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CHAPTER I

PURPOSE OF THE STUDY

Most vocal departments in American music schools offer

courses dealing strictly with classical singing techniques

in the traditional "bel canto" style, but few institutions

include courses in their curriculum devoted to the study of

vocal techniques as they are applied to popular singing

styles. This situation exists despite the increasing de-

mand on the part of students for exploration into the ele-

ments of commercial singing, as well as for teachers who

possess the qualifications to teach it. In addition to

being an unrealistic reflection of the music world, the

adherence to exclusively traditional vocal approaches ig-

nores a wealth of other possibilities in terms of vocal

expression.

Song styling in the popular idioms can be artistic in its

own right, and much aesthetic satisfaction and fulfillment

can be derived from it. It allows one to gain insight into

the sociological and historical factors which influence the

development of musical forms. Just as the skillful instru-

mentalist should be conversant with all styles and in all

media, the classically trained singer need not restrict

himself to one medium of vocal communication. As a

1
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musician, a vocalist should be able to at least understand,

if not perform, the various styles that are strongly inter-

twined with our musical heritage.

The purpose of this study was to develop a commercial

singing guide that could be used as an aid in teaching'

selected elements of commercial singing. It addressed

itself specifically to the following problems:

1. determining how the selected elements of the

commercial vocal style are produced;

2. developing a guide for teaching the production

of this vocal style to trained and untrained

singers;

3. evaluating the effectiveness of the guide.

The term commercial singing is used in the study to

denote that style of singing which is designed for and

emerges from the .general public, as distinguished from

the classical, or what is frequently referred to as the

legitimate singing style in which the music is said to be

produced purely for aesthetic purposes ("art for art's

sake"). The term styling is used in this study to represent

the use of the elements of articulation, vibrato, tone shap-

ing, melodic variation, and other vocal devices which result

in a recognizable and personalized approach to singing. The

term trained singers refers to singers with a minimum of

three years of training and/or experience in the traditional
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style, as opposed to untrained singers, who have had little pre-

vious training or traditional singing experience.

Relatively little literature has been devoted to an

analysis of commercial singing styles, and the few books

that present such an analysis, although helpful in some

aspects, frequently contain serious flaws and oversights.

How to Become a Professional Pop Singer authored by

Al Siegel, who has coached such artists as Ethel Merman,

presents some suggestions for the uninitiated singer. How-

ever, Siegel's lack of knowledge of vocal pedagogy becomes

all too apparent, particularly in such sweeping statements

as (when discussing nasal tones):

If you have this trouble, it is because you are
actually throwing your voice up into your head
instead of singing from the chest or you may be
strangling your voice (4, p. 27).

Comments on tone production such as these are too ambig-

uous and based on subjective sensations. They can be harm-

ful if misunderstood or applied incorrectly. In addition,

more attention is placed on the superficial aspects of per-

formance, rather than on a reliable technique which can

insure vocal longevity. In the final analysis, Siegel's

book consists of little more than a brag sheet in which the

author gives names of people that he "coached to stardom"

while offering little in the way of concrete and reliable

methods to achieve that end,
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How to Sing for Money Ql) by Charles Henderson fares bet-

ter despite the mercenary character of its title. it

delves somewhat more in depth in treating the technical

aspects of commercial singing and is comprehensive, discus-

sing all facets of the field. The chapters that discuss

the elements of popular singing technique, such as choosing

a key, phrasing and breathing, tempos, diction, microphone

techniques and vocal styling are particularly effective.

Henderson deals in depth with diction, reserving an appen-

dix for a discussion of consonants, "consovowels" (a term

coined by him to refer to voiced consonants), vowels, and

diphthongs. The author also includes a brief discussion

on the salient distinctions between the traditional and the

commercial vocal approaches. The chapters that investigate

the radio and recording industries are outdated. Neverthe-

less, many of the concepts presented in the book remain

applicable to contemporary vocal styling.

Kirby Shaw presents some aspects of Jazz phrasing in

his handbook Vocal Jazz Styles (3). The publication is a mini-

course of Jazz vocals in the style of the "Singers Unlim-

ited," that is, a breathy, straight-tone production. It

includes a record sheet with singers demonstrating the

performance of musical phrases which appear in the hand-

book. Each lesson focuses on a stylistic element in Jazz,

such as the "slur' or the "doit," and does so in a concise
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fashion by presenting aurally and visually. Although many

aspects of the Jazz vocal idiom are introduced, the vocal

sound achieved differs significantly from the aggressive

sound currently used.

Henry Pleasants presents brief biographies and stylis-

tic analyses of twenty-two distinguished vocalists in his

book The Great American Popular Singers (2). The twenty-

two singers were selected because each one aptly represents

a stylistic category such as Jazz, Soul, or Country and

Western and is considered a major influence in the evolu-

tion of popular vocal styles. The introduction and first

chapter are particularly noteworthy in that they furnish an

overview of the history of commercial singing, as well as

a discussion of the distinguishing factors between the

European classical style and what Pleasants refers to as

the "Afro-American." style. Both discussions are outlined

in a clear, objective, and concise fashion, attesting to

Pleasants' background as a music historian and critic.

Although the book furnishes much insight into the elements

of commercial singing styles through the analyses of

distinguished vocalists, it does not present a step-by-step

technical approach that enables the aspiring vocalist to

achieve a personalized commercial singing style.

Currently, no literature exists that discusses the

popular singing technique from a strictly pedagogical
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standpoint. The need exists for an instructional guide

which deals with the technical aspects of commercial sing-

ing along with an evaluating instrument. The commercial

guide presented here is an attempt to bridge the present

gap in vocal pedagogical approaches.

The study was organized in the following manner. A

brief overview of the history of popular music was prepared

and designed to provide an insight into the manner in which

commercial singing styles and techniques have evolved.

The commercial vocal style was then contrasted briefly with

the classical singing technique, and information organized

into the following recognizable elements: Projection and

Energy Level, Timbre, Phrasing, Diction, and Vocal Produc-

tion and Styling, An analysis of the vocal techniques of

recognized leaders in the commercial singing field followed

with special attention given to each individual's special

treatment of these musical elements. This investigation

was achieved through personal interviews, analyses of

recordings, and a survey of literature published on the

subject. Information was also derived from personal exper-

ience while performing in both the traditional and popular

music fields.

A commercial singing guide capable of being utilized

by vocal coaches or interested students was then organized,

with a section devoted to each musical element. Included
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in the guide were recorded examples to illustrate techni-

cal points, and a glossary of terms.

In order to determine if the guide would achieve the

projected results, a study was conducted using ten students

who were chosen at random and who represented the wide

spectrum of vocal experience--from classically trained

singers to singers with little or no exposure to vocal

instruction. The subjects were requested to perform an

original sixteen-bar melody, selecting the key and the

stylistic approach from among the options of Swing, Bossa-

Nova, or Ballad. This initial taping, using the recording

facilities available at North Texas State University, was

done prior to any commercial vocal coaching.

The vocalists were then given two half-hour coaching

sessions, during which the procedures outlined in the

commercial guide were scrupulously observed. A second

taping of the singers' performance was accomplished, using

the same recording facility.

Three qualified judges, consisting of two vocal in-

structors and one instrumentalist, were selected for the

purpose of listening to the tapings at random. The members

of the jury were requested to evaluate the performance on

a scale of one to seven, with seven being the highest

score. The results were then assembled and evaluated to

determine if the improvement the singers ,demonstrated
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.was related to the teaching context of the guide.

it is believed that the completion of a commercial

singing guide can fulfill a pedagogical need for a

logical, step-by-step approach to the art of commercial

singing. By consulting the guide, vocalists and teachers

should derive a clearer concept of commercial singing

styles as weLl as insight into popular vocal technique.
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CHAPTER II

A BRIEF HISTORY OF COMMERCIAL SINGING

Commercial Music at the Turn of the Century--1865-1920

Minstrel Shows and Vaudeville

Prior to the Civil War, whites imitated blacks by

darkening their faces with burnt cork and parodying black

mannerisms in speech and gesture. During Reconstruction,

black troupes appeared, and they in turn proceeded to black-

en their faces in parody of whites imitating them. Thus,

in this instance of imitation breeding counter-imitation,

an unconscious exchange of musical influences was taking

place. ". . . by developing parodies and satires of vari-

ous Negro characters, the white performers in effect

evolved folk music approaches of their own, which in turn

were taken back and used in altered form by Negro perform-

ers" (3, p. 16). In addition, "this exchange educated the

ear of the general public by introducing Negro elements of

story, dance, and song, thus preparing the audience for

the introduction of Jazz" (11, p. 109).

By the 1880's, the demise of the minstrel show was

imminent. However, "Vaudeville . . . which was also

destined to perform powerful service to popular songs . .

10
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was another form of American stage entertainment to become

crystallized during the Reconstruction" (1, p. 87). Vaude-

ville theaters began to blanket the country by the early

1900's, and both black and white artists were receiving

recognition during this period (I, p. 178). Eventually,

other forms of theater emerged, such as the extravaganza,

revue, burlesque, operetta, and the spectacle. All these

forms served as vehicles for performers and singers desir-

ing to acquire stage experience.

During the minstrel and vaudeville eras, singers were

required to project in large theaters or outdoors without

benefit of amplification. Hence their singing technique

assumed a shouted or belted approach. The predominating

styles of this time were first the "coon song" and later

Ragtime. In both, performers "shouted more often than

sang, magnetizing audiences with the dynamism of their

personalities as well as with the robustness of their de-

livery" (1, p. 117). Thus, in a clear departure from the

European classical tradition, an approach which was an amal-

gam of black and white influences emerged. The new "Afro-

American idiom," as it was later called, altered the course

of American popular music and the art of singing as well.

Song Publishing and "Tin Pan Alley"

In the early 1880's, the business of publishing pop-

ular songs began to undergo a drastic reappraisal and
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transformation. One of the innovations was to concentrate

publishing exclusively on popular songs (1, p. 101). Even-

tually, song publishing became centralized on a single city

block, Twenty-Eighth Street between Fifth Avenue and Broad-

way, a locale which came to be known as Tin Pan Alley.

According to David Ewen:

Tin Pan Alley was more than just a street of
publishing houses. It was in actuality, an
epoch in American popular music that started
in or about 1885 . . . and ended sometime about
1930. During this era, a new way of life was
conceived for American popular music--a way of
writing songs, publishing and promoting them,
and keeping them alive in public interest (2,
p. 111).

The success of a song was assured if it was introduced

on the stage by a vaudeville star. Conversely, performing

a hit song could transform avaudevillian into a star. Thus,

much interplay occurred between vaudeville and Tin Pan Alley,

each contributing to the success of the other. A fortune

could be accumulated with the hit song due to the phenomen-

al sales of sheet music. It is in this respect that "Tin

Pan Alley translated music into business--big business"

(2, p. 111).

The predominating musical style by this time was Rag-

time. "The increasing use of syncopation in popular songs

as well as in piano music made the ragtime song so popular

in Tin Pan Alley that it eventually temporarily displaced

the ballad as its most marketable song product" (2, p. 169).
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Songs such as "Bill Bailey" and "Alexander's Ragtime Band"

appeared "and the writing, distribution and popularization

of ragtime songs went into high gear just before World War

I" (1, p. 169).

The advent of the potent publishing industry served

to solidify the emergence of a popular music idiom by

increasing the accessibility of printed music to the gen-

eral public. Furthermore, it increased the possibilities

for a lucrative career in the music world.

New Orleans Jazz and the Birth of the Blues

The city of New Orleans was the principal site for

the development of two musical elements: Ragtime and

Blues. This southern city was the logical location for

such a development, since many blacks had drifted there

after emancipation. IThe fact that prostitution was

licensed also rendered an emotional climate conducive to

the advent of Jazz, since it provided limitless locations

of playing opportunities for musicians.] Most importantly,

New Orleans was a manufacturing center for woodwind instru-

ments, and they were plentiful and modest in price. Many

blacks discovered them and began teaching themselves how

to play. In the process, a new musical idiom, Jazz, was

born (1, p. 133).

Singers began improvising "sorrow songs," which were

derived from the Gospel and work-song traditions. These
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songs were means by which the singers could lament the

personal hardships that they encountered in their daily

life. Vocalists borrowed melodic figures and other

musical elements from instrumentalists, who in turn

borrowed from singers' ideas. This exchange of musical

concepts crystallized into the idiom known as the "blues."

The sorrow or blues songs were characterized by a

lyrical line in classical iambic pentameter. This lyric

was comprised of three-line stanzas, in which the second

line repeated the first. The melody was generally spread

over twelve measures and broken down into three four-bar

phrases. The third and seventh steps of the "blues scale"

(as it came to be called), were flatted, contributing to

the plaintive aspect of the songs. Accompaniment consisted

of discordant backgrounds and "breaks" where the singer

could interpolate such exclamations as "Oh Baby!" These

"breaks" also granted instrumentalists the opportunity to

embellish the melody (1, p. 133).

The year 1914 introduced the first commercial blues

songs ever to be published and they eventually received

world-wide popularity. The industry was inundated with

blues hits such as "The St. Louis Blues," "Basin Street

Blues," and "Memphis Blues.'

By the 1920's the recording business would present

another medium for the promotion and distribution of hit
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songs by Tin Pan Alley. In addition it showcased the

vocalists who came to be known as the "classic blues

singers" and who served as major influences in shaping the

direction popular singing styles would take.

The Jazz Age--1920-1940

The Recording dusty and Race Records

The Jazz Age of the twenties was the time when singers

of the classic blues gained nationwide prominence (1, p.

254). A factor contributing to this emergence was the

recording of a tune called "Crazy Blues" by a singer named

Mamie Smith. The success of this record issue gave rise

to the production of other "Race Records" and gave blues

singers increased popular exposure. Singers from the coun-

try's vaudeville theaters and minstrel shows such as Bessie

Smith, Ma Rainey, and Alberta Hunter were accompanied by

Jazz pianists or five and six-piece New Orleans-style jazz

bands. These singers came to be known as the classic blues

singers, and were emulated by the younger vocalists that

came after them.

The Radio and the Micrh

The advent of the radio and the introduction of

electronic amplification had a tremendous impact upon

vocal style and technique during this period. The
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amplification liberated the singer from the exigencies of

projection. Vocalists were able to incorporate more inti-

mate and subtle effects into their song renditions, with

comparatively little physical exertion. This.was in sharp

contrast to the "coon shouting" and other belting tech-

niques employed by vaudeville performers who were not

aided by such amplification. Yelling shifted to "crooning,"

a style paved by Vaughn de Leath "who had been a concert

singer in her teens and who became the first woman singer

to gain recognition over the radio" (1, p. 282). The Dic-

tionary of Popular Music describes "crooning" as

the term used to describe the type of popular
singing introduced by Rudy Vallee and Bing Crosby,
a style which deviated from previous straight
singing by copying jazz intonation and phrasing
and employing a deep sensual tone from deep down
in the throat, and sliding up to the notes rather
than hitting them immediately (4, p. 56).

After the introduction of amplification and the devel-

opment of the microphone technique, song delivery took on

a completely new approach and its influence continued

until the '50's when aggressive singing styles supplanted

the subtlety of the microphoneh-based technique.

The Big Band Era--1930-1950

The 1930's have been considered the Era of the Great

Dance Bands due to the popularity and the number of bands

touring the country. This period was significant "not only
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for instrumental sounds, but also for the human voice" (1,

p. 327).

Many respected and successful vocalists acquired

their musical "education" from their apprenticeship with

the bands. Billie Holiday, Mildred Bailey, and Ethel

Waters were among the early singers with big band back-

grounds.

By the 1940's singers, took over center stage of

public attention and in the end, almost supplanted the big

band completely in public favor. The singers' popularity

was enhanced by the recording industry which increased

their exposure to the general public by circulating their

recordings.

Some of the greatest Jazz and popular singers were

products of this era when Jazz was the popular music of

the day. Among the more prominent associations between

vocalist and band were:

Bing Crosby Paul Whiteman

Doris Day Les Brown

Frank Sinatra Harry James; Tommy Dorsey

Peggy Lee Benny Goodman

Ella Fitzgerald Duke Ellington; Chick Webb

Perry Como Ted Weems

Billie Holiday Artie Shaw; Count Basie

Sarah Vaughan Billie Eckstine
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Many facets of Jazz, such as "scat singing," instru-

mental imitation and phrasing were incorporated. Some of

the more versatile singers like Ella Fitzgerald and Frank

Sinatra were singing anything from "Swing" to sentimental

ballads to up-tempo novelty songs. Eventually, however,

the elements of Jazz were diluted as the more commercial

aspects of creating the "hit song" and selling artists to

the general public became a primary concern. Thus, one

of the most significant singing eras became history.

Television and the Record Business--1950-1960

In the decade of the '50's the recording and tele-

vision industries prevailed over the course of popular

music. Singers were able to launch a career and amass a

financial fortune on the strength of a hit record. The

program "Your Hit Parade," which featured the most popular

recordings in the country, was introduced on radio and

continued on television until 1959 and was a phenomenon

reflecting the atmosphere of this period. Careers were

established and others reinforced by virtue of radio ex-

posure and the recording industry.

Television also played an important role in intro-

ducing or familiarizing home audiences to vocalists.

Variety programs such as "Arthur Godfrey's Talent Scou

"The Tonight Show," "The Ed Sullivan Show," and "American
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Bandstand" all acted as showcases for established and

aspiring vocal talents.

Unlike the band singers, the pre-Rock and Roll singers

of the '50's maintained a mellow, lyrical, and understated

style, designed to "relax their listeners and create an

atmosphere of warmth and affection" (10, p. 26).

While this approach appealed to the older generation,

the late 1950's heralded the emergence of the "baby boom"--

a new affluent generation of youth. In catering to the

musical tastes of this vociferous age group, the music

industry transformed the world of popular music.

RytM and Blues

The term "Rhythm and Blues" came into use in the

late 1940's after Billboard magazine substituted it

for "race records," a term dating from the 1920's. In

almost every respect, the sound of Rhythm and Blues con-

tradicted those of popular music. It was a derivation

of the Gospel and Blues traditions, and has been called

"an urban, electrified, ensemble form of the blues" (10,

p. 86). The vocal styles were harsh, the songs explicit,

and the performers generally unschooled. The dominant

instruments--saxophone, piano, guitar, drums, and bass

were played loudly with emphatic dance rhythm (6, p.

12).
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Because of the electronic amplification and the

insistent rhythmic drive suitable for dancing, the vocal

style became one of aggressive shouting rather than the

sweet understatement that had reigned from the 1930's to

the early 1950's. Emphasis was on the sensual, emotional

drive rather than lyrical content. Hence, Rhythm and

Blues was the antithesis of the middle-of-the-road Pop

that had been established.

The chief exponents of Rhythm and Blues were Little

Richard, B. B. King and Chuck Berry. The latter, in par-

ticular, was considered a profound influence on subsequent

artists. According to Lillian Roxon, "There's not a rock

musician working today who had Isic] not consciously or

unconsciously borrowed from this sound--the sound was to

become the definitive sound of the '50's rock" (8, p. 54).

In the next decade, the Beatles and other members of the

British Invasion" would attribute their stylistic

approaches to the influence of Chuck Berry and other

Rhythm and Blues artists.

Rock and Roll

Eventually, the driving, electrified combo sound

of Rhythm and Blues filtered into the styles of white

artists and became popular with youthful white audiences

(9, p. 16). At the outset, recording companies, ever

eager to capitalize on its new market, issued "cover"
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(makeovers) of Rhythm and Blues hits that had originally

been recorded by black artists on obscure labels. However,

the actual debut of the term Rock and Roll occurred with

Bill Haley's recording "Rock Around the Clock." Like

Rhythm and Blues, Haley's music used the "hammered beat,

emphasizing rhythm with his guitars and drums pounding over

the melody" (1, p. 555). The Rock and Roll style was fur-

ther molded by the appearance of the idiom's idol, Elvis

Presley. He "represented the convergence . . . of all the

musical currents of America's sub-culture, black and white

Gospel, Country and Western, and Rhythm and Blues" (7, p.

266).

As in Rhythm and Blues, lyrics were shouted more than

sung in order to project over the insistent pounding of

electronic instruments which characterized the Rock and

Roll idiom. The subtle stylistic effects and preoccupa-

tion with lyrics which influenced the vocal approach from

1930 to 1950 were replaced by a straightforward, almost

shouted delivery, with no effort to beautify or shape a

tone. Such effects as "scraping the voice," the vocal

"cry" or "break," and a narrow vibrato were also manifes-

tations of some Country and Western influences. The use

of falsetto was common among male singers in the Country

and Western, Gospel, and Rhythm and Blues categories.

The vocalism of "moving fluently from head voice to
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falsetto and back was employed by Rock and Roll singers,

among them, Del Shannon and Buddy Holly.

Other Rock and Roll teen idols followed Presley,

including Bobby Vee, Bobby Darrin, Paul Anka, Fabian, and

Rick Nelson, to name but a few. Dick Clark's "American

Bandstand" served as the launching pad for many a performer,

and careers were literally manufactured by recording labels.

However, many of these idols, like Paul Anka, were "much

closer to crooning than they were to the Rock and Roll of

Chuck Berry" (6, p. 75). None of them would exert an

influence over popular music to the extent that Elvis

Presley did during the height of Rock and Roll.

1960's--The Advent of Rock and Soul

Rock

In time, the term "Rock and Roll" ceased to have a

specific meaning and became a catch-all description of

all popular music except the crooning styles that had

preceded it (6, p. 75). Furthermore, as the 1960's pro-

gressed, the popularity of individual artists was waning.

This situation coincided with the "British Invasion" in

the form of the Beatles, Rolling Stones, and the subse-

quent flood of Rock bands (9, p. 21). These British

musicians drew their roots from Blues and Rhythm and Blues

musicians such as Chuck Berry, Muddy Waters, and others
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in what B. B. King called the "reimportin' of the Blues"

(5, p. 108).

Ultimately, Rock increased the decibels of Pop music

to a "great volume of maximum intensity and saturation"

(9, p. 25). In terms of singing, Rock served to contribute

an intensity and energetic approach despite the availability

of electronic amplification. Projection once again became

a primary concern. Electronically amplified instruments

that were pushed to maximum volume necessitated an aggres-

sive, at times screamed delivery that was, nonetheless,

barely audible above the feedback of overloaded amplifiers.

Rock singing was not so much a style as an expression of

rebellion and the reflection of a culture associated with

drugs and a quest for identification.

By the late '60's, Rock absorbed influences from the

classical idiom, borrowed from Indian and other foreign

musical styles, and began utilizing electronic keyboards

and exotic instruments. It also fused with Soul, Folk,

Country, Jazz, and other idioms and became fragmented,

making musical idioms increasingly difficult to categor-

ize by the mid-1970's. The phenomenon of the "crossoverb't

that is, a recording that achieved popularity in two idioms

simultaneously .(for example, Country and Western and Rock)

remained a common occurrence into the late 1970's. The

popular singing technique was thus increasingly difficult
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to define as contemporary singers displayed vocal styles

that attested to the fusion of idioms.

Soul

Just as Rock was a more electronically amplified

and forceful outgrowth of Rock and Roll, Soul is consid-

ered to be the more militant derivative of Rhythm and

Blues, with the religious fervor of Gospel (1, p. 678).

James Brown and Ray Charles served as transitional

figures from Rhythm and Blues to Soul. In addition, "Mo-

town," the first black-owned recording company also served

"as a bridge between Gospel and popular music by returning

to root Blues and Gospel and building the bridge from them

to Soul" (10, p. 525). The Detroit-based company produced

such groups as the Supremes, Temptations and Stevie Wonder

who prepared the average listener for the Gospel intensity

of Soul.

The persons who solidified the style into a recogniz-

able idiom and who are most frequently associated with Soul

are Aretha Franklin and James Brown. Aretha, frequently

called the "High Priestess of Soul" is the daughter of a

Baptist minister, and her "early environment was saturated

with Gospel" (7, p. 325). To her singing she carried these

early Gospel influences, and helped the style eventually

labeled "Soul.", James Brown's vocal style has been called
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"harsh, raw, and rich, committing himself to the emotion

appropriate to each song" (6, p. 276).

As displayed by both Soul artists, subtlety in sing-

ing was replaced by intensity and emotional drive. This

underlying tension and intensity remain a facet of commer-

cial singing to the present day.

1970's--Disco and the Singing Songwriters

Disco

The influence of Soul could be heard in the vocal

renditions found in disco releases, as singers complimented

the insistent disco beat with anaggressive delivery. Once

again, lyrics and vocal technique become subservient to the

appropriate dance rhythm. The use of the falsetto voice

by such disco artists as the Bee-Gees aided in projecting

over the amplified sounds while avoiding the full-voiced,

classically oriented tone. Female vocalists, in turn,

exploited the chest register, belting to achieve a forceful

vocal sound.

The Singing-Songwriters

At the opposite polarity were the singer-songwriters

who emerged in the early 1970's. A schism between "ard

Rock" and "Soft Rock" had occurred in the late 1960's,

giving rise to the "trend of solo ballad singer-writers such
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as James Taylor, Carol King, and Elton John" (9, p. 101).

Other performers who could be included in this category are

John Denver, Don McClean, Joni Mitchell, Laura Nyro, and

Jim Croce.

