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Example 41.  Henri Duparc, The French Song Anthology, “Lamento,” mm. 4-7. © 2001 by 
Hal Leonard.  Reprinted by permission. 

 
 

 
 In order for the tenor to practice this descending line, he should sing the exercise 

shown in Figure 26, which is based on the descending line in Example 41.  On each pitch of 

the exercise, he should sing through the vowel sequence [i e a o u] as smoothly and quickly 

as possible, working for consistency in tone and evenness of ring.  By singing through this 

sequence, he will be able to identify the sensations of lift near the soft palate and focused ring 

on the hard palate, which should be consistent on every vowel.  Once focused on those 

sensations, he can move through each vowel smoothly without losing his ring when the 

vowel shapes change the position of the tongue, lips, or jaw.  This technique facilitates the 

creation of soft vowels and smooth phrasing, which communicates the mournful mood of the 

poem.    

 

 
Figure 26.  Vowel Exercise. 
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 Essential to the descending chromatic line is the sensation of “lift” in the tenor’s 

voice.  If his vowel sensations or palate drop as he descends, he will begin to sing flat and 

have the potential to add unwanted tension, especially in the tongue.  The tenor may breathe 

in the middle of the exercise if necessary.  It is important for the tenor to let the descending 

line “float,” not allowing the phrase to be “pushed.”  Figure 26 is an effective exercise with 

which to accomplish this.  Once the tenor has sung the vowel sequence in the exercise, he 

should sing it on single vowels, based on the text of each phrase in  “Lamento.” 

 

Henri Duparc, “Chanson triste,” Op. 2, No. 4 

 “Chanson triste” is another Duparc song helpful for training the tenor voice.  It is not 

an appropriate song for a beginning tenor, but worthwhile for an experienced undergraduate.  

“Chanson triste” is Duparc’s first mélodie, and it is characterized by an arpeggiated 

accompaniment that provides richness that supports a sweeping melodic line.  The range is 

broad, from C-sharp3 to A4.  If the tenor does not have a comfortable C-sharp3, Duparc 

provided an alternate melody for that measure, which would make the low range F3.  The 

tessitura is wide due to the broad melody, around B-flat3 to F4.   

 Bernac warns the singer not to overemphasize the sentimentality of the poem, 

instructing him to sing the high A4 as softly and sweetly as possible: “The feelings of 

intimacy which must prevail throughout, the lovers being so close to one another, should 

prevent the formidable outbursts of some singers, anxious to achieve a good A—outbursts 

entirely out of place in this quiet mélodie.”63  Bernac’s suggestion that the singer rely on his 

                                                
63 Bernac, 62. 
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interpretation of the poetry to inform his dynamic choices on the high A4 should be taken 

seriously and practiced diligently by the tenor.   

 To accomplish this technical feat, the tenor should start working on this concept on a 

lower pitch, such as F-sharp4 or G4, which are both still above the secondo passaggio, but not 

to the extent of A4.  In this exercise, he should focus entirely on the emotional content of his 

text.  In this case, Bernac suggests that “hope” is the theme of  “Chanson triste.”64  The tenor 

should focus on that emotion as he inhales.  This will imprint the emotion on his breath.  The 

tenor then sings the note on [a] for an open and free tone, still focusing on the emotion rather 

than technique.  The deeper he breathes, the deeper his emotional intent is in his tone.  

Likewise, the deeper he breathes, the more his soft palate will lift and the placement of his 

tone will be set up correctly; in a way he is breathing into the giro.  The reality is that the 

tenor will likely use a considerable amount of breath for his high A4. Also, true piano is 

difficult if not impossible for a young tenor.  In this case he should expect to sing a mezzo 

piano or mezzo forte.  The resulting dynamic level is less important than the quality of the 

tone; if his voice is soft in timbre, it will appear to the audience soft in dynamic. This 

exercise may take some time to master, and depending on the ability of tenor.  He may have 

to practice this idea on an even lower pitch before trying it above the secondo passaggio, and 

then work his way up to A4.   This technique will also help the tenor sing the A-flat4, which 

occurs twice. 

 

                                                
64 Ibid. 
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Gabriel Fauré, “Lydia,” 2 mélodies, Op. 4 

 Gabriel Fauré (1845-1924) is one of the most influential and prolific composers of 

mélodie, and his songs are generally very well suited for tenors.  He wrote more than one 

hundred songs that can be divided, into three periods.  Mostly strophic forms, beautiful 

melodies, and simple accompaniments characterize his early songs.  These songs show some 

kinship to the mélodie composers that came before him, especially Gounod.  His second 

period shows more refinement, subtlety, and restraint.  The second period is also marked by 

Fauré’s increasingly complex harmonic language, and fruitful affinity for the poetry of 

Verlaine.  The third period consists of lesser known but beautiful song cycles.65 

 “Lydia” is one of Fauré’s finest songs from his early period.  It is also one of the most 

accessible French mélodies for young tenors, due to its mostly stepwise melody, simple 

strophic form, and supportive accompaniment.  Fauré makes a “musical pun” by using the 

Lydian mode for the song, “Lydia,” which in the original key is F major, with occasional B 

naturals that provide the Lydian mode.66  The range is one octave, F3 to F4, and the tessitura 

lies near A3 to D4.   

