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Abstract

For an untoid number of years the vocalise has had an integral place in many of the
methods used for the training and development of singers. Commonly referred to and used as
"warm-ups" in the choral rehearsal, vocalises are considered by many conductors to have a
usefulness that surpasses that of simply preparing voices for the singing which is immediately at
hand.

it remains a tencdency in many cases, however, for vocalises to be usedin an
indiscriminate fashion without a clear understanding of the purposes of the vocalises used
and/or using a method of presentation of vocal exercises that can diminish their usefulness or
perhaps even have detrimental effects on the singers. A common additicnal plight facing many
choral conductors seems to be the lack of availahility of practical, printed resourses for choral
vocalization. Conductors can feel forced to rely only on exercises passed on to them by
colleagues or by their own teachers. Either because of this lack of understanding of purpose or
because of a lack of knowledge of vocalise repertoire, or both, a conductor might choose to limit
or avoid entirely the use of vocal exercises in the choral rehearsal, depriving the conductor and
the singers of what is perhaps one of the best tools for vocal development and conditioning.

This study attempts to contribute toward the alleviation of the problems mentioned
above. The study provides an extended collection of vocalises arranged with optional piano
accompaniments by the author for use in the choral rehearsal, including original exercises, as well
as those borrowed from colleagues in the solo and choral music fields and from selected printed
sources. In addition, through a review of the writings of noted authorities in the field of voice
education, the study discusses the usefulness of vocalises in the development of specific
elements of good singing, with reference to the vocalises contained in the collection. Included

in this discussion is a determination, based on these writings, of certain principles for the



effective use of vocalises in the choral rehearsal. Finally, this study provides a selected list of

known, available resource material that specifically contains vocalises for choir.
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introduction

Need for the Study. Upon examination of published books and articles by noted choral
conductors and studio voice teachers, it is apparent that many, if not a majority of vocal music
educators place a high value on the use of vocalises as an integral component of their
instruction. In addition to the function that vocalises have as a means of warming up the voice for
the rehearsal or performance of repertoire, teachers also place great worth on the role that vocal
exercises can play in the physical conditioning of the voice, in the establishment and
development of the fundamental concepts of singing, and in the mastery of the most advanced
vocal techniques.

To this point in time, however, it would seem that resources for choral vocaiization are not
abundantly available, and that those resources which do exist vary in terms of their degree of
practical value. Articles on vocalization for choirs often present only a few, if any, actual
exercises. Much of the material that is available for use in the private voice studio is in the form of
extended vocal etudes and therefore does not often suit the purposes of the choral conductor.
Choral conductors may also be unaware of those materials cf this type which are more adaptable

tec the choral situation.

Purpose of the Study. The purpose of this study was threefold. It was first of all
intended to contribute toward an answer to the need for vocalise repertoire by providing an
extended collection of vocalises arranged with optional piano accompaniments for use in the
choral rehearsal, including original exercises, as well as those borrowed from colleagues in the

solo and choral music fields and from selected printed sources.
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Secondly it was the intent of this study to survey the writings of noted voice teachers and
chora! conductors on the usefulness of vocalises in the development of specific elements of
good singing, with reference to the vocalises contained in the collection.

Finally, it was also the intent of this study to provide a selected listing of knowri, available

resource material that specifically contains vocalises for choir.

Limitations. The study was limited primarily to a discussion of vocalises alone and their
function as a means for the development of basic vocal technique, as a means of warm-up, and
as a means to prepare for theberformance of literature. The study therefore does not deal in any
detailed fashion with other specific issues related to the voice such as the changing voice or the
physiology of the voice. Other important elements which often make up portions of choral warm-
up activities and which should be considered of no less value are also not addressed in deiail in
this discussion. These inciude physical stretching and imbering exercises, posture, sight-
singing, ear training, and rhythmic training.

Because of the limitations of available fonts to depict some of the symbols of the
international Phonetic Alphabet, vowels and consonants are referred to throughout this
document in the following manner and can be understood to have the following pronounciations

(indicated by English language words):
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"ee" as in "beet"
"i* as in "bit"
"ay" as in “pay”
"eh" as in "pet”
"ah" as in "calm”
“oh" as in "tone”
00" as in "boot"
"u" asin "cut"
"h" asin "hay"

"b" as in ubayll

"p" asin "pay"

"v" asin "vine”

" as in "fine”

"th™ (voiceless) as in "thigh"
"th” (voiced) as in "thy"

"d" as in "dye"

t" as in "tie"

"s" as in "seal"

*Z" as in “zeai"

"sh" as in "sure"
"g" as in "goal"
"k" as in "coal"
"m" as in "sum"
“n"as in "sun"
"ng" as in "sung"
"" as in "led"

*w" as in "witch"

lly" as in llyourl
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The Value of Vocalises for Use in the Choral Rehearsal

Based on the recommendations of noted authorities, the vocalises contained in this
study are intended to serve choral conductors and singers in three primary ways: 1) as a means
of conditioning and training the voice in the basic skills of vocal technique, 2) as a means of
warming up the voice for daily use, and 3) as a means of preparation for the performance of

literature.

Technigue. The use of vocalises dates from the early 19th century when collections of vocalises
with piano accompaniment began to be performed and published—one of the first being
Domenico Corri's The Singer's Preceptor of 181 0.1 with the advent of these publications also
began a controversy that has continued until the present day concerning the value of vocalises
for the singer. The predominant school of thought for the past two centuries has maintained that
vocalises are not only useful but essential for the development of singing technique. The most
extreme opinion in favor of this view—one held by many 19th and early 20th century singers and
teachers—is that a student should not even attempt to sing literature until his or her technique
has achieved a certain level of mastery. The great tenor, Giovanni Martinelli believed that “during
the first year, the practicing must be limited solely to intensive vocalizing.”2 J. J. Freeman calls
the desire to sing songs “the biggest mistake of the young singer."3 The pointis érgued in

dramatic fashion by Pasqual Mario Marafioti in his book of 1922, where he states, “When | told the

10wen Jander, “Vocalise,” New Grove Dictionary of Music and Musicians, 1980.

2Giovanni Martinelli, “Advice from the Golden Age,” An interview by Aida Favia-Artsay,
Etude January 72 (1954): 57.

3J. J. Freeman, “Formulas for Fame,” Opera News 14 (Ociober, 1949): 10.
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maestro | wanted to learn a song he smiled and said, ‘Your father is a surgeon. Ask himif, after a
few days of study, he thought he could leamn to perform an operation.”4

An opposing viewpoint which is frequently referred to as the “song approach” and which
has gained much more prevalence in recent decades is ihat vocal technique can be developed
most effectively and perhaps in the most aesthetically satisfying manner primarily through the
study of repertoire. Proponents of this viewpoint tend to feel that the exclusion of repertoire for
the beginning singer in favor of vocalises alone can have detrimental motivational effects on the
student due to an absence of the aesthetic rewards which they feel are inherent in the singing of
songs at any stage of development. Many of these same teachers also express the belief that
technical problems are best dealt with as they arise in the singing of a song. In defence of these
ideas James Mursell and Mabelle Glenn, in a report on their psychological study of music
teaching, state, “Drill [by rote] has an extremely minor place in voice building. . . . We should
develop the voice in and through actual song material. . . . [This] is the best and most central
means of voice building."5 John Patton and Mabel Rauch make the point simply: “The right kind
of music will educate the voice.”®

Despite the influence of the song approach on the field of vocal training, proponents of
systematic vocalization for the development of vocal technique still abound to the present day.
Vocalises have seemingly stood the test of time and their value remains widely recognized by
studio voice teachers, choral conductors and singers. Evidence exists that even today, some

voice teachers and authors still continue to consider the use of vocalises a prerequisite to the

4p, Mario Marafioti, Caruso's Method of Voice Production: The Scientific Culture of the
Voice (New York: Appleton, 1922) 251.

SMabelle Glenn and James L. Mursell, The Psychology of School Music Teaching (New
York: Silver Burdett, 1938) 294.

6John A Patton and Mabe! T. Rauch, “Returning to Vocal Fundamentals” Etude 60
(1242): 154,
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study of song literature. Richard Harpster, in his 1984 publication Technique in Singing warns
against "the sly temptation of tasting the sweets of the singing art before digesting the staples of
the singing technique."” Apparently because of the effects of the song approach, however, this
type of sole reliance on vocalises for the beginning singer seems to be much less common than
it once was. The viewpoint that now appears to be the most widely accepted by both studio
voice teachers and choral conductors is esséntially in agreement with the opinion expressed by
Van Christy who recognizes the need for the use of vocalises but relegates their position to one
of supplementary rather than primary importance.8

Regardless of the degree to which vocalises are employed in their methods of
instruction, it seems that most if not all authorities on voice training who favor the use of vocalises
consider them {0 have developmental benefits for nearly every aspect of singing technique in
ways with which the song approach alone is not fully capable of dealing. Richard Miller explains,
"The vocalise is useful technically because it limits the area of skill to be acquired. It concentrates
more narrowly upon specifics."9 These skills generally fall under broad headings similar to the
following:

1) The use of breath and its connection to the free production of tone

2) Resonance development and vowel formation

3) Articulation and flexibility

7 Richard W. Harpster, preface, Technique in Singing::A Program for Singers and
Teachers, by Harpster (New York: Schirmer, 1984) v.

8van A Christy, Expressive Singing, 2 vols. (Dubuque: Brown, 1961) 2: 6.

9Richard Miller, “Creative Practicing,” NATS Journal 45.3 (1989): 29. From a regular
column entitled “Sotto Voce.”



Vocalises are seen, then, as the best way to isolate these elements in order to deal with them
individually, evaluate the progress being made in each area, and to then synthesize theminto an
expressive whole.

Some authors choose to view this precess as the formation of positive habits.
Vocalization is seen as a way of practicing certain muscular techniques as conscious actions in
order that they might eventually be performed in an unconscious manner.10 While referring to
this concept as "the paradox of all artistic training,” Victor Fields compares it to other technical
endeavors which, at their initial stages of development, also require conscious control of their
component actions, such as walking, typing, dancing, and flying an airplane. Fields states, ". ..
before you can free yourself you must first learn to control yourself. In other words, self-control
brings freedom of action only when correct habits have been formed."11 Father William Finn
voices unequivocally the commonly-held opinion that vocalization is the means to this end of
positive habit formation: "The mind controls the muscles of the larynx, habit directs the mind, and
vocalization infixes the habit."12

While many voice teachers will concede that positive habits can also be formed through
the singing of vocal and choral repertoire, Miller argues that even professional singers who
perform often will usually not encounter in their literature a complete range of technical skills. A
systematic approach to vocalization, however, can insure that a singer is consistently confronted

with a wide scope of technical demands, giving the singer the broadest opportunity for

10pouglas Stanley, The Science of Voice, Third edition (New York: Carl Fischer, 1939)
310.

Mvictor Alexander Fields, Foundations of the Singer's Art (New York: Vantage, 1977)
16.

12william J. Finn, The Art of the Choral Conductor (Boston: Birchard, 1939) 248.
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growth.13 As a resutt of this holistic potential and because of their nature as tools for drill and
repetition, vocalises can be viewed in the mariter to which Jack Boyd refers when he speaks of
them as "musical push-ups.”14 Indeed, vocalises are often considered to be invaluable for the
physical conditioning of the vocal instrument. Both Leon Thurman and John Guthmiller compare
the vocalizing of a singer to the physical training done by athletes in preparation for the playing of
their sport. Guthmiller asserts that, just as athletes condition their bodies to be prepared for any
possible occurrence, so too a singer should, through vocalization, strive to achieve the level of
conditioning that will make him or her ready for any technical demand.1® Thurman offers a
glimpse into the physiological activities of the body when it is involved in athletic training such as
calisthenics or weight lifting:
The exercises and drills . . . establish the coordinated firing of nerve fibers which
originate in the central nervous system and are inserted in the muscular system.
The firing is “guided and corrected” by feedback from various specialized
sensory nerve receptors. To perform with refined skill, only the necessary motor
nerve fibers must fire, and they must fire in a very precise sequence in micro-

seconds of time.16

13Richard Miller, preface, The Structure of Singing: System and Art in Vocal Technique,
by Miller (New York: Schirmer, 1986) xxii.

o 14)ack Boyd, Rehearsal Guide for the Choral Director (West Nyack, NY: Parker, 1970)
104.

150hn Harold Guthmiller, “The Goals of Vocalization: Developing Healthy Voices and
the Potential for Expressive Singing,” Choral Journal 26.7 {1986): 13.

18 eon Thurman, “Spring Training for Singers,” Choristers Guild Letters 33 (1982): 141-
42,
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Thurman goes on to say that through vocalization, these same kinds of coordinated reactions are
developed in the singer, though the task is made somewhat more challenging due to the hidden

nature of the larynx which limits the amount of sensory feedback the singer receives.

Yocalises as a Means of Warming Up the Voice for Daily Use. Vocalises used in a choral
setting are often referred to as "warm-ups,” a name which suggests another of their important
benefits. Indeed, the value of vocalises as a means to ready the voice for the daily singing of
repertoire has iong been acknowledged. Referred to by Christy as a kind of “oil” on the vocal
“machinery’,17 vocalises are promoted by many authorities on vocal production as an essential
means of vitalizing the body as a whole and of invigorating the muscles directly involved in the
singing act.18 Proponents of warm-up claim that this muscular awakening benefits singers in
terms of stamina, tone quality,19 intensity, facility, pitch accuracy, expressive potential,
preservation of vocal health, and a reduction of the possibility for incorrect use of the voice.20

Again, the activities of athletes are compared by authorities such as Thurman, Miller and
Larra Browning Henderson to the activities of singers in relation to the concept of warm-up. Just
as athletes perform physical exercises which serve to "prime their bodies for the degree of
strenuous effort expected in a game,” vocal warm-up exercises have the same kind of priming

effect on singers and their bodies.21 Both Miller22 and Robert Sataloff23 consider warm-up—

17Christy 13.

