
m r 

I '5th Edition 

Thomas Benj in IMichael Horvit Robert Nelson 



-

MUSIC 


for 

SIGHT SINGING 


FIFTH EDITION 

Thomas Benjamin 


The Peabody Conservatory of the Johns Hopkins University 


Michael Horvit 


Moores School of Music, The University of Houston 


Robert Nelson 


Moores School of Music, The University of Houston 


,-'# SCHIRMER 
t .. (ENGAGE Learning" 

Australia. Brazil· Japan. Korea· Mexico· Singapore· Spain. United Kingdom. United States 



~...~ SCHIRMER 
.... CENGAGE Learning' 

Music for Sight Singing. Fifth Edition 
Thomas Benjamin, Michael Horvit, and 
Robert Nelson 

Publisher: Clark Baxter 


Development Editor: Julie lannacchino 


Senior Assistant Editor: Emily Ryan 


Editorial Assistant: Nell Pepper 


Technology Project Manager: Morgen Murphy 


Marketing Manager: Christina Shea 


Marketing Assistant: Denise Bousquet 


Marketing Communications Manager: 


Heather Baxley 


Content Project Manager: Georgia Young 


Senior Art Director: Cate Barr 


Manufacturing Buyer: linda Hsu 


Permissions Editor: Roberta Broyer 


Production Service: Ravi Lakhina, ICC 


Macmillan Inc. 


Compositor: ICC Macmillan Inc. 


Cover Designer: Bill Reuter, Reuter Design 


Cover Image: Steve Cole/Getty Images 


Printed in Canada 

3 4 5 6 7 11 10 09 

© 2009, 2005 Schirmer Cengage Learning. 

ALL RIGHTS RESERVED. No part of this work covered by the copyright herein 

may be reproduced, transmitted, stored, or used in any form or by any means 
graphic, electronic, or mechanical, including but not limited to photocopying, 

recording, scanning, digitizing, taping, Web distribution, information networks, 

or information storage and retrieval systems, except as permitted under 
Section 107 or 108 of the 1976 United States Copyright Act, without the prior 

written permission of the publisher. 

For more inforrr:ation about our products, contact us at: 

Cengage learning Academic Resource Center, 
1-800-423-0563 

For permission to use material from this text or product. 

submit a request online at www.cengage.com/permissions 

Any additional questions about permissions can be submitted 

by e·rr:ail to permissionrequest@cengage.com 

Library of Congress Control Number: 2007938966 

ISBN-13: 978-0-495-50500-6 

ISBN·10: 0-495-50500-5 

Schirmer Cengage Learning 
25 Thomson Place 
Boston, M,1l, 02210-1202 

USA 

Cengage learning products are represented in Canada by Nelson Education, Ltd. 

For your course and learning solutions. visit academic.cengage.com 

Purchase any of our products at your local college store or at our preferred 
online store www.ichapters.com 

http:www.ichapters.com
http:academic.cengage.com
mailto:permissionrequest@cengage.com
www.cengage.com/permissions