These LSingers were not preoccupied with stylistic

devices or the interpretation of a song written by someone

else, as were their predecessors in the band era. Rather,

a matter-of-fact, almost spoken delivery was used, focus-

ing attention on the lyrics, which were molded to fit the

musical line.. This vocal approach placed the style closer

to the folk idiom, although, as in Rock, the singer-song-

writers absorbed Jazz, Country, and Rock influences in

their styles as well.

In the late 1970's, the trends indicated that singing

techniques would continue to be concerned with energy and

projection, despite the availability of microphone amplifi-

cation and sophisticated studio equipment. On the other

hand, the more mellow sounds of the singing composer also

persisted. It remains to be seen if the approaching 1980's

will provide the artist who will reconcile these two polar-

ities into an entirely new idiom that will take popular

singing styles into yet another musical era.
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CHAPTER III

MUSICAL ELEMENTS IN COMMERCIAL SINGING

Energy Level and Tone Projection

One of the distinctions between classical singing

and commercial singing is the level of vocal energy and

projection demanded of the singer. Classical singing

artists, who perform unaided by microphone amplification,

must frequently project in spacious auditoriums and/or

over large orchestras. Thus, their primary consideration

is in developing a technique in breathing, diction, and

tone production to facilitate projection. The Pop

singer, on the other hand, has the use of the microphone

at his disposal which, when used properly, "is the aver-

age singer's best friend" (2, p. 184). Gone is the

necessity of expending energy for the purpose of project-

ing a tone. Rather, emphasis is upon the intimacy of

feeling and stylistic nuances. In the words of Henry

Pleasants:

Since projection, in terms of volume, is taken
care of by the microphone, the popular singer
may take things more casually, applying less
weight of breath upon the vocal cords. The
microphone has made such schooling superfluous,
even self-defeating. It can make any voice
sound big, and when any voice can sound big,
there is no competitive advantage in singing
loud and high . . . (3, p. 40).

28
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The Pop style is more closely akin to normal speech,

and diction and phrasing are effected accordingly. Breath-

ing may become more relaxed and rhythmic than in forceful

classical singing, and the articulation of vowels and

consonants need not be exaggerated. In addition, tones

can be shaped and manipulated by such effects as breathi-

ness, or darkening of vowels by rounding the lips. The

numerous electronic settings available on today's sophis-

ticated sound systems provide a seemingly limitless number

of possibilities for tone shading.

Despite the fact that the microphone alleviates the

necessity for vocal exertion on the part of the vocalist,

it must be mentioned that popular singing has witnessed

a change in approach in recent years regarding intensity

and projection. It appears to have run full circle with

the more casual technique of the Jazz singers and crooners

having been replaced by the forceful intensity of Rock

and Soul artists. Regardless of idiom, however, the skill-

ful contemporary Pop singer allows the microphone to work

for him by promoting the illusion of exertion as opposed

to actually applying undue strain on the vocal mechanism.

Three main devices can be utilized to create this illusion:

a vocal production that is forward in the mouth, clear

enunciation of consonants, and, in the more aggressive

vocal styles like Soul, activating the belt muscles by
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articulating so that the sound emits from the support of

the breathing muscles instead of the throat. (See Appendix

for further information.) By allowing the microphone to

work for him, the contemporary commercial singer can

achieve enviable vocal longevity while performing a variety

of singing styles.

Timbre

In classical singing, much attention is devoted to

classification of a voice according to its range and in-

herent quality, that is, whether it should be considered

Soprano, Alto, Tenor, or Bass. Sub-categories even exist

within each voice type, such as the "Lyric Spinto" Soprano

or "Heldentenor" (4, p. 161). Once determined, the voice-

type will largely influence the type of literature that the

singer will be exposed to. This situation results from the

fact that classical compositions are normally performed in

the original key and the singer must therefore choose lit-

erature that suits his or her voice. Thus, timbre is

generally a matter of the individual's distinctive voice

characteristics--his "instrument"--rather than a conscious

manipulation of tone for timbre effects.

The commercial singer's lot is different, due to am-

plification which gives the singer more possibilities in

terms ofttimbre.c He Can choose a breathier tone in some
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passages for sensuality, allow the reverb to help in

building to a dramatic climax within a song, darken vowels

to add warmth, or conversely, brighten when wishing to

promote a humorous or sarcastic approach. This conscious-

ness in timbre possibilities is often attributable to the

influence of vocal models who had been associated with the

big bands and the variety of timbres that are present in

these ensembles. These influential vocalists, in fact,

incorporated instrumental sounds into their singing, par-

ticularly when improvising or "scatting." "The instrumen-

tal tone involves a concept of the singer playing his voice

in a manner similar to the way an instrumentalist would

play his horn" (1, p. 56). Louis Armstrong and Ella

Fitzgerald are two of the most noteworthy practitioners of

this instrumental approach, but it can be heard in the

vocal styles of many distinguished singers.

In addition to the exposure to the variety of timbres

that association with a big band afforded, the popular

singer's preoccupation with the lyrical content of a song

has resulted in the implementation of vocal devices such

as slurs, glides, scrapes, and falls, which are intended

to evoke the essential nature and atmosphere of a song.

These nuances in mood and sentiment can run the gamut from

the worldly and sensual to the sweet and innocent, depend-

ing upon the lyrics. The ability to summon a wide variety
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of sounds and timbres is thus an asset to the singer in ef-

fectively communicating the emotions and lyrics of a song.

One of the significant contrasts between classical

singing and commercial singing is in the vocal register that

singers, particularly females, usually employ. Whether

categorized as soprano or alto, the Pop singer employs

essentially a vocal production that takes its quality

and range from the speaking voice. The advent of the

microphone, which has a tendency to focus tones and amplify

distinguishing characteristics of a voice, makes a husky,

full voice interesting to listen to in terms of timbre, and

provides a wider range of possibilities in terms of expres-

sion. Singers such as Bessie Smith and Billie Holiday

set a precedent by their tendency to remain within the

speaking range. Many subsequent singers patterned their

sounds from these Pop vocal pioneers and they too gravi-

tated away from the head tones cultivated by classically

trained singers. A primary reason for this departure is

that pure head voice traditionally connotes the pristine

and the ethereal. Due to the lyrics found in commercial

music, a consistently sweet head voice would be at odds

with the earthy and sensual quality of most songs. Hence,

as Henry Pleasants states emphatically: "I cannot think

offhand of a prominent female popular singer whom I could

categorize, in operator or operetta terms, as a soprano" (3, p.46).
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Regarding the male voice, the ideal popular tessitura

appears to lie exactly between the qualities of baritone

and tenor, once more originating from the speaking voice.

This voice-type frequently defies classification in the

classical sense, a fact attributable to the conversational

approach and lack of intensity which characterized the

styles of such performers as Frank Sinatra and Bing Crosby,

the trend-setters of their day and major-vocal influences.

Contemporary styles also include the exploitation of

the falsetto register in the male voice as another vocal

timbre. The falsetto currently predominates in the styles

of vocal groups such as the Bee-Gees and the Beach Boys, to

mention a few. It brings to contemporary Rock and Disco

tunes an intensity level while avoiding the classical

sound that would result if the full voice were utilized.

The possession of a wide range is beneficial, if not

downright essential to the classical singer who aspires

to succeed in that field. However, many popular singers

have enjoyed fruitful and rewarding careers and artistic

song renditions in spite of a comparatively narrow range.

Henry Pleasants speaks of Peggy Lee as possessing a

range of "barely an octave and a fifth (3, p. 349) which

was no wider than Judy Garland, Bessie Smith, and other

distinguished vocalists. The explanation is that commer-

cial singers, as opposed to classical singers, are at



34

liberty to transpose a song into a key that lies com-

fortably in their range while capitalizing on their vocal

attributes. This range is, coincidentally, akin to their

normal speaking range in most cases, which would explain

the apparent lack of exertion and the conversational aspect

of the commercial singing style.

The popular singer is also at liberty to shape and

mold the melodic line to accommodate his range--more so

than the classical singer, who enjoys this freedom mainly

in the context of a vocal cadenza. The commercial singer

can substitute notes in the melody that he cannot handle

gracefully, and can potentially develop an individualized

style by virtue of his compensation for a vocal short-

coming. Much melodic improvisation can be attributed to

the camouflaging of what was initially a vocal handicap

but that was converted into a trademark by a resourceful

singer. A prime example of such a vocalist is Peggy

Lee.

A consciousness of timbre and possibilities of tone

color allows the commercial singer to explore all the re-

sources of his vocal equipment. In addition, it contrib-

utes to variety and individualized song treatment. Finally,

the Pop singer's freedom to transpose a song into a con-

genial key as well as to tailor the melody to accommodate
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his range serves to eliminate undue vocal strain and thus

promotes vocal hygiene.

Phrasing

The commercial singer

. . . is more concerned than is the classical
singer with text, both with its meaning and with
the melodic and rhythmical manner in which it
might be spoken. One popular singer praising
another is likely to refer to his "reading of
the text, or lyric." It is not a formulation I
have ever heard, or would expect to hear, from
the mouth of a classical singer (3, p. 35).

The element of phrasing represents an opportunity for

the commercial singer to be creative while personalizing

his song rendition. Whereas in classical singing phrasing

hinges upon the musical line, which is generally drawn

out, the Pop singer has the liberty to tailor a phrase to

his own breath capacity. In addition, he plots his phras-

ing in order to convey most effectively the lyrical content

of the song as her perceives it, as well as to evoke its

prevailing mood.

"The popular singer's concern for text and for lyrical

enunciation has also effected his rhythmic procedures"

(3, p. 43). Whereas, in classical music, the phrase is

subdivided arithmetically according to the number of beats

to the measure, the commercial vocalist calculates his

rhythmic treatment in four or eight-measure episodes or

phrases. Within this format, "he distributes syllables at
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his own oratorical and rhetorical discretion, taking a bit

of time from one, giving it to another" (3, p. 43).

With the "rhythm section" maintaining a steady beat,

the singer can promote a "bluesy," "laid-back" feel by

back-phrasing, that is, phrasing in such a fashion that

tension is established by singing behind the beat. Or

he can promote energy and excitement by "jump-phrasing,"

where the singer arrives at the end of a phrase before

the accompaniment. There is much opportunity for rubato

singing, and the treatment of the introductions to cer-

tain songs is not unlike the recitative section of an

aria.

The Pop vocalist also frequently highlights signifi-

cant words by dwelling on them in a sort of "vocal caress",

slights other less important words, and concentrates on

the "internal treatments of the individual phrases them-

selves" (2, p. 156). Henderson refers to such treatment

as "Inner Phrasing" which is designed to elicit the

maximum effect of each phrase(2, p, 156).

In the last analysis, however, the best phrasing tech-

nique is one which brings out to best advantage both the

melody and the lyrics of a song and synthesizes these

elements into a total musical creation.
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Diction

Classical singing is often characterized by exagger-

ated diction, particularly elongation of vowels which are

designed to facilitate projection of the tone. Consonants

are frequently viewed only as brief breaks in sound which

nonetheless must not impede the legato effect of singing.

In commercial singing, diction is another musical ele-

ment that is effected by the microphone technique. "The

release from the requirement of a big tone and a concern

for distinct musical enunciation have encouraged (the

singer) to cultivate a lighter, more forward vocal produc-

tion" (3, p. 42). To complement this forward production,

a subtle approach is required in the treatment of conso-

nants. A skillful singer, nevertheless, can articulate

words in such a manner as to lend a presence or immediacy

to the song rendition. The prolongation of an "1" on the

word "love," for example, or the clicking of a "t" on the

beat at the end of a phrase are devices that add polish to

a performance. "This is one of the most charming and inti-

mate effects in popular singing, when used with restraint

and restricted to soft renditions" (2, p. 64). In addition,

they call attention to the lyrics of a song. Clear enun-

ciation tends to have a captivating effect on the listener

by forcing him to focus his attention on what is being said

lyrically as well as melodically. The more forward vocal
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production also minimizes any vocal exertion required of

the singer.

In his book How to Sing for Money, Charles Henderson

describes good diction as being "as near to a conversation-

al style as the melody and lyric will permit" (2, p. 27).

In addition, it must be clear, complement the mood of the

song, and most importantly, be free from any semblance of

affectation. Ultimately, a consciousness of the meaning

implicit in the lyrics of a song and a desire to communi-

cate their message contribute immeasurably to attaining

clear diction in popular singing.

Tone Production and Styling

In classical singing, the tone is described as being

consistent in intensity and its production likened to "sit-

ting on the breath" (4, p. 146). The vibrato which results

is generally periodic, that is, even in oscillation for both

pitch and amplitude.

Because tone production utilizing the microphone is

lighter, the vocal vibrato differs in commercial singing.

The vibrato is not manifest in every tone, nor is it always

periodic. Rather, many Pop singers "wind-up" their vibrato

by preceding it with a straight tone and crescendoing very

slightly until it dissolves into vibrato. Another type of

Pop vibrato is the "twist" vibrato, that is, a very tiny
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shake at the end of a phrase. This vibrato is frequently

evident in the styles of Latin singers. Straight-tone

singing is employed in some styles, notably in the Bossa-Nova

style as exemplified by Astrid Gilberto and other South

American singers. It is also heard in the context of Jazz

group singing, such as the performances of arrangements by

the "Singers Unlimited."

In popular singing, words of short duration are

generally treated conversationally, with vibrato appearing

only on sustained notes or at the ends of phrases. The

Pop vibrato is not obtrusive but intended primarily to

add color and warmth to a tone. It is also an important

tool to help mitigate the awkwardness of sustained tones

and phrase endings, which can sound unmusical and amateur-

ish if not handled properly.

Vocal embellishments such as falls, clipped word-end-

ings, and flips are but a few of the devices to add variety

as well as to camouflage difficult phrase-endings. The

essence of pop styling lies in the manipulation of the tone.

Its treatment depends upon the sentiment that the singer

wishes' to convey as well as the word that is being sung.

Once again, however, it must be mentioned that vocal

production has changed in recent years, largely due to the

increase in the intensity level of the modern musical idioms.

As discussed previously, the increased intensity has resulted
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in a wider vibrato that is present throughout the tone and

which is frequently precipitated by a flexing of the "belt

muscles" (4, p. 147) (which is heard as a slur into the

note). This type of production resembles some aspects of

classical vocal production in that the vocalist can more

easily sing on the breath since he has the breathing

muscles in action. However, the microphone gives the

illusion that much energy is being expended while in

actuality the skillful vocalist is merely leaving the

impression that a great deal of vocal exertion is involved.

It is the amplification of the puffs of air that originate

from the belt muscles and which are picked up by the micro-

phone that furnishes the volume. No throat involvement or

"pushing" is required on the part of the vocalist.

Regardless of time period or musical idiom, however,

the popular singer is allowed to give each popular song he

sings a highly creative and personalized treatment. In

the words of Henry Pleasants:

The popular singer is not only allowed to take

liberties denied the classical singer; he is ex-
pected, even required, to do so. The song, even
the best song, is not looked upon as an imperish-
able or immutable masterpiece, nor- the composer's
written or printed symbols as holy writ. To the

popular singer it is raw material, a point of
departure. He may drop notes or add them, intro-

duce appoggiature, slurs, slides, riffs, codas,
and cadenzas, change note values to accord with

his rhythmic reading of the text, and so on . .
(3, p. 38).
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A comparison of classical and commercial singing

would reveal the following:

CLASSICAL COMMERCIAL

Projection: Energy Level

I. Voice unamplified.

2. High intensity and
volume for projection.

1. Much attention given
to voice categoriza-
tion.

2. Extreme range bene-
ficial, if not neces-
sary.

3. Song generally per-
formed in written key
(accepted practice).

4. Natural timbre of
voice.

1. Voice amplified with
microphone. Microphone
technique required.

2. More relaxed due to
microphone amplification.

Timbre

1. More in the speaking
voice.

2. Limited range acceptable.
Many successful singers
possessed limited range.

3. Freedom to transpose key.

4. "Tricks" used to evoke
moods.

Phrase ing

1. Implicit in composition;
literal interpretation;
oriented towards musical
tune.

2. Breathing indicated by
the musical line; almost
scientific in attempting
to maximize vocal projec-
tion.

I. Phrasing is conversation-
al; personalized; oriented
towards lyrics.

2. Breathing more relaxed
with more freedom due to
phrasing.
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3. Melody interpreta-
tion tends to be
literal and rigid,

4. Relationship with
accompaniment clearly
defined and written
out; an integral part
of written piece.

1. Exaggerated diction
to facilitate produc-
tion of tone.

2. Consonants generally
only viewed as stop-
page of sound.

3. Freedom for improvising;
variations and shaping
of melody.

4. Freedom of variations
on written rhythms.

Diction

1. More conversational and
natural.

2. Consonants pronounced
forward used to promote
warmth and sensuality,
etc.

Tone Production and Styling

1. Tone constant "on a
bubble of air."

2. Vibrato--generally
consistent in anpli-
tude and pitch through-
out tone; some schools
consider vibrato to be
the natural result of
good production.

3. Straight tone generally
considered unnatural
and harmful in most.
instances.

4. Articulation--dia-
phragmatic for runs;
glottal stops; open,
legato sound most
accepted.

5. Aesthetic--voice is the
ends rather than the
means (2, p. 20).

1. Tone manipulated or
spun.

2. Vibrato--manipulated;
"twist". vibrato or
"wound-up" vibrato; dia-
phragmatic vibrato be-
coming more frequent in
Soul renditions.

3. Used by some styles,
notably bossa-nova or
choral sounds in the
style of "Singers Un-
limited."

4. Articulation--belting
stylistic devices such
as scooping, slurring,
fall, shake, etc.

5. Sensual--communication
of the mood and lyrics
is the end.
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CHAPTER IV

A SELECTED GROUP OF RECOGNIZED LEADERS IN THE

COMMERCIAL SINGING FIELD

Introduction

This chapter discusses the vocal styles of ten vocal-

ists who are considered to be recognized leaders in the

field of commercial singing, These singers have been

selected because they have influenced the development of

a singing style, such as Swing, Blues, Rock and Roll, or

the Soul idioms (is,p. 30). The presentation of the

singers is sequenced so that, in combination with the

brief history, the reader can receive a broad concept of

how styles evolved and were refined from the 1920's to the

present day.

Exhaustive biographies of the singers have not been

included since such information can be easily obtained from

other sources. Rather, the vocal approach and style of the

singer is dwelled upon, utilizing analyses of recordings.

The discography of recordings used is found in the chapter

bibliography. Following the discussion of each singer's

overall vocal style and the "Recordings Analysis," the

musical elements are summarized in outline form to provide

the reader with a concise format so that stylistic compar-

isons may be made with other vocalists.

44
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Bessie Smith

Bessie Smith is considered by many to be the greatest

of the classic Blues singers of the-1920's. The title

"Empress of the Blues" (14, p. 131) was ascribed to her be-

cause of her profound influence on the Blues idiom and on

the subsequent singers who emulated her style.

Bessie's style was the product of the travelling show

and black vaudeville and her performance revealed these

influences. Her recordings of the Blues in the 1920's

heralded the height of her professional and financial

success. Her career ended abruptly with her death at the

age of thirty-seven.

Bessie Smith's vocal style, in the tradition of the

"coon song" and minstrelsy, was :one; more of shouting

than of legato singing. Like most Blues singers, she es-

chewed the use of the microphone, preferring to project

her lai-ge voice without amplification. According to

Henry Pleasants, "her utterance, at its best, was like

a passionate kind of oratory, intoned and sustained

and pretty loud, forceful and forthright too" (15, p.

74).

As opposed to classically oriented singers, Bessie

did not explore the head voice, but sang in her speaking

voice or chest range. Her phrasing was also more closely
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aligned to the flow of speech. These factors were absorbed

by other singers and incorporated into what has been de-

scribed as the Afro-American style.

Recordings Analysis

"Down-Hearted Blues" (22)--The term "Blues" is a source

of confusion because it is a term used by musicians to

denote a particular musical formula (as described in Chapter

I). To the general public, however, "it has often connoted

merely a mood, or a word employed in song lyrics to express

that mood" (14, p. 147). Contrary to popular conception,

"the blues does not have to sound blue any more than a

French window has to be imported from France, nor does the

blues have to be played slowly" (6, p. 147).

This fact is demonstrated by the style of Bessie

Smith. The above-mentioned song was released in 1921 at

the beginning of her recording career. At this time, the

voice is big with a delivery that departs from speech. The

dynamic level is consistently loud, due to the lack of

amplification and the consequent necessity to project.

Notice that the melody line gravitates towards an outline

of the tonic chord, incorporating some slurring and scoop-

ing. The phrase endings are generally sustained and cut

off on the fourth beat of the measure. The phrasing is

rhythmic, that is, on the beat, with vibrato appearing
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on sustained tones. Enunciation is clear, though not

exaggerated.

In Bessie's later recordings, the voice has become

harsher and some of the stylistic elements have changed.

In "Gimme a Pigfoot" (22) , whichwas recorded in 1933, the

phrasing is more clipped than formerly. The addition of a

rhythm section, particularly drums, lends a Swing feel

which Bessie complements, for she was trying to move away

from the traditional Blues, which were becoming less pop-

ular. Her voice also assumed a growling or scraping

sound which is imitated in the recording by the solo

cornet. The overall approach is more earthy than formerly

and the interaction between vocalist and instrumentalists

has assumed greater importance, reflections of the trends

that were forthcoming in the commercial singing field.

Musical Elements

Projection and energy level--Belted or shouted deliv-

ery; no microphone.

Timbre--At outset, large open sound; assumes a growl-

ing technique in later recordings.

Phrasing--Rhythmically straight; some improvisation.

Diction--Natural, like speech; clearly enunciated,

but without exaggeration.
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Tone production and styling--Melodic treatment; force-

ful, speech-like treatment; incorporates slurs and scoop-

ing. Vibrato: appears at the end of phrases and on sus-

tained tones.

Ethel Waters

Ethel Waters has been described as "a transitional

figure and a towering one, summing up all that had been

accumulated stylistically from minstrel show, Ragtime,

and coon song, and anticipating the artful, Jazz-touched

Afro-American inflections of the Swing era" (15, p. 85).

Ethel Waters was one of the first singers, along with

Bessie Smith, to make race records. She was unusual in

that she also achieved great successes on Broadway, re-

ceiving acclaim both as an actress and as a Jazz singer.

She was a favorite among Jazz musicians. Jimmy McPartland

was quoted as saying, "We liked Bessie Smith very much,

too, but Waters had more polish. . . . She phrased so

wonderfully, the natural quality of her voice was so fine,

and she sang the way she felt" (6, p. 153).

Recordings Analysis

"I Can't Give You Anything But Love" (26).--This song

recorded on December 12, 1932, opens with a rubato section,

much like a musical comedy introduction, and in this sec-

tion Waters exhibits exceptional phrasing. She explores
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the many timbrel possibilities in her voice and makes use

of all the resources of her range, from the top (which fre-

quently becomes bright and. somewhat pinched) to a darkened

lower register. Her diction is excellent, almost soignee,

with the use of a rolled "r." In terms of melodic embel-

lishments, she makes use of slurs, mordents and glides when

ornamenting a melodic line,

Ethel Waters displayed remarkable versatility by modi-

fying her approach to suit the style of a song, as is evi-

denced by her contrasting approaches to "Porgy" (26) and

"St. Louis Blues" (26). A difficult singer to categorize,

she nevertheless exerted a profound influence on subse-

quent Jazz and popular singers that followed.

Musical Elements

Projection and energy level--Makes use of the micro-

phone, but can also be robust, depending on the song.

Timbre--Explores the extremes of range, alternating

between bright and darkened tones, depending on the lyrics;

general light vocal production.

Phrasing--In rubato passages, phrases much like a

classical recitative, complements the flow of the lyrical

line.

Diction--Clearly enunciated words; almost excessive,

with rolled "r."
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Tone production and styling--Melodic treatment: uses

embellishments, some improvisations and scatting; generally

introduces melody straight the first time. Vibrato: is

not obtrusive, but adds warmth to the tone; normally used

at the ends of phrases and on sustained tones.

Bing Crosby

"Of the great American popular singers, Bing Crosby

was the most influential. The impact of earlier inno-

vators, notably Al Jolson, Bessie Smith and Ethel Waters

was indirect, filtered to a considerable extent through

Bing" (15, p. 127).

As previously noted, the advent of electronic amplif-

ication (and with it the microphone) exerted a profound

influence on the band singers of the era. Because of his

expert use of the microphone in shaping his style, Crosby

was the artist most frequently associated with the term

"crooning." In his case, the singing style was an intimate,

conversational 6ne, with comparatively little physical or

vocal exertion. The oratorical approach adopted by the

blues singers, which departed from speech, was synthesized

with Crosby's casual microphone technique to create the

popular singing style. At this juncture, it contrasted

significantly from the European classical style.
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In describing his approach, Crosby made this statement

in his biography Call Me Lucky;

I'm not a singer, I'm a phraser. That means I
don't think of a song in terms of notes; I try
to think of what it purports to say lyrically.
That way, it sounds more natural, and anything
more natural is more listenable (6, p. 130).

In letting the microphone work for him, Crosby tapped

very little of the resources inherent in his baritone

voice. In contrast to other baritones of his time who

sang in full voice, he utilized half of his capacity for

projection by using a kind of speech-song. His phrasing

was ultimately designed to fit the contour of the lyrics.