18Larra Browning Henderson, How to Train Singers (West Nyack, NY: Parker, 1979)
169-70.

19Henderson 170.
20Thurman 141.

21Thurman 141.
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not only before singing but before any kind of vocal activity—essential in promoting and
maintaining vocal health. Sataloff, an otolaryngologist as well as a singer, claims that the addition
of warm-up to the morning activities of his patients who are singers and teachers has at times
been sufficient to rid them of the problems of hoarseness and vocal fatigue and to prolong their

careers.

Vocalises as a Means of Preparation for the Performance of Literature. A third purpose
of vocalises as seen by many voice teachers and choral conductors is to prepare singers for the
performance of selected literature. This concept may be applied in various ways. First of all,
vocalises which are sung in the same general style as a work to be performed can help to prepare
singers both mentally and physically for the expressive requirements of the music.24 Secondly,
when a work contains particular technical challenges, vocalises may be used which focus on
those demands prior to or in conjunction with technical work done in the context of the piece.25
Furthermore, vocalises may be developed which incorporate specific rhythmic, melodic or
harmonic elements from the music. This method can be seen as a way of economizing valuable
rehearsal time by providing an opportunity for singers to work particular passages "into the voice"

while developing technique and warming up at the same time.26

22Richard Miller, “Warming Up the Voice,” From a regular column entitled “Sotto Voce,”
NATS Journal 46.5 (1990): 23.

23Robert T Sataloff, “Ten Good Ways to Abuse Your Voice: A Singer's Guide to a Short
Career,” NATS Journal 42.1 (1985): 24.

24Finn 241.

25Lynn A. Corbin, *Practical Applications of Vocai Pedagogy for Choral Ensembles,”
Choral Journal 26.8 (1986): 8.

26Barbara Abramoff Levy, “Teaching Vocal Technique From the Musical Score,” Choral
Journal 20.1 (1979). 16-19.
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Principles of Effective Choral Vocalization

Isolation and Synthesis of Specific Elements of Vocal Technique. Authorities almost
universally recognize the importance of breathing technique as a fundamental element of
healthy and expressive singing. The establishment of a secure diaphragmatic and intercostal
breathing capability is frequently viewed as the foundation upen which all other aspects of vocal
development are built, and therefore it is often the first element of vocal technique to be isolated
for study. Non-phonating breathing exercises are widely recommended and employed, and
while this study focuses primarily on vocalises involving phonation, an overview of some of the
non-phonating exercises seems warranted since they are considered by many to be extremely
beneficial in developing certain skills which are vital to healthy singing. While a detailed
description is not included in this study, the importance of good posture for breathing is
assumed to be an essential prerequisite not only for breathing exercises specifically but for
singing in general.27

While the basic breathing cycle of inhalation and exhalation is an involuntary process
which functions naturally and effectively while asleep, the same process does not always occur
as naturally at other times, especially when it must be applied to singing. In accordance with the
concept of positive habit formation, many teachers recommend that the breathing cycle be
practiced in a conscious fashion, so that through conscious control it may become a properly
functioning subconscious action during singing. Conscious practice requires a certain amount of
conscious awareness, and therefore an initial step recommended by Richard Miller is an analysis
of one’s own breathing cycle while being made aware of its desirable conditions: an outward

movement of the epigastrium, umbilical region and rib cage during inhalation and a sfight inward

27More detailed descriptions of posture for singing are found in Vennard (19-20) and
Christy (23-25).



vt

18

movement of the umbilical region at the beginning of exhalation. The breathing should occur
silently, first through the nose and then through the mouth.28 However, should the physical
process of inhalation prove difficult to establish, Lynn Corbin recommends employing a “sipping”
inhalation to aid the singer in sensing the proper muscular action.29 In the same regard William
Vennard sugaests that one imagine a tape measure around the lower ribs and try to increase its
measurement as much as possible with each inhalation.30

Methods for singers to monitor the physical activity involved in the breathing cycle
include placing both hands around the waist,31 placing one hand on the epigastrium and the
other on the ribs, lying face up with a book or other heavy object on the abdomen,32 or simply
observing one's self in a mirror,33 the latter two perhaps being more applicable to a studio rather
than choral setting. William Lock suggests placing one hand on the abdomen while the other
crosses over to its opposite shoulder to insure that the shoulders are not being raised and,
hence, that there is an avoidance of clavicular breathing which is considered inefficient and even
harmful for the singer34. Other suggestions made by Lock for practicing non-involvement of the

shoulders include breathing with one’s hands and arms in front of the body and parallel to the

28Miller, Structure 29-30.
29Corbin 5.

30wiliiam Vennard, Singing: The Mechanism and the Technic, Rev. ed. (New York:
Fischer, 1967) 28.

31Charles W. Heffernan, Choral Music: Technique and Artistry (Englewood Cliffs:
Prentice, 1982) 26.

32vennard 28-29.
33Harpster 6.

34vennard 27.
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floor or with arms folded across the chest. In either case, any raising of the arms indicates the
presence of undesirable tension and movement in the shoulders.35

Once the proper functioning of the muscles involved in the breathing cycle has been
established, other exercises can be used to improve one’s skill in breath management, which can
be defined as *the ability 1o balance the supply of air according to the amount of sound and
energy required”.36 One such exercise is breath suspension in which timed inhalations and
exhalations are separated by an equal amount of time during which the breath is suspended
while the glottis remains open.37 38 39 Another frequently suggested exercise is that which
Miller refers to as “the prolongation of the sibilant,” an exercise which he claims “goes to the heart
of inspiratory-expiratory control."40 In performing the exercise one produces a sustained
“hissing” sound, with the goal of increasing the length of the sound with continued practice.

Other exercises which can help to further develop a singer's muscle coordination for
breath management can be placed in two categories. The first type of exercise makes use of
consonant sounds which are separated to varying degrees in order to stimulate action of the
abdominal and intercostal muscles. Miller recommends both the slow and rapid use of the

voiceless (referred to as “surd” in phonetic terms) labiodental fricative continuant,41 i.e. the

35william Lock, “Prescription for Relaxation,” Journal of Church Music October (1986):
44,

36Harpster 8.
37Harpster 8.

38vennard 35,

39Miller, Structure 31-32.
40Miller, Structure 32.

41For a complete description of speech sound classification, see Vennard 167-78.
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sound of the letter “f". In the slow execution of the exercise, the singer performs the action of
“blow[ing] out six to eight candles successively with one breath, but with separate abdominal
impulses."“2 The exercise may then be repeated a number of times, each one separated by
inhalation. While Miller stipulates the use of the letter “{” sound for this exercise, Corbin
suggests the same exercise using a standard blowing action.43 It would seem to follow that
other voiceless consonant sounds might be used in place of the “f” sound that could achieve
similar resuits, such as the bilabial stop-plosive (*p"), the lingua-dental continuant (“th” as in
“‘thorn”), the velar plosive (“k”), the lingual alveolar plosive (“t"), or the lingual alveolar fricative
continuants (“s” and “sh”).

A more rapid use of the “" consonant, performed on a single breath, is intended to incite
a corresponding rapid abdominal motion.44 Again, some of the other consonant sounds
mentioned above might also be used beneficially in this fashion. Frauke Haasemann and
Wilthelm Ehmann recommend a slower execution of consonant activity as an aid in the
coordination and strengthening of the breathing muscles. Similar consonants are used but with
each consonant articulation followed by inhalation and with each occurrence of the breathing
cycle having a duration suitable to a steady, thythmic execution of the exercise.45 Ehmann and
Haasemann also recommend articulation of consonant sounds using various rhythms that
correspond with a particular vocalise or piece of music.

The second category of muscle coordination exercises can be given the general

heading of “panting.” Vennard recommends panting as an important transitional exercise to

42Milter, Structure 33.
43Corbin 6.
44\ilier, Structure 33.

45Wilhelm Ehmann and Frauke Haasemann, Voice Building for Choirs, Trans. Brenda
Smith (Chapel Hill: Hinshaw, 1982) 27.
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actual vocalizing,46 while Christy refers specifically to the benefits that panting has on a singer’s
ability to sing staccato and with accented attacks.47 The pant is a rapidly repeated execution of
the breathing cycle, but using less air per cycle than in a “full” breath.. The singer is encouraged
to maintain a steady rate of inhalation and exhalation and to work gradually over time to increase
both the rate and duration of the exercise. Inorder to insure a uniform execution of the exercise
in a group setting, the pant may be performed in a rhythmic fashion in which a steady tempo is
established and with the rapidity of the breathing cycle eventually being increased in a

proportionate fashion (Example No. 1). A second kind of panting exercise is similar to the first in

A
\g
w @3 =z Ve
o (exhale) (inhale) (exhale) (inhale) (exhale) (inhale) (exhale) (etc.)
A . [P ST U Y R
[ 1
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[a) — —im e .
111 11 i 1) ] 1 | |
1 | | | = | |
;) (exhale)

Example No. 1 (Notation to denote rhythm only)

46vennard 32.

47 Christy 33.
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terms of muscular activity but differs in that actual inhalation and exhalation does not take place.
Apparently having its origins in the ancient science of Yoga, 48 49 the isolation of
abdominal muscular actions apart from actual breathing is considered by Miller to be a vital
developmental tool in regard to vocal agility and rapid intervallic articulation.50

Phonation that is free from extrinsic muscular interference is, of course, the goal of and
the purpose for any breathing exercises. The most fundamental act of phonation and therefore
of any program of vocalization is that of starting the tone without an initial consonant, a process
often referred to as the “attack”, although it is perhaps more appropriately described by the term
“onset.”51 Three types of vocal onset are commonly discussed. The first type—one of two
which are generally considered undesirable—is the soft or aspirate (breathy ) onset in which the
valve at the top of the trachea remains toc foose and breath is wasted, causing the resultant tone
to lack clarity.52 The second type of improper onset is the hard or glottal attack, known in
phonetic terms as the “glottal plosive.”53 The hard attack occurs when the glottis is closed
before breath pressure is applied resulting in an audible catch or click in the initial tone, and it is
generally considered by laryngelogists to cause unhealthy laryngeal tension and to be potentially

damaging to the voice.54 The type of onset which is considered to be the most desirable from

48Kenneth Westerman, Emergent Voice (Ann Arbor: Westerman, 1947) 20.

49Eleanor Winding, Yoga for Musicians and Other Special People (Sherman Oaks, CA:
Alfred, 1982) 43.

SOMiller, Structure 33.
S1Mitler, Structure 1.
52yennard 38.
53vennard 42.

54vennard 43.
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both a scientific and aesthetic standpoint is what Miller terms the “balanced onset.” Itis a
physiological middle ground between the soft onset and the hard attack and is the kind of onset
which most completely promotes laryngeal freedom. in the balanced onset the closure of the
glottis is brought about by breath pressure in a process of physics known as the Bernoulli effect,
but without any escaping of breath at the outset of the tone as occurs in the soft onset.55

A number of recommendations are made for the promotion and execution of the
balanced onset. One type of exercise involves the use of certain spoken sounds to encourage
proper onset, such as the commonly-used affirmation, *m-hm"56, or a repeated “ha, ha, ha,
ha."57 The “h” aspirate used in the latter exercise encourages a commencement of the tone
which closely resembles the soft onset. Both Miller and Vennard recommend a slight escape of
breath in this manner prior to the actual making of tone as an initial step toward the development
of a balanced onset capability.58 59 The use of the audible “h” at this stage is justifiable because
it encourages the inducement of breath activity prior to phonation. The physical actions of the
breathing cycle and breath suspension exurcises should be employed either consciously or
subconsciously during onset exercises with the production of tone simply being an added
feature of exhalation.60 €1 Once sufficient skill has been developed in the use of the audible

*h", the singer is directed to precede the tone with an imaginary or nearly audible “h” in further

5Svennard 44.
S6westerman 33.
57Miller, Structure 5.
S8Miller, Structure 5.
59vennard 44.
60westerman 33.

61Hamster 9.
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spoken exercises or in any onset vocalizations as a means for promoting the true balanced
onset.62 63

The balanced onset may be said to have three sub-types which Christy labels “Normal
Legato, Staccato, and Accented.”84 Many of the vocalises contained in this study can be used
to aid in the development of each of these types of onset. The exercise in Example No. 2 (see

Vocalise No. 7 in Appendix A) is for use in the encouragement of “normal legato” onset and is to
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Example No. 2

be sungin a separated fashion at a moderately slow tempo. The use of the vocalise may be
preceded with non-phonating articulations of consonants such as "s" or "f" which are sustained
in durations similar to those used in the vocalise (For other exercises appropriate to the study of
"normal legato" onset, see the following vocalises in Appendix A: 2, 9, 11-19, 21-24, 28, 29, 45,
46). The "accented"” or marcato onset can be developed in a similar fashion but with the
encouragement of an extra degree of vigorous abdominal action (For exercises appropriate to

the study of "accented" onset, see the following vocalises in Appendix A: 2, 8, 20, 29).

62Milier, Structure 5.
63vennard 44.

