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WELCOME

Welcome to Skill Set Summer 2023! This syllabus is tailor-made for singers and
teachers of singing who are interested in a skill-focused and research-based
approach to the nuts and bolts of singing. We firmly believe that skill and art
cannot be separated. As we say: Refine your technique. Unlock your imagination.

The summer can be a time of great growth for singers at all levels. If you are
professionally engaged in a summer festival either as a soloists or young artist,
dedicate a little time every day to your own personal development as a singer. It
is easy for your own individual goals to get lost in the schedule of the company
you are working for. Make sure to carve out some "me time."

If you have some down time this summer, you can really invest in yourself and
your craft. A mere 30 minutes a day spent in constructive skill development will
have you ready for a new season. Starting a new school year or facing an
audition season after the summer? Invest time now.

If you want to explore the material in this syllabus with other singers we invite
you to join us either online or in person. Our online group meets 10 times over
the course of the summer or you can join us in New York for our in person
training week between July 24 and 28. Take part in our concert at Opera America
on July 29. You can also sign up for both if you are feeling extra studious!

For supplemental work to this syllabus we suggest
our signature course The Vaccai Project, available
at Amazon. It contains extensive research and
essays supporting the material we will use

during the summer.

Have a great summer!

R elle Jonck & Derrick Goff

SUPPORT OUR WORK

This syllabus is made available to you free of

charge. Please consider supporting our work by ANNUAL CAMPAIGN
visiting our Annual Campaign page and sharing
it with your friends and colleagues. 3



https://belcantobootcamp.com/skillsetsummersignup
https://www.amazon.com/Vaccai-Project-exploring-historically-performance/dp/B09YNBJ3CY/ref=sr_1_1?crid=1JL3P0OBXVQBA&keywords=vaccai+project&qid=1683653020&sprefix=vaccai+project%2Caps%2C108&sr=8-1&ufe=app_do%3Aamzn1.fos.006c50ae-5d4c-4777-9bc0-4513d670b6bc
https://www.instagram.com/belcantobootcamp/?hl=en
https://www.facebook.com/belcantobootcamp
https://belcantobootcamp.com/support-bcbc-beyond-nyc/
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If you cannot sing a
phrase exactly as you
imagine it, you need
more skills, not more
opinions about how

the phrase should go.

- RACHELLE JONCK



PRE-WORK

SELF-EVALUATION

A few self-evaluation questions to help you get started. Be
honest - the clearer you can be here, the more you will get out
of this work.

WHERE YOU
‘ WANT TO BE

WHERE YOU
ARE NOW .

Ol. What is legato and how do you achieve It?

02. What do you listen for when you listen to other singers?

03. What are your goals for every practice, voice lesson, and
coaching? Do you and your team have a solid plan to execute?

BEL CANTO
BOOT CAMP
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PRE-WORK

SELF-EVALUATION CONTINUED

O4. What do you think about when you practice? In lessons? In
auditions? In the rehearsal room? In performance?

0O5. What do you practice every time you practice?

06. Where do you feel more vulnerable: in the practice room or on
stage? Why"

O7. What do you perceive you need to get to the next level? Is it in
your control?

BEL CANTO
BOOT CAMP



PRE-WORK

HONESTY CHECK

Ol. On a scale of 1 to 10, how is
your mastery of legato?

02. On a scale of 1 to 10, how
much control do you have over
your dynamics?

03. On a scale of 1 to 10, how
adept are you at moving your
voice?

O4. On a scale of 1 to 10, how
successful are you at executing
a trill?

0b. On a scale of 1 to 10, how
often are you successful at
executing what you imagine?

THE NUMBERS DON'T MATTER

1

2 3 4
2 3 4
2 3 4
2 3 4
2 3 4

S

6 7
6 7
6 7
6 7
6 7
TOTAL:

10

10

10

10

10

5 TO 20 Surprisel We are all singers on a journey. You are probably
better at one or more of these things than you imagine. We're

glad you're here.

21 TO 35 Every singer we have met is on a path of learning and
developing excellence. We aspire to create a community that

inspires excellence.

