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SIGHT S1MGING
HARMUNY CCLLEGE 1963

Q. What is sight singing?
A. 1t is the ability to perform music vocally with reasonable

accuracy of pitch and rhythm at first sight., maA»L Agcam 2772
FHET oVE 2RV READ  prubicqQl- o TFES )

Q. How is this accomplished?

A. In much the same way as learning to read any other lan-
guage., Certain symbols denote certain sounds of pitch
anc rhythm. We already know all the sounds. It is simply
a matter of matching up the symbols with the sounds you

know.

Q. Is it really that easy?
A. Yes.

Q. Do 1 need perfect or absolute pitch?
A. Definitely not.

Q. How long will it take me to become an accomplished sight
singer?
A. No one knows, Here are some factors which will affect
your learning time:s
l. Previous musical experiences - playing an instrument,
singing in a chorus, quartet or church choir, or in

any other organization. ‘
2. The amount of time you are willing to devote to the

effort. )
3. Your sense of pitch relationships; your ability to sing
in tune with others anc with the true scale. (These

may be a result of #l.)
b, Knowledge of rudiments of musical notation, especially
pitch, but also key signatures, clefs, scales, etc.

Q. When do 1 start?
A. Now.,
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1 must assume that everyone is able to sing a major scale with
reasonable pitch accuracy. Apply numbers to the basic seven note
major scales

123456712345671 *
The numbers cover two octaves. For our purpose the numbers will
refer only to MAJOR scales. Why?

If you know the sol-fa method, you may use it; but try to trans-
late into the number system, (Or sing quietly.)




SING the following scale number exercises using any pitch
as "tonic", or I. You must concentrate ané’thlnk apout Fhe
sound of the pitches you are singing and their relationship
to 1. 7 means the 7th note of the scale BELOW 1.

Let 1 be a pitch relatively low in your range.
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0. 13515 13271 15465 53421 56543 34521
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15. 54352 13565 14371 13546 53451 15321

ig an exercise similar tQ that above
note (1) should be towarcs the top of
7, 6, 5, etc. indicate pitches lylng

On the following page
except that the tonic
your vocal range.
below the tonlc.

R

o
= -




Lt D RS U S et .
e i s

Select a tonic in the upper part of your range. kemember to
concentrate on the sound of the pitches. You shouwld strive
to develop a "feeling” for each scale degree anc its relation-

ship to the tonic note.

1. 17121 176721 17151 12151 15671
2, 17651 15651 157215 12151 12315
3. 15451 17512 13151 15671 51321
b, 123351 13271 12371 12376 56521
5 15353 15651 56545 51251 54345
6. 56751 535v5 15854 s5h3ks5 s53%25
7. 6562721 153k5 13451 12751 17251
8. 16251 12165 13251 13671 13625
9. 16545 16b51 13427 16461 17621
10, 32151 36251 14651 31641 16451
. 14355 5565 534345 L5345 465721
Now select a tonic near the middle of your range.
l2. 13565 34551 35567 15345 15715
13. 35321 55k71 55621 53457 62155
., 55443 23451 32521 43253 35k27
15, 57243 42751 15253 54521 55571

On the following pages are some "real notes". However, instead
of singing these in the usual method, please sing them as num-
bers in the keys indicatea. The first piteh on each line is 1.
Good luck.
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MUSICAL INTERVALS

vefinitions

The intervals in the major scale come quite naturally to us be-
cause of our past musical experiences. We don't think about the
sizes of the intervals when singing scales even though, in the
scale, not all of the intervals are the same. Some are larger
(whole steps) than others (half steps). These intervals are al-
Socalled SECUNDS because each one covers two ad jacent letters of
the musical alphabet.

At P
— R —
v T e ©°O ET—F—= *"

4 F & | )
ﬁa‘e‘ aw— S 2 ' y”:&
w H ’
F gb b
e Wer - = : —
bg Yo 7~

Another name for a WHOLEWS@EEVistAJQRWde: another name for a
HALF STEP if MINOR 2nd,  You know the Sound of these intervals
already. :

How can you learn to recognize a MAJ 2 or a MIN 2 on the print-
ed page? On the white keys of the piano MIN 2nds occur between
E and F and between B and C, All others are MAJ 2nds. A and B,
C and D, D and E, F and G, G and A. Examine the following and
identify all the MAJOR anc MIKOR 2nas,

i il . BEE. B B mm s e
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I repeat - when singing scales, or most easy music, it is not
‘ll necessary to think about these intervals, even when the key sig-
_ ' nature contains several sharps or flats. 1lt's automatic - we

f have been conditioned by the sound of the major scale from

early chilchood.