He employed slurs and mordents as melodic embellishments

as well as whistling and vocal exclamations that became

somewhat of a trademark. "Bing's most original contribu-

tion was the lowering of the ovice, not so much in pitch

as in intensity, to a conversational level" (15, p. 142).

Recordings Analysis

"Lazy River" (4) with Louis Armstrong.--In listening

to Crosby's vocal delivery, one immediately notes the re-

laxed, conversational phrasing which is governed by the

natural flow of the words. The voice is not forced to pro-

ject, and the intake of breath is never audible. One can

detect some stylistic influences from Ethel Waters in the

use of embellishments such as slurs, glides, and especially

mordents ("tree," "shade"). The enunciation, though
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unobtrusive, is clear, The same can be said of the vibra-

to, which manifests itself most notably at the ends of

phrases or on sustained tones.

In the "scat" segment by Louis .Armstrong, the "gravel-

ly'" or growling tone, a distinctive characteristic of his

singing can be noted. His throat is constricted, with a

widely oscillating vibrato which more closely resembles

a Jazz shake. Armstrong treats his singing much like the

playing of his trumpet.

It is interesting to note the up-tempo vocal group

section, which is much like an instrumental Jazz solo, but

with words.

Musical Elements

Projection and energy level--Definitive microphone

technique, with minimal exertion; conversational and re-

laxed delivery.

Timbre--Very light baritone voice; does not exploit

the big sound; resonant head voice is incorporated to

promote effortless delivery.

Phrasing--Conversational, preserving the natural flow

of the words.

Diction--Clear, but not excessive. Like speech.

Tone production and styling--Melodic treatment; uses

embellishments such as slurs, glides, and mordents to



53

promote a casual sound. Vibrato: very unobtrusive, and

found on sustained notes and at the end of phrases.

Billie Holiday

Many people erroneously associate the Blues with

Billie Holiday because of her love of slow tempi and be-

cause her "tone and Armstrong-influenced phrasing made

even the tenderest love song sound caustic and thankless"

(6, p. 154). However, according to Henry Pleasants, Billie

neverr sang a traditional blues" (15, p. 163). Nevertheless,

her style incorporated many of the "unorthodox devices made

use of especially by Blues singers such as intonation tones

(sounds that are continuously changing pitch within the

compass of a tone), swoops, glides, and falsetto twists.

"Interpolated-tone-patterns," that is, a sudden break in

the voice within the duration of a single tone, were also

frequently used (13, p. 339). Hence, the label "Blues

singer" was attributed to her due to the "spirit and feel-

ing of the Blues" which she conveyed through the popular

song rather than the twelve-measured Blues structure (5,

p. 328). In truth, she was as Ulanov describes "the defin-

itive modern Jazz singer, after whom most significant

Jazz singing styles since Swing have been fashioned" (25,

p. 183). The Jazz elements of melodic improvisation,

rhythmic variation, and instrumental phrasing which she
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employed would shape Jazz singing approaches, as well as

all commercial singing for the next decade,

Recordings Analysis

In Billie's recording of "Any Old Time" (12) with

Artie Shaw's band, one can detect her rhythmic sense and

the distinctive vocal timbre brought about by a tight jaw

and forward production. The vibrato, unlike later years,

is controlled and narrow. The emphatic approach contrasts

sharply with the more languid style which she is most

famous for and to which she adhered in later years.

Billie's rendition of "My Man" (11) reveals the stylis-

tic devices that are essentially Blues oriented. At this

point in her career, 1952, her voice has deteriorated and

intonation is unsure (28, p. 85). The overall rendition

is dramatic, but in a subtle manner, the effects being

achieved musically rather than with "cries," sighs, and

other extra-musical devices.

The recording opens with a rubato approach by Holiday

that is achieved with the instrumental backing superimposed

in rhythm, testifying to her remarkable phrasing technique.

There are some spoken sections ("He beats me too"), and

rhythmic beats are alternately anticipated ("When I know

I'll come back . . .") and followed. Important words are

emphasized by pauses or melodic inflections. The



55

embellishment of the word "man" can be considered a Jazz

"plop" or "interpolated tone." The word "evermore" is

also accorded special treatment, with no fewer than six

pitches used to emphasize it ). At

the close of the chorus, a $6 which sounds deliberate and

not a matter of faulty intonation, is used on the word

"day." Slurs, glides, and other embellishments are also

in evidence.

Diction, though decipherable, complements the languo-

rousness of phrasing and delivery which are trademarks of

Holiday's style. The vibrato, like that of Louis Armstrong,

has become more akin to a Jazz shake, although it is con-

sistent at the ends of phrases (notice, for instance, the

similarity between the words "so" and "know" and "despair"

and "care"). Finally, the voice at this stage, which had

always been characterized by meager range, has also assumed

a rough-edged timbre which contributes to expressiveness.

A later analysis of Barbra Streisand's rendition of

the same song will reveal the salient differences in style

and approach between the two artists, as well as the musi-

cal periods in which they sang.

Musical Elements

Projection and energy level--Very light production;

languid style;. more emphatic approach for up-tempo num-

bers,
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Timbre--Rough-edged sound; tight jaw; forward produc-

tion; limited range.

Diction--- Precise, but not excessive; complements

phrasing.

Phrasing--Adheres to the natural rhythm of the words;

rhythm is shaped accordingly; words are stressed by pauses

and ritards; slurred and languorous delivery.

Tone production and styling--Melodic treatment: makes

much use of blues inflections such as plops, intonation

tones, glides, etc. Improvisation on a given melody fre-

quent. Vibrato: early vibrato narrow and unobtrusive,

particularly on Swing tunes; later treatment of tunes like

an instrumentalist, with vibrato resembling a Jazz shake

at end of phrase.

Ella Fitzgerald

The term "female Jazz singer" is most.frequently

associated with the name Ella Fitzgerald. From the age

of fourteen, she has performed with Jazz bands, orchestras,

and other ensembles, ranging from Chick Webb's band to

"Jazz at the Philharmonic." According to Leonard Feather,

"Ella expanded in scope through the years, took up the use

of wordless vocalese to fit the bop craze when it arrived,

broadened her vocal range to a full two octaves and finally,

in 1956, began to find her material in superior show tunes

and other songs congruent with her personality' (6, p. 154).
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There are many facets of Ella's style that qualify it

unconditionally in the' Jazz idiom. First of all, she pos-

sesses a tremendous rhythmic sense which is displayed in

Swing and up-tempo numbers. The focus of her singing

appears to be on the shaping of a tone, with the tone al-

ways "spinning" or gravitating forward--never stagnant.

Her singing tones are consistently in tune. Her ability

to improvise, as clearly reflected by her "scat" passages,

displays tremendous inventiveness rivalled by the best

instrumentalists. Ultimately, it is this working in a

Jazz musician's instrumental style, improvising as a Jazz

musician improvises (with the fastidious attention to the

mechanics of intonation, phrasing, and rhythmic feel and

accuracy) that place her in the realm of "Jazz" singer as

opposed to "Pop" s inger.

Ella's style is less understated and more energetic

than Billie Holiday's or Bing Crosby's, although she does

not sing with heavy production. Rather, her technique de-

parts directly from speech even into that area of the

voice called the "passagio" where the voice usually shifts

registers from chest to head. Instead of "covering" or

depressing the larynx to negotiate this intractable part

of the voice, as most singers do, "she either eases off,

conceding in weight of breath and muscular control what a

recalcitrant vocal apparatus will not accommodate or she
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brazens through it, accepting the all too evident muscular

strain. From this she is released as she emerges upward

into a free-floating falsetto" (15, p. 173). This contrib-

utes to the aura of spontaneity in her singing, as well as

the interesting timbres of her singing tones. Although

this technique is considered harmful by most classically

oriented singers and teachers, Ella has maintained amazing

longevity despite a rigorous singing schedule throughout

her long career.

In analyzing the evolution of Ella's singing technique

through recordings, it is noteworthy that, her approach at

the outset of her career was a natural one, basic and

straightforward. Nevertheless, it maintained the energy

level that continues to characterize her style to this

day. In an instance of developmental growth by logical

steps, her style seems to have matured gradually, free of

superficial stylistic elements. The basics of intonation,

rhythmic assurance, and vocal quality were always present.

It was simply a matter of allowing vocal maturity and the

exposure to the musical elements occasioned by singing with

big bands to help solidify her distinctive approach. This

could account for what Henry Pleasants considers the style

and taste which distinguish Ella from other singers and

have earned her the respect of fellow musicians, critics,

and public alike. It also furnishes a model for aspiring
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singers who have a tendency to incorporate superficial

and pretentious effects without benefit of the restraint

and standards that develop with musical maturity.

Ultimately, Ella Fitzgerald is considered the premier

Jazz vocal instrumentalist, and has managed to acquire the

admiration and respect of the entertainment world.

Recordings Analysis

"A Tisket a Tasket"! (7).--This 1938 recording of a

song that was co-written by Ella is her first recording,

and reveals innate rhythm and inherently musical voice. It

also betrays the infuences of Ethel Waters' embellishments

and Billie Holiday's tight-jawed delivery. Ella soon dis-

carded this approach for a brighter, more open production.

The characteristic buoyancy is manifest in this debut, and

the overall style is devoidof ostentatious stylistic effects.

"The Man I Love" (8).--Ella's approach to ballads re-

veals to this day somewhat of a pattern in styling. As

illustrated by this rendition, the first verse is generally

introduced with the melody straight, without embellishment.

During the second verse, the melody is altered, using mel-

ismatic approaches to words (for example, "too" and "on").

There are some instances of displaced octaves as substi-

tutes to the melody line, and here Ella explores the re-

sources of her range, descending to "F's" and "G's" be-

low Middle C, although the tones are weak. The narrow
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vibrato appears on the sustained tones and at ends of

phrases. The slurs ("love") are shorter than those of her

predecessors, and there are fewer embellishments in Ella's

ballads than in novelty or up-tempo songs. The phrasing

and diction are akin to speech and not exaggerated.

Ella does not display the inventiveness in ballads

that characterizes her Swing and novelty numbers.

She has not been an autobiographical singer, as
Billie and Frank were, nor a character-projecting
actress, as Ethel Waters and Peggy Lee have been,
which may be why her phrasing, despite exemplary
enunciation, has always tended to be more instru-
mental than oral, less given to the "rubato" de-
vices of singers more closely attuned to the lyri-
cal characteristics of speech (15, p. 178).

Musical Elements

Projection and energy level--Low-keyed microphone use

for ballads, but stronger delivery for Swing; buoyancy

and enthusiasm characterize approach.

Timbre--Bright tone that has been described as "bell-

like;" known for "warmth and openness of- tone" (25, p. 214);

tones always dynamic; uses .head voice, .and extremes of

range; instrumental imitations frequent; strain character-

izes singing through her "passagio;'' occasional growl used

for effect; voice darkened in some areas for effect; style

essentially a departure from speech.

Phrasing--Extremely adaptable to Swing and up-tempo

songs; phrases like an instrumentalist for ballads; less
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emphasis on lyrical content than previous singers.

Diction--Clear, without being conspicious.

Tone production and styling--Melodic treatment:

shorter slurs than predecessors; melismas on some words;

octave displacement used as variation of the melody.

Vibrato: narrow and unobtrusive; found at ends of phrases

and on sustained tones,

Frank Sinatra

"One of the most effective assimilations of Jazz into

popular singing was made by Frank Sinatra," states Barry

Ulanov in his Handbook of Jazz (25, p. 217).

Three factors conspired to create the phenomenon of

Frank Sinatra as the most adulated singer of his genera-

tion: increased exposure while singing in Tommy Dorsey's

band, a hit record, and his emergence as a teen-age idol

(5, p. 463). lMusical influences also came in the form of

a triad of -individuals who served as models for the re-

sourceful Sinatra. The first was Bing Crosby, Sinatra's

boyhood idol, from whom he adopted the casual style and

microphone technique. He has acknowledged Billie Holiday

as the greatest musical influence on himself. In terms

of the mechanics of phrasing and breath control, Tommy

Dorsey and his trombone apparently served as an inspira-

tion to Sinatra in yet another instance of exchange be-

tween instrumentalist and vocalist. In Sinatra's words:
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The thing that influenced me most was the way
Tommy played his trombone. He would take a
musical phrase and play it all the way through
without breathing, for 8, 10, maybe 16 bars.
. . . Why couldn't a singer do that? . . . It
was my idea to make my voice work in the same
way as a trombone or violin--not sounding like
them but "playing" the voice like those instru-
ments (20, p. 84).

The sum total of these.influences was a vocal style

characterized by a "seamless legato, an intuitive grasp

of phrasing, a feeling for the meaning and music of words,

and the warmth and intimacy of the voice itself, conveying

a sense of sympathy and sincerity" (15, p. 187).

Recordings Analysis

In listening to an early recording of "Stardust"(19) with

Tommy Dorsey and the "Pied Pipers," one hears a seemingly

cautious, yet easy-going style. The voice is very soft

and smooth, in contrast to the later Sinatra, with an un-

obtrusive vibrato at the ends of the phrases. One can de-

tect the influence of Crosby in his casual approach and in

some of the inflections. Sinatra's expertise in using the

microphone to achieve and intimate atmosphere is also evi-

dent. The Sinatra style is more legato than Crosby's and

is also more sustained. Nevertheless, the phrasing flows'

with the lyrics. Note the imploded consonants in the word

"sent you" and "lent you" that help to promote a languid

style, as well as the absence of audible intakes of breath.
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In the section with the "Pipers," Sinatra's voice blends

extremely well with the group.

In comparing this early approach to the more recent

"Strangers in the Night" (21), one finds that the technique

is more assertive as a whole. The voice has acquired more

depth but the timbre is less clear and smooth. The projec-

tion is more outward and less understated than previously,

possibly due to the exigencies of complementing the instru-

mental backing. The phrasing continues to be natural, but

the former vocal control is less evident. Intonation is

less accurate, with a tendency to sharp which is accentuated

by the vibrato. Note the vocal syllables during the fade-

out of the songs.

Sinatra's vocal approach was reflected in most of his

successors as well as adaptable contemporaries, including

Mel Torme, Steve Lawrence, and Perry Como, to name but a

few. Eventually, the influence of his legato and casual

approach would be supplanted by its antithesis, the aggres-

sive delivery of Rock and Roll idols soon to come.

Musical Elements

Projection and energy level--Casual, smooth, legato

delivery; essentially a microphone-based technique; later

style became more projected and intense.
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Timbre--Very light approach; displays consciousness

of timbrel elements; started out as a light baritone; but

voice deepened in later years.

Phrasing--Legato, with natural flow of words; no

audible intakes of breath; especially strong in slow swing

numbers which promotes a casual vocal delivery.

Diction--Clear; imploded consonants at outset; more

projected, but still oriented towards legato effect.

Tone production and styling--Melodic treatment:

generally adheres to the melody, which qualifies him as

more of a "Pop" singer than a "Jazz" singer; slurs and

other common embellishments; closes diphthongs early, dwel-

ling on the "vanishing vowel." Vibrato: originally appears

at the ends of phrases or on sustained tones; later, be-

comes less controlled and slightly sharp.

Ray Charles

"In route from Rhythm and Blues to Soul there are found

some all-important transitional figures in black music who

suggest the nature Soul would eventually assume" (5, p.

678). Ray Charles is such a singer. "The Blues strain

and the Gospel strain came together in the playing and

singing of Ray Charles" (5, p. 55). In addition, he trans-

lated Gospel into secular terms and prepared the way for
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the subsequent success of many singers reared in "Gospel"

(15, p. 248).

Ray Charles does not confine himself to a single idiom'

of song material, but has had successful recordings in

Rhythm and Blues, Pop, Rock, and the Country and Western

fields. Nevertheless, his distinctive voice and aggressive,

personalized style, replete with Gospel inflections, carries

over into each idiom and is manifest in each rendition. The

treatment of each song, regardless of category, is essen-

tially characterized by a Gospel and Blues flavor. "His

records disclose an extraordinary assortment of slurs,

glides, turns, shrieks, wails, breaks, and hollers" (15, p.

253). In terms of timbre, Charles always gives the impres-

sion that he is stretching to the upper part of his range

so as to maintain that element of tension commonly displayed

by Rhythm and Blues and particularly Soul singers.

Recordings Analysis

"I Cant Stop Loving You" (2).--In this recording,

Gospel inflections permeate Charles' style. Notice, for

example, the falsetto "cry" or "break" that consistently

appears on the words "say," "knew," and "heart." The

melisma is evident' on the word "life," using four differ-

ent notes ( ). Slurs and glides are frequent,

included on the words "apart" and "ago."
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The Gospel influence is manifest not only in Charles'

vocal style, but in his implementation of a chorus which

he treats in a form of the church "call and response"

approach. In contrast to the muted sound of the "Pied

Pipers" and the chorus heard in the Crosby recording, the

vocal technique of this Gospel chorus is very intense and

full-voiced. The vibrato, as in Charles' vocal vibrato,

is wider than that previously used by other vocalists.

Slurs are obvious as in the chorus lines "Still make me

blue" and "I can't stop loving you." Notice Charles' spo-

ken line "Sing a song, children" as might be heard in a

church setting.

The overall effect sought is not one of producing

beautiful tones as much as one of communicating emotion

and intensity.

"What'd I a" (3). ,-In a Rhythm and Blues approach , this

song opens with several bars -repeating a bass guitar figure

and introduces a second rhythm played on piano. The song

develops into a recreation of a revivalist meeting, with

Charles declaring his love for a woman instead of God,

"but screaming, preaching, and haranguing his congregation

in an otherwise authentic manner" (10, p. 231). On this

recording, more screaming and the "call and response"

approach is evident.
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In comparing Ray Charles to his predecessors, it is

obvious that the easy-going delivery established by Bing

Crosby and solidified by Sinatra is being supplanted by a

more aggressive delivery which is more energetic in vir-

tually every respect. Vocal styles are gravitating towards

heavier articulation, wider vibrato, and more patent vocal

embellishments. Subtlety and understatement no longer

reign supreme as paragons of popular vocal expression.

Intensity and emotional aggressiveness are also taking

their place as possible approaches to singing in the commer-

cial field.

Musical Elements

Projection and energy level--High energy and intensity

level; much greater projection than singers previously

discussed.

Timbre- -Harsh and distinctive sound sought, as opposed

to beautiful and aesthetic tones; object is communication

of sentiment rather than artistic refinement.

Phrasing--Gospel-like approach; emphatic; dwells on

notes for emphasis and gravitates towards "peak" notes;

phrases are occasionally clipped.

Diction--Little special attention devoted to diction;

overall emotional effect considered more important.

Tone production and styling--Melodic treatment: many

Gospel inflections permeate style, regardless of idiom of
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the song; uses many slurs, glides, and itelismas, as well

as other embellishments. Vibrato: wider vibrato than pre-

vious singers; appears not only at the ends of phrases, but

on any tones that are sustained; vibrato is activated by a

slur into the sustained note to lend emotional aspects to

the tone.

Elvis Presley

Elvis Presley's emergence as the "King of Rock and

Roll" may have overshadowed the fact that he was a talented,

natural singer with an above-average voice. He was self-

taught, as were many of the idols before him, including

Sinatra. His style was an amalgam of Country and Western,

Blues, Rhythm and Blues, and black and white Gospel, all

idioms that he had been exposed to in his hometown of

Memphis. Presley possessed a flexible voice in terms of

range and timbre possibilities which made it adaptable to

a variety of styles. For example, in patently Rock and

Roll tunes such as "Hound Dog" or "Jailhouse Rock," he

adopted the wailing, scraping, reckless sound of the Rhythm

and Blues singer. In ballads like "Love Me Tender" or

"Crying in the Chapel," he transformed his approach to one

that was tender, more intimate, and more suitable to the

ballad style.
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According to Henry Pleasants, Elvis could be de-

scribed variously as a baritone or a tenor (15, p. 274).

While singing the more aggressive Rock and Roll songs,

Presley pitched his voice higher and his sound was more

akin to that of a tenor. However, when singing the more

intimate ballads, his voice assumed a richer tone that was

not forced, and closer in timbre to a baritone. Thus,

like many other popular male singers, Presley's voice defied

categorization, lying between the baritone and tenor ranges.

Elvis Presley's influence on commercial singing styles

was not so much achieved by inspiring other singers to

imitate his unique sound as it was in opening up possibili-

ties of vocal expression, The incorporation of Gospel,

Country, and Rhythm and Blues elements into his singing,

coupled with his immense popularity with the youth culture

rendered such inflections.more palatable to the general

public. This aggressive approach would ferment into the

Rock sounds of the 160's and would be further solidified

in the popular music success of the Beatles and other

members of the "British Invasion,"

Recordings Analysis

"Hound Dog" (16).--Presley displays the aggressive

Rock and Roll sound in this recording. He incorporates the

scraping of the voice as well as the vocal "cry." His voice is
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pressed as he sings in his higher range, resulting in a

bright timbre and a less mature sound than is eventually

attained in later years. The southern accent is in evi-

dence, particularly in the words "time" and "mine" and in

the relaxed jaw which makes the lyrics sound mumbled at

times. Note the narrow vibrato that appears at the ends

of phrases ("Ain't no friend of mine").

The instrumental backing is a simple combo, with

guitars being the dominant sound. Note the simple vocal

backup which outlines the chord structure. The overall

recording is simple and uncluttered, in contrast to later

recordings.

7Kentucky Rain" (17) . -- In this later record release, Pres -

ley's voice sounds more like a baritone than in "Hound

Dog." This is largely due to the darker, unpushed vocal

production which closely resembles his speaking timbre.

The ballad opens in an understated manner, with the opening

passages phrased conversationally and adhering to the

natural flow of the lyrics. The song rises to a climax

and Presley's voice responds accordingly, with falsetto

"breaks" used to express emotional intensity (as in the

phrases "Never knowing what went wrong" and "No wait! The

day before"). Notice also the melismatic effects on cli-

mactic words such as "home" and "before" and implicit in
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the melody on the word "rain" in the chorus. The vibrato

appears on sustained words and at the ends of phrases. It

is narrow and tending towards the upper or "brighter" part

of the sustained pitch, Note that on some words like

"shoe" ("rain in my shoe") or "store" ("outside a general

store") the tonal center or core of the pitch dissolves in

vibrato consisting -mostly of overtone.

As is typical of most of the later recordings in Pres-

ley's career, the instrumental backing is more elaborate,

including instruments like the French horn and plucked

strings. Note also the soulful sound of the back-up fe-

male vocalists in the repeated line ". . . rain in my

shoe." The result is a sophisticated musical production,

much like the elements of his live performances.

Musical Elements

Projection and energy level--On Rock and Roll, energy

and projection are at a high level; on ballads, it is more

intimate and conversational.

Timbre--Rock: harsh timbre with voice scrapes and

growling frequent.

Phrasing--Rock and Roll: many words are fitted into

a melody that essentially outlines the chord structure.

Ballad: more conversational, though less improvisational

than Jazz-oriented singers.



72

Diction--Southern accent often evident, with loose

jaw resulting in a relaxed articulation; lyrics occasion-

ally sound mumbled in Rock and Roll songs. (Example:

"Just cryin' all the time" in "Hound Dog. ")

Tone production and styling--Melodic treatment: gen-

erally adhering to the melodic line: some slurring and

gliding evident; some evidence of Rhythm and Blues elements

such as the melisma, vocal cry, .and use of falsetto.

Vibrato: narrow vibrato appears at tne ends of phrases;

consists mostly of overtone rather than of the pitch sus-

tained.

Barbra Streisand

"The musical theatre since 1960 has been the stepping-

stone for Barbra Streisand as a singing stylist on records,

over television, at concerts, and in nightclubs" (5, p. 753).

This fact is crucial in understanding Streisand's dramatic,

overstated vocal style. As Henry Pleasants states, "Barbra,

instead of scaling her singing to the dimensions of a song

tends rather to scale the song to her own imposing

dimensions and predilections as an actress" (15, p. 363).

The result is a vocal style characterized by dramatic build-

ups from quiet introductions, diction that is sometimes

overdone, and many extra-musical effects such as grunts,

falls, and quips. Yet, because of the fact that she is a



73

"born actress with powers of personal projection hardly

matched by any other singer" (15, p. 362) she is able to

attain tremendous popularity amid such excesses. Streisand

has also inspired many inspiring singers to imitate her,

but what works for Streisand does not work unfortunately

in the hands of less gifted and experienced vocalists.

The outcome is frequently pretentious and embarrassingly

overdone.

Streisand has attempted to delve into all styles,

even releasing a classical album, and as a result, has had

her share of detracters, particularly music critics. Her

style has alternately been labeled "over-dramatic," "more

a singing actress," "incredibly mannered."

Nevertheless, Streisand has been a major influence in

commercial singing. In addition, she is also one of the

few vocalists who have emerged since 1960 who has maintained

popularity with both the younger and the older generations.

Recordings Analysis

"My Man" (23).--The opening is rubato, with tension

achieved by pauses between phrases. For dramatic effect,

there are untuned notes and clipped, nearly spoken phrases

("I don't care") which are meant to reflect the performer

suppressing tears,. The general approach is understated, without
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vibrato, and is designed to prepare for the contrasting

build-up to the climax.

The intensity rises on the word "evermore" which is

sung. From this point on, the vocal approach is intense

and belted, with a narrow vibrato at the ends of phrases.