36 TO 50 We love gkilled singers at Bel Canto Boot Camp. We look forward

to helping you grow as you continue to hone your skills.

BEL CANTO
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If artists come to a realization of
their deficiencies, they lack only
too frequently the courage to
acknowledge them to others. Not
until we artists all reach the point
when we can take counsel with
each other about our mistakes and
deficiencies, and discuss the means
for overcoming them, putting our
pride in our pockets, will bad
singing and inartistic effort be
checked, and our noble art of
singing come into its rights again.

- LILLI LEHMANN, HOW TO SING



WEEKLY PRACTICE PLANNER

SAT FRI THU WED TUE MON

SUN

WEEK OF

TOP TASKS

NOTES

"Every voice ig different,
but there is not a new technique for every voice."
- Rachelle Jonck
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LEGATO THROUGH THE AGES

Let him learn the Manner to glide with the Vowels, and to drag the Voice gently from the high to the
lower Notes, which, thro" Qualifications necessary for singing well, cannot possibly be learn'd from Sol-
fa-ing only, and are overlooked by the Unskilful. Tosi: Observations on the Florid Song, 1723

By this portamento is meant nothing but a passing, tying the voice, from one note to the next with
perfect proportion and union, as much in ascending as descending. It will then become more and more
beautiful and perfected the less it is interrupted by taking breath, because it ought to be a just and limpid
gradation, which should be maintained and tied in the passage from one note to another. The portamento
cannot be acquired by any scholar who has not already united the two registers, which are in everyone
separated. Mancini: Practical Reflections on Figured Singing, 1774

Through some disjunct intervals [the singer] will carry the voice with such an inflection that it will pass
by way of an indefinite number of sounds of which one cannot specify the pitch.
Asioli: Scale e salti per il solfeggio, Preparazione al canto ed ariette, 1814

By carrying the voice from one note to another, it is not meant that you should drag or drawl the voice
through all the intermediate intervals, an abuse that is frequently committed - but it means to
perfectly the one note with the other. Vaccai: Metodo Pratico di Canto Italiano per Camera, 1833

“unite”

Carrying the voice (port de voix - portamento di voce) is leading from one pitch to another passing
through all the intermediary pitches possible. The portamento can include everything from the semitone
to the biggest range of the voice. Its length is taken on the last portion of the note that is left. The speed
depends on the character of the music to which it belongs.
Connecting pitches (vocalisation liée - agilita legata e granita) is passing from one pitch to the other in a
clean, subtle, spontaneous way, without letting the voice be interrupted or tarry on an intermediate
pitch...So that legato coloratura shows all the characteristics of perfection, it is necessary that the
intonation be irreproachably just; it is necessary that all the notes have an equality of value, sound, and
color, and finally that all the pitches be equally legato. We can hardly achieve this goal after a year and a
half of study.

Garcia: A Complete Treatise on the Art of Singing Part 1, 1847

Without legato there is no singing; and, the two things that render the human voice superior to every
other instrument are the power of legato, and the variation in color.
F. Lamperti: The Art of Singing According to Ancient Tradition and Personal Experience, 1884

The pupil must observe a strict legato, a smooth and unbroken passage from one tone to the other. The
breath must not be interrupted between the tones, but flow evenly as if a single tone were sung.
G.B. Lamperti: The Technics of Bel Canto, 1905

Legato was often taught by first rehearsing deliberate, audible, portamenti between pitches, which were
subsequently reduced in duration to the point of imperceptability. Voice in this regard is analogous to a
string instrument on which pitch is changed with the tuning key, not on the fingerboard, and for which
the bow continues while the string is being retuned. It involves very rapid changes in vocal fold tension
from one sustained, vibrant pitch, to the next, rapidly moving through the intervening micro-pitches too
quickly for them to be perceived. Kenneth Bozeman: Kinesthetic Voice Pedagogy 2, 2021

from The Vaccai Project



LEGATO

If we change the length of our vocal folds while keeping our breath
engaged, we hear what the Italians call portamento. 1t is just how the
instrument works. Ain’t no other way to get there unless you interrupt
your air flow (oops! now you are no longer singing legato) or separate
the pitches in some other muscular way, for example with your jaw
(oops! now you are no longer binding together smoothly). While
portamento is not the goal — legato is — portamento is the result of
truly consistent breath between the pitches. Call it "support” or
"cheesecake” if the word portamento scares you. Just do it!