€4cChristy 35.
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The development and practice of staccato onset is believed by many pedagogues to
have a number of benefits. Staccato vocalization is said to aid in the development of flexibility,85
in the elimination of breathiness in the tone,86 in the overcoming of vocal interferences,67 in
the extension of range, in the encouragement of precise intonation,68 and in the general
conditioning of the instrument.69 It is recommended that before singers begin to develop
staccato technique they establish a secure capability for the "normal /egalo” onset. Initial
staccato practice should then begin with single-pitched vocalises done at a slow to moderate
tempo in the middle range.7° As facility permits intervallic exercises should be used, range
should be extended and tempo increased. It is generally recommended that heavy singing be
avoided in the performance of any staccato vocalises’ 1 (For exercises appropnate o the
development of staccato onset and technique, see the following vocalises in Appendix A: 29-
42, 44-46). The muscular activity of the abdominal muscles in staccato singing is closely related
to that of the panting exercise, and therefore the pant can be a valuable activity preliminary to

establishing staccato capabilities.”2 73

65Harpster 29.

86vennard 211.

67 John Carroll Burgin, Teaching Singing (Metuchen, NJ: Scarecrow, 1973) 30.
88Christy 38.

691 ouis Bachner, Dynamic Singing: A New Approach to Free Voice Produciion (New
York: A. A. Wyn, 1944) 88.

7OMiller 12.
71Christy 38.
72Ehmann and Haasemann 40.

73vennard 48.
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While breathing and onset cababilities are the foundation of a freely sustained vocal
production, they do not necessarily insure that the voice will remain entirely unoonstﬁcted during
this type of vocalization. The attainment of vocal freedom is often a lengthy process and concern
for its development must never diminish, since the establishment of vocal freedom is vital to vocal
health and success. Non-interference, then, is the overriding goal of any vocalise and is the
ultimate criterion upon which its effectiveness is determined, or as Christy states, "Technic
without ease is imperfect technic."74 The choral conductor has perhaps less means at his/her
dispesal to monitor and encourage freedom of production than does a studio teacher, however
the conscientious and informed conductor can nevertheless have positive effects on singers in
this regard. Visually the conductor can become aware of certain signs of interference such as
poor posture and tension in the jaw, lips, and neck,’S and the discriminating ear of the conductor
can, of course, detect a faulty production of tone.

A number of ways are available for the choral conductor to help effect greater vocal
freedom during vocalization. Bodily movement of the area to be relaxed can be highly effective,
based on the principle that "muscles in motion . . . will not become rigid."76 For example, singers
can be asked to turn their head slowly from side to side while vocalizing to reduce tension in the
neck,”7 and similarly the jaw may be wiggled from side to side to reduce jaw tension.”8

Vocalizing using a vibration of the lips as if one were cold or in imitation of a horse ("brrr"} not only

74Christy 45.
7SChristy 45.
76Christy 45.
77Lock 4.

78vennard 118.
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serves to relax the lips but also encourages proper breath activity.79 Arolled "r" canbe used ina
similar fashion to relax the tongue and promote breath support.80 Principles of the Alexander
technique can be useful in promoting general freedom, such as a conscious lengthening of the
neck during singing.81 As singers become increasingly aware of the sensations of free tonal
production they can also be reminded periodically to monitor specific areas of possible tension.

Following the initial work toward the establishment of a connection between breath and
the free emission of tone, the singer's attention can turn toward the quality of sustained sound.
The primary vehicle for sustained sound in singing is the vowel, and thus it is the ease and quality
of vowel production that is the foremost concern of vocalization. It is generally recommended
that beginning singers vocalize using the five "cardinal” or "pure” vowels in the ltalian language,
"ah,” "ay,” "ee,” "oh,” and "00."82 Variations of these vowels are considered appropriate after a
certain level of proficiency has been achieved with the five primary vowels.83 Many authorities
encourage beginning singers to vocalize on each of the five primary vowels separately before
using vocalises that combine two or more vowels.84 85

When beginning the study of vowels in vocalization one becomes inevitably and

simultaneously engaged in the purstit of that which is commonly referred to as "resonance." In

79Ehmann and Haasemann 32.
80Ehmann and Haasemann 29.

81parbara M Doscher, The Functional Unity of the Singing Voice, (Metuchen, NJ:
Scarecrow, 1988) 65.

82christy 64.
83Harpster 17.

84p. A. Clippinger, The Clippinger Class-Method of Voice Culture (Philadelphia: Ditson,
1933) 10.

85Harpster 16-17.
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strictly acoustical terms, “resonance” is the "reinforcement of sound by synchronous vibration."
This reinforcement of sound occurs in the "secondary vibrators” or "resonators."86 The
resonator for the voice is a column of air which is shaped in a complex fashion by a vocal tract
made up of the pharynx, mouth, and at times the nose, which is capable of a high degree of
variance.87 The quality and combination of resonators has a direct effect on the perceived
quality of sound, and therefore the shape of the vocal tract plays a large part in determining the
timbre of the vocal tone.88 Thus, when singers refer to the development of "resonance" in the
voice they are generally referring to the development of a desirable timbre.89 Vocalises can play
an important role in the development of desirable timbre by systematically encouraging the
optimum shape of the mouth and pharynx and by offering a means for the isolated practice of
vowel production. Vennard sums up what he views as the two seemingly opposing and yet
compatible qualities of this desirable vocal timbre: "It should be the objective of every singer to
get as much brilliance as possible and as much depth as possible in the tone at the same time.
They are the hemispheres of production.”9°

The brilliance of which Vennard speaks is often referred to by other terms such as "ring,"
"buzz,” "ping," "focus," or "nasai resonance.” One of the oldest and most widely accepted
methods for the development of "ring" in the voice is vocalization using the nasal consonants,
"m", “n" and "ng". The use of these consuvnants in vocalization encourages resonator

adjustment that is conducive to desirable acoustic function, actively engages the muscles

86vennard 239.
87vennard 82.
88Miller 48.
89Miller 57.

90vennard 119-20.
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involved in breath "support,"81 and helps to eliminate tension in the tongue and velum,92 all
promoting a clarity of tone which can serve as a foundation for sonorous vowel production.
Richard Miller advocates the use of these consonants, not only in the initial stages of resonance
development, but as an acoustical guide during daily practice.93

A number of recommendations are made for the use of the nasal consonants in
vocalization. Many authorities stipulate that when humming, the lips should touch lightly and not
be pinched, the tongue stould be in contact with the lower teeth and the teeth should be
parted, perhaps to the point where an "ah” vowel is felt inside the mouth.94 Kenneth
Westerman suggests beginning a hum with the affirmative “m-hm,"” which he claims will promote
balanced onset and therefore clarity of tone.95 Ehmann and Haasemann recommend that
exercises incorporating nasal consonants be begun at a piano dynamic to promote a sense of
effortlessness.26 In order to insure that tension does not exist in the tongue, velum or jaw, one
might "strum” the lip with one finger, making sure that an "uh" vowel becomes present as the lips
are parted.97 Nasal consonants are perhaps most beneficial when combined with vowels in
vocalization as "persuaders” to improve timbre 98 In this regard, some vocalises employ

sustained consonants and clipped vowels as an initial step toward the goal of singing brief

S1Miller 88-89.

'92Miller 81.

93mitter 82.

94Harpster 46.

95wWesterman 75.

96Ehmann and Haasemann 31.
97Miller 62.

98Christy 53.
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consonants with sustained, resonant vowels.8% While the singing of nasal consonants can be
beneficial in nearly any part of the vocal range, it is generally recommended that "n" and "ng" be
used in the upper range rather than "m".

One sign that free resonance is occurring during the singing of nasal consonants is the
sensing of vibrations that may be felt in the pharynx, nose, mouth, and sinuses.100 The
sensation in the nose and sinuses of this "sympathetic resonance” may often be maintained in
vowel production with beneficial results by using "persuader” vocalises. Often the "n" and "ng"
consonants will more effectively encourage this frontal sensation than will the "m", and they may
be considered by some to be more easily converted to a vowel due to the open-mouth position
which they allow.101 Christy considers "ng” to be particularly valuable for use in the upper
register of the voice.102 The use of "ng” has long been popular due primarily to the Thomas
Fillebrown book of 1911, Resonance in Singing and Speaking and the series of exercises
contained therein which promote the word "hung” as a "persuader" toward resonant vowel
production, although Fillebrown also permits other words ending in "ng" to be used at times.103
Miller prefers a word such as "sung" rather than "hung" to begin a vocalise because of the
immediate deflection of air into the mouth caused by the sibilant *s*.104

It is generally accepted that, when vocalizing for the development of “ring" in the voice,

the most beneficial vowels o be coupled with the nasal consonants are "ee" and "ay", since they

99Ehmann and Haasemann 35.
100Heffernan 37.

101 Miller 84-85.

102Ghyristy 54.

103Thomas Fillebrown, Resonance in Singing and Speaking (Boston: Ditson, 1911) 58-
72.

104Miller 85.
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are the most "forward™ or "bright” vowels in the vowel spectrum and are the most likely to have a
natural clarity and brilliance.105 Vocalises utilizing these "bright” vowels along with the nasal
consonants can also be of great assistance in helping singers overcome breathiness and lack of
"ocus” in the tone.106 If there is any danger involved in vocalizing on these vowels it is that they
have the greatest tendency of any of the vowels to be produced in a constricted fashion, and
therefore attention to freédom of production is essential during this type of vocalization. In the
same way that nasal consonants can function as "persuaders"” to a tonal "ring", so, too, can the
"bright" vowels serve to encourage ciarity and brilliance in other vowels.107 The "dark" vowels
"oh" and "00," while acoustically similar to "ee" and "ay", do not share their same tendency for
brilliance.108 When they are preceded in a vocalise by a forward vowel, however, the "dark"
vowels can be encouraged to take on more of the clarity and "ring" of their "bright”
oounterparts1°9 (For exercises appropriate for use in vocalization on the nasal consonants and
their combination with vowels, see the following vocalises in Appendix A: 1-6, 9-14, 20, 27, 29-
31, 42-44, 48).

The "dark” vowels have their own unique traits that can benefit the development of free
resonance through vocalization. They are characterized by their depth of tone and are therefore

useful in establishing this second element of desirable timbre of which Vennard speaks.110

10Svennard 145.

106vennard 150.

107Miller 76.

108¢hristy 54.

108Ehmann and Haasemann 36.

110vennard 144.
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These vowels also characteristically encourage a low larynx and freedom of production,11 and
because of these tendencies the "00" vowel in particular has been called "the medicine of the
voice."112 00" can be of particular value when used in vocalises as a "persuader” vowel to
encourage depth and freedom in the characteristically narrow "ee” and “ay" vowels.113 The
"oh" and "oo" vowels are also frequently recommended for use in work toward the development
of the upper range. D. A. Clippingar directs singers using his vocal method to sing vocalises
which incorporate the "dark” vowels using a very light production in the upper range as a means
of developing "head" tones.1 14 singers may be directed to modify other vowels toward a darker
vowel in the upper range in a process commonly referred to as "covering."! 15 The consonant "
is sometimes recommended as a particularly effective "persuader"” to promote resonance in the
"oo" vowel.

In between the extremes of the "bright" vowels' inherent brilliance and the characteristic
depth of the "dark" vowels is the "ah" vowel. "Ah" naturally contains qualities from both ends of
the spectrum and therefore it can be considered to be the most complete in its inherent resonant
properties. 116 As a result of the balanced resonance that the “ah" vowel promotes and because
it is the most commonly sung vowel in the literature, it is generally considered the most beneficial

vowel for vocalizing.117 "Ah" can serve as the point of departure from which the consistent,

111Christy 54.
H2yennard 154.
113clippinger 14.
114¢jippinger 23-34.
115vennard 154.
116vennard 144.

117Vennard 144.
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uniform production of all of the vowels can be developed.118 Conversely, the quality of the “ah"
vowel can be enhanced by preceding it with one or more of the "bright” vowels to promote "ring"
and using the "dark" vowels to encourage freedom, as in Example No. 3119 (see Vocalise No.

13 in Appendix A).

&ll ‘ | . ‘ L ‘
2 %I [>7) | 1 ] I 1 3 | |
1 M | 1 { ! & | |
Gy, % 1 : = c—j
————
9 00 oh ah
Example No. 3

In order for optimum resonance to occur, the pharynx and the mouth—the two
resonators over which the singer has conscious control—must have acoustically appropriate
space.1 20 Space in the pharynx, commonly referred to as the "open throat,” is of utmost
importance since the pharynx is the most influential of the resonators on tone quality. 121 The
throat is not to be consciously held open but should rather be in a relaxed state characterized by
a forward and relaxed tongue position, a low larynx and a high soft palate.122 Many of the
breathing, onset, and resonance-building techniques already discussed are valuable in
promoting an open throat. Other recommended methods for achieving an open throat include

imitating the beginning of a yawn, maintaining the position of the throat immediately after

118vennard 145.
119vennard 154.
120Heffernan 34.
121yennard 92.

122¢hristy 36.
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swallowing, 123 exercising the tongue,124 and inhaling through the nose as if smelling a
pleasant fragrance.125

A common misconception or over-simplification concerning space in the mouth and
pharynx is that a maximum amount of space is always desirable regardless of vowel or pitch.
While the creation of space does have a tendency to promote freedom of production, it can be
unnecessary or even detrimental to vocal timbre. The latest acoustical research suggests that for
any given pitch within the vocal range there is an ideal shape for each vowel that will bring “the
frequencies of the vocal cords and the vocal tract . . . into accord” thereby creating the maximum
production of resonance.126 Through vocalization singers can work {0 discover these ideal
vowel shapes. One generalization that can be made is that as pitch ascends, more space is
required.127 Singers can be encouraged to create space through such activities as imagining a
dime turned on its edge resting betwéen the top and bottom molars or by singing with the thumb
joint held vertically between the front teeth.128 Vocalises on single vowels can aid singers in
discovering optimum vowel shape, and vocalises which include a combinziion of vowels, such as

the exercise in Example No. 4 (see Vocalise No. 18 in Appendix A), can assist in establishing a

123vennard 109-10.
124effernan 36.
125Miller 59-60.