There are some slurs ("But I don't care") and voice breaks

("world is bright"), as well as voice scrapes ("difference"

in "What's the difference") for stylistic emphasis. In

the most aggressive passages, some diaphragmatic articula-

tion is evident. Once more in belting, the chest voice

only is used, and extended through the passagio or break

in the voice.

There is some darkening to make the sound larger and

more easily projected, most noticeable on the words "ever"

and "is" or any other words with bright vowels. Notice

that the words are pronounced with a forward production,

rounded lips and carefully articulated consonants.

The technique of introducing a song in a conversa-

tionally understated manner and building to a belted "no

holds barred" climax is frequently used by performers in

live show appearances in order to promote excitement and

impact for the audience. Keeping the energy level down

at the front also allows the performer to preserve his

energy and reserve it for the climactic moments of a song.
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"Stoney End" (24).--This song represent s an attempt

at being soulful. However, the effect becomes somewhat

contrived with less spontaneity than authentic Soul.

The song opens in rhythm, and Streisand employs many

stylistic effects such as falls ("love," "Jesus," "lines").

Notice how the rounding of the lips produces a darker sound

and allows for more forward pronunciation. This technique

is most apparent on bright vowels ("believe," "see"). The

diaphragmatic articulation is evident, achieved primarily

by punching every note as opposed to a smooth, legato line.

There are also some voice breaks ("cradle," "parted"), and

wails ("radiant soul"), and the last "cradle me" is sung

rubato for effect. Strongly enunciated- consonants contrib-

ute to the overall aggressive sound.. Note the female back-

up vocalists in the final strains while Streisand improvises

melodic variations. Any melodic alteration is in terms of

stylistic effects and devices rather than actual melody

chantes. Once again, the overall intensity level is high,

but the lack of many slurs, along with the relatively nar-

row vibrato results in a more shallow sound than is normally

heard in the style of black Soul singers. Because Streisand

tends to be more analytical in her singing approach and em-

ploys stylistic devices that reappear consistently through-

out a song rendition, she loses the sense of spontaneity

that characterizes authentic Soul singing.
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Musical Elements

Projection and energy level--Uses technique of the

understated opening that builds to a climax; occasionally

employs belted or Soul delivery in later years. Especially

noted for dramaticism in ballads.

Timbre--Uses chest voice and covers through the pas-

sagio; when belting, ,tends to become nasal on climatic

notes that are sustained. Lips are rounded to produce

darker tones in the lower range.

Phrasing--On older releases, free, like speech; some

rhythmic variation is used on novelty arrangements (for

example, "Happy Days Are Here Again" and the syncopated

"Jingle Bells"); on ballads, the overall approach is legato;

on Rock and up-tempo numbers, the notes are punched or

accented to a greater extent.

Diction--Clearly enunciated; occasionally conspicious

effects; consonants are very forward, and "clicked" or pro-

nounced consciously for emphasis and to promote an atmos-

phere of immediacy or "presence."

Tone production and styling--Melodic treatment: varia-

tion is normally attained by stylistic effects (cries,

breaks, falls, etc.) on important words. Generally stays

within the confines of melodic line. Vibrato: narrow one

used on sustained notes or at ends of phrases. In ballads,

the vibrato is normally constant throughout the tone in a

more legato technique.
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Aretha Franklin

One of the significant influences in vocal styling

has been the secularization of Gospel influences into the

idiom called "Soul." One of the chief exponents of this

style is Aretha Franklin, whose background was "saturated

with Gospel" (15, p. 325). By incorporating the Gospel

fervor in her renditions of popular songs, she initiated

a trend in vocal technique which was imitated by many

young singers who followed her.

The aspect of Soul which is most manifest in the

vocal techniques of contemporary singers is the diaphrag-

matic articulation that accompanies the production of a

tone. It is in this concept that Soul most patently re-

flects the Gospel influence. A Gospel singer's tone

originates deeply, with articulation achieved from articu-

lating the breathing muscles to expel the tone. The tone

which results from this articulation is powerful, big,

and open. It is this "belted" approach that gives the

Gospel singer, as well as the Soul singer, that fervent,

"soulful" and "gutsy" quality. Belting also tends to

produce a diaphragmatic vibrato which is wider in oscil-

lation than the more shallow vibrato used by Jazz and

crooning popular singers. The Soul singers (particularly

female) rarely exhibit the pure, operatic head tone but main-

tain a chest or nasal quality even in the highest extremes of
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their vocal range. Male singers, for their part, exploit

the falsetto voice and other timbres.

Soul represents an instance of trends running full

circle. The Soul technique supplanted the shallow, under-

stated technique of the 150's and early '60's and solidi-

fied the more forceful technique introduced by Rhythm and

Blues and Rock. It filtered into, and remains part of pop-

ular. singing in virtually all idioms even to the present day.

Recordings Analysis

"Till You Come Back to Me" (9).--This recording contains

many aspects of Soul. Initially, note the heavy staccato

rhythm and the high intensity level that is evident at the

outset. This high dynamic level is maintained throughout

the song.

Slurs can be heard on the first word of each phrase

and on the other "peak" words within the phrase. It is on

these first words that the diaphragmatic articulation is evi-

dent. The peak words are used to continue the deeper vocal

production. The phrasing is also syncopated, presenting

another means by which to activate the belt muscles more

fully. This articulation is what aids in establishing a

more aggressive sound.

The following, for example, represents the recurrent

phrase, from which the title derived its name, as it would

be sung:
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There are many melismas at the ends of phrases

("vain," "pain"), as well as pauses on important. and emo-

tive words ("Our love is dying"). The tone is somewhat

strident, obviously intended to evoke emotional intensity

rather thp'n artistic beauty.

The Gospel influence is evident in the repetition by

the background female vocalists. They too display the

aggressive Soul slurring (". . . rap on your window pane").

There are some phrases that are added as if they were

after thoughts, such as ". . . must explain" and "I've got

to change your view, Baby" which renders an air of emotion-

al spontaneity to the overall singing approach,

"A Song for You" (9),--Although a mellow ballad, Aretha's

rendition contrasts sharply with the Carpenters' version.

A Gospel "feel" is introduced with a protracted solo

(two verses) by the electric piano, with responses by the

electric organ on the second verse. The subdivided rhyth-

mic feel with accents on the second and fourth beats lends

itself to freedom of phrasing and tension.

Ps#,d
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Once again, the high intensity and dynamic level of

Aretha's vocal entrance is maintained throughout the song.

She slurs into "I've," the very first word of the song,

rushes through the middle of the phrase, and stresses the

last word "time." The phrasing is extremely free, with

tension achieved through back-phrasing (late entrances)

and jump-phrasing (ahead of the beat). Important peak

words are delineated by pauses (example, "millions"). A

sense of stretching or working for notes is attained by

extending chest or nasal resonance upward while avoiding

pure, sweet head tones. Long slurs also contribute to

this impression.

Note that melodic variation is constant throughout

with the change always gravitating toward a higher note

or tonal plane than in the original melody. As in the

Jazz and Blues traditions, some words are dropped or barely

pronounced (the first "a song for you"). Vibrato appears

on some stressed words.(for example, "times," "song,"

"lots," etc.) and is practically always preceded by a slur

into the note.

The bridge of the tune is free-form and once again

the stressed words like "true" are dwelled upon and embel-

lished. The final segment of the arrangement is jazzy with

brass and other big band instruments introduced.
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Musical Elements

Projection and energy level--Very intense with high

dynamic level; sense of stretching the tone; much articula-

tion used to contribute to a strong, aggressive sound;

sound originates in. the belt muscles, which are flexed;

broad slurring frequently used to achieve deeper tone pro-

duction.

Timbre--Strident, nasal, and pinched tone quality

when moving to higher notes in the vocal range. Avoids

pure-sounding head tones; brings chest resonance over the

passagio to avoid sweet tones and to achieve tension.

Generally bright tone.

Phrasing--Very free; syncopated rhythms contribute

to freedom; pauses to accentuate "peak" or important words

in the phrase; much back phrasing and jump-phrasing.

Diction--Occasionally drops certain words or mumbles

through a phrase in imitation of speech; generally empha-

sizes emotion rather than the lyrical content of the song.

Tone production and styling--Melodic treatment:

melody altered upwards to promote intensity. Broad slur-

ring, melismas, and other stylistic effects evident; repe-

tition of phrases used for emphasis. Vibrato: diaphrag-

matic or intensity vibrato results from articulation gen-

erally even and widely oscillating; present throughout the

tone, as opposed to being "wound up;" activated by slurring

into the tone.
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CHAPTER V

EVALUATION OF THE COMMERCIAL SINGING GUIDE

The purpose of the evaluation portion of this study

was to determine whether effective voice coaching could

be achieved while utilizing the concepts and procedures

presented in the guide. In order to accomplish this objec-

tive, ten individuals who represented varying degrees of

singing experience were selected. Prior vocal experience

ranged from classical vocalists who had trained extensive-

ly to individuals who had no singing experience or formal

training. All the subjects were university students and

were able to play at least one musical instrument. Re-

gardless of background, however, none of the subjects

had ever received vocal coaching in the commercial idiom.

The subjects were presented with sheet music for

the original melody entitled "Sunshine", (see Appendix B)

in two keys, "B61" and "F." They were given no specific

instructions or suggestions for presenting the melody,

but were asked merely to prepare the song for performance.

An initial taping of this prepared rendition was ac-

complished utilizing recording facilities at North Texas

State University. A rhythm section consisting of piano

84
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bass, and drums pre-recorded the rhythmic accompaniment on

one track. Swing, Bossa-Nova, and traditional ballad accom-

paniments were recorded in four keys, B , D, F, and G.

For the initial taping, the singers were allowed to

select the key and the style that felt comfortable. It is

interesting to note that many of the subjects were not

familiar with the Swing and particularly the Bossa-Nova

styles. Nevertheless, once determined, their rendition

was recorded using a cardioid ribbon mike. The rhythmic

track was fed into the studio with Altec 1219 speakers in

order to allow the singers to hear and sing along with the

musical accompaniment. Therefore, speaker sound mixed

into the vocal track, effecting the overall presentation.

The hard floors, walls, and ceilings of the recording studio,

which was primarily designed for recording electronic music

contributed to an acoustically bright sound.

Following the initial recording session, the singers

were given two half-hour coaching sessions. During these

sessions, the elements of Projection and Energy Level,

Timbre, Diction, Phrasing, and Styling as they apply to

commercial singing were introduced and discussed. Certain

aspects were dwelled upon depending upon the particular

needs of the individual. Particular attention was devoted

to selecting the key that best suited the subject's voice

and that was most comfortable. The student was assigned
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various stylistic aspects to focus upon during practice

prior to the second coaching session. In the second ses-

sion, the singers were allowed to- hear their renditions

and to determine steps for improvement. The salient

characteristics of the Swing, Bossa-Nova, and various

ballad styles were also discussed.

For the final taping, the conditions and facilities

were identical to those of the first session. The vocalist

was allowed one trial run in order to monitor his approach

and make desired improvements. The final vocal rendition

was then recorded. For the final step, both the initial

and final vocal renditions were randomly transferred to

cassette tapes. These tapes were submitted to a panel of

three judges for evaluation.

In order to ascertain whether the singers' vocal ap-

proach had improved following the coaching sessions, three

impartial individuals who possess professional credentials

and experience were requested to act as adjudicators. They

were asked to rate each of the twenty melody renditions on

its own merits on a scale of one to seven. (See Table of

Judges Rating, Table I.) Two professional singers and

teachers as well as a professional instrumentalist and

teacher were selected for the task.
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TABLE I

TABLE OF JUDGES RATINGS

Adjudicator A Adjudicator B Adjudicator B
Students

Protest Posttest Pretest Posttest Pretest Posttest

1. 3 6 6 3 4 5

2. 4 6 3 4 5 5

3. 2 5 3 3 4 5

4. 2 2 1 2 4 6

5, 4 5 5 5 4 6

6. 4 7 4 2 4 5

7. 3 3 3 2 3 4

8. 6 5 4 3 6 6

9. 1 4 1 3 3 4

10. 2 5 1 5 3 4

At the conclusion of the final taping, each vocalist

was presented with a questionnaire. (See Appendix C.) It

elicited the following responses:

1. Do you feel you benefited from this study?

Yes--9 No--O No response--I

2. Do you feel that your singing had improved by the
second taping?

Yes--7 No- -0 No response--3
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3. Which element do you feel that you learned the most
about?

Projection and Energy Level--3
Timbre and Vocal Register for Pop--3
Styling (Vibrato and Melodic Variation)--l
Diction--3
Phrasing--2

4. Which element do you feel that you learned the least
about?

Projection and Energy Level--0
Timbre and Vocal Register for Pop--5
Styling (Vibrato and Melodic Variation)--2
Diction--I
Phrasing--2

5. Which statement most accurately describes your general
attitude towards commercial singing?

1. I'm not at all interested in commercial singing--0
2. It's interesting, but I don't care to get involved

with it--1
3. It's interesting and I'd like to learn more about

it--9

6. Would you recommend this study to someone else?

Yes--10 No--O

To determine the reliability of the three judges'

ratings, an analysis of variance, as suggested by Weiner,

(1) was used. Table II presents the appropriate informa-

tion for the ANOVA and the final reliability tabulation

of .79. This figure was judged sufficient to permit the

averaging of the judges' rating in order to compare the

differences in the mean scores obtained by the ten sub-

jects in both the performance tapes made prior to instruc-

tion and those subsequent to instruction. Table III
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presents the information pertaining to the t-test of

differences in mean scores. It should be noted that the

t-test for difference in mean scores indicates that sig-

nificant improvement in singing ability occurred.

TABLE II

RELIABILITY DATA FOR THREE JUDGES*

Anova of Judges' Ratings

Source 55 df MS

Between P 145.82 19 7.68

Within P 64.33 40 1.61

Between J 78.1 2 39.05

Residual -13.77 38 -.36

*r over the three judges = .79

TABLE III

t-TEST FOR DIFFERENCES OF MEANS*

Pretest Posttest

Mean 3.399 4.368

N 10 10

Standard Deviation 1.182 .693

2. 234*

*Significant at the .05 level.
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Some interesting observations were made during the

experimental process. During the initial taping session,

the majority of the vocalists were not familiar with the

stylistic aspects of the Swing and Bossa-Nova styles.

They also did not have a specific key which they preferred

at the outset. In terms of style choices, the following

distribution resulted: Swing--five, Bossa-Nova--two;

Ballad--three. Out of the ten subjects, five singers

selected a higher key at the initial taping than was

ultimately used for the final performance.

The musical elements which appeared to present the

most difficulties were Diction, Projection and Energy

Level, and Phrasing. Many of the singers who were

classically oriented seemed to have difficulty achieving

a relaxed approach. Nevertheless, the overall reception

by both the subjects and adjudicators to vocal coaching

that is oriented toward the more commercial styles was

overwhelmingly positive.

It must be mentioned that four of the subjects were

suffering from vocal problems related to colds and aller-

gies at the time of the second taping, which may have

affected the outcome of their renditions.
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CHAPTER VI

SUMMARY, CONCLUSIONS, AND RECOMMENDATIONS

Summary

The purpose of this study was to develop and evaluate

a guide for teaching commercial singing. The first step

towards achieving that objective was to determine how the

selected elements of the commercial vocal styles were pro-

duced by the singer. This was accomplished through an

historical survey of popular singing, which focused upon

singing styles as they evolved from the turn of the cen-

tury along with the major influences that solidified the

idiom. The commercial vocal approach was then reduced to

five selected components for purposes of analysis, with

some discussion of the salient distinctions between com-

mercial and classical vocal approaches. These five ele-

ments were also used in investigating the singing styles

of ten vocalists considered to be representative of spe-

cific idioms and models for other singers. In addition,

personal interviews were conducted with Mel Torme, Marilyn

May, and Dallas studio singer Brian Beck. This procedure

was deemed appropriate to gain additional insight into

the technical vocal approaches of successful professionals.
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Finally, the commercial singing guide itself was de-

veloped in which the five musical elements were discussed

in detail, incorporating taped examples to illustrate

distinct stylistic and technical points. Specific activ-

ities and listening suggestions designed to expand upon

individual details were included, as well as a glossary ofc

terms.

In order to evaluate the effectiveness of the guide,

ten singers were selected at random to participate in vocal

coaching sessions that would employ the concepts and pro-

cedures set forth in the commercial singing guide. The

students possessed diverse musical backgrounds ranging

from virtually no vocal experience to extensive training

and performing experience in the classical field, None of

the students, however, had ever had any training in the

commercial idiom.

Two taping sessions, before and after coaching, were

conducted, using facilities available at North Texas State

University. For both sessions, a rhythm section consisting

of piano, bass, and drums pre-recorded the accompaniment

in four keys (Bb, D, F, and G) and in three styles: Swing,

Bossa-Nova, and the traditional ballad. In the initial

taping, the subjects were furnished with an original -sixteen-

bar written melody for which they were to choose the style
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and key in which they wished to perform the melody. Fol-

lowing the first taping, the students were given two half-

hour coaching sessions on an individual basis during which

the elements of commercial singing were introduced. The

students were assigned specific aspects to focus upon in

preparing for the second coaching session. During this

subsequent session, they were allowed to record their

renditions for purposes of self-appraisal and for making

desired improvements. Special attention was devoted to

selecting theimost comfortable key for the rendition as

well as delineating the distinguishing features of the

three musical styles under consideration.

For the final taping, attention was accorded to main-

taining conditions which were consistent with those of the

initial recording session. The subjects were allowed one

trial run before the final rendition was consigned to tape.

Both the original and final renditions were then randomized

and transferred to -cassette tapes which were used by judges

in the evaluation process.

A panel of judges was selected, consisting of two

voice teachers with extensive backgrounds in the performance

of classical music and an instrumentalist with exposure to

both the commercial and classical idioms. Each judge was

furnished with a cassette containing the twenty vocal
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renditions randomly sequenced, along with a rating sheet con-

taining instructions and criteria for judging. (See Appen-

dix C.) The rating sheet was designed so that each of the

twenty vocal renditions were identified by number only. The

rating table ranged from lowest (one) to highest (seven),

with each number also labeled. (See Appendix C.) The

judges rated each vocal rendition on its own merits, and

the evaluations were then tabulated to determine if the

second tapings were rated at a higher level than the first.

The judges' reliability was .79 and a t-test for differences

of means indicated that a significant gain in mean scores

was obtained between pre-test and post-test.

A questionnaire was also submitted to the ten subjects

at the conclusion of the experimentation in order to obtain

feedback concerning their reactions to the study. This

questionnaire revealed that nine out of the ten individuals

responded positively to coaching that was oriented to com-

mercial singing styles. The subjects affirmed that they

wished to learn more about commercial singing. The same

number stated that they also felt that they had benefited

from the study, while seven individuals claimed that they

had improved for the second taping. Many students commented

that they had derived much insight and a greater apprecia-

tion for the skill required to achieving good commercial

vocal techniques.
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The personal interviews contributed substantially

to the study in that they introduced the opinions of

singers whose success and longevity in the commercial field

attest to their knowledge and proficiency. It is interest-

ing that all three vocalists stressed breathing deeply,

from the "diaphragm" (or more accurately, the belt muscles).

Mel Thorme and Marilyn May, who are essentially stage per-

formers, focused upon the importance of lyrical content

within song material. All three individuals emphasized

the fact that they listened carefully and imitated both

male and female singers while formulating their own per-

sonal styles. All demonstrated a conscientious approach

to maintaining vocal habits that are healthy, as well as

good tone production. Mel Torme and Marilyn May stated

emphatically that physical fatigue contributed significant-

ly to vocal problems and laryngitis.

Beck furnished some important aspects from the vantage

point of a studio singer. It is noteworthy that he stressed

mechanical skills such as sight-singing, rhythmic accuracy,

and intonation, as well as an awareness of vowel formation

in relation to blend. All these elements figure prominently

in the context of singing in the recording studio. Frequent-

ly, however, these skills, particular sight-singing, are

neglected by vocalists and teachers when preparing for a

career.
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Conclusions

In view of the difference of means derived from the

evaluations, the assumption can be made that the improved

ratings can be attributed to the vocal coaching the sub-

jects received. It can also be concluded that the pro-

cedures and guidelines set forth in the commercial singing

guide were effective. Despite the diversity of the sub-

jects' backgrounds and their limited exposure to coaching,

significant progress had been observed by the judges. The

possible inference is that commercial vocal techniques rep-

resent specific singing approaches and styles which are

capable of being translated into pedagogical terms and

transferred to the average voice student. The guide rep-

resents a potential instrument for voice teachers and

choral directors for presenting the salient character-

istics of commercial singing, The guide appears to be

effective for untrained as well as extensively trained

singers.

The study did contain some limitations that must be

investigated. In the process of taping the renditions,

the singers were forced to contend with factors which may

have influenced the outcome of the judges' evaluations.

During the recording, a monitor, which is essential for per-

forming using microphone technique, was not available, thus

placing the singer under a disadvantage. The two half-hour
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coaching periods represent a very short length of time for

an individual to absorb the principles of commercial singing.

This is especially true of the trained singers, who were

forced to alter ingrained habits and practices which are

consistent with the contrasting classical technique.

Nevertheless, the guide has empirical evidence to support

its value as a useful teaching tool.

Recommendations

The study does provide many potential areas for future

investigation. A measurement instrument could be developed

to evaluate the effectiveness of the guide on a long-term

basis in order to determine if the principles imparted to

the subjects exerted any permanent influence. A study

could also be conducted in which one of the five elements

of commercial singing could be isolated and explored more

thoroughly. An investigation regarding whether the prin-

ciples can be administered by anyone, regardless of the

level of experience, might be considered. A group of judges

consisting of individuals who are oriented strictly towards

the commercial music field might be impaneled. Such an

approach might reveal a significant variation on the re-

sults attained in the present study.

Due to the fact that the music industry is a highly

competitive field with very limited opportunities even for
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the exceptionally talented, the ability to perform accurate-

ly in a variety of idioms represents not only a definiite

asset in terms of performance opportunities, but can become

a broadening and enriching factor as well. In displaying

more awareness of commercial styles the voice teacher can

furnish the voice student with concepts and techniques which

would allow him to avoid harmful vocal practices. Thus pre-

pared, the aspiring singer is better equipped to confront

the crippling demands and abusive scheduling typical of

professional performing situations. By adopting good vocal

habits and a reliable vocal technique, the competent singer

should also achieve some semblance of vocal and profession-

al longevity. Strict adherence to traditionally classical

approaches to the exclusion of the many other resources of

vocal expression ignores the demand on the part of many

aspiring vocalists for programs which address themselves to

the pragmatic aspects of a professional career. Though the

aesthetic considerations in singing should not be ignored,

the refusal on the part of teachers to consider the commer-

cial vocal styles altogether encourages aspiring singers

to avoid consulting competent teachers and frequently places

them at the mercy of charlatans. The consequent loss to

both the individual vocalist and the music profession is

inevitably high.

This study is therefore an attempt to initiate syste-

matic analysis of commercial vocal approaches, with
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attention devoted to the exigencies of vocal hygiene and

practices which would promote professional longevity. It

is hoped that it will encourage more investigation into

the potentials in this area, thereby elevating the stan-

dards in commercial singing and broadening the scope of

the strictly classical vocalists as well.



APPENDIX A

GLOSSARY OF TERMS

The following is a list of musical expressions and

terminology commonly used in discussing commercial singing.

The articulations are taken predominantly from two sources:

Kirby Shaw's Vocal Jazz Style and The Standardization of

Stage Band Articulations worksheet from Stan Kenton Clinics

which has been distributed by the National Association of

Jazz Educators. While articulation marks are occasionally

found below the note, they are most frequently made above

the note, and it is this style that is employed here.

For other expressions, sources include the glossaries

found in Henry Pleasants' The Great American Popular Sing-

ers, and William Vennard's Singing: The Mechanism and the

Technique, respectively.
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GLOSSARY OF TERMS

1. Appogiatura--A note inserted between two other
notes to assist, support, or give emphasis
and/or elegance to a melodic or harmonic
progression.

2. Ascending Glissando--A slide between two pitches.
The extent can be long or short, depending

upon the interval between pitches. The long
glissando is rarely used in Pop; it is used
in Jazz and Rock for effect. Also called
glide or portamento.

3. Ascending Smear--Also called a SLUR. In Jazz, is
performed in a more precise fashion and more
slowly. Found most frequently in blues sing-
ing. In Pop, the slur is shorter and more
intense. Frequently, it is used to bring the
abdominal muscles into play and to initiate

an intensity or diaphragmatic 
vibrato.

4. Ascending Smear/Fall Off--Often, both these artic-
ulations go together at the ends of phrases
to produce a more aggressive sound, particu-
larly in Rock. In Jazz, the figure is more
precise.

5. Back Phasing--Phrasing behind the beat, with late
entrances; designed to promote tension.

6. Belting--A kind of shouting, using only chest
voice even through the passage. In supported
belting, a flexing of the stomach muscles ex-
pels the tone with a minimum of action in the

throat. Also called diaphragmatic articula-
tion.

7. Bending the Note--Manipulating the pitch of a sus-

tained note, allowing it to dip below the
pitch to promote tension.

8. Chest Voice--Lower range of the voice where the
physical sensation is one of resonance in the

chest; generally the area of the speaking
range.
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9. Covering the Tone--The act of yawning or slightly
rounding the lips to produce a darker, deeper
tone; also used to negotiate the passage.