Contents 

Preface viii 


Suggestions to the Teacher and Student x 


PART I Common Practice Techniques: Diatonic 

UNITl 


Rhythm: One- and Two-Pulse Units (Unmetered) 2 


Preliminary Exercises I Rhythmic Duets 


Preliminary Exercises I Melodic Exercises I Duets and Trios 


Pitch: The Major Scale 4 


UNIT 2 


Preliminary Exercises I Rhythmic Duets 


Preliminary Exercises 


Preliminary Exercises I Melodies I Duets and Trios 


Rhythm: Simple Meters 12 


Pitch: Introducing Thirds 15 


Pitch: Introducing Fourths 17 


UNIT 3 


Pitch: Tonic Triad in the Major Mode; Introducing Fifths, Sixths, and Octaves 25 


Preliminary Exercises I Melodies I Canons, Duets, and Trios 


UNIT 4 


Preliminary Exercises I Rhythmic Duets 


Preliminary Exercises I Melodies I Duets, Trios, and Canons I Part Music 


Rhythm: 2:1 Subdivisions of the Beat 33 


Pitch: I, V, and V7; Introducing Sevenths 37 


III 



UNITS 

Rhythm: Anacruses (Upbeats) and 4:1 Subdivisions of the Beat 47 

Preliminary Exercises I Canons and Duets 

Pitch: I, IV, V, and V
7 

51 

Preliminarv Exercises 

Pitch: Introducing the Alto Clef 53 

Preliminary Exercises I Melodies I Canons, Duets, and Trios I Part Music 

UNIT 6 

Rhythm: Dots and Ties 66 

Preliminary Exercises I Canons and Duets 

Pitch: Minor Mode 69 

Preliminary Exercises I Melodies I Duets, Trios, and Canons I Part Music 

UNIT 7 

Music from the Literature 83 

UNIT 8 

Rhythm: Compound Meter 90 

Preliminary Exercises I Duets 

Pitch: Supertonic Triad 93 

Preliminary Exercises 

Pitch: Submediant and Mediant Triads 94 

Preliminary Exercises 

Pitch: Tenor Clef 96 

Preliminary Exercises I Melodies I Canons and Duets I Part Music I Sing and Play 

UNIT 9 

Rhythm: Triplets and Duplets 107 

Preliminary Exercises I Canons and Duets 

Pitch: Seventh Chords 111 

Preliminary Exercises I Melodies I Sing and Play 

UNIT 10 

Music from the Literature 115 

Contents iv 



UNIT 11 


Rhythm: Syncopation 125 


Preliminary Exercises / Canons and Duets 


Preliminary Exercises / Melodies / Duets and Trios / Part Music / Sing and Play 


Pitch: Exercises Emphasizing Sixths, Sevenths, and Octaves 128 


Pitch: Other Seventh Chords 129 


PART II Common Practice Techniques: Chromatic 

UNIT 12 


Pitch: Decorative Chromaticism 140 


Preliminary Exercises / Melodies 


Preliminary Exercises 


Preliminary Exercises / Melodies / Canons and Duets / Part Music 


Preliminary Exercises / Melodies / Duets / Part Music / Sing and Play 


Pitch: Inflected Scale Degrees 147 


Pitch: Scalar Variants in Minor 148 


Pitch: Modal Borrowing 153 


UNIT 13 


Music from the Literature 162 


UNIT 14 


Pitch: Secondary Dominants 168 


Preliminary Exercises / Melodies / Canons and Duets / Sing and Play 


UNIT 15 


Pitch: Modulations to Closely Related Keys 182 


Melodies / Canons and Part Music / Sing and Play 


UNIT 16 


Rhythm: Quintuple Meters 198 


Preliminary Exercises / Canons and Duets 


Preliminary Exercises / Melodies / Part Music / Sing and Play 


Pitch: Chromaticism Implying Altered Chords; Modulation to Distantly Related Keys 201 


UNIT 17 


Music from the Literature 215 


Contents v 



_-\RT III Twentieth-Century Techniques 

IS 


-:.-:jcm: Irregular Meters 266 


Preliminary Exercises 


Preliminary Exercises 


Melodies with Changing Clefs / Melodies / Part Music 


Pitch: Diatonic Modes 268 


Pitch: Changing Clefs 271 


UNIT 19 


Rhythm: Changing Meters 281 


Preliminary Exercises 


Pitch: Pandiatonicism 283 


U~IT20 

Rhythm: Syncopation Including Irregular and Mixed Meters 294 


Preliminary Exercises 


Preliminary Exercises / Melodies 


Pitch: Extended and Altered Tertian Harmony 296 


UNIT 21 


Pitch: Exotic Scales 304 


Preliminary Exercises / Melodies / Duets 


UNIT 22 


Preliminary Exercises 


Preliminary Exercises / Melodies / Part Music 


Rhythm: Complex Divisions of the Beat 314 


Pitch: Quartal Harmony 316 


UNIT 23 


Preliminary Exercises 


Part Music 


Rhythm: Polyrhythms and Polymeters 327 


Pitch: Polyharmony and Polytonality 331 


Contentsvi 



UNIT 24 


Pitch: Interval Music 338 


Preliminary Exercises I Melodies I Duets 


UNIT 25 


Serial Music 347 


UNIT 26 


Music from the Literature 351 


Glossary 352 


Contents vii 



Preface 


Music for Sight Singing is intended to be used over a two- or three-year span. Parts I and II 

parallel the typical common practice two-year theory sequence. Part III may be integrated 

into the two-year sequence or may be used in a separate course dealing specifically with 

twentieth-century materials. The order of Music for Sight Singing parallels that of our other 

texts, Techniques and Materials of Tonal Music and Music for Analysis, but the text can easily 

be used with most other theory textbooks. An especially appropriate companion to Music 

for Sight Singing is Music for Ear Training, CD ROM and Workbook. Used together, these coor

dinated materials provide a well rounded, thorough approach to both music reading and 

aural perception. 

