonance on the
plete, we will briefly study the interpretation. lower tones, or you will destroy the sentiment of your interpretation.
The song picture is obviously that of a love scene. The moodis one The rhythm is simple é The phrasing is regular and is plainly indica -

of fervent sentiment, the spirit is ecstatic. ted. The song must be sung legato and sustained, with the wordsclear-
The tone colors necessary for the interpretation of the sentiment | ly and significantly, but gracefully,enunciated ori the string of tones
must not be too dark or too rich, but on the other hand they must not | joined and blended by legato.

F. E. WEATHERLY “Beauty’s Eyes”
Rather slowl
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.pp Thearno birds at twi-light call-ing,I catchno mu - sic inthe streams, Whileyour gold - en wordsare fall-ing,While you
.mf Iwantno King - domwherethou art love,] wantno throne tomakeme blest, Whilewith-in thy ten - derheartlove,Thou wilt
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whis_ - perinmydreams. Ev -ry sound of joy en-thral-ling__  Speaks in yourdearvoice a - lone, While I hear__yourfond lips
take myheartto rest. Kingsmustplay awea-ry part love_ Throneswillringwithwild a - larms, But the King - dom of my
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guide me,While I gazeV inyourdeareyes, I waht no stars__ in heavhto guide me,While I gaze in your dear eyrc;s.
call-ing,While you speaktpme —__,mine own,  While I hear__yourfondlips call-ing,While youspeakto me, mine own.
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A COURSE OF SINGING LESSONS
by George Crampton

Enunciation

LESSON NO 66
Soprano,Mezzo - Soprano or Tenor

Its Importance in Attacking, Sustaining and Finishing a Tone

You have been instructed that Enunciation, apart from its grace, is
of the greatest usefulness in attacking, sustaining and finishing a tone
because the majority of English words begin or end with a consonant.
Therefore, to attack or finish a tone correctly, youmustarticulate the
initial or final consonant clearly, quickly and distinctly. Besides the
initial and final consonants, a large number of words contain intermedi-
ary consonants; therefore, in order to sustain the tone unbroken on the
vowels, you must also articulate the intermediary consonants clearly,
distinctly and quickly. Your practice of the Enunciation Exercises in
Lessons Nos. 63 and 64 has fully demonstrated this fact to you.

The Attack of a tone on a word is so vitally important and depends
so much on the distinct articulation of the initial consonant that your

practice of Attack has been on vowels, but in the majority of words,you
must attack on a consonant. Therefore the following exercises on the
enunciation of the initial and final consonants will serve as advanced
exercises on attacking, sustaining and finishing tones by the consonants.

Exercise NO 1 is from the Grand Opera, “Carmen) by Bizet, and
occurs in the famous Quintet (Act II) where the smugglers persuade
Carmen to join them in order to deceive the revenue officers.  The
words must be atfacked clearly and distinctly but always lightly. They
are sung very rapidly, but-you are advised to practice them first at a
moderate speed, gradually increasing the rapidity when you can artic-
ulate every consonant distinctly. Practice softly but vigorously with
alight tone. The consonants are the all-important point of the exer-

special attention to this attack is absolutely necessary. Your earlier | cise.
Lz htly EXERCISE N9 1 (CARMEN)  Bizet
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Whenthere is cheat - ing to bedone, One thing is clear, clear as the sun; Wo-men can al-ways give good aid,
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Wo-men are cheats born to the trade,

And with-out them we can-not tell,

But cer-tain-ly things do not go well, And
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a - greewith you, When there is cheat - ing

say, do you not think so too? O yes,we all to be done,
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One thing is clear, clear as the sun; Wo-men can al-ways give good aid, Yes they can give good aid.

Exercise NO 2 is a passage from the beautiful, sacred song, “One
Sweetly Solemn Thought? by Ambrose. Probably you have frequently
sung this old favorite and have experienced some difficulty inthe enun-
ciation of this particular passage. The chief difficulty lies inthe final
consonants. The slovenly manner in which these are usually enunciated
would be ludicrous in a secular song. In a song of this character and in
a church service, it is a disgrace to hear such an effect as the following:

“Bu lyin darly betwee
Windin adow thro the nigh
Is the silen unknow stre
Tha leas alas to the ligh”
You will probably smile at this, but your conscience or your recollec -
tion will prove many instances of such “smudges” of sound in church
“Singing» If you observe carefully, you will see that this slovenlyeffect

EXERCISE N9 2

is due to the total neglect of the final consonants.Most of the words
begin and end with consonants, and in the painstaking Enunciation of
every consonant, which is always necessary in such instances, the fina?
consonants are most easily and readily neglected.

Practice the words very slowly, articulating every consonant. You
will experience some difficulty with the “t” and“1” in“Butlying” the
“g” and“d” in “lying darkly) the “n” and “th” in “adown through? the
“n” and “st” in “unknown stream,” the “t” and “1” in“at last? and the
“t” in “at” preceding “t” in “to?

Every final consonant must be as carefully and distinctly enunciated
as the initial consonant. Practice this exercise until youcan enunciate
the phrases, the words, and all the letters, - consonants and vowels,-
so clearly, distinctly,and yet gracefully that your audience can /%ear
them,

AMBROSE

A

NOTE:“One Sweetly Solemn Thought” Will be the song study of Lesson N0 70.
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bt I S P D T S R
==t T—=I—F i ?‘% : 1 1 11 | 3 ) I e “—t o
e A o ) N I I — E{ - 1 L | - — %‘ |
1 ] T ] o
i e e e o1l i « v v 6w ol v 4 e & s o lgieee # . . . J JJ 2
o 1 A | | ‘ } B Tl il 5 “ i iii
0 2. h 1 1 1 1 1 i § 10 1 1 1 1 1 1 1 1 | B ) 11 1
1 1 1 1 | k] B 1 1 ]| 1 1 1 1 1 i 1 d 1 L NI YO L. 1 1) (WAL D | 1
"ﬁ; 1 L) ) L ¥ X 1 1 A : = v ! % ]' 11 I ! G | =

s T —
[T |




SIEGEL -

Correspondence

MYERS
School of Music

Chicago, Ill.

A COURSE OF SINGING LESSONS
by George Crampton

Enunciation

LESSON No 66
Contralto, Baritone or Bass

Its Importance in Attacking, Sustaining and Finishing a Tone

You have been instructed that Enunciation, apart from its grace, is
of the greatest usefulness in attacking, sustaining and finishing a tone
because the majority of English words begin or end with a consonant.
Therefore, to attack or finish a tone correctly, you mustarticulate the
initial or final consonant clearly, quickly and distinctly. Besides the
initial and final consonants, a large number of words contain intermedi-
ary consonants; therefore, in order to sustain the tone unbroken on the
vowels, you must also articulate the intermediary consonants clearly,
distinctly and quickly. Your practice of the Enunciation Exercises in
Lessons Nos. 63 and 64 has fully demonstrated this fact to you.