10. Darkening the Tone--A form of vowel modification
intended to promote a richer, fuller tone.

11. Descending Glissando--Downward slide between two

notes. Again, length depends upon the inter-
val between the two notes.

12. Descending Smear--Used mostly in Blues singing, as

sung by singers to produce a languorous effect.

13. Diaphragmatic Vibrato--Vibrato originates from the
breathing muscles and results form puffs of
air which causes fluctuation in tone (an ampli-

tude modulation or intensity vibrato). Same
vibrato used by wind players in classical music.

14. Doit--Used mostly in instrumental Jazz or when
imitating instruments. It is an aggressive
ascending slide from one to five steps. It is
heard mostly in Jazz, but occasionally in
Country singing.

15. Fall or Fall Off--In Jazz is performed in a more
crisp fashion; in Pop or Rock the treatment
is more relaxed ana does not call attention

to itself. It is used mainly at the ends of
phrases, and as the term implies, is a fall
from a note.

16. Falsetto--Literally "false voice;" the upper,
lightest part of the voice range. There is
some disagreement about the use of the term
"falsetto" as applied to female voices. Some
pedagogists use it as a synonym for "head
voice." Others use the term to refer to the

"whistle tone" or extension beyond the female
head voice such as C above "High C."

17. Flip--Very stylized Jazz figure. Sometimes used

for a "cute" effect. Is performed by sound-
ing the first note and maintairuing pitch
until just before the second pitch (note).
The highest point and the second note of this
figure are accented.
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18. FullVoice--Complete use of the voice without re-
resorting to a lighter approach, even through
the passage.

19. Ghost Tone- -The suggestion of a note without
actually being sounded; frequently used with
a melody that moves chromatically, or when
making an octave leap before sounding the
next melody note.

20. Growl--Also called "scraping'' the voice. A
rough, gutteral sound much like the sound
made by a child imitating a truck or car.

21. Head Voice--Upper range of the voice where the
physical sensation is that the tone resonates
in the head.

22. Horizontal Accent--Stress or accent on .a note that
is not on a strong beat. Mostly found in Jazz
or in passages with much syncopation. In cer-
tain contexts, used when the beat is to be an-
ticipated.

23. Interpolated Tone--A sudden break in the voice
within the duration of a single tone. Similar
to a vocal "cry."

24. Intonation Tones--Sounds that are continuously
changing pitch within the compass of a tone.

25. Jump Phrasing--Phrasing ahead of the beat, fre-
quently anticipating the downbeat.

26. Legato--Smooth approach to singing, with notes
connected.

27. Melisma--A series of notes sung on one syllable
or word.

28. Mordent--A fast, light shake on upper or lower
note from the melody note.

29. Passage or Passagio--The passageway between head
and chest ranges.

30. Pitch Vibrato--Fluctuation in pitch during a sus-
tained tone.
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31. Plop--A quick slide down to a given note from a
large interval above. Both the notes are
accented, and the second quickly follows the
first, the first note acting as an anticipatory
note. Most common in Jazz, although sometimes
heard in Pop, but performed more casually.

32. Portamento--Glide from one note to another. Lit-

erally, to carry the note to the next one.

33. Riff--Two or four-bar phrase that is repeated.

34. Rubato--Literally, to steal time. Free-phrasing,
yet must remain within confines of established
tempo.

35. Scat Singing--To improvise with nonsense syllables;
often imitation of instrumental sounds.

36. Shake (Jazz)--Performed by sounding the inflected
note and quickly beginning a fairly fast and
even movement between the written pitch and a
higher pitch, much like a trill in classical
music except that it is between two precise
pitches. The extent of the shake is generally
between a Major 2nd and a Perf. 4th. Very
rarely found other than in the Jazz idiom.

37. Slur--To glide into a note from below; used to
activate diaphragmatic vibrato.

38. Spinning the Tone--Achieving tension by a slight
crescendo on a sustained tone so that it gives
the illusion of gravitating forward rather
than remaining stagnant.

39. Staccato--Detached approach to singing; a staccato
accent is used to indicate the short, clipped
approach.

40. Tenuto--Used to indicate that the note is to be
held for its full value. Often used to con-
trast passages where the musical line is short

A and clipped.

41. Vertical Accent--Stress or accent that is on the
beat.
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42.. Vibrato--Fluctuations in pitch and in amplitude
during the duration of a tone.

43. Vocal Break--A short yodeling sound when in the
area of the voice called the "passage"- -also
known as the'"vocal cry." In classical singing,
called the "wolf tone."



APPENDIX B

INSTRUCTION SHEET

First of all, let me thank you again for consenting

to assist me in my thesis project. Your contributions of

time and energy during this busy period are greatly

appreciated.

The title of my thesis is THE DEVELOPMENT AND EVALUA-

TION OF A GUIDE FOR TEACHING SELECTED ELEMENTS OF COMMER-

CIAL SINGING. The evaluation process in which you are

participating involves determing whether vocal coaching

that utilizes the major concepts presented in the commer-

cial guide can be effective in communicating the salient

aspects of the commercial singing styles.

Directions

On the cassette (Side A), you will hear twenty vocal

renditions of an original melody entitled "Sunshine." The

vocalists selected represent varying levels of vocal back-

ground and experience ranging from master-level voice stu-

dents to individuals who have had virtually no singing

experience whatsoever. NONE of the singers had ever had

previous exposure to coaching in the commercial vocal

styles save for the two half-hour sessions conducted for

this study. Kindly keep this in mind when evaluating the

performances.
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The performances will be evaluated on a scale of one

to seven, using the following criteria:

(1) Vocal Projection and- Energy Level: The vocalists
should sing effortlessly, taking into consider-
ation the microphone and amplification. The
idea is to allow the microphone to work for
them, thus avoiding needless vocal exertion.

(2) Timbre: Female singers should not use sweet head
voice exclusively, but employ some chest voice
without strain. Generally, the vocal approach
in Pop singing takes its departure from speech.

(3) Phrasing: The phrasing should not be stiff and
awkward, adhering slavisly to the written page.
The element of phrasing presents an opportunity
for inventiveness and effective communication
of the lyrics. Breathing places should not be
obvious and audible.

(4) Diction: The lyrics should be easy to understand.
Pronunciation should be forward and clear, yet
unaffected. The vocalist can dwell on certain
voiced consonants. Unvoiced consonants though
not to be exaggerated, should be checked at the
ends of words.

(5) Vocal Production and Styling: The singers need
not perform the melody literally (as it was pur-
posely written to be "square") but can employ
some melodic variation. The vibrato is not as
obvious as in classical singing, and is employed
chiefly to color a tone. The vocal approach
should complement the musical style selected,
whether it be Swing, Bossa-Nova, or Ballad.
Intonation should be accurate as well as rhythm.
Stylistic devices such as falls, dips, and mel-
ismas can be employed for variety.

I will personally collect the evaluation sheets and

other materials sometime on Monday. You will be contacted

by phone before I arrive. Please feel free to telephone

on Sunday (I will be out of town until then) if there are

any questions. The number is 382-1116. Thanks again.
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EVALUATION SHEET

Please circle the appropriate number corresponding to your
evaluation of performance.

0 4J1
U)
CH

0 0 0

(1) 1 2 3 4 5 6 7

(2) 1 2 3 4 5 6 7

(3) 1 2 3 4 5 6 7

(4) 1 2 3 4 5 6 7

(5) 1 2 3 4 5 6 7

(6) 1 2 3 4 5 6 7

(7) 1 2 3 4 5 6 7

(8) 1 2 3 4 5 6 7

(9) 1 2 3 4 5 6 7

(10) 1 2 3 4 5 6 7

(10) 1 2 3 4 5 6 7

(12) 1 2 3 4 5 6 7

(13) 1 2 3 4 5 6 7

(14) 1 2 3 4 5 6 7

(15) 1 2 3 4 5 6 7

(16) 1 2 3 4 5 6 7

(17) 1 2 3 4 5 6 7

(18) 1 2 3 4 5 6 7

(19) 1 2 3 4 5 6 7

(20) 1 2 3 4 5 6 7
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APPENDIX C

QUESTIONNAIRE ISSUED TO SUBJECTS

How many years of vocal study have you had, if any?

List any experiences you may have had singing in public.

List any instruments that you play.

Circle the appropriate response.

Do you feel that you benefitted 9 0

from this study YES NO NO RESPONSE

Do you feel that your singing had & 0 3

improved by the second taping? YES NO NO RESPONSE

Which element in commercial singing do you feel that 
you

learned the most about (circle one)

(a)

(d)
Ce)

Projection and Energy Level (3)
Timbre and Vocal Register for Pop (3)

Styling (Vibrato and Melodic Variation)'

Diction (3)
Phrasing (0)

(1)

Which element do you feel that you learned the 
least

about?

(a)
(b)'
(c)
(d)
(e)

Projection and Energy Level (0)
Timbre and Vocal Register for Pop (5)

Styling (Vibrato' and Melodic Variation) (2)

Diction.. ()
Phrasing (2)
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Which statement most accurately describes your general
attitudes towards commercial singing?

(1) I'm not at all interested in commercial singing. (0)
(2) It's interesting, but I don't care to get involved

with it. (1)
(3) It's interesting and I'd like to learn more about

it. (9)

Would you recommend this type of 10 0
study to someone else? YES NO



APPENDIX D

COMMERCIAL SINGING GUIDE

Introduction

The purpose of this guide is to provide the voice stu-

dent or teacher with insight into the elements of style

and vocal production inherent in commercial singing. As

discussed in Chapter III, some aspects of commercial sing-

ing differ significantly from classical singing. These

salient distinctions have been organized into five basic

musical elements: Projection and Energy Level, Timbre,

Phrasing, Diction, and Tone Production and Styling.

An original melody (Appendix B) has been arranged

and recorded to illustrate vocal examples that apply to

the musical element under discussion. On the accompanying

cassette, the melody will be treated initially as it would

be sung in a strictly classical rendition. Next, the ele-

ments contributing to a commercial sound will be applied, in

sequence, to demonstrate how each element incorporates it-

self into the commercial style. Finally, the song excerpt

will be treated idiomatically, that is, with renditions dis-

playing stylistic features inherent in the Swing, Bossa-Nova,

Country, and traditional ballad styles. These styles will
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be discussed as to the vocal technique and delivery that

characterizes their sound.

Application of the suggestions and techniques pre-

sented in this guide should enable the aspiring commer-

cial singer to develop an attractive and personalized

popular vocal style.

Projection and Energy Level

Projection

The most important consideration in learning the art

of commercial singing is that "vocal production with the

best popular singers proceeds naturally from speech" (10,

p. 44). The microphone contributes to this approach by

amplifying the vocal sound. Thus, you need not be con-

cerned with the necessity of projecting your voice to

your listeners. Rather, you are free to concentrate on

conveying the essential mood and lyrics of a song.

The reduced need to project represents a difficult

concept for those of you who are classically trained

singers and whose technique is traditionally directed

towards achieving a maximum of projection capacity. Never-

theless, if you maintain this high level of intensity, you

undermine the purpose of the microphone as well as promote

unnecessary exertion. Focus your attention, therefore, on

the musical elements and the lyrical message implicit in the
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tune you are singing, This approach can liberate you from

the tension and constraints that result from inhibitions

and lack of confidence (4, p. 16).

Despite the fact that the exigencies of projection

are not a primary concern, you must not ignore the impor-

tance of producing vocal sounds that are open, easy, and

free from tension. If your speech patterns are incorrect,

they will also manifest themselves in the sung tone (3, p.

6). Therefore, you must "be conscious of good speech

habits, because clearly articulated speech readily leads

to clearly articulated singing. In short, singing and

speech emanate from the same source" (5, p. 12). In addi-

tion, the conditions of good posture must be maintained.

Without dwelling upon the mechanistic aspects of vocal

production, you should be aware, nonetheless, of the condi-

tions of good posture and how it can contribute to freedom

and fullness of tones.

Posture

"The correct posture for singing is characterized by

balance and poise. Body muscles must be resilient, neither

rigid nor flaccid. . . . A good posture for singing

closely resembles that for dancing, diving, or boxing" (16,

p. 44),

Briefly, conditions that contribute to good posture

include:
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1. The body is aligned, "head erect, chest high,

pelvis tipped, so that the tail is tucked in" (17, p. 17).

2. The position of the head should allow the jaw to

be free, not pulled back into the throat (17, p. 17).

3. The chest should be high (never caved in) with the

shoulders back, but relaxed and comfortable (never

hunched).

4. Avoid a stance where the abdomen sags or the rear

end is sticking out.

5. The body should display an aura of controlled

energy or what dancers refer to as "motion in place."

Your posture should never be stagnant or stiff.

6. Since in most instances the commercial singer

need not remain stationary and is allowed to hold the

microphone, your hands and feet should not present a

problem. However, be aware of tension in any part of

your body, for inevitably, it will manifest itself in

your singing tone.

Good posture that is "comfortably erect" (5, p. 131)

frees the singing tone and prevents physical tension from

interfering with production of the tone. Thus, it facil-

itates the attainment of natural voice production and

enhances both vocal and physical stamina.
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Microphone Technique

Essentially, Pop singing hinges on a microphone tech-

nique. The assistance provided by the microphone has re-

sulted in stylistic elements which have evolved as the art

of Pop singing developed through the years. Therefore, it

is important that you familiarize yourself with the ways

that the microphone can assist you in the communication

of a song.

Projection.--Because projection is not a major concern

for commercial singers, you can convey a relaxed, conversa-

tional approach to a song. Treat the lyrics as you would

when speaking them.

Forward production. --The microphone will pick up the

forward consonants and other sounds that you produce. There-

fore, shape them in a forward position, in the mouth and

lips.

Diction.--Be subtle in the pronunciation of words. A

consciousness of the lyrics you are singing inevitably

contributes to their intelligibility. You will find that

this awareness of words and their inherent sonorities will

assist you in developing good phrasing. (Special diction

effects will be discussed later in this chapter.)
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Timbre.--Due to the microphone, you have a lot of

timbre possibilities at your disposal. You can be

breathy, if the lyrics call for it. You can also use

special vocal effects, such as brightening or darkening

your sound, if this would enhance your rendition. Explore

all the resources of your sound system so that you can

find a balance that best complements your natural vocal

sound. Reverb is also helpful in promoting the "big"

sound while requiring a minimum of vocal exertion. As

will be explained later in this chapter, successful belt-

ing that is not harmful to the voice will depend on the

illusion of exertion that both the microphone and its

adjustment can create.

Mechanical considerations. --Your first experience in

handling a microphone can become somewhat disconcerting

as you hear your voice coming back at you "loud and

clear." Therefore, it is a good idea to acquaint yourself

with the mechanical properties of the microphone and how

it can best assist you in projecting your "best voice."

Here are some guidelines for handling the microphone.

1. Intensity: Set the volume so that you can use

your normal speaking voice. "The attempt to sing in any

uncomfortable volume means strain, loss of tonal quality

and ease, and--worst of all--loss of vitality" (6, p. 188).
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2. Volume: Move in and out of the microphone for

changes in volume. Although this can sometimes be ar-

ranged by the engineer (if one is controlling volume and

balance of the system), it is good to be aware of volume

changes and their effect on the microphone. One of the

most strident sounds is one in which the inexperienced

vocalist is singing loudly into the mike that fuzzes as

a result.

3. Style: Be subtle while utilizing the mike (5,

p. 87). The microphone is a sensitive ear that amplifies

everything a singer does. Therefore, exaggerated diction

or a singing technique that blasts away negates the

advantages the microphone affords. Keep the dynamic level

at a relatively low range, allowing a lot in reserve if

you intend to build to a climactic ending.

4. Consonants: Be careful with explosive consonants

("?p,"! "b," "t," and "k") so that the microphone does not

"1pop." Once again, subtlety is the key. Some mikes carry

a "sock" or cover over the head so that popping sounds and

other extra-musical noises are reduced. Use one if this

is a problem.

Kinds of microphones.--Know as much as possible about

the characteristics of the mike you are using. A micro-

phone can be either uni-directional (receiving from one

direction), or low-impedence undirectional (receiving
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from all directions). The uni-directional mike retards

bleed from outside sources but it also receives only with-

in an invisible cone and the sound source must be within

that cone to be heard,as shown in Figure 1 (1, p. 77).

Fig. 1--The invisible cone within which the uni-
directional microphone receives sound output.

Microphone feedback. --Feedback occurs when sound comes

out of the speakers and back through the microphones. It

is irritating to your fellow musicians and to your.audience

as well. Causes of feedback include:

1. Speakers positioned behind the mikes. If possible,

speakers should be placed in front of the microphones.

However, be certain you have a monitor so that you can hear

yourself. This is vital if you are to avoid pushing your-

self vocally while trying to hear your voice. This aspect

will be elaborated upon later in this chapter.

2. Gripping the microphone too close to its face.

Hold it by the slender part. For appearance sake, it is
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also a good idea to handle a part of the microphone cable

so that you don't get entangled in it while moving on

stage. It also helps you find something to do with your

free hand if it feels awkward.

3. Volume controls set too high, or too much treble

or reverb. Strive to achieve a balance -between reverb,

bass, and treble for a full sound.

4. Pointing the mike toward the amplifier. This is

the mark of a true amateur. Be aware of your positioning

at all times.

5. Dipping the microphone toward the audience. (See

above.)

Testing the microphone.--1Many singers improperly,

handle the microphone while testing it. Here are some

suggestions:

1. Do not blow into the microphone. This has a

tendency to damage the sensitive crystals within the

head,

2. Do not tap the cover. This also damages the

mike crystals.

3. A simple spoken "mike test" or singing a short

passage should be sufficient to set levels.

Remember, the microphone, when used properly, "is

the singer's best friend" (6, p. 184). It behooves you
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as an aspiring singer to expose yourself to opportunities

to experiment with it.

Suggested Activities

In order to get used to your voice and its natural,

characteristics, sing as often as possible. Sing in your

home and in your car, or anywhere that you can achieve a

measure of privacy. Sing the songs that you enjoy and

feel comfortable with. In the process, you will get ac-

quainted with your voice and its unique characteristics.

You will also acquire more vocal control and less self-

consciousness. As simplistic as it may sound, these two

factors are the most important hurdles to overcome in

learning to sing--lack of familiarity with your voice and

the resultant inhibitions. Sing, and if possible, expose

yourself to as much microphone experience as you are able.

Eventually, singing will feel as comfortable as speaking,

and at this stage you will have made a giant leap towards

becoming a skillful and communicative singer.

Listening Suggestions

Listen critically to other singers. You can even try

to imitate some aspects of their styles that you consider

particularly attractive. Many successful singers initially

imitated their idols until they acquired assurance and

developed their individualized styles.
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Singers who display fine microphone technique include

Nancy Wilson, Frank Sinatra, Nat King Cole, and Barbra

Streisand.

T pog Rendition

In the first taped rendition of the song "Sunshine"

(refer to cassette), the vocalist treats it as it might

be approached by the opera singer: head tone, high volume

and intensity levels, a legato phrasing with periodic

vibrato, and strongly articulated consonants. The singer

adheres closely to the melody as it is written. When the

lighter microphone technique is introduced, and the other

elements are added sequentially, the song will reflect

more of the qualities of commercial singing.

Timbre

Now that you are aware that Pop singing departs from

speech, the next step is to discover what register (part

of your voice) to sing in and what range makes maximum use

of the inherent qualities of your voice.

Register

The female voice.--The female voice generally exhibits

a chest voice (the lower voice normally used for speaking

and the head voice (where the tone feels like it is reso-

nating in the head). The head voice is the part of the
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voice most frequently used in the context of opera, oper-

etta, and some musical comedy. However, "a by-product of

(singers') concern for enunciation and the privilege of

choosing congenial tonalities has been a lowering of pitch

especially in female voices" (10, p.. 44). According to

Earl Rogers,

If you listen to the popular music which inundates
our radio and TV sets you will hear most of the fe-
male voices singing in a range usually within the
tenth from "G" below middle "C" to the "B" above
middle "C" using chest voice throughout (11, p. 20).

Hence, the majority of distinguished commercial vocalists

perform in the chest or speaking range. It is in this

range that you must locate and sing also.

The chest voice is the lower and heavier part of the

singing voice. It is more than probably the voice you use

in speaking. This area of the voice is frequently unde-

veloped, particularly in classical singers, who rarely ex-

plore this section of their voice. They are even dis-

couraged to do so in some instances. Nevertheless, "this

is just as natural a part of the woman's voice" (16, p. 33)

and it also presents many advantages over exclusive use of

the head voice.

"The chest register adds power and projection to a

woman's voice that nothing else can" (16, p. 33). Further-

more, by exploring the resources of your entire range, par-

ticularly the chest range, you have more sounds at your
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disposal. Whereas the head voice traditionally connotes

the sweet, innocent and pristine, the chest voice can be-

come sensuous and earthy. The head voice, when filtered

through the microphone has a tendency to become focused

and sometimes piercing as it thins out. The chest voice,

on the other hand, is fuller and more individualized in

terms of timbre.

Range

Now that you have located that part of your range

that you will be using, the next step is to establish a

method for selecting keys that are most comfortable in your

voice. Except in rare cases, it should coincide with the

area of the voice that you use in speaking. (The rare

exceptions would involve those women that speak in their

head voice unwittingly, and may have never had the sensa-

tion of chest registration.) To discover this congenial

group of notes, Henderson offers these tips:

If you're a girl, start on your low note and sing
upward on sustained semitones (half-steps). You
will find that you reach a point where there are
one or two tones of poor quality which you can't
attack with certainty. This is the "break" or
"bridge" also labelled "passagio" meaning passage]
. . . The note just below your bridge is the upper
limit of your range (6, p. 39).

This area warrants a few words of caution. First of

all, even though you wish to use your lower range, you

should not get the sensation that you are pressing down on
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your larynx or "sitting on your vocal chords." This can

be harmful to the voice. Rather, you should feel comfor-

table in this singing range. The sensation should be that

you are barely doing much more than speaking.

Secondly, Henderson's point about staying away from

the "break" or "passagio" in your voice is well taken.

Jumping from one register to the other puts undue stress on

the voice. It is also dangerous to dwell on that area of

the voice, as it requires special attention in most cases.

Limit yourself initially to the chest voice exclusively.

Eventually you may be able to achieve an effective technique

to negotiate that bridge and mixing in head voice, as some

pop singers have done. However, it is best to avoid tamper-

ing with it for now.

One interesting aspect of commercial singing is that

the vocalist need not possess a wide range. Many singers,

including Billie Holiday, Bessie Smith, and Peggy Lee most

notably, possessed limited voice ranges. However, they com-

pensated by developing a personalized style that conveyed

the special essence of each song. Their interpretive abil-

ities camouflaged any limitations they may have had in terms

of vocal endowment. You can cultivate such qualities in

your vocal approach as well.
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Selection of Keys

An important element in making maximum use of a

limited range is to be able to recognize that part of your

voice that is most interesting, comfortable, and manage-

able. You should then make it a habit to sing in keys

that exploit this "choice" part of your voice. In effect,

never compromise a key. Singing a song in a key that is

not comfortable is not only potentially harmful vocally,

but you most certainly will not be projecting your best

sound while straining for notes! In these situations,

furthermore, you most probably would be unable to focus

your attention on the other important aspects of singing

such as intelligible diction, good phrasing, and style.

One of the major advantages a commercial singer boasts

over the classical singer is that he is allowed, in fact

encouraged, to transpose a key to accommodate the best

part of his range.

The popular singer wants an arrangement pitched
where his work with melody and text will not be
compromised by unseemly exertion. He wants to
talk, to phrase conversationally, easily, and in-
timately. He wants to tell you what is on his
mind or in his heart, not to show you what a great
voice he has, or what tremendous things he can do
with it, He chooses keys or tonalities according-
ly (10, p. 40)).

As you compile a song repertoire, it is essential that

you determine the most congenial key for each song. It is

also to your advantage to cultivate the ability to transpose
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songs (especially chord changes) from one key to another.

This is actually an elementary procedure but very bene-

ficial to you in alleviating the need to sing songs that

are not in your key.

The male voice.--The male singer does not have the

difficulties that a female singer has in discovering his

range. Males also sing in the same range that they speak

in, that is chest range. As in the instance of the female

vocalist, it is essential you choose a key that is most

congenial to your voice and its characteristics. You

should never compromise a key, that is, sing in a key that

is uncomfortable just to avoid the trouble of transposing.

Nor should you feel that a wide range is a necessity to

achieving success.

The ideal voice for popular male singers lies between

the baritone and tenor timbres. Regardless of your voice

type, however, the light vocal production employed in pop-

ular singing will aid you in acquiring the sound that you

desire.

Falsetto

In recent years, the falsetto voice has become increas-

ingly common in commercial music. The falsetto is the

light, upper part of a man's range that feels and sounds

like it is actually in the head. Some singers, such as the
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Bee-Gee's, tend to focus these tones in the facial mask

which gives them a distinctly nasal quality. Occasionally,

the term falsetto is also used to refer to the female head

voice. However, there is disagreement among vocal peda-

gogists concerning the use of this term.

Cultivation of the falsetto voice is an asset to the

contemporary male singer and you would do well to use this

timbre in your voice occasionally. Remember that to

achieve a good falsetto sound with minimum strain, the

vocal production must be light. "The reason one has the

sensation that falsetto is effortless is that the laryngeal

tension is so low, and one usually sings it softly" (17, p.