126Berton Coffin, Sounds of Singing: Principles and Applications of Vocal Techniques
with Chromatic Vowel Chart, 2nd ed. (Metuchen, NJ: Scarecrow, 1887) 45.

127Milter 74.

128vennard 119.
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uniform timbre throughout the vowel spectrum.129 While aids such as Berton Coffin's vowel
chart are available to assist singers in determining the optimum shape for each vowel on each
pitch,130 the advice of Vennard remains perhaps the most pragmatic in terms of the
development of optimum vowel shape through choral vocalization: "Experiment is the only way
to settle the question of how much to open the mouth."131 (While most of the vocalises in
Appendix A are appropriate for use in vowel development, the following vocalises may be
considered particularly useful: 9-24, 43,44)

The word “articulation” in singing generally refers to matters associated with language, however
in a larger context it can also refer to the manner in which a note is begun and released and how
notes move from one to the next. The development of legato, and staccato articulation is
considered an important goal in the establishing of a complete, expressive and flexible vocal
technique. In the strictest sense, /legato in singing implies the connected singing of one syllable
on two or more notes. 132 The ability to sing portamento, commonly referred to as “slurring,” is
often considered an important preliminary step toward the development of legato singing.

Vocalises which employ portamento (Example No. 5) (see Vocalise No. 11 in Appendix A) can be

129Mitler 74.
130Coffin Vowel Chart.
131yennard 119.

132Ehmann and Haasemann 45.
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followed by step-wise vocalises in which a certain subtle sense of portamento is maintained

between pitches133 (Example No.6) (see Vocalise No. 10 in Appendix A). Consonants may
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Example No. 6

then be added which, if voiced, should contribute to the flow of the line through their
characteristic qualities of phonation, and if voiceless (surd) should generally be considered to be
the most brief interruptions in an otherwise connected tone.134

A closely related capability to legato singing is sostenuto. In its simplest form, sostenuto
is the sustaining of a single torie. Some pedagogues consider sostenuto an elementary
technique that should be used early in vocal study as a means of encouraging a connection of

breath and tone, 135 breath management skills, and as a prerequisite for legato singing.136

133clippinger 36.
134Fields, Foundations 321.
135Harpster 10.

136¢lippinger 36.
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Others view sostenuto as a more advanced technique inappropriate for beginners.137 Inits
most developed stage, sostenuto technique allows the singer to sustain long phrases with
seeming ease and security. Miller considers this kind of sostenuto "the ultimate test of technical
abi!ity."138 Sostenuto capability can be built up by using such non-phonating exercises as the
prolongation of the sibilant and breath suspension, 139 and through vocalises which emphasize
extended tones and phrases, with pitch and tempo being altered dependent on the stage of
development of the singers140 (For exercises apnropriate to the development of sostenuto
technique, see the following vocalises in Appendix A: 1, 4, 9-19, 21-24, 28, 44-47).

Once basic technique has been established, including the ability to sing a single-tone
sostenuto, the foundation is laid for the messa di voce, an exercise which goes to the heart of
expressive singing and which is considered to be one of the "secrets” of the classical Italian or
bel canto school.141 Translated in the eighteenth century as the "putting forth" or “flourishing”
of the voice, 142 messa di voce refers specifically to "the gradual crescendo of a single tone from
pianissimo to maximum power, followed by a slow diminuendo to its starting point . . . without the

slightest variation of pitch, quality, or technique of phonation."143 Beyond its most obvious

137Fields, Foundations 326.
138Miller 108.

139Harpster 10.

140miller 109.

1411 ycie Manén, Bel Canto: The Teaching of the Classical ltalian Song-Schools, its
Decline and Restoration (Oxford: Oxford, 1987) 51.

142Manén 51.

143Fjelds, Foundations 58.
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benefit as a means of developing an ability to produce dynamic contrast, 144 messa di voce can
greatly aid the singer in the development of skills associated with breath management145,
onset, 146 register transition, 147 and the subtleties of expressive phrasing.148 The gradual
diminuendo often proves to be the most challenging part of the exercise and may indeed require
the greatest amount of breath to execute successfully.149 In a choral setting it is important that
the singers be made aware through rhythmic means of the desired length of each portion of the
exercise. It may be helpful to precede work on the messa di voce with a dynamically similar
prolongation of a continuant consonant such as "s* or *{*. This allows the singer to experience
something of the demands that are made on the breath without the possibility of vocal strain
(Vocalise No. 1 in Appendix A may be used for the study of messa di voce).

Many aspects of vocal technique including legato, sostenuto and messa di voce, can fall
under the heading of "flexibility." Perhaps the most common application of the term for singing,
though, is in reference to the ability to execute rapidly moving melismatic passages which involve
stepwise, ampeggiated, and/or otherwise intervalicly complex melodic movement. While staccato
articulation is in itseif a form of this type of vocal flexibility, it is also considered by many teachers

to be the fundamental skill out of which all kinds of flexibility grow, 190 since they all require the

144Fjelds, Foundations 322.

145william Decker, "Can Your Choristers Sing?—Breathing,” Choral Journal 17.5
(1977): 17.

146yennard 213.

147Mel Unger, "Choral Flatting: Sometimes it's a Matter of Register Transition," Choral
Journal 29.7 (1989): 16.

148Boyd 106-07.
149pManén 51.

150Harpster 29.
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same kind of umbilical-epigastric action which is characteristic of staccato singing and therefore of
its preparatory exercise, the pant..151

One of the most challenging skills associated with flexibility is the coloratura singing
associated with much of Baroque literature which Ehmann and Haasemann term marteliato152
and Miller calls "articulated legato."153 Articulated Jegato occurs when each note of a melismatic
passage is sung with a necessarily brief and abdominally induced crescendo and diminuendo
while at the same time being connected to each preceding and succeeding note by an
uninterrupted production of tone.154 Following the establishment of a moderately secure
staccato capability, the development of articulated /egato technique might best begin using
voiceless continuant consonants such as "s™ and *{" in a rhythmic manner which corresponds to
the vocalises which are to follow. Phonating exercises might then begin which combine staccato
articulation with groupings of only a few notes to be sung using the articulated /egato (Example
No. 7) (see Vocalise No. 36 in Appendix A). These vocalises should have brief, narrow-range

melodies sung in the middle of the voice at a moderate tempo and dynamic. As facility improves
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the vocalises should include longer phrases in the articulated /egalo style as well as an increase

in length, range and tempo 155 (Example No. 8) (see Vocalise No. 38 in Appendix A). The
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Example No. 8

building of other skills requiring flexibility such as the execution of rapid arpeggios and wide
intervallic leaps should also be accomplished usiﬁg the same concept of gradually increasing
complexity. Mathilde Marchesi recommends that flexibility exercises be varied in terms of thythm,
articulation and dynamics, including the use of dotted rhythms, crescendo and diminuendo,
terrace dynamics, and alternating staccato and legato articulation.156 Ehmann and Haasemann

also suggest the combination of staccato and articulated /legato as a means to further increase

155Mitler 42.

156Mathilde Marchesi, Bel Canto: A Theoretical and Practical Vocal Method (New York:
Dover, 1970) 33.
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technical skill'S7 (For exercises appropriate to the development of flexibility, see the following
vocalises from Appendix A: 29-43, 45-50).

The other sense in which the term "articulation” can be used in singing refers to "the
succession of different Vowels, the fluctuation of timbre, and . . . the combination of these
sounds with consonants,158 or language. While the synthesis of this type of articulatory skill
must necessarily be developed during the actual singing of text, vocalises can be an aid in
developing certain preliminary capabilities associated with articulation. Since a primary element in
the development of language articulation is the enunciation of consonants, the hon phonating
exercises previously described which involve the enunciation of consonants can also be seen to
hava benefits in that regard. Al consonants can be isolated in combination with vowels, a
technique which offers singers the opportunity to become aware of the acoustical nature of the
consonants, such as their qualities of being voiced or voiceless {sonant or surd), plosive or
continuant, etc.159 Vocalises with consonants can also serve to develop the independence of
the jaw, tongue and lips which is necessary for clear, coordinated articulation.160

The benefits of vocalizing with consonants is not limited solely to matters of language
articulation. The influence of the nasal consonants on breath activity and resonance has already
been discussed. Most of the other consonants, though, can have the same kinds of effects in
their own characteristic ways. Miller writes, “Singers have long recognized the value of prefacing

vowels with some specific consonant that improves subsequent timbre. Even those consonants

157Ehmann and Haasemann 66.
158vennard 160.
159vennard 167-68.

160Christy 74.
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that require concerted action from tongue, lips, and velum may assist the ensuing vowel."161 |n
addition to "m", Father Finn writes that " and "p" are the most beneficial since they "compress
the air in the mouth rather than altogether below the cords."162 Miller details the benefits of
many other consonants. For example, voiceless consonants such as "t" are, by virtue of their
non-phonatory nature, less likely to encourage tension in an ensuing vowel, and may therefore
serve in a transitional way to encourage an absence of tension in their voiced counterparts.1 63
The consonants “z", "th" (voiced), and "v" are considered particularly valuable in encouraging
resonant tone and sensations of "sympathetic* resonance.? 64

Another aid which is "perhaps the best oral quick-trick to teach crisp articulation” is the
"tongue-twister."1 65 Tongué-twisters awaken the articulators and encourage intense mental
activity in singers. Tongue-twisters are made up of phrases that contain either relentless
alliteration, two or more consonant sounds in alternation, or a series of rhyming or nearly rhyming
words. They nearly always live up to their name and consequently are usually a source of
enjoyment and amusement for a choir. They may be spoken but are perhaps most effective in a
choral setting when sung which is the intent of the tongue-twisters contained in this study
(Example No. 9) (see Vocalise No. 60 in Appendix A) (For exercises especially appropriate to the
development of language articulation, see the following vocalises in Appendix A: 5, 6, 8, 25-28,

48-60).

161Mitler 79.
162Finn 40.
163Miller 101.
164Miller 90-105.

165Nancy Poore Tufts, "Do You Put Your Best Voice Forward?" Choristers Guild Letters
November (1966).
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While the development of isolated skills into positive habits is one of the primary

functions of vocalization, it is not yet a full realization of vocalization's ultimate goal. William

Vennard states: "A knowledge of the various processes involved in singing is like a disjointed

skeleton until their interrelation is understood. An organism is greater than the sum of all its parts,

and no analytical study discovers the whole truth until it leads to synthesis."166 Likewise, Leon

Thurman writes:

... basic skills must be developed, sometimes separately from other skills, but at
some point a singer must 'go with the flow' or the synergy of the total act of
singing. Exercises usually simplify complex skills into subparts at first, then
should gradually combine the subparts into the increasingly complex,

synergized skills of singing.167

It is intended then that vocalization lead the singer toward a synthesis of skills

characteristic of a fully developed technique capable of satisfying any expressive demand.

Surely choral and solo literature provides abundant opportunity for such a synthesis to occur,

166yennard 191.

167Thurman 142.
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however vocalises can and should contribute toward the same end. Many of the vocalises in this
study are specifically intended to promote such a synthesis by incorporating into a single
exercise techniques that encourage the development of a number of skills. For example, the
following vocalise begins with the word “sing”™ which contains the sibilant "s" to stimulate breath
activity and the consonant combination “ng" to help establish "ring” in the tone. Tonal brilliance
is further encouraged by the "bright” vowels "ee" and "ay" with the intent that that brilliance will
be maintained in the final vowel, "ah." The brief, rapidly-moving melismas provide an opportunity
to combine work toward timbre development with the practice of flexibility technique. The final
three notes of the exercise require a sudden adjustment from an articulated /egato to standard
legato articulation (Example No. 10) (see Vocalise No. 43 in Appendix A). Another exercise
encourages timbre results similar to the previous vocalise by virtue of its identical consonant and
vowel combinations, but the nature of its melody makes it useful in the development of legato

. D R

_& )

Sing  ee “sing  ay sing ah

Example No. 10 -

and advanced sostenuto technique. By alternating the articulation of the vocalise during
successive repetitions it can encourage vocal and mental versatility and provide all of the

technical benefits of staccato articulation (Example No. 11) (See Vocalise No. 44 in Appendix A).
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extended range and flexibility.168 It should be noted that this sequence generally mimics on a
limited scale the type of sequence used over a period of months and years in the building of
vocal technique, perhaps suggesting a guiding principle that a sequence of exercises based on
an orderly progression of vocal development is also the most appropriate for use in a single

period of warm-up activities.

Yariation. Many authors who address vocalization specifically for choir recommend that
the process incorporate a certain amount of variety, especially in regard to vocalise repertoire.
Lynn Corbin cites one reason for such an approach, stating, "By using a variety of vocalises, the
choir's attention can be fully focused on the problems to be encountered. By carelessly using
the same exercises, we may be rehearsing and ingraining problems.”169 In no uncertain terms
Gordon Lamb relates another reason for variety: "It is best not to use the same exercises every
dav. No matter what they are, they can become bon‘ng."170 Variety can also be achieved by
varying many of the stylistic elements of vocalises. Christy writes: " .. . the warm-up is facilitated if
imagination is used regarding variety of tempo, dynamics, style, mood, tone color, and length of
exercise on one breath.171 The variation of many of these features within individual vocalises
can also heighten the interest and concentration level of singers in addition to the technical

benefits that such variation may inspire.

168Thurman 142-46.
16SCorbin 8.
170Gordon H. Lamb, Choral Techniques (Dubuque: Brown, 1979) 54.

