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This Plate represents all the parts of the mouth and of the throat which are brought into action in the cultivation and
development of the human voice. When the mouth is shut, the tongue takes the shape of A, B, C. E is the uvula; F,
the soft palate; G, the passage which communicates with the nose; H, the Larynx; I, the Epiglottis; K, the Windpipe; L,
the Glottis, or opening of the larynx, Eassing through which the breath in ascending from the lungs, produces the vocal
sounds; M, the cervical vertebree; N, the cavity of the throat; O, the cavity of the mouth.

The windpipe has a natural elevation and depression, and therefore gives the larynx a movement either downward towards
N, the cavity of the throat, or upward towards O, the cavity of the mouth. In producing the grave sounds, the windpipe,
K, descending, the larynx, H, is inclined towards the cavity of the throat, N; and in passing from the grave to the acute
sounds, the windpipe gradually ascending, raises the larynx, which then inclines towards the cavity of the mouth, O; and
this is the cause of those sounds to which the name of “head voice” is given. During this action, the interior muscles of
the larynx dilate or contract; in dilating they produce the grave, and in contracting the acute sounds.

The elastic action of the muscles gives the K)ttis the power of forming itself into a variety of spaces, and as every
sound requires a particular space in which to ie produced, so from these various spaces are derived all the sounds of the
voice. But the quality of the voice is shown by the position of the.vocal organs in the throat, as I have before observed.

In pronouncing the open srund of the: Italisn a,the tméuth hasia pleasant, smiling appearance. The tongue lies flat, as
A, D, C. The soft palatc, F,and the: uvula, B, strétch towerds'G; the” passage communicating with the nose, and thus form
a space sufficiently large to allow the sound to pass through it quite freely, and with a capability of expansion. This is
the only position proper for &ractice; all others produce injurious effects and bady abits, of which I will mention the following:—

1st. e projection of the lips, as in pronouncing the vowel o. This position, by compressing the muscles of the throat,
prevents a free expansion of the sound, wgich, consequently, is thick in qnali;y, and deficient in power of vibration.

2d. Too much lateral extension of the lips, produces a weak quality of sound, because in this position the muscles of the
throat become stiff, and therefore the sound has but little power of vibration, and no capability of expansion.

8d. To close the teeth too much, produces an effect almost similar to that caused by shutting the mouth. The whole space,
therefore, becoming contracted, the tongue curving itself nearly as A. B. C, in the plate, and the soft palate and uvula descending,

_¢4e soand ig no Jonger able to issue frecly, but introducing itself ssage, G, which commynicates with the nose, it becomes,
1z wﬂ”gyaﬂx) nasal, v _ ?
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CHAPTER 1.

OF THE STUDY OF SINGING.

THE study of singing can be undertaken, before that age at which the voice is generally supposed to change, without any
danger to the health or to the voice. But, during the period of transition, it is necessary either to interrupt the exercises
altogether, or to sing only very moderately, and entirely abandon the employment of sounds extremely high or low. The
skillful and conscientious teacher must determine the best course for the interest of the pupil intrusted to his care.

There are three things to consider in the art of singing;—First, sentiment; second, voice; third, execution. Sentiment
and voice are chiefly the gift of nature. Study can develop and strengthen them, but it cannot give them to one who is
entirely destitute of them. Execution can be acquired and .perfected, with more or less labor, according to the aptness
of the individual. _

As before singing well it is necessary to sing in some manner, we shall have to occupy ourselves, at first, with the
voice and with its mechanism. We shall afterwards speak of musical sentiment, and of the proper means for developing it.

CHAPTER IIL

OF THE VOICE, AND OF ITS FORMATION IN GENERAL.

WHAT is called the voice is the sound which human beings have the faculty of producing with their own organs. The
lungs and the larynx are the principal agents of it; but it is modified by the co-operation of the maxillary sinuses, the
nasal cavities, and the frontal sinuses. The greater or less opening of the upper extremity of the larynx, called the
glottis, produce sounds more or less grave. The purity of the voice depends upon the exact relation which there
should be between the degree of opening of the glottis, and the degree of elevation of the sound which it is desired to
produce. .

What is called talent for singing consists then principally in the aptness to seize this relation, and in the promptness
with which this organ can articulate the sounds which the mind has conceived.

DIVISION OF THE VOICE.

The compass of sounds, formed by the human voice, may be presented by the following scale:—

— p—r—'[':.'—”r'Lg—‘t:é
====sc====== I
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I 1 Bass.
2 Concordant or Barltone.
nor,

1 Contralto.




4 LABLACHE'S METHOD OF SINGING.

‘This scale is formed, as may be seen, by six kinds of voice;—three male, (Bass, Concordant or Barytone, and Tenor)
and thrce female, (Contralto, Mezzo-Soprano, and Soprano). It may be observed that No’s. 1, 2, and 8, of the femalo
* voice, correspond to Nos. 1, 2, and 8, of the male voice, at the distance of one octave above; thus the Contralto has the
same compass as the Bass, and so on.

OF THE REGISTERS OF THE VOICE.

