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PREFACE.

My desire in writing this book is to assist amateurs, intending teachers, as well
as professional singers. Although an efficient teacher is the best guide, much useful
knowledge can be gained by private study if the student brings earnestness and
intelligence to bear upon practice.

I have divided the course into progressive chapters, each one preceded by vocal
exercises varying in form, which may be employed in accordance with the progress
and capacity of the student. These exercises being purely progressive do not in
any way refer to any particular period or author.

I wish to impress upon students the importance of mastering each chapter
thoroughly before they proceed to the next.

Breathing exercises should precede the practice of vocal exercises or SONgES ;

the morning is generally the best time,

The singer must bear in mind that expression marks are simply suggestive
and not arbitrary; as he is advancing in knowledge he must assert his own
individuality in the interpretation of works or songs, paying at the same time dye

deference to the meaning af the author as regards words and musje,

Individualism is an irresistible magnet which infallibly commands success,
and if combined with a good voice cannot fail to insure a brilliant career for

the singer.
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CHAPTER 1.

BREATHING.

The management of the breath is the first thing to acquire. The following preliminary exercises are
recommended ;—

(1) Stand erect without stiffness. Loosely clasp the hands behind the back and assume a pleasing :
expression.

{2} Open the mouth slightly by an easy relaxation of the lower jaw ; then breathe slowly, so that the chest 1
may expand laterally by the distension of the ribs, and without effort, until the lungs have reached £
the limit of their tension, then gradually and slowly relax the tension until the chest has resumed E
its normal position. No ngise or sound of any kind must be heard whilst inhaling the air ; opening !
the glottis* wide keeps the breathing silent. : [

(3) Be most careful to avoid raising the shoulders. This action is not only useless but detrimental. |

The difficulty in the managenient ‘of the breath is to obtain a slow and regular expansion of the chest.
It is well to observe that, in actual singing, the relaining of the breath offers greater difficulty than the mere act
of inhaling the air. To overcome this difficulty it is advisable to time one’s self by slowly counting mentally up
to twelve, both while inhaling and exhaling—which count of twenty-four must be spread over 1o to 12 seconds.
While timing yourself when breathing, you must not attempt to see how long you can retajn your breath. Such
must not be the purpose in view. On the contrary, your practice must tend to improve the control of the breath
gradually. Increase the period of your counting until you have acquired such physical power as will enable you
to sustain a long musical phrase without undue effort,

(4) Stand erect, take a long, slow breath, extend the arms sideways and swing the body very slowly from
side to side like a pendulum ; having done so a few times let the body resume its erect position,
then gradually exhale the breath and lower the arms slowly. This practice should be repeated two
or three times daily—a few minutes each time. If you experience difficulty in either inhaling or I|

e e e e

controlling the breath whilst exhaling, I would advise the practice of physical exercises with or i
without light dumb-bells or expanders, according to recognised methods. | |
I

Breathing through the nose, although not practical in actual singing (as the inhalation is too slow), may % '
nevertheless prove an excellent mode of studying breathing. Not only does this correct the tendency to breathe i b} |
hurriedly, but it serves a hygienic purpose, the air being filtered and warmed by passing through the nasal ]‘, |

cavities, and reaching the lungs under favourable conditions. ‘ 1 |

This mode of breathing must be practised, as already explained (counting to 12), but when sound is added to
the breathing, count up to 10. Open the mouth slightly on 11 and sing on 12, thus avoiding opening the mouth ‘

t Si:ng. . .I
10 I 12. :|: { ]
|

suddenly, and producing a jerky sound. Count :—; T 3 & 5 6 5 B 9

¥ See Appendix, * Open mouth skighaly,




CHAPTER IL
REGISTERS.

Before going any further it is necessary to understand the classification of registers,—chest, medium, head, as
shewn in the following examples.

Extreme, Sop
. rano
-2 B == acuto.
o SOPRAKO, S — B —_— = =
_-F_.LL___ =
= - — — — — —==aT
% b=t = = = 3 Head.
Chest. Medium,
Extreme.
MEzzo-SoPRAND. Optional, Optional. - b=
%ﬁ S ) 5_“ - # 1]
= = = o —
A [ e ] —
p— = ﬂ:: E-._ — :
Y o bm_T = S =" Medium, Head
Chest. "_-_-.ﬁ_....-
- CONTRALTO. Optional. COptional.
% = = e ==——— . - d
== T L semmemee s Medlam. Head:
Chest, R
L | - .
. Extreme, Falsetto.
o TR - e = =
7 e e - '

\'-F

9

0
0
\
\
\

Extreme. Exceptional.

=2
. N —
e (o A —— = o — = = i
= —_—
5. .
& e I
Bass, - i s - e .E_E:trtme.‘
[ e ] - [}
&= — 1
s tl
Extreme.

The above examples show the fullest extension in mafure voices.

4
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Until the vocal organs have become ma.turc, emr:ius should not be sung to the full compass of the voice.

Experience has proved that this is the best methud of developing the voice. At least two years study on these

lines is necessary before the voics will be sufficiently mature to make it desirable and safe to cultivate the

extremes of the compass.

In Soprano voices thc chest register need scarcely be considered, as it is generally weak in quality, but in
Contralto and Mezzo- Soprann voices the difference between the lower and medium registers is very marked,
1ally in the

especially in untrained voices, the lower being fuller and more resonant than the medium, espec

Contralto.

In young veices it frequently happens that the lower or chest register is entirely undeveloped, hence the

difficulty in classifying a voice. The simplest way is to start singing in the medium part of the voice, say from G,

as in the following exercise.

= cres.
/ — H &e
L — I m— t =
i = r= = = b= 3
i : i 3 . s ] . y " . a & % A g
Pronounced as in fold. As in monght. As in guard, As in flaf.

Another way of testing the lower notes consists in dmpping from a medium note to a chest note, with

i1 l
strong accentuation on the lower note, 1—5‘ 3 i &c., or by smaller intervals.

,f-—-—-—l—l_.._?__l_
© =

Having formed some idea as to how the voice sounds in its medium and lower registers, the upper part of the

voice, or head register, must then be tried.

” o
= —=
=" — = L e = = -
f———
. . * ® - " N = . ") 5 5 Tl A =
Pronounced  As in fold. A b
as in nought.

Having tested as far as practicable the possibilities of the three different registers, the student should proceed
with the exercises in the following lessons, which may be transposed into any key that will suit the different

voices, whether Contralte, Mezzo, or Soprano.

#———2% Thesa threa notes may be tested in the case of exceptionally pre-mature voices.




CHAPTER III.

BELENDING OF REGISTERS—IMPROVING FAULTY SOUNDS.

Stand erect, strike the chord of C on the piane, open your mouth slightly, take a deep breath as explained in
the first lesson, and sing from C to

C slowly on the broad a as in guard. As you ascend the scale you must

the a towards o as m hot and o as in t'uId
subtle and so carefully blended, from note to note, that tI:u:

gradually round the voice by modifying This modification must be so

scales impress the ear as being perfectly smooth and

even, both in guantity and quality, the modification between the notes being thus almost imperceptible, '

Fold.

E T | 1 I T T
b | - = = __:ﬂ
Lo ] E —n — :j i — -II el ]: 1 1]
[T =

ah . aic o 4E B & .

Modification. Modification.

Fald. Hot, Guard,
“‘é:n —— ] I : —— 1
B — I e —— —= ] — ] — 1 H
B e oo o T ah , . %

- Modifieation. Modification.

Gradual practice, ua‘wnced Exceplional,
Guard. Hot. Fold Lm:r._far beginners, i'I‘m, | -ﬁft
i + Bt

— —| E——] =1 5—‘] . E__r_ﬂ‘ﬁ_'?
ﬁ_—l"“—i _|“-r:|—|*ﬁ"—|—"-"'—_|— i
= = =
ah

__,.._

l l l l
i & & o . u s
enaxod, ]Gnrdwﬁf. Beginners. |
e T ] | —_——_——"
* 1 — . i 1 =—t—e———— F— e -@-_H
* T & . i ~ i p i ” & . i . . . a . . i

In female voices, mostly Mezzo and Contralto voices, a marked contrast exists between the chest or lower

register and the medium register. This contrast or disparity, usually called break, is due to the fact that an escape
of air, or cozing-out of the breath, causes an imperfect closing of the vocal cords (or lips of the glottis) whilst
passing into the medium register.

* Sew Appendix,




The practice of the following exercise will greatly assist in overcoming this defect.

Sing each ot the following

Semi-quavers with a sharp stroke of the glottis on the following Italian vowels.

i, pronounced as in chaf.
a, 2 — ] S
£, " e Jule.
g, i w1 Peb
iy " w o Seep,
b, o o ai B0

Medium,

§ —— | : p
1

It may be observed that the five Italian vowels have several distinct sounds, which can be distinguished by the

£ French signs marked above them, 4, 4, &, & i, 6, 8, u, and are pronounced as follows (—

4, as in chat.

A, » w ort.

&, . o fate. . - ; : P

: pet By carefully observing the modifications of vowels, as explained in this chapter, you
R L 1] .

i, oo feet. will avoid imperfect sounds, having one or more of the following defects :—

G owon mug]‘.lt.

8, 4 s+ coat.

il too. |

(1) Guttural or throaty sounds produced by the contraction and tightening of the throat and undue raising

or swelling of the tongue. The throat should be kept as looge and open as possible, and the tongue

perfectly flat or almost hollowed, and quiet in the mouth.

(z) Nasal sounds, caused by the contraction of the nasal cavities, as in a very thin sharp sounding of the

Italian ee.

{(3) Trembling sounds. ‘This fault can be best avoided, Firstly by carefully observing and practising the

mode of breathing explained in Chapter L., and Secondly, by singing each note with a neat and

short (not abrupt) explosion of air caused by the impact of the breath on the vocal cords. This

sound (vibrating air) can be prolonged gradually as the voice acquires more steadiness, until it

becomes a well sustained tone.




CHAPTER IV.
GRADUAL EXTENSION OF THE VOICE.

The following exercises may be transposed into B? for Mezzo-Soprano, into A for Contralto and Baritone,

and G for Bass, and may be repeated three or four times a day, five or six minutes at a time.

1t is advisable to strike the notes on the piano now and again in order to ascertain that the voice is perfectly in

© tune.

As the voice begins to improve, Sopranos should sing the following exercise

—7 _ &e.
— —

as far as E, and gradually up to F and G, carefully observing the modification of the vowels, especially on the
upper notes from C (called head voice from the fact that the resonance takes place in the pharynx ® or back roof of

the mouth).
The same exercise may be practised by male voices each within their respective compass.