The Attack of a tone on a word is so vitally important and depends
so much on the distinct articulation of the initial consonant that your

practice of Attack has been on vowels, but in the majority of words,you
must attack on a consonant. Therefore the following exercises on the
enunciation of the initial and final consonants will serve as advanced
exercises on attackmg', sustaining and finishing tones by the consonants.

Exercise N? 1 is from the Grand Opera, “Carmen) by Bizet, and
occurs in the famous Qumtet (Act II) where the smugglers persuade
Carmen to join them in order to deceive the revenue officers.,  The
words must be aftacked clearly and distinctly but always lZightly. They
are sung very rapidly, but you are advised to practice them first at a
moderate speed, gradually increasing the rapidity when you can artic-
ulate every consonant distinctly. Practice softly but vigorously with.
a light tone. The consonants are the all-important point of the exer-

special attention to this attack is absolutely necessary. - Your earlier | cise.
Lightly EXERCISE N° 1 (CARMEN)  Bizet
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say, do not think so too? O yes,we all a - greewith you, When there is cheat-ing to be done,
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One thmg is clear, clear as the sun; Wo-men can al-ways give good aid, Yes they can give good  aid.

Exercise NO 2 is a passage from the beautiful, sacred song, “One
Sweetly Solemn Thought} by Ambrose. Probably you have frequently
sung this old favorite and have experienced some difficulty inthe enun-
ciation of this particular passage. The chief difficulty lies in the final
consonants. The slovenly manner in which these are usually enunciated
would be ludicrous in a secular song. In a song of thischaracter and in
a church service, it is a disgrace to hear such an effect as the following:

“Bu lyin darly betwee
Windin adow thro the nigh
Is the silen unknow stre
Tha leas alas to the ligh?
You will probably smile at this, but your conscience or your recollec -
tion will prove many instances of such “smudges” of sound in church
“Singing» If you observe carefully, you will see that this slovenlyeffect

is due to the total neglect of the final consonants. Most of the words
begin and end with consonants, and in the painstaking Enunciation of
every consonant, which is always necessary in such instances, the fina?
consonants are most easily and readily neglected.

Practice the words very slowly, articulating every consonant. You
will experience some difficulty with the “t” and “1” in “Butlying,” the
“g” and“d” in “lying darkly? the “n” and “th” in “adown through? the
“n” and “st” in “unknown stream,” the “t” and “1” in“at last? and the
“” in “at” preceding “t” in “to?

Every final consonant must be as carefully and distinctly enunciated
as the initial consonant. Practice this exercise until youcan enunciate
the phrases, the words, and all the letters, - consonants and vowels,-
so clearly, distinctly,and yet gracefully that your audience can /ear
them,

AMBROSE
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NOTE:“One Sweetly Solemn Thought” Will be the song study of Lesson NO 70.
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A COURSE OF SINGING LESSONS
by George Crampton

LESSON N9 67

Soprano, Mezzo-Soprano, Contralto or Tenor

The Graces of Singing
Enunciation
The Rapid Enunciation of Words

It is very much to be regretted, from the singer’s standpoint, that
the composition of songs and arias, whose proper interpretationdemands
the rapid enunciation of words, is entirely neglected in modern times.
The standard operas of the Italian School contain many such songswhich
are wenderful examples of the remarkable effects made possible by clear
and rapid enunciation. The Italians, especially, are adept in rapid entn-
ciation, partly because of the liquid qualities of the Italian language, but
for the most part because they cwltivateand practice the art of rapid e-
nunciation. You can acquire this art as readily as the Italian singer and
with your own language.

Rapid enunciation demands an elasticity and readiness of the lip,
tongue and throat muscles. Your studies of Enunciation would be in-
complete without some practice of this accomplishment. In order to
make this practice as interesting and practical as possible,your exer-
cises are arranged in a song study which is in present and popular use,
“The Rose and the Lily)” by Robert Schumann (Shii-mann), one of the
greatest composers of Lieder. This exquisite little Lied is the fourth
number of the Song Cycle, “The Poet’s Love.>

Allegro

The Rose and the Lily

. The Song Picture is that of a Poet-lover, who declares that al-
though he has loved the flowers, the birds and the dawn,heloves them
no more,for “she” is the incarnation of the beauty of them all. The
mood is ecstatic with happiness, the spirit is light and joyous.

The Lied is divided into eight phrases- it is almost impossible to
divide it further and retain the unbroken chain of words. The tone
color must be light and joyous, so you must use the colors of Head
Resonance exclusively. The tone should also be full of vibrancy and
life. The words must be enunciated trippingly, clearly and yet grace-
fully. The song, with all its daintiness, should be sunglegato throughout.
You will notice, in several instances, that the legato effect isespecially
indicated. You will find the technical interpretation by no means an
easy task. Very rarely, indeed, is this particular song interpreted
well. Its practice will demonstrate to you the splendid effects possi-
ble in rapid but graceful enunciation. It is advisable to practiceat first
by speaking the words clearly and distinctly, standing before a mirror
so as to observe the free movements of the lips and tongue.

ROBERT SCHUMANN
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A COURSE OF SINGING LESSONS
by George Crampton

LESSON N9 67

Soprano, Mezzo-Soprano, Contralto or Tenor

The Graces of Singing
Enunciation
The Rapid Enunciation of Words

It is very much to be regretted, from the singer’s standpoint, that
the composition of songs and arias, whose proper interpretationdemands
the rapid enunciation of words, is entirely neglected in modern times.
The standard operas of the Italian School contain many such songswhich
are wonderful examples of the remarkable effects made possible by clear
and rapid enunciation. The Italians, especially, are adept in rapid entn-
ciation, partly because of the liquid qualities of the Italian language, but
for the most part because they cwltivateand practice the art of rapid e-
nunciation. You can acquire this art as readily as the Italian singer and
with your own language.

Rapid enunciation demands an elasticity and readiness of the lip,
tongue and throat muscles. Your studies of Enunciation would be in-
complete without some practice of this accomplishment. In order to
make this practice as interesting and practical as possible,your exer-
cises are arranged in a song study which is in present and popular use,
“The Rose and the Lily,” by Robert Schumann (Shi-mann), one of the
greatest composers of Lieder. This exquisite little Lied is the fourth
number of the Song Cycle, “The Poet’s Love.