Men have the faculty of forming two series of sounds, which are called registers of the voice. The first series commences

with the lowest note of the voice, and is called the Chest-register. Above

this sound would begin another series, which would be called the Head-register; but the Bass voice has such a force, in
its Chest-register, that it is almost impossible to well unite or equalize these two qualities of sounds. Hence the use of
sounds of the Head-register has been discarded in this kind of voice.

Barytone and Tenor voices, which are softer and more flexible, can make use of the two registers; and these are distributed
in the following manner : -

Tenor. ..l -
|
Chest voloe + Head voioce
. i ' P Y o
[5'}: ]'___32 _JZ‘]_FjI F——t i e — ——#
—y 1 t v 1 t
l ' Chest voloe v g | | Hend voles) I
Barytone

The female voice is divided into three series of sounds, or registers; the Chest, Medium, and Head-register.

The Contralto voice, which is the Bass of the female voice, rarely employs the Head-register.

This voice varies in its capacities with almost cvery individual; hence it is impossible to fix the limits of its registers
precisely.

The Mezzo-Soprano and the Soprano, divide their sounds in the following manner.

Mez30 Soprano.

| o ] - 1T [ 2 l
volce. @ volce. ‘
% ‘ Chest vol “:‘” ! __F—-—f—‘f .r.. T ' ﬁ
$—3 . — ) J—‘_
; _"_"' l .';.“ r 4 .‘c.r.unolee. _J L‘“"‘"e“‘“‘ l Head volce. I I .

CHAPTER III

OF THE MANNER OF EXERCISING THE VOICE.

EXPERIENCE has shown, that, in order to form the voice and equalize it, the pupil should sing much on the vowel sound
a, (a, a8 in far), and a little also, but at a later period, on the sound a, (a, as in fate). This is called vocalizing.

Vocalizing, by laying bare, so to speak, all the faults of the voice, which would be in part disguised by the employ-
ment of words, becomes for this reason the most efficacious means of combatting them.

The conditions of good vocalizing are, first, to know how to hold the mouth well; second, to breathe well; third, to
form and send forth the sounds of the different registers; fourth, to pass insensibly from the sounds of one register to
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those of another; fifth, to attack and connect sounds for forming successions. We proceed to devote a special section to
"the analysis of each of these conditions.

ON THE POSITION OF THE MOUTH.

The mouth should be kept smiling, without distortion, and opened sufficiently to admit the end of the forefinger.
The jaws should not remain always perpendicular one over the other, (as has been wrongly said,) butin the position
which is most natural for the conformation of the pupil’s mouth.

The tongue should be suspended, and placed in such a manner as to leave the greatest possible open space.

ON THE RESPIRATION.

A long and easy breathing is one of the most essential qualities for the singer. Hence we persuade the pupil to practise
bolding his breath for a long time, even without singing. In order to take in the breath, he should be eareful to make
the chest rise and swell as much as possible. He should remain in this position as long as he can, and then he should
let the breath flow out very slowly, until his chest has regained its natural position. Afterwards he should begin again,
observing that the mouth is moderately open, a8 well in drawing in the air as in pressing it out again. By this exercise,
lungs of a moderate capacity will become able to furnish a well-pitched sound which will last from eighteen to twenty
seconds.

TO FORM SOUNDS OF DIFFERENT REGISTERS.

The sounds of the Chest-register should be produced by sending forth the breath freely, and in such a manner as not
to strike against any part of the mouth on its passage; the least rubbing against the glands destroys the vibrating quality
of the tone. Females will obtain them more easily by keeping the mouth a little rounded.

The Medium sounds are produced by directing the breath against the upper teeth.

The Head sounds are made by directing the breath entirely towards the frontal sinuses.

There are two faults to be avoided in the delivery of the voice;—first, the guttural sound; second, the nasal sound.
The first proceeds from the fact that the tongue is too much pressed backwards, and against the lower part of the
mouth. It may be avoided by pushing the tongue forward a little, and keeping it suspended. The Second is because the
breath is forced into the cavities of the nose. With attention, beginners who may have a tendency to this, will be able to
avoid it easily; but, in order to eradicate it with persons with whom it is a habit of long standing, there is no other means
than that of making them vocalize at first upon the vowel O, then upon a, and upon a holding the nose pinched in such
& manner that the breath cannot pass at all. This expedient is the only one the efficaciousness of which has been proved to
us by experience; we point it out without fear of ridicule, persuaded, as we are, that when the pupil shall have become
able to send forth his voice in this manner, the fault will have disappeared entirely. Observe only this, that one should
not attempt to sing with words in this manner; it is quite impossible.

Every sound ought to be uttered without feeling or groping about for it. Many persons, when they are required to sound
Do, are disposed to strike La or Si, and then lead the voice rapidly up to the required Do. This occurs frequently in striking
notes which are pretty high. It is a fault which must be carefully avoided.

- We must also avoid commencing a sound, by preceding it with a kind of preparation, which may be expressed by um.

When one finishes a sound without having exhausted all the breath, it 18 necessary to use care to stop the remaining
breath very gently, and not to fling it out with a kind of expiration very disagreeable to hear. We should equally avoid
shutting the mouth as soon as the sound is finished.
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|| Middle volos. 1
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This exercise should be performed by forming the sounds, according to the principles given above, and breathing on each rest.
For Barytone and Mezzo-Soprano voices, this exercise should be commenced a third lower; and for Contralto and Bass

voices, it should be transposed a fourth.