The next exercise consists in starting on the middle G on the vowel &; in descending the scale by semitones
L]

the vowel must be modified very gradually from & to 6, from 6 to &, and then to 4 on BY, which must be strongly

accented, gliding on to the BP, A and Ab, etc.; the glottis * being slightly lowered and expanded.

a4 . s R .
g“ E—
I — 2= {——=
[

If after some practice the contrast between the lower and middle notes becomes noticeable, it will be easier to

& . . " . . SR . i &
———
1

o e 1 h
k=3 L=y

=]

e e
L L
=

—_—

e

s T e s s =

judge whether the voice has a te ndency upwards or downwards, and to extend its compass in whatever direction
the more musical sounds can be obtained. The same exercise may be reversed by starting on the lowest note,

each according to the class of voice, and ascending the gcale, observing the same medification of the vowels in the

TEVErse WaY:

In Soprane voices the chest notes, or lower register, are generally weak, if not veiled. The lowest notes that

=1

might possibly be used are Bb to D. ':} _H
J e = =
{} n fa gg-
The medium register runs from @ —=—{]; the head register from {7“".}. f== "
of = or 5 e
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The upper register is generally bright and sonorous. In Mezzo.Sopranos the medium and head notes from
Medium. Head,
= =

£l
g_ = = { are full and resonant, whilst an oceasional G and A Euﬁ H may be

obtained with good effect by experienced singers. The chest register 7y =fl sounds fuller and
1]

'y - e

richer than Sopranos, but not so sonorous as Contraltos. The timbre of a true Contralto voice can hardly ever

be mistaken ; the chest notes are remarkably powerful and sonorous, the medium full and rich, and the head notes,
il

although not of great extension, are round and full, %___

— — | |
—ﬁ-——“:-'_'u
Iy —
o= = =
& Chest, Medium, Head.

Tenor voices are generally feeble and indifferent in quality on the lower C ?’H but as they ascend
——

b=

il
. i rarn
from ﬂ}—.—.-_——ﬁ they become more and more brilliant and sonorous. Some Tenors attempt a top C
o) -
=

Eﬂ ——H| in the chest quality, but generally with disastrous result. The quality of the top C sounds strained

and unpleasant at the best of times. Only guite exceptional voices ought to attempt it.*

The Baritone voice may, according to the writer's idea, be divided into two classes ; the light high Baritone,
and the lower full Baritone. In the former the lower notes have but little resonance, while the upper tones are full
and brilliant. In the latter the notes are fuller and more even throughout the compass of the voice.

Hicu BariTosE. o 2 - = ﬂf_ "= Extreme.
o=
T = — =
E-_,_ﬂ = Foe | = _ni_i
£ . . . 4 . b * b . .
Wrap. Art. Laot. Float.
Low BARITOME. - = = &2 E2 Extreme.
F T —= — — =
= — = = '_!'I
= = - = |
i . . . . : i . . i 6 . . . . . ] 2 a
Art, Lot Heope.

The * Basso-cantante " stands between the deep Bass and the Baritone; not so heavy or so full in quality

as the Bass. @_,4f_i-i

=
thiun:.l.
In the Bass voice the lowest notes are generally the most sonorous. Hot. 4 =
¥ = = = — = - __“
& =
— — s | —

=y =

i i . . . . . . . . . . . & . . . i

Sharp. Hot. Fold,

* Some Tenor voices can produce very good effect on the top Bf, Bh and C by means of falsetto quality, especially in soft passages.




CHAPTER V.

HOW TO STUDY EXERCISES.

1. Stand erect and at ease, as already suggested in the first chapter. In this, and all following chapters,
strike the chord on the piano, and ascertain that you keep quite in tune by touching the notes now and again.

2. Open your mouth slightly by the simple act of letting the jaw drop.
3. Take a long breath (Chapter L.},

4. Attack the sound with a neat shock of the glottis, such as is caused by sudden and subdued coughing, and
sing the following exercises, observing all along the modification of the vowels as indicated in Chapter I1L.

SoPraNO; 5 & .
molfo lepato ® _____3 L e — . =
£ r e . - =y = I
— 1 ) | = 1 = = e :-
% T = = 1= 1 -
r— [=J
7 B
5 — p—— ——— .
== == == =
e == I—= = 1 for & — e — 1
e/ = -

This and the following exercises in every chapter must be fransposed into the keys suitable for each voice, male
and female, omitting the 3rd, 4th, sth, 6th, 7th or Sth bars in the case of beginners, not attempting to sing the
higher notes until more maturity has been acquired. The above -exercise should be sung molle legalo, i.e., very
smoothly from note to note, withont dragging, scooping or jerking. The quality and sonority of the voice must be
strictly preserved throughout.

This exercise may be transposed into different keys, as below :—

Breath., - e

= R 4 —_— i |
T 1 i | L I i | i | i 1] 1 I 1
n ] 1 B | E 1 i i — P 1 n 1 n i | 1
1) = j— | = | I e = —_ ﬁ - 1
¥ = r 2 T = 1 | — 1—1 1 1

J
)
.ﬁ
N
\nR
i
|

.
b
1
i
il

The following exercises should be studied, first on the Italian vowel i (in art), observing the modifications as
explained in Chapter III. Also on é (as in May), rounding slightly as you ascend the scale, taking care not to
« blunt " the sound, or cause it to lose brillianey. Then on i (as in Seet), rounding slightly towards the French =,
or as in Devonshire dialect, ** fo,” (** where's her gone fo ™), and on & (norih), & (hope), u (footh).

# Very smoothly.




& ol 5 =

No. 1.
3 4 5
Breath.
e — ——— 1 -

] 7 8 9 10
- Breath, - i Breath. Breath.
I i = I | 1 i )
] | i — — —
] = —_——— —

@7
|
al
1
| Lt
TJ
tI
m
.":T
L]
|
il
i
™
|
il

TrEET— ] T I | I T
s —= T '“._._1_§:F = ; I
-dl._ ! X I L C
1 - T =
_-_"_-'_'_'_i-r i = P_F_-H__’!_l L 4 | B -_F-__E
L R——
T e —
17 18 19 20 |
i Breath, Breath, rHr_ca.lh.
T - I i # | 1 é - L
A | .

==t —ct-—o——
T -

-\-"——-—_'-'.

—

Any of the bars between the two signs € may be omitted in the following manner, If you do not wish to sing higher than
bar 7, pass over bars 8§ to 16 and continue on bar 16, or skip from bars 10 to 14 and continue on bar 15,
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Guide 1o Solo Singing—Gancia.—Novelle, B
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To be sung as above, i, cantinued, ascending and descending the scale in scque

rt E ] _F_ =
—
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-
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CHAPTER VI,
ADDITIONAL EXERCISES.
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No. 6.
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CHAPTER VIL

ARTICULATION.

The first consideration before singing a song is to learn how to articulate the words. The second

consideration is to adapt the voice to the sentiments to be expressed.

Taking these in order, first learn to pronounce the vowels. Stand before a looking-glass and watch the
different shapes of the mouth whilst singing on the Italian vowels,

& (fat) BRIGHT VOWELS,

& (art)
€(fate) | The corners of the mouth slightly drawn back without exaggeration so as to preserve a
¢ (peg) pleasing expression.

i (fir)
i(feet) J

ROUND ok close voOwELs,
& (all) (broad, open).

& (hope) (semi-closed).
u (too) (closed, but not mufiled).

The lips slightly rounded, thus aveiding a pouting expression, which
would tend to muffle the sounds.

The conformation of the mouth lends itself to multifarious modifications, however subtle they may be, and is
capable of adapting itself to the different vowels and their various shades as well as to the infinite varieties of

facial expression.

The English diphthongs should be studied as combinations of [talian vowels, as follows ;—

u (you) = Italian 1w,
ow (new) = w3,
oi (oil) = w O
i (pie) = b B

As the words express the emotions of the soul, it ia indispensable that the mechanism of the consonanis as
well as that of the vowels should be mastered.

CONSONANTS.

Consonants are produced by the more or less complete imprisonment of air in the mouth, caused by the
contact of two articulatory organs, followed by the explosion of the air heard immediately those articulatory
organs separate. From the fact that the contact of the articulatory organs varies in its completeness, consonants
are tIassihEed in the following manner.

Sustained Consonants are preceded by a preparatory sound which can be prolonged at will.
The Semi-sustained Consonanis are preceded by a short preparatory sound previous to the explosion.
The pure Explasive Consonanis are not preceded by any preparatory sound.

These consonants are produced by the organs of the mouth, which, coming into contact, intercept partially or
completely the issue of sound. The organs or parts of the mouth are :—the lips, tongue, hard palate, and teeth,
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CLASSIFICATION OF CONSONANTS.

THE AIR 15 COMPLETELY IMPRISONED.

*[F &YV Closing and sudden separation of the upper teeth and lower lip.
P Closing and sudden separation of the lips, especially the lower. ; :
T The tongue put between the teeth and withdrawn rapidly, producing a snap-like sound,
; C (Italian) as in ehess.  Sudden separation of the front part of the tongue from the front
Pure Explosives. part of the palate.
£ (English) as in care. _
. K; As in kiss. This is produced by a shock of air caused by the sides of the tongue
'[.?,j pressing against the palate,
B
Semi Explosive, { D A slight guttural sound is preduced in the throat previous to the explosion
G
L Tongue against palate.
M Lips closed. : . )
N Tongue against palate. These preparatory sounds, finding their
Sustained. TH Tongue against upper teeth. issue through the nose and mouth, can be
R’ Tongue vibrating against palate. sustained as long as the breath permits.
5 Air whistling between tongue and palate.
F&V Closing and separation of the upper teeth.

The R must be rolled, the tip of the tongue vibrating against the palate.

No singing can possibly be of any value withouat clear articulation. Especial care must be taken to pronounce
the last consonant of a word, which singers often neglect to do.t

Clear articulation shows that a singer has temperament, that is, energy and dramatic feeling.  Without
temperament there is no force or variety of expression,

— e —

% The F & V may be considered as sustained or pure explosives sccording to the made of articulating them,

" Down the dusty road togeiher homeward pass the hurried sheep.” mot “Dow’ the dusty roa” together homewar® pa’ the hurrie' shee'.”
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CHAPTER VIIL

ATTACK OF SOUND AND SMOOTHNESS.

To obtain the colouring desirable in singing, complete confrol of the veice must be acquired. In the first
place, the attack on a sound must be neat; in the second place, smoothness must be observed in going from note
to note without slurring ; in the third place, complete mastery of diminuendo and crescendo must be obtained by

swelling or diminishing the sounds with perfect evenness and purity of tone.

No. 1.—ATTACK OF SOUND.

&

O == e o
Oe == oy
Os = 5
8 =0
E = os
B =aes
R -

[
i
b

o Y
e T
T o
B =1 e e

In singing this exercise be careful to observe the modification of the vowels while ascending and descending
the scale, as already explained in former chapters. Itis also necessary to observe that some vowels, as i (feet),
€ (fate), present very great difficulty to seme veices. It is therefore advisable not to insist too much at first on
the study of these vowels, but to use such modifications as & (in sef), i (in j#ff), or towards the French u as in

murmure, in fact, any shade of vowel as near as possible to the bright sonorous Italian vowels, until mastery of
‘their pure sounds has been acquired.