 The melody in the key of F is very helpful for young tenors, as they begin to be 

accustomed to singing near the secondo passaggio.  The F4 is approached by a smooth 

stepwise melody, and the tenor is not asked to sustain that pitch for longer than an eighth 

note.  Likewise, the tenor is not asked to sing for prolonged periods in the zona di passaggio. 

                                                
65 Bernac, 105-106.   
 
66 Kimball, 177. 
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Example 42.  Gabriel Fauré, Gabriel Fauré: 50 Songs, “Lydia,” mm. 11-13.  © 1995 by Hal 
Leonard.  Reprinted by permission. 

 

 

 
 Example 42 shows the phrase in which the tenor sings F4.  This phrase is a good 

introduction to the idea of giro and vowel modification, as the tenor prepares for the F4 by 

turning and opening the preceding notes so that there is not an abrupt change in tone.   

 Since the melody of “Lydia” is well suited for a young tenor, the melody itself is a 

very helpful vocal exercise.  The tenor should sing the melody on a single comfortable 

vowel, making sure to maintain lift in his soft palate and keep his ring spinning freely, 

especially as he negotiates the primo passaggio.  He should also sing the melody on the 

vowels of the text, so that he can familiarize himself with the French vowels and connect to 

the important legato line.  Once the tenor has accomplished this, he should be ready to sing 

“Lydia” with full text.   

 

Gabriel Fauré, “Nell,” 3 mélodies, Op. 18 

  “Nell” marks the beginning of Fauré’s second period, which came after a fifteen-year 

hiatus from writing mélodies.67  It is a challenging song that would be appropriate for a tenor 

                                                
67 Kimball, 178. 
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who has made sufficient progress in his technique.  The range is F3 to A-flat4, and the 

tessitura is high, approximately C4 to E-flat4.  The melodic line arches widely, comprised of 

mostly stepwise motion.  The majority of the song lies between G-flat3 and G-flat4, as shown 

in Example 43, which is an example of the primary melodic material for “Nell.”   

  

Example 43.  Gabriel Fauré, Gabriel Fauré: 50 Songs, “Nell,” mm. 29-32.  © 1995 by Hal 
Leonard.  Reprinted by permission. 
 

 

 

 Evenness of scale is important in “Nell,” because of the wide arching melody.  

Octave and nine-tone scales, as shown in Figure 27, will help the tenor with this technique.  

He should sing the scales on [e] for a balance of bright resonance and forward tongue, at a 

moderate tempo while feeling the entire exercise in one large beat without accents.  These 

scales can be beneficial for agility when sung quickly while feeling the scale “in one,” but 
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when working on evenness of scale, he should move through the scale more deliberately and 

without rhythmic accents. 

 

Figure 27.  Even Scale Octave Exercise. 

 

 

 

 Two main concepts will help the tenor achieve evenness of scale in these exercises.  

First, he must approach the first pitch with the technique of the higher tessitura.  That is to 

say, he must sing pitches in the middle of his range as though they are in a light and clear 

head voice.  This brings a sensation of lift to his middle range, prevents weight as he ascends, 

and helps disguise the registration event as he actually transitions through the passaggio.  

Second, as the tenor approaches C4 or D-flat4, he must think about giro, allowing the breath 

and tone to turn up and over the soft palate so that he has free access to his head voice.  He 

will likely need to focus on giro again as he sings F4, G-flat4 and A-flat4, so that he maintains 

brilliance in his tone and balances breath pressure through the secondo passaggio.   

 

Claude Debussy, “Les cloches,” Romances, L 79 

 Claude Debussy (1862-1918) is the embodiment of French mélodie style: refinement, 

elegance, expressive tone colors, reaction against German Romanticism, and synthesis of 

poetry and music.  He is a fairly prolific composer, with over eighty songs to his credit.  He 



 112 

is regarded as having the keenest sense of “translating poetic nuance into musical 

expression,”68 and “creating the mysterious alloy of music and poetry.”69  Debussy achieved 

a full synthesis of music and poetry.  He was impeccable not only with his prosody, but also 

in expressing the mood and atmosphere of the text.  He was well known for very detailed 

score markings, indicating exactly what he intended the singer and pianist to do.  Interpreting 

Debussy is therefore “no problem, and it is easy for the singers (as it is also their duty) to 

serve the musician first, without betraying the poet.”70   

 Debussy’s “Les cloches” was published in C-sharp minor in 1891—fifteen years and 

nearly twenty songs after his first published song in 1876.  Bernac suggests that stylistically, 

aesthetically, and poetically, it was likely composed seven or eight years earlier.71  In Marcel 

Dietschy’s A Portrait of Claude Debussy, 1886 is the suggested date of composition.72  “Les 

cloches” fits with Debussy’s earlier compositional style, before he fully embraced the 

Impressionism for which he has become well known.   