OF THE MANNER OF UNITING SOUNDS OF DIFFERENT REGISTERS.

The two registers of the male voice frequently afford unequal sounds, which would produce a avery disagreeable effect, if
the ability to unite them could not be attained by study. The highest tones of the chest are very strong, by the very effort
which they require, while the first head-tones are very soft and often feeble. Hence it is necessary to apply one’s self to
strengthening the latter, and softening the former. As our organs permit us to produce the extremo sounds of one register
in the next register, the best means of uniting the two kinds of sounds, is to begin by making a single sound pass from
the chest-register to the head-register, and vice versa.

EXERCISES FOR UNITING THE CHEST-VOICE WITH THE HEAD-VOICE.

The letter C indicates the Chest-voice, and the letter H indicates the Head-voice.
To facilitate the reading for amateurs, we have written all the exercises in the treble clef, though for male voices this

manner of writing is not regular.

FOR THE — — ——T e —

MALE VOICE.

L]
L L]
— %_v_
+ * na ?5[ j 1 1 H E
1 H _k___ #__ . . r )
. L] . .
P T P | | '
¢Men who have Tenor voices will do well to exercise themselves in singing the entire scale from the chest-voice.
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Tenor voices can form a kind of sound which is called mized, because it combines the vibrating quality of the chest-sounds
with the softness of the head-sounds.

It is very difficult to fix the upward and downward limits of this kind of voice. We have heard Tenors who, in descending

scales, prolonging it even to E and only regained the chest-sound at the lower G. This aided them admirably in

making the difference of sound, existing between the chest and head-registers, disappear.

Hence we urge Tenor pupils to exercise this kind of voice in its whole extent. As for the means to be employed, they
can only be pointed out by the verbal instruction of the professor. We shall merely recommend to them to guard themselves
against the habit of the guttural sound, which is easily contracted in the use of the mixed voice.

. Chest. | Mixed. —] l - 1?«;ﬂ. ] Mixed. l Chest.
EXERCISE IV. [(fo—p—p— a2 — —_— : hr’:?—a——r_:_ﬁ
A3 T t
FOR THE

MIXED VOICE. A A— — = I ‘_: ‘ H i_ | 5 Ere—
SR R g ]
EE==S=Ct====s= =5 =S|

Although female voices have in fact three registers in the compass of their voice, the passage from the medium to the
head-voice offers but little difficulty to them. They should, above all, direct their attention to the union of the chest-register
and the medium-register. The difficulty to be overcome is the same which men experience, and the means to be employed
are identical, namely, weakening the high sounds of the chest, and strengthening the first tones of the medium.
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EXERCISES FOR UNITING THE CHEST-VOICE WITH THE MEDIUM-VOICE.

There are many female voices which experience almost no difficulty in changing the register; these are generally those
which have not great power. It is for the master to distinguish who need to perform these exercises, and who can do without
them.

The letter C indicates the chest-voice, and M the medium-voice.

C M
EXERCISE V. n ;
® d.
FOR THE —
£ D ]
FEMALE VOICE. D ) = —
<]
1 1
EXERCISE VI. FOR THE FEMALE VOICE.
Cc....McC._. Co... MCoeeee. C.__._M_...C___. C..M__.___ Coeee. COMoee e C
'l ) [] i 1+
_ ] 7
& | #3
bo
2 } } & _Mi : = &
1 L 1

As the head-tones with females are stronger than the medium-tones, in order to unite these two registers, they must follow
a process the reverse of the preceding; that is to say, they must strengthen as much as possible the last medium-tones,

and soften the first head-tones.

EXERCISES FOR UNITING THE MEDIUM-VOICE WITH THE HEAD-VOICE.
The letter M indicates the medium-voice, and H the head-voice.

M. HM...... M.
EXERCISE VIL ({7t e o]
L\ 7 S — t —t
o/
FOR THE
0o ]
FEMALE VOICE.
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These exercises ought to be sung very slowly at first, and in proportion as the pupil shall acquire facility in passing
from one register to the other, he can accelerate the movement. .

It is to be observed that in singing scales of a certain quickness, the voice should not be changed on the first tone of
a register; but the use of that register, in which the singer finds himself, should be prolonged as much as can be done
without injury to the quality of the sounds.

These instructions are applicable to Tenor and Soprano, Barytone and Mezzo-Soprano voices. For the two last named
voices, the master will select among the exercises those which are within the limits of their respective registers.
~ We have already said that for Bass voices the union of the two registers is almost impossible. Hence it is unnecessary

for them to dwell upon exercises only made for attaining this end.

As for Contralto voices, they are so varied in their capacities that it is impossible to prescribe general studies for them.
At the same time, the greatest part of them ought to perform these exercises, for uniting the chest-voice with the
medium-voice, these two registers being almost always well defined.

) TO ATTACK AND TO CONNECT SOUNbS,

Sounds which should form connected successions, as diatonic and other scales, ought to be attacked boldly and connected,
without sliding, (save in the case of Portamento, of which we shall speak at a later period.)