No. 2.—=SMOOTHNESS.
Mol

o legato, _ fi— = o ! = P |
e ——— i S

Ko, 3.
Breath during

the threo beats. ===

:%EE_::__!_"’ ' S

i
K [ &  — i
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MNo. 6.
No. 8.

o Melodic Minor Seale
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CHAPTER IX.

LIGHT AND SHADE IN EXERCISES.

-

The following study is for the practice of crescendo and diminuendo.

1. Lente assai (very slowly),
Well-sustained breath. = =

—E:,.'— = T T
i i | | { i ——J—= —== 1 1 - | (|
i 1 | ] | i — 1) ] 1 —— | | 1
r. 1 | T —— = 1 1 1 1 1 1 1 I
) = =
B i = —
ik .. . 2 . = = s 2 . . ; . . . 5 . . . . . . . . .
n__ = =]
— T
4 'i = — |= — =1 a'—-f— :’: ‘uI' |= 1 _ﬂ
e 1 { 1 | 1 1 —= 1—r= - — e— 1 i
U e e e e = = i, =

Each note in the above exercise must be started pianissimo and gradually increased in power until forte is
reached, then the process should be reversed by gradually diminishing the sound; this practice must be repeated

on the different vowels, and full breath must be taken after every bar.

—_— = =

o b wf-p m-p k.
I 3 i I
Accentuation, T : ——]— 7 = ! E &
H [ 1 5_"EL—'F

The notes in this exercise must be attacked firmly mf, and then immediately diminished toap, It frequently
happens that singers (female voices in the medium register especially) experience some difficulty in swelling and
diminishing the notes on the medium register. To overcome this, it is advisable at first to sing the notes very
short and fairly loud, with a decided shock of the glottis,* then proceed step by step, increasing the length of each
note until a long, well-sustained, and steady sound is reached. Once this is accomplished; the practice must be
continued by swelling and diminishing each note. Some singers have a natural facility in modifying the sounds

at will. They, however, may be considered as rather exceptional.

Tener voices frequently experience a difficulty whilst ascending the scale, especially in the upper registers.

ihmf‘....:b-f PP e

* As shown on page s, chapter 111
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By paying particular attention to the soft tones {mesza-voce), a standard of performance will be attained which
will greatly add to the equipment of a singer. The same remarks apply to baritones, who frequently experience

some difficulty in singing mesza-voce from the medium to the upper register.

4- P & y s m
= - - = = PE
g== 1
H
i 3 & & . . . oo(not mofled)

Ea.rjtnnés, as well as teners, can overcome this difficulty by modifying the vowels, as already suggested in the
preceding chapters, and practising as indicated below for the b}nss, but in a higher key. Bass voices, although
heavier in tone than either the tenor or baritone, and for that reason more unwieldy, yet may obtain agility and
control of tone by studying exercises such as the following :—

5. Moderate, == =

T

9 Moderalo, —
e
—— i .

18.  Moderato.
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CHAPTER X.

OLD ENGLISH SONGS.

EXERCISES. PHRASING.

e - :
==~__;F_"—" : e ——
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HINTS ON PHRASING.

The first consideration before attempting to sing a song is to understand the meaning of the words and to
determine the dominant feeling or sentiment. The outline being thus established, the details must be filled up by
colonring the phrasing, without losing sight of the individualily belonging to the sentiment to be expressed. The
next thing is to commit the words to memory and declaim them with the right infonation without exaggeration or
“ranting," thus imparting to the voice every possible device of dramatic force, emotion, and artistic resource. By
applying this to your singing, you will acquire personality, which is such an important facter in determining an
artist’s success, Students who wish to become professional singers would do well to * suit the action to the
word.” *® It is said that the great English tenor, Sims Reeves, used to study the songs and recitatives from
the Oratorios not only with a few appropriate actions, but even kneeling as in prayer in such a passage as
* Let but that spirit which first rushed on me in the camp of Dan."—Recit. from * Samson.” (Handel.)

* Quotation from Hamlet,
Guide to Solo Singing—Garcia.—Novello,. C
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It may be observed that as regards phrasing and colouring, there is wo fast rule. There are many diﬁ'crcpt
ways of expressing the same sentiment either in painting, sculpture, literature, music, and interprelation ; in
singing especially, musical signs are only helps to suggestion. It remains, therefore, for the singer to let his own
individuality guide him as to the best mode of interpreting the words he has before him, providing he has acquired
the essentials of technique which will allow him freedom of personal expression, with due deference to the meaning
of both poet and composer. These essentials are. in a few words, abselute command of tone-colour, thythm,

dramatic slentirntnt, fascination (magnetism). Self consciousness will at all times trammel a singer's freedom
and lead him through monotony to failure.

It frequently occurs that pupils find difficulty in pronouncing their words without slurring from one note
to another—or in other words * scooping.”

The fault lies principally in careless articulation, the student not having mastered the mechanism of
consenants as expounded on page 18, chapter vii. .

The following examples illustrate the cause of this scooping, and may help to suggest a remedy. It may
be added that very young singers are frequently addicted to this habit.

My mo - tﬂl:l'bi.d! me. My mo - ther hids me.

In the word * mother,” the preparation of the *m,’ followed by a neat explosion, must take place on'the
note A, The second syllable *ther" on the E, without the slightest sound, suggesting the repetition of the
first note, being heard. = Another method is to join the last consonant of a word to the next word, making
an elision of the intervening vowel, as in the following example :—

Right as written.

 St. Paul,” page 33-
Recil.

- £ = o

- e -
ﬁag:mr ; e ‘b: L
o Hath not his hand made all these things ?

As pronounced in singing.

4—'%- -1’- a— = -
' eI
— 11 !

IR ——— b e—=
Hath not his hand ma Eall theso things #
& Right. Tcr:tltn—"ﬂ;ﬂtu:m. Hﬂn-:q.

L L4 1 1

With wver - dure young a - d:;-fn'd..

I E Wrong. 4 .

With ver-dureyounga - dern'd.

ol & As pronounced in singing. "

é EE;F‘E‘—T‘:EEE&

With wver-dure you nga-dorn'd.

The diphthong sound of the word ‘young,'as well as the consonant su_uqd in the above examples, show the
possibility of articulating every word of a phrase without disturbing the lilting rhythm, or turning a broad and
majestic melody into a spasmodic or commonplace tune, The illustrations given will suffice to enable the
intelligent student to cope with the various combinations of words he may meet with. It is needless to add

that, once these difficulties are conquered, and technigue has become second nature, all laborious effort of
articulation will disappear.
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Colouring depends to a very great extent on the mode of articulating the consonants, especially the initial
ones as well as the last, which are often quite imandible owing to the carelessness of some singers.

* Is not his word like a fire {Elijah).
- - - - [— |
* Hear ye, Israel " (Elijah).
] = -

** Have ye not heard he hath prophesied against all Israel * (Elijah).
L 2 = == - = a - =E - - = =8

“ Q1! glorious light, no cheering ray to glad my eyes—total eclipse ™ (Samson).
2@ g =" = == K = - EE= ==

The preparatory sound, in sustained consonants especially, must be carcfully observed, as it imparts vigour

and emotion to the diction both in speaking and singing, and also adds to the sustained effect of the
phrasze, thus :—

* n—no sun—n n—no m—moon—n all dark to m—me. (Samson).
il M i [—— ‘H_i":.._.r"—: L I —

Care must be taken to emphasise the m and m with comtinuons and well sustained sound previous to the
explosion of the note itsclf, without in any way sounding two scparate letters n' no, m’ me.

Before singing compositions of any kind, it is necessary to consider when and by whom they were written.
Styles of writing differ, and with them the modes of interpretation.  Let us first consider some of the old English
masters such as Foin Blow, 1648, and this chapter, Henry Purcell, 1658,

THE * SELF.-BANISHED,” BY D= JOHN BLOW.

A quaint sentiment of love as well as of sad resignation prevails throughout the two verses of this song, and
although the music with its primitive construction does not convey any particular sense of sadness of love, yet
tasteful phrasing and infensity of feeling will add considerably to the interest of the song. (First verse only.)

Mezza-voce. (With a elear, mellow tone, not thin.) . —_—
" J 'l r )
11 b L | i } | T ¥ i § b i T i T
ﬁﬁ_ === eear == ==
|| 1 i —  — = I | — e | - i
: o - . - -
It is oot that.. I love you less,.. Than when be - foro.. your feet 1 lay,
—— P —
'R = 2 - " ] | i = o= o et | ::
%4 LI 1 Fy L 1 | - - 1 | 1§ 1 Ir j I ]
F'EF"'F‘—I—f—l—H—.——-'I‘—'——I — 3__ I — | é__ -
1 L - I [ i 5 i 1 .-: [ = = -
: - - - = -
But to pre - vent . . the ﬂu.'l in - creasa Of i::pn « lesa love .. 1 keep a - way,

In vain a - las! for ev - ‘ry lhin;.\'-'hi-:hl,.. have koown.. be - long . . to You,

——

[ Ll —— - 1 17 T=
’ ) e = T=—=i=s! fl
Hﬂ%#w—-j@—%ﬂﬁ_

il .
Your form does to .. my fan - cy bring, And makes my old wounds bleed g . new, |

* See Chapler vil. page 18, on consonants, t Sing this phrass with pathos by exclaiming the word “alag " emphasising the note and
eoding it with a sigh! ! Emphasize each note of the triplet with a slight accent.
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“I'LL SAIL UPON THE DOG STAR."—HEMRY PURCELL

The time of this song must be marked boldly by accenting well all strong beats, the first of the bar especially.
Each word should be pronounced with a erisp disfinet articulation, thus conveying a sense of perfect accentuation.

n_y Allsgro. =|.. . i =L ! a =) : = W
i i i | | . 3 I [
Il sail up-on the dog star, Il sail wp-on the dog star,and then pur.sue the morn-ing, and
- §— =, -
[y - - _— -

- - - - 1 ‘_..'

T L
then por-sue, and then par-sue 1the morn-ing; I'l chase , . . the moon hll it

be nogn, 11

Mark each without jerk.
e
HTPE-E.{ bars to be phrased in the same way s the preceding 4 bars.

CFEL. O ™ e == -
I =
o —— e ! — :
=y b 1 — 4 ! =
=" —
o , " ' ¢ I'l fear . . . . the rain-bow from the
i .f - .ﬂ."-—-_".i. S, [r— ey
- sky, I' tear . . . . the rain-bow fromthe sky,and tye, . . . . . . . . and tye both

:
ﬁiﬁ
i

— - = - N k] - -
i
£ F L] I = F E:t; -
! F —— 1 -
e/ stars pluck from theirorbs toe, and crowd them in my bud - get, And

* Although the groups of notes must be sung legato (smoothly), and with a foll round toce, yet the notes must be perfectly distinet
one from the other,

: ‘ Aﬂ_i
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CHAPTER XI,

EXERCISES AND FURTHER SONGS.

- 1= - be
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Wiy MOTHER BIDS ME"—_CANZONETTA (PASTORAL), HAYDN, 1732—18eg.