As with our earlier texts, Music for Sight Singing grew out of our collective teaching experi

ence at the Moores School of Music, The Peabody Conservatory of Music, and the institutions 

with which we were previously connected. A particular advantage of Music for Sight Singing is 

that the authors are all practicing composers. 

The book consists primarily of newly written exercises and melodies that are graded and 

cumulative and that isolate the particular musical devices under study. Every effort has been 

made to compose material that is musically and stylistically appropriate as well as pedagogi

cally suitable. 

In Music for Sight Singing, we have included both part music from the literature and newly 

composed material. As in our Music for Analysis, the music from the literature has been care

fully selected to be appropriate and workable at the student's level of progress. We feel that 

it is important to expose the student to a wide variety of vocal part music from the standard 

repertoire. All other material has been originally composed to control its content. We have 

been very careful to compose original material that, in addition to being carefully graded and 

cumulative, is musical and stylistically diverse. 

For the fifth edition, we have composed a great number of new melodies, duets, and trios 

for the first several units. They are placed at the beginning of each exercise group. These new 
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exercises are shorter and less complex and will help the student get underway with new mate

rial more gradually. 

As the student works through the text, each aspect of music reading is isolated and pre

sented in a specific set of exercises. Problems of rhythm, meter, and pitch are dealt with sepa

rately and then together. The melodies and part music are appropriately edited with tempo 

designations, dynamics, and articulations to encourage the student to deal with all aspects of 

musical notation while sight singing. 

We wish to thank the following people for their help in the preparation of the first edition: 

Edward Haymes and Luisa Chomel for help with translations; and George S. T. Chu, Hamline 

University; John C. Nelson, Georgia State University; Dorothy Payne, Department of Music, 

J The University of Texas at Austin; Emily Romney, Longy School of Music, Cambridge, Mass.; 

t and Scott Wilkinson, The University of New Mexico, for their reviews of the manuscript. The 

t reviewers for the second edition were Richard DeVore, Kent State University; Scott Lindroth, 

t Duke University; Rafael Lopez, Community College of Denver; Justus Matthews, CSU Long 

t Beach; and Robert Zierolf, University of Cincinnati. For the third edition, the reviewers were 

t Joel Galand, University of Rochester; Phillip Schroeder, Sam Houston State University; and 

t Robert Zierolf, University of Cincinnati. For the fourth edition, the reviewers were Emelyne 

t M. Bingham, Vanderbilt University; Mark Emile, Utah State University; James Michael Floyd, 

t Baylor University; Richard Hoffman, Belmont University; Geoffrey Kidde, Manhattanville 

t College; Paula Telesco, University of Massachusetts, Lowell; and Barbara K. Wallace, Baylor 

t University. The reviewers for the fifth edition were Dr. George Chave, University of Texas 

t at Arlington; Dr. Gretchen C. Foley, University of Nebraska-Lincoln; Sean Heim, Chapman 

t University, CA; Dr. Daniel McCarthy, The Univesity of Akron; David Kenneth Smith, Geneva 

t College, PA; Paula Telesco, UMass - Lowell; Amelia Triest, University of CA - Davis; Charles 

t Griffin, Hofstra University; and Dr. Barbara K. Wallace, Baylor University. 

t 
Thomas Benjamin t 

Michael Horvit t 
Robert Nelsont 

t 
t 
t 
t 
t 
t 
t 
t 
I 
I 
I 
I 
I 
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Suggestions to the Teacher and Student 


To the Teacher 

The following are some suggestions for the optimum use of this book. We have used three 

types of exercises: 

1. 	 Unpitched rhythmic exercises, which provide practice with specific rhythmic problems. In

cluded among these are canons and duets. The duets may be performed with individuals or 

groups on each part. Or each student may perform both parts, either by vocalizing one part 

and tapping the other, or by tapping both parts, one with each hand. 

2. 	 Pitched preliminary which isolate specific melodic and harmonic problems. These 

should be mastered before going on to the melodies. Preliminary exercises are intended 

both as a presentation of specific materials and for drill on those materials, as distinct from 

the melodies and part music. With all material, a balance between sight reading in class and 

outside preparation is desirable. 

3. 	 Melodies (canons, duets, and trios), specifically composed to deal in a musical way with mate

rial presented in the preliminary exercises. 