We should pass suddenly from one to the other, but without giving to each of them an impulse of the chest or of
the throat, which would make the singing resemble the manner of playing on the piano of one who should strike all
the keys successively with the same finger. The chin, the lips, and the tongue, should remain entirely jmmotionless.

The articulation of the sounds should be formed by the threat alope,

EXERCISES FOR CONNECTING SOUNDS.

The master must take care to transpose these exercises into the keys which are suitable for the different voices which
are under his care, and to limit or extend them according to the capacities of each voice. But we recommend to hin
to insist on the time of the measure, and never permut the pupil to hasten or retard the movement when it has been once *
gven. This is the only means of governing the voice, or, as the Italians call it, fermar la voce.

In performing these exercises the pupil should breathe only on the rests.

In the first t2hree of the fgllowing exercises, the executiop of the messure in sixteenths may be omitted at first.
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In this exercise more force must be given to the highest note. We have indicated this by the sign A.
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Strike the higlest note a little more forcibly throughout.
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Scales and- other passages may undergo two modifications in the execution, which are indicated in the following manner.

EXAMPLE L f A e o
The half Staccato. o . — ~e 3 = — -__, —+ - 1_: p—p-i"__?_-“lt
. L4 ‘fl -~ —

The half Staccato is executed by giving to each note a very full impulse of the throat, in snch a manner as to let
each sound vibrate a little separately.

EXAMPLE II n 10 100 ! " " " T 1000 F" " "_'_" " "" t
X %‘E = 'l—_e,_tif-,; TR '::j:H
The Staccato.* 374 ] ! e — -

The Staccato is executed by giving a quick and short impulse to each note, in such a manner as to sepa.rate it totally, as

if it were succeeded by a rest.
There sometimes occurs a staccato note following two connected notes. We should not, in this case, try to give an impulse of

the throat to the note. It is only neccessary to quit it suddenly, as if its value were diminished by a rest.
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The pupil, who has carefully performed the foregoing exercises, bught to possess enough of the mechanism, to enter upon

measured and melodized studies.
So then, before giving any more passages, we will speak of musical sentiment, and of all that is connected with it.

CHAPTER 1IV.

ON MUSICAL SENTIMENT.

MusicaL sentiment is an innate faculty, which may be measured by the degree of emotion which one experiences on hearing
music. In its application, it may be divided into Expression, Taste, and Accent.

OF EXPRESSION.

“Expression,” says J. J. Rousseau, “is a faculty by which the musician feels deeply, and brings forth, with energy, all
the ideas which he ought to bring forth, and all the feelings which he ought to express.”

This quality depends on the personal organization ; its development, in each individual, is in proportion to that of the faculty
of feeling. But in vain would one possess it, to an eminent degree, if he had not acquired by study the means of making
use of it. These means constitute, so to speak, thc material of expression, and may be reduced to five.

First, Swelling the sounds. Second, The Portamento, or carrying the voice. Third, Phrasing. Fourth, Giving light and
shade. Fifth, Executing the different embellishments of singing.

We proceed to analyze these successively, giving instructions, and furnishing suitable exercises for acquring them.

*In general, all Staccato sounds are executed only by the Boprano voice.
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SWELLING SOUNDS.

To swell a sound, is to strike it with firmness, but as softly as possible, augmenting the force gradually to the middle of its
duration, and from this point to the end, insensibly diminishing to the degree of force with which it was commenced.

To succeed well with the following exercise of the scale with the swell, it is neccessary to take breath before each note,
according to the instruction given in rule second of Chapter IIL.; to remain a moment, with the chest raised, before giving forth
the voice, and then to strike the sound in the manner we have just mentioned, taking care to make no movement, either with the
mouth or with the tongue, while the sound lasts.

The practise of scales with the swell is the most useful exercise which can be performed for good singing. By this means
one corrects the faults of the voice, gives firmness to it, increases its power, and acquires the flexibility which is indispensable
for coloring the melody. Pupils, who desire to speedily gain command of their vocal organs, should sing at least four scales
with the swell every day for two months. Each sound ought to last about eighteen or twenty seconds; thus a scale will
last about ten minutes. So we advise them to devote forty minutes to this exercise; these forty minutes, if taken at different
hours of the day, will not fatigue the chest, and will be time most useﬁ;lly employed in the study of singing.

EXERCISES FOR CORRECTLY PITCHING THE VOICE AND SUSTAINING THE SOUNDS.

Bound each note with one breath.

