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 INTRODUCTION

- The music educator stands upon the eainence and looks out upon
the virgin soll - the child-life - as’the rield)avaitingfcnitivation.
Before he puts his hand to the plou and starts to turn the first fure
row, he must rirat exanine the soil and aacertein what it ia best fitted
to produoe. Then he mnst know the. needs of tne environment around it
that is to prorit by its rlowering, and last or all he must envision the
. ultimate harvest he hopes to. reap. Then, nith the life-giving waters
of mnaic»at hend, he proceeds to divert them into the proper channels
that the bleak desert of unawakened personality may be made to blossom
like the rose,i

Today, in the year of our Lord nineteen hundred and forty-rive,
eduoation races & new philosophy in a changing vorld. 'Gone are the
| horse and buggy days of "edueation for knoving“ and ‘in thelr stead the
educator feels in his race the freah breeze of "edueation for living. ‘
A new pulse that throba in the hearts and aoula of men inatead of a resi~
mented organizing of their minda.r A purposive program or hov to live
rully and beautifully growing out or their interests, needs, reelings,
emotions and impulses. A runctional menu of rood ror the growing per- -
sonality that 1111 furnieh the necessary vitamins for the sturdy develop-'
: ment of an individual who has discovered his potentialities and nastered
their control' an 1ndividua1 who has nurtured in bis heart the ideala of

a demooratic commonwealth 'noee “spirit cannot be ahackled,"land who ie

1. Pitts, Lilla Belle, Currlculum in a Changing World.
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ever looking forward for better things in 1ife; en individual who will
eontribute to & natural gultﬁre.which will see a restless unsettled -
peopie through times of erisis, and contribute to a finer 1ife in a :
highly industrialized world 1in times of peace and prosperity. - And Just

what part 'eantmic play in this idealistlc program of education?-

It has been atated by a saze of this nodern generation that |

“This world is not more a world of science thnn of music.
- Selence leads us up to our inner world called .the soul,-
and opens the door and urges us into the vestibule of
the inner temple.- Music- takes us by the han? ‘1t leads

ua boldly in, and shuts the door behind us."

'1Accepting this premise as true, then music begins where sclence

leaves off.

"Selence 1s concerned with provable facts. It uses the:
microscope and the telescope to see things as they really
.. are. It makes & tremendous.contribution to our under~ -
standing of things around us and our knowledge of life's
development. .. Science can trace life clear back. to its - -
crude beginning but cannot bridge the chasm between the
- -mgterial and the divine. Science stands baffled before.
the miracles of 1life, the human body and the divine ‘
. spark that actuates 1t."<

It 1s at thls border-line that' the offices of music may well beginm,.
Music is a'produht_ofﬂthe”expréssions;of the feelings and-enotiohs,of

: It.ié‘the.expfession of the divine that exists in all of us, and
although it cannot measure the reactiona of tho human heart with a
yard-stick, as a product of impulses and enotioas itaclr it can
'influenoe inmeasurably the spiritual and enotional unfolding of a 1ire .

and help to invest it with the attributes of divinity.

1. Anonymous PR e
2. Ford ‘Rev. Wesley P. - Faigg Rests 1its Case, p. 1.
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“The senlor high school student leaving the receding world of his
ehildhood.end’faeing toward the bright horizon of adult life, finds
himself ‘groping for new strength end independence as he regretfully
leaves the.eecnrity of carefully protected child-1ife end‘racee the
1reeiization'that he 1s about to be'called'upon to stand upon his own
feet. He finds himeelf very mueh involved in the firat adventures of
romence. He is startled hy the inaistent tugging at his heert of
awakening apiritual emotions whlch demend an answer. He finds his
hopee and dreama carrying hin out of his limited home sphere into ‘new
Veountries and among strange peOples. His love of companionship with
people and his desire to be a leader amons thom becomea a strong in-
~'pelling motive for action and he reachea out hungrily for the things
bthat will help him attain prominence anong his fellous._ It is at this
"~ point that the wise music educator can find the answers to 80 manyfef
-his questionings through the medium of music, and with his finger on
. therpulne of the budding personality, ne can, through the wise adminls-
tratien*ef a purpoeerul‘musie:progrem, aseist greatly'in'helping him find
himself emotionally, spiritually,and socially, end ‘thus make & fine contri-
bution to the stabilization of his facultles in}e somewhat confused

‘period of his life.

; although acknowledging that the "aim of the musician should be to
capture, expresa, and render benericiently potent the‘gggg__values of
music inatead or follouins false ideals of success in terms of musieal

--fperrormance,"lit seems perreetly eonsistent with the phlloscphleﬁ hereln

n »
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stated, to establish cartéin objecﬁlyea of curriculum and perférmanea
which will assist mterlally in achlieving the highest degree of develop-
ment, open up new worlds of beauty and aesthetic growth, ‘and create a .
soclal stability upon whiah may be bullt an adult 1ife that rests upon

the solld rook of aacurxty and self-assurance.

As long as the dolngs of clvlllzed men have been chronicled upon
the earth, it has been a recognized fact that vocal expresslon hau
superﬂeded all other media, because 1t is the most spontaneous, and the
most directly connected with the emotional self of the individual. .Ad~
mittiné‘ﬁt the outset that "the essentlals of ﬁuslcianshlp_are ihe- |
abilities to feel and understand rather than the technique of performance"l
1t seems nevertheless wise to base procedures . upon fhe beautiful perfor-
mence of beautiful and purposeful music which will establish 1in the young
mind fine standards of taste and discrimination, fine emotional reactions,

and fine soclal responses. = . oz : St

"Like begets llke." If new lorlda of beauty and aesthetlc growth
are to be opened up to the 1mmature soul, ann thereby erfect the émo-
tlonal exaltation or the neophyte then what ha hears, and what he creates
gggl ’ must be c10aked in as great beauty of performance as is within :
hls capabilltles to produce. As a blg step toward the accomplishment or
these objectlves, the trainlng of the slnging volce 1ta refinemant and
control preaenta itself as a reasonable approach to the problem, and as

a guide to its somuon the ronowmg agenda 15 submitted.

1. Mu_rséll.~ Hgggg Values in Muslc Educatlon, ‘p. 9.



~ CHAPTER II

CLASS VOICE VS INDIVIDUAL VOICE
Before iaﬁnching out upbnran eXtendéd'dissértationvépncerhing
speclflc approaches to the training of the volce 1t mlght be well

to pause ror brier Justirlcation of Claaa Volcc Vs Indlvldual Volce

Tralnlng.

In communities vhere the 1dea of multlple voice tralning is maklng'
its 1n1tial appearance, rrequently there are objectlons raiaed regard-
ing its rlght to become a part of thc music educatlon program If such
communitiea have a wealthy cllentele who makes it a polnt to apcloglze
for even permittlng its young people to receive their education 1n the
publlc schools along with the boys and glrls from the other slde or the
tracks, there may be unfavorable reactlons to the propoaal. Then, too,
almost without fail ln'placés hhebé”a'number'or pri&ate'studio teéchera
have established themselves, they may be counted upon to gird on the
armor of oppositlon and strike with greatest vlgor the moment the sug-
gestion of a volce cless rears lts ugly head. In such sltuations it
becomes necessary for the prospective voice class ‘teacher to be well
armed with ractual ammunltlon '1th ‘which ahe may lay do'n a harrage that
wlll break doun any unfavorable ob]ectiona and establlah definitely 2
professional "bridge-head" from yhlch she can eventually overcome all

reslatance tp th@ idea. .

'-'“Here”;s.fhé pléture'as 1t frequently presents itself 1n such & j
 situation.--On the one slde there may be some students from aristocratic



8.

honca.flankcqlty parents with ohcck-booklln’band, who‘gofcac_to_cven
consider the matter because it offends thclr_accoe:ot’coctai:sopeptority
to feel that their children have to stoop to shafe toeirtcn}turgi‘cduca-
tion with thoce of questiomable social statcs,‘ i oho; beocuae they are
accustomed to measurlng the excellence of education by the amount of

' money 1t costs to acqulre it reel that 1t is a reflection on thclr
rlnancial standlns to havc thelr children's voice training a result of

. vhat they scornfully tern “lass production. _

“Aligned -ithithém will be the private studlo teachers or'voicc;:vho

raiae the hue &nd ery that 1t "can't be done!® because volce problems-

are all Individual problc-a that havc to be dcalt with individually.-
| They vgil that in classes'of 80 many where it 1s impossible to give -
1od1vidualfatténtion;'if'corféctlve»cxebciocc7are"giten to help the 11ls
of~ohc'toice"1t wiil iuin the voices of all the others.’ Then to.pct
the cap-sheaf on their arguments, they hring up the g;gg elemcnt ao _
1mportant to the lmpatient high school student vho Iants to get rcsulta |
right a-ay! It stands to reason that thc multiple trainlng method w111'
jtake much longer to achieve results, even if all of the arorementioned
dlsadvantages are 1gnored because the tcacher cannot concentrate oa the

_problems of each lndividual and work out thelr solution as quickly as
.7the pp;vate‘teachc?A!hocc,entire attention could be‘devotco to_the,pro-.

blem at hand. So say the private teachers.
On the other side of the picture are the students of limited means
whose prospects for expensive private lessons oce'practlcaily'hopeless,

but who, under the Constitution of the United States of imerica in which



they 1live, are entitled to the same'opportunitles for eduoation onﬂ

.the development of the fuller life as. thelr more fortunate brothers.
standing beside them, is the teacher of music who has the vision of
ultimate objectives desired, in mind, and the strong conviction that

music oducation 1s "eduoatioh roo,;;g;gg, not for performing," and ]

thus can oe used as the greatest soclallzing agenfvin the entire edu-

| caflonalkfield; who knovo that the only»iay to learn to live with

poople 1s to share 11fe experlences with them in all situations, and .
who seeks to place wlthin the grosp of g;l,~regard1698 of raoé -coloi.

) creed or sooial status, the benefits of thls great humanlzing, sooializlﬁg,
Chrlstlanizing agency, music, by plowlng the turrowa toggther. It 1s at
this point that the wlse‘teacher can make pronouncements whlch uili‘clarlfy
the whole situation and justify the pl&oe‘of the volce class.to.tho sat;s-

faotion’of all.

To the parents with the money complex, itvwlilrbe well to polnt oot»
‘the unquestloned advanﬁage of doing things with other people. One of the
most beooflcial results of participation in vocalvmuslo,'is‘tho self-
asouranoe and poiée 1t gives as a result of sténding alone before a lafge
group of one% fellow-students and singing for their pleasure, or in com~
: petitlon agalnat them, or 1n broader flelds of community music servlce,
or in ensemble groups with them. These thlngs cannot be done with any
dogree of froouency in the private studlo where the voicerlesson 1s
conflned to the student, the teacher and the accompanist. In thlsrsaoe
connection 1t would be diplomatic to suggest that 1f students desire to

continue with their volce work privately at a later date, such a course



would be an excellent background for further study, and a ggﬂg;ggb-
ground to determine if the musical ability of the student womld justi-

. fy such an expenditure.

The yfieefe”veiee'éeedheee ma&lbe‘aﬁ ieaetTeérfialli size£§§d'sy‘
pointlng out that the hlgh school voica claae 13 not deslgned to be the ‘
"omega“ et volce training, ‘but rather a fleld of diecavery where the
embryonlc slngers are tried out and given thelr "baelc trainingﬁ as it
were.‘ It they prove a succees in® thls inltial try-out and find they Ai
have talent vorth developing, they vlll flnd thelr way to the private..n
'studio to eontinue thelr voice work after the high school voice class

is closed to them.

The matter ot not being able to correet vocal faults of one volce
without detriment to others ie a rellacy to thoee who have handled
voices, but it sounds fine and reasonable to the unschooled who want to
find reasons for opposing elass volce. In'reelity thefe are'rundaﬁentals
of correct singing that can be taught as readily to fifty as to one, just
as easily and effectively as the nnltiplicatlon tables in natheuaties, or
the alphabet in the reading class. As ror individual problems, no volce

class ever operates without much individual recitatlon. On those occaslons

the diagnosis of faulty volce productloh 1s made by the teacher, and cor-
iective‘exerclees for those faults included in fhe vocalliing for the class.
For those who share these certaln vocal 1lls, the exercises will be gor-

rective. To those who do not show such weaknesses, the exercises will be

grevegtive.



In consideration of the time element as a detriment to the impatient
high school.vocallst, 1t has been proved that the added impetus glven
the student by daily co&parlson of his progress with that of his reliows,
and the régular competitions in pﬁbllc pabticlpated contests (discussed
in later pages) arrangéd by the teacher,:speed the learnling process to an
amaziné degree. In additlon, the faét that volce classes meet with the
teacher far more frequently than most private students and teacﬁers do,
overcomes and exceeds any lbss of speed that might be occasioned by group
training. Thus the bugaboo of loss of time is dispelled 1ike mist in the

mornlng sul.

‘ In conclusion it seems reasonable to cbserve that the evldence
submitted on both sldes of the question points strongly tosa verdict in

favor of_the defendant, and guarantees the Volce Classvits place in the sunQ



CHAPTER IIX

THE MUSIC THE MOTIVE
Philosophizing v
- filth tﬁe philosophy uhderlying the muslc education progrem as

-previously anhounced,lstill ringling in our ears, fhe focus of atfention
:1s directed now to the first gtep towafd the fulfillment of its commit-
‘menys; and the finger.pqintsvto the subject of the cholice of song . |
material for the‘VOlce class as the first concern of thelteachér. Upon
-the wisdom 1nvse1ect1ng thnvmuglc which 1s to motivate all follouing‘
;procedﬁres, hlnges the success or fallure of the volce class, ﬁhe‘vlctory
or defeat of music as a dominant 1nf1uence upon the weaving of moral and
emotlonal llf'e-pattems, and the ultimte triumph or collapse of the

over-all_great purpose of the entire music program of "education for

living.".

If the whole structure of the volce class program ls tol:e based
upon the lnterestu, needs, impulses, and desires of the students, llmlfed
by their capabllities and the demands of thelr environment, the starting
point for thevcholce of this muslc must be the students themselves, and
1t w11l perforce follow that the music which 1s to lead them to the
achlevement of the deéired objectives ﬁill'have to be interesting, in-
.splrlng and challenging. It must be actlive not passivevin its applica-
tion. It must stir thelir creatlve 1nst1ncts and demand from them the
ultiﬁate in perrormance, otherwlae.thg acquiringvor technlques will be

but a travesty upon the real intent. It must make the students "live
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meie and xwt just'm msic.“l '

On the other hand if music Is to be a noral gulde end an emotional
stabluzer it must be chmn vlth that Mea in nfnd, and it 13 the aatl-
»cipaticm or the rulfnluat of thegg pumees tmt shall be the crlterion
. for the selectim of mch mlc ‘ag. ean mch beyond the 1ntenect and
v toueh soula. The day or niracles 1; paat. mere is no nagle in t:ha mm
itselt that can achieve auch nohle euds, nor is the haacher e mster of
iegerdemln. 'rm secret nes m the tact that "all great music 15 an intcr-
pretatlon or lire and vhen lt ls mreatcd 11: haa addad amther ure-expex-iema
: to the pertomer. 2 How iaportant then, ﬁmt cmly the M msie be put 1nto

‘t.he hands of thesc yonns people vhooe nns are to be aftested by 1t. How
-lmportant that they have the proper aettlns .'m rhleh to flnd 11: and that
" they be gnlded right in the m ttmt 15 made of 11:. Them is but a vague
bordex--llne between the actual moral difference in modern swing music and
‘& Pranck symphony. "The superior educative velue of the symphony lies ip
the fact that one can do more things and more Mtﬂia’ss with 1t."°"

' llth thaae facts 1n nlnd, the teachar eharts the courun for bulldlag
the curriculum and seta ont upcn a voyage of dimovery. Ahead ne the un-
eharted seas of mams youth buat with danseroua ahoals or peraml,
eaotional and soelal eoaplexes. A ‘me suoeeas or the voyags '111 have to
Ane in the keen sensitlvity of the teacher to tha pounding waves of student
cplnion that occaslomlly mck ‘the bcat, and a aynpathatic and understanding

navigaticm around tbe soaetmes threatening problm or adolesaent youth,

1. Hursell , Jemes. . Hy AL
2. Mursell, James. H
3. lMursell, James.
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and the unswerving determination to meke the harbor.

Analyzing

Approaching the problem of analysis of the senior higx school student
vin whose interest the search for musle nmlal is to be condmm, ttu
situation presents usually a vory definite pattern of mda, mxm, in-
taniéts , and impulses which are inherent in students of that partieular
age-group. Refaﬁ'im again to these tendencies which were previously
mentioned in this discussion, the teacher faces a class of students whose
mgxcal, -eneal,t moral and spiritual unrolau-zr it has been reasonably
normal--has brought them to the borderline of development where they have
on the one side the 1ingering view of a protested ehildhood, and on the
c_ther s_ldc a preview of the adult-life they are about to enter.

‘New impulses have taken hold of them, and the first fluttering of the
awakening sense of responsibility for their own lives, and a desire to assume
it, areapperent. From their saug cocoon of self-centered thinking that has
" characterized them up to this time, they have emerged into the umi: of new
evaluations of their relationship to others; new and intense loyalties to
school, class, friends; new and intriguing peraonal values in which they
envision themselves us lesders among their fellows; new thrills s they
‘set out on their tiﬁt adventures into the fascinating world of romance;
all of which must be gulded, tempered and controlled to make them servants,
instead of fmuﬁ, of the budding personalities. What an insentlve to re-
search for the teacher who takes the responsibility seriously, and what a
shance for the-full justification for the volee class in the high school
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I 1t 1s tallored to fit the situation and really works! Such a functional
program can be made to work and the dreem of an 1deallstlc curriculum
brought to n.re"lé concrete terms.

_ Vitalizing
Prom a recent survey of & hundred senior high school students in 8

representatiig eity of some hundred thousand people, there emerged a
' rather definite plcture of what the students themselves were thinking

about theix; own lives, their hopes, their interests, the plans for the
future, the direction they felt their education should take and the results
i:hey mped for from 1t. Their frank statements corroborated the conclusions
"a'r:-i‘ved at by the writer over a period of some twenty-five years of senior
‘hiéx school teaching experience, and have been converted into a workable
blue-print rmj the'plamlua of a purposeful music curriculum for the senlor
'-.mgh _schopl voice class. it includes all of the significant conelusions re-
.sulting from the my; and -is herewlth submitted under the title of
RLIVING LIFE LUXURIARTLY.® |



Main Theme

LIVING LIFE LUXURIANTLY

Subsidliary Themes

4

. Loyalty

Love Labor Lift
Love of family Loyalty to home ~ Work songs of self Spiritual 1irt
parents Loyslty to school Religlous services

1ittle children

Loyalty to people

" and other people.

Religious holidays

Love of friends | songs of hope
Love of wuthurt yalty to country ' ' Phys!. 1 14r
8 ' s i N ‘ H ca t
" love songs Loyalty to God Irpisal Sonse “Songs of aetion and
wedding music Water Boy bravery
Iypical Songsg! The Erie Canal R
. Rallroad Chant Emotional 11ift¢
3
Iypleal Songs _ T.H.8. All Helll Spinning Chorus Songs of beauty
Friend O0'Nine All Hall to the Badgers| 11 Day on the Pralrie .
Tommy lad To Thee O Country o Zypieal Songs:
To My lother Lord's Praye
My Eeart is a Silent Song :f ﬁn:’“.
' Violin Mountaina ,
Wers for liberty Songs of joy Vecation urge This theme 1s rather a
Rev. W, Civil,Span.Am. | of r Call of nature result than a cause, It
W.H. I, WHI Songs of humo

Patriotic Holideys
July 4th
Armistice
fash.Birthdey
Lincoln's Birthdey

Iypleal Songas
Pledge to the Plag
Planders Requiem
Song of Liberty

American Prayer
Battle Hyma of Republle

Laddie in Khaki
Boys of the old Brigade

Songs of activitiea
that make happiness

Ixpleal Songs:

Take Joy Home

1 Love Life

Come Dance and Sing
All a Merry laytime

Travel near and far
Home-coming

Ixples] Songs!
California Here I Come
I'm Going a Vagabonding
To the FPleld to the Hunt
The Year's at the Spring
Coming Home

refers to the use of the
misic as a vehicle for
getting the student into
the Mlimelight™, which is
a much desired objective
from the atudent stand-
point because of his new
desire to be noticed, and
of the teacher, for the
poise 1t will bring to
these young people.

of the repertoire should
be utilized for the work-
ing out of this thems.
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~

Vitalizing e sub;xdiari Theme -

With the blowing of fhe 
first warm winds of -
spring, the urge to. leave

our work and get away to .-

. the out-ot-doora, to go. -
to.new strange places

and see new people over-

comes us. . It is then. that
music cxpronlnz the .- .
vagabond 1in us 1s mst
appropriate.. It is’ then
 thet either aimless nn~
dering beneath .the open:
sky, or. vcll-planmd ob-
Jectives call us away'. &
from the monotony of & ' -
every day tasks $0 ﬂ\n ;”‘
romance of the him
With our return to the .
' eommonplace ua@n. mia
helps us live 1! all -
over again in r‘eironwt;

W m
I': Going a Vasabondin:
Song of the. Open Roud
Wanderthirst S
Sea Fever

Little Winding ioaa s

sRollln; Down to Rio - 4
'On the Road to fhndahy
Call of the Sea . .~
All Day on the Pulrxe -
A Vagabond Song :
Gypsy Trail

“|he greatest pull of any
- ‘{vacation time 1s the call
“lof nature and the out~of-

doors. Every season has
{1ts beauty and charm. The

o nprlns when nature in |
resurrection takes on new

Jlife, the woods, the sky ,

c rind. vaters, storms =
|shimmering whiteness of -
tinter, the colors of the

utumn---all beckon us to
their enjoyment. Music
that makes us live with
Eature has & wonderrul
ppoal. ‘ ,

.&smm.d.m

 , e. Year's at the. SBrlnt
3 prlns ig a lLady

Over the lLand is Aprll
iind's in the South

Ne '11" to ttulood:

Rither in reallty or 1n
imagination we all have
a orying need for

or other localities in

of new peoples, new .
customs, new surround-

carpet which can earry -
us away from this pro-

beyond the sunset where.
we can get a new per-
spective for our own =
living and a tolemnce
for others. o
w m

Near

Beautiful Ohio o
Carry Me Back to Old '
Virginny :
0ld Kentucky -Home
Far

Russla: =~ =
Volga Boatmen -

Over the Steppe.