The Rose and the Lily

. The Song Picture is that of a Poet-lover, who declares that al-
though he has loved the flowers, the birds and the dawn,heloves them
no more,for “she” is the incarnation of the beauty of them all. The
mood is ecstatic with happiness, the spirit is light and joyous.

The Lied is divided into eight phrases- it is almost impossible to
divide it further and retain the unbroken chain of words. The tone
color must be light and joyous, so you must use the colors of Head
Resonance exclusively. The tone should also be full of vibrancy and
life. The words must be enunciated trippingly, clearly and yet grace-
fully. The song, with all its daintiness, should be sunglegato throughout.
You will notice, in several instances, that the legato effect isespecially
indicated. You will find the technical interpretation by no means an
easy task. Very rarely, indeed, is this particular song interpreted
well. Its practice will demonstrate to you the splendid effects possi-
ble in rapid but graceful enunciation. It is advisable to practiceat first
by speaking the words clearly and distinctly, standing before a mirror
so as to observe the free movements of the lips and tongue.

ROBERT SCHUMANN
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Correspondence School of Music

A COURSE OF SINGING LESSONS
by George Crampton

Chicago, I11.

LESSON NO 67
Baritone or Bass

The Graces of Singing
Enunciation
The Rapid Enunciation of Words

It is very much to be regretted, from the singer’s standpoint,
that the composition of songs and arias,whose proper interpretation
demands the rapid enunciation of words, is entirely neglected inmodern
times. The standard operas of the Italian School contain many such
songs which are wonderful examples of the remarkable effects made
possible by clear and rapid enunciation. The ltalians, especially, are
adept in rapid enunciation, partly because of the liquid qualities of the
Italian language, but for the most part because they cultivate and prac-
tice the art of rapid enunciation. You can acquire this art as readily
as the Italian singer and with your own language.

Rapid enunciation demands elasticity and readiness of the lip,
tongue and throat muscles. Your studies of Enunciation would be
incomplete without some practice of this accomplishment. In order
to make this practice as interesting and practical as possible, your
exercises are arranged in a song study which is in present and popu-
lar use, called “THE YEOMAN’S WEDDING SONG”by Poniatowski,
a splendid song which every Baritone or Bass should sing.

This is the first song of a distinctively dashing character given
to you'in this course and you will therefore appreciate its study.

The song picture is that of a bridegroom riding impetuously to
his wedding. He will brook no delay, and the“Ding-dong” of his
THE YEOMAN’S

=

with spirit =

Allegretto Joyfully and
> >

.

WEDDING SONG-

horse’s hoofs,and the church bells all add to his enthusiasm. The mood
is happy yet defiant. The spirit is one of vigorous animation. The
phrasing is easy with the exception of the last phrase, which will de-
mand your careful attention.

Sing the triplets exactly as indicated, accenting the first note of

each group strongly and taking a quick deep breath after “morn) in
order to finish each verse as broadly and strongly as possible. The
tone color should be rich, and vibrant with life and decision. Nasal

resonance should be used throughout.

Commencing quietly, work up a fine tonal crescendo in the repetition
of the “Ding-dong” in the refrain. “Through the Valley we haste, etc
should be sung lightly but with increasing tone to the last two phrases,
which must be sung “£7in the first verse and “ff'”in the second verse,
The high tone in phrase S is intended for the second verse. In the sec-
ond verse you should carry over the end of the sixth phrase into the
seventh phrase,-‘And the lark o’er our heads doth sing a bridal songVas
we gallop along” And again, in the case of the eighth and ninth phrases
“Keeping time to the bells as they ring dingdong,ding—dong\,kwe’ 1l gallop along:”

You must enunciate every word clearly, distinctly, rapidly and vigor-
ously to properly interpret this stirring song. Aim for distinct enunci-
ation first, then add the speed. Do not neglect the legato effects.
Practice exactly as indicated.

Music by PRINCE PONIATOWSKI
Arranged by GEORGE CRAMPTON

7

= =

D S B S §

I

~— ‘ ~—

> = = > => = > N I .
%

i e

Copyright MCMXI by Siegel-Myers Correspondence School of Music

English copyright secured

i * : : == =
Ty Ty : o = D
Ly — T 1T T . 4 A T ,1\ - T— 3 fm—
N AE + I 1 N i - 1 1 e €
{By— = = & b ———1 g g Nt e
1 1 1T i . #- | .4 =' ' . d- 1 b b v <
o v
Ding  dong, ding  dong, ding dong, I love the song,
Ding  dong, ding  dong, ding dong, my steed hie on,
4 m A A 4 I\ . A 4 i e 4 —"
% T ) e S L e b1 o R 5 e b e S £ e 18 e —3 0  S— S—
%f\.\ }L { 1 { = v, Jl T i[ 1 T
e Yo Y Y a - e Y | a4 —F
T F X+ % # F + 3 = = =
L
A y | A A A A A K il
e — - r—pr— —— e ]
o i T 1 p—1 % = T < 4];1' Y - gl- . - i 11’ *—0 _’bjiF]
For it 15 my wed-ding morn - - ing, And the bird, so gay in fine ar - ray,
For  the churchwill soon be fill - ing, They must not wait, they must not wait,  For
9 g 5 \1 hr } }f ﬁ}:‘r \1 lk\ AN oY Y .y =+ oY K Y l
& v _.,.___(‘L__ ‘f_ g___;___;# :g__;#__,$3 ) 12  S—— 1 _3_ Dy ) — v D — ) D S — i S—
] ' 1‘ : } —— e ‘r : {—t
—F ey Ay ey Wy g sy =EEE=== Y a4 Yo
< > #

+



# ® |l

) - O o 1 T I 1 . |

] i | = i | 1 N T - . 1 — ] | — E=SeEE
| 11 1 1 2 o l I ) - | 4 1 ) | 1 =esus
Y 1 1 2 1 4{ 8 ) | d 1 1 ) | 1 e §

J ! T - l E‘:E‘
For the day , will be now a dorn -
were  we late, theyd deem the groom un - will - - - - - ing. > > > > -
[/l A N A A I\ I N1 N | [ \ | I N
¥ E IAY e N 2 5 Y 1T & i 5 TG 1 3 3 T 2 L'v 1 N1

N3

J
Ky
jj?
TE
(
(
\
(
{
{
(

3
g
Ay
N
4

Con brio
) - /”—§————_—71 A T N F-q A ‘tw l (:2"——_1_——7 I A -
i - ] Hig—g—1—thg— P L e i o o) = t 01—
g I=—r3 .B}"}' éLél"%" r = = - vr-D ¢
Tho I've lit-tle wealth but sov-reign healfh, r 5 And am only a yeo-man
A mf The sun is high in the morn-ing  sky, And the lark oerour heads doth
’ﬂ g s s 1 b N X

Y 3 Y = e
N y ] | W A N 44— | - ] N
1 11 r - l\‘A 1 P N

G $weLe T ’ﬁ}‘?' —?!—’3 = 53 % T F v
- 'ﬁj '/1‘ N p | 4 hbi 11 { g " :

: T 1 ! 2 — li:H !i_.bT : il = !

