Every exercise, every
melody will be sung with
the application of rules of
nuance and of phrasing
(breathing). A succession
of notes is ascending if
the overall direction is
ascending, even if one of
the notes in the overall
line happens to have a
downward direction.
1st Ascending Melody:
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First Rule of Nuance
a) All ascending melodies (except exceptions) should be sung with a
crescendo, which is to say by increasing the volume of sound on each
note. Thus, the ascending scale must be sung with a crescendo:

The C marked with an
asterisk (*) is lower than
the preceding note, but
does not disturb the overall ascending nature of the
melody.
This is true of descending
melodies.
1st Descending Melody:

b) All descending melodies (except exceptions) must be sung with a
decrescendo, which is to say by decreasing the volume of sound on each
new note. Thus, the descending scale must be sung with a diminuendo (or
decrescendo):
The notes marked * do
not change the overall
Sometimes the character
descending character of
of a piece does not permit
the line.
a pathetic accent. In this
case the crescendo is only
executed up to the strong
beat (or the strong part of
a compound beat) which
precedes the highest note;
the decrescendo will start
on the strong beat (or the
strong part of a compound
beat). Thus:

You must always look
ahead to see the duration
of the indicated nuance, so
that you can pace it well.

The highest note of an ascending melody must be the strongest of all the
notes preceding it, even if it falls on a week beat. This is the one
exception to the previously discussed rule, that notes placed on a strong
beat must be more strongly accentuated than those placed on a weak beat.
The accenting of a strong beat is called a metric accent. (See page 2.)
The accent of a weak beat is called a pathetic accent. (See page 9.)

[p.23]
Melodies for Singing
with the application of the first rule of nuance
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Melodies to Decipher in C
The rhythm of the melodies is indicated on one note. The scale degree numbers are
written under each rhythm. (I8 means an octave higher than I.) [Translator’s Note:
Until I have a chance to re-typeset the whole volume, the scale degrees will be
Dalcroze’s original notation using roman numerals, which was the convention at the
time, instead of the modern Schenkerian style of using carats (1^).]
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Sharp Scales
If, in the succession of scale degrees ^3 to ^4 (these two notes are separated by a
half-step), we sharp (#) scale degree ^4, the distance that separates ^3 and ^4 will no longer
be a half step, but a whole step.

Exercise 6. – The teacher will help the students sing the scale of C, then the
same scale with an F# instead of F natural, first slowly, then quickly; first
apart, then one after another. He will help them note that the scale with a sharp
seems unfinished.

Exercise 7. – The teacher will sing one of these two scales to the students, who
must then indicate whether he’s sung the scale with an F natural or F sharp.
Exercise 8. – The teacher will have the students sing the following melodies,
either in the scale of C (with F natural) or in the scale with the F sharp.

If this exercise is too
difficult for any of the
students, precede it by
exercises a-d that
follow:
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Exercise 9. – The teacher will sing one of the melodies above, and the students will say
whether it contained F-sharp or F-natural.

The G Scale
If we look closely at this C scale where the F has been replaced by an F-sharp,
we’ll see that the order of whole and half steps is no longer the same as it was in the scale
of C.

In essence, the whole and half steps come in the following order:
3 steps, 1 half step, 2 steps, 1 half step
instead of following the order of the ideal melody, the major scale:
2 steps, 1 half step, 3 steps, 1 half step
We get the ideal arrangement of half and whole steps by starting to sing this scale
from G – the previous ^5 which we now take as tonic ^1.

And since the tonic of this scale is G, the scale is called the G Scale. The teacher must
insist that the F has become the tendency tone now, instead of the E, and that the G is the
note of resolution, instead of F, and also that the F has now taken the role of ^7 and the G
the role of ^1.
But the range of our voice is not large enough to climb to the high G, so we will
continue to sing the G Scale from C to C (which is to say from scale degree ^4 to the
higher scale degree ^4); except, after having come back down the scale, instead of singing
the low C (tonic of the C scale) at the end, we will sing the G, which is the tonic of the G
scale, so that the melody will be complete, which is impossible when one does not end on
the tonic.

Note: Instead of placing a sharp in front of each F, it is convenient to place it once after
the clef, and apply it to all the F’s:
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Exercise 10 – The teacher sings the melodies from pages 25-26 once again,
without ending on tonic, and then the students respond, “You sang in G” or “You sang in
C.” After having figured it out, they should sing the tonic.
Exercise 11 – The students sing the G scale in eighth notes.
See also the table of
Exercise 12 – Same in triplets.
rhythmic exercises for
Exercise 13 – Same in sixteenth notes.
the C Scale, pp. 14-15
Exercise 14 – Same in sextuplets.
Exercise 15 – Same in nonuplets.
Exercise 16 – Same in the rhythms from the table on pp. 16-21.
Exercise 17 – Listening exercise.
The teacher will have a student (or students) sing a melody, written on the board,
in a key (told only to the singer). The rest of the students, who don’t know what key the
melody will be sung in, listen to the singer (or singers). As soon as the listeners figure
out what key it is, they join in the singing of the melody with the soloist(s). This exercise
has the advantage of giving students the chance to emulate other students and of requiring
them to listen very attentively.

Melodies to Decipher in G
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Second Rule of Nuance
Do not accent all of the notes of a melody with the same
intensity.
For example, in any passage made up of a very accentuated
rhythmic formula, the nuances of crescendo and decrescendo should
be weaker than if the rhythm of the piece were less accented.

Melodies for Singing
with the application of the second rule of nuance

No piece should be
sung
unless
the
students have first
sung the scale of the
piece from C to C
followed
by
the
singing of tonic.
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