Floral Dance -

1taly: ' :
Vignettes of Italy
Veraceini Pastoreal

breaths from other lands
our own land. The thrill

ings; music:is the u;ic'

salc 1ife to the lands .

Canrémia Ruro I cona :

The greatest thrill of
all vagabonding, vaca-
tion or travel, is the
homecoming. A@in we
call out songs of nos-

‘talgle, of antieipated

arrival or realization

‘of the inportance of

home to ‘ereate a new

and’ viud emotional pat-
.tem.

1 H1lls of Home

.' Coming Home
.Home Sweet Homs

: Bmco&!ns '

Heming i
Down the Tun to Bom

- - Sweet ‘Home
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A bluaprmt in the mmﬁs of aa unaknld artisan is aonu-na more
detriaental to the success of kiz proJoct than Bo plan l'ar the sakc of
the inexperi.enoed who nlmt dui.x-e to work by the preeeding blmpr!nt ot

'lunlc oduoation, a few mntlons as. to its ad.lnhmtloa u@t be tllely.

In draung um the thenes pmposed ln thc precedinz currmuln plaa
ror subject nterial, a tavorable opportunity for pmeentation l!mld de~
pend thnny upon tbe tlna at vmeh the :M&uu were partlcu},arly lnterestad
in such a theme, and the mslc then ahould rela’f.e to pnst, antlclpated, or |

hoped tor experiences of that partlcular sronp

2 m :ea‘chéf siibai&'bo very alert to situations, teimnczei; and all
’ atudent mactioms, and make the promn appoal first.of all by its tlmll-

‘ ness. It is poulble to draw but the amdents in a number or uya if there
13 any queatlon about thalr !.nedlate eomcms, but u: 15 usu.any very

evidcnt what interests or aspimtioas are nonomnzins ‘their attantien :t

sny one tiue.

It 1s not 'h!ara to sense ‘the'.-trend' of stnéent,incemat at the beginning
of.the mhool year when thn tootban neason 1: Just settlng into t‘ull
sung and the student: are paruelpnum in pep ralnes, pa:m puradts.
and the;othex_-rchgmcmust.lc tu_act_:lons ineident to ﬁu mnag. mnt bqtter
time could present itself for the bringing out of school songs and other
st;hsa“ot" 1oya1£y,- tq' foster that emotion while the interest in that sort

qf epreasloh is in the ascandémy.

© Vitalizing the theme"laxation," it becomes evident that the time to

divert attentlon to vacation, trevel or rest songs would be when a vacation
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18 elther imminent or very recently enjoyed. Then either ig anticl-
pation or retrospect, through the medium of music -they could feel the
thrills of the vacation time, have thelr»pleaaurei in them multiplled
by having shared then, and augment their appreeiatlon ot tha music

that makes them gggl

N Admittedly the eleaent or tiaellneas 15 vltally 1-portant in the
handling of thematlc material and the subject-matter that contributes

~ to the development or theres 15 the llre-blood that actlvates all vocal
procedures that assiaﬁ in their unrolding. But there 13 nlso a note of
warning that sounds across these 1ead1ng’:ot1§ea in this educational
symphony, and it must not fall on deafl ears. That is the danger of
over-emphasis of any one theme untll the ldes 1s completely exhausted
~and the atudohts suffer‘eatleﬁy. A guarantee againat this mistake is
‘an alertness on tho pnrt of tha teacher to the approuch of the saturatlon
point in the purault of one idea, and berore 1t is reached errect a change
of theae so that the enotioaal appetite of the atudents vill not be sur-
feited. Let it never be rorgotten>that in cholce of materials and thelr
admlnlstration the teaaher of the voice elaas hna a tremnndous responsl-
biuty{ "Purthemore, 1t eamot be dcm adequately exeept by those whose
breadth or experience and understanding ot both hnman purposes and soclal
forces}une prepared them to see eubject-nstter as matter of llving 1nter-

action nl f

1. Mursell, James. KEducatlonal Psychology, pg. 187.
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| _ Glamorizing

- How and why the music is the métive of the voice class, has al-
yeady~been’d911neéted,in'preiioué paragbaphs of this 6ha§tér; ’it‘has l
‘also been polnted out that beautiful performsnce of the right muslc is
»imbérativé’bécéuae é faithful andladeQuate re-creation éf.thc“éxéébiéﬁceg
of other people is the only guarantee of the potensy of nuaic iu the
influencing of the experiences of the students. There 1s, havever, -
et111 another point to be made beforeexhausting the possibilities of

ﬁuslc‘as an educative force, and théﬁ'lé‘théquitiﬁate'ggg_of the music.

It 15 not enoughAthat the right music be selected and preseﬁtad in
the moat effective manner at the psychological time. It 1s not enough
that the teacher help set fine standards of perrormance hy ahouing them
the advantages to be gained by a polishﬁd perrornanee.v Tha crounins
reature of the whole program lies in the manner in vhich the volce class
.gives back the music to the listening public, after neticulous prepara-ﬁ’
tion of it, and the practical use that is nade of every scng that riads

a place 1n the repertoire of the class.

At the outset, 1t cannot be stressed too strongly that there must.
be nothing vaated._'ﬁvéry sohg;'whethar it be & solo or an ensemble
number, must have an ultinato objectivo in public perrormanec from the
moment 1t 1s preaented to the class. There nunt be an objective which
will take the studenta before the public in some phaae of comnnnity
nusic service which will leave then exhilarated by the experionce and

with a greater resgect ror,thgir opn ability to runction'as mnsieal



19.

eitizeim ln the cwty;

The public 1s cruel. It must be entertained, and sdequately,
otherwise it will not reserve its oritlul omnzon. even of the immature
’vocanat, vhlch is 81l the more reason for dmndins mature performance
from these high school people. But there is,‘ too, a grave Vresvpomlbinty
resting upon the shoulders of the teacher, whose duty 1t 1s to see that
the music hes the proper setting for its production, and to assure & maximum ‘
i appreclauon of it by those whose jt:\pp:%)h&tlt:hj.n a_ov necessary f;o the ’mrﬁlc
of the studcnﬁs. " A few suggestions relative to ways and means of publis
presentation might be helpful at this poimt. . _

"fhe place for preséntat;on of the produsts of the volce class is W-
where in the commnity where music ples ‘a part, and where the type of .
music taught would be acceptable. That leans clubs, lodges, ohnx:chlﬂurf—
vices,. patriotlc rallies, cc-mity‘ahd army recreation aantei*s; hddpitals;'
aehool prograns, primce parties and receptions, uddim, tuncula, eon~ |
vcerts, - in tact therc is. uo limit to the poulbinues for appearances
excelpt the limits plaoed_intentlomlly through- the choice of the msic,
which would bar the students from undesirable situations in which their

'nox-a.l and mtloml un-beluvmld-bc threatened.

The __1,___ f.'or these pubuc presentatlons ahould be as soon as the ]
teacher feels the perromnoo of’ the studant- mm be aooepted by a |
crltlcal audience, and rm that ti-e on as rreqnently as possible and -
any tine of day or nlght they are canod upon For along wlth the power

to refine emotioml responses that sood mszc hna, onrtalnly one of its



biggest recmandations for education lles in its abllity to open Bo

many doors .of soclal oppormnity. "The performance of music-is nomny»
a soclal aet, creating music is profoundly soclal in its implications, and
this 1s one of the greatest arguments for teaching it at public expense.
in the schools. It cuts across social levels and brings unity to all

' 'bsoeial ‘classes. It gives chance for all peoples in all dégrees'of'labdr -
| to share in a common projeet. Performing should have as its alm to create
boﬁh‘the ability and the desire to expreas one's self msically'.”l

Surely the measure of the teacher of volce can'teli'be taken by the degree
of enthuslasm and the frequency with which the high sehool volce. classes
meet the demands made upon them for worthy music enterprises in the com-
munity. -

Since the advent of the radio, enabling even the most remote com-
munities to hear tha'-orld?g finest musle performed in unexselled: fashion
by only a turn of the dial, it has become inecreasingly hard to entertain:
the public with.the plain unadorned formal-concert, no matter how perfect
may be its presentation. On the other hand, the moving-picture has
brought to everyone everywhere the best in musical extravaganzes with:
elabomta atagins and costuming, shown in technleolor and with the ac-
coapanymg mslc perfornad by outstandlng artiata of the vorld.l This 7
haa not only mde the nstenins audieace hard to pleme bnt the students‘
themselves feel that musieal presentations 'ithout a slmma settins |

and the eham or costumes are not to be considered. .

1. Mursell, James.
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Host teachers agree that the average musical comedy that is within
'the histrionic ability of the young people has very little musieoi value.
Even 1r adequate ones can be round that would be only one form or ausi-.
oal presentatlon ann the senlor high school singers. must not be limited
_ or:worae.sti;l, gxg_g,ny over-emphasis on one type of performanoe¢_aﬁoy taaa i
oao the teaoher‘by-paas this objootlon and still have avallable all’ofiiho
volce.clgos bepertOire?"Hov,can a dozen different fypes,of songs bézgan
jected into an,éttfaotive setting and dressed for the stage so that'thoy
;111 hove eye-appeai as well as ear-ébpeal and thereby satisry_Both the
blase'liateher and the eye-mlndod performer. The answer calls for a bit
of shoumansbip on the part of the teacher, unllmited lmagznation, and

plenty.of hard work, and 1t 1s known as "unit bullding.®

:.'Brlefly; unlt,bullﬂlng 1s‘oréanizin5;var1ous fyoes of unrelatod .
sbags into a unir;ed'progran that has a central themo which can offer
opportunity for scenic erfects,fcostﬁming,»ond a’otoéﬁ which may be
corried»elthor by a narrator, or ‘by lineo,rrom tbevpebrormers 1rftho
“teacher 1s equal to the taskiof wrltlng'thea. It will allow chance for
pantomime, stage ootion,‘llghting'effecto, and other davioes"hloh will

“have both eye and ear appeal and will make the songs much more meaningful.

s an example of thls type of organization, the following unit 15
submltted as havlns been most auocessful from the standpoint of audlenco,
performer, and music in its pvesentation as a major spring vocal produo-
tlon by the volce classes of a class A high school inacityof a hundred

thousand inhabitants.



. V-LETTER |

_ In the spring of 1944, the United States was deeﬁ}i involved in °
World War II and evéryquy was thinking in terms of the waxf;‘ The idea
for the writing of this unit was inspired by the timeliness of the theme,
and the fact thai; every radlo program for weeks had been r@in&ing the
“'people to write fd‘th’e ’po'y'a ovexfséﬁs and for _aafe and apacdy‘- 'd;aliva?ry to
uaelﬁhe’madlnm of V-mail. kdded>tq this was the fact that many of the
girls in the senior high school misic classes were jubfre’sponding with'
: ofefééas men, some were engaged to be married to Aen about to be acti-
'vatedv for. ovérsega dixty’, and all were concerned with the idee of keeping
in contact with our boys wherever they might be, around the world. Under
the circnms'tarices 1t 18 obvious why this theme "cmld’-'appéal as an eppro-
priate vehicle to unify a group of unrelated repertolre m{mbe‘m‘ so that

‘they would appéql both to. audle_n'cq and performers.

" The whole objective of course vaab to .'gi've; a glamorous setting for
the music by providing plot, scenic effects, costumes, and stage action -
to vitaixze what otherwise would be a rofmai'doncert“progren >'As'this
phase has been i‘ully dlscusaed in prevlous pammpha, the specific
plan of the V-LETTER will be taken up at this point.

The Plan o |

‘ V-LETTER .'a‘t}» br_esumbly a iatter irltten by a Tucson, rkri»iqna, girl
- to her flance overseas. In it, béaldés ‘the romantic reminders 6r_twr_'_
affection interpolated throughout at mﬁmblg intervals, with 'proper

restraint, she brings him a picture of the thhigs_ that are going on at
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home 1n his absence, and the episodes of her dalily life as she triesg

- to carry on without him. As the letter is read by a narrator, at: cer-

taln points the curtain rises and the eplsodes about whlch she is telling

~ him come to 1ife on the stage and are carrled by pantamime, llnes, and

singing to a certaln climatic conclusion. The narrator theﬁlpioka up

the story and carries 1t on while éostunes.and scenery are'belngfchangad.

In addition, this unlt has a patriotlc prelude which creatas the right

atmosphere and leads naturally into the V—LETTER itself. It closes in;

the same vein wlth the singins and dancing of the Victory Polka intro-

duced in the postscrlpt of the letter.v

Prelude:

Scene I:

Scene II:

Scene III:

Scene IV:

The‘Scenes'

- An oleo scene, combining a march-routine with the song.

& Vietory Garden Scene, in the patlo of a Tucson home.

A house with French doors ‘opening onto a terrace, cherry

tree in full bloom, with flower-boxes and pots awalting

',planting._ Time, morning.

A Patlo Party ecene, arternoon of the next day. Sane
patio, but dressed for an afternoon sarden party wlth

quartette tables tov guests, punch bowl on the terrace.

A Jitterbug Wedding scene, the locale the same. The entire
‘wedding was the recounting of a dream and all 1lines of the

 -ceremony were chanted to the rhythn of the Jitterbug dance

as the entire wedding party kept swaying to the Jazzed

rhythm of the incldental music. (This was the,comedy re-

lief in the show.)

Same as the Prelude. Supposedly a street scene in the

town, sometlime later.
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Peraennel L

A view of the peaple involved includes the Advanced Girls Voice ﬁ!ass,
Beginning Glrls‘class, ﬁaya‘ Trio, Girls' Quartette, Girls'_rrioa A and
B, Fcur noloiatn, three Accompanlsts. The cﬁsa of pé@néipglp ea&%aaad

the following: . | B

The girk =~ . - - - The groom -~ .. . The flower girl

The hostess . .. - Best Man ' ¥ald of honor
 Miss New York . . . . Father of. the brlde Bridesmaids (six)

The bride . . The jilted lover The minister

. Program of Musiesl Selections
' EI‘erx Johnw coms ﬁmhxns Em.ooo-000.00.0.-000-000‘0AWO by seatt\

H "

Dearly Beloved..................................................Karn?_
4 , Scene I she nggg
Sweet 0! the Iear....;........................;.;..;;;...;...;.BeachuE
Bain.......................;..................................curran
.50met1mes When nght is ngh................................Pbillips.
0 !hat a Beautiful uorning (Oklahoma)........................Rodgera
- Scepe I She Plays
Over the Land ls Aprll...................................;...Charlan h
Take Joy Home.................................................Baaaett
Wlnd's 1in the South................;...............;;.........Seott
‘ Doing the Samba............................................Jorgenzen
aat wien..................;....;....;.;;........;...........Godomsky.
Wnat bo They Do 1n the Infantry..............................Loeaser‘

comlng Rm.-.....oo-o.-o.'ooo.-oooo.oo-ooooooooo.oooooo.o'lllmby



I Iﬂvo You Truly (lith GPOlD‘lQ.)-.ooo-o.oo.oaooo-nooooO‘ob-Doﬁum‘

Incidental -(cccldentnl) Wedding lMusic

lantlngIou.............................................,.....Ronber;

I Love Ion................'..'.;;.......'.'..’..'...;.”....\.'.‘.........romr
e ’-"'e}p L B

VIQtory Poln..‘..........Q‘.‘..‘.....;.....'..'...‘.....‘.......Swm‘

v 8va1uatlon of the Unit v
» The success of this unit as an adequate instrument for the utili- |
 zation of repertolre material, ccumends itself for having acsomplished
severﬁl specific results in the volce cliu program which dessrve spul;l
‘ ;entlon.-»-,it,ul 8 m:_luinupcean because it.presented on thu.yhélo ‘8
- very high type of music requix'_lng careful preparation and considerable
'abintyito perform, but uﬁnicyhﬁchmuld be of permanent N?_‘i‘tﬂi”f -
value‘.. Because of the nature of the produectiom, di:;ectln; from the
‘stage was inconsistent, and although it would have been perfectly pﬁcti-
cable to have dir-ected the ensembles rr-o- the pit, on this occasion tbeu '
large and amll ensembles were tralned with meticulous eara to the degree
of perfestion where they aang beautifully from agw position on the stage
_undirested. The stage management, handling of lights, properties and |
scenery were all taken care of by the students themselves without super-
vision. The teacher acted as narrator in this instance and was before
the curtaln carrying on the story and holding the audience during the
time ﬂie éurfgin was down. Since this had to work to the minute it was

a fine tribute to the ability of the students that they lived up to their
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responsibility by keeping the performance moving without a flaw.
Another victory for the ‘music educatlonprpgmnin the training of in-

dependent capable entities.

From the audlencc standpoint lt was’a success becauae it Ias . ‘
' satisfactory trom the standpolnt ot’ plot beautirul ror 1ts costnnle,-
scenlc and nusical efrects and interestlng becauze it was oontinutms, -
not havlng a singlo mumte's mlt betwoon eplsodes fron the first mu'tain

to the last.

- _'mq teacher was gratified by the results because the students de-
rived the desired educational results from 1ts production and had a -
‘wonderful time doing it. The audience was satisfied and the teacher
had her-theories of its efficacy proven. This unit can be duplicated
many times and 1n numerous weys by anyone who has the background and
imagination. We recommend .this type of device to those who are working

in this fleld.



CHAPTER IV
'PLORING THE PURROWS '

Earner in- mnu peges we . dlwwered the mlc admmr atandlm
upon the eminence mr«loomns tha virszn ao;u he was about to anltlvata,
~attempting to get the droad view of ‘his task, discovering the possibilil-
ties of the soll, and envisioning the ultimate harvest he hoped to
.r'eanze from his llabm;‘ -.'Bét‘ére m_'eal'tniee the ripened graln rippling
under the sunshine of public approbation, there is much to:be done in
the valley. . He must come dovn from his mllmophiml.'m_lm and grub
out the stumps of bad habits and then direct the plowing of the furrows
to receive the’ .acodp of vocal tmlrﬁns he hopes to plant. It is with |

the furrows we are concerned in th;s chapter.

B ‘Pmparirig the fleld’ f’orith‘n @ltlntlm'imolwh considerable work
. and' effor't.' It tma‘begn-agreed that there 1s much to be galned by: plow-
vi'ng the furmﬁ' together, but 1t ls" for the mun‘er-m‘m caught -the :
vision rrcm‘ higher ground to carry into the valley the plan for tha lay-
ing out of the field..

It has been prevloualy pointed out that g;g_ m_ __g ‘m_q motive of
a11 vocal teehniquea. If the harvest 13 to be "leamlns to live 1ife
luxuriantly® through the medlun of mnsle, then 1t must be from the musie

ltself that we romlata ‘the m for laylng out the t’leld and starting
1ts cultivation. |
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The high sechool student singing at hls plow must not be encumbered

" with the whole vision of the finished field. He is there because he
loves to sing and wants to do 1t better than his neighbor who is ploul\fxg
in the next fileld. . He is mteomemd either about how the field will
look at sunset or how the fields will mppear in the days to come after
“the sun and. rain of uamr ‘Ve.ftoi'ts.' heve contributed their bit to its grow-
ipg. He 18 turning the earth ng!,and having vonderful ti-n deing it,
singlng as he wvorks. So until mh a day as he too, will ‘be ready to
stand upon the heights and look bask, the tawher mast hold the plan in
mind always directing him 1nto the proper eﬂ‘orta. Then when his task

1s finished, the student can look back and see the design that he has
made as he m:; learned through the medium of music, the mnlns of l'ivins
life to the full. .

llth tm msic ln hand the rlrst ob:ectlva 13 to lay out the fleld
along the naes that '111 lend themlves best to mklng the mot cf thn
nuslc. It seems that there are abmt aeven naca or procedure 1n thcsc
first att:enpta to mke a be;inning m the acml techniques of aultivaung

the volce. Tnoee uven avenuea of appx‘oach are mnely. :

1.' Tone qmuty ' | 4. Intomtlon
2. Dietlon I 5.  Voeal tecrmiqua
3. Interpretaticn o . tasa technlque}

'f. Vocal appreczanon |

A brief discussion of each may be helpful in clarifying these avenues
of approach. - |
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Tone quality v
The development of tone quality in the singing volce refers

" to the smoothing, polishing and refining of its charactahlstlc
.timbre, as one would cut and polish a preﬁlcus stone until all

.of '1ts possibllities for beauty are brought out and glorified.

Unlike the preclous stone, however, the volce is not put on

the‘emery?theel, but instead, the source of vacal,béauty‘knpwn

I"..,.

as Pesbnance is tapped so that 1ts dullness 1s transformed SR
into a wormth and "aliveness" hithertb unheard. -

Then5 too, likg_the-precioué stone, Lt,masﬁ hévera uniform

béaﬁty in 511 parts:of it as the stone is cut uniformly on'all

sides, 80 that no matter in what range level you may hear 1t,

1t nlways uounds the same lovely quality and does not ehanga

color. This desired charaeterlstlc 15 known as "even scale,-~~_~~—~r
which brlefly stated means showing the seme quality throughout

the entire range. The technlquos ror the aehievlng of these

_ends llll be dlscuseed In later chapters. :
Diction o | -

Muslec is a language by whish we convey to others our thoushts,

reelinss, emotlons or experlences. The sons 15 the 1dea1 type
of muslc for such a purpose as 1t comb!nes words 'lth the music

whlch 1s fgr more adequate in the expression of definlte ideas.