< ¥ i b ::':l' e - g % % = % i

y )
P ¢

v e
P

1
Pa
=g

> 4 g - T 5 2 1 - | ~4 P ) P G | [\, 1 ! i
O ) e | 28
= 1—1 5,3 1t T a1 g 2 I ‘_J.LH L o N — 1 1
) 1 ) ——y T | —V f 3 : —_—
free, When heart  joins hand there’s none in the land, Can be rich - er in
n sing, A bri - dal song, as we gal-lop a - long, Keep - ing time to the
#
y 3 kY N 3
- . 7 ¢ v Sm— . — T ¥ T va T ¥ . —¥ T va y
AY T AY A 7 L‘ 1 1 a5, 1 1
E ) i i - :
" a|
2. 1
A —- L
) 4 Nl fk | N | N _
o 1 N 1 VT
~ 1 1\ 1 T .
Y - | W LS 1
), N T — T T 1
oys than  we. Dingdong,ding

gells asthey ring Dingdong, dlngdong,well gallop a - long, All fears and doubting scorn-ing;Dingdong wellgallop a - long, Al

O M| |
%—*_:’_-—-FF,:
J <+ o

AY
T p >\_/ > >\_/

E=====x=
F % 3

T —

~—]

1]

. = <k
T T T 1 I K

; n — : S
1L J
~— S " o - :
fears anddoubting scorn-ing; Thro’ theval-ley we'll haste, for we've no time to waste, As this is my

5 T
11

&/}
-8

Lesson N 67. “The Yeoman’s Wedding Song”Bantone or Bass.2-



SiegelMyers Orrespordence thaol 7 Music

CHICAGO, ILLINOIS.

A Course of Singing Lessons
By GEORGE CRAMPTON

Lesson No. 68

(This lesson and Lesson No. 69 should be studied together.)

THE LAWS OF SOUND

You have learned that vocal tones are made by breath released
from the lungs coming into contact with the vocal cords and causing
them to vibrate. You have also learned that these fundamental
vibrations of tone are carried on into the resonance cavities
where they are reinforced, strengthened and beautified into perfect
tone. You have studied the details of the process of tone produc-
tion in breathing, placing, resonance and the sensations of tone.

You can feel and hear and realize when your tone production is
correct (although the process of correct tone production is physic-
ally nearly unconscious), and yet the causes of voice production
still remain something of a mystery to you. In short, you realize
the truth of its principles, which, in their correct application,
practice and realization, result in perfect tone, because you have
demonstrated them yourself,—but, you do not know the reasons
for these things.

These next two lessons, on the Laws of Sound Applied to the
Voice as an Instrument, will demonstrate to you the reason why
Eerfect tone is the result of correct voice production, and how the

aws of Sound concerning the voice as an instrument have been
correctly applied in your lessons on breathing, resonance and the
sensations of tone. There is no mystery or secret in correct voice
production. Its principles are plain, but they have become
obscured and misconceived because of the general ignorance of the
simple Laws of Sound on which they are founded.

The Laws of Sound are the laws of nature, and, through the
researches of such great scientists as Helmholz and Tyndall, they
have been made so plain and simple that, nowadays, they are part
of necessary, ordinary education.

We shall first study the Laws of Sound bearing directly on the

voice, and, in our next lesson, apply them to the voice as an
instrument.

SOME SIMPLE LAWS OF SOUND

1. Sound is a mental sensation, caused by vibrations of air,
actinf through the ear. Sound may be either noise (or unmusical
sound) or musical sound. A noise (or unmusical sound) is the
result of vibrations recurring at irregular intervals. Musical Sound
is the result of vibrations recurring at regular intervals. We can
see vibrations by watchigg the vibrating strings of a violin, harp,
mandolin or any stringed instrument, when they are bowed or
plucked by the fingers. We can fecl vibrations by touching a
sounding bell or a tuning fork when it is struck. But these vibra-
tions are not realized into musical sound unless we can hear them.

In order to hear them, a medium is necessary to communicate
them to the ear. This medium must be the ocean of air which sur-
rounds us on all sides, for it is a common fact that without air, we
cannot hear. The vibrations of the sounding-body are communicated
to the air, not by sending them direct, but by setting up sound-
waves, which, in ever increasing circles, travel in every direction.
These sound waves, striking the ear-drum, cause it to vibrate. The
vibrations are carried by the auditory nerve to the brain, where
they are perceived and heard as musical sound.

2. Vibrations may be simple or compound. Simple vibrations
follow the laws of a pendulum and do not directly concern the
voice. Compound vibrations, which are caused by sounding-bodies,
vibrate not only up and down and from side to side, but also in
segments (each large vibration being broken up into smaller ones.)
Compound tones are the result of compound vibrations. When we
hear a compound tone, we experience the same effect as if a series
of single tones, having definite musical pitches but different degrees
of loudness, were sounded together. Of course, no such tones were
really sounded, but as the mental effect is the same as if they were,
it is convenient to speak of compound musical tone as consisting of
a series of simple, partial tones.

These partial tones are called harmonics or overtones. For the
sgecial purpose of these lessons, we shall call the fundamental tone
the prime tone and the partial tones, overtones.

3. The force or loudness of a tone depends:

(@) On the largeness of its vibrations, and
(b) On the distance at which the tone is heard.

4. The pitch of a tone depends on the rate of the vibrations in
a‘gi‘}/len time. The greater the number of vibrations the higher the
pitch.

5. The quality of a tone (not good or bad but the distinctive
quality) detpends on its overtones. The popular idea of the real
meaning of quality of tone is so confused and uncertain that we
shall make it plain to you. Suppose you were seated alone in a
room, and in the room adjoining, you could hear a voice singing,
and a violin, cornet and flute playing. You could easily distinguish
each one with absolute certainty. \gNhy? In what property of tone
do they differ so that each is distinct and separate from the other?
Not in loudness, for in that they are equal. Not in pitch, for they
can each sing or play exactly the same note at the same time. The
distinctive difference must be in quality, and this difference is
exactly what is meant by quality of tone, and is caused by the
varying prominence of the overtones.