No. 1 —_—
. . T T T | | | S | | — e — -—<">— ”
VOICE. v = /] o——2 —
) > 7z & /] A
v - [-A Aod
Ah
6 — G—1— A —T
£C T e e
@ - 1% 4+ ag———-g-———g\ -3 % %5 5
i+ 6 3 16 X
PIANO. .,
e e e e % 5
‘C>% /) 1/} 1o /) ) 2—1
= Z p— T — o " 2 — ) p—
-3 — -3 . >3 g = — S &
[~ . z
b (7] .
—— ==
d [

X 1% )'(g_

¢
b

m
|
bk
Gjib
5§ﬁ“L
4)
N4
gk
3
w |
(\\
-y
A\

- 17) & —1—6
-y z z

N

I

Q

\

\
INKR
IRES

<hl.‘\q

|
Nﬁ$ ¢

e

gilo

The sixth and the tenth notes are of difficult intonation; often they will come out too low, and can be made true only
when the mouth is open more than usual, and the voice forced. The contrary happens in the descending scale. The tonic
and the sub-dominant are often too high. This may be attributed to the third major being too low in many voices.
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The pupil should endeavor to remember the names of the notes which he vocalizes; and for that purpose I would advise him
to sing by note all of these exercises before vocalizing. He must also be able to recognize the key of the exercise he sings.
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Young pupils, whose voices may not, at first, allow them to go up to Sol, can study to Do or Mi only.
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EXERCISE IN NINTHS.
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The true carrying of the voice, which the Italians call Portamento, occurs principally between two sounds pitched at the
distance of at least one third, and in a rather slow movement. It consists in quitting the first sound a little before the total
expiration of its rhythmical value, in order to slide the voice upon the following sound, after the manner of a very slightly
perceptible anticipation. This slide ought always to be made with augmenting the force, when the voice is carried upon a
higher sound, and diminishing it when carried upon a lower sound. It is necessary to avoid with care leaning strongly upon the
carriage of the voice in descending. This would produce a kind of yawn, which would be very disagreeable. All this may be

LABLACHE’'S METHOD OF SINGING.

OF THE MANNER OF CARRYING THE VOICE.

very nearly indicated in the following manner.

The carriage of the voice will be much more easily understood, if it is practised with naming the notes as we have marked it.
The carriage of the voice is also used, though much more rarely, between two notes which follow each other in the scale;

but this only occurs in a very slow movement, and never twice in succession.
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OF THE MANNER OF PHRASING MELODY.

Melody, like speech, is formed of periods. The period is formed of phrases, and the phrase is divided into melodic members.
Each period has a conclusion or long repose, which is called a perfect cadence; it is like the full stop or period in speech.
Each phrase has a less complete repose, which is called a half-cadence: it is like the semicolon of speech; and, finally, each
melodic member has a small repose, which is called a quarter-cadence, and which may represent the comma of speech.

If any one should read without taking account of the pauses, his reading would be quite unintelligible; just so if any one
should sing without making the cadences perceived, he would alter the meaning of the phrases and render them tedious.

The art of phrasing consists, then, in setting forth all the melodic members of a phrase, or of a period, in such a manner
as not to be confounded one with another. To effect this, it is necessary, first, to know how to distinguish the beginning and
the end of each melodic member; second, to regulate the breathing in such a manner as to complete the member.

The examples which we shall give, will aid the pupil in becoming acquainted with the division of the phrase.

We have pointed out, in Chapter III. how one ought to breathe for singing; but we ought to add here that besides the
full breath, of which we have spoken, which can only be taken rather slowly and at the end of phrases, or upon rests, there
is the half-breathing, which can be taken rapidly at need, at the end of each member. The mechanism of it is the same,
only that as the action of the lungs is necessarily more rapid, a little more fatigue is experienced from it. Hence it is necessary
that pupils should accustom themselves to taking as few half-breathings as possible. For him who has studied and practised well
the rests,— perfect cadences, and half-cadences will almost always be sufficient points of rest for breathing.

- We now present some periods, in which we shall indicate the indispensable full breathings by”, and the arbitrary half-breathings
by

Every breath, large or small, ought to be taken at the expense of the value of the note which has just been left, and in such s
manner a8 that the note, which follows the action of breathing, may be attacked in its strict time.

Period.
. First Phrase. Becond Phrase.
, First Member. Becond Member. Third Member. | Fourth Member.
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In this period one should not breathe after the D which begins the second measure, because the melodic member only ends
with B. In like manner the breath should not be prolonged to the G of the third measure, because this note depends upon the
member which commenced with the preceding C, and which ends only with the A of the fourth measure.

It would be a great fault to breathe after the F¥ of the sixth measure, because this note is foreign to the accompanying chord,
and the melodic member is concluded only with the E which follows. The breath must be prolonged till after the B of the seventh
measure, because this note is not the compliment of a melodic member; but it depends upon the member commenced by the D
which precedes, and which is completed only with the G of the eight measure.

First Phrase. 8econd Phrase.
l First Member. saeogd Member,

r

Fifth Member. | Sixth Member.

The first two phrases of this period ought to be sung with & single breath for each, for these are composed of a single member.
The third phrase may be divided into two members; consequently we have the opportunity for the half-breathing at the end of
each of them. The fourth phrase may likewise be divided into two members, and we may breathe after the D which finishes the
fifth member, and which commences the sixth. Let us observe, at this time, that whenever a sound of long duration, in one
measure, is prolonged.upon a part of the following measure, this length by Syncope may be considered as a rest, and advantage
may be taken of it, to draw upon it a half-breath, before strikipg the sound which immediately follows it.
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First Phrase. Second Phrase. ol;::.:.
-8 : First Member. Becond Member. Third Member. | Fourth Member. Perlod.
; n —N—r= > —
»ﬂ:ﬁg%g:gz;ﬁﬁ+ﬂ#ﬂ= e
L N : R i<
g p— -
s wams + r - r S ’HE
EXAMPLE §¥ oo : - -3 _,_1,‘_

In the first phrase of this period the repose or quarter cadence occurs very harmoniously upon the F of the second measure,

but the melodic member should be prolonged as far as D. The case is similar with the second member, which is finished only on
T of the fourth measure.