The characteristic sentiment of this song is that of quaint sadness, as suggested by the words and meledy.

It must be expressed with the simplicity of a young country girl.

———— ———— T
p § Allegretto, ———— = = - oy =
— = —— et
5 = = o ————
My mo - ther bids me bind my hair With bands ef ro - sy boeg Tie
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- - & == - E..-_
Ee e
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[ i o
op . - my sleeves with rib - ands rare, And  lace.. my bod - ice blue, Tie uwp my
T L3 _:= far roproachially.
I —— = —== P
: - e e e e e I :
sleeves with rib - ands rare, And lace, and lace my bod - ice blue. For
gl .= - = mﬂurﬂmﬂr sobbing.
why, she cries 7 'sit =till and weep, Whllu 11mr$ dance and Fllll'-

These 3 hnrl o
be phrased in the
same way &8 tha

§_a ot . oy e, - : = preceding 5 bars.
& :

Ll

- last I searce can go or creep, While Lu - bin is a - way, A - las, &e.

g
E
T
v

L
I

— t—m

a - way, whl.h Lu-bia is. . A = WAT, iz - Way, is A = Way, 'Tis

e

In the above every crescendo or diminuendo must be gracefully blended, and the accentuation, as marked,
should be gentle and subtle, g0 as to preserve the simple and pastoral character of the song.

“THE SOLDIER TIRED."=Dx, ARNE (1716—1778).
(Excerrr.)

This song may be described as being typical of the time in which it was composed. It is of the florid style, and
more adapted to bring out the technical ability of a singer than to express any special sentiment. It is otherwise
excellent as a study, both for breathing and flexibility,

= —-—-l-—.-i—.—'.-..—..u_"‘ "-I!'
,:a=f~1.~:"-—+—|—|—5‘"r.!'i=* e

The sol - dier fired . ; . .
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CHAPTER XII.

L]

EXERCISES AND MODERN ENGLISH SONGS.

— e —— i
A il ) 3 3 _.:3-'1 Fl L] T__ﬂ =
‘_T_'_:. _:'—'J__.H..:ﬂ—ﬁia‘ _g'-——‘l_.l—-‘;:ﬂp_-_-.;j!! i = _= I"—"'_-"
e é.-g;'g_.._tﬁd:‘.'_ =Sm— crmer— ) 7 p o S gdﬁ.&'--?py — e
i e -~
'.4:—— ;:':'_’.‘;:'L—_d:'_._—'_:'vﬁ:"_'" 8= 2 - !_"I I _._!'}t
— z - = ——t-= o
| L i 1 ' — |
P e |
-‘F__i— N - e r  E—
BEEee———g—rr—rt-—r =t ——
. - S —— T
L. — - ——

_—
7 —J_i = :.:'.‘ﬁﬁ : ¥ I — ,_—__‘- = — ] - =
@?‘::i:: :—r—q—l H_E Sit—m—| —, E — !_#— _H
= —_—
- .
! f—1re r —1
teh— = ey - ; —
EEEee=—= = L —— r—F—}|

.0 S| SN _l T |
—.__—]——--mh-—{ “ - ] [ I- — = p— ama
GRS b

- >

-
i

T
Il

| rE—
L e




T T L T

“LOOKING BACKWARD."—HUBERT FARRY.

The pervading sentiment throughout this song is that of intense regret and sorrow, which are expressed both
by words and music in a sublime manner. The end is a fine elimax, which should be sung with a sonerous and

well-sustained tone. The reminiscence of happier days is beautifully expressed in the following bars :—

— Slow, — - —— N — - . =
T 1 | ) 1 ) i) i | [ |
g e e e
o - g I v :

O my child - love, my love of long a-go, How gr_ca,t was life  when
AL = —— - eres, molle,  — mf 5 F e =1

!
i
| ;
:
|
i
;

thou aod I were young! The world was bound-less, for we did not know, And life . . a poem,

% - !_:-_._.:-_-" ! o ‘f poce agbal, T_

%ﬁ?ﬁ_d S — - -.—!—--m—“”—.—‘.-“——url:m:
o q'_E_a 1 f = - 1 h'_l_hiij — - __i:

for we had mnot sung. Mow iz the world grown small, and we {here-on
lemats, mf cres. animande,
i_,.-—-—-—--._
- r_ T i 1 - T

= -;—.r — —‘1 I = e — 1
PEE e e e

Fill with more care and toil . . each nar-row day; Elves of thewood, dreams from my heart are gone,

——* Thesa feo bars are the reflection of a distarbed mind, and lead with a gradual erescends in the inl.lnb.-ing five bars to the
words ** for God is far away,” Thess must be sung with a broad and exalted tene, pure in quality, thersfore fres from any attempe at
forcing or viclence,
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mj agitalo siringemdo,
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| And hea"-el:. is 'm.w, for Gm‘l is a-way. Canstthou pot come and touch my band a - gain, And

me tempo animato. {ad lib.)

v

) =+ 1-.-":
I look on thee with grave i in - no - cent eyes, Thy God has ma-ny anm - gels;
i PERG mosL. J!loﬂv rit.  wwollo lepats, s i
: —
f ﬁfﬁ%““w—&m_—yﬂwﬁ_q_ﬁ e
' he G- e
1 fain would woo . For ooe hour

ope an-gel from the skies.

rr
.
I
I
N
[
L
i;l;

my  child « love, . . come back, come back to  me, And,

ferderly,

. —_— mf SE s P - P B P 2=-—+
= |5 N g —1—&
= . === SEE
laugh - ing, lead me from the i

toil  and din ! Lay my heart those small bands ten -

der -1y,

u -| l—I . -.-r 3 ad ik, - - -fl- I
g§§§§§EEEE::EIg;;;:;:==,F LT = .j, g ——a = __T:éﬂ
And  let  ihe whole world

| im, and let the  whaole
. Copyrighe, 1907, by Nowille and Company, Limited,

1L

world

_—
—"* These nine bars must be sang with

emation bsery
chum of time indicated in the music, "4 wars ln the volcs, o ing carefully the light and shade as wel] as the

=1 These seves bars must be sung very smoothly, i

imparting to' the voice g sentiment of tende
FOEss as well ness,
1—_1 These last four hars, being e i

Jull breath,

the climax of the SOng, must be sung with a bepad and well-sustained tons

whinhmum*.ﬂinga

e
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CHAPTER XIIL

MODERN ENGLISH SCHOOL (continued).

Harmoxic Mixor ScaLe. Ne. 1.
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“PLEADING."—E. ELGAR.
Anavysis.

In bars 1 to @ included, the tone of voics must be sympathetic and hopeful; that is, bright and well-sustained.
Bar 7 must be expressed with vehemence of feeling, almost to buoyancy. Bar 8 with supplication. In bars 10
and 11 the voice repeats the same imploring entreaty with a tone intended to foreshadow the despondency
expressed in bars 12 to 18. The last three of these bars * The faith grown fainter " should be BUNE Mesza voce
with a clear sympathetic tone, and the last words, * The memory smoulder'd to a dull regret,'” almost with tears in
the voice. The words and music in bars 19 to 23 are the last rays of almost forlorn hope, to be expressed with a

broad telling tone, immediately followed by the last appeal in bars 25 to 28, sung ina supplicating and subdued
voice, brightening at the words of hope * And turn my night to day.”

" l‘& J-|I:h£m:h'- i ~ _“ﬂd'::-lrr. l ' L—== - B_i;I__ i 3 e
o _—c===uu= ===t
Wil ¥ou come homeward feam the  hills of decam-land, Home in the dusk, and
e
L by ¥ :_i_ ; 5. n e B-—-_-_-__-__!i ﬂ'ﬂr—-—._—__”ﬁq“m 1 ]
e e S === == ouN
T |

I
speak to me a-gain? Tell me the sto-ries that ]

am  for - Eet - ting, Ouick-en my hope, a;d
ril e dim, _ 8 i 8 Lento. —
- —— N ] B dolee. 2 . rit. "= -~
=P e Iﬁﬁ-—#%:}zlz
a— — -~ T L ™ — 1 —
T@ - com-pense my pain, Will

Fou eome h_clr.mu-ward [rom the  Killg

of dream . lapd 7
-
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Andante. 12 : 13 14 16
@ fempo, ==——— yil. 5 PPim, — em— ril, ¢ dim,
g R =
e O e (e FE e s s
L& I have grown wea - ry, though I w_a.i.t you yet ; Watch-ing the l':.El en leaf, the fallh;;rnws!'unl or,
d' {ib,
Ll E H.—T _l? n.l'.:npn 18 ] F et
ﬁ :l:ﬁﬂ%ﬁj —. | ——— '—'——F'—F—f
The mtm'rvsmmﬂder'd o a dill L gret, Shall lhn re - mem - brance
21 malto allargando. 22 23 24

=t e, [ p—— TN

i f - L] ir=
—r—_"—._. - — 7 e—
R == == e )
I

die io dim for- get - ling, All the fond light that glo - ri-fied my way?
= = — e— — A

L ento, moli .25 3 =

piveg - o R 2 iy 28 2 Beres  rih B -
; e e e =

——— s o= e = = e —

Will you come bomeward from the hills  of dreamland, Home in the dusk, and turn my night  to d1:.'?
Cofyrighe, 15908, by Neweclle and Compamy, Limited.

“WAS IT 30ME GOLDEN STAR"—E. ELGAR.

The prevailing sentiment throughout this song is a mysterious contemplation of what may have happened in
the past, bringing back the memory of a passionate love ; it scems to be permeated with oriental atmosphere, and
must be sung dreamingly with almost poetic ecstasy.

* + t
m e Jr::;zrﬂ e, : IF"P”'L a lm,h-. :|||.|‘::n PaCE, A —— )
65 = = == ,h_-—.*‘—""‘f—@r-:i?
o =" &
Ooee in an -o- therland, a-ges a-go, '!l"uu. were a queen, and I,

i
= =
Allegrelio, @ = 71,

4 & ad lib. espress._dim, T t 1 9P poco piit tento, dim. ¢ rit,

t
¢ TR A J_ﬁﬂﬁﬁmﬁ%

L low'd you 5;. 1=m"d you sa; Where was It that wa'bn_l-"'d. ah! do you koow? li_nyu-ulmuw?