171Christy 148.
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Aesthetic Qualities. An argument that is sometimes made by proponents of the “song
approach” against the use of vocalises is that they lack the aesthetic qualities present in vocal
and choral literature. Miller, however, defends vocalises as an aesthetic entity in their own right,
stating:

It is often overlooked that vocal timbre itself is emotive, and that every vocalise
should be treated as a musical expression, an emission of sound that in itselfis
communicative. Itis naive to assume that technical work is non-creative and that
creativity enters only when literary ideas are expressed. Were that the case,
approximately half the standard vecal fiteraturs from previous centuries would fail
to qualify as periormance-worthy, because of its emphasis upon pure
vocalization.172
Other authorities agree that vocalises possess potential as an expressive medium and indeed
must be encouraged as such. Christy writes, “Music and the values of music reside first of all and
fundamentally in expression. . . . This fact can never be even temporarily lost sight of in the
confusing complex of emphasis on the technical and the intellectual.”173 Christy further
contends that without an emphasis on the aesthetic in vocalization the aclivity loses its
effectiveness:
There is no doubt that emphasis on expression and enjoyment is
psychologically sound in the initial stages of vocal study. Neither can emphasis

on joy in singing and expressive significance be discarded later, for it stimulates

172Miller, "Creative” 29.

173Christy 18.

e (,



e
|

48

and gives purpose to technical study. Without this stimulus drill itself is sterile of
progress.174
There are two important components which contribute to the aesthetic qualities of

vocalization. First of all, it may be stated simply that singers should attempt to sing vocalises as
expressively as they are able, or in the words of Mursell and Glenn, “A vocalise should not be just
a number of notes, but should be treated as a beautiful phrase in its own right.”1 75 Secondly,
the quality of the vocalise itself can have a great effect on the potential for expressive
vocalization. Miller write:s, “There is seldom value in practicing any vocalise that does not have
musical mernit. . . . Every phrase, brief or long, fast or slow, loud or soft, must present a musical
experience."! 76 “Musical merit” in a vocalise may be the result of its particular melodic, rhythmic,

dynamic, articulatory, and/or harmonic interest.

Accompaniment. Although the practice of accompanying vocalises with a keyboard
instrument is commonplace, the subject of vocalise accompaniment is often not addressed in
literature about vocalization. Among those authorities who do comment on accompaniment,
opinion is divided as to its effectiveness and appropriateness for use with vocalises. Ehmann
and Haasemann discourage the use of accompaniment for two reasons: 1) because of the
percussive nature of either the piano or organ, and 2) because "the conductor who is involved
with performing as an accompanist for the choir is not hearing critically.” 177 Victor Fields reports

that other teachers find the accompaniment of vocalises objectionable because "the

174Christy 4.
175GIenn and Mursell 294.
176Miller, Creative 30.

177ehmann and Haasemann xi.
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accompanying instrument tends to guide the voice constantly by keeping it on its true melodic
pitch line, creatfing] a type of aural dependency which, in the long run, may be detrimental to the
singer."178

In defense of the use of vocatlise accompaniment, Father Finn writes that "ingenious and
carefully studied accompaniment enhances the value" of vocalises intended for technical
study.179 In order for vocalise accompaniment to qualify as "ingenious and carefully studied,"
Finn recommends that it adhere to certain guidelines. First of all, Finn agrees with Ehmann and
Haasemann in recognizing the percussive tendencies of piano accompaniment, and he
therefore cautions against the doubling of the vocal line by the piano. To lessen its percussive
influence Finn recommends that the accompaniment play only chords or perhaps even single
tones in the left hand at points of rhythmic and harmonic significance and that these be
dynamically subordinate to the vocal melody. In addition, Finn encourages the use of harmonic
richness in vocalise accompaniment and in doing so calls attention to one of the strongest
attributes of accompaniment, i.e. the opportunity that it provides for harmonic interest, since ihe
majonity of choral vocalises are sung in & unison fashion. It is Finn's opinion that these harmonies
“increase the productivity of accompanied vocal exercises," a view which is indicative of the role
that rich harmonic accompaniment can play in increasing the overall "musical merit" of a vocalise,
thereby making an integral contribution toward the vocalise's inherent aesthetlic potential.

While the vocalises in this collection attempt to follow Father Finn's recommendations in
many cases in regard to accompaniment, they are, in recognition of both the advantages and

disadvantages of accompanied vocalization, intended to be optional.

178Fields, Training 57.

179Finn 248.
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Changes of Key. Another common practice in regard to vocalization is that vocalises of
relative brevity are often repeated many times, each in a different key. The reasons generally
cited for this practice are that it allows singers to gradually explore and improve production
throughout a substantial part of their ranges and at the same time adds an element of variety to
the singing of a vocalise. Christy proposes that key changes for all beginning singers be limited
to a comfortable middle range, most likely between middie C and the C above for trebles and an
octave lower for male voices. As facility permits, the range covered by key changes may be
extended with the singers being directed not to sing outside of their "comfort zone," for as
Christy states, "There is never any advantage but only harm in exercising . . . beyond easy
production range."180

Most authorities who speak of key changes in vocalization suggest what are already, as a
result of tradition and perhaps of simple common sense, the most widely accepted intervals of
repetition—the half-step and whole-step; key changes which move by these intervals allow for
the most gradual progression throughout the vocal range. Thurman recommends that key
changes move primarily downward and by half-step, while Jack Boyd comments that vocalises
may move either up or down but by whole-step. Movement by major second, says Boyd,
encourages betier intonation because there are more common pitches from one key to the next
than in movement by minor second.

When piano accompaniment is used, the movement from one key to the next is usually
signaled by the piano. Often this type of key change is accomplished simply by playing two
successive tonic triads on the piano, the first in the old key and the second in the new. While this
method may function adequately enough as a transitional device, it presents a potentially

unsettling condition from an aesthetic standpoint if the last note of a vocalise sustains the tonic

180Christy 16.
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pitch, since that pitch is harmonically incompatible with the tonic triad of the new key. The
problem may be alleviated by instead using common tone modulations for key changes, which
utilize a dominant seventh chord in the new key as the transitional element. When transposing
up a half-step, the tonic pitch of the preceding tonality becomes the leading tone in the new key.
When the modulation is in a downward direction, it must be done by whole-step relationship in
order to maintain a common pitch. In this case the tonic pitch of the old key becomes the fifth in
the dominant seventh chord of the new key (see the modulations at the beginning of Appendix
A). It should be noted that vocalization need not be restricted to major keys as is sometimes the
case, and that these transpositional relationships remain constant between either major or minor

keys.

Works. The use of vocalises as a means of applying the elements of vocal technique in a
synthesizing fashion ‘o the performance of specific works of literature can and should be an
important goal of vocalization. While the conscientious application of standard technical
vocalises can be of great value in this regard, many authors consider vocalises that are drawn
from the literature itself to have the most relevance.181 Literature-based vocalises can be
created by extracting melodic fragments from a piece which may offer certain technical
challenges, and treating those fragments in the manner of any other vocalise.182 Minor
alterations would perhaps be necessary to insure that the vocalise functions as an independent
melody. These vocalises may be sung on an appropriate vowel, combination of vowels and/or

consonants, or using the original text of the passage. The vocalises may also be transposed up

1811 ewis Gordon, Choral Director's Complete Handbook (West Nyack, NY: Parker,
1977) 158.

1821effernan 23.
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or down within acceptable ranges.183 Lamb comments that using this type of vocalise well in
advance of any rehearsals on the piece from which the exercise was extracted is an excellent way
to make the learning of a new work less time consuming and more enjoyable for the singers.184

in the event that a literature-based vocalise requires a synthesis of technical elements for
which the singers are not fully prepared, it may first be beneficial to use vocalises that rehearse
component skills of the passage separately, and then gradually combine those skills as facility
permits. This process can involve non-phonating as well as phonating exercises as necessary. A
demonstration of this method of preparaticn can be shown in application 1o the iechnicai
demands of two frequently performed choral works, J. S. Bach's motet, Lobet den Herrn, and
Randall Thompson's Alleluia, with reference to vocalises used by the Arizona Recital Choir in
preparation for the performance of these works.

Since ihe predominant teclinical requirement in Bach's Lobet den Herrn is atticulated
legato, the same or similar exercises to those previously applied to articulated /egato can be used
beneficially in the preparation of this work. Technical elements of the opening fugue subject,
including articulated /egato, may be rehearsed using the sequence of exercises shown in
Example 12a-d, each one becoming progressively more representative of the final product (!t
may be helpful to precede these exercises with articulation of the “i" consonant using the rhythm

of the vocalise in Example 12a):
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Example No. 12a

183christy 17.

1841 amb 53.
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Example No. 12d

A similar strategy can be followed in preparation for another thematic phrase in the work

which is first found in the tenor line beginning in measure 77 on the text, "seirie Gnade und

Wahrheit . .. ." Melodically the phrase moves only by step and by third except for an ascending

octave during the singing of the first syllable of the word "Gnade.” A logical objective of vocalises

associated with this phrase would be to encourage a freedom from tension that might otherwise

be present in conjunction with the octave ieap. Aninitial step toward that end is to establish

freedom and coordination of the articulators as they relate to the consonant activity of the phrase.

The consonant "n" appears twice prior to the octave leap making it of primary concern.

Vocalization which isolates this consonant can work to develop independence of tongue and jaw
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which will allow the “"ah” vowel which surrounds the consonant in the phrase to maintain the
optimum space required for freedom of production and resonation of tone. A vocalise with a
primarily descending melody and descending modulations will be of added benefit in promoting
freedom during the refinement of these skills. The "z" consonant which begins the phrase may
begin the vocalises, as well, as a further encouragement of breath activity and resonant
production185 (Example No. 13a) (see Vocalise No. 27 in Appendix A). The hard "g" may be

added in combination with "n" as in the word "Gnade" with heightened attention paid to a

A m

ri—s T
‘ e ———
Y zah neh nah nah r-igﬁ nah nah nah nah

1
Example No. 13a

maintenance of space as the consonants are articulated (Example No. 13b). These consonants
may then be added one at a time or sung together in the context of Bach's melody with "ah"

remaining the lone vowel (Example No. 13¢). Finally the phrase may be rehearsed in its final form

» | |
r.4 |
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1') zah nah gnah gnah g%h gnah gnah gnah gn_ah
Example No. 13b
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1 zah nah gnah

Example No. 13¢

185Miller 98.
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being conscious not to let the added diphthong and schwa in the word "seine" interfere to any

significant degree with the space and freedom that has been established (Example No. 13d).

.  casmm— } ¥

o — ——— ]

;j < ¥ o ! - )
1 sei - ne Gna - - deund Wahr -  heit___

Example No. 13d

Vocalises specifically for use in the preparation of Thompson's Alleluia would likely focus
on skills associated with balanced onset and /egato articulation. Once again vocalises that
develop independence of articulators would be beneficial toward a legato treatment of the word
"alleluia.” The action of the tongue and lips with minimal interference from movement of the jaw
may be isolated using vocalises such as the following (Examples No. 14a-b) (See Vocalise No. 26
in Appendix A). Synthesis of these textual components may be rehearsed using an
independent melody as an intermediary step toward rehearsal of the work itself (Example No.

14c) (see Vocalise No. 28 in Appendix A).
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leh loo leh loo Ieh lbo leh loo leh

Example No. 14a
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Example No. 14¢

Conclusion. It should be noted that in terms of the most effective means of developing
singing technique through vocalization, there is no substitute for work done in thie private studio
where the needs of individual singers can best be met. It seems apparent, though, that choral
vocalization can nevertheless be highly beneficia! in encouraging basic vocal development and
therefore it can serve to improve choral performance and perhaps to motivate singers toward
additional individualized study. It is hoped that the vocalises contained in this collection might be
useful in increasing the choral conductor’s access to vecalise repertoire, and that as a result
choral singers might be provided with expanded opportunities to experience what is surely one

of the best tools for the development of the singing art.
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Appendix A: Vocalises

General Notes. Choral conductors and voice teachers may choose to use the vocalises
in this collection only as indicated, however they are also encouraged to adapt the vocalises to
their particular situations as they and their imaginations see fit. There are often many variations
possible for each vocalise in regard to the use of vowels, consonants and their combinations.
Many of the vocalises 1may also be sung in minor or other alternate modes with corresponding
alterations in the accompaniment, if used. Variation or alternation of articulation (staccato, legato,
etc.) is often appropriate, as well. Varying these or other elements of the vocalises may allow
them to be more versatile in meeting the needs of the singers in terms of their vocal
development and/or the performance of literature.

With one exception all of the vocalises are presented with ascending modulations,
however descending, common-tone modulations of a whole-step are encouraged, as well. The
accompanist may be assisted in these downward modulations by playing the dominant seventh
sonority which immediately precedes the vocalise a whole-step below the one just completed.
Three series of modulations are given preceding the collection of vocalises as an aid to
modulation in either direction.

Because of the limitations of the computer software, key changes are indicated only by a
new key signature with no use of natural signs to cancel the old key signature. It shouid be
understood, then, that the appearance of a new key signature assumes the cancelation of the

old.
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Notes on individual vocalises. The following notes correspond numerically to each
vocalise in the collection.