 How very. important then that the enunciation of these words in
‘singing be as distinct as possible so that none of the signifi-

‘cance of the muslcal picture is lost{



Clarity of diction 1s not the whole answer, however, as we may
well know when we hear our hill-billy brothers sing. ’!’he:-e is
8 refi_gegegt of diction equally mportant to the beauty of the

song, and it is with these two elements, clarity M W

;that the study of diction is comemed.

3e Intefgréiagig "

4‘.‘

Briefly stated, interpretation is exbressing-tm;mm or senti-

ment of the song, or telling the musical storyA effectively. Its

'inpoxjtance, _ho-ever; 1s much greater than ‘appeai-a on the surface.
In réality interpretation puts the “hearf“‘intb the song. With-
A_out lt, or mthex' um poor lnterprebatloa, the wm‘le sisa!fi-
cance ‘of the mic may be lost.
"ilusi'c as we sée 1t upon the written page 1s a cold dead thias.
1’1d'ract, 1t 1s not music until it 1s’br¢aght to 11re'thruégh*

; the mdium of instruaents ox' vcxeea, und it is with the anim-

tlon of the mlcal score that interpmtation is conmrwd

The first requlremnt t‘or' an effective mterpretatlea is .

- thorough nmieratanding of the mocad, sentimt or story tm con-

poser»meant to convey. Then with numerous mterpretin daviees

»such as phr-aslng, dynanlc ‘and temo shading, tone eolormg and

style the slgnincame of tne words is erreeted

tonatio _
’Intdnation refers to the pitch of tones in singing, and is one

of the most important elements of a tone. It 1s the one

. characteristic which can either sugment or neutralize any other
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virtues the tone may have and 1t plays a ma Jor role in deter-

mining whether the attitude of the auﬂlencé'touard the song

vuill be one of perfect satlaractlon and repose or irritatlan

~ and discomrort. Pitch differences can. be 80 sllght that even:-

the matter of a vlbration or two ean spell the dlfrerence he-
tween the success and fgilure of a perfo:aance.‘ Surely this’

item of good tone production deserves a place in the blue-

- print of the voice class. -

‘Voéal Teggglgggh

It ls by means of vocal teohniquaa that the mualcal notes are

e

eonveyad to the listener. Techniques ln song are to the voca-

~ list what addltlon, snbtraotlon, multiplication and division

are to the mathematiclan. Hay we truly term them vocal DPO' ;

- cesses by means of which the aural expresslon of the notes is

accompllshed.

Aé there ére certaln mathematical prooesses=tha£ are hgees;aryv
to the solﬁtlpn of éeptain t&pes of problems, ﬁb tod are the |
deflnite'techniques (or the expresglon of certain ideas in
singlng neéesaary.: The singer 1s called upen to accomplish

the control of these vocal devices in order that he may draw

"upon them as they are needed. Interval skips, dlatonic and

chromatic scale passages, all types of bravura passages, porta-
mento, staccato, syncopation, appoglatura, acciacatura and

recitative are some'exahplés of such devices requirihg tech- -

" nique for performance.
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Techni v ‘
The terﬁ stage technique sounds like just "another one of fhase
things,” but in reality it is one of the most important of all
the "furrows." It means so much m§rc than appears at first
ieading, On paper it means acquiring tﬁe varlous items of con-
duct on the stage 8o that the.sihger iill not Qetbaet from the
song by offensive stage deportment. | |
Reaching much farther than this superficial objective 1t is the

specific approach to the beraonality quotient. It is the direct

" attack upon the problem of personality development and the art of

selling'tne misie. It 1s the mastery df this phase ef taevvbicc
class work which contributes most dlreﬁtly to the. develepuant

of poiae, se1r~aaaurance and a feellng of ease 1n the presence

of other people.  Fhat more important feature could be incluﬁed

in a study of this nature. »
Speclrlcally,Astase technique decls tifh entrances, exits, sing- ‘
ing position -on. the stage, attitude toward audlence and accompanist,

proper clothes and personallty projection.

v Appreclsti

Perhépa‘the word ”apﬁreclatlan“ is a mzsnongr for this phssevor
vocal education becauee appreclatiaa 13 an 1ntanglble reaction

to certain iapulses that have a pleaaurable errect upcn the anb-
ject. Houever, since vocal appreeiation is aequlred as a reanlt
of very concrete experiences and the techniques 1nvolvaﬂ 1n the

pursult of this plgaaurable reasction are very deflnite'gnd '
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tra‘ngllble, ve will use 1t to deulmte the 4pmtkseu of murlng
certaln hackgromd that lenda Itself' to the atlmlation of ap~
preciation._ ’ '
students usuany respond womerfuny am:l wlth a satiatactory
degree of appreciation to famiuar thlnsa 'rhe mic they love
: and remember- is the nmsic tbey imow the heut and l'mva 'orkad the
hardest to learn: and perrom eredltahly. Thus, 1r we would -
have as broad a tleld as poseible for their appreciatlon ama,”
the loglcal thlng to do 15 to !‘mnarlze then uth as many
dlfrerent tm.ugs pertamlng to the vocal nem aa posaible.

| In t:helr own perfomnoe they are ne«ceamny uliud by ime-
mturity, degree of tx'ainmg, and mrrow horlzons ot' lnterest.

| This fect leaves their own field of accomplishment comparatively
small with relatlon to the entim vocal field. 'mey are alao
conflned by thelr tmlnlng to & limited degree of difficulty in
- thelr own productions. However, there 1s much real sood to be
derived from hearing as much of the fine malc of the world per- '
_formed by outstanding artists as it 1s feasible to mtrodu@ |
along with thelr own performance of misical works. Though their
chier concern and pleasm will be in the things they do tham-
aelves " there is much to be gnmed in uelplng esmbuuh rlne
‘standards of aohlevenent by hearlng as mzch of the 'orld’a zreat
vocal msic and as many of ita artlntu as are within the realm

| of posibnlty. How rortumte is the teacher of today in navlns
.-the assutance of tha modern miraele, the mdio, uhinh makes it
posslble to bring the 'orlq's greatest music to the classes by
only the turn of a diel. '



Not alone for 1ts mesthetlc value, but for the sake 6? hack*A
:fground for the more erriclent performance within his own limlts
'ﬂof creativeness is this element a happy addltion to the equip-
i_ment,of theﬁslnger¢i Ignoranne of contributory elements is

".iffequehtij‘céﬁsé:fob elther frustration or eabﬁrréssment on the
',pait‘or;alalhger and if the volce class does nothlng else for

‘the student, cértéinly 1t»shbu1d tnvest him with confidenﬂe in
‘ hls own knovledge and abilities as they are measured in contrast
“-to hils reIIOIs. It follows then that appreciatlon and backgraund

ahould occupy an 1mportant place 1n the voice class . program.

. The material for this part of the class follows this pattern.
,}COmparlson of volcea vith instruments in 1mportance and effec~
"tiveness, ‘types or volces as to range and quality, vocal ensemhles,

vocal forms simple and complex, opera, oratorio and an introduc-

‘tlon to the world-famous singers.

. Upon this foundation the educator evo&ves a design for the muslc
education rield and points the dlrectlon for plowlng the furroms. Thevnext

concern 15 for the "plow."

- Ihe Voice, the Plow
The craftsman views the locale, studles his blue-prlnt and then turhs
to plck up his tools to start the edifice he envlslons in the architect's
plan. Unless he knows the toola of hls craft and how to use them, the
huiiding w11}~ncver be buntf The plcuman facing the rising sun of a_new

dey in music education, with the teacher beside hlm»to point the directlon
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of the furrows, mist still know the plow end how to use it before he éan
grasp ‘1t by. the handles and begin turzilng the first sod of hle vocal “train-

| To the average aanior high achool atmﬂ:t, the vowo is an nbatract :
intangible thlng whlch he cannot see nor toush and t!wretom finds hls v
efforts very ;elusivek. To !uu, : olu tmlnim is rather llka dmum with
the ocoult and to even .approach a measure of control or understanding W’f‘
quires a uttla of the mpcrmtuml. Yes, he !mﬁ learned vto play & pl@
or a uonn, but that 1s different. He eould get his hands on that and
see 1t and comprehend how lt works. m& 2 volce -- un . n 1s on the in-

side and that makes 1t tm 1mpnmblm

The ananr to thin nlsnnderatandmg that atudents nx'y o!'ten havc
re@rding the volce is to reduee it to the samc tems as the violm or ma.
pmm.‘ moum they sti1l cannot reach out and take 1t -m; thetr haads,‘

- they m see it nentally and uudcmmnd hol lt wom Then, uth ﬂmir reet
on soud gvound thcy wlll be etmnsod tm del‘aatists vmo are afmld to
tcmah tm "plov" to easer enthmiaauc appmntleas who lmov how to rea

ror it wlth their linda and make it work.

N m Voiee Instmmt ' ‘
In ttw veme aenlor high achool volee clasa ara to bo round studenta
‘who are somewhat aahamd to amg. Tbut it 1: aiaay to sing 1; x-epeatodly
told boys by am or tm athletes lho m no virtm ln any prmmanaa ex-
cept physloal superiorlty or by m or the hand boya vho think the only
tioket to manhood ls iaa\xed on thcir abnity to toot a hom. A atap in



" the right direetioartm,v is to mt'mt the. Mucm of the-miu :
: 1nstrumnt An canpnrim to the other instmtu. Such a mim
uybebasedonahouagmtmevaiumsmmt it iscapableof
dolns and on provim that no lnstmnt in the world can upnm itl
mrvelous acconpumtn. S RS L e

Ixmlyxing instmenta to aee mz laku then tmnoa, resnlta in
the dlscovery that an instments, thether strins, Ioodund, brau or |
, percueslon, have three pnrts » Namely:

1. Motor - which furnishes the power
.- Vibrator - M-kas the m~
"~ 3~ Resonator - thiah upurxec m m M
 glves it beauty -

For example, the bow of the vlonn is the motor, the strings the .
vibmtor, the box or the vloua acts as the resonator with the sound-.
post as tbe focuains agency for the vzbnticm. . In the pim. ﬂn moter
is the keys, the vibmtor the ntrlm, the resonator the bax, - wuh tha
lmmd-board behlnd thc atrinsa to pther and trananit the . viu‘t&m to

the r-est or the remtor.

In contmst wlth all other matrmatn m voiee hu nn mu thue |
pax'ts and one othex' that no lnatmnt oan dupneate. Mt part 15 t:he
_ articulator 'chat prodnees tlm m..-'» m;, then, ls tba one thing tbat k
f naku the voice tho supreme imtment. ‘!‘hcn, too, tha voim imtmt ’
1s the only mstmnent that has . "hmvt " In omer tords, it n dmmy
" connected with our feelings and mtions and um cen oxprou thel far

,‘ more ettectlvely than any lmstnmnt invenm by the hmd or men. The
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pleture of the volce 1mmt then 1s as !‘ollmfa: |
1. Notor - which furnishes power - the diaphragm
2. Vibrator -’_uhleh makes the tone - the vocal o}norkdav |
3. - Resonator - ihleh amplifies and eﬁriahea the tone - mvlmle
'_body, with hard. palata as the sound bmm, and swela}. em-
phasia on chest, muth and head oavitiea.
4. Articulator - which utters the words - nps, teeth, taﬁgué "

and hard palate.

,smp’nnea diagrams which are mimus physiological detatl, show the
manner 1n whlch thesa four par-ta runct:wn, s0 that students my sat a

nental pieture or what they Q__ and what ttmy do pot want in me m a!'

'the voice..,. : o ' : : Its Opamtion
S o Tbe notor starts, liftlng the
‘Flgure 1 .
R R "hmthupmdover.mn vlhrutor
- Correct " hard palate ‘ :
pos. board of - lhleh ad Justs ror Mrtam pitehes

o _ﬂ resonator
. S ‘ by subconsclous aont:ml. The ailr
,7 - ., artlculator

o e S P&mlnsthmmmmrdumms
1 vibrator the tone. If the thx-mt is open an in yawn-

o " E : ing, the tone will not be 1mﬂe&~lmt willl
| ! | rollov the course ‘shown by the m hitting

ffé‘{nﬁgik the wundboard (hard palate) thus thmung

_ . i the_ tone into the resonator. The ,a,rum\lator ‘
dtephregn moter.. pute the word in without hindering the func-

tions of the other parts, end thus by perfect
: ..'coordlmtzon of all tm parts tm tone pro-

T L ‘dnuadvnlbeamwm.
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The two faults most frequently found in untrained singers with
" their resultent ,:dlatortlon of the voice instrument are shown in ﬂms
two end three. o |

Throat Intsrremme
Fls. ) 2 B.bc .

Ir m mlla of t:m thmt con- -
. tract m an attempt to rome the
artic, . o :
‘tone up end out, the tone disappears

into the back cavities of the hesd

aml dma not hit the mmxdbourd.

-mm. m tom will sound pmclmd and

tzmt bescause it 1s squeezed, and

~dull because the resonator is not

> funetioning.

Pig. 3 | ) b Tongue Interference _
| e  If the tongue is tensed until

. 1t is thick and is reised too high
artiec. :

" in the back of the mouth as shown in
the diagram, the course of the tone
will again be altered and it will

not reach the soundboard. Though
thls type of tone 1s not as tight as

the previously deseribed one result-

ing from squeezed throat, it still is

dull beeanae it has not tapped the resonance cavities
or the body for ampllfioatien. A combinstion of ttwm
tvo faults can well be imagined.



In the 1ight of this simple analysis of the volce imtmmnt in

_ aot!on, the entire process of volce tralning my be reducaﬁ to two simple
general terms. Thcsc may serve to alter the pcrspective of me ntudents
g and give them comrete ideas on which to haae an lntclllzent apprmuh to

what seemed an abstmot thlng.

Generally, speakling, volce training is "dwelopmg. the four parts . v
of the volee instrument, and learning to coordinate thén_properly. so that they
support rather ti"mn,neutmuze each other."! A detailed analysis of how

 to accomplish these two objectives will be taken up in later chapters.



_ CHAPTER V
GULTIVATIHG THR FIELD

It 1is rlght and proper that first of ell in this diwummn of -
| ‘,class volce trainlug the phlloaophles mner-lylng the whole plan for

) the development of the student via vocal muslc be given their mnlns.

.. Bt there 1s nothing of any great imporfanua or. of very great muty

7{1n thie world that has uot been purchased at ‘the price or blood sweat
_:' and teara and a lovely slngmg volce 1s no emaptmn. It 15 well . |

omghtodmamdrms, but 1t takes_mmmmwmm |

dream come tme.

' 'Ihe artist cannot in the first rlnah of his enthusiasm over a aun-
"aet dip the bpusn into the paint and with a few deft strokes make 8.

| ‘faithrul reprodnctlon that may aham the sunset. 1m1r. Bei‘m he

_ i touches brush to oanvas, he ‘has bam.nd him conntleas twurs of tminlns
and pmctlc‘e through the painting.or many plotures, vmleh have taught
him the techniques of catching the beauty of the sunset and reprodusing
it in paints. He has spent days in the study of blending colors and
“hours in training his hand to the touch of the brush.

The mans; yearning to reproduce the beauties of the song mast
- first serve his apprenticeship lmb éaqulrlmg his "basic tralning" m '
the handung of these various parta of his volce 1mtmmt 80 they
will serve him adeqtmtely in blending the msical colors and mpro-

ducing the msical plcture : : -
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| Tneretobe, there is not any contradiction of the philosophies
previously se_t»fortt}: when der;nite; techniques are outimed for constant
" study and drill, but rather it is an acknowledgment of thelr soundness
~ to show how really formal learning can become a pleésure AT 1t be
properiy ﬁotIVnted bythe ‘mate itﬁélf. The" secret hovever, ues in

» the __;@_ and mg_x_; of lts preaentation.

_ There could narqiy be.a greater blow _tothsetjffeetivem_ég ofa
vocal music p_vdérah ‘than .Afovr-vjthe singer to.feel inadequate in the re-

k creation _or';' beautiful song that makes an appeal and tugs at-his heart
'ror expreasioﬁ. Nor oduld there be. .mm/ of a set-back to the eatahnah-
ment of confidence in ona s abllity than that of belng found lanting Ia

~ the art of appearins ‘before an audlence and pmlding a credltabh

perrormance. -

" Blographem tell us that om- beloved dlva, Ernestine Schumenn~

- Heink,-at the start of her vocal career as a mll 311-1 was put into the
hands of a vocal teacher 'ho took all of her music away from her and
kept the chlld sinsing nothlng but scales for two years before she was
given a song to amg.' !hat a traglc beginnhag for a amall girl with

a glorioua volce and a sonl for alnglns'

The day of _1e_ammg all of the answers first, before asking the
‘ qnesi:lons, is paat}._, In the light of modern educational philosophies we
plek \ip the muslic and from it come the questions. It is for volce class

procedures to furnish the answers as they arise. But Heaven forbid
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that the teacher lose the vision of the student-plowman with his.

' face toward the skles, singlng aa‘he works!

! 'rone Quality L o
Ir we are to plsae “flrat thin@ rimt" in thIs dlmnion of hm B
-to master the smns or correct vacal production, sm*ely the sub:&et
of developlng tone quauty v111 projact 1tse1f rirst lnto our thinkins.
It seems to be the romdution ot‘ the volce, the key-stone u;mn whleh
all of the other techniques lean and rm wt;lch they an radiat:e more
}ox' less as by—producta. Surely lt takea the amtns exeallenae of
good tone quauty to ;tmrantee a sln@era hearmg or :m othar funeuons
assoclated uth 1t and though we. cannot mpletely d!vom any one or
the seven proeeaaee t'ron thalr tmtaent as a whole, we ean hardly rail
to respect a certain pmeminence ln thia function tInt comnds aur ‘
first conaldemtlon.v Aa ‘the atudont mehos ror ‘the plow to tam this
rlrst furrow "tone quauty," r_hat are the handles ba llll lmve to take
hold of? )
I. Diaphmgu Breathins
A Its Inportaace L | o
As the excelleme ot‘ an aummblle ls mmred by the )

- excellence or its notorf,__so, too, ls vocal errieieucy
masured by the pmar and eoatrol of m uotor, ‘the |
dephrega.
‘mere are thm elmnta ol’ a tone - qmamty, mlzty
and mtomtlw :hmh are alwst whouy dependent upon

the oper-ation and control of the diaphragm, and as a
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" house 1s no more stable than its foundation, it follows

‘that no volece is better than the motor that is back of 1t.

Adventages of Diephragm Breathing |
Referring to the diagram on page forty, we find the dia-
phragm lylng underneath the reglon of the lungs. - It is

the large muacle Mm,u Jjust under the lungs and which -

“has 1its center of focus and sctivity in the soft area be-

tween the end of the breast-bone and the walst line where
the ribs brench right and left. (This must not be con-
fused with the abdomen which s below the waist). Por
all vocal purposes it acts as a bellows axpandms"aa' the
breath is taken, into the lungs, then ,eommctm and
squeezing the lower lungs forcing -the _allr-up and out over "
the vocal mrda in a 11fting movement which has lti ‘pivot
in the area az ﬂ'n poanz Just under the ri.ba. As this ls -

mwh lmr than the bmthing mtex’ tor ordlmry speech,

‘and a reversal of the common effort of upper chest breath-

lns, i1t might be well at this time to Justify the use of
the diapt;mp for singing ,1_9 the place of chest breathlng'.
Over a.period of many, many years of pmrlmunm' in
the fleld of volce produstion by vocal suthorities in en
effort to discover the most effectlve use of the volce,

the superiority nt_‘_thu diaphragm as the denter of pmcr‘_,

for the voloe was -ambnm on the basla of three im-
_lpox'tant advantagea. o
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‘1. The diaphragm muscle 18~mt:as.,bmdr down by its |
' attachment to bones as are the muscles of the,chcst, :
80 it 1s capable of much greater éxpansion » therefore,

much greater driving power than,are mev‘uheat_ muscles.

2. Because it 1s necessary to put all of the straln of
lifting the '_tom on the motor, leaving the throat area
unrestricted to permit the easy flow of the tone out
from the vibrator, it 1s a great advantage to have the
“powér—house“ of the volce as far from the throat |
region as posaibie, and thus effect the removal of all
“tension.

3. From the audlence standpoint it is more desirable as
it removes all sign of the singing effort out of range
of vision of the listener who focuses dttention-uéoa
the face of the alngexi. Thus, 1t becomes a contributing

factor in establishing a feeling of repose in the
- * listener by elliminating all appearances of effort from
the performance of the song.
C. Correct Breathing.

The art of correct diaphragm breathing is such a vital

rao_tqr in the development of the Baautlrul'slnslns §olce

1t must be viewed from every angle of usefulness. "As an
athlete learns early that much of success depends upon his

" twind! and the manner  of his breathlng"]; i1;1':!{51?1543:- likewise

1. Pitts, Gaml Marhoff. Voice C;gsg Method, pg. 8.



soon dlssovers that 1t 1s the solution of a great many

of his problems. Ain amlytﬁcgl look at ita'possibluties;

reveals that it embodies four necessary techniques that.

are all contributing factors to its usefulness m serving

: th@' singing volee. _

1. By the quantity of breath inhaled it escab'uaﬁea .

2. By the rate of speed with which breath is exhaled
it gives control.

3. By maintainance of a reserve supply it furnishes
W for tone.

4. By the process of keeping breath under the tone, it
provides gupport. -

With these four objectives 1n mind, the problem of how

to acquin them presents itself. PFipst t!mm»mﬁt be an -

undembending as -to how the motor operates to the accom-

.plishment of these ends, aml which part of it is eomitted

to thg-matary of each process.