4. 	 and Play exercises are melodies with simple accompaniments drawn from the standard 

vocal literature. The accompaniments can be played by the singer, other student, or by the 

teacher. We have presented the melodies without the texts, so that the singer can concen

trate on the rhythm and pitches. The use of syllables is strongly recommended. These pieces 

are readily available in various song anthologies should the teacher wish to perform them 

with the lyrics. (Students can hone their musical skills by improvising accompaniments to 

some of the simpler melodies found in each unit.) 

Interspersed throughout the exercises are units containing vocal part music from the litera

ture. These provide a more complete musical context for the materials studied thus far. 
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1. 	 It is im.portant that some material from each section of each unit be covered, and in the proper 

order. More exercises are contained in each section than most classes ,'\-'ill have time to use. It is 

not necessary to complete all the preliminary exercises before going on to the melodies in each 

unit. 111e intent here is to provide teachers with the flexibility to meet their individual needs. 

Some teachers may wish to make slight reorderings of material (for example, to introduce mi

nor mode a little earlier), but should keep in mind that such reorderings should be done 'INith 

great care in regard to the selection of exercises. With all material, a balance between sight 

reading in class and outside preparation (as 'well as sight-reading practice) is desirable. 

2. 	 \Ve strongly recommend that students conduct all exercises and melodies after the concept of 

meter is introduced. The teacher should present preparatory beats, fermatas, and cutoffs. A 

useful procedure is to have various students conduct the class in the part music. As time per

mits, and the interest of both class and teacher indicate, it may be useful to go beyond mere 

"time-beating" to introduce, model, and practice the more contextual aspects of conducting, 

as this will insure more accurate and musical performances. In this case, issues of the ictus; 

size, speed, and character of the beat; conducting the phrase; approach to cadences; the musi

cal nature of the preparatory beat; and so on should be considered and practiced. 

3. 	 In singing pitched materiaL it is possible to use a Yariety of methods: fixed or movable do, 

numbers, or a neutral syllable, such as Ill. Tonallv oriented systems, such as movable do and 

numbers, work very well in primarily diatonic contexts; however, they lose their efficacy in 

highly modulatory materials and most t\'\·entieth-century idioms. 

4. 	 The tessitura of some exercises and melodies be difficult for some students. These may be 

sung in any comfortable register or even transposed to a different key at the teacher's discre

tion. Instrumental as well as vocal idioms ha\'e been used to provide students 'with experience 

in dealing with the kinds of materials they are likeh' to encounter in performance situations. 

In the melodies and part music, emphasis should be placed on both accuracy and musicality 

of performance, including phrasing, articulation, dynamics, expression, and style. 

5. 	 VVe have employed the normal range of conventional approaches to notation: 

a. 	Where an incomplete measure occurs at the beginning of an exercise, it is frequently, 

but not always, balanced metrically in the last measure. 

b. 	Cautionary accidentals have been indicated both with and without parentheses. 

c. 	 Clef changes within a given melody will occur both within and between phrases. 

d. The variety of notational conventions in twentieth-century music is illustrated in 

Part III. 

6. 	 This book may be used with a wide variety of theory texts currently available. In large 

measure, it is structured to parallel the organization of the authors' Techniques alld Materials 
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of Music, seventh edition (Thomson, 2007), and Music for Analysis, sixth edition (Oxford, 

2006), and may be used to reinforce the concepts presented therein. 

7. 	 Students should be urged to analyze the music they sing in class, including basic melodic 

shape and structural pitches, harmonic implications, phrase and period structure, cadences, 

motives, counterpoint, and style. 

Because the development of aural skills-the ability to hear and recognize intervals or 

common chord progressions, to transcribe melodies, and even to hear and transcribe simple 

pieces-is such an important complementary skill to sight singing, we strongly recommend the 

use of a ccmpanion text, Music for Ear Training, CD ROM and Workbook, third edition (Schirmer, 

2007). The units of text correspond exactly to the units in Music for Sight Singing, making the 

parallel use of both texts especially convenient. And though Music for Sight Singing is designed 

specifically as a sight-singing text, the exercises can be adapted for supplementary use in me

lodic or rhythmic dictation, using those materials that are not sung in class. The exercises can 

also be adapted for keyboard harmony by using the melodies for harmonization in a variety 

of textures and stvles. 

We recommend that the following suggestions to the student (see pages xii-xvi) be dis

cussed in class as early as possible in the course. 