=4 Thess two bars to be sung dreamingly,
f { Thess two bars to be sung with admiration apd great intensity of feeling.
37 These \wo bars to express & sentiment of anxions inquiry.
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a fempo.
L g P dreamingly. 2T m{ ® seherzands. " ) 4
§E &_"Jﬁ T ': - — — % 11 E T CI—]
- 1 1 3 R:h j"""‘:“i  — . — " :E
tx_hri}ﬂhﬂd&ﬁ_ﬁé__h_d_i > —t_—_.E—
Was it some gold-en star hot with romance, Was it ino Mal - a - bar, It-a-ly, France,It-a-ly, France?
LB - — ™ "L' - ,.-h: temipo. s = EF_!.rr_fammu_ —
R ¥ W '_‘l_|_h_ & — - _i'__h —_— - -
ggﬁﬂ_:éggzmzﬁt-:ﬂ:ﬂ“—hﬂ,—-*—*fu“h SE=T=—x
[ T = -+ “
Did we know Char-le-magne, I - do per-chance ? But you were aqueen, aod 1 fought for you then:
L__J —

v
How did you hn-n-ﬁr me morethan all men, morethanall men gsmd me up-on the lips;
—_ — =
tenipo poca it lento,
dalee. + .t}".
, - 4 3 distinte (mezsa voce). feneramente.
B H. . dime, = L) . pp - : " - " :
4. - -h I + _h
—"—HS—E—‘"‘_:F—:E;:(&:":#_JWJ—E_@:_—'-—F
l.-'I = i
kiss me a-gain, kiss me 2-gain, Have you for - got-ten il all that we =said ?
— — = C—— —_——

&
= |§ fiu lento.
s 8 P - - ] . dine. o P y BP e -
! [ o T
— R —_— e -ﬁ:"
ﬁl__,__. —o _— _
I still m-ﬂem-bl:r {hongh & - ges have ﬂ_-ud. a - ges have fled. Whis - per the wiﬂ of lifs,

canfabile. ¥it, ¢ dim. morendo,
w  EFES. § " - A -~ L]
1 4 - . I 28 I —
. :Z‘:. —— = I
o love is not dead, .. love s mot dead.
- = -

=
Coprright, 1910, by Nowello and Company, Limiled.

_——

#———# These four bars ought to be sung with a somewhat brighter santiment imparting to the voice a tone of inquiry,
$——4 These foar bars must be sung with a sentiment of admiration and exalted pride.

$——1 The word Kissed in the first bar must be strongly accented, and immediately followed by a gradueally subdued tone of
intensity and passion in the second bar.

§—§ The first bar must be sung in a whisper with the moest distinet articulation, leading to a slight erescendo in the second bar.
The third and {fourth bars must be phrased in the same manner,

iy ——4» In these last three bars the voice must drift from a soft mezza voce to an impressive planissimo. The colouring of this

song must be very subtle throughout, and care must be taken not lo jamp from the regular time to a sedden rallentando on the words
« love is not dead,” nor must the rallentando become a pause in the last bar on the word * dead." '
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CHAPTER XIV.
EXERCISES ON THE TRILL
ANALYSIS OF BACH ARIAS.

Although some voices have a natural trill, yet they may be considered quite exceptional. It can be acquired
with perseverance and carcful practise, ‘The trill consists of two distinct notes forming either a whole tone or a
semitone. They are produced by a quick movement of the vocal cords, at first resembling the rapid repetition of
the same note as in fha ha ka, the L's being aspirated in quick succession. In the course of study the aspiration of
the k gradually disappears and the quick repetition or shaking of the same note changes into the rapid alternation
of two distinct notes at an interval of a half tone or a tone. To obtain the desirable distinctness in the alternation
of the two notes, the study of the following exercises will prove helpful, inasmuch as they tend to give
flexibility to the wvoice. It may be remarked that the upper note should be the one on which the shake is
starfed * otherwise the interval tends to become too narrow, and the shake degenerates into a mere trembling on
the same note.

) No. . prestissinge
Slowly, amimando, accel, fresto, sharke,
P~ W o me o I
G e ; : : ] ;._,.'.%—:ﬁm

At first, the upper note must be long and piano, whilst the Jower one must be emphasised and short
without being jerky. In fact you may compare the action of the throat to that of an elastic string with a slight
weight on the end of it ; pulling the weight downwards and letting it go suddenly causes it to * bob ™ up and down
rapidly and smoothly. As you go en increasing the speed of the two notes they become more and more even.
Observing carefully the interval of a whole tone between them, you drift into a perfect shake. If this exercise
should prove ineffectual, it would be advisable to try the following :—

No. 2.
Lento, adagip, ardante, andaniing,
A = = = e S == = == = = - =
shake. i
allegro, - = presto. Preabizsine. ir ir ir ir
ik | —p I — ——
e =
E—J—E T r~ I ] Y

Each of these bars may be repeated as many times as necessary; the longer intervals must not be jerked as
they are being sung, the action of the vocal cords must be perfectly free and the glottis quite loose.

* It does not follow that the shake should aloeays be started on the upper note.  When onoe acquired, the shake ¢an be peepared in
many different ways, according to the requirements of the passage and the taste of the singer, being either preceded by one note :m—

" Ir ¥
| il I
Gt e—ra—|

of by groups of notes:—
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No. 6.—TURNS.
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No. 3.—ACCIACCATURA.

No. 8.—CHROMATICS.
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Guide to Solo Singing —Gareia —Novello,. D
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_ i " HASTE YE SHEPHERDS" [CurisTMas ORATORIO).
The sentiment l::f this S'D‘r'llg.l as suggested by the words and music, is of a jubilant character. An inexpressible
outburst of exalted Joy and rejoicing is to be expressed by imparting to the voice great brilliancy and sonority of
tone, at the same time retaining the solemn and religions atmosphere. All florid passages must be sung, the
colouring being observed, and the breath taken, retaining at the same time the integrity of the phrase and
observing strict thythm,

This phrase to be sung with exalted joy and very gracefully,

TExoR
Allcgrettn, J‘: 2.
1 T ey

Pass over 47 bars and continué on the 45111,

Haste, ve shep - herds, haste . . to  meet Him.

These bars must be sung smoothly, and yet every note must be quite distinct.

—_—
=== ==

“ - - ful yeshould be, glad. . and joy

won - drous lovepar-ta - king, Him yourhope,

Him your hope . . . . and com - fort ma - king, &c.

"AGMUS DEI™ (M.n_ts i B oMimon),

The rendering of this Song must be solemn in character at the same time full of entreaty. Like most of
Bach's music it requires great sustaining power, as well as judgement in taking breath, so as to avoid cutting up

the musical J:lhram:s. where they should be sung in one long breath. 1 have endeavoured to indicate the colouring
as much as is necessary in the following excerpts.

CoNTRALTO.
Adagio, #260, —— ——m

el R — 3 g e mafmhgm. Z
" == - 1 | ]
=== =N e
——— u = e e C -
Ag - nus De - - i, qui tal - - ls pee-ca - - 1a mun - di, qui tol.lis pee -

———

g }---‘;—:;‘_I.| = — —
. o di; mi - s& . e . . . - - e no = L

L3

%
ca - ta, pec -ca - = fa mun n,
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“COME, HEALING CROSS" (Passion. S7. MATTHEW).

A sentiment of resignation and fervent prayer prevails throughout this Aria. Simon, a Hellenistic Jew, born
at Cyrene, on the cor it of Africa, who was present at Jerusalem at the time of the crucifixion of Jesus, meeting the
procession that conuucted Jesus to Golgotha, was pressed, if not coerced to bear the cross which Jesus was unable
yo sustain longer, Although Simon became exhausted and sore under his burden, yet he prayed fervently that the
healing cross might give him strength and courage to bear it. It is possible that the Aria can be considered as
sung by Simon himself, but Bach probably intended him as emblematic of the sorrows that mankind have to bear,
and the spirit of resignation that should be shown towards the troubles of this mortal life.

Andante, Bass, j:l
S —EQ-:-‘—"_I‘—‘—'-':SbEE‘%‘— =

Come, heal - ing come, heal - - ing cross, cumt.

IV ith supplicaing veice,

viour, lay on me its .

. weight, Coma,

- Sl L
heal - - ing cross, come, beal . - ing cross, for me pre - parc it, My Sa - vieur, lay on me its

weight.Come, heal-ing  cross, . . . for mepre - pare i, My Sa - - - - - viour, lay on me  its weight.

~NOUGHT AGAINST THE POWER™ (CHRISTMAS ORATORIG)

The sentiment to be expressed in this Aria is that of extolling God's power against which the eraft and
subtlety of human nature is unavailing.

ol b ..-h:d'm!e.llzﬁg. 11 SoFRARD. nf ———— cres.
G ' : @ e=r==—" ——g’:—E

by
T

« Mought a - gainst 'rht pow't He  wield - cth -::un
—
mf o~ f'_ ""f‘ mf
ﬁjﬂgﬁ _P:E‘:‘Ij'zgﬁ:?ﬁ
=
our fee - ble anl.‘l. pre - vail, nought a-gainst the pow’r He wield-eth  can car fes-ble arm pro-
B =5 )

vail, ooughtdoes all . . - , gur might a - vail,
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CHAPTER XV.

HANDEL.,
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Although such works as the Messial, Crea
eapecially), yet an analysis and
acquaint themselves with
their interpretation,

tion, Elijak, etc., are amongst the most familiar Oratorios (Messiak
excerpts from those different works may enable the students of sacred music to
the traditional rendering, as well as to acquire the devetional sentiment necessary for

*MESSIAH " (CosroseD 1741).

The word Messiah means anointed, and applies to one ancinted with the holy eil, such as the high priest, the
Kings of Israel, 'and the expected Prince of the chosen people, who was to complete God's purposes for them, to
redeem them, and of whose coming the prophets of the old covenant spoke in all times. The expectation of the
. Messiah amongst the Jews was equivalent to the expectation of a great king and saviour, a God.

Three points belong to the subject :—
First.—The expectation of a Messiah amongst the Jews.
Second.—The expectation of a suffering Messiah,

Third.—The nature and power of the expected Messiah.

Handel has divided the Messiak into three parts :—

| Part I.—(a) Prophecy and the expectation of the promised Saviour. * Every valley.”

(b) His birth on earth and the rejoicing of the * daughter of Zion." *“ Rejoice greatly.”

. “ He was despistd.”
AlRrs, -1 Part 11.—His sorrows on earth, {“ Why do the natisns.”

Part 111.—His resurrection, triumph over death, immortality (* and this mortal must put on
held out to all human kind, * The trumpet shall sound,”

immortality ™),

[ * Part I.—* Comfort ye, my people.” Accompanied Recitative., Tenor.
i “ There were shepherds.” i o Soprano.
& “ Thus saith the Lord.™ v " i Bass.
ch:'.r.'f
Part II.—" Thy rebuke."” {ad Iib.) Unaccompanied Recitative. Tenor.

\Part IIL.—* Behold! I tell you a mystery.” - " " o Bass.

* See Chapter xix, on Recitatives and their characteristica,

Pl Bl R '-_._',.__"._h-_.... g By .-Ff E---..-.."I_ L .': -
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UEVERY VALLEY." (TEwxor.)

To be sung very smoothly, every semiquaver very distinct and crisp as well as absolutely equal in tone and
quality.