_Il. Sing these examples with numbers. 1Is the music barbershop? Why?
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There are more on the following page.
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As noted earlier, when there are no accidentals in the music (key
signatures are NUT accidentals) you don't have to think about MAJ
2nds and MIN 2nds; 1it's automatic. But you MUST THINK ABOUT the
intervals when there are accidentals in the music.

When accidentals are added to the musical alphabet (ABCDEFG) the
intervals will change. Some MAJ 2nds may become MINOR 2ncds; some
MIN 2nds may become MAJ 2nds; some may not change at all, 1In the
example followin change the MAJ 2nds to MIN, and the MIN 2nds to

MAJ, using only
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Now, do the same thing using only flats.
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If the same sign is placed before each note of the interval the
size of the interval remains unchanged.
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Read these examples which illustrate ordinary use of acc;dentals.
Parentheses around sharps, flats are reminders of signs in the key
signature which you must remember. Again, these are NOT accidentals.
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Obviously, recognition of MAJ and MIN 2nds (whole and half steps)
is very important to successful sight singing. This recognition
mugt come before you can sing the sounds of the intervals which you
already know, Ideally, this recognition should be instantaneous.
Here is an example which you MUST PRACTICE ALONE., It will be most
helpful if you have a keyboard instrument to check your progress.
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If ADJACENT_letters of the musical alphabet represent intervals
called SECONDS, what about the other intervals? How about an in-
terval covering three letters? Or 6? or 77 Identifys

12

Although you are now busy counting lines and spaces, with some
practice you'll be able to identify these intervals guite quick-
ly. NOTE. In an even-numbered interval (2nd, 4th, th, Bve) one
of the notes is always on a line and the other is on a space. What
about odd-numbered intervals?

THIRDS

When the pitches in the interval skip a letter (A-C, F-D) (You
must think up or down from the first note), regardless of sharps,
flats, or naturals, the interval is a 3rd - always., Note that
both notes of the interval are on lines OR spaces. It's an odd-
numbered interval. Thirds are easy enough to sing if you will
THINK the pitch between the 2 notes of the interval. Sing thege
examples with numbers, Note the key signature and remember which
pPitches are raised or flatted. With a little practice you'll be
able to sing all the correct pPitches without using numbers at all.

J' = a "THINK" note,




In scales and scale-like passages of music, all 3rcs are guite

easy to hear. Conditioning by the major scale guides your ear to
the correct pitch. Sing.
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You may have suspected that some 3rds are larger than others. Yes,
there are both MAJOKk and MINOK 3rds. The previous example usea

both MAJOR and MINOR 3ras. iYou sang them correctly because they

all lie within the major scale. You may also have begun to learn
note/number association, ana you might have been thinking the "miss-
ing note" in each interval of a 3rd.

Study the following example which illustrates the difference be-
tween MAJOK and MINOR 3rds. Sing and compare the differences in

sound.
o | 2 3
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M3 m3 Ma m3 m3 M3

Listen to these 3rds. Are you able to differentiate between MAJOR
and MINOR 3rds by sound alone?
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Sight singing 3rds, or any interval containing accidentals demands
thinking of 2 or 3 things at once. First of all, generally speak-
ing, if the upper of the 2 notes of the 3rd has been ralsed, the
3rd is MAJOR. If it has been lowered, it is a MINCR 3rd. The con-
verse is also true. If the lower note has been raised, it will be
a MINOR 3rds if lowered, a MAJOR 3rd. - Exceptions in normal music
notation are.rather rare and needn't concern us here.

Try singing some melodic passages which contain 3rds altered by
accidentals. Examine the key signature and commit to memory the
pitches which are altered by it. These are not accidentals, remem-
ber? As you sing the examples, try to think whether you are going
to make the interval larger or smaller than it would normally be in
the basic major scale. NOT whether it is MAJUR or MINCR - only
whether it is LARGER or SMALLER. Reread the previous paragraph.
Sing with numbers. You may use the basic number for the altered
pitch if you wish, or sing "and”. It may also help to use the
“THINK NOTE* for a while. Good Luck.