To the Student 

The ability to read accurately and fluently at sight is essential to your musicianship; the com

petent musician must be able to translate symbol into sound with speed and precision. The 

exercises in this book have been written and selected to provide you with a wide variety of 

typical musical problems and to provide exposure to many different styles, materials, and 

techniques. 

You should practice sight reading daily, just as you vvould practice your own instrument 

or voice. Steady, disciplined work will yield the best and longest-lasting results. Practice all 

examples only as fast as you can perform them with accuracy. 

Here are some suggestions for practicing and performing the music in this book. 

1. 	 Rhythmic reading. The rhythmic exercises may be performed in several different ways, for 

example: 

clapping or tapping the rhythm 

tapping the rhythm while conducting 

vocalizing (as on til) the rhythm while conducting 

tapping the beat with one hand and the rhythm with the other 

tapping or clapping the rhythm v,'hile counting aloud the beats in each measure 
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The rhythmic duets may be performed with one person performing both parts, using a 

combination of tapping and vocalizing, or with a different person on each part. In general, 

be as metronomic and rhythmically precise as possible; you may profitably use a metronome 

while practicing. 

Common conducting patterns are shown below. Compound duple meters, such as ~ or 

~, are conducted in either 2 or 6, depending on tempo. Compound triple meters may be con

ducted in either 3 or a subdivided 3, and compound quadruple in either 4 or a subdivided 4. In 

slow tempos, simple meters may be conducted with a divided beat. 

Quintuple meters, such as ~, may be conducted as shown in the illustration, or as combi

nations of duple and triple meters. Similarly, septuple meters, such as ~, may be conducted as 

a combination of duple, triple, and/or quadruple. The specific pattern chosen will reflect the 

prevailing rhythmic distribution within each bar. 

Duple Duple, showing Triple Quadruple Quintuple Sextuple 
preparator,), beat (for slower tempos) 

Your beat-patterns should be very clear as to the placement of each beat (the arrival, 

or ictus), not too large, of roughly equal size, and uniform in speed within the tempo. Your 

teacher may choose to work with you on expressive conducting, in which the beat (includ

ing the preliminary beat) reflects character, dynamic, phrase-length, expression, and style. 

2. 	 Reading of melodies and part music. This is one possible technique for sight singing: 

a. 	Note the meter signature and decide on an appropriate conducting pattern. Look 

up any unfamiliar tempo designations in the glossary. 

b. Find, analyze, and drill any rhythmic problems. 

c. 	 Determine the key and play the tonic pitch on a piano or other instrument. Sing the 

tonic triad, and find the first note of the melody. 

d. Sing 	and conduct through the exercise at a moderate tempo, concentrating on 

accuracy of pitch and rhythm. Mark breathing places. 

e. 	 Isolate and drill any pitch problems. Use the piano or instrument very sparingly, if 

at all, and only to check your pitch. The less you use it, the better. 

f. 	 Conduct and sing through the exercise again as musically as possible, observing all 

dynamic, tempo, phrasing, and articulation markings. 
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In each sight-singing exercise: 

a. 	 Concentrate on accurate intonation. 

b. Work for steady tempo and rhythmic accuracy. 

c. 	 For musicality, observe all performance markings and the musical style of each 

example; work for continuity and a clear sense of phrase. 

d. Keep 	your eyes moving ahead of where you are singing. As your sight reading 

improves, train your eyes to scan ahead over the next several notes and ultimately 

over several measures. The farther you are "ahead of yourself," the better your 

sight reading will be. Train yourself to recognize melodic patterns, such as scale 

fragments, chord arpeggiations! repetitions! sequences, cadential formulas, and so 

on. It is both easier and more musical to perform patterns than to merely move from 

note to note. 

e. 	Try "silent singing," in which you conduct through an exercise and sing it inter

nally; then check it by singing aloud. This is a very good exercise for improving 

your !linternal ear.!' 

f. 	 Remember: "Find it, don't fake it." If you are not sure of the next pitch! find it by 

relating it to a previous pitch either by interval or by relation to the tonic note. 