In the second phrase, we would by no means breathe on the C#, because this note is foreign to the chord; it is necessary to
wait till after the D which follows it, before breathing. '

Examples might be multiplied, and yet only a small part be given of the numerous and varied cases which may present them-
sclves. These periods are sufficient to show the necessilty of good application, to becoming acquainted with the beginning and
the end of the musical member, in order not to interrupt them awkwardly by breathing. It is the master’s duty to guide the
pupil in this research, which may be done in practising vocalizing exercises. Let us observe only, that, whenever it is required

to make a sustained sound, or a passage of great length, we must be careful to breathe immediately before it, without regard to
the completion of the member ; the rule must, here, yield to the necessity.

OF THE MANNER OF GIVING LIGHT AND SHADE.

In order to phrase well, it is not enough to comprehend and unfold the musical meaning; it is still necessary to give to each
phrase, to each member, a suitable coloring. Light and shade constitute the principal element of expression; and the artist
who does not know how to put a great variety of color into his singing, will always be common-place and cold, howsoever fine a
mechanism he may possess in other respects. Too much application, then, cannot be bestowed upon acquiring the faculty of
producing at will, forte and piano, and of passing gradually from one to the other. Persevering study of swelling sounds, is a
great assistance in attaining this. With regard to the use of this faculty, it has such varied forms that it is only by a sort of
oral tradition that all the good can be transmitted which the exquisite feeling of the celebrated singers of the past time has be-
queathed to us, and which forms the inheritance of the modern school. We can only give some general rules, the application of
which will develop in pupils the germ of expression and of taste which they have received from nature:
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First, Every note of same duration ought not to remain of the same force from beginning to end; in general, it should

be a swell.
Second, Every ascending phrase should pass from weak to strong.
Thi'rd, Every descending phrase should pass from strong to weak.

Fourth, Every note foreign to the chord which accompanies it, if it has a short duration and is placed on the strong beat
of the measure, or on the strong part of the beat, should be accented more strongly; from this comes the name Appoggiatura,
which is given to it in Italy.*

In a measure of double time, the first part is strong, and the second weak. In triple measure, the first part is always
strong and the third always weak; the second part is sometimes strong and sometimes weak. If the part of the measure
is composed of two crotchets, the first'is strong and the second weak; if of quavers, the first is strong and the second weak.
In general, wherever there is a succession of notes of equal value, the notes of uneven members are always strong, and those of

even members are always weak.

Fifth, Every note foreign to the key in which it is found, should also be more strongly accented than those which immediately
adjoin it. '
The difficulty consists in the choice of the degree of force which should be given to the different notes. It is just this which

cannot be pointed out. Ifa person does not employ voice enough, he remains cold; if he employs too much, he becomes exaggerated.

A good teacher will keep his pupils equally distant from these two extremes, and will know how to gui;le them in the application
of light and shadow which is befitting to the particular charactef of each piece, to the dramatic situation, and to the signification
of the words for which the song is composed.

Before occupying ourselves with the various embellishments of singing, we shall here give some very simple vocalizing exercises,
upon which pupils can make application of all that has been said in respect to the mechanism of the voice and expression.

¢ See the Chapter on the Embellishments of Singing, page 53.
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Andante Grazicso. Sempre legate.
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Allegretito. Sempre Legato.®
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Andante espressivo. Sempre legate pertando Ila voee.
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o T —— - ™~ . o I —
VOCALIZING. gﬁﬁ# == —
fr | *q:&f:trﬁtg:f: ;Jp:g;‘;t [
4 — bl — ——
> ™~
R L R R e R e
- L
No. 7. . #* »*
. T — — —F —
—x " _J_Q___¥_ﬂ___?_




LABLACHE'S METHOD OF SINGING. 49
-l y ~ * m
“a 4 -~ - ! A - . — —
—s o1 2le-/ - ; 'Ei4’ ?[; 71 —o-1-- ? *,:j o 2
[ A— p— ) ' N -
b —TT7 #’E m— . —— —t T — —
-\‘—j——\'—g—- - — Y —o- —o-Y - . o-Y——o-1
I K s i ! - T e g
o 1 ’—’#Jl m " -‘ + 1' lg
P —e=—te—f ey et e T
74'1 } v '
—~
P = -
=y e e R e e
r T f ; ——a—
[v4 —_— ._< —— T )
o, : LT — T T - —= — - . .
e e A s e S AT s e SRR
\\BV -2 - [ . S—
' - - [
: » »- )
@T;IH:_I_; '_\e] — i]—‘! S A ——— - — ——
“—P—t t - + — , i
n | Aeceelerando. " T ~ L/.f
. 1 — —T! 1
b T T
‘ o/ _&f | ol
— ——* 1 A A s B i T — -
e — e— J Ca e e — %
FE====r e e e e e e e e e S
P—g o f o —f——+1 & ———
T ==
G—— e Sr=sr=s2
v = = = ) dolee. o f
—0—b e ]J-r— __fl == p—T
st s = e e e
[ e - - ’ -
o —z— — - -
(F‘"q f 2 e s
P = #i_g__':_ ) _—
B i ari: E ; .i r; :1_ 1 - e j II
—F e — =& - &
—<
: . ] .
% siwe | a1 g%y J—v—ﬁﬁ-
‘. . ‘- :
, —~ P—— s—re—
e s enerER |




50 LABLACHE'S METHOD OF SINGING.
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CHAPTER V.
OF THE EMBELLISIIMENTS OF SINGING.