 The range of “Les cloches” is D-sharp3 to G-sharp4 and the tessitura is approximately 

A3 to C-sharp4.  The first two pages are a moderate level of difficulty, well within reach for 

young tenors.  Example 44 shows a typical phrase in this section of the song.   

                                                
68 Kimball, 184. 
 
69 Bernac, 154. 
 
70 Ibid. 
 
71 Bernac, 160. 
 
72 Marcel Dietschy, William Ashbrook and Margaret Cobb, eds. and trans.,  A 

Portrait of Claude Debussy (New York: Oxford University Press, 1990), 200.   
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Example 44.  Claude Debussy, Douze chants avec acct. de piano, “Les cloches,” mm. 7-10.  
© 1946 by Durand.  Reprinted by permission.   

 

 

 
 The most difficult passage of “Les cloches” is the final phrase, in which the tenor 

sings a sustained high G-sharp4.  Bernac states that the singer “must be able to sing in one 

breath and without rushing the tempo, the beautiful curve: ‘Semblaient reverdir les feuilles 

fanées’.”73  Singing this long phrase, shown in Example 44, requires the tenor to master his 

breath support, and maximize his breath efficiency.   

 The primary technical issue in Example 45 is the approach to the G-sharp4.  As the 

tenor sings “Semblaient,” on B3, he should be initiating the giro technique, lifting the vowel 

energy up and forward.  Another way to think about this interval is to sing the B3 in the 

position of how the tenor imagines singing the G-sharp4, which reduces pressure and tension 

on the B3 to allow for an easier ascent.  In either approach, the breath sets up the success of 

the interval; if the breath is taken effectively and wakens sensations of openness around the 

soft palate, the tenor’s chances of success increase. 

                                                
73 Bernac, 161. 
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Example 45.  Claude Debussy, Douze chants avec acct. de piano, “Les cloches,” mm. 28-36.  
© 1946 by Durand.  Reprinted by permission.  

 

 

 
 To help solidify the tenor’s breath management for “Les cloches,” he should revisit 

appoggio exercises discussed in Chapter I to strengthen his technique and then practice 

Example 45 in isolation.  A helpful approach to this phrase is intoning the text on a single 

comfortable pitch with correct rhythms so that the tenor gets a better idea for the pacing 

necessary to sustain the entire phrase.  Then, the tenor should sing the phrase on [i] to 

establish forward resonance, modifying to [I] when necessary.  The tenor should focus on 

efficiency of tone on his [i] vowel, not allowing any extra air to escape without being turned 

into vibrant tone. If the tenor experiences laryngeal elevation as a result of the bright [i] 

vowel, he should rely on the appoggio exercises to stabilize his expanded ribcage and 
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comfortably low larynx.  Finally, when he sings the phrase with text, his efficiency of tone 

and breath management will help the tenor sing the phrase beautifully and in one breath.  

 

Maurice Ravel, “Sainte,” M.9 

 Maurice Ravel (1875-1937) is an important transitional figure in mélodie, between 

the styles of Fauré and Debussy, while anticipating the styles of Poulenc and Milhaud.  Like 

Debussy, Ravel was meticulous in his score markings.  He indicated exactly what the singer 

and pianist should do with the music.  Ravel introduced some innovations to mélodie, 

including the use of free verse rather than metered poetry.  He also used a conversational 

approach to text setting in which Ravel did not set final “e” vowels, which are not 

pronounced in spoken French.74   

 “Sainte” is one of Ravel’s first mélodies, and is representative of his impressionist 

style.  The poem is about St. Cecelia, the patron saint of music, and Ravel reflects the subject 

matter with a syllabic melody above a chordal accompaniment, modal harmonies, as a “slow-

moving chordal texture sustains the liturgical mood.”75   

 The range of “Sainte” is D3 to A4, and the tessitura is relatively low, A3 to C4.  

Despite the low tessitura, “Sainte” is not well suited for young, inexperienced tenors.  