OVERTONES

6. If we analyze a compound tone, we find the arrangement of
overtones as follows:

1. The prime tone by which the pitch of the com-
pound tone is determined. .

2. An overtone an octave above the prime.

3. 'An overtone a fifth above No. 2, or a twelfth
above the prime.

4. An overtone a fourth above No. 3, or two
octaves above the prime.

5. An overtone a major third (three half-steps or
semi-tones) above No. 4, or two octaves and a major
third above the prime.

6. An overtone a minor third (three half-steps or
semi-tones) above No. 5, or two octaves and a fifth
above the prime.

7. An overtone almost a minor third above No.

6, or two octaves and nearly a minor sevepth (six full
steps and nearly a half-step) above the prime.
An overtone one tone above No. 7, or three
octaves above the prime. . .
The compound tone C, thus analyzed and expressed in musical
notation, would be:
Illustration No. 1.

# Slightly delow
the pitchindicated.

Try the following simple experiment: Seat g.ourself at the
iano, and, placing your foot on the loud pedal, hold it down firmly.
hen strike the key C,No.1, in the bass (an octave pelow middle C),

and listen carefully. The first tones you hear will be No. 1, the

prime, and its repetition one, two or three octaves higher (over-
tones Nos. 2, 4, 8). Now try the experiment again and listen very
carefully. Besides the prime tone and its repetitions or octaves,
you can hear another overtone sounding, perhaps very faintly, and

sometimes very high, after the prime tone. . .

Try once again, and by concentrating your mind and hearing,
you will hear and perceive another overtone (No. 5), the tone E.

At the first trial it is possible that the overtones will be rather
difficult to hear and perceive, nevertheless they are soqnding; it is
simply a matter of the cultivation of your musical hearing.

Iiy you will try the experiment often and practice listening,
you wil not only hear and perceive the first three overtones, but
gradually you will be able to hear each of the first seven overtones
deagz';‘z--*There are many more and higher overtones in some compound tones
than the seven mentioned here; for instance, the tones of a fine bass voice have at
P lA‘Yle?}z 335:&32:& a compound tone are not always perceptible, but their
order, as given above, never changes. . )

You may have some difficulty in hearing No. 7, but in due time
you will hear it, although slightly below the pitch of the B flat
‘ndl(?:sg'—'l‘he loud pedal must be held down firmly throughout, as this keeps the
strings of the piano in sympathy so that you can hear the overtones properly.

Besides the interest of this experiment, it affords an excellent
practice for the cultivation of your musical ear. L

You can make a similar experiment and obtain a similar result
with your own voice, without touching the keys, by simply holding
down the loud pedal and singing the tone C with a strong, firm tone
and correct attack and finishing it suddenly and clearly. Then
listen carefully and you will hear all the overtones of the com-
pound tone C. . o

7. Resonance is the result of a sounding-body communicating
its vibrations to another body or space, called a resonator, so that
the second body or resonator is thrown into co-vibrations with the
first body. The resonance of caves and rocky enclosures is well
known. The sound heard when a hollow shell is held close to the
ear is caused by resonance. Children think they hear in it the
noise of the sea, but the noise is really due to the reinforcement by
resonance of the feeble sounds with which even the stillest air is
pervaded. Sounds so feeble in themselves as to be nearly inaudible
are reinforced to a marvelous extent by resonance. The amount of
reinforcement depends on the shape of the resonator. Resonange,
not air, preserves the quality of a musical sound, and also rein-
forces it gy preserving and reinforcing the overtones.

Copyright, 1910, by Siegel-Myers Correspondence School of Music. English Copyright Secured.
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Lesson No. 69

(This lesson and Lesson No. 68 should be studied together.)

THE LAWS OF SOUND APPLIED TO THE VOICE AS AN INSTRUMENT

*“The human voice of the Divine Artificer is an incomparably more complex, as it is an incomparably maore beautiful,

instrument than any of its compeers.

Fearfully and wonderfully it is made.

Not only is its mechanism more intricate, not

only are its constituent parts more numerous and delicate than those of any artificial organ, but the action of these is com-
plicated by conditions from which every other instrument is free.”’—JOHN HULLAH.

We shall now study the Application of the Laws of Sound to
the voice. In order to do this in a simple, practical manner, let
us first study briefly the voice regarded as a musical instrument.

The human voice has often been compared to various classes of
instruments, such as the violin (stringed), the flute (pipe), and the
clarinet (reed). Attempts have been made to prove its likeness to
cach one, individually, and also to a combination of stringed, pipe
and reed instruments, but without any convincing success. The
mechanism of the human vocal instrument (if such it may be
called) is so intricate and ditferent that it is impossible to compare
it to any artificial instrument. Indeed, it is a matter of fact that
the mechanism of a great number of instruments have been model-
ed on the vocal instrument.

The vocal instrument consists of five parts.

1. The chest and the lungs containing the air, which we may
call the motor.

2. The diaphragm, which we may call the bellows, controlling
the motor.

3. The windpipe, which we may call the pipe, through which
the air is carried up and down.

4. The voice box or larynx, containing the vocal cords, the
vibrating element, which we may call the sounding-body.

5. The upper part of the throat or pharynx, and the mouth,
nasal, head and forehead cavities, which we may call the resonator.
Our vocal instrument thus consists of the motor, the bellows, the
pipe, the sounding-body and the resonator.

We have learned how the bellows fills the motor with air
(breath), and how, by the control of the bellows, the air is released
through the pipe, and, striking the sounding-body, causes it to
vibrate, and how the fundamental tone generated by these vibra-
tions is carried on into the resonator, where it is reinforced and
perfected.

Now let us study the five parts in detail.

The bellows, we know, is controlled by the diaphragm, which,
by its action, not only fills the lungs with air but also controls its
emission.

The pipe is more or less a passive part of the vocal instru-
ment. It is subject slightly to contraction and relaxation, but its
especial, important and necessary use is simply to carry the air to
and from the lungs.

The sounding-body (voice box or larynx) is the central organ
of the vocal instrument and contains the fundamental part of it,
the vocal cords, by and through which the fundamental tone is
generated in vibrations of tone. '

The vibrating (vocal) cords are two ledges of elastic tissue
covered with a delicate membrane. Each of them is connected on
its outer side with the shield or covering of the larynx, leaving the
inner edges free to vibrate. (See Illustrations Nos. 2, 3 and 4,
Lesson No. 25.)

The actions of the vocal cords are chiefly controlled by two
small sets of muscles calied the opening and closing muscles. In
normal inspiration, the inner edges of the vocal cords are drawn
wide apart by the contraction of the opening muscles in order to
admit the air. (See Lesson No. 25.) In normal expiration, the
vocal cords are held closer together by the relaxation of the opening
muscles.