Consider the upper part of the lungs, or the ‘clwat kreslon

as the reserve tank which must always hold the reserve

breath which gives .the tone foundation, only drawn upon

in em:'gency for unusually long phrases. To all intents

and purposes the chest remains quiet during'm singing

effort with just a comfortable amount of air aivays pre-

~ sent to keep the tone constant in richness from the be-

ginning to the end of it.
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'fhe lower part,l or diaphramatic reglon 18 the actlﬂty‘ _
“'part of the motor, or the real power-house of the voice.
.Thus, the breath seems to be used from the lower lumfa"

inatead of the upper lungs.  Finally: |

1. Ar 1s inhaled elear to the lower part of the lungs
by the process of expanding the diephragm misele 'nm
~ below the ribs, 1ike rllnnz an ‘inner tube that one
'can Imsma is around his walist.
2. With focus of attonticn upon the pivot-polnt of the
~ dlaphregm (the center of the front undcr the ribs) |
" the exhalation of air is started lvy a llttle stm
of the diephragnm at that 'polnt,' ‘followed by‘a abeady
11ft of the contracting dlaphregm muscle 8s it pﬁlh
up under the lungs in the squeezing pmceu '&ﬂvim
the air cut of the lungs and over the vibrator mkins .
the sound. |
3. This process of 1ifting tﬁe‘tcne’on the hmm-glﬁl
the tone support. = o
4. The ability to dribble out 1ittle or much breath as
: dealred glves cantrol. | |
ﬁ. Exercises’ to Develop Diaphmm Bmathlm
Exerci.se_ 1: Straight Breathing
Position: Chest comfortably full of air as for talking,
and passive through the breathing effort. -
Mouth open for all breathing exercises be-
" cause 1t 18 always open in bmtﬁing for

singing.
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It 1s -1aeA1n early stages of learning dia-
phragnm breathing to place one hand on t!m
chest to keep check on its passivity, and
the other on dlaphragm to suggest the move-

._mnt amvdi‘xfe'c’tion of.tne: nusélqé_ dnrin;
breataing proeeag. ‘Atter g degree erAakill

L is attained tms can be osltted fm the
| breathing poaition. )
. The Breathing Et‘fort
Push the breath ont cr the nouth romibly by e
sudden Jerk of the dlaphregm up untll the diaphragm
s iit‘t#d’aa-A high as it "canb-go. '(It;at gﬁop there
without exhausting the air in the chest) .
Then expand 'th_e diaphrags as far as possible out
' again sllowing the air to rush in and f111 the
lower lungs asainmady rop‘ the next exhalation.
This éofnpleteé one breath.
‘Repeat, mhaling on the count or 2 exhaung on 2,
lnhanng on 3 axhallns on 4, ete., untn the cwnt
has reached 10 and baak, thms._, L
1,2,3,4 5 6 7 8,9,10-10,9,8 7 6 o 4,3,2.1.
The count may be increased to 20, mn to 30, as
the muscles become used to the strain of the
exercise. -
In taking these fimt ateps in the mstery or cor=-
rect breathlns, a 'ord of yarning might not be out

of place. Watch cerefully to see that the chest is



as quiet aLs posaible axirmg this breathing, -
keeping the actlvlty entlrely in the dlaphmg-
matic reglion. o N 'A
If dizziness accompanies this exerclise, it is
either a sign that too ﬁ;‘ch"bréath'ls‘ being used
out of the reserve 'aﬁu";iplfy, and 1t must be checked
immediately, or 1t mey mean just a result ot_dn
" over supply of oxygen from such deep breathing to
/.ihich'the singer 1s imageustoﬁed. This latter
situation will soon adjust 1taelf normally as the
system becomes accustomed to 8 heavier%am ot -
oxygen, and will not cause any ‘trouble ‘whatsoever
_elther,to the volce or to the system in general.
Exerclise 2: Mmm for AttacK and Power Dev.
.. Position: Same as for Exercise 1, e:;:cept that tha
teeth are brought togamer as ror a masmg
- ‘sound. T ’ o
ittack:  With aharpstrokes of the diaphragm up, force
 the air:out aa»v'ioléntiy as possible in a
hissing sound between closed teeth.
’ éou‘ntlmi .f-dr this exercise begins with five
counts and increases to ten as the musclés
atrenstl{éti. One bmath to ‘each count very
short andﬂmrrﬂ, :

H,U.l
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Bffort:
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~ Repeat _gpout_ three times wilth slight pause
: botnan. ’ |

A varlntlon of this oxerciu, ané very rme

ror toatlng dmxopunt of attaeh and pouer,
is to have the atudent count instead. of

: nklas the msslns noiu.

mr_:_b_}_;m - for denlopmg control

me aane as for atacoato bmthlns, uth tha
toeth tagether. '

. ‘l‘ake tho bmth by dlaphmp expumlon, then

attaeh as gently as possible from the plm-

' ‘point of the dlaphragm, as this exerclse 1s

to develop control and the breath 1s to be

"~ dribbled om: tm-oum aloud teeth, as slowly‘

'asiticpouiblstoholﬁltm m&-

Ject 1sjto see how many seconds can be con-

‘sumed in completing the exhalation of one -
breath ¥ xithout emptylng the reserve in the.

: The resord for this exarclu is taken by count-
ing seconds. A rux-,. way to—mpnta uo_atrol

dally and over a period of time, 1s to repeat

' the'exercise about three times keeping count .

"of ‘the seconds, then strike and average for

‘the dey. Thus, score may be kept from dey to

day end month to mopth and & falr estimate of

pfogren made.



60,

' E. Su.ry of Dlaw anthlm | | _
" The general alm 18 to get the most power with Jth{!»‘loa:‘t
_ef}'orfg B T N oo
Speeific alms ape: control, endummc, mppem and
o 7 foundatten.
—
Exercisu ror their aacomumu
' 1.'. Stmlsht Breathing for mpport.
| 2 smccato Breathlns ror attuk ‘and povar dcvelop-
" menmt. T - R
"3, Dribbling for control and endurence.
These exersises should be very ca&fully practiced as often as.
possible dany until they beume well estabuahed, aad tm qmtlmd
with all vocal aatting—up exerauea ror 8. rev nlmtea nhm bcfo’re sinc-
ing, to insure deflnlte rcrnms of habits that mnll nke the buathin; an
sutomatic response.. llegleet of this phase of puat.m will rew,lt m a
very definite dggl_ine in o’chqr phases or..voibae pro_ductiop, as 80 many
other ﬁrt;casse;'_depgm first of all upon diaphragm support. However, .
let 1t be d;stlnctly'nnﬁprstpqﬁ’ that these first exercises are only for
the purpose of establishing the underlying prinelple of correct breathing
and as far as possible the perfection of the use and control of the
breath should be worked cut 1in the singing ormaoan (See conelusions
‘on pages ). There is nothing to be galned by separste treatment, and
much to be lost by 1t. I,t.:‘l: by the use of it in }the low themselves that
the artistry 1s achieved and not by the mamotomous pursuit.of bresthing
exercises d!.voi'@a_di from t':‘l}eﬂslnglng‘. | |
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Voice Plaeing

Ao

Purpoae or Volee Placlng

with a start nada in the teelmlque of cermt breathins,
the “mtor” all mamed up ready to start the volce 1n-_'
atrumnt J.nto aetion, the naxt-eomern is preparlns the
other perta or the mstrmen‘: to meive the tone as it la'
nfted up by tiw force of the diaphmgm, convert 1t inte
vox-da and send it out minromed by the reaomtor to carry
ita meaaage to the listaner. Thus rar, the roma or at-
tention has been on thc pomr-hmxae of m vciee and tbe
mmung or ﬂm “ruel" that opemtes it. me next si:e;:
13 to projact the vibrator, resomtor and artimletcw

into the amging proeesa, coordlmting thm perfectly and

"achieving the objectlvaa of sood tone nentimd pmiwa--

ly, viz., mm&&. end mm_ To acempnsh this

it requires a certain focus’ ot‘ the tone in a ocrtain place
in the instmnent, and that proceas 15 eaued “placiag the
voice.” ' ‘
It has been polnted out thet polishlng of' the ehameterla-
tic’ unhre or the voiae and mkins 1t smmd unlrcm
thx‘ou@mut the entlm mnge 15 developixm evan mle'
while lntenaitleation and eariehnent or the tom by the .
addition of snpplenentary vibratlom !‘m the various re-
sonatins eavlties of t:he body givcs lt resonance. Attack-

ing these pmblm throu@x the mdla of tha four parts of

“the volce instnment, the solution lles in the pmper-r
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funstioning of the parts. Mostly it means removing

an 1nterrerences to their noml opcration, l‘hich \un

result in errectlng the beauty of tone that is dasimd.

Vocal Position '

To produce the 1dea1 situation for the predactim of a

goodtom(aashminﬂsurel pasel'ﬂ)topemitthe

unobstructed paasase ‘of the tone from the vibrator to the

hard palate (sozmd-board of the volce), the various parts‘ .

of t!w lnstmnent mt be m tha rollovias positims

1.:

L_l_gg - fomr-d as i'ax' as poaslble and tumd

" out 1ike the edge of a _mmpat. This positiw

serves to help pull the tone away from the » ‘

ﬂ'u'oat and assiéts alad'i:i converting all of -

the breath into. tone uﬂzout 'aste.

Corners of m Bouth - . ontng eomimanv

. ) cloaex' together as theum they were trylns to

3.

- toueh.

g'm - lying as lal ln the amth ua miﬁz

with tho tip agamat the 1om~ mth m not

- ‘being um_dimtly in artiuulatlen , with the

v ..ﬁmcles relaxed ﬁntil it 13 es thin as posaible.

4.

.«M.. - mm open 1:: yamlng mltiea 80 as to
"pemlt unobstructed flow of the tone rron the

) vibrator to the mmd-board.
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‘5. ‘gg_'-vieose aﬁd‘fiexible always -drking rreeij
as it is neceaeary to open the mouth wlder the
.Vhigher the piteh beeouee.

6. Teeth - a8 rar apart as the enuneiatian of a

m pure vowel will allow. The wider the better.

Singing ln this poaitlon is ealled a "vertieal" etyle ag

:the mouth cavlty looks long and narrov, lips fomward and

the corners elose. Thle exaggerated style can be gradually
modified to a more normal mouth positlon>es the volce be-
comes prepehlyA"aet" 1n theleorreet biaeeeent, hut when-
ever 1t sounds e bit out of focus 1t can be quickly brought
back by again assnming this exaggerated poeltlon. It is,
however, imperatlve that these slnglng teehniquee all be

;reatly exaggerated ln the beglnnlns to even approaeh Y
correct handllng or them.

Attaeking the Tone N B

In any problel ot eoordlnation of mind and nueele it is
always best to begin by taklng one thlng et a tiue, fo-
euelng on it anﬂ -orkins 1t out 80 that it works well

alone, then developlng another, anﬂ flnally combinling them.

So far the motor has been e’xpiame'd and tuned up ready

for aetion°~the vibrntor (the vocal. eorda) lying in the

'larynx is ready to reeelve the alr that ls to be driven

across 1t to start 1t vibratlns, for as the vibrator is

regulated by subeonsclous eontrol, it 1s ready &s soon



aa slnser mm:a the plteh he mats- ané tha c%‘he? B
parts of tho volae mstmat are all m pmsltma ’ﬁe w
\eeive the tone as 1t comes from th£ vibrator. Everythiag
" 1s 1n reediness for the attack.

1. 'me ateaclf

a. breathe dzam@atimixy; ) | |

b. at the .m‘“ "ot-;@m}gtzm?am all of the
'eorrect poaitione of the muth and throat.

c. with a short sharp stroke of the ﬁiaphra@, '
e 'dm breath vigorously over the vihratw
and- stmism to me hard palate bemm ﬁso
t&eth. o

‘.‘d} “austain the tone by 8 ste&dy 11t on tm OE

‘ diaphm ai‘ter the f!rat sharp attaek stréke

2. Exerclses for the attmk | S

It 1s well to begin attack on a mtral syuable -

"(that 1s, without pmm) using the so&md”uh”,

" Which has a tendency to lower the back of the
'tozxue and keep: the mroat liée.

Exerelse 1: mn-al syllable

MM;

Continm until tha pmpex- eoox\dim- '
tion between d:aphmm and mﬁx

~position is obtalned.
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Exerclse 2: On piteh
[
-+ + 4+ S F 4
th uh uyvh vwh uh uh uh yh
1 2 3 4.1 2 3 4

?fogress up by half steps, but do not
carry this nncovergd’vowel very hmh
lest 1t slip back into the throat. From
middle C to G in the staff 1s enough
range for this inltlal exerclsé .on attack,
3. Precautionary Measures 7
In making a smooth clean-cut attack, watch for signs
of a click originating in the vthmat»xi'egim. ‘This is
caused by a sudden contmction_df the throat around the
tone and 1s known as ‘the "glottls stroke." It is in-
, correqt,and. is to be,z.avoided.- The pure attack should
be smooth with no sound of interference and hovsensatlons
exgépt at 'the center‘ of the diaphragm where the tone
Asfdrts. ‘ ‘ '
Beware, also, of a slovenly approach to the pitch. Hit
the piteh directly in the center with the first dlaphragm
impulse and do not slide into it. This very disagreeable
k praétice of rgé;igg for the tone and sliding into it is
known aé "scooping." Quite a cauon fault of untrained
or poorly trained éingers.« |
D. Handling the Vowels and Consonants.

l. Foreword



From the time the singer has mistered e reasonable degree. -
of accuméy in. tho use of khphuu’ breathing, and aequired
-a masomble mnt of efflieiency in nnking a clm—out ate
tack he beeont involved in adapting these wo tcehnlqms
to the hendling of all vowel and  consonant Mmtim BO -

that he 1s preparsd to sing any and a1l words without disturb-

ing the smooth flow of tones to their proper destimation on

the soundboard of the volece. . _

Let it be understood from thc tirst nmevar, that ennia&l

- for breathlng, attack, purification of vowel sounds, and all
of the others are practiced in W with the songa.

At first 1t 1s well to supplement the actual singing of songs
with concentrated practice on each vowel until he has learned
%o handle it x:;_;?ﬁéumfﬂ setting, but after having covered
the vowel sounds in concentrated prastice, future exercises for
pure diction and plasement. of tone must be taken right out of
the song on which he 1s working. The contlmued practice on

- separate vowsl aomds-rroi that une .on way be done ina ..
supcrfiolal way .as part of-the mlhlmry umng up mrohnw
to help mintaln these skills. ‘
Exercises for the handling of vowels muet be comprehensive
enough to demand ~the,,propor"rnp§t1mins of the motor, vibrator,
értl_eulgtgr and resonator. Up te this point, there has been

no apeciQI mention made o'f‘ the work of the articulator or re-.
aoaator, except as .their proper functioning is a part of volece )

placmg. However, it will be -houn on later .pages how thcu

*
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exerclses are over-lapping In their benefits toward

the tra‘lnlng and development of all ﬁmﬂm of the

voice.

Rffective Rxerotses for Volce Placing

"hs far as the atudents are oomcmad, thelir uinda

' ',should not be dlnttamd with thouﬁxts about "voiw

plasing.” That should be one of the subtleties
indulged 1in by the teacher aibm. To them, thme

exercises are mrely ror the purpm of brmsmg

out tho lovely quautlcs ot their mwml volces

and to rm the parts of their instrument eo rthoy

" ean use _tmﬁ 'normily to sing a song baautlrul'ly.

If any questions arise about the feel of certaln

tones in certain pitch levels as being in one place

and ‘other tones ln‘amt'ho:‘?plane, mn'm'm

my conside:- it the paychologiml aomnt ta gpeak

toohnioany of thls vory abstmct matter and 1t will
mean noaethxng; Otherwise the student unz have _

plenty on his mind if he maintains a perfect singing

position and gets the dlaphragm to functloning pro-

perly. If he moupnmaa those objectives the
vozca will placa ltaelr. The secret lles In freeing
me pnrts of the 1natr~mntn uo ’mey can function

norually and thone otmx- daslm reaults un rollm.
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Ordar nf Vowelr fe:- pvraotlce ﬂwuld be rm the
easlest to thae moat dlffleult;, and that pmeedm

mu}.ta in this oréar. o

lcag vmels - w, oh ah, 8, e, 1

ahort vowelu- uh, lh eh, aeh

Order or comonants depcnda matly on m m
nl’ the eingev. Ie is many b@st to vaoallza at
first ualng "n“ with an vorels as- the mul eon- |
eomnt pmnmmd in the front of tm mth ualatn

very mterxany m helping bring tae m forward

'.rronthethx-oat. N

‘Spacinc Exereiuea rer lent

Exercls«e 1. Attack on Smgle Tones

~

¥

d -,_ _?.-. . y _..'-‘;._-' —
. N S o L +

" Bxercise 2. Staccato Arpegglo

5 T -
9 e
+— r

- v l
HOO MO0 | MO0 : BOO==-=m=mmmm=
\’
’— 4 ¢ — —
- . ' r -9—‘
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Exercise 3. Staccato Arpegglo end Scale

I —
‘ Fjp T 17, —
i —— 77
e = 4 7 — ;
[ aml .
' .
Moo moo BOO MOO===—mmmemm—e——= -

o
’ Ld — — ) f 2 -
o uoo ----- ;-‘-----ﬁ'_.hoon'--nun-—wouoancnﬂuui

. Exercise 6. Octave Skips -
. ey Z__

1 G=

uOO mo m uoo ------- - o g

ALL exercises should progress from lowest to-
highest range by half steps and using all of
~the vowels in order previcusly named. Other
‘vocalises may be orlginated by the teacher if
they prove to be sound in their results. -
B. Special Treatment for Male Volees
1. Nesal Placement for male volces _
The nature of the male volce mekes it possible to use
what is termed "nasal placement" to give the upper

notes of the male volce cover, and relieve the strain



on the throat Ihleh nen's voieea freqnmtly nhal in
high reglstcr.' ‘nus mt not ln any way be eonfmd
with the tem "uasal qmnty" which is a diaagreeahlc
twang on the tone to be mlded. In mnty, it means
adding tne aasal msoaance to the tm hy m siwle
expedient of drcppins ttw soft palate down s ttma per-
mitting me tme to pasa thronah me nose as wen as
the mnth. The aoft palato ia tm Valn betnen the
mouth and the nose and can be um at wnl afur tm
feeling ef lts aontrol ia rzmlly aehicved by the slmr.
This placemnt seems to mt the ammdbaard or tm mh
volce in the nasal eavlty mstaad ot on the hard. palato,
as \thero is a definite senaation of vlbmtmn in ﬁie
nose, and 1r 11: 1s handled vm;h proper rlnesue solves
several problm for thae male slmr and adds m&x in
ease and effectivencss by. -
a. Taking the premre off of the throat
b. - Giving the tom adﬁed tar-lth and beauty
c. Bandllns mg tones without strain
2. Technique for Developins Kasal Placemnt
To all of the oﬁwr teehniquea used for place-r
- ment of wma’a-volwa, add the "hum" cfraet
" to every tone thus making 1t come out through
. _both the mouth and the nose. A tone then is

the usual tone plus the hum.
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Take a ‘good hum and then j_ast open the llps for ‘the
vowel without changing the position of anything in-
side the mouth, Just adding the vowel to hum
Exercise 2. Yaah Yaw (Gdapletely éasél) o

) 1 IF S
e

}éehé-yash;“- yaah--yaah-‘—ya"
yagh - - yash « =~ yanh--yaah—eym

This exercise must be exaggeré.téd as much as _maiblc
to get an entirclly nﬁsal' énplémat tm,f. Iiu LY Mlﬁ
,uonld do 1f he were ridlealing or msng m _;It
iia mtmnttouamm buthaamatmlm -
in getting the qf:u;l&at_ to feel the nnsal mzion ha
should have 1n all. of his tones. -After dotng 1t 1!1th
"yat" um:il he has xhe cowletely nasal mng, m go
to the other vowels: Just s’ m would 1in any et!m*
exercise. R |

o ‘Other Exerclses

The same exercises that will be helpful in placing

"~ the girls'volces will serve equally well with the boys',
with the a&ditidu of the humming effect in évﬁrything.
Instead of gmgmg and thinking an ordinary "moo" as
the girls do, let the boys lean alvays toward the "n"

‘with evé:y vowel , as though they were going to sing



"moon" and were antlcipating the "n" s dit. This
!‘eatm of handnng tho male volee ll m of m
‘hardest Mts of teach:ns the m&u chu mm hu.
and mceess is pummm only by the price ot "patxm
and eternal vlsnmt " ﬂnlm tha euchlr is deter-
mined, 1: un not be done. But it is well wm,m
‘effort, paying marvelous dividends on the investment
of time and patience. : |

III. Resonance

A.