Andante, J-Bo, nuf

4 =

s estss

Ev-‘r:r val - ley, val - ley . . shallbe ex - alt-ed,

shall be . e ae & CmEelalt

fﬁﬁ% = g%__ L&W

ed, ghall be ex -

= z ) - . - - ad, and ev -'ry mountain and hill . . made low,
legato,
ﬂa_ : = - E
— — = -""F_P_a_
é !F;i'p—-j':Fl—E_ -I—ﬂ-'—p—p—-r f"—""—l‘? : === £
- the crock - ed slraught and the mu,gh ptn. - cee plain,
legato. ,{ﬂrf{ i"ﬂ?-': fl;gdl'ﬂj. ;
o e —
% - -—P—flq" —
IL} — - s 1 v “'—'- - =
; : } L. the crook - odstraight, the crook - ed straight and the rough pla - ces
g mp ——-='__-_-_---T £res. poco a poco. % —————
e e e e e s e e e e e e s
g_— I 1 {—— — ! i e i." —F = W - j._—'t
e 5 -
plaino, .
’ﬂ L]
o 1 - Hlf — . . ; -r = F : - ’
ﬁ:‘_t—:;::__—r  —— — 1 = 1
1 ) 1 i L  I— - L 1
;l'_. l‘_". aud. the rough pla-ces  plain. Ev - 'ty val - ley,

B
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ev . 'y val - ley 1 shall £x - aII: . - . - . - - =

.. mf S — eres. [
sl = — a = - T+
L | I T v 1 = : L
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ev ry val - ley, & 'ty :21 ley
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. shall be ex - alt - . - . . =
—F—p_{.q:l—r
IH_—._J__H_._.__L___.t
and ev - 'ry moun - fain and h-II made low, the gum‘k « ed . . straight,
. B mf — e, | -_.-:rlf ,{
o — —— n : e r -
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the crook - ed straight, the crook - ed straight and the r_nu;h pla-ces  plaing ..

———— . ] - T -

i ] o | o e = e e = —t
gﬁ% e o b ' =
e . and the rough pla- ces plaio, and the rough pla - ces  plain,

B mf "7" allarpando. -f._.,_mj -

- ‘a—-—--——q——-::.:':F—-' d — :'.I t 1 1 1 1 y—p—

¢ :‘EEE__: E = = — T — I—-F—l—F ——= PE—— il
I.h= crook - ed straight I.m:l Ihu rough pla - - eges plain,
_— - —

“REJOICE GREATLY." (Sormaxo)

#The R in rejolce must be strongly marked, almost like the roll of a drum, care being taken to give full value to the F and ol make

a semiquaver of it, 50 as to give a broad and impressive meaning to the word Rejoice, which occurs frequently throughout the Aria.
The groups of notes must be sung distinetly and with a telling full tone.

. P y A
B e = e e
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F
Ee - jolce, : d:ugh or nf Zl - onl
e
-; mf_;.— = — .l'b :-- -
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?E —E.gzﬂ _?:'T' ._,__:E_lﬁr = — EE
O daughter  of.. Zi-on! re - jolce, . . . ' re - jolce, CE
£Fes, poce @ poco, " £res.
=3 = > _ = - :F':. = == = == = = FN
S====2 PalCEe e - ===
" 2 ===
ra - joice, .

. - = - - -— -
— ,‘[—'F—‘-—‘r——' =3 - ey - i
ﬁ; — =5 : _E
[ § _— - 1 .II. = —'-1:: jl LIE' o |.'. = ;—_
dauph - ter of Je - T3 - A~ lem ! be h-ﬂﬂ.. thy King com - elh
e =
e —broad fome
i 1 i '-= e -
o I | il -
g —w _———F
il B ——
v un - fo thee, be - hold, thy King cometh un - to.. thee, com-eth
7 d'ﬂ.'ul'ruual' and very samgolh.
=== er‘:ﬁﬁ'zep——se_gég
%;ﬁ_d i .
unp = o theel He is . -
- ﬂ'
_— T =
G a-—zr:_ﬁ:;«ﬁﬂ
Sa - viour, :.ud Hc shall speak peacr: un -to  the hea
.' -
# This phrase may be suny in one breath pmﬁdin.; it does not distress the singer ln any way, as it works up o a great —
Otherwise it is advisable to take breath at the sign 3
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", then, He shall.. speak  peace, He shall spzal-c peace, peace, He shall speak
3 eres, _begate. —_-?-—_"r__bmm.i_ ey F:r::rl'm lepata.

—— = ! == ; - ¢ — —— —F
== ===
e voacs wn-- b6 the Ren = - SeT e, He is . . . the

—_— ——

A T = P .= =
P e R et e e R -—.—1-——#—.-

s | - :
w right . = . gouE  Sa - vioor, and He shall speak, lie ghall apuk peacc..

—_— 1 i I::Hnrrdud'a
E " 3 —_—— :b?_ _F'_i ﬁ
gﬁ-! — i —= %ﬂ'ﬁjj—
SL-L‘.

o peace; : . He shall speak peace . . . un -0 the hea - . - then.

“HE WAS DESPISED." (CONTRALTO.)

The sentiment to be expressed is that of intense grief, which must be imparted to the voice with a mwell-
sustained tone, at the same time full of emotion and dignity,

Largo. J\= i

i 7 . — =
e — — —— = ]
| Y '\rl..l_ —i { ! F‘II — < [y | — - E‘— o -
e~ - r
He was des - pi - sed, des -
=
]
—= _J'_"_""_"‘_FF"_ = e ﬁﬁ:’_ﬂ'ﬁ__"‘b" == d r:-E
-ud.i.n.dujeclnd e - - ed of men, a man of
‘_"__—'::- eres. e
Sk - - 2 ¥
= - o — —
e
a man of sor - = - rows and ac
=
R
-“ s with great emolion, o
— e ———————— - —
T 11— 41
! " 1 — —_— i — -
— —V—H%.—g—t
guaint-cd with grief, . . . - 4 man of sor-rewsand ac - quaint - ed with grief,
. r = 9 — =
F; i = —= —F = :i t o B I -r—':F
ri I I —igﬂ—ﬁ—t. :I
v/ =3 q

® Thh is to remind the singer that the sign == over the notes mean acceniuation, L., emphasis of the initial consonant oo the
accented note,—the following semiquavers to be sung erisp and clear—at the same time legato.
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man  of sor-rows and ac.quaint - ed with grief, He was des- pl- sed, re - jeck - ed,
= — s 2 5 - = = .

wolls legato,

wd—“ ;:.1*'—':-’_'_’“_-1&# 4*—.4::—-—-:5‘-1 :;—_—_,:_-:_.,_,_L.%

a T'-nz «pows and ac- qualot - ed with grief, and__ac- quaint - ed with
E - =2
allargando. with greal emolion.
; S i - —— - 0

e :_f_ll- ] _P_‘_'--ﬁ--'h"l | - — y >4 1 1 - E_* r— p—
===

grief, . . . a man .. of sor. rows and ac- quaint - od iith grief.

L -] E B

“THE TRUMPET SHALL SOUND." (Bass)

The reading of this Sole must be broad and energetie, the tone brilliant and well-sustained, yet show no sign
| of undue effort or of being forced in any way. The scale passages should be sung legafo, and each note come out
g erisp and distinef.

9 FPomipozo,ma won allegro. —_— _r_.f:"_"'p:l_ mf
@_;%1,‘:,,_;__21_4_,_; — |- e——e—2 1| 1 o e e S e
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The trum - pet shall sound, . apnd  the
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- s i raised, and the dead shall be raised . . . . . . . . in- cor-
-] o ]
= —L
e il 3 - e e = £
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- rup - ti - ble, the drum - pet.. shall sound, .
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and the dead  shall  be . . raised, be raisd in - cor - rup - ti-ble,
= = = =

* The = must be sasixined =0 as to assist the legato.
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and we shall be chang'd, we shall be chang'd.
— — - = -

* Breath if necessary.

t The notes in this, and all similar passages throughout the Ara, must he neat and crisp, yet aof jecky,
+ Fall value must be given to the dotted notes and the semiquaver well accented,

§ The treatment of these 22 bars same as throughout the Aria,
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CHAPTER XVL
EXERCISES.

ARIAS BY HAYDN.

Allegra. Ho. 1.

FuLL Voice.
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No. 5.—CHROMATIC SCALE.
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The difficulty in singing chromatic scales or passages is to keep them very smooth, at the same time making
every note crisp and distinct. The best mode of studying is to divide them into groups, emphasising 1st, the
first note of each group; 2nd, the first and second; 3rd, the first, second, and third and so on, so that every
note should be accented equally and heard distinctly. After this, each group should then be sung legato and
slowly ; and the speed increased gradually as skill is gained.

& pccent slightly the first note of each groop.
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THE CREATION (HAYDN).

Haydn has divided his Oratorio into three parts :—
tst.—The Creation of the elements.
and.—The Creation of the vegetable, animal, and human life.
3rd.—The praise of God by all Creation.

Part 1.—A. * Rolling foaming billows ™ (Bass).
B. ** With verdure clad " (Sopranc).

., 2.—A." On mighty pens.” (Sopranc) (ne analysis).
B. * In native worth "' (Tenor).

» 3—A. Recit. * In rosy mantle.”
(For the treatment of this Recit. sce chapter on Recifatives.)

w ROLLING IN FOAMING BILLOWS." (Bass)

This Air is to be sung with a full sonorous tone, vigorous articulation and crisp accentuation of the time, but

without forcing the voice, as it would tend to * blunt " the sound, and detract from its carrying power.

Allegro assai. J_ljt.
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— 12 = - e e e e
- - - Eg' ::. [ 17 — ——
%ﬂ‘ : r—i-? === £ ; = =Il=
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TOArs tha boist'rous

sea, up - lilt - ed, roars the boist'rous sea. Moun-tains and rocks now e- merge,  Their
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This should be sung with a round mellow tone, sufficiently bright to preserve its carrying powes.
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% The following fourteen bars, being a repetition of the preceding ones, may be phrased with the same sentiment.




“"WITH VERDURE CLAD." (Sormaso.)

This Air, as suggested by the words, is the description of Natare in all its grace and beauty. The music is
admirably adapted to the sentiment and must be sung with the most perfect taste, and the florid passages with
irreproachable technigue,
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=IN HATIVE WORTH." (Tewon.)

The first part of this Song describes the Creation of man * adorned with beauty, courage, strength.” “ A man,
and king of nature all,"—and so must the voice be, full of brilliancy and sonority.
The second part, although starting with the same melody, must be sung with a mellow, pure, and bright tone,
50 a8 to impart to the voice the grace, tenderness, and affection so quaintly expressed by the words,
The tone af the voice must be telling and sonorous.
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CHAPTER XVIIL

ARIAS IN ELIJAH (MENDELSSOHN).
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ELIJAH THE PROPHET.

Elijah has been well entitled the * grandest and the most romantic character that Israel ever produced.”
Certainly there is no personage in the Old Testament whose career is more vividly portrayed, or who exercises on
us a more remarkable fascination. His rare, sudden, and brief appearances, his undaunted courage, and fiery zeal,
the brilliancy of his triumphs, the pathos of his despondency, the glory of his departure, and the calm beauty of his
reappearance on the Mount of Transfiguration, throw a halo arcund him equalled by none of his compeers in
saered history. MNothing is known of hiz antecedents. * Elijah the Tishbite® of the inhabitants of Gilead " is all
that we know of his parentage or locality.