These movements of the vocal cords go on from the beginning
of our lives until the end, waking or sleeping, with more or less
vigor according as we take a slight or a deep inspiration.

The closing muscles, acting in opposition to the opening
muscles. draw the vocal cords towards each other by stretching
them into the proper position for the production cf tone.

The first Mental Conception of Tone. Let us study briefly and
in a simple way the preparation and process of the production of
Fundamental Tone which, although you are unconscious of its
operation, must occur every time you sing a tone. When we wish
to sing formally. we, as a rule, first get the pitch or key from
an instrument. The vibrations of the tone obtained from the piano,
violin, or tuning fork are communicated to our ear, through the air
by sound-waves (Lesson No. 68-1); from the ear they are
carried to the brain by the auditory nerve, where they are per-
ceived as musical sound at a certain pitch. The brain at once
recognizes the pitch, and, as it were, telegraphs it instantly to the
larynx, which instinctively causes the vocal cords to assume the
position necessary for the correct reproduction of the tone at the
pitch desired by the action of the closing (stretching) muscles.

Simultaneously with this action of the larynx, breath has been
inhaled and stored ready in the lungs—the motor—by the action of
the bellows. This breath is now released through the windpipe by
the bellows and strikes the vocal cords—the sounding body—
exactly at the moment they are in the proper position to vibrate,
with the result that Fundamental Tone is produced at the pitch
desired.

The whole wonderful operation of making tone is nearly in-
stantaneous and instinctive from the moment the brain perceives
the pitch of the tone from the vibrations of the air.

When we wish to sing informally, without obtaining any pitch,
the brain dictates the pitch and the vocal instrument at once
reproduces it in precisely the same manner.

The fundamental vocal tone is the result of compound vibra-
tions and is therefore compound tone. (Lesson No. 68-2.) Its
force or loudness depends on the vigor with which it is generated.
(Lesson 638-3.) Its pitch depends on the varying tension of the
vocal cords. If a high tone is desired by the brain, the vocal cords
are drawn close together by the closing (stretching) muscles, and
the breath strikes them when they are at high tension, and the result
is a great number of vibrations. If a low tone is desired, the cords
are not drawn so closely together as for the high tone, con-
sequently the tension is not so great nor the vibrations so numer-
ous. (Lesson No. 68-4.) The vocal cords, of course, never touch each
other in making tone, for this would destroy the vibrations. On
the other hand, the vocal cords are never entirely relaxed in making
tone; only in normal breathing are the vocal cords entirely relaxed
by the action of the opening muscles. The quality of the compound
tone, thus generated, depends on the preservation of the overtones.
(Lesson No. 68-5 and 6.)

The preservation of the overtones depends greatly on the
Resonator. (Lesson No. 68-7.) Unless the different resonance
cavities are ready and open to receive the tone carried to them on
the divided current of vibrations, the quality of the tone will be
deficient.

Perfect tone is the result of perfect resonance, which can only
be attained through the vibrations of tone streaming and whirling
in every resonance cavity at the same time. (Lesson No. 51.)

The sensations of tone you have studied were, in truth, the
realization of the sensations of the overtones, generated from every
fundamental and compound tone produced by the vocal instrument.
This is the reason why you can realize all the sensations of tone on
every tone. When you fail to realize the upper sensations of tone
(forehead and head resonance) on a low tone, the tone is imperfect
because the higher overtones are lacking. When you fail to realize
the lower sensations of tone on a high tone, the tone is imperfect
because the lower or medium overtones are lacking, or the prime
tone is not sufficiently superior in strength to the higher overtones.

Nasai tones, tones sung with the nasal cavities closed, are
imperfect because the incorrect resonance of these tones exag-
gerates the strength of the higher overtones at the expense of or
because of the inferiority of the lower overtones. (Lesson No. 68-7.)

The shape of the Resonator of the vocal instrument (the
resonance cavities) is extremely variable and elastic. The means
of altering its shape are endless. For this reason alone, it is im-
possible to compare the vocal instrument with any other instrument.

In singing, the resonator must be continually adjusted and
re-adjusted to the ever varying pitch of the fundamental tone;
for, not only is the fundamental tone reinforced in the Resonator,
but the very quality of the voice and the formation of the vowels
also depend on the Resonator.

Your studies of the Sensations of Tone and your practice and
realization of them have demonstrated to you how wonderfully and
unconsciously you can sing on the vocal instrument,

These last two lessons will prove to you the truth underlying
the Sensations of Tone—that they are not only an interesting
method of attaining perfect tone but are founded on the Laws of
Sound.

If you wish to study further the Laws of Sound and their
relation to the voice, you are earnestly advised to study ‘‘The
Sensations of Tone’” (Helmholz), “‘Sound’” (Tyndall), ‘“Voice, Song
and Speech’” (Brown & Behnke), to all of which the writer is
indebted for valuable suggestions. All three books are included in
the catalog of any public library.
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LESSON No 70

Enunciation
Song Study

“One Sweetly Solemn Thought”

We shall now revert to the subject of Enunciation for one lesson,
and use for our object lesson the beautiful old sacred song,One Sweetly
Solemn Thought”

This song is one of the most popular of sacred songs,but is rare-
ly well sung because of its simplicity, and because the words are quite
difficult to enunciate clearly. We shall therefore devote all our atten-
tion to the words.

This song study brings to our notice very forcibly the necessity

for-using taste and discretion in joining words. Singers so often spoil |

their interpretations of songs, especially sacred songs,by misuse of the
legato, so we will study briefly the several rules for joining words found-
ed not only on good taste, but also on the Musical Structure of Songs.
RULES WHICH GOVERN THE USE OF LEGATO IN JOINING WORDS.

(7) The separate sylinbles of @ word can always be joined.

(2) Words occurringon tones on the strong accents of @ measure canal-
ways be joined to words on tones on a weak accent or on the next strong
accent. Thus in a measure of common time, a word and tone on beat 1
can be joined to the word on beats 2, 3,or 4.

(3) Words on a weak accent can very rarely be joined to words on a
strong accent, thus 2 to 3,or 4to 1.

() Words on the last tone of a measure must not be joined (over the
bar line)to words on the first beat of the next measure (except when
the effect is rarely and particularly indicated).

‘The observation and practice of these four rules will obviate mis-
takes you are very apt to make.

In the song study, the words and tones are very carefully marked.
When legato is intendedit is indicated. When it is not intended, the
words and tones are slightly accented: (Phrases 7, 8,12,20).