Alréady meny referenceés have been made to that aﬁnn&ﬂrﬁuc
of ‘tone called resonence and 1t seems fitting at this joint
to clarify the meaning of the term and meke proper resogni-
tion of its importance with relation to good tone quallty.
Its plaée in tbe d.ﬂ"e}op-e:nt of good tone must not be mini-
mized. It is :heA elemnt,t.hat tmm thc mt b@nﬁy to

" the tone, glves 1t the sound of having been vitalized, and

glves the tone carrying quality. It is an element thet
mthér defles dcacripi:loii as 1t is r&tﬂar‘ tactusl than aural.
Kovever, for thc sake or clum::, 1t m he sald. w smnd
like a lli@lt nvo in m tme.r Ir Vimllm f'm tho
aural aemation it prodmes, n rcmnt taae emnd to
one ‘that lacks regmn« :voula glve mm»t» of an 1;preuieu
like the following:

" Hesonant =~ Non-resonant

e
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Here is whers the student sometimes gets a vm lmnn-
sion. He confuses this vitallzed tane with one that has

a definite wave and o he begins using the museles of his
throat and moving his Adem's apple up and down producing
an exaggerated false wobble which 1s called a trenclo,
and is very artificial and unpleasant. The roamu 1-
lustration will dltfannthta hm mmc anitrmlo:

Resonance =~ = . Tremolo

In ‘the fomr,tm pitch remains very definite b1l

- with only the amplification of its true vibratfons ac-

co-panymg 1t In the latter, the deviation above -aa
below tﬁe pltch level 18 so ;mmmmad i1t is hard to dls—-‘ '
tlmiﬁmmnitehofmtm !honaretetu-“

sonance 1ies in mwumunw

Source of. Resmnce Cen e _ (

If n cxanmc the x\emwr of the voioc we will
find th;e maln part.of 1t eomposed of & series ortbr«
dirtemnt oomrmm:a, the ehcat cauties, mouth, m A
hoad cavitiu, all eomuctod by tho t.ahe, the thront e.m
the‘,tglya, the soft palate in ﬂu_roof of tha mouth. When
the ,-v:oicc instmx;t, is haa:lloé }properly. doors connecting
these regoxiatim}g':huues open, permitting the tone to
vibrate in these rooms, thus gathering vibrations that



c.

reenforce and enrich the tone. The result of sdding

" resonance to the 'togé changes a weak colorless tone sent

up by the vibrator into a rieh misical one that has ring

and depth. |
_tht'xtl'splnvg:&é'eyply.intonm physiology of it, let |

us just say that the rioy of tone ir;to'ﬁzeéé ';aivitios' can

be controlled by the way the mouth, throat and tongue are

used. They can be connected or shut off at will and that

explains what we mean by placing the volce. It means

regulating the operation of these resonating cavities by

changing singing position inside the mouth or with the

l1ips. This eomoi gives us great color vai*latiéa in

uinglna, if and men it s mstered. In reality, mme!
is not de, it 13 rather a r»esult of havina pm the
proper Agituatbioa in the voi_ea mﬁmt the resonator may -
be free. to functlon and’project its vibrations into the
tone. Thus, 1t is not an ertificial mechanical effort but
resultg;xiail:u‘x-éliy faf'jc‘er rmvma ell mgef'»r‘gr.em»g ao ‘that
tﬁe réacmtér ot';ms" glorious instrument elén“wtwn
uomny. It must he mnbered ‘ﬁxaf: we are ’mt ereating .'

a pey instrument, but nerely fming me already rearmlly
and wanderrnlly mde. .

The Resonance Mixture =
If we are to drew at will upon the vibratlons of -

these various parts of the resonator, we must know what
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" the "recipe" 13', for a wélléhlumd,'m@mim m,
and what "mgmdlent" eaeh or mu renomtmg cenﬁem '
is capuble of projecting 1nto the - tcne. »

The chest - rumlm the depth the amn-
) like quallty of thn voua. o _
2. The mouth - furnishes the brilliance and dash
~of the tm | . o
3. The head and msal aavltian - givc the umth
’amd metm!se, the’ sympethans qunllty.

It mst be mderstood N hmmr, that no t-eme is per-
raet unlesn It m m or ull three typas. no mt:tcr ‘ﬁm
atrons one my ‘be- at uny om tim, ‘or how mk the omn,
meir pmportion dcpenﬁlng on ﬁw pltah of the tcm
B “An the pitch ascends, the chest resonance

. grows'less, the muth resonpance increases
and the head resonance pwdonlmf:ea. .Y
. the pitch descends, the opposite is true. L
. The mouth remmins, hmver, always the cen-
~ ter of the effort, the core of the voice,

' tut dependent upon the essisting resonators,

the chest and the head. This 1s what makes
' man different from, and nm the animel.

It makes language posslible, and through ﬂm

development orlla,ngxmzo thrmah cmtlem
. ‘ascs, slnzlns. ] ’

Hou are we to know m ﬁmt praportlon to m for
theao qunnties o!‘ t:om !hlch emanate fm the chest, mouth
and haud? 'mem mt be some gulde to tau us vhun a tone

is right. '_i.a_ our- senae Aqf..;mta is the ,xuir_c!‘n..tlm,t tells

1. Witherspoon, Herbert. Singing, pg. 3.



ua men 8 cake has the proper pmportlm of mmm \
Vingmdients, so, too, the mlaal w must be tha "mrt
of last rasort" m deoldmg whethar the tom h perfoet.
It 1t. 1a over-cmmd -m; w ane type 0!' rewmm,
can sense 1t. Fer owle, a tone with ‘too much Maﬂ _
quallty has a "hooty“ oosmd to it and Iwka ring; we aall
-1t a "whlte“ tone. If m mouth rescnance is too strms
‘the tone m e:m errm; of "yelling," md 1t m;m:lu tm
- ear as much as & too vivid red ntartlag ‘the eye; v_huo a
‘tone that 1s minus all but the heaviness of the chest re-
sonance 1s termed Mchesty” and Mecarse." It is then with
. the broper bimdms and- mmmomg of’-thme “Wants“ .
: that. we are cmum@d 1in the placing of the volce m the

o developmnt of "even scale.m

mmn«numwmmmumamm
tm;, but no mtion thus far of ms m the mmimior of
. the body plsya ln the mnctlon of mwmtxng, ma;m to ac-~
_,knovledse on prevlom pugu at thh wrk thn!: the mzo '
- _body 1a tm mmtor ot' the voloo. By wey ot explmuon,
lt hes bmu dutlnitely provod thnt the cntlm My vibwtaa
in synpath;y uth the umtm set up ln the thm Mntorn
v ot :'emm_m pmlomly dzmm, much as the entire bm
of the plam reacts to vibration, or the violin responds
in 1ts entirety. But analysis of its definite astion as

part of the resonator 1s beyond the abllity of this writer.
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However, the evidences of 1ts manifestations 1ike some
spiritusl phenomena, ecannot be ignored, bat like .
the spiritual phenomens, must for the present at least

be amccepted "on falth.®

Iv. Regxsters
ke Recognition of Regiatara in Sinslng ‘ ‘
4 discusalm ot' vome placlng, maoname and the even
scale would certainly be meonplete without reremme to .
"registeré ,% for no matter how the taacher would like to lc— |
o _nore their exlateace they are everpresent, presenting a problem
V""h‘to be grappled with, ‘and any attempt to deny their existence
is Just pla,yxng the oatrlch.‘,so to apmk. Bowever, -um
regardlng thelx- handlmg makes 1t advlmble to ignore the ia- i
sue untn it has aotuall.y appeared in tm volces of the e¢lass
and been di_acov‘ered. by;the sMents themselves. It 1s time
enough then to meke satisfying explanation and to offer the
éure for the impediments to the development of the even q@aie
which they present. o _ _ o »
To put the mntter simply, there -are thm levela of pitch
in the volce, and at the point where the larynx seems to make
'anAad_Justment to the next Vlevelt,'a little added 1ift 1s reqﬁire&
of the b'rea__;nvax.m a slight ad justment in the singing position
of the mouth so that this shift from one level to another 1s

made very smoothly and without notlceable change in the color
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of the tone. If this shift is not m"wmtly, there will
be what ia'counomly‘call&dza_”brmak” in the volce and after a
break, a muwauié change in color which, of course, resilts
in'a very uneven ucalg;- o

Students sometimes get a clearer understanding of the
meaning of registers and thalr effect on the tone, if they are
compared to the gears of a car. !hsy are familiar with the
low, middle and high gears that are necessary to put the -
mcmhery‘mtbvzts highest speed, and the effect it has on the
smooth running of the ear If the ah!fts"in%?diff&ﬂhﬁ gears
are not made smoothly, mnmiag in the Jerking of the ear.

‘The volee, operating on a slmilar principle goes through its
thi»c;e gears to attain its h&ghés’t'fp&teh level, and unless the
,smi‘tis'—arie made correctly the flow of tone will be unpleasantly
lntérrupted by a voeal “Jerk’ or 1bv¢ak."

To the qﬁeétloh“dhy}db we have:these bruékm,“}we refer back
to the discussion of resonance and attribute the need for these
different 1eve1'a“of tone and their resultant adjustment of the
larynx, breathing effort and singlng positlon to the fact that
it is heagssary to malntain the proper resonance mixture'j
that these adjustments be made, partially shutting off one re-
sonating reglon while opening and reaching for vibrations in
another. ' S8ince the smooth negotiating of registers results in -

even scale, and-because breaks 1n the volce are always more
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to the next, because as vocal cords thm and. get closer

together, it takes more 1ift to get breath between them.

Likewise, to accommodate this adjustment the tone has to be

brought a little farther forward in the mouth as the pitch

rises. The secret lies in making this shift of the tone for-

ward gradually rather than abruptly, with added 1ift of the

diaphragm and changes in singing position of the mouth and

lips. The following procedures have been found very helpful

in accomplishing this objective.

1.

2.

Start in low reglater in what we call "speaking

- volce placement.” MNo unusual mouth position, and
~ throat moderately relaxed from the position of
yawning in which 1t 1s held for higher levels.

-In ascending the_ scale, as the first breaking
 point approaches, give adequate diaphragm support -

‘to 11ft the tone easlly to higher levels end |
. gradually pull the 1lips into the singing position
-and open the throat wider as previously described,

- until the tone has slipped into the second area of

3.

pitch.

Pollowing the tone with the 1ips until the most

pronounced forward vocal position is attalned, the

, uppaf ‘head tone level will be reached easlly and

naturelly. ailways remember, however, that the

mouth opens wider with every ascending tone. .
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pronounced. in vocalists who have over-emphasized one type of
' \

resonance and.placement we beiieva the above theory to ha the

Teason roh reglsters. .

Locating the Breaks -
Breaks are observable ln each voice at & point commen-
surate with the range of tm yolce, dzﬁxmmfm mynry

with different individusls. Approximately the first break

in high volces comes somewhere in the vieinity of first 1ine

"em 1n tre’ble clef, and .again near third line "b" ihmttw
tone changes more to head voiece. qmlgty; i In 1@’%&&; these
breaks will abpmn-umélly two or thiee -tones lower'inm both
instunces. :However, even those of same range differ with the
individual as to the exast pitch of the break. It ls very

evident that these breaks occur much more noticeably in low

volces which have over-emphasized chest and mouth resonance

and placed the tones far back.1in their mouths to get 1t, then
the voices of the.high singers who have,by virtue of the fact
that they lmd to find a forward plm:zt to sing high at ail, _
leaned toward. upper pitch levels. ‘
Blending Reglstérs

- In premrlbing any kind of corrective exercises, the basls
for choice 1s always to find th«a exercises that will meke 1t .
mgges;ble to do the thim that musa t}m d:ifﬂculty.v Iﬁ this
instanee we lmve 80" !'ar estabnahed the ﬂwwy that ttm‘e is

need for apeclal 1ift of: bw}aﬂ).m bridging from one piteh level
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- 4e In descendlns'pabsaspa; do just the aﬁpouita,-
;cavaring wall lith ths Iips on hxgh 1&?&1&, au& \

L :'gmdually nelaxing mzo spaakms velee plmwsut
“aa the lowest breaking palnt approaches.

6. It is sometimes helpful to go into nassl place~
ment for the last level in a descending scale
'pasaase by droppins the aoft polnte in the ruof
of the nouth as 1a done for maal emmnba. 'fhnt
will always serve to essure a nnooth blendlns and
Qan-be used very niealy-esp&cially by contraltas.

6. Ais & paintcr blends colers by stroklns with his

- A'bmsh rrom one: to the otmr hack and rox'th, w. :

too,” the vosalist can ‘blend tone solora vy mins
scales’ rreely, running from hish to low, then re-
_wfversing the prooeas carrying the quallties of one
:_level dorn 1nto the other and aixing them somevhat
‘:utn those or tm other, then mnnlns the solor of
| the lower lavel up until 5uth are so niecly blended that
 the1r limits are lost in the smoothness of an even

. geale.

D. Exercisss for the Blending of Reglsters -

Exercise 1. ~ . “blnjor gealev .
S=¢ =
- & v ', & I
T
. U o wn % b o ot O S o PR

(alternate all syllables)
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resonance and a11 ’che mat. Again, it mt be nmaxm
that the beneun-ught wmm the lay m all mm mmmma
13 tirst ol‘ all "m song.” |
'rha teacher, eomcioua mr of tm pmper umg m tit m
| cur-rant intomntn or tm elau, my nlco ba aqtmny aum‘be m
cholce of aons mt;erlnl to develoy tbe studuwta ot zm olma
_' lalong the lmes that mu mk.aat at the mnt, 80 tlmt sll
_ 'phasea of tha developnent of tm qmuty my be kapt cmina
| alons neck and nael: wim an of tho othm' mmmu so thnt
alwaya a rim balnm u mintamed ln m taahazml m'omn
of the vocallata.. Eo' aluple 1t 1., 1: thc tnuchar haa«a
reasonable degm of alertneas ln thue mt’cers. w atmom L
baon; that 13 mny dmmms on: bmath Wz, 11‘ the die-
.‘ phramtle bmthlnc m huins, or hm ndrolt to mlwt a
song full of mla pamges fm- a aiass that is. shmim rether
Nlndlfterent hannlins of reslntars' and how subtle to lumrana
‘the studenta with a naed far remm hw conrrmuas m
"uth a uleetion t!mt hns lana mmmm w:-aaea. mln n- --

reitemte "maie 1- m mtive.

- chtion
| The pmem&name or m- voica xnntmmt as a mdlwn of
éxprggsion »13 amuaatmnod becam o!'~ita~ uhn!ty to . em:mlata
words. That sbllity intensifies a thousandfold the effective-
ness ot’ the lmtmmnt 1u econveying tmu@ta, zdm or sentl-

ment_s s Or in teluna a mical story, thereby uklng it superior
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‘ to an mn-nade 1nstrumntu. _

It haa bcan atnted that lo’lely m-mlity is mly m
foundatlon or the voi&e bownm lt takca the comnﬂlus exeel—
lence of good tone-quality to mmm:ee a sincere hearing of
the other t‘unctlans. ’ro thu atamt we mmuy aubmriha;
But surely second only m lnpamm t.o the huuti!’ul quauty
or a voice ls beautlrul dietion. It ulmt be tittmg to say
that the tone-quality is tho "sctung,“ t:he dletlon ﬁm heauti.-n
ful "gem" 1t holda, each lendlng elega!wa to the omr. '_ i

i 'rhere 15 mny a peroon in avery mdlenoe mo is not a eon~
noiaaeur ot‘ gm of thlu typc, and 'lho 13 imamble o!‘ W
eritlcal analysis or its dctan Mt even m can ap;mmiate its
gharp deuneatlon nnd the sparklc that eoues In:h m elomt
of "clerlt}.“ On tbe ot!mr hand, the vocnliut mt nlw bow to
the aoathete iho 13 capnblo of amlatm; thc Ioat nimta da-
tau and he- mat be mre thut hla ma ot diotion Inl hoar t’hﬂ -
mat expert mmuny.' It m then 'lth tmme two clenntn v
ush to deal 1n tho develamant ot d}.otlon » ulariv vmich mmn-
tees complete understandmg of ﬂ:m vords, and mtlzmnt 04'

. dietion 'hieh adda beauty and eham to the siugln;
. A. The Articulator I

Upon thn artionlator or thc voice t‘alla tlm maponul-

bllity ror the devolopmnt of porfcct dlction. It 1s
campcaed of lips, taeth tongue am m:'d palate, and |

_the Opemtlon of mue taur parts uthout 1m1ns the



nmtimarmomrmﬂsotmwia mm

. mhniqm thﬂ. chiu our lmtou

B.

. Geneml Tendoncles in Lrtlcnutxoa

Atmewmtztmﬁmtwmmzscbhh

speak nomny nll mm nMu bé sﬁa to mtc

nn ror uming.- Bat- even the Mvt‘ most. e(’ u :
Aneriouus uould ymtxt mtly w slufifiuﬁim and re-
rimt, ‘and since speech on pltah is tur wmore demand-

ing, it 1s evident that there is mxdmblp room for

ilprovmnt 1:: even m best ef uu SR

' The ‘general me zn the miuhttm M

~speech 15 a :Imnliness m prmncm Mt by an iu-
‘ diffarent use of the Iips am tm mm mlts in
' zndistmot promuutxm. u-o, thera u 'Y M mxm

*otthavmlammmtmmlehnryormmih

tma opporttmltie: for heanty that are ponible in the
hngmp thuc two’ ruults mt be mem. By an
'ommmted use ’ ot‘ the m:cnlator for a n-i ’ m&k

emect mm:. are t‘orhd -and an mrauumg of m

handung or vmls and consonants established, ‘these

o tcndcncios tcnrd mr diotion ean bc ollﬂmtad It is

alao to be notcd tmt ;ood dietion adds mﬂy to’ the
beauworthe tone. Mamlapmedcomctly .

it very: ottnn opcna msmt!na cavities to the tone that



otherwise would not have been used in its produstion,
thus adding more resonance with its proportionate

beauty.

C. The Principle of Articulation -

D.

o ‘A«'.mnca'l pioture might be helpful in guiding the
student in'his first lessoms in diction. If the arti-
culator iis to be operated mentally as we have suggested
serm‘,f his process-pattern will be of great benefit in
taking the first steps to perfect dictlon. -

S Tat}cev the student with you in imagination to the
bank of a small stream where, as it ripples by, he tosses
pebbles into 1t. The pebbles make a splash for an instant
and” then are gone while the stream moves stead1ly on,
never halting in its steady flow , only broken on the
surface for & moment. Singing a phrase ‘o!' a. song ahwld
be just like that. The pebbles are the words that must
be tossed into the stream of .tone' mking tﬁelr 1ittle
individual Msplash™ which varies the color of the tome
for & moment but does not break it. This is the principle
of singing smooth phrases. If he can bulld his artiecula-
tion on this principle the result will be highly satisfy-
ing. ' |
Treatment of cht;on in the Song

| '.ﬂ.cknowledging again that the song ls the _notiie for

the learning of all techniques in the vocal fleld, let
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us see how the song can be utilized in this respect.
Usingithebaent§nces of the song, have the ﬁﬁuﬂenta sing
lfhem inithélb ﬁ;turgl unﬁuhéoled‘uny.g By d?mnnstrating
the d'xt"t"e}er'»c'; the em&itiéa and laxities of their
diction can be easily poxnted out to them and then the
time ls rlpe to tell thﬂm how to ecrrect thelr buﬂ
’Hraults of articulation. After the idess of proper dic~
tion have been promulgated, then they may be reduced to
a specirlc gglg_whlch mny be appllaﬁ to future sonss
After these techgiques have been introduced in this lay,.
concentrated practice on each individual device may ac-
company ﬁhe dally setting-up exerclses so that a degree
of proficiency 1n each may be acquired. However, the
greater portion of the diction mist be teken from the
songs with which they are currohtlf involved, so that
the pursult of good diction may be made meaningful.
Using the first phrases of the song “Amerlaan |
Prayer' as a bnsla the following procedure may be tol-

lowed in formulating beneficlal dictlon exercises:
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[AMBRICAN PRAYER

A
7T 1 d k
0 Father The art in tieaven

—— —

N

-

-Thou who hast giv-en us = birth  Lend us Thy flaming: -

N . . SR
T | 7 =

sword O  lord to - flght Thy battle  on  earth.

" 1. Vocslize each sentence separately on sus-
talned tones ;g__m_gmze has t.of,a;?ev sung |

| 11‘1' the sbng, hagx_mmm one tone lw.ar-and
proceeding by half steps to one tone higher

then the Bong requires. Using the first

sentence in the song, 1t would he sung in

thl 8 'ﬁmrc

1
'Pa-- ther who art in Heaven
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'B. Technique of Handling Vowels and Consonants

"Vowels are the pretty sounds, consonants the pecegsar

sounds in singing." Based on this assumption we proseed

to evolve the following guldes to their use.

1. 411 vowels must be sung with the teeth ss far apart
as they can be held snd st1ll keep the vowel pure.’
(the ear shsll be the judge) This requires an adJjust-
ment of the mouth to fit the pitch. Ascending in
pitch the mouth opens wider with each tone, and kaa-

-eending, the mouth closes & bit closer Ii‘éﬁbﬁ each ‘tone.
This adjustment keeps the vowel uniform throughout the
entire range. . ' |

2. ‘To mssure richness end depth to the tone, 1ips must be
kept”fo’mrd‘nu to obtaln focus. - The only éiupﬂon
is in ld’qest register when the tone lapses lnto speak-
ing volice placement and very higheat reglster Mro 1ips
have to be drawn back away from the teeth to relleve
‘tension. ’

3. In singing words, strike right at the heart of the vowels,
giving as 1ittle emphasis to the consonants as possible
because they are ot pretty sounds. |

~F. Some S.Iple‘ Rniqa of vm.étion.

1. A1l "r's" are rolled whether they be initial, in the
lddle,, or on the end of a word. |
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Row row your boat
- Lord our Great Redeemer
Ring, Roll, Rumble
,The,merry,rat.ran Yround
- Merrlly, merrily, greet the morn
' Chceriiy, cheerily, aound the horn
_ “Our flag unfurled around the world
‘“'Slng all exercises on sustalned ‘tones progressing by |
halfﬁstepsifrom lowest to highest range of the class.
2. To finish final consonants on words, add.thevvouél sound
"a as lightly as posaible.' This makes the difference
between ggx;gg and singing the consonants. (The only
exception 1s when the consonant 1s followed in the sen=.
tence by a word beginning with a vowel.) |
| ercise
- Round and-a-round—a-the.rins-a
- Come along-a-home-a
Song~-a- the out- a-pouring of- a=-the splrit-a
'Past-a- falls- a-the even-a- tlde-a., v |

_g,ggggrate like-con ts, put the sound or "a" betveen.