1) This vocalise may also be sung on a selected vowel or combination of vowels.
Suggested tempo: quarter note = 69-112

2) This vocalise may also be sung on selected vowels as a means of practicing the
balanced or marcato onset. Each of the first three notes should be sung in a separated fashion.
Suggested tempo: quarter note = 48-72

3) This vocalise may be sung using other nasal consonant and vowel combinations.
Suggested tempo: quarter note = 40-60

4) The word "sing" may also be followed by other vowels. Suggested tempo: quarter
note = 60-80

5) Other possible syllables: "meem,” "mohm," "moom." The singer should close to the
consonant on each cotted half note. Suggested tempo: half note = 76-96

6) Other possible syllables: "mum,” "thee" (voiceless "th"), "vee," "loo," "loh."
Suggested tempo: dotted quarter note = 92-126

7) The "h" may at first be articulated but should eventually be only imagined in the
manner of the "normal /egato” onset. This vocalise may also be sung using a hum or any other
vowel or combination of vowels. Suggested tempo: quarier note = 52-69

8) This vocalise should be sung in a somewhat marcato fashion. Other consonants and
vowels may be substituted; vowels may also be sung without initial consonants. Suggested
tempo: quarter note = 72-108

9) This vocalise may also be sung using a hum or any other vowel or combination of
vowels. Suggested tempo: quarter note = 76-104

10) This vocalise may also be sung using a hum or any other vowel or combination of

vowels. Suggested tempo: quarter note = 52-76
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11) Sing with a slight feeling of portamento between pitches. This vocalise may also be
sung using a hum or any other vowel or combination of vowels. Suggested tempo: quarter note
= 84-112

12) This vocalise may also be sung using a hum or any other vowel or combination of
vowels. Suggested tempo: quaﬁer note = 84-100

13) This vocalise may also be sung using a hum or any other vowel or combination of
vowels. Suggested tempo: quarter note = 84-100

14) Each repetition of this vocalise should be sung on one breath. It may also be sung
using a hum or any other vowel or combination of vowels. Suggested tempo: quarter note = 84-
132

15) This vocalise should be sung with minimal movement of the jaw. Other combinations
of vowels may be used, as well. Suggested tempo: quarter note = 60-120

16) This vocalise may also be sung using a hum or any other vowel or combination of
vowels. Suggested tempo: quarter note = 96-120

17) This vocalise should be sung with minimal movement of the jaw. Other combinations
of vowels may be used, as well. Suggested tempo: quarter note = 80-126

18) Suggested tempo: dotted quarter note = 52-80

19) Suggested tempo: quarter note = 56-80

20) This vocalise should be sung in a connected fashion when using the syllables
indicated. A voiced "th" may be used in place of the "m." This vocalise may also be sung
staccato on the vowel only, ommiting the opening consonant. Suggested tempo: quarter note
= 88-132

21) Other combinations and ordering of vowels may be used, e. g. "ee ay ah oh oo oh ah

ay ee." Suggested tempo: quarter note = 84-120
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22) Other combinations and ordering of vowels may be used, such as "ee ay ah oh 0o oh
ah ay ee.” Suggested tempo: half note = 52-80.

23) Each repetition of this vocalise should be sung on one breath. Suggested tempo:
quarter note = 120-144

24) While using the same stepwise pitch movement, the duple and triplet figures may be
reversed so that the vocalise begins with the triplet on the first three pitches followed by the next
two pitches in a duple rhythm, etc. Suggested tempo: quarter note = 44-60

25) This vocalise may be sung either with exaggerated lip movement or with very little to
no lip movement. Suggested tempo: quarter note = 10€-160

26) This vocalise may be sung on other alternating syllables or on single syllables such as
“leh.” Suggested tempo: quarter note = 80-126

27) This vocalise should be sung with minimal movement of the jaw. Other syllables may
be used, as well, such as "yah" and "lah." Syllables may be alternated on the quarter notes or
throughout, such as "joo yah loo yah," etc. Suggested tempo: quarter note = 88-132

28) Suggested tempo: quarter note = 80-96

29) This vocalise may also be sung using a hum or any other vowel or combination of
vowels. Suggested tempo: quarier note = 60-112

30) The initial consonant should be asticulated only to the point that it inspires a slight
abdominal motion and staccato articulation as indicated. Other vowels or combination of vowels
may also be used. Suggested tempo: quarter note = 72-120

31) The initial consonant should be articulated only to the point that it inspires a slight
abdominal motion and staccato articulation as indicated. Other vowels or combination of vowels
may also be used. Suggested tempo: quarter note = 72-120

32) Other vowels or combination of vowels may also be used. Suggested tempo:

quarter note = 88-120
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33) Other vowels or combination of vowels may also be used. Suggested tempo:
quarter note = 84-104

34) Other vowels or combination of vowels may also be used. Suggested tempo:
quarter note = 84-104

35) Other vowels or combination of vowels may also be used. Suggested tempo:
dotted quarter note = 56-72

36) Any of a number of vowels or vowel combinations may be used. Suggested tempo:
quarter note = 72-92

37) The "ah" vowel is perhaps the most effective with this vocalise, however other
vowels or vowel combinations may also be used. Suggested tempo: quarter note = 80-92

38) The "ah" vowel is perhaps the most effective with this vocalise, however other
vowels or vowel combinations may also be used. Suggested tempo: quarter note = 80-92

39) Other vowels or combination of vowels may also be used. Suggested tempo:
quarter note = 76-96

40) Other vowels or combination of vowels may also be used. Suggested tempo:
quarter note = 76-96

41) Other vowels or combination of vowels may also be used. Suggested tempo:
quarter note = 76-96

42) Suggested tempo: half note = 72-104

43) The eighth notes should be sung in an "articulated /egato" fashion. Suggested
tempo: half note = 72-88

44) This vocalise may be sung in either a legato or staccato fashion. When the vocalise is
sung staccato the chords in the accompaniment should be played staccato, as well. The vocalise
may also be sung with each repetition of the melody alternating between Jlegato and staccato.

Suggested tempo: half note = 48-66
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45) This vocalise may also be sung using a hum or any other vowel or combination of
vowels. Suggested tempo: quarter note = 80-100

46) Other vowels may also be used. Suggested tempo: quarter note = 69-88

47) The eighth notes may be sung in either a legato or staccato fashion. Suggested
tempo: quarter note = 88-108

48) Other syllables such as "wah" may also be used. Suggested tempo: dotted quarter
note = 72-108

49) Suggested tempo: quarter note = 116-152

50) Suggested tempo: quarter note = 92-116

51) Other nonsense words may be used, as well, such as "digee" or "didee" (duples)
and “digidee” or "didily" (triplets). Suggested tempo: quarier note = 120-168

52) Suggested tempo: half note = 72-100

53) Suggested tempo: quarter note = 116-168

54) Suggested tempo: quarter note = 88-160

55) Suggested tempo: quarter note = 132-200

56) Suggested tempo: quarter note = 120-184

57) Suggested tempo: half note = 72-104

58) The woids "Yellow ieather” may also be sung in alternation with "red leather" with the
word "red" sung on the first two eighth notes in a group of four. Suggested tempo: half note =
66-104

59) The words "Yellow leather” may also be sung in alternation with "red leather" with the
word "red” sung on the first two eighth notes in a group of four. Suggested tempo: half note =
72-104

60) Suggested tempo: dotted quarter note = 92-126
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Modulations |l (Downward by whole-step)

Modulations Il (Downward by whole-step)




65

Vocalise No. 1

L% )

[ ® )

1

J—1

L

<P

1

| IV

LS W




66

porws =

1%
IAA wn |unl..
Rl |
R
TS
1]
1T “A
L# 4
e
LH?
e
—%b
"
—
i
¥

Iy

=14 b1

P

it iy v |

T T D U R W M S i -

oo o o o o of

iddd

nl

- —

1

11

P R e I |

e

.

by

o o o o
o o-o¥

(8]

1
T h
B 1Y

S=Siee
e
= —

B §

t U SO I |

ddlgdislg

<)

e | I NN S G N N A

_gstz 2244 |49

1

)

e

| R S T e

) DR N OO0 B O 3

2342

I

— -l

44 |

)

I

X UYL B |

4444 43id 44

16



67

_lﬁﬁl T lﬁ

I&f ol \E _ .._”m o_ T -” m_L- =7 4 3 j.m_i:ﬁn

ol - P -

T ( i P\

(v} ~410|| G £ 1ﬁ = f.An H h £ [l
i £ ms ¥

e A e i

=ty i R i
t - JU - I

-1
i |
|HRN NN
s
- §
hm hm hm___ bm bm hm____
N A p—
v
| " '
A%b B — )\
1 L - - | 1 1
1 r A ﬁ i 1 {
hn bhm hm
1 H N P
im)
1 3 A—g 1

hm hm bm__

t
t
— T
——
Y/

14

1
AI
év;..
D)
4
B

Vocalise No. 2
|
7,9
P
{1}
WiV H1




68

Vocalise No. 3

Al

¥ 1V

V)

-t

Z

2 1Y
v

1 T
)

_. Pt



69

Vocalise No. 4

!
| - 3 1 |
Sing
" }
{ 1§ 1
| — T
» 1
o—.1. |
t:ﬁ:":hi:
X 1]
ﬁi"—‘!
Sing
—
f—i
T
g
!
—]
Sing
|
— 1
7.
1
» I’F—
L 1 L
1 1 ha
1 T 1. ol
: =

i i
Qi N
T 8 ol ,Js
A _d .Lw“v ﬁ ﬁw !MTMII w :
U Nen e (M
1. lm T ] r

11

-4
1l

L



70

r an -
L 4
i

.
P

3.
.
—
1
11

—1
b
.
1 1

)

—
{ r J
—
—
I
e
—
T

Aty o -
. H s .q ul
b

™ ° - HH A, o |l

il ﬁ S
=4 Llll n
_ A K ﬁ H Al ot
! i i A !
0 m A o - 188 A My . Lﬁ.l.
s PO, m A0 T

Q lhﬂ“w

2 i I + ;
m < - o

DLV



71

> O

1

44

.!:f

o~ D

v 1 b

v

[
ST b

]

B

.L+

> —
o




72

1
»
}
}
|
1
i
o0 1
_la:
be-
—

-
=
r)
<
&
1
L
| A—
&
S
r 4
=
5
I
I

- ol - i t- i
(] A o al H .._n...ﬂf F...ﬂ!ll H r 1] Jb.l
r i Ll ™|l |

hy A0 ] ‘I'l

5T F+

-
)
¥

(o)

6 -

o 1 —
2 ﬁ [
@ Wry

= d —H

© lnv ofe

9 < < <
>




73

L
o
—
T
—
0
-yx
=

&
3
7

1

n
t
=0
&
)
O
P;
1
T
T
T—+

z
)
i

111 T

2
1

1 -

T

11 i |
A
) )
1
.
-
+p—7F
1T { Ill
{ )| {3
- |
- I
| 1 .
T T i )
S=SESSSr=sss
‘ )3 T
] 2.1 g1 b 4 b

| S |
S VY (-

I

1

#_ K

o3¢ L N
Tl LX)




74

Vocalise No. 7

(hiee (ioe (hiee (aic)

_. P



aan

W] Ay ] I\
. IN_ T —T 1 - l) 1§ 1
s A D S e {2 9 O
LI D W . T B R A m— ), ———

75



g ,

Vocalise No. 8

A A A
e SR D e BN 0 \e SRS W™ Kby SRS ¥ o S B ¢ BN %, DUNU B~ Koe SERA W
TR § LA DAY AR~ VAR W LN W S

V' v T 7 4

kee koe kea kes kee

=
=
ry

T S Y
g 1 0.0 O 7. ol
% 7

f.
L.,
[
i
|

T € Fﬁ D
Al I\ N e |
1” SN’ InY . 1% 1 — 1N N A ] IaY | N I 1
') L4 1 f,“ i
des dee dee dee boo bee bee bee keo kee koo keo kee
| | 1 | 1
720 ., S Y X . .-ﬁ
ngo

76



77

Iy 3
— —
&
kee

|

" 1l ]

1 b
— Lt}

P . |
& ﬁi
iﬁhi:'
1
i
. -
kee
|
! A N T —
. ™M
z— "g’
P ’ 1 1
| wdl T 1 17y
¥ ve
M I
I

t

{ %
i
e,
kee
B
e nt E

1 k. A»)

”l e
-~ B¢
1
. 1
i -
—
,
i) =
P
kes
" Ll
1
{ Vs
- B
<
‘ft :
1
i
i

B
N i A W
koo koo koo kee
K
L A o
"
!
A -
[
A N
NN I

4
T
3
r 4
£-

koo koe koo keo

[
I
' '
keo kee kse kee
=
Y
C S S—a—
r3 1
L I
—
A
IRY
=
Wi 0 0. W A .. G BN "l
| 4
1
1) 1
t t

keo kee kee keeo

=
g—=
F

T

Y
bee bee bee bee
)
3
[ A—
Y
A

T ﬁ,m m
- h .m Vv.m
. .m —- = - .m
] 4 ) - 8
mu h
< ! (@ ".mw L9 Mw




£
|- - — H - 1] 1 )
R i Y Y o N o o ot 1 o N o W o o o 1 1V I\ o
(i;“._-."--“---—-,.-"-..-.--_-...'.-.=-.--_-’
S A 4 ? 4

J
4
|

)
. —
7. S

K‘,‘,"—'--i"-.-.‘-_==n'§‘ .:‘.. . _==.--:l-n.l‘---—-l_
! r—v ¥ - ¥ T I
doe doe dee dee bee bes bee bee kee kee koo ke kee

]

‘%r

" e d
|

Ny

. F
3 = 1 X 3
- : r—Y + } { ! 1 r 4
1 ! —
5 [
Vocalise No. 9
am—— \
[>) i i I 1 n L i 1 ]
1 1 i 1 T L | I T - 1
— 1 T 1 1 1 1
1 A 1 B |
D) — "’
00,
[]
{ ) § -
—_,— 1L .
‘ﬁl_ Z:
Il X LE be
Ll )§
=0 i 1 {
= be—1—1
\ .
— { — 1
1 1 N
&= — ]




79

l’é#
},-bt
:

S —
N

T T
41

| O
-

[N




80

L 0

</

Vocalise No. 10

3
El E! V&
1+

r N ISL.l"l m -:L.l.r

T °

4
oy

=

7

Yy O
v

&
T

o |

| LA ° . |

LZ_Hh IVl

..