THE ORATORIO ELIJAH (MENDELSSOHN).

Part L.

Part 1. opens with Elijah's prophecy that ** There shall not be dew nor rain these years, but according to my
word.” Then after the overture and two choral numbers follows Obadial's exhortation to the people to forsake
their idols, and seek the Lord, * If with all your hearts.”

Then Elijah appears before Ahab whom he accuses of “troubling Israel's peace™ by neglecting God's
commands, and worshipping Baalim as his forefathers had done befpre him. (The worship of Baal had spread
greatly, and become the religion amongst the court and people of the ten tribes under the rule of Ahab, king of
Israel, and Jezebel, his wife. To this influence may be attributed much of the deterioration in Israel’s national life).
Elijah, after summoning the people to him, addresses his fervent supplication to God, * Lord God of Abraham,”
followed by * 0 Thou, who makest Thine angels.” He then commands the people to slay the false prophets,
 Take all the prophets of Baal;" and striking terror amongst the enemies of God, he thunders forth with that
fierceness of zeal and that directness of address which so characterize his utterances : * Is not His word like a
fire?" To realize the impression he must have made on those * calf-worshippers™ one must take the
following circumstances into consideration :—

® Tishe.—Probably mo such place has ever existed.
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18t.—It was in the wild loneliness of the hills and ravines of Gilead, that the knowledge of Jehovah, the living
God of Isracl, had been impressed upon Elijah's vivid imagination, which knowledge was to form the subject of
his mission to the idolatrous court and people of Israel,

znd.—His very striking appearance, with his hair, long, thick, and hanging down his back; his garment,
consisting of a girdle of skin round his loins, which he tightened when moving quickly ; a mantle of sheepskin in
which he would hide his face in moments of emotion, or, if excited, would roll up as into a kind of staff. At times
he would bend himself down upon the ground with his face between his knees. His wvery presence gave the
impression of irrepressible enthusiasm, not to say fanaticism.

“IF WITH ALL YOUR HEARTS." (Texok.)

Obadiah, although a high officer at the court of Ahab, was a devout worshipper of Jehovah during the fierce
persecution of the prophets by Jezebel, At the risk of his life, he concealed a hundred of them in caves and fed
them with bread and water, He appears in history in the third year of the terrible famine with which Samaria
was visited, when the fountains and streams wer: dried up, in consequence of the long-continued droughs,
Obadiah set forth to seck whatever remnants of herbage might be left around the springs. It was whilst on this
mission that he was startled by the abrupt apparition of Elijab, who had disappeared since the commencement of
the famine. Probably to show him his long-concealed attachment to the warship of Jehovah, he addressed the
idolatrous, holding out to them the promise of great expectations and reward, if they renounced their idols and
returned to the worship of God.,

The sentiment to be expressed in this Air is that of picty, of profound devotion to the cause of God. The
voice must be tender, almost supplicating, so as to set in vibration every fibre of the heart, and move the very soul
of a corrupt people.

The voice must be sustained, the tone bright and sympathetic.
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15 MOT HIS WORD LIKE A FIRE" (Bass)

This Aria has to be sung with the stern dignity and fierceness of zeal belonging to Elijah’s personality. The
voice must be kept under absolute control, and show no sign of forcing or viclence, so as to preserve throughout
that fulness and brilliancy of tone which would be necessary to thrill, and impart enthusiasm to a large mass
of people.
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“HEAR YE, ISRAEL"™ [Sormimo.)

Here an Angel commands the attention of the people: ‘* Hear ye, Israel, what the Lord speaketh.” These
words must be sang with a bright, rich tone, almost like the sound of a * clarion* heralding the coming of a
solemn event. 0 hadst thon heeded My commandments.” ‘These are the words of God. The feeling to be
expressed is that of sorrow as well az reproach, becanse commandments have been disregarded. In the Allegro
that follows, *' [ am He that comforteth, be not afraid,” the style should be dignified and hopeful, expressing
sympathy and encovragement. **Say, who art thon?™ Here the Almighty utters His stern reproach against those
who are afraid of the mortal power and tyranny of Ahab and his consort, Jerebel, and at the same time disregard

their Almighty Creator. The voice must express this fecling with a broad tome, and a crisp, vigorous
articulation, &e., &e.

Adugio, #=80. 4 _

e — El

®
. s - e ¥
e e e o= =
v Hear ye, Is - ra - el; bear what the Lord speak-eth:—  “0Oh, hadst thon
. =
. L =3 - - 4 ..r- ‘='_'
- o - gt
i i I t i 1 1 —4
heed = ed, Lﬂ:d - & my com - maond-menisl* Iiuf ¥e, Is - ra-el:
= —_— - = _— - x
it- I _FH—_F—-,_'-i-.-“ - n - _._-! = r
e St T s p—p— |1 = —
(Oh, hadst thon  heed -ed, heed « ed my com-mandments, Oh, hadst thon heed .ed my com-masd. ments !

" mj = - mp irid, poco a foco. s
1 T .
Wh

o hath lra-H_u--m! our fe . port; te whom s the arm, the arm  of tha

—m— - - = _
———

¥ [n order to reader the exclamation = Oh,™ it is necessary strongly to aspirate the = b in kads.




—

- mijp o £res . o —_— —_—
jo— p—— : = - - - _— - — ——T
e e ——p e —s
to whom is the arm, the arm of the Lerd re - wveal -ed?
—
& molte sosfenula,
i 5 Recit. Selemn, — e T -
= R

'ﬂmsﬂ.ith the Lord, . . the Rc-ietm-er of Iz . ﬂ..-le]_

%&2@:&—4—4—%—-‘ jﬁ@ﬁ:—ﬁ:-a —ﬂ = == "—-"‘%'@
and His Hn « ly Ooe, fo lum op-press-ed by Ty nnls Ihu: saith the Lord:

The tone must be broad and vigorous at the same time encouraging.
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= REST IN THE LORD." [CowtmavLto)

Alter 3o many triumphs, thers follows Blijah’s despondency, full of pathos as may be imagined in a man
so impulsive, so emotional. * He slecpeth beneath a juniper tree in the wilderness,” after his flight from Queen
Jezebel, who would have had him slaughtered. An Angel wakens him and orders him to journey on to Horeb,
the Mount of God. Elijah despairingly exclaims ** O that I now might die.” Then follows the Angel's pathetic
air, ** O rest in the Lond.”
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This Air almost speaks for itself; full of sympathy and encouragement, it must be sung smoothly—

Andantino—with simplicity and purity of tone and never dragged; the colouring must be observed without
interfering in the least with the integrity of the rhythm.

Andantize. molls lopats,
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Go - er. Q r~=-ﬂ in the Lord, wait patiently for Him, wait padtieot-ly for Him, © rest in the

~ ¥ E— —— -:.—_-.- —— EFEl, malio legale.

. = 3 - I - - ? - ] -
e | il e I T | “— — e ri— . . — | i | 1 -y =
ﬁ —T——F _rt‘b;j_—,‘mwﬁ_ﬂ:iq_[_;_—r = i—'—!'
) — e — ' — = g
Lord, wait pa-tient-ly for Eim. and He  shall pive thee thy hearl's

de - pires, and J-_t_e uﬂ:ll

e — — rek.
- e, — } = - - o -
——f—— = I — e e i —— ~ :
F- __“_;4__':;52"__.__,—:@—!'— e g E':J - —— £
X7 L o - 3
give thes thy bearl's de - lirﬁ and He shall give thec thy ll.ra.rt's de - sires. O rest  In the
— ﬂwﬂ_!'rﬂ”' poco rail, —
A n ) ____+ ¥ . | . —_ - 1 I =,
i & | 4. b | e i | 1! ] L
r = | - el P | —d s | LN f_“'_-_‘|—-="‘—"
—— !:lq—-l" —=1 i — i i m— 1
lt:_ - —hﬁ—_-_._ F o —1 > — - . 'dl. I H-
Lard, rest i tbe Lord, and wait, . . . walt pa - tient - !z: for Him.
— - - — - -

* This exclamation can be rendered by stroagly rolling the K like the Dtalian doabls B in the word terra.
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CHAPTER XVIIL

EXERCISES. SPECIMENS OF RECITATIVES FROM CACCINI'S AND JACOPO PERI'S
OFPERA » EURIDICE.”
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RECITATIVE.

ﬁ:_mit:tiw is a form of declamatory music which probably owes its origin to the early Greek plays,
the special feature of which was the choral poetry. As time went on, in 525 B.c., chorus and dance were
added .m tragedy and comedy. There is little doubt that Jacopo Peri and Emilio dal Cavaliere in their
J_tsthttir: studies of the Greek drama were inspired with the idea of reviving the form of the classic drama, and
lm'tnmd_l the peculiar style of music ** the Recitative,” now so extensively used in oratorio, cantatas and operas.
The recitativo secco ® is supported by an unpretentious simple therough Bass (Bazgo continuo) Agured, so that

the necessary chords can be filled up on the harpsichord or piano as was done until recent dates at Covent
Garden during the Italian season.

Caccini, who was a great singer, assisted in the aitempt to restore the mode of declamation peculiar to the
Hellenic Tragedy which led to the discovery of the modern recitative. Notwithstanding the small amount -of
learning displayed in this unpretentious form of musical drama, yet to have originated, or helped to originate such
4 great invention which led to the modern form of opera, commands our admiration, were it only from an
msthetic point of view.

In conjunction with Jacopa Peri, Giuglio Caccini detto Romano, composed in 1600 an Opera * L'Euridice™
from which I give the following extracts, which are sung by The Prologue and Orpheus, both characters
in the opera.

“THE PROLOGUE."

(EURIDICE.)
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* Secoo, io this case, means simple, it implics simple figored bass,
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i Ritoroello, or melody, repeated at the end of each verse. Seven verses in all.
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The fﬂltﬂwing almost literal translation of the above example must be so construed so as to convey in

English the Italian sentiment :—

The Prologue.—1, who express sighs, tears, sorrows, threats, and all the emotions of the soul, make such deep
impressions on the masses of the people, who throng our vast theatres, that livid pallor invades their countenances,
and distorts their features.

“ORPHEUS."

) (EURIDICE,)
Orpheus implores Pluto.
L
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The translation of the above may be constructed as follows :—Why turn a deaf ear to the pitiful entreaties of
an ardent lover? What difference will it make if, amongst so many many souls wandering in these remote
golitudes, Evridice is permitted to behold the sun again,

M.B.—I have given these short extracts not only from an msthetic point of view, but also to show by
the most striking example, what is meant by Recitative. The phrasing of these recitatives must depend on the
inspication of the singer. Grief, despair, entreaty, joy, &c., &c., must be expressed with subtlety, by combining
singing with declamation ; modulating the voice in singing, and d.ecluiming the words so as to obtain the desired
effect, which in reality depends more on declamation than singing. (See next chapter on Recitative.)