36). The voice should switch to falsetto naturally as a

result of the light production as you sing high, and should

be effortless. Listen to David Gates and the high number

of Country singers who use this sound in their song rendi-

tions to get some idea of when its use is appropriate.

Your effectiveness as a commercial singer can be en-

hanced by your ability to summon all the varieties of vocal

timbre at your disposal. Know your best singing range and

comfortable keys and stick with them. Your song renditions

will be more attractive when sung in a congenial key. In

addition, you will be able to maintain vocal longevity in

the process.
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Suggested Activities

1. Select a number of songs and try to determine

which key would make the most of your voice qualities.

Also attempt to transpose the chord changes of a song.

It can be a tremendous asset to you when confronted with

a situation where you are requested to sing a song that

is written in an uncomfortable key.

2. Experiment with different "sounds" or timbres in

your voice. Males should try to develop a "falsetto" tone

that is reliable and accurate in terms of pitch.

3. Continue singing whenever and wherever you can.

Be aware of the keys that are most comfortable for your

voice.

Listening Activities

1. Listen to Peggy Lee to determine how she is able

to "put over" a song while making use of limited range.

2. Listen to Ella Fitzgerald and the variety of

"sounds" she is able to achieve.

3. Listen to vocalists that have achieved good

falsetto sounds such as the Bee-Gees, Del Shannon, and

David Gates.

Taped Song Rendition

Note the switch to the chest range. Immediately, the

song assumes a more commercial sound. The lowered range,
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coupled with the understated microphone technique intro-

duced in the first hearing contribute to a more conversa-

tional and casual rendition.

Phrasing

Phrasing is joining the words and the tune together

in such a way that the meaning of the story becomes clearer

and more personal, more intimate (14, p. 30). Because your

singing forms its departure from speech in commercial sing-

ing, it should flow logically as if spoken. It is important

therefore that you understand the mood and the message that

the words and music are trying to convey. Ultimately, you

must be very familiar with your raw material, the tune.itself.

Before even casting a glance at the melody, your first

step should be to say the words aloud. Listen to how they

flow naturally and how the sonorities of individual words

blend. Ask yourself where the natural pauses are, what

words are important and deserve special emphasis, and what

words are difficult to enunciate. It is a good idea to

have the words "all but memorized. . . . Your mind must be

free of mechanical details if you are to concentrate on

your delivery-technique" (6, p. 47).

Now turn to the melody and examine it to extract the

same information: natural pauses, "peak" notes in the

melody, and notes that you have to substitute alternates

for because of range difficulties.
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At this point, you can put the two elements together.

Listen critically to determine how the melodic phrase and

the lyric phrase interact, "The end of the melodic phrase

comes where the trumpet player breathes. The end of the

lyric phrase comes when the conversationalist breathes"

(6, p. 50). Your primary concern is to make sense out of

the lyrics of a song, while adhering to the essential na-

ture and intrinsic characteristics of the melody. In in-

stances where "melodic and lyric phrases do not coincide,

the lyric phrase gets the preference" (6, p. 50). The

melody is more flexible than the lyrics and can be adjusted

rhythmically to accommodate the meaning of the words. In

this way, you can best convey the meaning of the song with

a minimum of tampering with structure.

In the last analysis, good phrasing is the synthesis

of words and music into a unified whole.

Breathing

One practice which will enable you to phrase in a

logical manner while breathing naturally is plotting

breathing ahead of time. By doing so, you avoid the ten-

sion that results from running out of breath and being

forced to take a breath within a word or other unmusical

place. It is essential that you know your breath capacity

so that you do not attempt a phrase which is unreasonable.
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The result is inevitably reflected in pitch inaccuracies

and poor tone quality.

Because you can accommodate phrasing to your breath

capacity and are not required to expend a lot of energy in

projection, it is not necessary to store up breath as in

classical singing. Rather, the focus is on breathing that

is natural and rhythmically attuned to the words. It is

in this way that planned breathing techniques are most

beneficial.

When you inhale to take a breath, the air intake

should be inaUdible. There is no need for grasping for

breath since the breathing places are plotted and should

provide plenty of time for quiet inhalation. Just as one

does not grasp for breath, nor run out of breath while

speaking naturally, there is no need to worry unduly about

breath capacity while singing in a casual, conversational

manner. Good posture, however, must be maintained. A

caved-in chest or slumped shoulders make good breathing

impossible and also tends to "strangle" the tone.

In musical phrasing, maintaining variety in phrase

lengths is a must. Your phrases should alternate between

being long and drawn out to being short and clipped, with.

other phrases forming a balance between the two. You can

thus adjust your breathing to the variety of phrase lengths

and vice versa.
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Good Breathing habits in commercial singing should

come naturally if you are conscious of the natural pauses

in the .lyric phrases, and your delivery is conversational

and free from tension,

Tempo and Pace

Establishing a comfortable and logical tempo is piv-

otal to the successful communication of a song. The tempo

should be one that complements the mood of a song. A

bright and snappy tempo would imply a happy, energetic tune,

while slow and languid tempos would be in order for "bluesy"

or romantic songs. In setting a tempo, it is also necessary

to keep in mind the considerations of clear diction, your

vocal control and innate sense of rhythm before embarking

upon a tempo that lies beyond your musical capabilities.

The inherent rhythmic "feel" of a song is also an

important component to the phrasing of a song. The drummer

in your rhythm section will be the individual responsible

for establishing a "feel" that best suits the lyrics of a

song. Nevertheless, if you are able to accurately describe

the "feel" that you desire, the drummer will be better

able to set the correct style and tempo. The standard

styles and rhythmic feels include the following:

Straight quarter-note feel.--The common feel for

ballads, particularly the traditional ones.. "Here's That
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Rainy Day," "I Wish You Love," "Misty," and "Funny Valen-

tine" are all ballads that promote this feel.

Shuffle.--As the term implies, the rhythm seems to

shuffle along, the rhythmic figure being

This style is rather constraining to word treatment. A

classic shuffle is "Kansas City."

Eighth-note subdivided feel.--A common ballad feel,

with the eighth notes played on the "high-hat" or cymbal.

The accent is usually on the second and fourth beats. This

feel allows for much lyrical freedom. Examples include

"Masquerade" (as performed by George Benson) and "You Make

Me Feel Brand New."

Bassa-Nova. --Another subdivided eighth-note feel, but

at a faster tempo. The tempo must be fast enough not to

drag, but slow enough so that the words can be enunciated

properly. "Girl from Ipanema" and "The Shadow of Your

Smile" are classics in this genre.

Swing. --Song characterized by syncopated rhythm. A

singer must possess rhythmic accuracy to effectively per-

form in this style. Popular swing tunes include "Satin

Doll" and "Hello Dolly."

Samba.--Latin rhythm subdivided in sixteenth notes.

This style also demands good rhythmic sense. Examples
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included "Brazil" and "One-Note Samba."

Country shuffle.--Style of medium tempo with accents

on the second and fourth beats. "Your Cheatin Heart" and

"Release Me" are songs that display this feel.

Oom-pah feel.---Style of polkas and the "Cotton-Eyed

Joe." Can be rather constraining in terms of options for

lyrical treatment.

The majority of popular songs can be classified in one

of these categories. Be aware of the special feel that

characterizes each song, and be able to describe it to the

musicians in your rhythm section, particularly the drummer.

Avoid setting tempos that are too fast since they tend to

make the song sound like it's getting perfunctory treat-

ment. Tempos that are set too slow can diminish the impact

of a song. Ultimately, the best tempo and pace is one which

sets the song to its best advantage both lyrically and melod-

ically.

A device that promotes relaxation and complements the

mood of a song is the technique of "back-phrasing." "Back-

phrasing" involves delayed entrances and the tension

achieved by remaining behind the beat through ritards, high-

lighting an important word, or simply delaying or lingering

on a phrase for dramatic effect (6, p. 79). It contributes

to a "laid-back" feel in a song rendition. If a song is
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energetic and happy, these characteristics can be reflected

by "jump-phrasing" or staying ahead of the beat. Both

these effects must be used judiciously, however, so that

the song rendition does not become mannered or unrhythmic.

As will be discussed later in this chapter, there are

a host of vocal devices with which a singer can add variety

and interest to the endings of phrases. These elements are

within the realm of styling, however, and should be added

only after the other elements have been applied in order

to prevent a vocal rendition that is overstyled.

Remember that phrasing is the "wedding of the words

and music of a song" (6, p. 34). The ultimate objective

is to communicate the essential nature and uniqueness of

a song, with the melody and lyrics synthesized into a

unified whole.

As an aspiring singer, your objective is to acquire

the skills necessary to make phrasing more meaningful

and expressive for your listeners. Here is a stepwise pro-

cedure to aid in achieving your goal:

1. Read the lyrics aloud to elicit the superficial

as well as any subliminal meanings that may be implied.

2. Try to determine the pervading mood of a song as

it is reflected in the lyrics.

3. Continue saying the words aloud to discover their

musical and rhythmic flow as spoken, determining where

logical pauses and "peak" words are located.
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4. Notate breathing places that are logical to the

lyrical line.

5. Now look at the melody by itself to determine its

qualities, that is, "peak" notes, logical pauses, the

gravitation of the melodic line and the general mood.

6. Notate logical breathing places implicit in the

melodic line. Remember, in instances where the lyrical

phrase and the melodic phrase do not coincide, the lyrical

phrase takes precedence.

7. Now put both the melody and words together with

an ear directed towards how they complement each other.

8. Determine the best breathing place, keeping in

mind both melodic and lyrical considerations as well as

your own breath capacity.

9. Decide which tempo would best represent the mood

and style of the song. Keep in mind the requirements of

intelligible diction.

10. Check to see if there are any places where mel-

odic variation would enhance the overall tune. (Melodic

variation will be elaborated upon in the section "Tone

Production and Styling.")

11. Make sure that individual phrases have enough

variety in length.

12. Verify whether the rhythmic style employed is con-

sistent and enhances both the melody and the lyrics.
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Suggested Activities

1. Try to obtain a number of songsheets and examine

them in terms of melodic phrases and lyrical phrases. Try

to determine more than one possible way to express the

lyrics.

2. Consult two or three drummers that you respect

and discuss the subtle distinctions in approach to various

rhythmic styles. Also try to familiarize yourself with

the rhythms that have a tendency to drive forward, as

opposed to those that promote a relaxed feel.

3. Practice certain songs at various tempos to deter-

mine which ones tend to enhance the melody and song lyrics.

Listening Suggestions

1. Listen to renditions of a song by different vocal-

ists in order to distinguish between those who tend to

"back-phrase" and those who tend to "jump-phrase."

2. When listening to recordings, be aware of the

overall "feel" of the tune and how it is achieved. Focus

your attention on the drummer and his style.

3. When listening to singers, try to be aware of

their breathing. Is it obvious? Is their breath intake

audible? Is it consistent with the flow of the lyrics?
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Taped Song Rendition

Now that we have approached the tune in terms of micro-

phone technique and timbre, the next step is to determine

the approach to phrasing you wish to take. First of all, an

examination of the structure of the song is in order.

The form of the tune is sixteen bars which are broken

down into two sections. The A section has two parallel

phrases of four bars each. The B section, the bridge, has

a similar format with two four-bar phrases. The last

phrase differs only in the last measure to provide a reso-

lution to the song.

This format is a shortened version of the standard Pop

song, which normally has thirty-two bars. These thirty-two

bars are divided into four eight-bar segments, each one

being a complete melodic phrase in itself. The four eight-

bar phrases can be arranged in different patterns, the most

common being the A (beginning phrase) A (repeat) B (bridge)

A (reprise). Occasionally a song will follow an ABAB pat-

tern. This excerpt, judging from its opening measure,

would probably develop into an ABAB format. The overall

treatment of a song will be greatly influenced by its in-

herent structure.

In the song "Sunshine," we are presented with some in-

teresting challenges in terms of phrasing. As written, it

is very "square" both rhythmically and melodically.
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Therefore, it offers many possibilities regarding phrasing,

style, melodic variation, and approaches in tempo and

rhythm. There are some words that tend to be awkward, such

as "and" and "will," thus providing an opportunity for

modification. The repeated F in the melody ("always find")

also offers a chance to add some melodic variety to the

song. The rhythm as notated is very heavy and repetitious.

It is therefore up to the singer to summon all the musical

and interpretive powers at his disposal to bring life and

meaning to the song.

Three contrasting examples are presented on tape which

represent the singer's attempt to overcome the shortcomings

of the tune.

Example I.--In the first example, the singer elects to

use a "Swing" style in approaching the tune, rendering a

playful, teasing aspect to the song. The overall treatment

is energetic and articulated. Even though the notes are

"swung" the singer stays with the written notes in the first

eight bars, except in measure three (3) and seven (7).

There, a syncopated figure Y6jYI.LJ0
when your eyes meet mine

is substituted for the straight eighth notes. In the first

measure of the bridge, the rhythm is also altered to

Fib;YStich
some-how when the rain falls on our cloudy days.

Swing syncopation for "on our cloudy days" continues through
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the rest of the song. Note how in Swing, emphasis is

on rhythm and that the rhythmic articulations resemble

instrumental figures.

Example 2. --The second example is in the Bossa-Nova

style with a distinct eighth note subdivided feel. There

is much syncopation, though less accented than in the

Swing style. The first measure of phrases often begins on

the second half of the third beat and are treated as though

they were pick-ups to the following measure. Note how the

transitional words "and" and "will" are treated. The word

"will" is dwelled upon for three beats (or six subdivided

pulses) with the last phrase consisting of all eighth

notes:
sun-light will take the gray a-way

Example 3. --Notice the "laid-back" feel produced by

the back-phrasing technique. Tension is achieved by staying

behind the beat. The phrasing is conversational and casual.

However, for contrast, the climactic measures (nine and thir-

teen) that display the highest notes do receive more inten-

sity. The rendition is somewhat dull because the elements

of very clear diction (of the utmost importance, particular-

ly in. a low-key rendition) and style as well as any vocal

devices such as slurs, falls, and vibrato are yet to be

introduced.
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Thus we have reviewed three approaches to phrasing

that contrast significantly. Nevertheless, each one pre-

sents good phrasing techniques while maintaining individual

and distinctive qualities.

In his book How to Become a Successful Pop Singer,

Al Siegel has this to say about phrasing:

If you sing a song exactly as written in the sheet
music, that is, a separate word or a syllable for
each note, the song will sound childish or even
silly. When you read the music you will see that
printing it in this simple way is done for conven-
ience; it is a guide that should not be taken
literally (14, p. 30).

Thus the written song is just the raw-material or point

of departure for the creative singer. It is up to you to

give it life and meaning for your listeners.

Diction

"The exact communication of the lyrics of a song must

be clearly understood. The manner in which the singer

speaks the words as he sings largely determines his tone

quality, vocal timbre, and voice placement" (5, p. 158).

Therefore, diction is a very important element in effective

pop singing in terms of both tone production and styling.

Microphone Diction

As mentioned previously, diction will be effected by

the fact that the microphone's sensitivity will pick up the

slightest sounds. Therefore, you must strive to be subtle
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yet clear with your enunciation, A genuine desire on your

part to convey the message of a tune and consciousness of

each word contributes immeasurably to the intelligibility

of lyrics. A forward microphone production, that is, sound

focused in the mouth and lips means that these areas are

flexible to pronounce words effectively. A rounding of

the lips (normally referred to as "darkening") allows con-

sonants to project.

On the lower range a singer can afford to have more
lip and mouth movement because the soft palate is
not raised as high as when the voice functions in
the upper part of the range, and consequently, there
is less tension throughout the vocal musculature
(5, p. 126).

Simply stated, singing as if you were speaking should

be your guideline in achieving clear microphone enuncia-

tion.

Vowels

Stanton lists the ten principal vowels as follows:

00 as in FOOT AH as in POT UH as in PUTT

00 as in SOON AH as in SAT EE as in SEE

OH as in MOAN EH as in RED

AW as in LAWN IH as in SIT

"To sustain a syllable you must sustain the vowel

in that syllable" (6, p. 62). Since vowels are sustained,

with the consonants clicked only at the very last, it is

essential that vowel tones be pleasant to the ear. If
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the vowel that is sustained is an open, pure sound (such

as "ah," "oh," or "ooh"), the elongation presents no prob-

lem. If the sound is nasal or pinched however, it is best

to click the final consonant quickly or shorten the word

itself. Such a -procedure is especially practical at the

ends of phrases where most sustained tones occur. Further-

more, it offers an opportunity to add variety to your

phrase endings.

Diphthongs

A diphthong is a combination vowel such as found in

the words "buy" (ah-ee), "cow" (ah-oh), "laid" (ay-ee),

"soil" (aw-ee), "do" (ooh-wha), and "know" (oh-oo). It

consists of two sounds: The "sustained vowel" and the

vanishingg vowel." The sustained word "night," for example,

would have "ah" as the sustained vowel and "ee" as the

vanishing vowel. Together, they produce nah-eet. When

singing a sustained word in a song, the vowel sound should

focus on the "sustaining vowel" with the "vanishing vowel"

added on at the very end, just like a final consonant

would be treated. Beware of unnatural diphthongs that

are typical of some regional accents, for example, saying

"wail" instead of "well," and so on.
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Accents

Your diction should be conversational, although cer-

tain regions of the country do have speech patterns that

manifest themselves in an accent. The penetration of bits

of an accent into your singing is not necessarily bad,

though some sounds can become strident, particularly nasal

twangs. Therefore, avoid any tightness and unnatural vowel

sounds that would distract from the melodic flow and the

words that you are singing.

Consonants

In commercial singing, you do not want to exaggerate

the articulation of consonants but want to pronounce them

so that each word you are singing is readily understandable

to the listener. Your goal is also to formulate words so

that they flow logically within the phrase. If you are

singing with a forward production, focusing sound in your

mouth, the consonants will be ?"heard" by the microphone.

Thus, while being subtle you can also avoid affected dic-

tion.

While using forward production, make certain that

your mouth, lips, and teeth are flexible, not rigid. "The

lips should be free of tension, but they also should pro-

vide the final shaping of the consonant in order to clar-

ify the diction of most words" (5, p. 127).



146

Unvoiced Consonants

Unvoiced consonants (f, t, p, c, k, h, g, s, x) are

particularly helpful when f6und at the end of a phrase be-

cause they enable you to end the phrase gracefully. A

good practice is to pronounce them consciously and on the

beat. For the whispered, non-vocal group of consonants,

a little extra puff of air from the mouth (not from the

lungs) will bring them up for the mike (6, p. 69). This

technique adds a polish and style to your vocal rendition

in addition to maintaining your audience's attention be-

cause of the presence it adds to your singing delivery.

Semi-vowels

"Consovowels" (3), "voiced consonants" (8), or "sus-

tained consonants" (2) are all terms to describe those

consonants that require some sound from the voice but they

also employ some friction or stoppage from the teeth, lips,

soft palate, tongue, or a combination of these. They in-

clude the letters "v," "Z," "l1," "m ," " n," "Hg," "ng," "th,"

"," "d," "j," "r," "w," and "wh." In most cases, these

consonants are sung through when they are within words in

a phrase. Occasionally, as initial consonants, they can

be prolonged slightly to achieve a warmth and intimacy to

the tone. For example, pronunciation of the phrase "I'm

in love" as "I'mmm innn llovve" provides a sensuousness

and intimacy that add to the communication of these
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sentiments (6, p. 64). Henderson suggests utilizing this

effect for moving from an uncomfortable vowel, leading into

a vowel (for example, "mmy own") or negotiating a difficult

gap between a high note and a low note (6, p. 65). These

devices can be very effective when they are used judicious-

ly and do not draw attention to themselves or become la-

bored.

The following are some capsulized guidelines on good

diction practices in commercial singing.

1. Try to keep sustained vowels pure and open. When

sustained notes have words that are nasal or bright attached

to them, immediately pronounce the following consonant or

clip the word.

2. Be aware of any regional accent that may bleed

into your pronunciation and cause it to be strident.

3. In the case of diphthongs, the sustained note

should dwell on the "sustaining vowel," with the "vanish-

ing vowel" appearing at the very end of the word.

4. Avoid popping sounds when pronouncing explosive

consonants such as "p" or "b."

5. When treating unvoiced consonants.at the ends of

phrases, click them on the beat for polish.

6. In singing voiced consonants, sing through them

when they are within a word.
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7. For effect, linger occasionally on the consovowel

(voiced consonant) of a word that you wish to add warmth

and intimacy to, for example, the phrase "I Illove you."

8. "Sustain only those syllables that are conversa-

tionally accented" (6, p. 64).

9. "Don't exaggerate the sibilants ("s," "x," "sh,"

and "z") to the extent that they cause the microphone to

hiss, mushsh, or buzz" (6, p. 69).

10. Some initial consonants need stress to be picked

up by the microphone. These include "f," "h," "p," and

"th." Be certain that enough air is projected from the

lips and teeth so that they are audible. On the other

hand, do not overdo projection which might cause the micro-

phone to pop or sound fuzzy.

11. Another device to add warmth is to enunciate

each consonant in a double-consonant word, for example,

"bless" or "glow."

12. In rhythm or Swing songs, well-articulated conso-

nants at the beginnings and ends of words can contribute

a rhythmic "bite" which is essential for these styles.

Suggested Activities

1. Examine a number of songs to detect possible

approaches in diction.

2. Practice forward pronunciation with the mouth,

lips, and teeth. The sound should feel like it is
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emanating from the mouth and formed there. Practice sing-

ing a song in this manner with a microphone.

3. Practice various consonants with the microphone

to determine if you might have some popping sounds or

hissing "s's.11

Listening Suggestions

Listen to artists like Nat King, Cole, Nancy Wilson,

and Sarah Vaughan to get an idea of good diction tech-

niques. Also be aware of other singers who may not have

clear enunciation and try to determine where they fail

in this respect.

Taped Example

Example l.--In this Swing rendition, notice how con-

sonants are used percussively to promote a driving rhyth-

mic feel, such as in the first phrase with the words

"love," "sunshine," "eyes (note the glottal stop) and "meet

mine." Diction in this style must be crisp and accurate

rhythmically. Pronouncing the words forward in the mouth

contributes to a presence in the rendition.

Example 2.--Due to the relaxed atmosphere promoted in

this Bossa-Nova approach, the consonants are much more

subtly pronounced. The overall effect is one of implosion

rather than explosion of consonants. Notice the French ""
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on the word "love" (very forward, with the tongue extend-

ing to the sides of the teeth) to draw attention to the

word, but in a casual manner.

Example 3. --The overall approach to this ballad rendi-

tion is casual, conversational. The French " 1 " is used on

the word "love" but is lingered upon to a greater extent

than in Example Two. This contributes to a warm and lan-

guorous style. Note that in the diphthong of the word "sun-

shine," the vanishing vowel is at the very end of the dura-

tion of the note and released very subtly. A lingering

on the "sh" of "sunshine" and on the "'m" of the word "mine"

exudes warmth in the phrase. The "t" on the word "meet"

is barely pronounced, however, because this would tend to

make the diction sound unnatural and affected. On the

word "music," the "c" is not clicked heavily on the beat

(as it would in a Swing style) because this would be in-

consistent with the legato feel of the ballad. Listen

attentively to the excerpt to determine how the singer pro-

motes the atmosphere she wishes to convey and what other

devices she may use to attain it.

Tone Production and Styling

In utilizing the casual microphone technique, projec-

tion is not a major concern. Rather, a conversational

approach should serve as a point of departure when
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developing your personal commercial style. This is

especially true when dealing with older, more traditional

ballads. In addition, due to the fact that earlier pop

singing was oriented towards instrumental concepts, the

musical tones were shaped or, as described by Anderson,

"the singer played his voice" (1, p. 56). Thus an aware-

ness of tone manipulation is a valuable asset to the singer

who wishes to increase his repertoire of vocal sounds.

Shaping Tones

The device of "winding up" a sustained tone is employed

by a number of commercial singers. In this stylistic de-

vice, a straight tone is initiated and swelled slightly as

if it were "spinning" until it dissolves in vibrato. On

words of short duration, straight tones are often utilized

when promoting an especially intimate passage that is akin

to speech. Vocalists frequently employ such a low-keyed

approach at the beginning of a song in order to reserve

the elaborate styling and forceful singing for the climac-

tic passages or ending of the song. Regardless of whether

you are using vibrato or straight tone, it is important that

your singing tones be dynamic--always gravitating forward--

rather than sounding stagnant. You should also make use of

a variety of approaches and develop a wide range of sounds.

By doing so, you have that many more resources to summon
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when trying to express the gamut of emotions represented

in popular music literature.

Straight-Tone Singing

The vibrato is an important device in helping to shape

tones and in achieving a variety of sounds.. Some indi-

viduals, however, weld a style around straight-tone singing.

This technique can be difficult as it limits to some extent

your timbre possibilities. It also complicates the prob-

lem of ending sustained phrases gracefully. One definite

advantage, however, is that it presents increased options

for phrasing since the individual words are generally

clipped. An important point to keep in mind, in any case,

is that unless you can maintain a steady, unwavering

straight tone, which requires much vocal control and a

consistent breath flow, a word that is sustained on a

straight tone can be an uninteresting, even amateurish

sound, Accurate intonation is also a prerequisite to

using the straight tone style effectively. Latin vocal-

ists are generally adept straight-tone stylists, as exem-

plified by Astrid Gilberto and Flora Purim. By listening

to some of their recordings you can derive some idea of

what the straight-tone singing style entails.