TuERE are some conventional signs which are called, by custom, Embellishments of Singing. These are,— first, the Appoggis-

tura; second, the double Appoggiatura; third, the Grupetto or turn; fourth, the trill. We proceed to explain these in succession,
pointing out the means of exccuting them.

OF TIIE APPOGGIATURA.*
The Appoggiatura is a small note, placed immediately above, and sometimes below, an ordinary note, in the following manner.

b= ]

v

When the Appoggiatura is above, it is made at the distance of a tone or semitone, without changing the key in which it
is found. When it is below, it is always made at the distance of a semitone, even when to effect this it is necessary to change
the key.

Its duration is commonly half that of the large note which follows it, and this value is taken out of the same note.
The two Appoggiaturas, given above, must be exccuted as if they were written thus:

) -~
gﬁz'i i!‘#d;a

When the Appoggiatura is found before a dotted note, it takes sometimes two thirds, sometimes one third, of the value;
this depends on the character of the melody, and a little on the accompaniment.

Sometimes the small note is placed at a greater interval from the large note; but in that case it is always prepared for, that
is to say, preceded by a note like itself.

Prep, J Prep.
EXAMPLE. o — - T — i ‘
@_Gi‘_;_:_ ——sse

The Italian term, derived from Appoggiare, (to lean upon,) sufficiently expresses the manner in which the little note should be

executed ; that is to say, it should be accented more strongly than the large note which follows it. It is essential to be thoroughly
acquainted with this principle, the exact observation of which, contributes much to coloring the melody, or, in other terms,

* singing with expression.

LESSON OR STUDY OF APPOGGIATURAS.

r re 5 " —P— [
EXERCISE XVL. E==c===t e
) s
. ~ ~
I s e
. L‘—-r—t— 4 1 ! 3 t F‘ - 1 l_
a7
—_— —
d T —— -
g v = - i A g
V¥ T Y T RIS FTFEEE T AT
s T T
g ——— e——— i — —=

@ The old composers undoubtedly adopted the use of the small notes, to avoid the confasion to the eyo, and the doubt which would be cast upon the harmony
by the presence of a note foreign to the chord on the strong part of the measure. But ag at this day a multitude of notes of this kind are introduced into the

melody, authors ought to write the Appoggiaturas in ordinary notes, indicating the value which they intend them to have; by doing this, they would avoid
being often misinterpreted by performers of imperfect musical sentiment.
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Tho Appoggiatura notes are often written in ordinary large notes, with their determined value. In tho present state of music,
composers should all adopt this mode of indication, (see page §2.) But as the manner in which the Appoggiatura is written
makes no change in the color which it should have, it is essential to know how to distinguish it in the course of the melody.

For this end we make the pupil acquainted with the following rule:—

Every note, whether changed or not, which is foreign to the chord which accompanies it, and is found on the strong beat of the
measure, or on the strong part of the beat, is an Appoggiatura, and should be executed as such.

It must, however, be observed that if the Appoggiatura has not a certain value, it should be accented strongly only when it is
reached by a skip; for if in a diatonic succession of short notes, of which the first of two would always be an Appoggiatura, a
person should make an inflection of the voice upon each of them, the singing would have all the ridiculousness of a caricature.

Here is an example, in which we shall mark thus x all the notes which, according to the rule above stated, are Appoggiaturas,
but in which we shall also indicate by o placed over them, those which ought to pass without a perceptible inflection of the voice.

Andante. 0 0 —— 9
X X X X X X X X
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OF THE DOUBLE APPOGGIATURA.

The Double Appoggiatura is always made with the notes of the key, whether ascending or decending. Its value is taken out

of the large note which follows it. It is executed by articulating lightly the two little notes, and leaning the voice upon the
large note.

This embellishment is only employed in light pieces.

Andantine Grast

/ A B
—— =, o =5 F
EXAMPLE. # . — L — e z S
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ON THE GRUPETTO, OR TURN.

Y

Y

The Grupetto is an embellishment, composed of three sounds, forming sometimes three, sometimes four notes, grouped together
by adjoining degrees. It may be ascending or descending, but its extent should never exceed a minor third.

[ ] m-— |
A A T TV . - 7

49 o~ 1 I1 ] =
EXAMPLE.
— 7 I S =:;ll/.1_-
-4 -
Minor3d. Minor3d. Major3d., Major3d. Minor3d. Minor 3d.

The note of the Grupetto, lower than that which is affected by it, ought always to be at the distance of a semitone. From
this it follows that the Grupetto must sometimes be limited by a diminished third.