I have also filled up the scanty figured bass as near as indicated in the original text.
Guide to Solo Singing—Garcia, —MNovella, F
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CHAPTER XIX.
EXERCISES. RECITATIVES.
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There are two classes of Recitatives.

One elass is supported by simple chords and sung freely, in a declamatory way, more attention being paid to
the meaning of the words than to the strict values of the notes.

The other class has a more or less elaborated accompaniment, ang sung in sirict time.* The followang
Recitative may be sung with whatever licence is necessary, disregarding the exact value of notes or rests, in onder

to give the proper emphasis to each phrase or word. At the same time, a certain rhythm must be observed so as
not to lengthen or ghorten each bar unduly.

Recir. " THOU TRAITOR.” (CHRISTMAS ORATORIO)—BACH.

The sentiment to be expressed in this recitative is that of contempt and indignation against Herod, who is
accused of treacherous and crafty designs in sending messengers to Bethlehem to enquire the whereabouts of
Christ, under the false pretence of worshipping Him, his sole purpose being to kill Him.

In Bach recitatives, very little liberty if any, may be taken with either the time or the vocal part. The singing

may be treated with all the dramatic energy or devotion required, resorting to fempo rubatot if necessary, without
interfering with the length of a bar,

declaniate eon forza. (ad Iib.) The voice subdued, infonsely severe in dls accusation,
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e/ Thou trai - tor, theu bot seek'st the Lord to kil Apd tri - est  ev -y craft to
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He whose pow'rno fongue can tell Is kept in all His ways.
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* Combining ihe voice with the instrumental barmony without destroying the effect of pastly scliloquized sentences,

t Tempo rubafo (robbing time) consists in robbing ene note and anticipating the next, but in soch a manner that the valoe of a bar, as
a whole, remains intact. [t is 2 subtle device which in the hands of a singer gilted with a sense of rhythm, adds greatly to his mode of
phrasing, for the reason that it gives elasticity to his interpretation, and at the same time allows him to accent certain words and notes
without interfering with the fundamental rhythm.

{ These two bars might be phrased in one breath,

fempo rubato. T
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And tri - est ev - 'ry  craft to work om Him thy will But
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S5T. MATTHEW PASSION.—BACH,
No words can better express the sublimity of the St. Matthew Passion than the
Sir Hubert Parry's admirable book on Bach :—

*“And there can be no manner of doubt that most people who have ever heard the work with any attention,
were they ever so little in touch with the devotional attitude at the outset, would be touched with some glimmer

following excerpts taken from

of the divine light of love before the work is over. . . . . the trxgn:dﬁ is unfolded in its purely Buman
aspects, as the sacrifice of the man who was ideally adorable as a mas, rather than on account of his divine
descent.”

Itis probnb{jr the most beautiful expression of a beautiful phase of religion. The singer
voice the serenity of future peace, bought at the mournful expense of the Saviour's life,
which ensues, must never be forgotten.

AT EVENING, HOUR OF CALM AND REST.” {Bass.)

must impart to his
and the solemn thought

In strict time. )
Adagio molte. sempre P—Very devolional throughout,

At evening, hour of calm aod rest Was Ad-ams fall m;:ic man -i - fest,
Adagro molio.

P

At evening, oo, the
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(Soraawo) ~AND THE ANGEL SAID UNTO THEM.” [MESSIAH j—HANDEL.
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(Bass) =THUS SAITH THE LORD.” (MESSIAH )}—HANDEL.

.ﬁcmmpl.mtdd{!:ﬂ:me to be sung almost in strict time, and with a full well-sustained sound.

= 26, n,r*- mils sonimmin.
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e s the b_l;.l'l' ns and the carth, the sea ud the dry land, &e.

(Bass.) - FOR BEHOLD, DARKNESS ™ (MESSIAH }—HANDEL.
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To be sung with a telling majestic tone.
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- - ryshallbe seen up - on thee, and his gloa - - . . rysh:llgt seen  up -on thee, &c.
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(Teson) “THY REBUKE® (MESSIAH, PART IL)—HANDEL.

A sentiment of extreme sadness pervades this Recitative. It must be expressed with a sympathetic dignified

tone.
Ad lib, May be sung in one breath regardiess of resis.
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(Bass) *BEHOLD, 1 TELL YOU A MYSTERY." (MESSIAH, PART 11L)—HANDEL.

In this Recitative a great event is foretold—the resurrection of the dead at the last trumpet—changed into
immortality. This must be expressed with a broad noble tone.

Ad b, mf " o 1:, =
0] o S — —— > -__-_.-__T ~ . - —
Bl e et E
_'*d L | " | "!:F . 1 3
L ﬁ—"—
I!E-hﬂ!d.. I tell yoa & E}'; « &= I¥;: We Ellljl ot ‘u mlpl bﬂ[ e abuall a bt
agilato. H\fﬂl!
EriEd.
f"ﬂ#m—a—v—ﬁzlﬂz'—z‘_tﬁtr— .4_:-$5—- =
@ e i — -1-= __;-_-’_‘-————
chang’d in a mo- meat, in the ll-'m.hling of an eye, at the last trompet.

e ——




il

82
Adiib (Bass.) “IN THE BEGINNING.™ {CREATION.J—HAYDN,
The voice full and digwified,
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and the earth was with-out form, and void;

Showly and impressively,
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and dark - mess was up.on the face of the deep.

(Tewom) 1IN SPLENDOUR BRIGHT."® (CREATION.)—HAYDHN.
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* Impetuous and almost angry. t Change of tose more inviting and commanding.
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(Bass) I KEVER TROUBLED ISRAEL'S PEACE." (ELIJAH}—MENDELSSOHN.

This Recitative must be declaimed with a broad tone full of vigour and fearless agitation.
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(Costaato) " SO GO YE FORTH.™ (ELIJAH.|—MENDELSSOHN.

In declaiming this Recitative it must be borne in mind that the Queen is a woman of violent and unrestrained
passions, amounting to ferocity. In her hatred against Elijah, she urges her people to slaughter him for having
brought chastisement upon them. In this as :n similar Recitatives singers must fill themselves with the
atmosphere of the scene, they must act it in their own mind, and if they have temperament let them “gnchain™ it;
and give full sway to their natural impulse. Technique which has taught them control of voice, and correct
interpretation must never be lost sight of. Self-consciousness is apt to create monolony; singers must guard
against it, and if wanting in temperament they must try by every means to acquire it.
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CHAPTER XX.
ANALYSES OF BALLADS.

(Mezzo-Sofrawo on TEwon) *BLUE WINGS." C VILLIERS STANFORD. FROM - THE SPANISH GIFSY.” BY
GEORGE ELIOT.

“ACTION CURVED TO SOFT ANDANTE STRAINS PITCHED PLAINTIVELY.™"

The author having given the above clue as to interpretation, no further remarks are necessary.
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(Bass.] *YE JACOBITES BY NAME" H. WALFORD DAVIES WORDS BY K. BURNS.

The exact meaning of this Song is hard to determine, though Burns' experts no doubt know., Sir George
Grove thought the poet poured scorn on Scotch Royalists in name who at heart were faithless to the Kingly cause,
and favoured the rising tide of bloodthirsty Republicanism as manifested in the spirit of the French Revolution {t793).
According to Dr. Walford Davies the spirit of this poem is that of white-hot safire and reproach of faithlessness

Three things are necessary to render this Song properly, namely :—

15t—A broad and telling tone throughout, conveving a sentiment of satire without exaggeration, avoiding any
tendency toward coarsencss of tone.

and—Perfect articulation.

jrd—Perfect rhythm, accenting wiuch strong beat and thus conveying a sense of swinging movement.

b |
Where groupings of two quavers & & oceur in the § time, each quaver should be well marked.
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* The eleven bars most be sung and phrased with the same sentiment as already deseribed,
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(Bamrrene) “ ROLLING DOWN TO RID” EDWARD GERMAN. RUDYARD KIPLING'S “JUST SO STORIES."

This might be termed a “ rollicking jolly * Song, full of humour, both words and music. The time must be
kept like “ clock-work ** throughout, except where a pause is marked on any one note, or an alteration is indicated =
but immediately after each of these marks, the regular time must be resumed with spirit and humour. Articulation
must be crisp and clear. Some words must of course be emphasized so as to bring out the humorous points,
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Copyright, 1904, br Rudyard Kipling,

{Cowrrarro.) *“IN APRIL" ERNEST AUSTIN,

This Song has the ** atmosphere " of a quiet warm evening in Aprl, the “'air blows warm and wet,” the poet
expressing his wish to utter a Song with as “soft and dreamy a melody.” The voice should be well-sustained and
mellow in tone, cxpressing a quiet reflective mood ; the singer should endeavour to * paint" every changing
thought with the requisite tone-colour, using every subtleu-' of accentuation, cres. and dine.
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Copyripht, 1909, by Nowells and Company, Limited,

(Mazzo-Sormaso o= Tesor) *COME BACK = M. ARNOLD SMITH. G. ROSSETTL

The prevailing sentiment of this Song is that of passionate regret and yearning, expressed in the words “* Come
back! in tears, O memory, hope, love of Ainished years.” The voice should be full and very sympathetic in quality,
and the phrases well sustained and broad in effect, withont dragging. The vanous nuances of expression will
be found already marked in the music, being, however, always subservient to the individual feeling of the
artist and interpreter.
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APPENDIX.

EXPLANATION OF THE FEW NECESSARY TECHNICAL TERMS
USED IN THIS BOOK.

Tue Lamvsx, which comprises the Trachea or Windpipe, as well as the

oesophagus or gullet, constitutes the organ of woice.

The Grotmis, or upper part of the Larynx, which protrodes in the front part
of the neck; commonly called “the Apple.” It contains two little bands called

Vacal Cords, which adhere to each side of the Glottis. In the act of singing they
meet, and being set in vibration by the breath, as already esplaimed, contribute

to the formation of the vocal sounds or voice.

The Prarywx, or back wvauolt of the mouth is, by its shape and physical
eondition, an important vocal resonator. The posterior wall, a portion of which
may be seen by looking straight through the mouth, gathers the sound-waves as
they are reflected from the epiglottis® and projects them forward either beneath
the soft palate,t against the hard palate, or mun.ding board, and teeth, or against
the surface of the soperior vault-like shape of the pharynx. Two muscles, the
constrictor and palato.pharyngeal, covering the long frame-work of the posterior

wall of the pharynx, serve so to shape the reflecting surface, that the wvocalized
breath may be directed to any desired point.

* The epiglotiis serves to guide the food into the cesophagus or gullet, a passage throogh which
food and drink pass into the stomach in the act of deglutition. Its vse i to protect the trackes
or wind pipe, and prevent any particle of food from eatering it.

t The soft palate and uvula which can be scen at ibe back of the mouth, forming an archway,

eaatral the seunding.waves, directing them up, cither throagh the pharyogeal vault isto the nostrils,
or oul theough the [aoces into the mouth.