o

81



g /" | —_——
-~ | AN 1
- f’ j : 1 24 d Jl 0 5 }
! i 1 I . hl ) |

DA

Al l | | L \ 1 L

1 t 1 | — Y L
—t P&

%#———u % na

|

M~ 1l

R ML |
[&—

!
4 T Ay Y 3
= = —h < ]
| - | 3 ]
L 1
| | 1 . 1‘&
Z5 = ; e
1 — i - [

o2 _|
I#——J

e
Tl

]

82



83

A
N
1
<

L.
]
o &
[ 4
1
11
1
L 4
1]

T
1
I
]
L
1
b & Y
L 1.
be®
1
3. 1
) 1
1
1]
1
1
b i
L N
)
1
L1
el D
k
1
1
1
1
7 1N
T N

ry

|
T
L gs
= v
Dt | o

.
=2

=

==

P '

Vocalise No. 11
|
TIA

s



84

1Y W &
7@+
1
-—

;
ey
e
EaaRs

)
—
—x
)
|
1
—3
—

§-0

7

T

-+
]
)

7z
1

1
Pt
14
by SIS N {
— T




85

—d
4 bal
N &
j8) -~
ATV KA 4
L 4
wr
n
-1
i
Ao
InY
h | Y
—7
o
N

L o
!
LA+
2
=
1
.

va ‘HV
. i TH all TR |l . m L
i O L vt BT
r Hi
1
o Q 1 ' -
@.{ 3 N1l 8 ail . g
AL
s ; T Al




86

\nwjl T Jlll
—J

wlfl . ol

Ty
N

. ..#. E

Qi 1%
HH-

AN,
R

]
W
—.Hn..-
il
TIT
| WH
Wi}

e
o

Vocalise No. 12

e 4
7

—H—

]
LAl 7.0 7Y

ETo

3
)
1879}

o)
AN S R

L 7 )0 " » 1)

X

K

T
&

%
e
)
Fr T
il
e N
[T
k4
e
]
2 Al
%
T
b e
()
»
Ty
b TITe
o
LI
b

J

P



87

L
1 M TIA BT

el

11

00,

[
lﬁ o
.Jrl
e [
i
.
N
Ay
73;3 Qi
)
e
_...o ..f )
)
T
3
n
Qlll
- .&
N M

_ et



88

an T - T T ﬁ
§ .lnL ) L \vaﬁ ..My.-
.Ll: ] ] Jrll..v Q
A 1 3L ) i A.A 1
iin T T all L Al g
-4th hmww -”mww RRER . aal'R
N t uﬁww_o m A
T Ili —Te
» i ™ all "
1k ww i I By
== L1 o Qlil
.il IT._— ...1.) 4
T ol y n :
il TT® T
lﬂl R ”T T 17..

i ® i ! |
. o E]
Tl 8 wlll s | 8 H
B i ] @ . o ot
—id ~ 188 2 —Ha Ht
o e MlE 8 9 < |-
>

*. Lou



89

1B MEN)
rri

P
13

Vot

e

| 10

M2
(124

>

B
4
k)
.Y
e
T ol
nnuf
- TN

oo



80

ll‘
1 Iy

>

LY &}

>

hib

Vocalise No. 14

L

!
J S S B

<

n T

1

1 1.

A iy U S s
D

———
1

TR
Y AL |




91

O
0
t v DO hH

P

28

o



92

]
|

1 L

1 17§

1 Z

2

4 JFA |
5 ] T

| ba

= T
|

' |

.

1 3

1 [ 4
0 )
L J

3 i

i I

—

L 1

o § i
. i

1
. |
——6

Il

1
e e Y

1

1]
1
|
] 1)
LI | ! - |
P I I I I P
o096
oo ahee shoe chee ah
- 1
o—
1
i

:

)]
o6 zhee ahoe zhee zh
b
T T I 1 I
Y 1 1 T 1
B
;—r%l—ii
I.hl 1
— {
J | oy Sy S—
SRR S 1
131 1)
4 oA o -
\5 909 o
o
e9 ahee ahes ahee ah
. ; " + s
I il 1 1
1 L | M——
;g:g%&
IL" 1 — 1
1] L

- il 1 - 4 4 i |
) Ul JNIL e 4
| 1 u . w 3 ~dR Lnf 8§ Ll

i

t
o
ol
(N
4

1

DU S M
o—¢
g
4
|
1
g
o
oe ahes sheo 2hoo ah
1}
1

oo shoo shes ahee gh

<
]
» §
$
5
4
|
]

t o S s e
LdB B a4 & dn 4

o TN Y

1t
"
1t
I
T 5

D)
4
7
5)
5

A
>

Vocalise No. 15




23

o0 shes ahes shes ah

¢ zhes zheo ghoe ah

st

A4

oe aheo ahee ahge ah

1

 FC Ay o |
o9 ahea ahoe zhee ah

D)

Vocalise No. 16

[~

1
ah

T
1
oh

00,

'IE%

73
LAl

=5
v

1

a1 Y

A

e

¥

>




94

—
.
-
or
g
p-
i1
I
—_—
11
1
23
14
t
1
3
<

o]
Hik)
- alll
L4
| ®
i I i
H 4+ 1.8 i
| o5 l.nn._hr n Fl t~4
- ] Y s |
DETD AVTmWnu s gm

_ L.\Mu



Vocalise No. 17

A i | 1 £ i | L 1 1 ql' £ 1 1 3 1
1 | (. 11 11 3 X ) A 1| I 1 1§ r 4 ) |
1 11 l E l
gh_ oh_ oh_ ah_ oh_ ah
A 4 . ] 1 N
1 3 3 1
27 h > |
.. O 1 N 3 | o
O Y Y A v A 1)
L4 r r. — 1
1 —- .4 DE - ] AE'Y
1 | ] "/ |
™ o - A [
il | | { 1 3 1 —1 | 1 1] 1 1 1 N 1
} :L 1 1 1 E 4 | .1 —1_ | 1 [ 4 |

[T o~ ™ ~ N Al A ™ PN f- N
1 3 ﬁ'_L!‘T_A 1 [ Y &) 1 1 N

ah_ oh_ ah_ oh ah_ oh_ ah

L ps I




96

Vocalise No. 18

00,

ah__ oh___

-
-

5
— -

-
-

p—p
r v

—
=
v

—
—1d

e

—
1d

Seaus?

1

—

TR (AN
3
§ Tt
w_ -4 N
A \
w_ “ N
14 14
[P X
.
3 -
L
.Y
N
0 Ny
N o [Te]
[ Y25

vr,

T

LA " AR AL V]

s
e

e

13

ALy

8
m"hm .rLW
5 V.._.Jnm
s s
N ;
umW
NER N

U] e

L O

) _%ﬂ#

_ll l
| =
paber

} ANCELR 1 KA

) AL N A

| M 7 2 S A S A A | AN S KL

19



97

Vocalise No. 19

I_
ay

/ B
ety
1
T

oh__ ah__oo__

1l
—ll
s

G |

T
N
| o
wr.. h_
N h_
3 -. o_
15

et

V.

Ul

by

ay.

0o

ah

ee__ oh__

PN

P

4 M)

» be

_. ot



98

Y
=

P-

o

Al

.rr..v
ol
)
L1
Y
t.lgv
41
]

Vocalise No. 20

1
-

mah moh

-

mah moh

-

mee may moo

mee may mah moh

¥ ¥ 3 3

SR

1)

| I D A

W A

v

==

-

ah moh moo

:
meo may m

ah moh

.
mea may m

....

ah moh

h
mee may m

o

1
1.}
1)
ag;
.

L b.
sk
13 .
-Anu‘ﬁ? L
ﬁ.. T “L..
.AHU#T. ﬁ
b nt

.

l,__’

—

moo

mea mey mah moh

mee may mah moh mee may mah moh

A\
—1
il

+
1
e 2 Z
T
3
N
X
7

X A ) ¥
N InY EAY
;T * i ’ g
. . .
I
5 =3
+

o
7
-
ol
0]
r

N -
N
L bt 4 i’
7
.
o A
T

.“7
T
ST
A .
Da
ﬁn .
M|

:
35,

[



L

o1 ~ — N )
I T 1 L 4 - |
2 h I 1 . 1
La v - - - X > = &
) e . .
mee may msh moh mee may mah moh mse may mah moh moo
|, s N " N 4 N N A
B 1N B [N 1N 1N
P

3
. N . .\

i! '1 d’ !’ E b § T L |
% 1) 4 1 b d L4
Y —v Y —

mee may mah moh Mee may mah moh

04 T = ]
) | 1 1 P kN
A —a 1 - 1 A
[ .Y - e T A 1 r.)
AN 7.4 hd ol ] hd pe) |
e ===

: 4 — " N \ \
- 1.y 1. K . —K K 1)
T 1) i a— o i 1) 1) ] 15y K
{ b i 3‘7 A— La— 7 - Lo LA L4 v
t ¥ 1 t i g } 7 i
d - . . - - -
Iy Y " A
- 1. . 1.8 . N . 1Y
D 1T 11
:5 i g g ;i:::
3 L4 1 { Y L4
Al | | |
M TIED { 1 1 ) K 1
L4 1 1 [ 4 ]
1 1 r.y 1
a Q £ Q2 £ A
. - l:. —

mee may mah moh mee may mah moh

mee may mah moh moo

1%

Y

S ¥ ¥ 4 ¥
ﬂ J I[ 1 j ] N 1
} — 1
2 ; .
mee may mah moh mee may mah moh mee may mah moh moo
\ A I\ A I\ Y I\ N
IAY ANy 18 IRy — 1y InY Y I 2
4 # + } /
()] < ¢
. . h . . .
a-d I\ 5\ I\
CX.2>'Y >y IAY — I b W . 1N -
0 11 [l
= o —r————
+ 7 i Pt + 1 i Y 4
7 ¥ ¥ ¥ ¥ 4

99



Al R
T e’ 1 1 3 1
1 i | 4 —
L4 | - . ) 1
— ——— = ]
mee may mah moh mee may mah moh mee may mah moh moo
A A A h i )
1 H o H PE-—
= %——7——3 —&—r—$§ %
(4 [ 4 L4 ’
L L4 1 4 I A— i | L4 ] 4 LA | 1 D 4 LA [ I P— 1 8 Li LV 4 L
1 |4 4 | 4 r
J‘ Tll T .! — 3 1
—& o 1 hod 1 £ 4 1
hd - ] hd - rS 1
~ — > = e ~ v & —i
mee may mah moh moo
A A\ NN
l'li 1') 31'1 ggr
— — —. b § -
: ; 5 4

L3 LXn :ﬁ " s FH " R' m
2 o
L 4 kd 18] L] i 4 L 17 :
3 4 L4
A . . !
] ¥ |
T i ? < }
1 1 ] L
mee may mah moh mee may mah moh mee may mah moh moo

N_ N_

N

N

11 37 L s
be 4 e 4 he |
7 7 7
L v 4 & g

. . .
>. o o
lad lad » = .

—— 7 F“T"—P—tﬁ_—‘l—'—
- ¥ 1 Y by | 14 he 4
7 A 7 Iz ! T 7 7 7 T (3 7 1
| 4 1 4 f

1 3 1
| - ol L B~ Py L 4 1
720 TV 4 . - o r 1
L { 1 } | |
m mee may mah moh moo
\ h b |
o s e
. .
£ v £ i
174 i 17 1
& o AR 18 1 . i A i | -
4 o + i N
¥

100



’f’,l'. : I

Vocalise No. 21

1 L
ahay ee oh oo oh ee ay ah ah ay ee oh oo oh es ay ah




1
£

Vocalise No. 22

£

} m . A
.y 1 111 1 1
L ] ]| A | Y -1
< ;
alf_ay_eo_oh._ 00 oh es_ay_ ah ah_ay_ee_oh_ oo_oh_ee_ay_ ah
& [N 3 3 | Y P L :
L. A [ A r 4 | 4 R E) L1
S £—g-£ _":_-rt‘——
.‘. -
¥ ¥
o ok
0 ] %’ 3 15— 4
. I 4 1 Y Al Y A b
r R - I & i ) 2 ' rS L
- | Al 1 ——— LA+ L TN TR | - 1 o
1 ! e ! ! 1
m . P A o
1 1 1 ] 1 1 | I 1
1 1 ! = 1
ah_ay _ee_oh_  oo_oh_ee_ay ah ah_ay_ee_oh_  ©00_oh_ee_ay_ ah
| ! N ! L. | | ) .
K% | N I 13 J IRV P Ra— .l > 13 i ] S ) Y
> % ﬂ"zﬁﬁa
e %:L ==
0 [ 4 1 [ 4 | B A 4 1 [ & [ 4 —
] S 3 I S .3 1
I ——% o< —0
7 | I l I 1
A A A
I 2Ny LW I 1 1
1 - —1L M
ah_ay_ee_oh_  oo_oh_ee_ay ah ah_ay es ¢h_ o0 oh es_ay_ ah
1 1 A | |
K — 13 | I ) I P | K-
t 4 -l Y A —
e ESEESEiEy ]
_tp o b g B -
I e e e e e e e e
€ c—g% = ! o o —— g i

102



103

Vocalise No. 23

"
M—1 1

2

P
LS il
-+
5 Al .AvTI
L v [ o
..ﬂ g mm# aﬁ_-l
LI Al At
A.l v_ Lrn A
H H W
J” ) ﬁri q
gl
I 5 il
Il =
1 ' JOxf
e ot
A 4
1 il
A | A Ay
. .lh Avtdy
- g
w5
) S
N

Loaton



104

B A



105

Vocalise No. 24

™~

on3_ ah

oh___

00,

1

—

1

o1

1.