(Ex. two nEist, two "r'-" two "th's“ etc )
Exemigg B |
_Wlth-a-thisé a-ébueé-a-sweet- a-rest- a
Who 1s?a¥Sylv1a? |

And-a~dled =~ a- to save us -g-g80rrow.
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4. RWW&: hold the yowels, not theb.cqﬁ;aonavnta..
"Come home," sustalned, should be - Co-o-o-o-me ﬂo-o-o-.-o-ﬁu
not - Com-m-m-me Hom-m-n-lé
"Amen," sustained should be - "A'm-e-év-e-'-e-c‘s-én‘;
' e ""not - M-n-'n-n-n-n;n#h L
5. All "er's" should -be sung 1tke "uhr'a.n ‘
‘Eternally ----1a----e-tunr-m11y |
Brother, father, slster--is--bmthuhr S fath-uhr; ’ ais»tuhr
th bothex' about the weather—-wm both-uhr about the
o ' | " weath-uhr
‘Over and over forever----o-vuhr and o-vuhr forev-uhr
6. " o the ends of words 1s- sung 11ke e with the lips
‘ foward.
_Bxerciges = B
Holy, holy, holy--1s--ho-lee, ho-lee, ho-lee

Gently softly dainty maid--gent-lee, soft-lee, daint-ee maid

A splendm conectlon of aupplementary exercises for turt!mr
practlce on the use ot consonants is 8 work aalled "BUPERDICTIOR "
- by Louis Grave_ux-e, a. _Schimr Ed1tlon. Thte_writer,krccqmends

this very highly to supplement the omexf, ,susges‘ted exercises.



A final word in the development of clear and beautiful dietion by
the adroit handling of vowels and consonants leads to a word of warning .
in dealing with these umsual deviees for pronouneina words.

P i

Hay it be underutood first and last that gggggglggg__and _zgggga
£zgm,g£fec§gtigg are the key-words of satisfyins dlction to the llstener.
Utilizing these unusual devices for the clarlfieation end rerlnement of
enunciation requires a rinesse that must not be underestimated. It de-
mands & deueacy of treatment that belles the methods used, and gives the | |
appearance of perfect eane and naturalnesa even though they be obtalned
by artlficlal means. Althoush the students neceaeerlly have to so through
a stage or exaggeratlon in thn beginnlng to approach a handling of these
subtleties, 1t 1s for the teacher to maintain the balance between the
natural and the artificial, and temper the use of these devices with

reason and common sense,

Finally, may 1t be sald that 'hen the 39&1 of clear and lovely die-
tlon has been achieved the young singers may reel that they have added
another beautiful gem to the diadem of a fine singing voice.

Intonation
The development of good lntouatlon orvpitch in singing soes hnnd in
_hand with every funetion of correct singlng and 1n ;reater part depende

for 1ts excellence upon the proper uee of the Varioua parts of the voiee.

:The voioe is a very aensitive lnstrument. It is eaelly devieted from

'true piteh by the slightest ualadjnatnent of any of 1ta parts. Kaw ex~

tremely important then to the plteh aeeuraey is tha proper runetlonins
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of all the parts of tbevome, and 1t can be tmthfuiiyva.@éid‘ﬁz!ﬁt most

65&@ "b‘ad 1ntonﬁt1<m h{ singing can be trased to faulty tone produc.tlon'.

The other cause of bad lntomtion .’m a faulty maleal ear wmm nmlts

from a nervous darcct, and thlch, bemao it is ommc cannot be com-

pletely corrected. Hovnver, there are mpamtlvelyvre' mple

reach the genlor high nchool age, who have not dimmered this phywieal

deficlency and reallzad the rutnity of pursulns a singing career. It

i is seldom trmt«the senior high school ~toachar of tm volce claus has '
.tone deafness to contend with, although there are avidems or a need

" for more dlscrlninatlve 11atening. ‘But most of the plteh d1rr1eu1t1e-

are the result ot‘ 1mproperly produccd tonu.

Intonation 1s something so vital to.the singer that 1t should sel-
dom be isolated and treated as & separate problem, but students and
teacher must always have a consclousness of it in eonnection wim every
- tone sung, and constantly.strive to discover the source of any bad in- j

tonation that appears, and correct 1t before 1t becomes an established _
fault.

There are two degrees of pitch deviation in singing. The proéoumad
type ttmt varies from a. half. toue to an even greater desmo which is very
vw to detect aumlly. and the second type which varles only a few vi-
_hmtlon_s from the true -pitoh. m la_tter__is_ really rather felt then heard,
' producing an uncomfortable feellng in the nﬁtamr and frequently a -
tishtanms of hies throat muscles as they react -to the impulse to try to
halp ‘the singer back cnto the plmb. - This type of bad lntamuon h mmh

e e e o



'more frequent 1ln the voice class because the vocal processes are not

settled,i’

The kinds of plteh deviation are of eourse flatting, or ainging
vyng_:,the pitch, and sharpins or sinsins gggg_ the plteh. Flatting 1:
caused usually bcoause the overtones are lnadequate to the fundanental
“tone of the mouth, while sharping is the reverse, the avertones tee
strong for the fundamental tone ’ In ainple language lt means- underu
slng;ng or. over-slnglng the tone iv S '~,4, 5'~f “'-“_f~%fifu

The beet treatment for faulty pitch ia preVentlve treataeat. ‘iﬁ
other words, never let 1t occur in the rirst plaee. Uaually 1t means
rine dlaphragmatie support for the tones anﬁ a well-tucuseed nouth paai-
tion combined ulth a clean-cut attaek rlght at the heart of the plteh
| without the abominable habit of alidiag lnto It, kuoun as’ "Bcoeplﬁﬁu
It there is evldenee ‘of - tlattlng, then more 1ift on the diaphragn aad '
more focus with the lips will probably overeome it. If tha tendeney 18
to sharp, a restralnt~1n diaphragmatie attaek end a little more relaxed

,positlon of the mouth and a softer tone for athlle '111 nsually hnnﬂle
this dlfficulty. -

: Ear tralning to develop a very sensltive aural ‘percepticn goes ‘hand

1n hand wlth the efforts of tone produetion to develop in the stuﬁent an
alertnees to any. variance fram plteh.. That doea not neeessarily mean

always separate ear: tralning exerelsea, bat rather a ganeral practiee or
making - perrection in pitch aoeuracy 1n evevythlng the stndents sing o

ramount. It 1s rather a develoynent or “piteh-eonselouaneas" in,all
pa
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C. A Cappella Singing

Many an ensemble has leaned torAaupport on an amny!fngw :
instrument and by so doing has covered up poor tome lxmlity,
indifferent blending and very faulty intonation. There can
hardly be a finer test of _A_LL the elements that constitute
good singing, than to require unsccompanied singing. Even

. though the song eallb for an accompaniment, it is advisable

© to sing 1t frequently unaccompenied so that all of the beautles
of the volces and the balance and blending of the ensemble ﬁy'
stand out absolutely unsupported in aecuracy of mﬁee, tempo
and pitch. It 1s then that the real essence of the vosal pro- .
duet ecan be evalxiated, -If end when the ensemble achieves a
smooth, accurate, balanced, bleh&ed rendition of the mic s 1t
naturally follcn that when the color of thc aeconpawlng in-

f'scruaent 13 added tne resnlt w111 be hlghly satiafying from

: every, standpoint. The urlter, houver, wishes to go on reaord
as being derlnltely Oppom to a eappella singms exelggive;x
‘beneving that there 15 great virtue m both accompanled and
‘unaecompanled slnging, the accommnylng instmment lemdlng color

x‘ather than suppcrt for the volces.

.Interpretation
- It has been suggested that the student-plowmn as he plows
the furrows tdgéthéx; with his fellows, mt have & besie knowledge at |
least, of his volce--the plow--before he can sccomplish much in the field,

and that he be gulded by the wise teacher to lay out the furrows in the



design that will make the fleld pnp{iuce the beat. We go a step fgrthcr
~ now to say i:ha,t_ ghe must not vget 80 involved .in the ."plow" that he forgets
ﬁ;af 1t is only an instrument for the accomplishment of the ultimate har-
v.est._‘_ Hot only should the embryonic slnger "sing what he reels",,.a‘s we |
‘have previously stated,. "but he must also feel what he ,slngnf'?'} fi‘echnl_-»
que 1a_§n1y a part’ of the education of the singer even though it 1s an
i.nportant part. It ms_;t go hand in l-'hnd,_ut_h‘ the _lmzllmtlvon'.“uth the
recreative power, the interpretive power, the sense of expression from
'the very. first. :And the mqre"t'xe trl_es to dovelop the sense of the 1deal.
of §olor_ gmd, exprgss;on,,Iith the ear as the unra_l»llng zuidp._mm .
more acute y‘;th.‘p:aetl_ce and ‘experl_ancg ’ ,_t}tze;_bﬁtgr nnd:mro,, lasting will
ﬁe the develop’ment o_f} the. teahn;que,'?gror',techniqne and axpmnsnm are.
indeed inseparable.
"The attitude with which i’gi'oiap of stuﬁeﬁté dpprozaeh:li’.he' R
. singing of a song is all-important and has & determining .
- effect upon the educative value of the experience. Thus.
-, we_should seek and find the means for bui%gl_ng gp»tbp ,
emotional background of the songs we use. :

* "The singlng of songs should be made above everything else
~ a means or emotional expex-lence expmsion and mleam.

. Does this mean then, that a. student has to 232}. the pam of lmu
_to expreas love, and dceu he have to sufrer daath to alns abwt it? It
does not go that.far, rather it would‘won that he must have at le_'ast

. an appreciation for all emotional situations and have a heart for them

1. Mursell, James. ' Human Vs fusic Eduea
2. Hithex-spoon, Herbert. Singing, pg. 7.
4. llurs_e_ll James.
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before he can ;t'pproachkh 'eprésaion of them, but if he ‘ha:a the ut;de_r-"
standing and then the vocal devices that V'wili,hellfp.hii vexpi‘a.sa the emotion ,
he sem'sez:sv in the Sohs';'hisv interpretive ability will not be q@dtiomd

Just because 1t is assisted in its mnifestationl by artltielal neana

It stands to reanon that the artist singer smsins a program of intenae
emotional appeal nightly over a period of time, could not actually experience
"the emotions of which he sings, or in short: weeks he would nave dla_éipated
' his emotlonsl impulses to such an extent he would be neurotic. Feellng
helps, of course, but ‘sympathetic understanding is enough if 1t 1s backed
by definite techniques. Hay '1.1: be mre properly ‘u'aid that ‘atudents should
live these emotional experlences in imginatlon, which will rmd expression

by means of various techhlqued'@ndad by the nndemtandlns’ back of them.

On the other hand, 1t is just as great a,miséaxg:,:o discourage
genuine emotioml naction in the studenta. "To make a beautiful and ap-
| pealing plece or mmlc a chancn tor a sox't of nodined arithmetlc lessoa
would be like us’ing:a poelslm_ply as 8 flne oppqxftuni_ty for ktﬂ:ea‘ching
granmar."l"_ There is then a middle ground on which the teacher and thn
class can well 'ﬁegt in the pursuit of ixiearpntatiéﬁ in ungmg. It 18
a _gg_m_;g__m of enotional imglmtlon withmzt gaturation, a m_l______;gg

without W and a mmresgug_q ugg; W |

It has already been definitely established that music 1s juat another

| language by meens of which we are able to express what 1s within us, and

1. Mursell, James.:
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thus cbnvey to ofhera Qhat we'épe thinking, feeling or experlénclﬁg.
Song, which is by far the more expressive type of music beceuse of the
addition 6fJ'ords;‘offera us a wonderful vehlcle for the creatlon of the
lnagéry that'iill guide us in our re-éreation,> With "music the motive,"
once again we turn fo the song text to glve us'the'basls.for‘our intepr~
pretation. It falls upon the teacher to take the lead in drawing the
first mental plctures that will assist in gulding the feelings of the

class in the reéreatlon of the song.

As a definite example, "The Spirit Flower" by Campbell-Tipton pre-

sents an intriguing text for interpretive analysis.

The Spirit Flower

Ky heart was frozen even as the earth

That covered thee forever from my sight.

A1l thoughts of happiness expired at birth :
Within me, naught but black and starless night. -

‘Down through the winter sunshine snowflakes cane
A1l shimmering, llke to silver butterflies.
They seemed to whisper softly thy dear name
They melted with the teardrops from mine eyes.

But suddenly there bloomed within that hour
In my poor heart so seeming dead, a flower.
¥Whose fragrance in my life shall ever be
The tender sacred memory of thee.

Analyze the poem line for line, letting the students take the lead,
the teacher guldlng only when thelr conclusions go astray 6r they are
baffled by the poetical order of the words. If there 1s a definite story
connected with the song it 1s best to lead them into the correct idea of
it, even though thelb own conclusions be equally moving. But accuracy 13_

always the best policy as it establishes confidence in the statements of



93. *

- the te'acher.. itithé annlysia‘ ot this particular'aong the thjem’is that
ot' 8 srief—st;ricken father who stands beside the gmve of his aeven-year
old daughter 'hom he hud just lost. So overpo!ered is he by the thought
that she 1s gone torever from his slght that his 11fe seems as g black
end starless nlght. The téuéh'ot thhe 'éofﬁ anow:upon his técé and the
mingling with his taar-s aoftena his blttemsn and brings him the com-
forting thought that will remin with him as the fragrance of a lovely

rlower, that even though he Ma lost her he will always have the beautl-

ful memory of her.

The analysis of the poem brmgé a new understanding and feeling
for the words and uaually mkes a splendld preparation for a more intel-

ligent reading of the song.

As the study of the song progresses and the interpretation crystal-
lizes, fhere éeems Vto be a need for definite ways to express the depth
of \reeling tﬁat 1s'senae¢'l inthe worda; It 1s thoh, the’ieacher ‘cax‘x supply
the devices which will £111 this need for more meaningful expression, and

satlsfy the desire for a more falthful lnterpreté_tion.

Interpretive Tetmnlqnqq
A. mmgigg 1s the punctuation of the song determined by the
meaning of th# wor;du and the need for breathing. I£ is ac~
.complished byrtaklng e breath, or by.ﬁ slight hesitation at
a certaln point givlng tlw same ett‘oct wlthout mcrifielng
amoothneas. Therq are.ea_rtain_;e_mral rules of. phmsins_ which ,

will guerantee the result without de_stroymg the meaning of
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1. M phrase at tho end of all wutenees nnleas the -

meaning of the words 1s made plamex_- by mtlmmg over

into the next line. The first type may well be called

"reguler” phrasing because 1t 1s far more frequent; the
latter may be termed "irreguler.”
" An example of regular phrasing:

Teach me to pmy\/ : /
Lord God in Heaven above!
- Teach me to knowV .

'l'hat in 'my boundleaa love ‘/

An exanplc or 1mmlar pmmxmz

Thou m-eat every /
* Sparrow'that wey fall

ind givegt what /

Is best¥for all.

2. :..gmbdm.., phrases or gentences are separated by
phmains.
- Some examples: _
Take us‘/and mke us all tor Thee'/ o
for Thee
Dear Lord" kind Lom',/mclm Lom
‘ - I pray .
3. Some "m“ in phrasing

a. - Never phrase in the middle of a word.

The ner/ry farmer sings & soOng.

b. MNever separate adlectives from the words they mod1fy.

. Come to me beautlful’éavlor o
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c. Never-sepérate verbs or preéoaltlons from their
objeets. v
" QGreat ﬁedeémer I givé’é; heart’toré;ee.
d.. Hever lose sight of the fact that singzng.;s merely
"talking on tonea," and be gulded»by what you would

» ~ do 1if you were spéaklng the words. -

AB. jgggggg_gggglng is the colorlng ot 1deas by the proeess ot
singing loudly and softly. Suggestions ror dynamics are al-
ways found in the song in the form of Italian musicel terms
placed there by the composer to suggest the lnterpretation he
desired. They»prove very hglpful as initial gnidea to those
whosevexpeflence in inferpretatlon Ia.ilmltéd. Followlng are
‘gome of the marks of dynamie expresslon to whlch the teacher
may direct the attention of the students as they appear 1n
thelr songs. Other suggestions are also maﬂe.

1. Marks of Bxpress}on for Dynamlc Shadlng .
forte (f).;;;.......;.....louﬁ
moderato forte (mr).......moderately loud
fortissimo (ff)...........very loud
crescendo.................gradually getting louder
decrescendo...............gradually getting sorter
 marcato.........;.........in an emphasized, mﬁrked
manner
sfdrzanﬁo_(éfz)......,....an explosive note

dlminuendo'(dim)..;.....Q.gradnaliy softer
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Piam (p)‘o.-;of...-oooooo?m:t..:v )
moderato plano (mp).......moderately soft
planissimo (PP)eceoccoses Very soft

ggggggl tendency for volume control is to increase in

- volume as the pltch ascends, decrease in volnne_ss the

piltch descends.

/ -
d L ;>
e
A : . | 1
7i ___‘ﬁsf' . -
Chrigte-e=ceccaa 18---—-risen Chrigte--=ig=-~-rigen

‘glglngngSLQQ of the story cslls for increase in volune
until the climax 1s reached; falling action leading to
the tinale calls for decrease in volume

Example: "The Erlking" by Schubert -
zggggg eggtiogs such as tender love, sadness, meditation,
etc., call for soft sinsing, passionate, strong emotlons _
such as passionate love, patriotlam, bitterness, hste,
etc., express themselves in loud~terms.

Exsmplési ‘ '

‘ Soft....None but the lonely heart can know my-

| sadness.

Loud....Death! death let me 1n!

Laggg objects arévéxbféssed in loud tones; sma}l ones 1nv

soft tones. .
Rxampiss: . .. t T
Soft: ...Lullaby, lullaby, flowers are closed
| ‘and lambs sre.sleeplng.

Loud....0ld man river, dat old man riVer, he
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jus keeps rollin' along!

c. lﬂgggg Shading likewise 1s a splendid device for the expres-
sing of 1deas and refefs to the speed of singing. Here, tob,
the composer lnterﬁolates ﬁusicalvterms to indlcate the regu-
latlion of speed and these, too, may be called to the attention
of students to give them & start in the regulation of the
tempos. Other ideas for speed suggest themselves also.

1. Marks of'expression'for Tempo Shading
acceleraﬁdo (acec)eo....gradually faster.

. 8d8810c.cceccerccscace daztly
allegré.....;.......;..qulck, lively
andante...ecececcecaco.rather slowly
andantinoceceeeecsssees 8 medium andante. .

- langp.;;.......;;.....,éery slow.and stately
larghettoecceccesccessmodified largo
1entO.ceceeeceesesssaqo8lon, but not largo

. DOAeratO.......iieeo.s.in medium tempo
NOSBOessensssscsssossssolrapld
RENO MOSSOecscecescsssssst little rapld

C VIVOieieeresericeessesifast, animted
presto..;.;;.;..,.;;;..very rgst
biu'mosso...a;.......;.more rapid -

“rallantando (rall)i) -

© ritardando (rit) )...gradually slower
ritenuto (rit) ) v S
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tempoe.......back to time
‘tenuto...;...hold’
-vivace.ceeesein a spirited manner
7N te.e...h0ld as long as taste dictates
con moto.....with motion
2. General tendency for variations-of tempo 1s to Increase
the tempo as the pitch ascends; decrease the tempo as the
| pitéh descends.
.Bxahple: Lesson I in Vaccal vocalises Vols, 2?8, 279
3. Rising actioh‘of the story cails for-increase in tempo;
falling actién calls for decrease in tempo.
Exsmple: "The Erlking" by Schubert
4. The law of averages compels you to pay back some place in
the coursg;of.the.song uﬁat you borrow in some other place.
If the-tempo—ia.increased for aﬂfime, the geheral feell

of the song.will call.for & ritardando in another place.

%ord Illumination takes care. of individual important words in

the sentences by investing them poth with pmotidﬁ, which 1is

really color in singing, and emphasis. By the use of mouth

and 11ps covering and.uncovering tones, they may be colored

~ dark or light deﬁending-onvthe.word and hou_it is used. Accent

or emphasls asslsts, too, as does the prolonging of certain
consonants frequently heip in giving the tone color. The mean-
ing of the text, the harmony of the song, whether ma jor or

minor, and the marks of expression all act as indicators 6f



this phase of interpretation. Suggestions, marks of ex-

pression, and examples follow: .

1. Marks of expression thét suggest color
alla bﬁrla.............humoroualy
glocoéo....;;..........humorously“
con expression€e.......with feeling
con tenerezzB....<......wvith tenderness
dolCCecsecsccscccresss.sweetly
€espresslVOecceccesecee«.With expression
misterloso.eesescece... .mysteriously
pPeENBilero80iecceccacsceees.pensively _

2. By use of the mouth end lips, covering and uncovering

tones, tones may be made dark or light to express sad
‘ or gay ldeas. } half snile éolors'light.'

Light color - My heart is like a singing bird -
Whose nest 13 1n a watered shoot.

Dark color =« None but the lonely heart can know
my sadness

. "Alone and parted, far from Joy and
gladness.