—o— lb;; o JL_J.:_ S

There are additional examples on the following page.

i1 28 A B B A s E8REHEBA
~
x
-~




|
@

Try this two part example.
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Mastery of sightsinging is something that eludes many professional
musicians, even singers. Actually, professional singers are among
the worst sightsingers. Solo singers usually sing the melody, and
they probably knew it long before they had to sing it. If they

didn't know it, they took the music home and played it on the piano llll
to learn it so they could show up at the first rehearsal and not be
embarrassed. Harmony parts in choral music are usually not very
demanding - many repeated notes and rather uncomplicated harmonies.
besides that, very few professional singers HAVE to sightsing. They
usually work with an accompanist who helps them by playing their
part when the singer isn't sure of it,.

The fact that you are in this class is a tribute to your industri-
ousness. You enjoy hard work. You love to spend long hours prac-
ticing to achieve a goal which you will not even use in your daily
work, You will practice at mealtimes, practice singing scale num-
bers upon arising, in the shower, while going to breakfast, and
going to classes. You will sing scale numbers in Joe Liles' Gen-
eral Seesions. You will almost never be free of the compulsion to
improve your sight singing technique. When you sing TAGS you will
be thinking of “‘sd¢lae numbers and intervals. Success in sightsing-
ing requires this kind of dedicated approach. I wish you well,

In|



(bviously sightsinging requires more than simply reading pitches
accurately. Reading the rhythms correctly is also a part of the
total picture. Reading rhythms is much easier than reading the
pitches, as you will see. It is the combination of pitches and
rhythms that presents problems for the music reader. It may be
obvious by now that reading even a simple melody requires one to
think of many things at the same time, :

The key of the music.
Whether the accidentals raise or lower the pitch. Easy
with sharps and flats. Wwhat about naturals?

What degree of the scale is called for?

What is the note value? Quarter, Half? Dotted note?

And don't forget the words.
It doesn't seem possible that our poor brains can do all this at
once. .But they can, and they do.

It helps, however, to break down the study of sightsinging into
several areas. We have previously discussed some of the problems
and, I hope, aids to reading pitches.

RHY THM

Although it is true that we take great liberties with the rhythmic
interpretation of barbershop music, it will be nonetheless helpful
for you to have a bagic understanding of the principles of rhythm
notation and to possess the skill of reading rhythms at sight,

The- composer (arranger) chooses some note value to be the UNIT OF
BEAT in the music, It could be any note value but generally, in
popular music as well as in barbershop music, the quarter note (J )
is most frequently used as the unit of beat.

You know that a quarter note (J ) is equal in time to 2 eighth

notes (I\J’). and that 2 quarter notes equal the time value of a
half note (J )e A dot (¢ increases the length of a note by half,

80 a dotted quarter note (J-) equals three 8th notes (J’J’h) or a
quarter plus one 8th note (J ). A dotted half note (d+) is

equal in time value to three quarter notes (J )s or a half plus

a quarter note (dJ J). Sometimes the dot is replaced by a tie (w—),
Thus a time value equal to a dotted quarter note (9°) could be writ-
ten (d_P). And a dotted half note (d-) equals (d_d).

Since most barbershop music uses the quarter note as its UNIT OF
BEAT, we'll concentrate on exercises that use rhythmic patterns
most likely to be found in barbershop music.

RESTS are another important aspect of the rhythmic notation of
music. A rest represents a moment of silence. Silence is as much
a part of the music as sound. Comparisons of note value and rest
value follows
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Only infrequently will you encounter other rhythmic values in
barbershop music.
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Here are some rhythm exercises for you to practice. 1t is best

to sing these for someone who is knowledgeable (and honest; enough
to point out any errors that ycu commit. SUGGESTION: Tap a firm
beat with your hand (avoid using the feet) and sing each note

value on the syliable "TA". Sing TA for the entire length of the
note. Never sing staccato. xememser, the syllable is TA (not TUT).
When tappirg the teat, do not use a "lazy" motion, but tap the desk
sharply ana bring the hana up smartly exactly halfway through the
beat., This will take some practice, vut it is well worth the ef-
fort as you will Legin to develop a precise sense of beat and rhythm.
Do ail of this while mentaliy counting 1 and 2 and 3 and 4 etc. ac-
cording to the number of beats in the measure. The counting part
will eventually become automatic, that is, you won't have to count
silently when you start to feel the veat and the number of beatsz in
a measure., 1t takes PRACTICE.
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Compose two similar examples, Ask your friencs to sing them.
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The following examples are a little more challengirg. They con-
tain some ties, some rests, and some dotted riotes. SPEED is not
important, but ACCURACY is. Don't hurry. Start slowly and work
up to faster tempos the 7th or 8th time you do them.
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gompose two similar examples., Try singing them BEFORE writing them
own,
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These examples are even more challenging. They contain ties
across the barlines, and dotted rests. Start slowly and work