\J Nty
1T ol
Ay Lod'd

2 A (o

¢ 4




106

Vocalise No. 25

i}

oh

oh wee

-
woe

ch

A
—if

wes oh wee oh

oh

1.9 il
=iy
Cui'd Eat'd
\ﬁ}a Ay

o
Ll

1N'/8 5
L%

weo oh

oh

woe oh wee oh wee oh

oh

b

oh

oh

wee oh wee o©oh

oh




107

oh
P
oh

r
wee oh
™
—
oh wee
kY
L—l
oh
— |
T
oh woe
3
[ 4
—

oh
‘ﬂ*
—

woe
|
g
e
—]
oh
wooe
|

1
I
weo
®-
) -
T
|
1)

1
1
ch
1
A1
1
1
L

o i
1 1
wos oh
3
r 4
¢
LN
1T
1. )]
oh woe
L
4
<
3
€
—C
oh
I
{

oh

[r—

{

1

|

|

woe oh  wee

1
1

oh wee

p—

oh

woe oh wee oh wee
—1
wee
3
r 4
<
)
-
<
]
i

1
d 1
wee oh wee oh wee oh wee oOh
|
=3
*
1

| S—
woe
|

[



108

=
¥
|
2
—
o
ieh
1
%
5
-
—
i
=
H
O

| ]

oh wes oh
E 4
rY
i
£
3
k4
r
T
1
1 l;}
loo leh loo leh oo
| |
.
.
—
1
lh
1
' j
S—
leh o leh oo
| !
%
£
i

loo

wee oh wee

i

£
—
3
[ 4
—C

] |

ioo leh

oh

leh

Vocalise No. 26




109

loo

oo leh ko Ieh

1
———-
leh

1
_t_g
leh oo

lsh loo leh oo leh loo

ba

Lt 2

DO

1 T
leh oo Ieh

oo

) sl |

—

leh

loo

leh

8 -

%
51

T
~v

| I o R4 -

—-'I

——&

leh

feh ko Ileh loo leh

loo

——




110

Vocalise No. 27

-

<

nah nsh mah nah nah nah nah nah nah

nah nah nah nah neh

nah nah nah neh

1 S [ N [ Sl

Y oh

N S—

) — C A

nah nah nah nah nah

nah

T 1 |1

nah nah nah nah nah

neh neh nah nah

i L []
Y 11 1
;:3‘—:5%‘

et

i
444 K
—
.
£ N
& 3y
— ¥ 3

B3

nah nah nah nah nah

Sl [ Sl | St

D ¢ |

nah nah nah nah nah

ngh nsh nah nsh

be

)

nah nah nah nah nah

— 1 1

| zee



111

(] L)

()

Yocalise No. 28

.

| S—

- lu- la

Al- le-W- la

ia

-

a-le-lu\J

a - le- - la

- la

ia

- -

al -

.

Al- le - v

le - lu-la




112

=

1T 13
E 1 1 ! E
-

| S

T

—
=
{

!
—1
1
i . |

lo- v

al -

al- loe- lu- la

al - loe- lu- ia

I:F—la

1
T
Al - o -

)
D)

- ol

A

|4

Vocalise No. 29

e

hee hee

A

D)}

heo_____ hee heo

&

ry b

2

o
) il




113

.
3
&
|
—
CY
L 4

|
o
o
hes.
e

Ll
be.
~).
[ 4 15
—
1
hee hee
o
a0}
i+ I
r ra !
A i
T
AN
- r 4
i il rD
+ g
i
hee hee
!
1
i I
1 —
&
3
£
<
N
n |
lf
AT
L Y
L
o
L
vE
11
]!
1

heo____ hee hee

T . 3
TP TR ) ] {0 i -
DED cBl ¢
3 i

A
e
G—=Fo—=
u bl

hoo. hee hes
%] - -
" be
i - I
T
Al [
1 T\ L 4 — 3
17 2 | P r 4
i o
+
hee, heo hee
§ ] ul
2B & < 1
1 4
1] 1 1 1
e e
. <
heo hoo hea hee hee,
r 4 :
< =
&
: 2
—&
]

1 LY 8
£
. m \TA‘ \lﬁ‘
(o
- % 0 T 8
o F~
Z o
4 ) ITT$.2
K]
8
o
>

ﬁ. A



114

hee.

hee hee hee hee hee hee hee hee

—t

L LA 72 ™Y

hee,

hee

1]
i
hee
3

hoe hee

hee hee
3

hoe hee

hee hee hee hee hee hee hee

hee hee

hee hoe hoe hee hee hee

hee

hee hee

e ol




115

|: a
L ol il b ]
N L}s L VIS T g .Ir .J- %Lﬁ 3 Eﬁ
T g 1M il g 1
IRl il £ e ol .g-. s il | ¢ 1 il
H . i
.m A
1# & 1 E MY : i M M paa
" .m A | ;rﬁ .; .m | .m g A I{
; ] 2 1y 4 | 3
g I.L’. PVl 41 11 ¥ 1w W Il
} el 8 ﬁ 2 g
Ig W Aty Aty i “
g m il s | & n alll 8
m 3 .m # m .m
g ] N | 2 ]
Hero . 9 Heto
N

_ &t



Vocalise No. 31

I

T T > T T - - re }
=  E—— 4 1 T T  ——— i
T = His? S S ]
o — - - — 1 2 2 —ag——
. * . 2 . .
hah hah hah ha  hah hah hah hah hah hah hah hah heh heh hah hah hah hah

4 ) i ]L.i
T
+ 3
. . b
a- — i
— i r::

{ vl — - i S 3 ]
- E— R— 4 -
' i -:i !
hah hahhahhah  hah hah hah hah hah
—_— -
r— I T o |
1 T

. @ 2
—F "
1 1 5
+ I 1 ™
T i 1 N
] T A [
ot SR T NAARS RN B 1§ 3 | B A 1 T B 3 )
! l 3 T r 4 | . - I f —1 r 4 |
by . - = . - . O hd <
hah hah hah hah hah hah hah hah hah hah hah hah hah hah hah hah hah hah
. i A . ! R a
T T T T— e N L7 T 1 1 1 — )
1} - . T T B3 @: %Eg

g

TITY®

i o
y - ) - y 0 1
1 ] ry) 1]
hah hah hah hah hah hah hah hah hah hah hah hah hah hah
L | 4 1 )
[.1 1 1 . ) —

116



117

1
T
hah

hah hah hah hah hah hah hah hah

}
A
heh

hahhshhah hah  hah hah hah hah

T
I

#

hah

hah hah hah hah hah hah hah hah

hahhahhghhah  hahhahhahhah  hash

Il

Vocalise No. 32

(etc)

ah

3

Histe. I4h
e
¥

LS
a
THE




118

=
|
=

H

=

¥

I ..:,,.



119

“ et



120

Vocalise No. 33

%
Hifie .L%)bq I
[l
Z .jU_l-
A e e
ARk M
I
g | N

£

]

ah
|

T 0
lt} ]
el
ah ah ah ah
A
D)
7

] 1
ah ah
4
r

\I'ﬁ
_
-\vm.ld_l elall
o -m u 1!
H—m Ln%‘ e~
1 -}
L & |4 At

s 1
v

Zh

Z 5 1Vl
1.4

i Doy

tl T s
IR
lH_M 4N .F_“
Ll
valllinX R
H—M 4T .J-...LP
O 2 W W
Hiige
.5 Ml
bl
e A

11



121

ah

ah ah ah ah

ah ah

ah ah ah ah

&h

ah

| 183

|

—t

be.

ah ah ah ah

Pi

ah

ah__

11 3

.-

& O

11

™

{1 & L1
Hy @ Iy
s ol
6
RO M
¥ C]

i —

y¥

LA A TN
Y

»

> Vb

16

g



122

1§
. ;-”_ ] - T+
) Ml M Fl.ﬂmr
1um Aoré My
]
— | My A

Vocalise No. 34

D

[

H

HH L \ré‘ \r?
L]
C}
Ll & | y Uil
”leh.__ I.L1 -
M
C 1
.5 THMe<NTe
1 .M \L tL
-m \') \'ﬂ
|
| X ﬁ —
/‘\'/\"\1

SHA—
—
s
“H .i.ﬂp
At \lﬂﬁ
Y al'd
(AL
|
-+ .F.inV
Ay '

. |

11

-



123

.

v

A = |MJ|. -
T ] ]
T C}
1 E] At .ra_ﬁ
]
m .— .m_ x'J ;'4
ﬂ N E? #L.-l
| 5 I 1
M.h L.ﬁ .,
| PR
|
K S \17‘ Ayl
NG Wl ol
c [ 2




124

ah

ah ah ah ah

Vocalise No. 35

i
]
wRR
i
pil
%
1
®
el 4§
T$; &
L O
111
\”T 5
Vi §
5
5
.5
5

k. 52
v

b

¥

T 't
Fad L FT
. N
] ]
b+ 2
Fiads T
. N

|

A
all s
®l &
X 2

-
s 5
A 4

.

\
u 5
Y
H

-4

-

<

IS
TR -
| ]
an i
na T
Tew.  ellen
ﬁ |
L -

P anxilg Al l,nr
i JIES
-5 154}
e MNI-

Ll | =

ah,

ah, sheh

shah

ah

ahah gh

km o .IMII -
) ]
xnﬁ .r._n.,mf
11N
f SN
) )
1 ..h
Pand LLluﬁ.
X 1
glis 1
e
] ]
Anlmﬁ Ry “w

- o



125

&

ah shah

ahah

—

R a g
] |
L

k”i. .h”_-._.n.

ah,

shahah

-

A
o

1

T
ch

b
_—:W
be-

—mr

===
2

LA — | v

b & 2 "H
f-md... S . TN
| n_ ) ]
T s
-g.ﬁ- gLl A
L] | 838 %
it i )
- — -
ﬁ..l
b
e

A

ﬁ!l o
M TN s
i ) '

i
[ﬁ. L
7J 4
h s T del
Wll
| G ¢ .:Y
] ]
.L %
Sl
R R
ﬁ i
% ) T
VAPl Ty mmr
] \
5 L L
R ML | 4 “ﬁ
-hv
9 N |~

bl

U

be
Ty
|4

b iy 29
1

=3
P
5

by S
14

ah

shah

ah

| e



126

i

..Li’
-
1T
7
A\
1S

o Th

I
N
IR)

gr

.
N
IhY
.
A\
IhY
.

I 1
T 1
1 1
- N
11 1)
E:  J [.
. .
Y
N
~+  —

— 1
.

Vocalise No. 36

ety



127

T Il I
I ”

Aty |n|ni A | h..yfl A .hw.ul
il 4

N O 1 11 O

1 A
A
1Ay
—er
— 7
-
v &
1
1
-
@
K
I
7 by
S




128

J.
7

1S

Y

—

oy
*r

<

7

2

—N
D W |

7

2
3

Y

==

— =7 11

oy SRENEE I s AN B |

1N

1.

e J D My SRR 8 }

¥ ¥ 3 ¥ 3 W

e | D e AN B )

7

= b 4 111

[

Y

-7

1N
.

L4

1)

L4
—1—
N IN T

19 )

= B i
- ar 7 7

===

N i B
P A SRS b W i

i

11 1
1N

I0)

===

oy

==

=7

1 7 y s yi *rirr il 7 71 %:

b ARV () M §

1> B

D)

&

Vocalise No. 37

11



129

1
1

|

S N
7

3 ai

~

oy

1k
.ﬂ%v

T

P . H

#h

4l i
&hh!

B4 - i

1™

P ! U
- rhl

Tes |lr

Pu_’ .AH.‘v

“Heeh. K
i g

il L

3.}

.kﬁ, L
lmwv X W
B L3 ﬁH
/\/\’L\

Vocalise No. 38

LY
5

i

7

RS
2 ;ML .
e W]
T kn“:.
T, . L_n.@
T »-
5 « o
iy
§7.ad

[ A
e | |4
i

T ?t.
e L
§las




130

b.

"
1N
1)
td
A\

.
or

3 }
= :
I
. —
A 18}
7 7
.
Y
i
H’
T 11
> -.‘-. i
1 1
— 71—
. .
—
—h
4
e —
r 4 1
P |
- 1
X
N—
N T
U
n
I
.l
he
i g
.
y 2
K K
[ W Y
g ’ g'
¢ H
I

.
1
1
1
1
a.
et
.
1
o
i
.
Sy S

N 1N
N Iy
I oI
:
N
e 4 | 10 M A
7 7 7
A
.

| 15 IR N SR I By | [)
I T
1
B - 1
e 1
| 1N
[ Ew 4
1 i’i ¥ i’i' }r
. .
| N
by § AN T
U 17—
I.
1
'} | ¥
— 1IN InY
.I -I
Iy
) A
§ « G, AN 1 7
X 4 P LA 4
| 4 v

.
e J
7
=
[ o df
12
r

Y
1}
12 l:

J 1 : ﬁuv ..r .km”...
I TITeb in
158N i ﬁ Jq&i % l—m
L I :
. - lnm . 1
H o] ¥ TITye®
. L] §a s . q
1ed
5 . L

14

L



131

y "
N J__ 11
W
? ’

N
InY
1’
.

—-
T

-

¥‘L

—
L3

N
IR
L

e

S |

]
AN Y

—1)

1]

1N

1 Vy

.






133

H

ah ah ah ah

ah,

ah ah ah ah

ah

=

I -

< q[
P .ud
<4
B’
.
e Lo
iy

ah ah ah ah

ah ah ah ah

-
-8
£ Ti
[ I
H
\IJ o
Al Bt d
d o
Pa
3
T
i
Al a
P Ate
— I.L
4 B
— ay
.. L

I e



134

Vocalise No. 40

18]
7

7

N1,

10

i
*
ah

ah ah ah

ah

ah ah

or

1N

ot \fd‘
28 2
= Pan A4t
] if L]
= =
|
e ®

ah

ah ah

ah

4T .