3. Analysis. It is a very good idea to analyze the melodies and part music you are perform

ing. Such analyses not only will make it easier to read well but also will increase your 

awareness of style, musical materials, and techniques. The following points should be 

noted: 

a. 	Phrase structure, including cadence placement and types, and periodic structures, 

if any. 

b. Patterns, such as repetitions, sequences! and returning pitches, which both unify 

the melody and make it easier to read. 

c. 	 Motivic content. 

d. Structural pitches, 	the principal notes that give a melody its overall shape and 

direction. 

e. 	Harmony. As appropriate, analyze the underlying harmonies implied by the 

melodic lines, being attentive to the patterns of nonharmonic tones. This wiII im

prove your understanding of the relation of harmony to melody, will increase 

your ability to harmonize melodies quickly and musically, and will make it easier 

to sing. 
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Here is a sample analysis of a melody, with structural pitches circled: 

motive 1 sequence sequence cadence figure He 

l 

G:[ v; 	 V 

•-

PACmotive I 

tt
@) 

(inverted) 

@) .. ~ 
I 

j 
sequence 

I r ~ t 
, 

r 
sequence 

Ieft···· J 2 J 
1 

cadence figure 

~ (i) 
I 

l 
II 

vi ii V; 

4. 	 This book does not depend on any particular singing system. At the discretion of the teacher, 

you may use scale-degree numbers, note names, a neutral syllable such as la, or the fixed do 

or movable do system of solfege syllables. We that you initially approach an unfamiliar 

clef by singing the exercises using note names. 

The syllables for the movable do system are 

Major Scale 

do re mi fa sol la ti do 

Natural :\linor Scale ... 

•• 	
la ti do re mi fa sol la 

-	 Harmonic Minor Scale III 

-~ la ti do re mi fa si la 

- xlelodic :Ylinor Scale 

la ti do re mi fi si la sol fa mi re do ti la 

Chromatic Scale 

mi 

ti te la Ie sol se fa mi me re ra do 

The syllables indicated for the chromatic scale as shown here on C are those used in the 

fixed do system. 
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Alternative svllables for minor scales are 

\atural :\1inor Scale ,.
II aa0-&-u

do re me fa sol Ie te do *
Harmonic Minor Scale -$tt a-==--~~ta II illa0-u

do re me fa sol Ie ti do 

'>lelodic :\1inor Scale *-
-&-

-&

fa II~ ~n ''i1L q a0 0-&- -&-u- -u -&

do re me fa sol la ti do te Ie sol fa me re do 

In the fixed do system, the syllables always coincide with the letter names of the notes, 

regardless of key. For example, C is always do and F is always fa, and so on. 

...
-
..
..
..
..
..
..
..
..
..
..
.. 
..• 
..
.. 

sol fa sol la ti re do re 

sol fi sol la ti re di re 

,• 
me fa fi sol Ie fa me ..,,

•
• 
• 

mi fa fa sol la fa mi 

It is also possible to use the fixed do system with inflected syllables, as given in the chromatic 

scale on page xv. 
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Unit 1 

Rhythm: One- and Two-Pulse Units (Unmetered) 


Preliminary Exercises 
These exercises introduce one- and two-pulse rhythmic values. They may be performed in a 
variety of ways/ for example/ by tapping or clapping the pulse while vocalizing the rhythm. 

(Pulse = d) 

1. 

2. 

( ; ) 

3. 

. 
(Pulse = .) ) 

, , 
. ' , __~--74. ~ .. 

, 

---_#_--#--5--- 9 II 
Ii " " 

( ~ ) 

,
. I 

" " " "
• ~ 5. ~" (0) ,,; :> 51 tI e 

( J ) 
.6. II -til-- 0 $I #-- 51 '9 9 ,II' 

,i " " " "" 
( J ) 
G 0 ~ 57. II 

I 

" --- " " " • '* 
, 

--1 
( J ) 

8. II J ~ (j (0) 0 -;)" " " " " -1i 
( ~ ) 

9. II J 0 (I (j d 0 Ii 4-- 0" " " " " " " Ii
I' 

2 



• • 

, 
t 
I 
I 
t 
t 
I 

( .,/~ ) 

~ ~ 1 
I 

~ ~ J )} J ~~ J12·11 II ~ II /I /II '" " '" " :1 

t I.., 
( ... i ) 

t ~ .~ ~ ~ ~ ! ~ J\ . 
13'11 J " /I J '1 J /I " t " " ". II 


t ( d ) 

t 14. 


t 

( ~ )t 

I15. ~ ~ 19 

I 

J /I 19 ~ 19 J J IIt II 
I I 

f ~ • " f I 
I 
I 
I 
I 

17. 