Words by PHOEBE CAREY

Your attention is also drawn to the arrangement of the final con-
sonants in the majority of phrases: these consonants are placed exact-
ly where they belong-at the end of the tone. The sustaining of the
tone and word on the vowel sound is indicated by —,which means that
you must sustain these words and tones on the vowels to their proper
length, and then finish the word with a crisp and quick articulation of
the final consonants (Phrases 1,2, 4,5, 6,8,9,10,12,13,14,15, 16, 17,
18,19, 20). ;

In two phrases (1 & 17) the very sense of the words is dependent
on your care in observing this instruction. In the first instance, “One
Sweetly Solemn Thought comes to me)’ etc., the sense will be lost
unless you sustain the word “thought” until the last possible moment
to give you time to breathe,and consinuethe sense of the words on the
word “comes” The second instance,(phrases 17 & 18)is exactly similar.

The words of this song are by Phoebe Carey, and are foundin every
church Hymnal. Read them over before you study the song. The
thought is reflective and submissive,but never hopelessor monotonous.
There is a distinct change of mood and expression in each verse.

The climax of the song is reached in phrase 16. The word “light ”
should be sung broadly and with all the religious fervor which its real
meaning inspires. The last four phrases should be sung softly and
prayerfully, with an increase of tone on the word “home;’ on which
the tone should be first %eld and then allowed #o die away. The last
phrase should be Aalf spoken with an emphasis on the word “now.”

The musical demands of the song are simple. Take care to observe
the change of time and rhythm on phrase 13. Concentrate your whole
attention on the words and their clear enunciation, and you will have cause
to feel proud of your interpretation of the song the next time yoy sing
it, - for every one will hear every word.
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Singing Lesson N? 70
“One Sweetly Solemn Thought” (continued)
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A COURSE OF SINGING LESSONS
by George Crampton

LESSON No 71
Contralto, Baritone or Bass

The Graces of Singing
Flexibility

The true meaning and purpose of the cultivation of Flexibility in
singing has become greatly obscured in recent years, so much so, that
singers have greatly neglected the study of this necessary, useful and
beautiful Vocal Grace. It canalmost be said that sopranos are the only
singers who even a#tempt to cultivate Flexibility.

The chief reason for this general neglect is the misconception of
its true meaning and purpose in singing. The true meaning and purpose
of Flexibility in singing is twofold:

1. Flexibility of the Larynx, or Agility, which is

The ability to execute easily, smoothly and correctly all

ornaments, florid vocal passages, scales and runs. (See note)
2. Flexibility of the Resonator, which is

The flexibility and elasticity of the resonance cavities, and their
readiness to adjust themselves properly to the rapid changes of pitch
in Coloratura in order to preserve perfection of tone quality.

The general misconception of the true meaning of Flexibility is
proved by the following common mis-statements.

1°Thut the need and use of Flexibility has passed with the old com-
posers.
2.“That, in modern times, sustained and declamatory singing has
replaced the ornaments and runs?
3."Therefore the study of Flexibility is unnecessary and fatiguing
to the Voice” ;

This argument is so false and misleading that I will answer it brief-
ly for your benefit and reassurance.

Firstly, Neither the wse nor the need of Flexibility has “passed;”
it cannot pass, for, although ornaments and runs (see note)are seldom
written by modern composers,the proper interpretation of thegreat class-
ical oratorios and operas which are in public and popular use,is smpossidle
unless you cultivate Agility, or Flexibility of the Larynx.

Secondly, Sustained and declamatory singing depends greatly on
the Flexibility of theResonator.

Thirdly, You can, therefore, easily realize that Flexibility in dosh
its forms is of vital mecessity insinging.

Lastly, The question of vocal fatigue depends on the correctness
of the instruction and its proper practice by the pupil.

vocal

Apart from the practical necessity of Flexibility for the proper
interpretation of the innumerable beautiful song classics inthe works
of the great composers of oratorio and opera, some of which must be
included in every ambitious singer’s repertoire; apart from the oppor-
tunities for brilliant and showy effects(sometimes called “vocal fire-
works”) which Flexibility affords, ke study of Flexibility givesa sin-
ger greater mastery of every vital principle of voice production and
every accomplishment in singing.

Until the singer has studied voice production, and knows from
practice and experience 4ow and when tone is correctly produced,
the study of Flexibility is futile, undesirable and even harmful. I
earnestly advise your serious attention to the study of Flexibility now,
because the present stage of your studies is exactly the right moment for
its commencement, development and mastery. Your voice, your sing-
ing and your musical ability will be greatly improved and benefited
the cultivation of this important accomplishment.

You have learned that Flexibility of the voice depends ontwo Es-
sentials (1) The control of the stretching (clesing) and slackening
(opening) muscles of the larynx, which were studied in our previous les-

. sons; and (2) On the elasticity and readiness of the Besonator abdove

the larynx to properly “mould” the tone after its fundamental produc -

. tion in the larynx. Your studies of voice production have taught you how

to “mould” the tone through the different sensations of tone.
Our study of Flexibility will for the present be devoted to Flex-

| ibility of theLarynx and the cultivation of the agility necessary for the

correct execution of the ornaments and florid vocal passages (runs) ;
but you must always bear in mind the fact that correct voice produc -
tion plays a most important part in Flexibility.

There is not the slightest difficulty in using the stretching and
relaxing muscles of theLarynx. In fact, you use them unconsciously
and easily every time you utter a sound; but as it is necessary for you
to understand the correct operation of these muscles, try the following
little exercise, singing the simple tones rhythmically, correctly, soft-
ly and slowly.
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This is very simple, is it not? And yet on these simple tones you have exercised the most important muscles used inAgility. Let us brief ly

analyze their workings on the above exercise.

When you attack the first tone, the stretching muscles, at once,
working unconsciously to you, bring the vocal cords into the necessa
ry position to make the correct pitck at the exact moment the column
of breath strikes them.

When you change to the second tone, the alteration of pitch is
caused by a contraction of the stretching muscles overcoming the re-
sistance of the slackening muscles, thereby stretching the cords and
raising the pitch of the tone,- again an unconscious operation.

When you change to the third tone, the operation on the second
tone is exactly reversed,- the slackening muscles overcome the resis-
tance of the stretching muscles, and, again working unconsciously, the
pitch of the tone is Jowered by the slackening of the vocal cords.

This operation of the muscles of the larynx is the fundamental basis

for the cultivation of Agility, and although, as we have demonstrated,
it is unconscious, yet the facility, smoothness and rapidity of its work-
ing can be cultivated to a marvelous extent by proper practice.

There is no question of failure if you will but practice. Enuncia-
tion and Flexibility are two Graces which are the common property of
every singer who works for them, and they can be speedily mastered.