3. ¥ord 111um1nation with emphasls on consonants 13 especially
- good on such words as "blood " "death n "cold n “frozen,
and the 1like. Prolong the initial eonsonants and empha-
size., Bll--éqi! gyéath ép--old frr--ozqg .
Be - SOngs have a gtyle just as dresses do. By their pattern of
text and music they may be typed, and it 1s well to be lnrormed

‘a8 to the demands of each type of music, and whether 1t calls

168358



for abandon or bestraintiln'1nterpyététion. '4.table of
‘ ordinary‘vocai forms with a'ausgeétionjgs to thelr style may
. be helpful ih pointing the meaning of the term. .
‘Secular forms | . |
1. Art songs and ballads - dignified, restralned
..., to some dqgree,ISEOOth.
'2. Folk songs and ballads - simple and unaffected, no
extremes of intefpretation.
3. Popular songs - freer style, more elémentai,vpermlt
o considerable freedom. -
4. Opera - heavy, extreme, runs the whole gamﬁt of in-
| ' terpretive art, with e"mphasvis
~on the :gggtic. |
Sacred formg  . \ . |
A‘l;' Sacred art song and balled - smooth, dignified, re-
e ‘verent, no'extremés.ofvinter-
pretation. | | |
2. Hyans - slmple, unaffected, smooth, never dramatic.
3. Oratorio snd Mass -'amboth;khéaviér than ordinary
‘ ~ sucred muslc, with deep reli-

~ glous feeling.

~ In concluslon, may it be sald in defense of these interpretive
techniques that.....

- "The object’cf’déﬁ iakéipreéslon.{
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- The essence of expression ls imagination
" The control of imagination is form 1
The medium for all three is technique."™"
Vocal Technique °
" Our student-plownan working with his face to the skles and a song
on his 11ps, find his plow occaslonally caught on the stumps of bad |
habits which he has to stop and 'mb out before he can mske much progress.
e have in the course of this discussion mentloned a number of these and
Suggestéd methods of removing them. Along with the stumps he encounters
there will bé'certaln'other'impediments to his progress that dull the

plow. One of these is vocal technique. |

Songs present quite challenglng problems in the mastery of the
various tonal arrangements they present, but "galning & féeiing for tﬁém_
and a facility with the@ 1s what we mean when wé speak of muslcal develop-
ment." s long as we keep these techniques within the song, the ﬁuésuit
of thelr mastery u111 be welcomed as a contrlbutlng factor to the satiss
factory performance of the song. But -attempt "the teaching of bllnd
manlpulgtidns ofbnotes'in'dlfferent f‘igures,"2 and it will make the stu-
dent feel that hé is le;;ég th¢'b16w ra§hep than guiding it.

The prdper brbéédure té"éggﬁre-the ﬁaximﬁm:intefest~ih thls,phése'
of cultIVating the field, is to use the song -as a- basis, from it take the

technical problema that muat be mastered to’ guarantee a smooth performance

'1, Viitherspoon, Herbert. §ng~ga faclng pg. 1. '
2. Mursell, James. gggg Va;uea in Music Edgeation, pg.'35?.
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by Lamperti, Vol, 569.

Sﬁbplémentéry;exercises for flexibility may be found in ?ocalises'»

by Vaccal, Vols. 278 and 279, Lessons 7, 12, 16; Vocallses by

‘Lutgen, Vols. 664, 666, and 666; Twenty-nine Preparatory Vocalises

. B. Intervals

Vocalises by Vaccal, Vols. 278, 279, lessons 1 to 5, inclusive.
C. Appoglatura, Vaccal, lesson 8; Acelaccatura, Vaccal, lesson B;
Mordent, Vaccal, lesson 9; Turn, Vaccal, lesson 10j Igill, Vaccal,
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lesson 113- Portamento, Vacecal, lesson 133 Syncopation, Vaccai,

lesson 83 Recltatlve Vaccal Ieseon 14.

Stage Technique

; Many a lovely voice has been lost to the world beeause or an 1n—
adequate presentation of lt in publlc perrornance. A neglect of the '
peraonality element that is to give it its appeal, or the smooth tcchni-
que or stage appearanne -which sives it a background uny be the cause. or
thls failure, -and is derlnitely a dlacourngenent to the timid beginnar, ‘who
has not conqucrad his fear of atanding berore an audlence and sinsiug..
What better place 18 there in the world to develop ease and poise ‘in publ:c
perrornance than in the volee class uhere thnre is always ‘an. audienoe

available on whlch to practice.-

-v,fa% : In thls connection m&y it be said that stage deportment uﬁans much

more than merely learnlng a rew rules of how to walk 1n and out how to

jn stand, attitude tOWard the audience and so on. It means 1n reality, mas-
| tering mechanics 80 as to free the pereonality of the singer whlch 1r it

be an interesting or pleasant personality, 1111 add much to the enjoyment

of the performance.

Since this is one;ofithe noét difrlculf.phaaesnof the singer's
training, it 1s well. to anproachbit gradually in the classroom before -
precipitating‘a'ntudentlinto the presence of a largp'andlence. nThera,Ain"
the presence of a smuller group, he can'get his first baptism.of concen-
trated observanion while acquiring a falr mastery of the ‘mechanics.. This

vmay be taken eare of at regular stated intervels by requiring solo testd
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af the end of each term of four or six weeks, and then carried farther
by the contests which follow the solo tests. Finally, when the student
1s ready, he may be put into public performances in school and community
mu;ic service where he may grow along lines of polse and personality pro-
jection. The detalls of the tests and contests will be given later in

this chapter.

if the éersonél@ty_is to Se_freed 80 that_lt may speak naturally_‘
and with ease, 1t means that the mechanics of stege deportment be so well
‘handled they become second nature’aéla result of évery day use and good
habit forming. - It follows then that students should be watched very care~-
fully in the classroom and be requlred to maintain correct singing posi-
tions and att;tqdeg daily in ordinary vocalizing and singing so that when
they really take the stagé to sing alone they will feel perfectly at ease
and not frus?ratéd because of unnatural, unusual positlons. Blth~thz
first lessqns in voice training then should come first suggestions as to
correct stage deportment. It is ﬁpon thaae‘iechnlques ve nb@ tnrn the
spotlight of our attention. ' - |

A. Appearance ls.so'very lmpdrtnnt we mentlion it first, In

choosing.clqthes for public appearances al*ays use good judg-

nent. Rever overdo ln an attempt to look gmart, never under-
do in an effort to appear inforpal. There ls a place in In-
formallty where we have to draw the line, that is at slovenf
liness. -Then, too, it i1s never in good taste to appesr in

too few clothes 1n any company, no matter how informal. Clothes

should be adequate, immaculate and correct for the occasion so
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that they do not detract from the performance by calling

undue attention to themselves. It 1s well to remember that

the first impression is a visual one before it is sural.

if itfmeets with approval the audlence is properly ready

for the eurellimpresaion;v Spoitrclothee at formal functions,
formal ciothes_at sport_functions, all such misfits are out
of place and ahould be given the consideration they decerve.

Egtranceg and exlts glve the audience first and last impressions

both of which are lasting. It is wilse to remember that the
flrst lmpressione should be commandlng ones to guarantee ln-
terested attentlon to the slnglng. To create a poaitive at-
tltude wlth the flrst entrance, walk briskly as though you had
a definite obJective and meant to reach lt. Never ~ggg!onto_
the stage.v: ‘ o , .

If the sololst and accompanlst are both ladles or both men,
the sololst precedes the accompanist both on and off the stage.
If one 1s a man and the other a lady, the lady wlll precede
the man ln, even though ahe is the accompanist. For the exit,
1t is perfectlyAproper for the gentleman.to lead out as far a&s
the wings, then step aeide as fhe ledy gees on out. ?qr the
gentleman to completelylleave_the stage 1in the,léad leoks,vefy

crude.

In taking the singing position neer the plano meke all turns

toward ‘the audlence;
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_;gs_gg goeitiogs are most important both ror ease of singing
and eye appeal. Baae and naturalnesa ehould be the aim of the
singer providing this naturalnese doee not savor of coarseness

or awkvardnese, and that it contributes to the ease’ in proper

: voice production. Preferred position from ‘the standpoint of

both audience and singer is to hold ‘the hands in tront, uaist
high, with hands in a natural eaay pooition, but men’ ehould be
careful not to rold hands in a feminino position, but should
double up one hand into a fist and nut it insido the other 80

it looks hard and masculine. Ir this poaition aeeus nnnatural,
1t ie acceptable to hang them at“the'siees'or'piace one'hend on -
the grand piano end the other at the side but never behind the
back. Hen may very easily grasp one side of the coat and hold
the other at the side and this looks very comfortable and natural.
Feet should be comrortably cloee together, not tight lest the
singer become wobbly, and not aprauled as 1t looks very uncouth. :
Attitgde toward the audience and the accompanist goes far in

establishing a nice reeling between audience and singer. Ho

’audience likes being sung down to nor does it have a very kindly

feeling townrd the selfiah singer who shons indirference or con--~
tempt for the accompanist. The proper payohology is to eing to

the audience.not gg_them, placing them on a level with you no

_matter how interior aocially or any other 'ay they may be to you.

Graciousness must_be the eyword in projeoting personality. Be

kind; pleasant, friendly, anxlous to please and generous with

numbers.
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Never gilve th§ impression that you feel you are doing them
a*big‘raior by singing for them, but rather ihat you consider

1t a favor for them to llsten to you.

Show the greatest consideration for the accompanist, knowing
that her part 1s at least fifty jyere.ent of the sieecea# of the
80Ng. Never by look, word or deed betray impatience, dlisatis- _
faction or‘diagunt, nor in any manner try to use the aceoupan;st‘.
as an allbl for your own deficiencies. Even If she 1s at fault,
make excuses and minlnig? her fallures. It makes you appear
much more human and understanding from the audience viewpoint,
and 1s surely a challenge to your accbmpanist_to live up to

the fine performance you are eipcctlng of hé;. |
Personality projestion 1s rather a result of having ﬁnatered'
the other mechanics so well that one feels conrortable anﬂ "at

home" on ‘the stage._ It 1s the real "you" that people want to

- see and reel when you sins for them, so 1t behocvea us to let

our true selves speak to our sudlience, and not try to assume a

- strange artificlal alr foreign to our real selves. If wa_afc

interesting to people Juat as people, we can be equally inter-

esting as a ginger if we have anything to back it up vocally.

- Never pose! Be natural, that is, if your natural self hes &

fair emount of restraint and refinement. If 1t hasn't, then

that 1s another hurdle that will have to be taken before tha.

“singer can "arrive.”



F. Mannerisms orfer another probleam, snd frequently the singers
- resent eritieism on this score more m on any other. Their
. uttle 1m1716m11ue§-mt1y'm a source of great pride
Vto tha, and not lnfrcquem:ly some littlc trick of eyes, hands
| or reet has been eareruny mmm as beln; “ouu" nnd gx;utly
‘desired. To the dmru 'ho resent havins mxr pot trleka
ruled out of the singing pmn, 1¢ might be well to leave
o them with the thougm: %0 ably expremd by our poet, Robert
Burns, uhen he sald:
~: .. Pih wad some power ths giftie gle us
To see oursels as ithers see us!
It wad frae many & blunder free us -
An' foollsh notlon." )

~

Vocal Appreciation |

The word "ippreciation". suggests rether a state of mind than a
technique, for it is the foeungi one gets f*ro. an enjoyable experience. -
‘Its contribution along with the other phases of MI'Mownt is two-
fold. It furnishes eﬁperleme's ‘that will give the singer adequate bseck-
'ground for his own singing by informing him on important matters pertain-
‘ing to the vooal fleld so that he may not be embarrassed by 1W of
_the fleld in which he is'an interested partieipant; and; 1t gives him a
broader 'view by enabling him . to hur.w radlo, phonograph and concert,
fine music performed beautifully by experts in voles. The experience will
“broaden his norim -whiech has munr!l& been liniM by hie own immature

1.. Greenlaw-Miles. Literature and Life, pg. 412.
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performance, and will help him establish higher standards of achlevement
for having heard the posslbllities of the voice as a medlum of expression,

exemplified by the singing of eminent vocalists. -

'In the fleld of vocal literature it will serve, too, to famillarize
him with the '6rid's:greatest vocal music, much of which would be beybad
" his ability to perform. Just the training of a‘vo;te does not make a
musiclan; it takes the traihins of ulndé and,ears as well. It 1s for

vocal appreclation to supply these needs for the embryonic singer.

* Agaln we cling to the interest quotlent in this regard as for all
other pheses of voc81 tra1nina, and-repaat‘agﬁih that the aﬁproacﬁ to ap-
' preciatioh should be almott‘entlre1§ through the ﬁualc that is being used
. in the volce claéé;. ﬁhen an opportunity presenta 1taelr, it 1s then the
teacher may infuse appreciatlon into the singing lesson and be assured an
interested reception of it, For example, how easy to bring up the question
of different types of volces as to quality when the students are iistening
to each other sing end can eésily start with éoﬁpabisons?'ithin the class.
From then on 1t is easy to take 1n more and more territory by making other
comparisons on the phonograph. Prcm types or volcea demonatrated by re-
cordings, it is just a step to the personalitles that have the voleces, and |
80 on, in a never-ending clrcle untll llke the rolling of the proverblal
snowball, more and more lnformation 1s gathered more and more the voeal
horizon is broadened the vocal taate improved, the cultural beneflts .
achieved and voeal appreciation has contributed ita elementa to ths cultl-_
vation of the field.
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Any information that provldea background and inaplratlon 13 1n~
valuable to supplement the aetual training of thn volce instrument, and
. we submit the rollowing oatllne of practiaal thlngu that will contribute
definitely to the actual mastery of good volae productlon and the mnai-

clannhlp of the vocallst.

A. Importance of Singing as compared to Instrumental Music
1. Vocal music ranks first because 1t beggn tirai and 1s
the most natural mw;@s of emotional expression. - In-

_struments were a result of a need for accompaniment to

the‘vbicg;fand.for those}whoaé volces were not agree-
gblo'ﬁo hear. | '_ |
2. Some adﬁantages'ot singing ofer playing are:
S.a. !bﬁ“alvaya havﬁ'your’ln&trument with fou.
~b. fIt 13 an economic asset, tor everyone haa ;ne
'iwlthout having to go to the expense of buying 1t.»
c. It ia more expresslve beeaune it is the only
‘“‘inatrunent with a "heart. | .
d. It 1; the only inatrnaent that cen say words.
S Soma dlsadvantagpa.

,‘a; If you do not hnve a good voice, 1it. cannot be
exohanged for g better one 11ke replacing 1n~
atrunmnts. o | _ |

. b; It is not loun enough to ‘be eftactive out—ot-doors,_”
so fails in that situation. -

c. It is more difficult to learn to-use because it 1s
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B out of reach of the hands and has to be controlled
entirely by the mind.

Men's and Women's Voice uechanisms Goapared

1.

2.

Mien's vocal equipment is larger in all its pfoportionsA
than women's, thus making men's volces heavier, coarser
and one qctaveflcmer in piteh.

The length of the vocal cords determines the pltch of
the VOice, their t nicgggg determines the quality; . -
which accounts for men'a voices being heavier and lower

than women's.

Classification of voices is determined by sex, ranse aud

quality

1.

As to :gg voicesrare-soprano, the high volce of 'onen;
alto the low voice or 'omen, tenor the man's high voice,

and bass, the low man's voiee._

As to g_g, thcy are called men's, 'oaen‘s, and mixed .

voices.:, o
As' to m_i_tz; ‘the followings .
Nomen's Volces
Sopranos: aeneral oharacteriatics high, clear, light in
color.
a. Coloratura. ‘The.acrohatic sOpreno, tﬁz lightest
~and most,flexihle.voice known, puts color in music
(color being runs, triils, etc.) especially adapted

~ to bravura singiﬁg,"aécause of 1ts lightness 1t



B eouus- higher then 1t mny n. A sointillating,
sparknng volge. o |
b. Lyrlet’ CIear, bell-like best adapted ® qutet,
' .sustained nelody in 'hieh deep ‘entinnt 13 ex- E
 pressed. Not quite as ugm in textura as eolom-
tura, chief chgractgp;atig ls .?snoomnqss.

c. Dbanétic' vﬂéé.t’vlo‘st daﬁaﬁt of soprano volces,
'best adapted to dranatic or tmslc songs. Bsmlally
sulted to the smglng of grand opem. chler _éharac-
terlstics are heaviness and dark eolor, but neverthe-
less 1@5!:111 & m voice. - |

d.' lﬁézb-#opmnoﬁ 'me "outlaw" voioe of mn bomnae
lt belonss partly m the contmlto dlvlalon becanae '
o(' 1ts quanty and the soprano divlsion because of
lta mnsa, ﬂ'ms not altosethar in tlther. It h the
| “mophom" ot' volces. In reauty, lt 1s L voice
-with mm. m and mmm Mlm _
Contmlto" Low, heavy, velvety in texture, so-oti-n tomed
hual:y, not in the sem of hoax‘ne, but’ mther 1ike
velvet as couparad to aatin. _ It is the heavzast _
voice or wonen. In higx achocl there are very few
- rea} contmltos as 1t taku ntnrlty tc put t!m
heaviness and richness into a contralto volce and
aost of the gu‘h are too youtht‘ul to have acqnired

the real contralto quanty. It seems the light ones



should be called elther lyric-contraltos or Just '

altos. However, this 1is merely a conviction of the

writer and not an asuthoritative statement.

. Tenors:

N a *

Men's ?oicas

General characteristics high, elear, light.

‘Lyric Tenor. parallels lyric scprano having tha‘

same general characteristics, the 11ghtest #qice

of men as the coloratura has no parallel in mén's

vdiceé. 'Iﬁ itoo, hes the clear bell-like'quallty

with "smoothneas" and"lightnaes" pvedomlnating

'characterlstics.

Dramatie: parallels dramatic soprano;.heavler

‘then & lyric, darker in color, best adapted to

,rsinging'tragedy and songs of lntense'emotioﬁ.ﬁ Ex~-

cellent for grand opera. '

Robusto or Herolc Tenor. the “outléw" 60106 of

. men, ls a- parallel to the mezzo-soprano of wumcn.

Basses?

4 volce with tenor renge. and berltone qunllty’_ )

Lo:, rlch heavy, velvety. _' ;-

'“Lyric Baritone'_ light quallty of man's low volce, ,
‘ rine on sustalned quiet songs of deep sentiment is

about the same textupe_and type as the light con-

tralto, a very smooth volce. Usually Just called
baritone.
Bass-Baritone: hegvier qualltyvof,log‘voiee.

Though 1t is not necessarily lower in range than
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c. BéséoéProfundbz’ the gxgga_bass volce that 1s ex-
- tremely low and extremely heavy. Sometimes can
'idouble the range of the varitones by one octave.
Boatly found’ among Russlan baaaea. Ho parﬁllel in
women's voices. |
D. Vocal Ensembles ‘
1. Effects of volces combined
a. Women's volces combined are like different shades of
a 1ight color. | |
h. Men's volces combined are like difrerent shades of a
dark color.
c.i nixed voices are like dirferent ahades of dirferent
colors.
2. Opinions about voeal ensenblea
a. EQE*___gggg_ng Ara the noat desirable because they
offer 5reateat variety ot tone. N o
b. gi;gg_guartette" Most artistic becansé itlcan:dé ihé'
most varied interpretation in the noat artistia nanner.
c. !gl_ ggggtetget SQems to be the most popular with all
| classés of iisteners. ‘Men's VOices arg easier to Iiaten
to than the high pitch of women's ‘voi‘c“es".‘ RN
d. A _ggggllg._ggin; The most auprennly satisfying, for
it presents the true voiae colors of both men's and
»women's volgces without having thair purity diluted by

the tonea of an accoapanying inatrunent.
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Se Hémes of the Ensembles
Small ensembles:
Puet.......c...e.TWO
TriOeccssesscessThree
Quartette.......Four
Quintette.......Flive
Sextette.ceceeseeSiXx
Septette......s.Seven
OGtette or double quartette;;.....ﬁlght
" (When they sing eight different parts it
1s octette. ¥When four‘parts wlfh two
on a part it_is a double quartette.)
Large ‘Ensembles:? | |
Chorus.....group of voices, more thannine, usually
not a aelectiie gfaup.
Choir......usually designates a chorus in a church,
| but may be used as a name for a seeulér
group or the aegménf of a larger chorus.
‘Glee Club..group of nine or ﬁore se}ected volees, "
originally named from the type of mmie
in which they‘spéclalizad, called glees.
No longer used in that sense, however.
A Cappella Choir...a cholr of unaccompanied volces.
Usually a gelective group and properly
~ should be, as a cappella singing 1s the -

most difficult type of singing.
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4. Some essentlals of good ensemble singing |
-55. :bnlanﬁe of parts - no one part outstanding.
b. 'bleﬁding.of volces - no one volce outstanding.
Ce. 'fone quality -~ must be fine as for solo singlng.
d. lntonatlon!- perfect pitch, no sharping or flatting.
' e.: diétién.— sam@:aé fqé 5010, understandable and lovely.
e 1nteépretéﬁioﬁ:- édequate;to tell the musical story
~or express the mood. : |

g. appearance - personal and stage

- uniformity of clothes attention to director
uniformity of action ' personality in the en-

: semble
posture ‘

;1 éﬁtfaaees and exits
B.”'%orldkFamous SIngersi
Sopranos . Tenors
cOntraltos.ai,,A e  ',Bé5sesr(Baf1tones) |
iThgﬁe mayrlncluqe singers bf the pést of vhom the students
‘should know, but partlcularl& should 1t include the contempo-
rary artists whom they have»opportunity to hear in éoncert
and on_the radio; jﬁs these are constantly changing with the
_ years, a 1ist of singers will not be‘included in this outline.
Their blographies and interesting things about them should
only be brought in incidentally when the opportunity presents
itgelf in qdnnec;ion with some singing event or a recording,
concert or other qcéasloﬁ, and not be poured into them like a

" dose of medlcine'separate from the music. The study of opera
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and oratorio presents a fine chance to work in the artists

along with the roles.they glorify.