I 

( J ) I 
18. ~--J 0 9 " 4-- 5> ~.... /I 19 JI " 

I 

" '" II 
I ( )J )
I 

19. \ \ J • ~\ } ~\ } ,,\ "~ ..\ •I ~ 
I II " " " " ~ 
I ( ~ ) 

I I I I I

I 20. Q G 0 d -+--#...-- ~ • • 51 J 19II " II" 
( J 

I 

) 

21. II f " • " t II<j ~ /1m J $ ~ /I 0 
I 9 

I J /I " 19 J 
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Rhythmic Duets 

Rhythmic duets may be performed in the following ways: 


1. Separate people vocalizing, tapping, or clapping each part. 

2. Each student performing both parts, using some combination of tapping, clapping, or vocalizing. 

( J ) 
1. I I i 

II ~ 

~ ~ r:; ~ :-*-: : ~ 

~ I i 

~ : : :::~S II 

Pitch: The Major Scale 

Preliminary Exercises 
These exercises contain only conjunct (stepwise) motion. They should be performed by tapping or 
clapping the pulse while singing the pitches, using scale-degree numbers, a neutral syllable, fixed 
do, or movable do. 

Tn all pitch exercises in this book, work for very good intonation. For those without "per
fect" (absolute) pitch, give yourself the first pitch, using some instrument, and check your 
pitch again at the end. Do not use any instrument to help you with difficult passages, as 
this will result in your not being able to sight sing or internally "picture" the sound. It is 
often effective and efficient to work with a classmate, alternating singing and listening; this 
builds both sight-singing and ear-training skills. It may also help you to sing into a tape or 
disk recorder to check your accuracy. 

Perform all exercises only as fast as you can with complete accuracy of pitch and 
rhythm. As with learning an instrument, speed is not of primary concern at the early stages. 
Very consciously, keep your eyes scanning ahead of where you are in an exercise, taking in 
patterns where present. 

1. 
0) 

2. 

4 Unit 1 



3. 

••••-•-•-

•
•.... 

•.... 
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11. 

12. 

13. 

Melodic Exercises 
Sing these exercises with accuracy of rhythm and pitch, and as musically as possible, with 
good continuity, steady pulse, and attention to the shape of the phrase. For further suggestions for 
preparing the melodic see Suggestions to the Student, pp. xii-xvi. 

(Pulse J) 
1. 

2. 

6 Unit 1 



~ 


.., 
~ 
~ ...., 
...., 
...., 
..., 
..., 
..., 
..., 
II] 

II] 

.,., ., 
~ 


7 . 


(.. )., ., ., ., 
11!9 
11!9 
11!9 
11!9 
11!9 
11!9 

( .. ) 

11. -f~:;m_~., • ~: --~~-;'~f1~.;~~~~~~~.£~~t~~~~~~~"II!!I 

" 

II!!I 
II!!I 

" 
II!!I 

oII!!I 
II!!I 

II!!I 
III 
III

••• Pitch: The Major Scale 7 

III 



15. 


10, 

18. 

19. 

, 
(.. i 

20'~~£~==f~~~;'~~=t~~~~~¥-~~~~~~~===i-gj 


21. 

8 Unit 1 



27. 

Duets and Trios ..
.oJ 

1...
.oJ 

fl 
\0 ) 

~ --~ 

2. ~ ----~ ------::::~-- ~~ ~~~~~~~~ ~ -~ 

~ -~-'

.. .. n-zy;- --~.~-. ~~~~~~~~~~~~~~~i'.J~~~~ ~~ .. ~ ~ 

~---,..r-~-~~-e~ 

. + .~ .....~ ~. ~-~ ..~~--. '-' --;.~ --I--#-... .. ~ 

~CL................ _ - .... -

" - ~. .
....................••_ ......._-. 

~. 

.
-.

--. _.-#
.~-

Pitch: The Major Scale 9 



5. 


10 Unit 1 




Ear Training: At this point, students should drill on the rudiment exercises in Unit 1 of Music 
for Ear Training. 
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Rhythm: Simple Meters 

Preliminary Exercises 
These exercises introduce simple meters. They should be performed by conducting the meter 
while vocalizing the rhythm. For conducting patterns, see Suggestions to the Student, pp. xii-xvi. 