Ravel’s impressionist harmonies and complicated rhythmic devices, such as quarter note 

triplets, make this song musically difficult.  Additionally, as shown in Example 46, the high 

A4 is approached with little warning as it jumps out of an otherwise low tessitura phrase, 

making it daunting for a tenor who has not established quick and easy access to his high 

                                                
74 Kimball, 202-203. 
 
75 Kimball, 203. 
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range.  However, a young tenor who has already sung a variety of repertoire that exercises A4 

will find this song only moderately difficult.   

 

Example 46.  Maurice Ravel, Collected Songs, “Sainte,” mm. 11-13.  © 2004 by Durand.  
Reprinted by permission.   

 

 

 The syllabic nature of the melody in “Sainte” makes it a beneficial song for 

establishing a light vocal mechanism in the tenor’s middle range.  It is a speech-like approach 

to singing that does not disrupt the overall sense of legato or phrasing.  The articulators must 

be relaxed, agile, and responsive, but the breath must be shaping a beautiful phrase.  A tenor 

may potentially add weight to his middle range if he is not conscious of a sense of lift in his 

tone or flexibility in his articulators.  If the tenor sings the low tessitura of “Sainte” with a 

heavy vocal mechanism, tense articulators, and pressure on the larynx, the high A4 becomes 

virtually unmanageable due to the cumulative strain on the voice.   

 Figure 28 shows an exercise helpful in executing this speech-like technique.  The 

tenor should sing this vocalise at a slow tempo and as legato as possible, while gently 

forming a soft “d” with the tip of his tongue to subdivide the rhythmic pulse.  The [a] vowel 

should not lose any height or timbre as the “d” is pronounced.  This exercise helps the 
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articulators, specifically the tongue, work effectively without detracting from the integrity of 

the vowel.  

 
 
Figure 28.  Articulator Exercise.  

 

 

 The tenor will find a vowel shape that rings open and free, while letting the tongue 

form the “d,” which is a delicate balance.  Once the tenor discovers this balance, he will be 

able to allow his articulators to move freely while keeping consistent legato in his phrase.  

Other vowel and consonant combinations can be substituted after the “da” is exercised.  This 

technique facilitates good tone production with clear diction. 
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CONCLUSION 

 

The tenor voice is uniquely difficult to teach.  Technical precision is required for a 

tenor to withstand the vocal demands of his repertoire.  Through careful repertoire selection 

of art songs, voice teachers can guide a tenor to a reliable technique that will allow him to 

sing with beauty and longevity.  By identifying specific passages of music in the tenor’s 

repertoire, pedagogical concerns such as passaggio, vowel modification, appoggio, giro, 

chiaroscuro, tessitura, and agility are addressed in the song learning process.   

As a voice teacher working on this project, I have observed that incorporating the 

ideas set forth in this project into my lessons has increased the efficiency and effectiveness of 

my teaching.  In this project, I created specific vocalises based on important melodic 

passages of the repertoire.  In this way the student is able to concentrate on technique while 

learning a portion of the song, rather than singing typical five-tone scales, triads, or arpeggios 

that do not directly aid in the song learning process.  Additionally, singing those specific 

vocalises helps solidify the muscle memory involved in repetitive practice of the song.   

This project has been designed to be complimentary to the generalized vocal 

pedagogy books that are used in typical vocal pedagogy classes, as well as to generalized 

repertoire guides.   Furthermore, the approach laid out in this project can be applied to all 

other voice types.  I would like to continue this research into other voice types, which would 

lead to a comprehensive and pedagogically based art song repertoire guide.   
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Vincenzo Bellini’s Sei Ariette 

Les cloches, pg. 111 
Claude Debussy’s Romances, L79 

Pietà Signore, pg. 25 
Alessandro Stradella, attr. 

Dolente immagine di Fille mia, pg. 30 
Vincenzo Bellini’s Tre Ariette 

Plaisir d’amour, pg. 96 
Jean Paul Martini 

Das Fischermädchen, pg. 79 
Franz Schubert’s Schwanengesang, D. 957 

Sainte, pg. 115 
Maurice Ravel’s M.9 

Go, Lovely Rose, pg. 51 
Roger Quilter 

The Salley Gardens, pg. 60 
Benjamin Britten’s Folksong Arrangements 

Her Temple, pg. 57 
Gerald Finzi’s A Young Man’s Exhortation 

Sonntag, pg. 91 
Johannes Brahms’ Fünf Lieder, Op. 47 

Lamento, pg. 104 
Henri Duparc 

Vaghissima sembianza, pg. 41 
Stefano Donaudy 

Lydia, pg. 108 
Gabriel Fauré’s 2 mélodies, Op. 4 

Wehmut, pg. 84 
Robert Schumann’s Liederkreis, Op. 39 

Madrigal, pg. 100 
Vincent d’Indy’s Op. 4 

 

 