up speed gradually. Tap the beat with precision. Do you feel
that you are developing a "feel® for the lst beat, the 2nd beat,
etc. Rhythm is a natural and very physical phenomenon. Some-
thing in our brains lets us know when the first beat should oc-
cur, and when the 3rd beat is, and so on. You may even begin to
feel a tendency for the final beat of the measure to "lean intd"
the first beat of the next measure. This is your automatic beat
counter and metronome starting to work.
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Compose additional examples here.

2D D PP

Normally in music there is a slight stress on the first beat (aown-
beat) of a measure. 1in an orchestration that's where the tubas and
string basses, and the bass drum would play. These patterns of
stress vary depencing on the meter signature of the music. ( 2 )
represents a normal stress, and ( > ) a lLesser stress., Unmarked
notes in these examples would receive no stress. These stress
marks (accents) are not used in the notation of music under normal
circumstances. They are simply felt by the performers and become

a part of the interpretation of the music. We are talking about
loudness here, KUT iength. but the difference in loudness between a
stressec Note and an unstressed note may be quite subtle. Often it
is more feit than heard. Iote these stress patterns.
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SYNCOPATION

When a composer/arranger deliberately designs the music in such a
way that the normal stress patterns are altered, either by elimi-
nating a stress beat, or by piacing the stress on a normally un-

stressed beat or part of a beat, the effect is known as syncopation.

Please read this paragraph a second time.

Sing these exampless:
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Some syncopation patterns, especially in jazz writing, can become

very complex,

more complicated than those above.

In barbershop music you will rarely ?%nd patterns
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WHAT ABOUT 4thse?

There are two kinds of Uths commonly used in musical no i [
they are not called major and minor bthe. —irsiead the toree PER-
FECT and AUGMENTED are used. Llet's examine the PERFECT 4th first
With very littie practice you will be abie to recognize and sing |
this imgogtant interval correctly every time it occurs. Llisten to
these PEZRFECT 4ths and sing them. Loth ascending and descending.

=

Sing PERFECT 4ths AbUVE notes played oy the instructor.

SING PERFECT 4ths BELUW notes played by the instructor.

(ne of the reagsors that this is so easy is that every note of the
MAJOR scale except one has a scale tone a PERFECT 4th above it.
And every note of the scale has a PERFECT 4th below it in the scale

- - = except one.
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Which note (#) of the major scale does not have a PERF 4th above?
Which does not have a PERF 4th below? 1In addition we tend to hear
PERF 4ths as 1 up to 4, or 5 up to 1 in the scale. 1t's natural.

Written PERF 4ths are easy to identify. EXCEPT for the interval
from F up to B (up, not down), a 4th is PERFECT when each note has

NG pitch alteration sign (#,} .q ) or when both pitches have the
same sign. Read that again. Which of the following dre PERF

4+ths? Watch out for the key signature. Sing both ways - ascend-
ing and descending.
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Here is an exercise containing MAJOR and MINOR 2nds and PEKF 4ths,
Practice it using a keyboard instrument to check yourself.
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cershop music.

These exampies il.ustrate typlca. occurrences of AUG 4ths in bar-
L am sure you have hearc< them all many tlimes.
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week,

Find examples of augmented 4ths ir the music you are singing this
liote song title anc measure number.
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F1IFTHS - Perfect and otherwise

In this alscussion you wili rotice some simiiarities to the dig-
cussion regaraing FOURTHS. rhat is because these intervals are
inversions of each other. +ihis fact may also result ir. some cori-
fusion and cifficulty in hearing and sir..irg these intervais.,

There 2 kinds of 5ths typically found ir music rotation. As with
bths they are rot called MAJOR ara MINOR; but unlike 4ths, they
are caliea PERFECT and DIMINISHED. With some practice you'll ve
able to sing PERFECT 5ths without difficulty. Sing, PERF 5ths
above these pitchess