Work hard to make your conducting very clear. Place the beginning of each beat clearly, 
and work for beats of roughly equal size, weight, and speed. The preparatory beat should 
be used and practiced; be sure it is the same speed, size, and character as the rest of the ex
ercise. Practice with a classmate, or with a mirror or video recorder. Avoid any large move
ment of the head or body, and avoid any extraneous gesture that might obscure the beat. 
Cse just one hand to conduct, for now, unless your teacher suggests otherwise. 
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_,:,,\-thmic Duets 

,~Uets may be performed in the usual ways: separa te people vocalizing, tapping, or clapping 
-,:', :'Jrt: or each student performing both parts, using some combination of clapping, tapping, 
~ ,,'-:alizing, As always, strive for a simple, clear, even beat, and a completely steady pulse, 
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Ear Training: At this point, students should drill on the Rhythmic Dictation exercises in Unit 2t 
of Music for Ear Training.t 

t 
t Pitch: Introducing Thirds 
t 

Preliminary Exercises t 
All metered melodies should be conducted as they are being sung. 

, ~ 
t 

,,
, 

Sight read and practice these exercises slowly at first, being attentive to accuracy of pitch and 
rhythm. Be especially careful with the intonation of the leaps; give yourself a starting pitch, and 
check the pitch again at the end, but use the piano (or any instrument) as little as possible. 
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Pitch: Introducing Fourths 

Preliminary Exercises 



-----

5. 
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Melodies 
These and all subsequent melodies should be performed in as musical a manner as possible, with 
attention to phrasing, dynamics, and tempo markings. Careful analysis of the melodies will be 
helpful. For procedures for preparation and analysis, see Suggestions to the Student, pp. xii-xvi. 

As you prepare these melodies, stay conscious of scanning visually ahead of where you 
are in any exercise, looking for patterns and taking in as much as you can. With these and 
most subsequent melodies in this book, full editing (tempo, dynamics, phrasing, and ar
ticulations) is given. Such markings are as important as the pitches and rhythms, as is the 
expressive quality and style of each melody. Treat these as music, not "just exercises," as 
if you were performing them. As always, steadiness of beat and accuracy of pitch are very 
important. Be sure your conducting patterns (including preparatory beat) are in the same 
character, dynamic, and tempo as the whole melody. Again, working with a friend, a mirror 
for conducting, or an audio or video recorder will be helpful. 

Andante 
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mp 

Sostenuto 

2. 

m.f 
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Pitch: Introducing Fourth



Allegro marc'ato 

Cantabile 
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Ear Training: At this point, students should drill on the Melodic Dictation exercises in Unit 2 
of Music for Ear Training, 
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As these exercises become more difficult, with more leaps, work on them slowly, with a 
critical ear for pitch accuracy. Be aware of the "feeling" of an interval in the voice, and also 
of the importance of "pitch memory," which will help greatly in singing lines involving 
notes you have already sung. See, for instance, measures 1-2 of the first exercise below. Be 
equally aware of all patterns of repetition and sequence, and all recurrences of strong scale 
degrees, such as the tonic and dominant. 

Pitch: Tonic Triad in the Major Mode; 
Introducing Fifths, Sixths, and Octaves 

Preliminary Exercises 
.I 
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Melodies 
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Ear Training: At this point, students should drill on the Melodic and Harmonic Dictation 
exercises in Unit 3 of Music for Ear Trainillg. 

Unit 3 



Unit4=======================================

Rhythm: 2:1 Subdivisions of the Beat 

Preliminary Exercises 
In addition to the usual method of performing these exercises (conducting and vocalizing), it may 
be useful to tap the subdivisions of the beat. 
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Ear Training: At this point, students should drill on the Rhythmic Dictation exercises in 

Unit 4 of Music for Ear Training. 
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Pitch: 1, V, and V
7
; Introducing Sevenths 

Preliminary Exercises 

Careful consideration of the harmonic implications is useful in singing these exercises. Note that 
the \-_ \\-ill not always appear in its complete form melodically. It is possible to analyze the upper 
three tones of the V_ as a vii". 
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Melodies 

As you sight read and practice these melodies, continue to value steadiness, accuracy, and 
musicality. Sustain through each phrase and observe all cadences. Observe all performance 
directions with care. Be sure your conducting is in keeping with dynamics, character, and 
style. Practice, if possible, with a classmate, in front of a mirror, or with video recorder. Keep 
your eyes scanning as far as possible ahead of your reading, searching for patterns. Check 
your pitch at the end of each melody. 

With determination 
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Stark 

3. =~¥~~~=-~==1! 
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Grazioso 
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mf 
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11ff 

Allegretto pastorale 

15. ., 
m:p 
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Duets, Trios, and Canons 
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