P. Vocal Forms-

1.

2.

Kinds of form as to gize

Simple......the smallest vocal form, like a single song.

Exemple:. The Perfect Day, by Bond

CompleX.....an extended form, made up of a number of

‘smaller forms, as an opera or oratorio.
.Bxample: Rigoletto, Verdl

K;nds as to tekt

Secular.....pertaining to tﬁings not religlous.

- ‘Examples .A Brown Bird Singing by Wood
Sacred......pertaining to religious things.
. Example: The Lord's Prayer by Malotte

Kinds as to pattern

!Stroghe...,........Having the same music for all the

verses.
Exemple: 0ld Black Joe by Foster
through-composed...music written to fit the mood of the
-verses, having at least one contrast-
ing movement. |
- Example: Morning by Speaks
Simple Secular Forms
a. Fqlg song ~ song of the people origlnating among
them, the composer unknown, having the characteristics

of the country from whence it came, usually strophe in
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5.

'b-

d.

f.
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'form, simple music, expresses a simple idea or

sentiment.

Example: All Through the Night

Compoged folk song - hes the same charecteristles

as an ordinary folk song except the composer is known.

Example: Old'Black Joe by Foster .."

‘ ol; ;Lad - aame as [olk song except it tells a

story 1nstsad of Just expresaing an ldea.'

Example: . The Lorelel

Composed folk __.LL__ - same as composed folk song
exeept tells a story. v
5;;,;9&3 - composer known, usually through-composed,
mislc and text more difficuit and deeper in thought,
eprgssins-an'idea or a sentlment.

Example: FWhen I Have suﬁg'ny éongg by Charles

Art ballad - same as an art song except‘thaf 1t tells
a story instead of'eXpresslngvan idea or sentiment.

Example: The Two Grenadiers by Schumann

Simple Sacred Forms

.

Hymn - simplest religlous song, strophe 1in form, simple

and easy musié; the text a sacred lyric poem. ‘Used for

' congregational singing in Protestant churches.

Bxample. Ablde with e
Anthem - usually through-composed, text taken from the
Bible, an art song for ensemble ainging. Music usually

much more difficult than a hymn.
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Exa@plegz«éy Babylon; Have by Gounod

c. Chant - a sacred recltaflve. Used much as reséohae
to prayers 1n Proteétant‘chubéhes, and as a definite
part of the service in the Catholic Church. '

Exampie: The Gloriar. |

d. Sacred Art Song - an art song with a religioalé_ theme.
Used by the sololst in a_Protestant.chufch.1-Has-the
same characteristics as aﬁ ﬁrt song except thé dif-
ference in text. |
EXample:- OQe,Sweetly Solemn Thought by Ambrose.

e. Sacred art ballad - same ac above except that it tells
a story.

Example: The Holy City

~ Complex Porms (secular)

a. Cantats - a poea_of'conalderable length set to music,
ahd’having ingtrgmental accompaniment, consisting of
arias aﬁd concerted music. May be glvén either with

- or without costumes,scenery and action.

b. ‘Opera - a drama set to music for volces with instrumental
accompaniment, having recitatives, arias and concertgd‘
music, usually perfo;med with costﬁmes, scéngry and
action.: ‘ S
Grand opera - difficult music, serious- theme, né'spokén

| iofds, very little comedy, usually ends

tragically.
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Light opera - easler music, lighter theme, little
or no spoken words, ends happily.
Comlc opera - (or musical comedy) light plot, light
music, emphasls on the cpmedy lines,
spoken.wﬁrds, happy ending.
Operetta - a-1llttle opera, simplest music found in
‘musical drams, much speaking, much comedy

usually of the slap-stick variety.

7. Complex Forms (sacred)

8.

b,

Mass - principal part of the Cathollc service.

- Parts of g Mass:

kyrle - Lord have mercy.,:
glorié in excelsis - Praise'eod in the Highest
‘ credo -1 believe in the Lord Jesus Christ

agnus del - Lamb of God | »

sanctus - Holy, holy Lord God o

benédictus.— Blessed is the Lord God
Most Masses consist of the e slx parta, but some have
mqre than thig.
Sacred‘céntata - has.fﬁe same éharacterlstles as»a;

secular cantata éxcept'that the theme 1is sacred.

Oratorlo - sacred drama set to muslc, glven without

costumes, scenery and actlon usually, the theme taken '
from the scrlptures or at least based on the stories
of the Bible. ﬁuslc the most difrlcult of the sacred

forms with the exception of some Hssses. It is the.
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gpera of the ghurch.
Kinds of Oratorio: -
1. Bple - where the vocalists do not take. the
- 'part of the characters, but oniy nam‘te;‘
Kxanple: The m:lah by Handel
2. mg_e, - where the vocallsts each take the
| part of some character in the story ‘and slng'
in first peraoa. '

Examplez Smon by Handel

Tests and Conte

It has been mentioned before in this discussion that there 1s great
a.dvantase to be gained by volee training in class because of the opportunity
to sing féequently before an audience, thus contributing to the development
of polished performence in the singer. There 1s another bemm that grovs
out of this practice also w’hicb J.s such a potant elemnt ln the tralning of
the ainger that 1t must be mde a conpulsory pax't of thc clus procedures.
'rhat 1s the value galned rron hearing the aood and bad ainging of others of
tne c¢lass and meaauring ones own abnity uth that or thc othora in poriodic
tcats and contests_uthln the claas or clmes, as the case may be. 'n_ze
span of interest in any given thing in the mind of the unior,m;h school
student ls short, indeed. unless it be given new mpem by definite moti-
vation over short perioda. ’ro effect this constant renewal of intex-ut and
spur the student to -maximum e_rrort all of the time, there is no flmr motive

thah the prospect of a test before teacher and students, which ir successful
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to a certaln degree, will lead still further to the contest for greater
honors. Thus it 1s recommended that these tests and contests be a re-
gular accepted part of the work of the class every four to six weeks,

glving the students a deflnite goal for each short period‘of“time;

Ir the students are to be tralned in discrimlnatlng listening, what
better opportunlty than for them to be required to score each student as
he sings, and then place an evaluation upon the uork of all, ranking them -
according to -the excellence of thelr product. Since there 1s no polnt in
making an evaluation wlthout‘a purpose, we suggest that a contest among
the top-ranking singers be the uleimate objective of scoring, the contestants
being chosen by a vote of the students theméelvés after due conslderatlion
of thelr scores, and the ad Judlcators being chosen from among the musiclians

of the town.

The teachefs part 1n this phaee or the claas 13 to grade the students
as they slng, marking the- upon the techniques they have been developing
in the class work over the given perlod_of tinme, an;'gradlng them accord-r
Aingly. Thus, each individual singer 1s given the benefit of:boeh teacher

and student opmion‘mJ the final enalysis.

A score sheet embodying the technlques ror Ihlch they are working
gives the etudent an aceurate appralsal of his strongest and weakeet polnta,
wlth comments from the teacher as to hls greatest needs and how to meet

them. The follovlng forms have proved adequate.
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Diaphragm breathing (20)

 Boy's Voice Test

Name

Diaphragm breathing (10)

Vocal Posltlon (10). Voeal Position  (10)
Tone Quality (10) " Tone Quality ©(10) __
Intonation - (10) ~ Intonation .0
‘Accuracy and S ' Digtion (20) _
Interpretation (10) _ ‘
- R ) Aecuracy and oo B
Dictlon (ZQ) Interpretation (10)
Stage Presence (10) Nasal Placement (10)
General effect (10) . Stage Presence (10)
Score - General effect . (10)
.Grade Score
Grade,

Renarks - - (for the teaehar 8
: - comment)’

Remarks - - (for the teaeher'
- comment)

In the average class there are- usnally to .be round one or tuo atu-r
dents who have unusually flne natural volces with which the other students
are eonstantly belng aonpared. If in grading the students 1n»the voice
tests, the teacher grades vholly by comparison, ‘it !ould aurely place a
permanent blight upon the cbances for hlsh grudes for the studenta with
ordlnary voices. It is recommended then, that in all fairneas the teacher 4
keep that in mlnd and glve her grade on the degree of prorlclency the stu-
dent hasacquired 1n the varlous teohniques on the basls of the volee wlth
yhich he started. That serves to eliminate in the grading of_tha atudent

effort, the qdvantasés which normally accrue to the student with the unusual
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natural volce, and glves equal credit to the efforts of students who

make the most of what they have. .

- Seoring by the students will have to be done on a little different
basis. One of the things that is quite as necessary to the ﬁltimate

success of anyone is not only to realize his capabilitles in any given

line and exploit them to the utmost, but also to recognize his limitations
as:well, lestvhe‘ettempt'too much and thus fail in his project. 'ﬁhlle

the feacher feels the'need for partiall& 1snor1ng basle voices in reward-
ing a student for his efforts, thus encouraglng him to make the ggg_ of
what he has no matter how ordinery that might be, 1t is not fair to buoy
up the hopes of a student by ¢ ggg;etelz ignoring the difference between
hhg_voioe and another of 3reater‘beauty. In the final enelysie of the |
singer he has to compete out 1n the world wlth voices of superlor calibre.
it is only right that he rind it out early ln hls trainlng end not be
deluded lnto bellevlng he can compete on equal terms with the better volces,
no matter how herd he may 'ork. It 1s with thie ‘idea in mind that the
scorlng or the students end edjudlcators for the contest be wholly on
comparleons just as an audlence 'ould receive them in & public perrormanoe.
The score cards ror students and Judges would be on thls ‘basis difrerlng |

slightly from the teecher's voice teat BCOTes.
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__Student Volce Test Score Card L
- ' - - Fn.Qu. .Int. Dietd Acec. Intp. Stprd G.EJ ScorejRank
Student’s Name 20 1 10 20 10 10 10 | 20 100 )

1.

2'
§
4

"Explanntion of abbreviations:

' .. ,_V Tn.Qua....TDnO leity ‘cgo;.‘oo;-ooAccumcy
Int..,,...lntgnatlon . ’f : intp........Interpretation
Dict.o..-.Dlﬁtion O : e Stproo..oooostase_maeme B

G.Bee.....General effect

dieator! Card -

!§1g24_: L i oiasta |
- N -:—'(ag) . R R B
Dletton ___ (20)
Intomuon (o)

. Acqgg;gzu . (10)
  _53_£gretg§£g3;=’!(19)~-
7_ Stggp Presence lfb(loin»f

}_General-Etteat .__(20)

. Beore -

- Bank.
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The matter of contests has been a bone of contention for a number
or years amons muslc educators everythere, so it aeema flttlng to derend

the position taken by the Iriter of this treatlse fnvorlns contests.

'Opponents of contests maintain that they are wonderful for the
winners ﬁut:very»deVaétating to the morale of the losers, so they aciap
the contest in favor of the music festival. Tnéée, 153’_&:@ of giving |
fifst‘ séeoﬁd and third plédé honors with their respective rewards of 6ups,
medals or-other trophles, they send everybody home with a rating of superlor,
excellent falr and 80 on. It seems a distinction without a dlrferense to
oy the least, and in the final sum of things seems to be a form of coddling

’which belles the purpose or mnsic educatlon eompletely.

In the beglnnlng, ve stated that ‘musie educatlon is "educatlon for
living‘ lelng means first last and always, competltlon in every field
'of endeavor that Ia 1ndulged 1n by humen klnd. Our posltlons are procured '
fand maintained by the procesa of proving to an employer that we can do a
job better than the other fellow who is also asklng tor lt and we hold the

job by g ing that we are as good as we aay we are.

In the slnglng field, -the people wsho do the important vork have to
compete dally vlth others who also asplre to the posltions . Bven where
there 1- no money lnvolved singers reallza thelr musical success and

'malntaln thelr standlng by the applause and approhatlon of a pablic that
compares them to others they hear. Surely*then, 9dusatlon for llvlng, be
it muslc or matbaaatlcs, ahould teach a atudent to learn to take the re-
verses as well ‘as the honors with a reasonable degree of sood sportsmanahip,

and to learn to recognlze and respect superlor ability wherever it ls
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encountered,

It is considered rlne practice to pit athletes mimt each other
ror definite amd rlml honors. It isvsood eduoauon to have tm-pms- _
pectlve lawyer mt an oppomnt In dehte ror which ﬂrst htmnn with no
resex-vations are siven., It would aeu pitiml 1mm, it mician; could
not hamne thcmelves equally !ell 1n defeat and derive the same beneﬂt
‘ edueatiomlly trau the expnrlem,. Thus, ve mo-md emmu tith no

resewationa, belleving they have a derlnite value in nothrating the
miee class !drk, and ror developlng rme attitudes of tolemme and good
‘ sportsmnahip anons the ne-hars or the voiee class. ‘

‘l‘he technlque of the contest should be baned, houevez», on the ;rwth
or the ;xnger, and should be an accumlative process mther trm: holng de«-
penacnt upon the results ~or one fiml pcrrornncaa Sim the testu are to
be glven rrequently, there shonld be a conteat of the top—ranking siwn
. after each tast. As tns been mggeated adjudiontou fx'on the micianz
of . the town should deteminc the unnaers Y uaxng not leu than three Judges
r_or ‘each oontggt.«' Points may be given the. rlnmn in thh order, ten |
pdinttfor a first, five for a second and three for a thh‘d'Piﬂceo‘ BODOPS
~ are: accumulated for the entire series of coutesta for the year, and appro-
px'late rewards offered for the ones who malntalned m@'wst total scores
1n each voice. (Soprano, »eontmlto, tenor, bgritone).- A troprxyfs}xleld
to hang in. the mic room of the school ‘with plateg for each yeﬁr'a ;un-v'
nings with the students' names upon it, nakes & nice memento of the season's

work, and 15 a source of pride to students whose names appeax' there and a
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stimulus to those who aapire to having thelr names upon 1it.

In the matter of ellgibillty of the contestaats, the writer feels
very strongly that any students vho have had or sre reseiving any pri-
vate lessons in volce should be barred frum eonpetition. The 1hnle pur—
,.posa of the contastanta 1s to aotIVate the work of the volee clasa and

15 not designed to furnlsh a battle-ground ror the pupils of all tha pri-
: _vateuvoice teachers in the conuunlty.v It 1s also very wise to bar from n

further competition those who have already won the honors for a season.

"An"addéd feature that extends the contest still more is4to'§ﬁooae
‘the autstanding singer of each contest by the sum of the acores of thc :
judges, and award a cup or medal to the 1nd1vidua1 (voy or girl) who has
‘amanaed the highest number of polnts for the season in this categpry. That
‘nakes_q oontegt between singers of ell volces (soprano, contraltp,,:enor,
baritone), as well as between those of the same volce, and breadena.ihe
;c'o&apetlti'o;\_. It 1s also an excellent idea to include aampmm‘ in the
7§§ﬁtests as it lmproveg_the quality of accompanylng 1aneasurgb1yvandgglves
the planist a real incentive for work. In scoring accompanists, the fol-
lowlhé pointé iill prove a good appralsal of pheirrsupport andrtcchnlcal

efficlency.
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Technique *(zb)

Pedalling  (20)

Support -~ (20)

S,f:yl'e \ _‘(80) a

Accuracy and (10)

: Appearame (_19) .

Rank




CHAPTER VI
THE HARVEST

~The misic educator si:ahds cnoe more upon the eminence overlooking
the flelds vwhbse éuitlvatlon he has been dimctiﬁg. As he looks upcranr'.
the ripenéd grain nédding in the breeze or"_‘p‘ubnc approval, he remembers.
the countlesa tlmes the,student-f:lomn plodded across the rough terrain
guiding the plow around the impediments that dulled its blade aéd.turned
|1t from the furrows. He knows the stumps of bad habits that were grubbed
out at such cost that the field might be made ready for the planting. He
'reallzaa that the sun of many days! uork has contributed its life-giving
rays to the growing of the fleld. He knows, too, that there were showers
of commendaticn from the teacher heeded along the way, and that there
Iere some dlsconcerting winds of discouragement that blew dust in their
eyes as the plow seemed dlt’t’lcult to hold in the furrdws. Hany ‘times he
brought the plowman to the hilltop with hm to get a broad view of 311
the fields and let them coapare theirs with that of their neighbors. And'
now the season 1s over and the hax'vest ia ready. What does he see as he
stands looklng toward the sumset? Has it been woéth the errort;Z ﬁill ﬁ:e
harvest be commensurate with the.labor?

From yonder cathedral the strains of an Ave ihrla float out upon
the evenlng breeze. It is the volce or one who but a short time ago

grasped in awkward hands the handles of the "plow! for the first time.
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How in a setting of atalmd-slm windows aud aandlenght that sam

volee points the ny hannvard to tm hunble worahippern who kneel there.

Prom another.direction come the happy volces of 1ittle children
.as they,. too, wzth races ufted tmrd the akiea and a 80ng on thelr lips,
are turnlns the first aod of nevw flelds midtd by -~ -yes, unothar or thc
plmn‘ Iho has found hcr niche as a tqaehor, o

' Headlines ;rut him from the pages of his nomlng paper "srtmam'
SINGER WINS OPERATIC SCHOLARSHIP AGAINST FIELD OF ONE HUNDRED PIFTY CON-
rssrma,_m,z.:sm om; ABROAD, ™ h yes! He remembers how white she

looked and how she trembled through her first volce contest in the old
hign semql__amtogmn. o o |

' He turns the dlal of his radlo Jnst in time to hear the annmmcer
say "light a Chesterﬁeld L and then stmins or the lovely old hyln
NBeautiful Sav.‘lor ," float | ncrou the rooa mmg by a rich, gloriouu barl-
tone volne 'lth a flne male eholx- hu-ing an aoooupanlnent. Yes ’ he knou“
__Q;g__ vcine, too. ‘He 'ould know it anywhere.' Hadn't he heerd thc strugsle
to get those high tones placed only short nonths aso! Kow ’-4'- 'w?.el'lj

another ot' hls ploncn lus rbund a place in the mdimentertalmnt 'orld.'

. The mu bcw:., too, cpntrlbum its marc of what he la to Ieam
'_about his hgvaest;, . Gmtlm fron a collo;a pmrmor nnd hla ure rm ‘
‘a2 town in Connecticut meet his eye as he tears open the ‘en;v_glop@_qv, As he

reads, a few of those tired lines disappear from his brow and he remembers
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the timtd, r'm;i, youpg,m;mo alvays seemed afrald to try things. HNow
‘he knows why. The words 'of the grateful father dlgdloaed the secret the
lad had been so careful to concenl. - n Mt let this opportunity pass
without acknowledging tho debt of smtitude ny wife and I owe. you. A
short time ago you had w mm ln ‘class. Iesterday rr-om waahington where
he 1s 1in the War Sthping Admlnistmtion beemme he 1s 4F, he sent na two
magnificent albums of recordings. As we played them, which took an hour.
and a hélf, we were g,rateful for what you had done for a repressed, 111
New England boy, and for the permenent interest in fine musie you éave
him, and through him, to us.” |

4nd then there 1s the letter from the lad on the battlefront in
Germany. Surely this wes not the sort of 11ving for which the music class
had been prepérlng me.studcnts over the months! Surely m the happy
‘days in the fleld ‘_‘with the sun of earefree sshool days shining down upon
them and the iinds ot"youthml‘ chellenge blowing fresh in their faces .
would be a raded menory to this lad facing such a grim task in the foxholes
of the western front! ‘I‘ucked avay along with the usual news of the home-
siék sol_dier- was 8 little message to the students or ‘the voice clau » &nd
it said: "I want you to tell all of your volce students that we who have
studied with you teel that we learned more about how to handle ourselves
under gll_gg_@_&_m than we did from any other teacher we ever had."
Could those deys under .wnxw Arizona skies plowing the fux_'rou together
have given even one student the mnswers to such questions u;fgu;ﬂ? Surely
the harvest is plenteous! o | '
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- There was a knock at Heaven's door,

" 8t. Peter ralsed the latch. :

.. Qutside the gate a teacher stood,
He spoke with srmt dlspat:ch.

"ﬁhy come yon here to Heaven's gate? .
‘What passport do you bring? : :
The teacher trembllngly replied, .

"I just taught folks.to sing.” .

‘"I hope you think it is enough

To let me in the gate;

I've worked so.long I'm very tired,
And now th.e houx' is lata.

"I've not done mich to brag about
- Hor made a brilllant show. ;

‘I've just taught boys and girls to alng
- It is'nt guch, I know."

- "I have not, with a stirring aspeech,

- Controlled a frenzied mob,

I've just taught stnglng, ﬂ\ét is all, .
It geemed to be my job.®

. "I'ye never been a president

. Or won & victory.

. I Just taught singing there at: aohool
~ Is there a chance for me?"

‘8t. Peter looked him in the eye,

Then kindly he replied, - '
"Just step this way. I think we'll find
A plaee for you inside." '

~ "You have not made & mark, 'tis true.
Your light's completely hid. _
You did not make the big headllnes,

~ But you taught those who did!"

" "That men who now leads folks to God
 Once .in your volce class sat.

'Twas there he found himself, he says,
‘You wouldn't know 'bout that.”

. "The boy who sings for Chesterfleld,
~ h world of pleasure brings

-To many people every day. -

Right now, they need such things.
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The slckly boy, so handicepped,
The boy who helps the “preacher,
A Church singer, opera star, G.I.,
. Owe much, they say, to "teacher.”

"You did not win a victory

Nor fight a battle, no!l

But you helped peke the man that did,’
That fearless @.I. Joelf .

"The harve_s_t then looks pretty fine!
Much better than you'll own.
The Bible says~-remember son?

"By your fruits are ye known."

 nge come rz@t in, I'm glad you're here!

You have not come too soon.
Roll up your sleeves and get to !ork,
And keep my cholir in tune!l®

finis
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