The following exercises, Nos. 2 and 3, which may be called
the Fundamental Exercises in Agility, include two forms of the
simple operation of the stretching and slackening muscles of, the
larynx. Practice each one clearly and distinctly, but smoothly;sing
softly and with pure intonation, holding the lips, tongue and jaw ab-
solutely still. Do not try how quickly you can sing, but rather how
distinctly.

NOTE: TheOrnaments are the Trill or Shake, the Appoggiatura, the Acciaccatura,the Mordent, and the Gruppetto or Turn. RBuns are Rapid Scale

Passaies and Arpeggios,

The comprehensive study of all these is called Coloratura. Songs and Arias containing Ornaments and Runs are called Coloratura Songs.
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Practice also in all keys ascending to D.
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A COURSE OF SINGING LESSONS
by George Crampton

LESSON No 72
Contralto, Baritone or Bass

The Graces of Singing

The Ornaments

The Ornaments or Embellishments (sometimes called Graces) are
the Trill or Shake, the Appogég-iatura (Ahp-pddg-jih-t50-rah), the Acci-
accatura (Aht-ch3H-k3h-t0d- h),the Mordent, and theTurnor Gruppetto

(Groop-pét-toh). The Ornaments are not essential to the melody of a

THE

The Trill is, from a physiological standpoint, a 7eguwlar movement
of the closing (stretching) opening (slackening) muscles controlling the

the Trill consists of a rhythmical repetition of two notes at theinterval

of either a tone or a semitone apart according to the position of the |

note of the scale on which the Trill is written,

voca’i‘chords, which were studied in our last two lessons. Musically, .

song, but as their name signifies, they are usually added for ornamentation.

We shall commence our studies of the Ornaments with the Trill
or Shake, because it is most neglected by singers and because its prac-
tice will help you to the correct execution of.the other Ornaments.

TRILL

The lower noteis the principalnote, and the%igher note is the
auziliary note. The Trill is terminated in several ways, but we will
at present use the ordinary ending (as indicated below)with the addi-
tion of two notes, viz. (1),A semitone below the principal note, and
(2),The principal note,or the auxiliary note which, with the two preced -
ng notes of the Trill constitute a Turn (which we shall study later).

Illustration NO 1

How the Trill is written b

How the T'rill is executed

N SINgIng

The only way to acquire a perfect Trill is to practice it in strict time and rhythmically. You must at first even count the tones. Thus, in Exer-

cise NO 1, there are seven tones in the first measure with four accents,
sixteen tones in the second measure with four accents. First, practice
it very slowly at the speed of four seconds to each measure (one accent
each second)When you can sing this correctly, you may increase the speed
at each practice until you double the rapidity to two accents each second.

You can easily regulate the speed by the ticking of awatch or clock
or by the use of a Metronome (see note). Be patient and practice slowly.
Take great care to sing each tone correctly, and the Trill will soon be-
gin to work itself. If you try to hurry or blurr the tones, the result
can only be a meaningless blotch of tone. Accent the groups of tones
vigorously at first,as indicated.

The Trill is not ditficult to acquire even when the throatis nat-
urally stiff, if you will be patient.. Practice in strict time and accent
properly. Practice first with the simple chords of the accompaniment,
which will help you to accent properly. After several trials, practice
withowt accompaniment but always in s¢rict time.

Our next exercise is on a series of Trills, each separated by the.
interval of a third. Practice this in exactly the same manner as Exer-
cise NO 1, but at first even more slowly. You will find it advisable
to breathe before each group, as indicated, until the exercise is well
fixed in your mind and begins to run easily. When you can sing it

Ex.NO 2 siowiy
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Practice also in all keys ascending from Db to Eb
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correctly and easily, then practice quicker and on one breath. Make
certain that you can sing every tone in the exercise. Do not hasten
the speed at the expense of the tones. Strive to sing correctly rather
than guickly until the Trill begins to run easily.

)4 tr

As written

As sung
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As written - S
A A

As sung g

Practice alsointhe keys of bk Bl
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NOTE:- The Metronome is a musical time-keeper, consisting of a “;uendulum moved to an;i'dfro by clockwork. A slider marks the number of beats
;

per minute. Thus, the number “60" indicates one beat each second,«1207two beats each seco

etc.” It is a most useful little instrument for sihgers.
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, LESSON N9 72
Soprano,Mezzo-Soprano or Tenor

The Graces of Singing
The Ornaments

The Ornaments or Embellishments (sometimes called Graces) are
the Trill or Shake, the Appoggiatura (Ahp-p8dg-j&h-tGd-rih), the Acci-
accatura (Aht-chiK-k¥h-tdd-rah) the Mordent, and theTurnor Gruppetto
(Groop-pét-toh). The Ornaments are not essential to the melody of a

THE

The Trill is, from a physiological standpoint, a 7egular movement
of the closing (stretching) opening (slackening) muscles controlling the
vocal chords, which were studied in our last two lessons. Musically,
the Trill consists of a rhythmical repetition of two notes at theinterval
of either a tone or a semitone apart according to the position of the
note of the scale on which the Trill is written,

song, but as their name signifies, they are usually added for ornamentation.

We shall commence our studies of the Ornaments with the Trill
or Shake, because it is most neglected by singers and because its prac-
tice will help you to the correct execution of the other Ornaments.

TRILL

The Jower noteis the principalnote, and thekigher note is the
auziliary note. The Trill is terminated in several ways, but we will
at present use the ordinary ending (as indicated below)with the addi-
tion of two notes, viz. (1),A semitone below the principal note, and
(2),The principal note,or the auxiliary note which, with the two preced -

Ing notes of the Trill constitute a Turn (which we shall study later).

Illustration NO 1

How the Trill is written

How the Trill is executed
wn singing A

The only way to acquire a perfect Trill is to practice it in strict time and rhythmically. You must at first even count the tones. Thus, in Exer-

cise NO 1, there are seven tones in the first measure with four accents,
sixteen tones in the second measure with four accents. First, practice
it very slowly at the speed of four seconds to each measure (one accent
each second)When you can sing this correctly, you may increase the speed
at each practice until you double the rapidity to two accents each second.

You can easily regulate the speed by the ticking of a watch or clock
or by the use of a Metronome (see note). Be patient and practice slowly.
Take great care to sing each tone correctly, and the Trill will soon be-
gin to work itself. If you try to hurry or blurr the tones, the result
can only be a meaningless blotch of tone. Accent the groups of tones
vigorously at first,as indicated.

The Trill is not ditficult to acquire even when the throatis nat-
ur