4 -
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Sing PERY 5ths beiow these pltchess
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Within the major scale every rote except one has a perfect 5th 1y-
ing above it in the scale. And every note, except ove, has a PERF
5th below it. which ao not?
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PERFECT 5ths are a.so easy to identify. The Sth is rERFECT when
each note has no pitch alteration sign or wher both notes have the
same sign - - EXCEPT FUR the interval b up to F (not cown, but up;.
Compare with the corresponcing statement in the discussion of FPER-
FECT U4+ths,
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dhich of tne fullowir: are PERFECT 5ths? Dote the key slgrature.
Sirg, voth ascenalrg and descerdirg.
L
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‘he interval B up tc P is urique amcr. "whlte key" intervais. Wnen
the two rotes have the same si;rn, or no siyr, the interval 1is

sma..er than a PERFECT 5th ard is caileu a DIMINISHED 5th. 1t 1is
one~haif step smalier than a PERF 5th.
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Keview the sound of the ronFECT 5th arc learn the sound of the
Ull1h1SHEL 5th. Sirg coth ascerding and uescending.
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ldentify anc sing these intervals:
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1f you are especially obiervant, c¢n have had some music theory
somewhere a.cry tae way, you fra, nave doticew that AUG 4ths and
DIMINISHED 5tns have practicall, the same sourd. ‘Lhe foiiowing
exanpie wils show you way. Sore peovpie make ro distinctior bLe-
tweer these intervals by name, calling them all DiM 5ths, or

AUG bLths, cr usir, botn desigraticrs irterchangeably. Another
name 1s sometimes used for all these intervalis - TRITONE, mean-
irg three whole steps.
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lhese exampies snow some typical occurrcrices oi DUIM 5ths in
barversno, music. ‘The, rareiy are fouru ir tne teror part. I.I
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Locate other examples 1. the music ,ou are singing this week.
List title anc measure numuer nere.
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OCTAVES

An octave (8ve) is the distance from a pitch to the pitch with

the exact same letter anc sign gitber above or below. Listen
to these octaves and practice singing them.
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Here is an exercise that will help you learn the sound  of thls
interval. Sing with numbers, slowly and carefully, teing es-
pecially careful not to scoop when skipping up an octave,
/ z 3
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Why spenc time with the octave interval?

Surprisingly, it's
not always easy to sing well in tune.

basses will sometimes

tend to "cheat" a little, shortening the interval when skipping

up, and lengthening it when skipping down, adversely affecting
the intonation of the performers.
should be practiced.

Most octave skips are found
part,

in the bass
seldom in the others.

1t's an important interval and

Another reason to practice the octave is that it will help you in

learning the sound of the SEVENTH interval,
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SEVENTHS

The interval of a 7th is a HALF or WHOLE step smaller than the
interval of the octave. It's easiest to compare them to the
8ve. The MAJOR 7th is % step smaller than the 8ve, while the
MINOR 7th 1s a whole step smaller than the octave. Therefore,
the MAJOR 7th is a # step larger than the MINOR 7th. Compare.
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Here is an exercise based on the major scale. Just think of
singing a continuous scale (with numbers) and skip at the ap-
propriate place. When you see a 7th skip, think of skipping
"not quite an octave" and you'll be right.
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If you're skigping ug a 7th and the UPPER note has been lowered,
think of shortening the interval just a shade more and you'll
probably have it. Try these.
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Here are some examuples containing 2nos, 3vds, dths, 5ths, and

Ty ansis

Il' Vlhee  Always establlish a teelling orf ftonie betore singing any
example.  Singt L3 09 3 Ly oor L7 L2 34 5 3 1. Remember you
must have the key slignature in mind and observe acclaentals

.I carefully. Work slowly,
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[.' tiore on tihe next page,
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These following examples will require extreme goncentration to
execute. Work slowly ana carefully.
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There are less frequently met intervals that have not been in-
cludea in this course. Dlk 3ras, 4ths, and 7ths, and AUG 2nds and
5ths have been omitted. Isolated, they souné like other intervals
we've studied. They present problems for instant recogrition, If
you're comfortavle with intervals we've studied you will have
little cifficulty with other, rarer, intervals. Rely on your ear
and you'll sight sing most of them. Listen to the harmony pro-
duced by the other three voices. Have fun.

Sightsingirg a melody can happen only once. When you sing it the
second time you are no longer sichtsinging., if you wish to pur-
sue the technique of singing at sight you will need a rather

large body of material. Such material is seldom ever founé in
music stores. Iou may orcer these through your local commercial

or college bookstore.

MELODIA; Cole anc Lewis; Ditson Publishers

THE FCLK SUNG SIGHT SINGING SERIES, books I - XII; Oxford
University Press