Jazz choral groups frequently cultivate straight-tone

singing to accommodate the close harmony, to aid in
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achieving good blend, and to explore possibilities of

harmonics (I, p. 57). As a member of such an ensemble,

the ability to sing a consistent straight tone is a defi-

nite asset.

The use of straight-tone technique should be reserved

for softer vocal renditions or passages within a song.

"It is almost impossible to sing loudly without vibrato"

(17, p. 125) and such singing can become strident to the

listener as well as harmful to the vocal mechanism.

Therefore, you should try to develop a style of singing

that employs some vibrato in order to accommodate climac-

tic passages.

Vibrato

The vibrato is "a pulsation of pitch, usually accom-

panied with synchronous pulsations of loudness and timbre,

of such extent and rate as to give a pleasing flexibility,

tenderness, and richness to the tone" (12, p. 7). In the

history of commercial singing, virtually every distinguished

vocalist has exhibited some vibrato.

A number of vocal experts believe that vibrato appears

naturally if tone production is correct (17, p. 124).

Others are of the opinion that it must be manufactured.

Eventually, as you acquire assurance and solidify your sing-

ing technique, your voice should exhibit a natural vibrato.
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One way to acquire vibrato is by exercising the

"wound up" technique forementioned. As you sustain a

straight tone and crescendo it very slightly, a comfortable

vibrato should appear at the end of the tone as you let up

slightly. Some singers? voices begin assuming vibrato as

they sing up-tempo songs because of the articulation from

the breathing muscles (17, p. 125). The best approach is

to allow vibrato to appear as a natural consequence of

singing technique that is devoid of throat tension. It

takes time to develop such a technique, but once attained

it will be more reliable and attractive to the listener.

The predominating types of vibrato include the

following.

Twist vibrato. --This is a tiny, barely perceptible

shake at the end of a phrase. It has been heard occasion-

ally in jingle singing and used by some Jazz singers, al-

though in recent years it has come into infrequent usage.

Wound-up vibrato.--A vibrato that appears at the end

of a straight-tone that crescendos , slightly until it dis-

solves into the vibrato. It is similar to the slide vibrato

used by trombonists during a solo.

Diaphragmatic vibrato. --This term is somewhat of a

misnomer, as the diaphragm is an involuntary muscle and

cannot be manipulated. Nonetheless, the term continues
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to be used. It refers to the periodic vibrato that appears

to originate from the breathing muscles and closely re-

sembles the vibrato used by woodwind or brass instrumen-

talists. It results from puffs of air emitted by the

breathing muscles (19, p. 58). In the case of singers, it

is frequently preceded by a slur in order to precipitate

stomach action. The diaphragmatic vibrato is wider and

more even in oscillation than the other types of vibrato

and is generally present throughout the tone. It closely

resembles the type of vibrato heard in classical singing.

Jazz shake.--Not really vibrato but an instrumental

device sometimes used by Jazz vocalists. It is like a

trill but the voice alternates between two specific notes

that are usually from a Maj. 2nd to a Perf. 4th apart.

In commercial singing, the vibrato should not be

obtrusive but an element that contributes warmth to the

tone. The vibrato used by most noteworthy popular singers

complements their individual style and when properly used

does not draw attention to itself. It should be employed

to add expressiveness and variety to a vocal rendition.

Belting

Due to the advent of the amplified sounds of Rock and

Soul, singing styles have assumed an aggressive and
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projected quality in recent years. The crooning style

characteristic of the 30's, 40's, and 50's has been sup-

planted by a style hinging upon impact, intensity, and

volume. Thus,,vocal production itself has undergone a

transition during the last few years.

One formidable factor leading to this transformation

has been the emergence of belting as a dominant style.

Belting has almost totally replaced the shallow vocal pro-

duction that resulted from the invention of electronic

amplification. Today, regardless of the capacity for

microphone amplification, the contemporary singer uses a

technique that could project even without the services of

amplification (9, p. 60).

Essentially, healthy, supported belting which is least

harmful to the voice involves the flexing of the belt

muscles to expel the tone and give it a forceful, aggressive

sound quality. To experience this flexing of the "belt"

muscles, say "Hay" while allowing your tummy to bounce in-

ward. The sharp sound should resemble that used by the

military drill sergeant while cadencing his troops. Another

example of this belting is when the quarterback calls sig-

nals during football games (1, p. 57). When belting proper-

ly, the sound actually originates from the breathing mus-

cles and the throat is open. It is a technique used in
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classical singing when performing staccato or articulated

passages with roulades and other figures.

In order to facilitate articulation, many singers

slur into words (listen to Melissa Manchester's "Don't

Cry Out Loud" or Debby Boone in "You Light Up My Life").

The rendition of the song "Sunshine" also illustrates this

approach. Notice the slurs on the words "love," "sunshine,"

"when" and "mine" in the first phrase. Once again, this

articulation is most evident on sustained tones.

To attain flexibility in the "tummy area," a staccato

"ah" while articulating those muscles should familiarize

you with the sensation of good belting while strengthening

the area (17, p. 26). The majority of Soul singers demon-

strate the technique of belting, as well as an increasing

number of Country and Rock singers. Thus, you may find

yourself in the position of being required to perform

a song that necessitates aggressive articulation. Knowl-

edge and the utilization of careful belting techniques

will allow you to belt with no throat involvement. Such

technique is essential to the contemporary singer who

desires to maintain vocal longevity while performing in

the current style. An important aspect to remember is

that the microphone will help you to create the illusion

of vocal exertion, particularly with "reverb" on high.
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The puffs of air emitted from the flexed muscles will be

forceful enough for the microphone to project the sound.

A natural result of slurring into the tone during

supported belting is the diaphragmatic vibrato, that is,

puffs of air originating from the breathing muscles. It

is very similar to the vibrato produced by classical sing-

ing technique since the vocal production also originates

deeply in the breathing muscles.

Female vocalists must be especially careful to avoid

projecting the chest voice too high when belting. Strain-

ing can still result if a singer does not take care to

allow the stomach muscles to do the work rather than the

throat or tries to sing too high without switching to head

voice. The passagio is a particularly dangerous area to

negotiate while belting. It is best to avoid keys and

songs which require you to explore this part of your voice

consistently. If placed in a position where you are re-

quired to do so, it is advisable to do so only under the

supervision of an experienced teacher who can advise you

concerning vowel modification, head mix, and other devices

to alleviate strain on the vocal mechanism.

In belting, the most important consideration is to

achieve a maximum of voice projection with a minimum of

vocal exertion. Using the microphone effectively and
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flexing the stomach to expel a forceful tone are the two

most significant factors in contributing to this objective.

Melodic Variation

As touched upon earlier, melodic variation is a use-

ful tool to personalize your vocal rendition, add variety

to a song, accommodate your vocal range, or conceal your

inability to sustain a note (6, p. 83). An axiom to keep

in mind is that it is unwise to alter a melody without a

reason. You can manipulate the melody for effect, but it

must be accomplished logically and musically. Henderson

offers some invaluable pointers for modifying the melodic

line. Briefly, they include (6, p. 87):

1. The variation must belong and not be awkward.

2. It must not rob an approaching climax.

3. It must fit the contour of a melody as a whole

and fit the pattern.

4. Never alter a pivotal note in a song.

5. The variation must fit the mood of the song.

6. The melody notes that are substituted must not

clash with the harmony.

Melodic variation is a difficult aspect of developing

a style because musical good sense and experience are fac-

tors. You must not ignore intuition and personal reactions.

Yet, your approach must be logical. It is not always desir-

able to have every stylistic aspect of a song planned in
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advance, as this can contribute to a contrived sound.

Spontaneity and emotional sentiment must be allowed to

intervene occasionally. Ultimately, feeling a song can

go a long way towards achieving a moving and communicative

song rendition. There is no substitute for genuine emotion

in a song as long as it is not overdone.

When approaching a song for interpretation, consider

the overall theme or emotion it appears to convey. Consid-

eration of solely technical elements can result in a frag-

mented and over-analyzed vocal approach.

Vocal Devices

Closely related to enhancing the. melody with melodic

variation are the stylistic devices that you can employ to

add variety, expressiveness and energy to a song. These

devices are extremely useful in accentuating an important

word or musical note, preserving variety in a phrase and

in phrase endings, or helping to disguise notes that are

awkward in the voice range or that are difficult to pro-

nounce. They include vocal slurs, scoops, glides, ghost

notes and grace notes, accents, falls, and a host of

others. (See Glossary of Terms in Appendix A.) As is

true of other stylistic elements, effects such as vocal

devices must be applied judiciously or a song degenerates

into a series of affectations that detract from the overall

vocal rendition. They must be combined with the other



161

elements described so that they contribute to an artistic

presentation of.the essence of a song. In the words of

Charles Henderson (6, p. 149):

Style is the sum-total of everything you know and
are. It's your singing character, your vocal per-
sonality. Style, that distinction which sets you
apart from the herd, is the vocal expression of
theridealized YOU.

Suggested Activities

1. Practice the different types of vibrato on sus-

tained vowels. This exercise should be approached lightly,

for fun. Tape this experimentation, if possible, since

vibrato frequency and amplitude are difficult to accurately

censor.

2. Do staccato exercises to strengthen the belt

muscles.

3. Practice straight-tone singing. It is essential

that you sing no louder than you normally speak when using

this technique.

4. Attempt to perform tunes while making use of some

of the stylistic devices and melodic variation techniques

discussed in this chapter. Remember, these devices can be

very helpful in camouflaging difficult phrase endings

within a song.
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Listening Activities

1. Listen to various commercial vocalists while trying

to be aware of the melodic variation and vocal devices they

employ during their delivery.

2. Compare the vocal approaches of singers from the

30's and 40's with the contemporary vocalists in terms of

intensity, tone shaping, belting, and other aspects of tone

production.

Taped Song Rendition

Example I.--The Swing rendition now includes all the

elements of styling. Note the slurs on the words "love"

and "sun-shine." Notice that a narrow vibrato, much like

a "twist vibrato" is used on the words that are sustained

in the first phrase (". . . shine" and "mine"). As a

contrast, the parallel note in the consequent phrase ("mu-

sic") is treated with straight-tone, which the singer em-

broiders with a melisma and clicked "c" on the word "music,"

and a puff of air on the "d" of "find." These devices

serve to alleviate the awkwardness that would result if

the words were sustained on a strictly straight tone.

Note the dipping of the tone on the word "days" and the

melodic variation used for the final phrase. The rendi-

tion is concluded with a fall on the word "away," especially
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appropriate since it contributes to the energetic and

snappyp" quality of the overall song treatment.

Example 2. --The overall treatment in this Bassa-Nova

rendition is understated and devoid of many stylistic ele-

ments. Those that are employed are very subtle, such as

the tiny vibrato appearing on the words "falls," "days,"

and "will." A casual, predominantly straight-toned approach

is used which is soft and breathy. Hence, variety is fur-

nished chiefly through the rhythmic alteration and synco-

pation.

Example 3. --This ballad approach hinges on tone shap-

ing, melodic variation, and back phrasing. Tone shaping

is evident on the words "sunshine" and "day." Note the

melisma on the word "music" and other forms of melodic

variation, particularly the substituted notes in the bridge

and at the ends of phrases. The singer avoids the awkward-

ness of the rhythmic and melodic lines by back-phrasing

considerably. Frequently, in order to cope with the ex-

ceptionally slow tempo the entrances are made as late as

the third beat to prevent the plodding effect that would

result if performed literally. Intensity is introduced

when the melodic contour becomes higher in pitch, but it

is kept in balance with the understated passages. The dic-

tion is warm and displays many instances of prolonged
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consovowels. The overall effect is one of relaxation, with

forward diction contributing to a "presence" to the rendi-

tion.

Eml _4.--In this example, the belted approach is

demonstrated. Note the numerous slurs into sustained words

that culminate into a wide vibrato. The overall approach

is at a consistently higher dynamic level than in the

three previous examples. The style is less legato and

individual words are punched and detached from one another.

Example 5.--The treatment is essentially the same,

with vocal "breaks" or "cries" added to render a Country

flavor to the song. Once again the overall intensity

level is high, and both approaches complement the insis-

tent, driving beat of the rhythm section.

The sixteen-bar tune "Sunshine" has thus been treated

in five distinctly contrasting styles, testifying to the

variety of vocal approaches available to the commercial

vocalist.

Factors Contributing to Vocal Misuse and Abuse

The following conditions contribute to vocal abuse

and/or misuse and should be avoided by the singer who

wishes to attain any semblance of vocal longevity.

Poor vocal technique.--Tension, pushing the voice,

bad posture, and too much throat involvement in singing
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all betray a poor vocal technique which will inevitably

produce vocal problems. It is wise to consult both a

laryngologist and a voice teacher if singing becomes too

difficult and painful (7, p. 26).

Late, irregular hours and lack of sleep.--These fac-

tors, which are unavoidable in the music business, will

contribute to vocal tiredness. Try to get at least a rea-

sonable amount of sleep, or your voice will reflect your

erratic schedule (2, p. 105).

Inability to hear oneself.--As mentioned before, you

should always insist on a monitor to censor your singing.

If you are unable to hear yourself, you start pushing as

a reflex action. In addition, you can slip into bad vocal

habits and poor styling by not being able to hear what

you are doing. Position yourself where you can hear your-

self if a monitor is impossible to obtain during a per-

forming situation (8, p. 483).

Exposure to smoke.--Exposure to large quantities of

smoke and the resultant allergic reactions of some singers

tends to thicken the vocal cords and require more vocal

effort in singing. Hence the deepened voice of many night

club singers. Many singers unwittingly develop an allergy

to smoke (for example, Vicky Carr) compounding the problem.
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Allergy shots and the collective insistence on well-ven-

tilated rooms are about the only ways that singers can com-

bat this problem. Refuse to sing in improperly ventilated

rooms (2,. p. 96).

Over air-conditioned rooms and performance halls.--

Breathing in cold air has a tendency to dry the vocal

chords and make it difficult to sing. In addition, switch-

ing from hot to cold environments (as cited by Mel Thorme)

also effects the vocal mechanism. Try to keep the throat

lubricated to avoid a dry throat. Also take precautions

against catching cold from frequent temperature changes

(8, p. 484).

Alcohol.--Because of the night-club environment, it

is difficult for many singers not to indulge in alcoholic

beverages. However, alcohol thickens the vocal chords,

and combined with smoke inhalation represents a formid-

able threat to vocal health (2, pp. 96-97).

Uncomfortable songky.--As previously discussed, an

uncomfortable key can result in straining, pushing the

chest voice too high, and other bad vocal habits (18, p.

31). Avoid uncomfortable keys that lie in the area of

the "passagio" or passage between chest and head voice.
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Developing the ability to transpose a key can help alleviate

this problem.

Having to sing with laryngitis. --Because of the compet-

itive nature of the performing world, a singer is sometimes

placed in the position of having to perform in spite of

throat problems, which is very hazardous. If you must per-

form under these circumstances, maintain a very open, free

technique. It is advisable to refrain from taking any lo-

cal anesthetics if at all possible, sinceyoumight have a

tendency to become too reassured because of the lack of pain

and hence strain even more. The sensation of pain is a grim

reminder and can also tell you if you are maintaining a

sufficiently open technique. Performing too frequently

while undergoing throat problems can result in permanent

vocal harm (8, p. 488).

Having to sing for an inordinate length of time.--The

hazards implied in this instance are rather self-evident.

Insist on breaks and learn to pace yourself. Let the micro-

phone do most of the projecting of sound, not you (9, p.

56).

Having to communicate over the din of the band.--Use

sign language, rather than yelling over the band. Making

use of a small chalkboard can be very effective for communi-

cating keys, etc. (3, p. 50).
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APPENDIX F

LOCATION OF TAPED SONG RENDITIONS ON CASSETTE

The following is a listing of the taped song rendi-

tions referred to in the Commercial Guide. They are

located on Side Two of the accompanying cassette. Meter

readings are provided in order to facilitate locating the

vocal examples. These meter readings may vary according

to the type of machine used.

Meter

1. Classical approach to the melody . . . . . . . . 000

2. Rendition incorporating change of timbre
(chest range) and more understated micro-
phone technique......... ........... 016

3. Swing phrasing applied to melody . . . . . . . . 030

4. Bossa-Nova rendition . . . . . . . . . . . . . . 042

5. Ballad rendition... . . . . . . . . . . . . . 056

6. Swing rendition with attention given to diction 081

7. Bossa-Nova rendition incorporating diction . . . 093

8. Ballad rendition with diction considerations 104

9. Completely styled Swing rendition.. ... ... 128

10. Completely styled Bossa-Nova. ....... ... 140

11. Completely styled ballad rendition.... ... ..149

12. Belted approach .-..... .............. 170

13. Country approach . . . . . . . . . . . . . . . . 180

171



APPENDIX G

INTERVIEWS

Mel Torme Interview

1. Describe the beginnings of your singing career in
terms of singers who may have influenced your style,
or any formal training you may have had, instrumental
background, etc.

O.K. Never had any formal training of any kind in any
area of music in my life. The beginning of my career
started when I was four years old singing with a famous
orchestra of the day in Chicago, which is my hometown,
and I've never been out of the business since. So,
from the standpoint of the technical end of it, really
it's mainly self-taught, and it's listening.

The people who influenced me early on were Crosby,
Connie Boswell, Ethel Waters--I'm thinking of very
early, as a child. Those were among my main consider-
ations when I was very, very young, growing up. Those
were the people that I heard on the radio and that I
related to best. And the singers of that time sang at
various times with the Duke Ellington Orchestra--Ivey
Anderson is one of them--there are many, many singers
who influenced me. And they never changed, they never
stopped influencing me. It's just that as I grew up
I listened to more singers, so more singers influenced
me. The ones that originally influenced me never
stopped influencing me.

2. Do you feel that your singing is an extension of
speech--is it in your speaking range or in another part
of your voice?

It's absolutely an extension of speech. As a matter
of fact, I've written articles about singing in which
I say that singing is really just a softer way of talk-
ing really, and that I try to sing songs that are, let's
say conversational in lyrical content, so that when I
sing them, you could just as easily say them. I keep
away from fairly flowery lyrics, and I go for more
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basic lyrics that you can say without the music and
still not sound foolish or stupid saying them.

3. Do you consider your vocal approach as intellectually
oriented, or more spontaneous and brought about by
emotion?

It's, quite candidly, an amalgam of both. From the
standpoint of an intellectual orientation, as the
dissemination of the kind of lyrics you sing, so that
if you are about to separate the wheat from the chaff,
and really be careful about what songs you pick--songs
that have SOME redemptive lyrical content--there's the
intellectual approach.

As far as the spontaneous or contemporaneous approach,
that depends on what you sing and how you feel at the
time, 'cause I never sing any song the same way twice.
So that's the spontaneous end of what I do. It's
really sort of cut right down the middle.

4. How much vocal exertion is involved when you sing?

Very little. It's like a trumpet player who plays
properly. If you sing properly--now we're gettin
back to a question you asked me before, and you're
probably going to get ready to ask me again, but I'm
going to talk about it now.

You told me that some people say that you cannot
sing the popular song without ruining your voice.
That's hogwash! I don't care if the top professor
at your school says so, he doesn't know what he's
talking about. Because as one sings from the dia-
phragm and one sings properly, whether you're taught
or you're self-taught, as long as you do not sing
from the throat. You can sing with head tones or soft
tones, or you can sing from the diaphragm, and I sing
from the diaphragm. And with proper training (and I
would take training for this), I could probably sing
opera. I have enough power and strength in my dia-
phragm to sing opera--I'm not trained for it; I'm not
equipped to sing it. The point is that from the stand-
point of proper breathing and the proper use of the
voice, I could sing opera, as anyone could who sings,
again, from that source, the diaphragm source.
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5. Do you often, or ever, get laryngitis?

Sure! And anybody who says that they don't is lying.
Of course you get laryngitis.

I mainly get laryngitis not from over singing. I get
laryngitis from lack of sleep. In Vegas they talk
about "Vegas Throat." I have gone on all the programs
and have absolutely shot that to shreds and said,
"That's a lot of bunk." There's no such thing as
"Vegas Throat." What "Vegas Throat" is, is being up
all night playing, eighteen rounds of golf with two
hours of sleep, and thinking you can get away with
doing two shows and singing anywhere from ten to
twelve songs per show on two hours sleep. NOBODY CAN
DO IT! If I get eight hours sleep, I can sing vir-
tually for three or four hours, with no vocal strain
at all. So that, the only time I get laryngitis, as
I say,--either that or if you have an infection and
you have post nasal drip and it is dripping on your
chords, then you've got a natural laryngitic situa-
tion. Other than that, I don't believe in laryngitis.

6. Do you have different approaches to different style,
for example (as far as vocal technique is concerned),
Jazz, ballad, Swing, scat, Latin?

I don't think about that. I think the thing to do is
to not apply a style. Right away you're structured
by certain parameters. I don't like to do that. I
like to approach each song naturally and see what
comes out. There are certain ballads like "Sunny Gets
Blue" or "Round Midnight,"--those are Jazz, those are
Jazz-based ballads, so they lend themselves a little
more to extemporizing. There are certain ballads,
like "Feelings," that are rather standard Pop tunes
that should be sung rather, reasonably straight. So
it depends on the song.

7. Do you shape your tones, or think in terms of shaping,
especially when you're singing a sustained vocal line,
or do you think in terms of instrumental sounds? What
is your concept?

Mainly the concept is, always has been, instrumental.
I've always been likened to either a sax or a trombone,
and I do shape. I do purposely shape sounds, but they
are shaped again on the context of the song--I should
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say the content of the song musically--and incidentally,
not just musically. I shouldn't say that, because cer-
tain vowels that you pronounce that are coupled with a
musical note have a tendency to push you into a certain
type of forming of that note and that vowel. And I
find myself doing that, on occasion. Sometimes it's on
purpose; I do admit that. But there's nothing wrong in
that.

S. How long does it take for your ideas to solidify about
a song? Like, for instance, where you feel you want to
perform it, or you have more or less a concept in your
head about it?

First of all, I have an instant appraisal the very
first time I hear a song. I know whether it's singable
or not, whether I would like to sing it. The second
phase of it comes in, because I write all my own ar-
rangements. I have to make a value judgment as to
whether it's worth anywhere from seven to twelve to
fourteen hours to write an arrangement--will it have
lasting quality a la "Sunshine of My Life" or "Super-
star" or "What Are You Doing the Rest of Your Life."
I make those judgments when I decide that it is a song
that would have some mileage for me, And it's not
going to be a thing that's going to come and go. All
that time I spent writing it, and not alone writing
it, but having my copyist copy it, 'cause that also
costs money, then I decide if I'm going to do it in
my act or on a record or not.

9. What is your approach to your back-up band, and/or
rhythm section in terms of phrasing in relationship
to the rhythm the band is keeping, and also in terms
of the working relationship with them- -the rapport
you're trying to establish?

The rapport is the most important thing for me because
I do a lot of sillies in my act besides sing, and if
we're not having fun, if it gets to be too much work
or we've got even ONE dissident guy in the band, I
feel that whether it's hostility or whether it's apathy,
it really does become a problem. Those bands that I
work with who are almost, not almost but "TO A MAN"
cooperative and fun-loving and say "listen, what the
hell, this is just a popular song, this is not Gilbert
and Sullivan and it's not Victor Herbert, and it sure
the hell is not Shostakovich, it's just the popular
song." As long as we approach it from that end,



176

From the standpoint of what I demand from an orches-
tra, the prime and almost solitary demand is utter
professionalism. I don't care if a guy is not a great
musician, if he's trying, and he's really in their
trying and doing the best he can for me, I'd never get
on that guy, I'd never get on his case. But, I detest
good musicians who "dog it," and I have a reputation
for being a hard nose about guys like that, Because if
I go out with a laryngitis condition, or I haven't
slept--for whatever reason, I will give that audience
101 per cent, and by God the orchestra better too!
And that's the only thing I demand of an orchestra.
Then, we have a ball.

10. Is your attention focused on entertaining the audience,
or on being the best artistic singer, or both?

I think the most important thing is to entertain the
audience. If you can couple it, that's great. I try
to, sometimes I succeed, sometimes I don't. But I try
to. But I think that the main thing is people who come
in to see you. Now I'm not talking about funny hats,
or selling out and doing lousy music--but if you're
going to entertain them with what you've chosen to
entertain them, that is the highest accolade you can
get from the audience. If you've chosen your material
you enjoy doing it, it is, again, redemptive. It's
good, for whatever reason it's good, and they liked it.
So I think that's the most important thing. I think
the artistic aspect is kind of secondary because artis-
tically, you're really pleasing yourself, and a few
aficionados. But the average audience, I would say,
out of 500 people, if five know what you're doing,
that's a big percentage. If five people know what
you're trying to accomplish as a performer, and/or
singer, and/or musician, that's a very large percentage
unless you are playing a Jazz joint. If you're playing
a place where Jazz is prevalent, and the people who come
in there are oriented to Jazz, great! But a standard
place, like the Fairmont, here in Dallas, or the Fair-
mont in San.Francisco, or any of the places, theaters
in the round that I play, even concert dates, you're
dealing with a broad cross-section of people who are
really not very well programmed to the kind of music
you or I would sing to be what you might call, "fairly
artistic."
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11. How would you say your style and approach have changed,and how would you say that vocal styles and approaches
have changed through the years?