When it is formed of three notes, as above, its value is always taken out of the note which precedes it, in such a manner that
the note which bears the Grupetto shall retain exactly its assigned place in the measure.

When the Grupetto is formed of four notes, its value is also taken from the length of the note which precedes it, excepting the
case where it is placed upon a dotted note.

M S
EXAMPLE. —— .
F i
These Grupetti are f £
indicated thus: (L oEmE ,[.—\’ . r—{% F_.’- p—f
o/ -t
. T — e— P\
Execution. @ ;
‘ ‘—/

‘We now give an exercise of every kind of Grupetto, with their signs and the manner of executing them.
We give this lesson with so great profusion of Grupetti, only as a study, and not as a model to be followed; the use of this
embellishment, as of all others, requiring to be restrained by the good taste of the composer or the performer.
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OF THE TRILL.

The Trill is indicated in the following manner. Its execution consists in the rapid alternate striking of the note on which it is
placed, and that which is immediately above it in diatonic order.

If any one has performed often, (and with care,) the first exercise which we have given for connecting sounds, he ought to
possess already some facility for executing the trill with a moderate movement.

Indication.

Execution.

The execution of the Trill is generally very difficult; some persons, however, have such a flexibility of the larynx, that they
perform it quite naturally ; in this case, we only recommend to them to be careful of the intonation; for it may happen to them
to strike the same sound, or two sounds, too near together, which would produce the effect of a trembling, or indeed to strike
two sounds at the distance of an increased second, a fault equally insupportable to delicate ears.

We give the same advice to pupils who have not this great facility ; and we will add, for their consolation, that if the Trill costs
them more trouble to acquire it, they are also more sure of performing it correctly.

The most efficacious means for attaining it, is to practice it in strict time, counting the number of alternations to be made in
the time of a given note. This practice should be done at first slowly, without moving the tongue or the chin, regarding with
care the intonation of each of the two notes which form the Trill, and avoiding a certain roughness in falling upon the lower note.
This fault, to which a person is unfortunately too much inclined, is absolutely opposed to the lightness which the Trill ought to
have.

Every Trill, long or short, should have a conclusion; this conclusion is formed of one, two, or three notes, which composers
sometimes write, but oftener omit.

[ Y&

[ & g r g % |tr br b- ' |

The first three conclusions are suitable for trills occuring in light pieces. The last three would be better after trills of great
length, and in pieces of a graver character. -

The Trill may commence with the lower note, or with the higher. It is important, in study, to practice both ways, in order
to obtain more equality ; for one is naturally disposed to give a stronger impulse to the first of the two notes.

We call the first of two notes, or strong note, that which commences the equal alternations.

Examples. g o P T 9 ! 9 ! ! P __—:E
M d

In the first of these two examples, the D is the strong note, but in the second it is E, for these equal alternations only com-
mence with E; the D which precedes does not properly belong to the Trill, and is as if it were a preparation.

As regards the Trill, with a conclusion of one note or of three notes, the equal alternations ought to begin with the lower note ;
by this means one is not obliged to accelerate or to retard this conclusjon, in order to finish regularly in time.

®We recommend to pupils never to change, in a conclusion of two notes, that one Upgy ~which the trill ought to finish, in forming a perfect cadence.
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The old singers never executed the long trill, forming a cadence or half-cadence, without preceding it by a swelled sound,
which they called Messa di voce: and, furthermore, their alternations began very slowly, and underwent four changes of quickness,
as for example: —

,;- . - ’ Perfect Cadence.
EXAMPLE. 2 a1
%
—
. 0O Q) :
Execution. 1 s I
<> :
A ‘Half Cadenoe,
e
Z==
o

s===1

This system is good, but it requires a long breath. Modern singers have, in general, adopted the custom of commencing the
trill without the Messa di voce, and of executing it without change of quickness. For study, the old manner is much the best,
and we recommend it to pupils. In ordinary use it is necessary to follow custom, so long as one has not the force of talent to

rule it.
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The trill is sometimes practiced on a series of notes in the ascending or descending scale.
It must have a conclusion to each note; the ear is better satisfied with the slight repose which results.
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The following is a lesson with the application of all the precepts which we have just given on the trill.

ON THE (§ s t N -
¢ *K._—\g‘ o 17 o-
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ON THE ROULADE OR VOLATA.

The Roulade (in Italian, Volata) is, in singing, the rapid series of sounds, distant tones, and half tones, from each other,
which form what are called Runs on instruments. )

Much lightness in the voice is necessary for executing it. When this lightness is not possessed naturally, it must be acquired
by a regular course of practice, following the precepts we have already given, Chapter III, on the manner of attacking and con-
necting sounds. See page 9,
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We will here add, that in order to attain a good execution of the Roulade, one ought,—First, to practice it very slowly at
first, in order to insure its intonation. Second, to increase the force in the ascending scales. Third, to articulate, with some
firmness, the first sounds of the descending scales, and then to gradually diminish the force down to the lowest note. Fourth,
to accelerate the movement little by little, fixing the thought on the sounds which commence the strong parts of the measure.

The following series of exercises will serve as a continuation to those given in Chapter III, pages 10 to 23.

EXERCISE.
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EXERCISE
XXTIX,
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EXERCISE
XXXI.
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