Well, listen, that's another TAPE. That's an hour. Let
me say it briefly.

My style has changed from the so-called "velvet fog"
days, when I was very whispery and a lot of head tones,
to a far more robust style, which is really the way Isang always, but people were saying -"Yea, but this is
in, and you've got a distinctive sound and this is"velvet fog stuff," so I went with it as long as I
could, but I finally got bored with it. I sing perfect-
ly natural.

As far as styles changing, all you have to do is to
listen to Frank Sinatra and listen to Mick Jagger. I
mean, that's the disparate end of the stick--the broad
swing of the pendulum. They've changed enormously,
but there are still people like Jack Jones around andSteve Lawrence, and some of the younger, even Neil
Sedaka, who's singing is a bit high for me, but he
sings very well . . . very good singer. There are
still some people around that I still like, I mean
that are current.

12. While you mention that, who do you think are, from the
professional standpoint and from the singing standpoint,
and even from the subjective standpoint, who do you
think are the strongest singers today, both male and
female?

Young people? Yes. David Gates, Fagan, with "Steely
Dan." David Clayton Thomas.

13. How about female?

Female? That's tougher. Janis Ian is a very good
singer--I don't like WHAT she sings, I don't like the.
content, those songs, that sort of sourful (correcting
himself) sorrowful songs (maybe they are sourful, I
don't know); but she's a good singer, she's a VERY
good singer.

like Joni Mitchell--I'm not a wild fan of hers, but
I like her, you know, she's good. Bonnie Franklin.
There are a few gals around that sing well--Irene Kral
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is excellent. Jackie Cain is the best--Jackie Cain
and Ella and Sarah, you know, I mean, the standard
people, they're marvelous! And that's not being emo-tive, they're great! That's all there is to it.

14. You don't see any young singer as being a new Ella, thenew Sarah, Streisand, and so forth?

Yea, there's one. I think she could really develop
into a really marvelous singer--Natalie Cole. I thinkthat she's really got the edge, as far as how she grew
up, who she listened to as a child, the father thatshe had, the musical genes of her father and mother,
I mean they're both musicians, you know, and the wayshe's singing now. I think she's marvelous and I
think she's just going to get better and better. She'sgoing to be great'!
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Marilyn May Interview

1. Describe the beginnings of your singing career in
terms of singers who may have influenced your style,
or any formal training you may have had, instrumental
background, etc.

I studied from a classical teacher, but basically she
felt that I had a talent for popular music, and gave
me exercises--breathing and vocal exercises that would
be more beneficial in the pop range, which is speak-
ing--chest range and into your head voice. I've got,
I guess, a low E up to G, A above high C--so all that
area, rather than from Middle C and up two octaves
there, is my particular range.

I taught, and I'm a firm believer in all the vocal
exercises for my students--just vowels and breathing
and intervals and intonation kinds of things.

2. How long did you study?

Oh, all through junior high and high school. As soon
as I finished high school, I didn't go to college, but
went right on the road, which I would not advocate. I
do think you've got to have an avocation besides sing-
ing. It's really nice to learn something else that you
can always fall back on. Most of my learning--so much
of my learning was done via teaching. The more youteach, the more you learn, because you get these won-
derful questions from your students. They ask, "Why
do you do that?" or How do you do that?" and all of a
sudden you have to figure out why or how you do that.
(Many times) you automatically do it--just your sense
tells you--your natural talent will tell you that you
do that. But when you figure out why you do it or how
you do it, then you think of even bigger and better
ways to present it to your students. You'll figure
out new and better methods for yourself in answering
their questions.

3. Do you feel that your singing is an extension of speech
--is it in your speaking range, or in another part of
your voice? How do you choose keys?
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If they're comfortable to me and within the range.
Also, if it's within a half-tone and there isn't abrilliant sound. One tune I do in D because D does
not have the brilliance and that half-tone is impor-
tant to get the brilliance out of "Send in the Clowns."I do a lot of things in a more brilliant key. The
sound is just. prettier and you'll get a muddier sound
within your voice even if it's a half-tone lower.

4. What do you do in terms of diction?

It's such a natural thing to me that--there again, the
lyrics are so important. I can't put up with a singer
when I don't understand the lyrics. I don't care how
great they sing, if I can't understand the lyrics Ijust turn them off. You do mouth, you really mouth
your words. How can you possibly get a story or athought across to an audience if they don't know what
you're saying? That's the one thing that all my re-
viewers and everyone talks about--the diction and the
fact that "you can understand what she's talking about."
It's terribly important and you work on that. It's so
natural to me now that I don't even think about it, but
I'm sure that in early days that it probably was some-
thing that I thought about. I just know that it's
terribly important that you understand the lyrics, and
you must mouth them. You just move your mouth. You
can't smile continually and worry about how beautiful
you look and pronounce the lyrics. And I think that
part of some singers' technique is that they just sim-
ply don't move their mouth and I'm sure they probably
look lovely doing it, but who cares.!

5. Do you often, or ever, get laryngitis? Do you have to
sing sometimes when your voice is tired or you're ex-
hausted?

Sure! You just sing over it. The thing is that you
have to rest. You've got to learn the discipline of
going to bed. I always take a nap--I'm an early riser
--I get up, but I've got to get back in bed or I can't
survive that night. And the nights that I don't, Ipay for it on second shows "cause I'm very hoarse.
And sometimes I'll have to sacrifice a high ending and
I'll have to do it an octave lower and try to make it
make sense, but I don't like to do that. So I've
learned that I must be disciplined about getting back
to bed and getting the nap because that's the best
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thing as far as rest is concerned. I work with a
vaporizer in most cities. I have one in my suitcase
now and I just have to carry it around. No medication,
I just keep the steam going. And Hall's lozenges--
live with Hall's.

6. What do you feel causes laryngitis?

Exhaustion. And bad breathing. When you don't breathe
correctly. You have to build breath behind your tones
because if there's not air pushing forward the tone--
that's the belting technique too that we were talking
about--if there isn't air to support that tone, then
you're back into your throat and your vocal chords and
you show the strain. The hoarseness will come.

7. How would you describe your microphone technique?

I think you. have to be very aware of where you build,
and use the mike--and I hold the mike a lot. But you
don't have to hold it, you can put it on the stand and
then you need to know when to back up. I think you
have to learn to listen to yourself. A lot of people
really don't listen and that's why their intonation is
not good. It's very important to me to sing in tune,
and there are so many singers who really don't. Their
intonation goes by the wayside because they haven't
learned that the ear and the mouth are connected.
And if they could disconnect the ear and the mouth, it
would be really neat because then they learn to really
listen to themselves. I know in working with people
that they don't listen to themselves. I have a monitor
on both sides of the stage. You absolutely have to
have a monitor. One of my contractual demands is two
monitors and sometimes three--my pianist has to have
a monitor on him so that he can hear what I do, because
my book is very piano-oriented. And of course, the
guitar is becoming so important because we're doing so
much contemporary material. I like to have a monitor
next to my drummer so that he can hear when I'm getting
soft and then he'll be able to tone down. I insist
that they accompany me. I'm not accompanying them!

8. Do you shape your tones, or think in terms of shaping,
especially when you're singing a sustained vocal line,
or do you think in terms of instrumental sounds? What
is your concept?
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I like the technique of straight tone that goes into
vibrato. It depends on what you're saying. Everything
that I do, even tone-wise is built around the lyric. I
build everything around a lyric, because there's a way
to present a word, and if you "start-tone" it has more
of a meaning than if you hit it with a vibrato. And if
you hold a tone, I think it's so much prettier to really
land on it and then go to your vibrato and develop the
tone if you want to hold it.

9. How do you negotiate your "passagio"?

I think that if you decide where you're going and not
worry about the transition . . . think about the end
result. Think about where you're going and work it out
smoothly up to that, rather than thinking about every
single note. Your transition comes .more smoothly if
you think about where you're going.

10. How long does it take for your ideas to solidify about
a song, for instance when you feel that you're in a
position to perform it, or do uou have more or less a
concept in your head about it?

I'm first concerned with what a song says. And then,
the melody-line has to be interesting, the changes are
nice. Also it's all in building the act. I just don't
find a tune and say "I want to -do that song because it's
a pretty song." If it fits with the rest of the mater-
ial . . . I'm very much into doing medleys . . . a whole
story. It used to be I just did a song because it was a
lovely song and we did an act of twelve songs. That's
no more for me.

11. What is your approach to your back-up band or rhythm
section, in terms of phrasing in relationship to the
beat the band is keeping, and also in terms of the
working relationship with them--the rapport you're
trying to establish?

I carry my pianist-conductor and I do a lot of "ad
lib." I do a lot of rubato material, and I dissect
from one thing to another- -from one bar to the next
I dissect, and I just force them to listen to the
lyric. They may get a beautiful progression as far
as the chords are concerned, but if it doesn't mean
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anything to what I'm saying, I'll say, "That's too much,"
and "Now, I want an arpeggio." And I always say, "Listen
to what I'm saying." You have to get into a tune to dis-
sect it really. The pianist, of course is really impor-
tant to me. And I move a lot and in the movement, they
can see whether I want the excitement to build or to
cool it. And if I'm cooling it, I like dynamics. If it

goes on one plane, I hate that. So we've got to start
low, start soft so that we can build. If you start high,
there's no place to build to. So my conductor, in turn,
stresses that to the band too. The dynamics are very
important. There are so many acts that work on one plane,
and it gets very boring. There's no place for them to
build, and they have to come down so that they can build
back up again. And even your material--in lining up your
material--you can do four ballads in a row if that back-
ground on two of them moves. But they cannot be rubato,
flowing four ballads in a row. The people simply won't
accept that. I'm actually singing a ballad, but some-
thing has to happen arrangement-wise that will be inter-
esting. Not that the ear really hears--that they're
(the audience) aware of it, but if it's moving, we can
do one just piano-voice thing. Still, I want the ballad

song to carry out the thought, but the background has to
move so that it's not rubato-rubato-rubato. They'll sit
there and fall asleep.

12. Is your attention focused on entertaining the audience,
or being the best, artistic singer, or'both?

I like telling a story, and it really works. We build
from one thing to the next thing to the next thing, and
people will say, "I can't believe you did an hour!" It
goes by so fast because they're really .into a story;

they're not just listening to twelve songs. It's diffi-
cult if you do a short act. That's mote difficult. I'm
very into variety. I do Jazz, and I do ballads, and if
I only have four tunes to do, I try to show the variety.
If I'm doing Jazz, the one Jazz tune that I choose would
be "Take Five," because the person who does not know
Jazz, or care, is listening to a vocal exercise and
it's a feat. Doing "Take Five" with the bridge only on
one breath--to them it's a feat. To the Jazz lover,

they love the song, so you've got that made. So if I

were choosing just one Jazz tune, that's probably the

one I would choose if you only do two of three numbers
in a set. And then, a wonderful, heavy ballad with the

good melody line is important. I think that even if
you're doing just four tunes you've got to do an opener
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and a closer. If you're singing with a band, I think
you can still do a little act in three or four tunes--
you can build it that way. Of course, I love medleys.
I like tuens that make sense with other tunes.

13. How would you say your style and approach have changed,
and how would you say that vocal styles and approaches
have changed through the years?

They've changed a lot! I think Streisand was a great
influence on all the new singers, and I'm just sick to
death of all the Streisands--the world doesn't need
another Streisand. And I just think that the young
people should listen to every one. I don't care who
their favorites singer is, they buy all their albums
and that's the only singer they listen to. There's no
way that they can help but take on that style. And
when you're a young singer, you do take on people's
style. So I've always advocated listening to a lot of
different people. And if you're a female singer, listen
to more males than girls. Then you'll develop your own
style, rather than a copy, because you'll unconsciously
copy and for a while, to copy is not bad. But you've
got to develop your own sound and your own style. The
world doesn't need--although I respect her--the world
doesn't need another Barbra Streisand. And all the
little high, breathy things that she does, I'm just
so sick of hearing. I certainly wouldn't want them to
just take home my albums and belt and do that sort of
thing. They can listen to me and listen to her and get
a combination, and :then find their own personal style.

I think that the head sound is more predominant now
because of her. Everybody is more into doing Pop music
with the head tones,, the high, breathy head tones. Not
that it's that high even key-wise, but it sounds higher.
Ella and Sarah and Carmen MacRae are in the lower reg-
ister, that's the great difference.

Younger singers have neglected the lower range. I
think that it would be wonderful if they would get into
the other singers because then they would get that won-
derful, full range. As it is now, if they do a whole
act, you hear nothing but that high, breathy sound.
There's a lot of strength in Streisand, but a lot of
the younger girls don't have that kind of strength.
She belts, she screams, while a lot of the newer people
have only listened to that and--yes the timbre of their
voice lies there, but if they would listen to some of
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the other people and get down in the lower register,
then they would develop a strength that they need,
whereas now it's all that high, breathy thing, 'cause
that's the range that they dally in. It doesn't have
any guts. And I think the younger voice can't do
that unless they get in a lower register. They cannot
develop guts in their sound.

They could just begin where they sing key-wise. They
set everything in the higher keys. It would be really
nice if they would just try--"Hey, let's set this lower
and see if I can make it." And do the exercises and
rehearse using their lower register. I don't think
they've touched it, a lot of the younger people.

14. Who do you think are, from the professional standpoint,
from the singing standpoint, and even from the subjec-
tive standpoint, who do you think are the strongest
singers today, both male and.female?

Melissa Manchester--she's just marvelous. And she has
all the old technique. She's got great Jazz influence
and of course she writes so beautifully. I like some
of the Country singers. I love Dolly Parton. I think
she's a gas because she thinks show. She thinks "de-
liver a lyric." I love 'her. Men? I go back to Mel,
of course, and Jack Jones. I love Mac Davis--what Mac
does. I love John Denver. I like the songs Barry
Manilow does, and I like the way he sings. I think
that he's gotten into only one style and one bag, and
everything sounds the same now, but I certainly respect
the ability and the choice of material.
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Brian Beck Interview

I. Describe the beginnings of your singing career in
terms of singers who may have influenced your style,
or any formal training you may have had, instrumental
background, etc.

My parents and I sang when I was little. We sang
barbershop without a bass when I was real small. So
when I was five or six, I was singing, and just sang
all my life because of that.

There were two major influences, One's a group and
one's a personal friend of mine. One's Mel Torme,
because he's so flexible and he has such a marvelous
understanding of how to sing. He sang like an instru-
mentalist way backV even before all that Jazz school
was popular with the singers. The other group that
had the biggest influence on me was the Hi-lo's. They
are just so fantastic and so pleasant. There's no
other group that has surpassed them. The "Singers
Unlimited" do different things. The Hi-Lo's did more
with the four voices than anybody else.

I sang barbershop all through high school and sang in
a modern group because of the barbershopping. And I
guess part of your thesis involves awareness of music
and how to make it work. When I was a little kid, I
used to sit around and pound on the piano and work out
chords and take the barbershop books, which are very
basic I-IV-V-I and 7ths-type stuff. Although there
are some form rules, it's still basic. It's an off-
shoot of Bach, no added chords, no 9ths or 13ths. So
I knocked it out on the piano and -I was playing in a
band . . . And I guess I just kept my ears open. So
when I got to college, this guy called me who is an
L.A. studio musician and asked me to try out for this
group. We were doing Hi-Lo's charts and Luboff's and
some of the guys were doing original material. I
walked in there to read these things. I hadn't studied,
I was just going to school and singing all this stuff,
loving it, and I discovered that I knew how to read
music. And they said "Boy! You sure read good.!
And I said, "I do?" It's kind of like learning a
language. I studied the language and knew it. I
was self-taught, except for band. I don't recall
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ever learning theory in band, and that's sort of a
pet peeve of mine. "Cause you can play all day long,
and not know what you're doing . . . a lot of singers
still don't.

2. So you might say that you're very conceptual in terms
of chords when you're singing. You know what note
you're singing in the chord?

Yes. A lot of people in the business were probably
instrumentalists first. I came in the back door
from having sung all my life and when I was eighteen
or nineteen I was singing almost full time. I was
singing the group stuff. We were singing and perform-
ing exactly the kind of stuff you need to do in the
studio. Where a Rock singer who comes in now who
plays an instrument and sings a few songs, even
though he's good, that's not the same discipline as
say just singing group, and singing all the augmented
4ths, all the 13ths, all the hard stuff.

A lot of the things that I learned about tuning sounds
elementary, where the 3rds are higher in the Pythagor-
ean system, etc. Even the leading tones are higher.
Sometimes people doi.'t realize that. The leading tone
is the 3rd of the V chord in every case, so there are
two good reasons right there, if just being "ti-do"
wasn't enough, then going to the 3rd and then going to
"do" is another reason. The Hi-Lo's did that. They
tuned that way, so I grew up on it. It's like the
West Africans, if they grew up listening to twenty-
seven notes per octave, it's like learning a language,
if you study it long enough, you can learn to hear
and distinguish the differences. We're teaching our
barbershop chorus, who are amateurs. We discuss the
tuning, we have them perform it, we give them the
exact intonation we want, have them do it. It feels
so good that they're never satisfied with tuning
in the tempered-type tuning which they have heard a
lot without being conscious of it.

3. How much exertion is involved when you sing?

I never had any formal training until I was about
thirty-three, when I got into the "Dealer's Choice"
which was a barbershop quartet. I learned so much
about technique. Because I was a self-taught singer,
I wasn't supporting properly enough really from down
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here (referring to belt muscles), just enough to get
by 'cause I had played a horn for several years--
played brass which requires a certain amount (of
support) but it was unconscious. You do it just
enough to get by, but just the additional muscles --
Boy, it makes all the difference in the world. And
I used to have vocal problems go along and get a
cold and my voice would go. Now I get a cold and I
support, and it doesn't sound like I would want it
to, but just back off the total volume, do all the
strictly vocal techniques, relax the larynx, and you
don't really feel anything.

4. Do you feel that your singing is an extension of
speech, in your speaking range predominantly, or in
another part of your voice?

My voice is manufactured because I don't speak
correctly--I don't take the trouble. I tend to pinch
up and I just kind of relax everything. A lot of
elocution teachers for acting stress what I think is
basically a singing technique for speech and projec-
tion. The same muscles apply. You notice that radio
announcers have a very open, sometimes nasal, but
basically it's drop-palate, relax larynx-type projec-
tion, where people who learn to shout correctly can
do it all the time. If you're hollering or singing a
strong note, it's the same thing. There's a girl in
my wife's chorus who's a basketball coach and she's
a good singer, she has a nice voice, but she gets
hoarse and she has a lot of problems. Turns out she
doesn't think about her projection when she's holler-
ing across the basketball court. So that was my first
advice to her, to think more about it . . . do two
things: You have to think about what you're going
to say to a kind across the court, but. save yourself

first. Think "OK, I'm going to holler, but I'm going
to do it like a singer. I'm going to support, open
up." It's going to be affected obviously for a while,
but after a while, she shouldn't have any problems.

5. Do you ever get laryngitis?

No, I don't. My voice is in better shape than it ever
has been. In listening to that tape (Mel Torme inter-
view) sings like he talks, or he talks like he sings,
so his voice hasn't changed in twenty years. It's just
as nice as it ever was, and that's really the key.
Perry Como is the same way.
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6. What do you do in terms of vibrato when you are asked
in the studio to formulate a vibrato? Do you feel
it's more from the diaphragm, or do you do it from the
throat, or do you go from one to the other? How do
you do that?

If it's something legit--which comes up often enough
to make it fun--then it's just "open up." It's not
diaphragm, strictly speaking. If you're singing
correctly, the diaphragm is working--actually the
diaphragm doesn't, it is muscles that actually do the
work, gut muscles. You have the natural difference
of impulses that create the uneven stream of air, so
that in that sense, the vibrato is entirely correct,
it's a correct phenomenon. If you use vibrato with
diaphragm you're better off, than if you try to do
it by altering the pitch. If you do it with the
diaphragm, you can control it more and you're more
aware of keeping the throat open enough so that you're
not getting pinched off which would hurt your vocal
chords.

7. Do you think that if a person has the vocal technique
and equipment that they should be able to sing in many
idioms, such as Country and Western, Pop, and so on?

Yes, I do. It's been my experience that a lot of
trained legitimate singers do not have that much con-
cept. They do not have that much ear for that kind of
thing. Your brain really is the final arbiter. You
can want to do anything you want, but you have to have
the mental ability to say "Voice, do this, do that--
Sing this note, bend it this way." Even though you
don't realize it, when you're growing up listening
to quote "Jazz musicians," the Mel Torme 's--I learned
how to imitate the Hi-Lo's by singing with the records.
And the only way that I could get it to sound right,
and I realize now that I learned "relaxed larynx" and
"open throat" and even soft palate control because
that was the only way that it would work because that's
the way this guy sings. When I matched him, I was
doing it right. That's not a bad training ground
either.

Many legit singers are square. Many times they learn
a piece of music--learn the notes from the piano. It's
been my experience that a lot of voice majors can't
really sight-sing because they're not that steeped in
theory. They are not taught that it's that important.
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Some person goes to college and discovers that he's
gifted with an unusually pleasant voice, so you capi-
talize on that. Your voice is the ticket. You have
voice lessons to keep the voice physically. And
obviously they have to have a certain framework of
notes, learn them off the piano a lot, and tune off
the piano a lot, and it's probably never really dis-
cussed that much to tune on a totally untempered
level.

8. So what would you say are the weaknesses that you see
in the people who are trying to get into the studios,
young singers coming up?

People who play instruments- -the lab band people get
more technical information as to notes and reading
because they HAVE to. The players know how to sight
read partly because they're made to, because that's
something that you hve to do in a band. Of course the
voice majors that are in a choir, and they sing harmony
and parts and everything, but it's been my experience
too, in barbershopping, that a person who sings a
harmony part maylearn his harmony part like a melody,
and not really know what he's singing.

9. Do you think that certain voices record and blend bet-
ter in the studios simply because of certain inherent
characteristics and distribution of partials?

I think that a lot of that in the studio goes back to
the vowel. In the studio, each singer, even the good
singers here .and possibly even in L.A., basically they
sing just the vowel they choose to sing depending on
where they are from, their regional accent. Which gets
down to some basics. Talking about voice production in
school, you learn to drop your jaw, get your throat
open, and all the correct things, but you're not con-
scious of singing three different "e's" depending on
what is called for on the same note. You can sing a
unison--and unisons are where it happens in the studio,
where it doesn't happen right. Somebody'll be singing
an "Ah" and the next person will be singing "Aw" and
it's the same -note, but you're having a vowel mismatch,
and even though the pitches are correct, the overtones
don't add correctly because they're different in each
vowel formation. So you have mismatch, even though
you have the right pitches.

4
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10. What would be your tips for singers, things that would
help them in reading and so forth?

Things that I would discuss would be rhythm patterns
in Pop. There are hundreds of them. For grins, I
made up a list of the common rhythm patterns. I add
words to mine, and (in my book) was going to elaborate
and get pieces of music that people know, Beatle tunes--
the first thing that comes to mind right now is the
little instrumental bridge between the verses in "Some-
thing," which can be notated as an eighth rest, three
eighths tied and beamed ( 172 4 .j ). I do it that
way, but legitimately, a lot of people go eighth rest,
eighth note, and two eighth notes with a beam ( zJ17 dl).
But you can see rest and three eighths tied together,
without a three for a triplet, as "rest and two and."
I have a sheet buried somewhere with a lot of rhythm
patterns where it would be like "Shut up, Bob" for two
sixteenths, an eighth rest, and "Bob" is on two, a
quarter note. But you can get the short words, words
that make sense. Quarter and two eighths is "creme de
menthe." I love that thing, how it fits. Because first
of all, I did it as a gag, but if you pick your words,
"creme" is a long word, it's a full quarter note.
"Creme de menthe" equals eighth-quarter-eighth, it's
pretty obvious. Plus, in Jazz, eighth-quarter-eighth,
if you do it in Jazz tempo, it's long-short-long, so
even though it's a quarter note in the middle, it's
short. And a lot of times you write it, eighth-quarter
eighth, they've got a mark over the eighth-staccato
over the quarter, and maybe an accent over the second
eighth (} t). So there's a bunch of those.

That's one area. The other area is functional theory.
I maintain that anybody can sing an arpeggio and do so
in the diatonic scale and the chromatic scales. Sing
those three things and you can learn to sing all the
oddball intervals at the drop of a hat. For instance,
you have a "C" and an "A." Obviously the thing to do
is to go "C" to "G" toI"G4" or "A." If you happen to
be on the tonic chord, it's easier to do. Sometimes
you're not, but even then you need to keep the key in
mind. Or if you're in the key of C and you go to F,
then you have to go from F to D. It's the same func-
tion. F becomes your movable root. I think a lot of
people who--this might apply mostly to people who have
played, who have some experience, who have certain
credentials and get thrown into an area--like a music
graduate who comes in and doesn't really understand
sight-singing, and they're ashamed to go 1-5-#5--they're
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ashamed to do that because they think it's beneath them.
But I do that all the time--that's how I read every-
thing.

There's no place for ego if you want to be good. When
your attitude is good about music, you're always going
to be learning.
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