All the old treatises follow onset and messa di voce exercises with
portamento. We should too. Excerpts are from Marchesi — semitone
and tones and some bigger intervals if you feel like it. At BCBC we
often just sing legato semitones and tones up and down from different
pitches (pick pitches while showering or lying on the floor just like you
did with your one note exercises). We call it “flossing” since it is
something you should do every day. I’'m serious.

YOU MUST PRACTICE PORTAMENTO EVERY DAY

A 7N\ | )
i | i ‘1
¥ oo 1O | W ro i

practice on all vowels, especially /a/

Change pitches without interrupting your air (support). It seems

pretty basic, but do you do it? In all your small intervals?




LEGATO AND REPEATED NOTES
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COME YODEL WITH ME - TREBLE

ISOLATING REGISTERS
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COME YODEL WITH ME - TENOR

ISOLATING REGISTERS

The puvpose of this Vmchcc sheck s 4o dcvdop head voice coovdination, aker
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COME YODEL WITH ME - BAR/BASS

ISOLATING REGISTERS
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from The Vaccai Project
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HISTORICAL SWITCH EXERCISES

UNIFYING CHEST AND HEAD REGISTERS
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Note how Garcia sticks consistently to F4 as the highest note in "poitrine" (chest).

de méme
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Falsetto.
—— T 1 —+ 7 — +—— +—F —+ P— |
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sure qu'on les fait plus facilement, il faudra presser le mouvement jusqu’d ce qu’on puisse.
chanter d’une seule respiration le N” 8. Il faudra faire attention de chanter jusqu’au Fa en

voix de poitrine, tant en descendant qu’en montant.

Viardot: "One must take care to sing up until F in chest voice,
both descending and ascending”
Garcia, Traité complet de l'art du chant (1847), Viardot, Une heure d'é¢tude (1897)
from The Vaccai Project 19



HISTORICAL SWITCH EXERCISES

UNIFYING CHEST AND HEAD REGISTERS

Garaudé for treble voices: In the "'modern era" (roughly the era of the
— »  Mmicrophone) the preference for ‘“smooth
2 :EE:; a’ 2 =% transition” resulted increasingly in "no transition."
This had the inverse effect on the treble and non-
treble voice: treble voices started to avoid the
chest transition singing consistently in M2 while
non-treble voices increasingly remained in M1
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P . ‘ I T after the advent of the "do di petto”. This modern
T — ke —_Fo2F : approach to registration was not the order of the
day during the heyday of Italian opera. Performing
Mengozzi for treble voices: the ltalian repertoire becomes an ever more
e i |t e | E—r————— 1 daunting task for singers as we move further and
— i a9 “QL S aE ; t further away from training registration in this
classic manner.
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While F4 was the norm in performance, ¥ ¥
exercises like these illustrate that singers were ez e blue = chest voice
encouraged to practice the skill up to G4. Below e — = f;ﬁ pink = falsetto or head voice
are some examples from the repertoire where Y

chest dominant singing above F4 is invited by
the composer. It is interesting to listen to Lina
Bruna Rasa (with Mascagni himself on the
podium) in this live recording from The Hague in
1938. Even more interesting than the A4 in chest
at the end of the aria is how often she sings F#4
and G in chest - and not only in climactic
phrases. Notice how calm the upper middle
voice and secondo passaggio remain despite
the "chest heavy production.”

A ba. S (terrified) . T (horrified.)
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Donizetti, Lucia di Lammermoor Gounod, Roméo et Juliette

4 JJ I ,‘-’:‘ o :
pian . . go, io pian - . go,ig(/pinn - - - gel. e la,__tem_pesta:,

Mozart, Cosi fan tutte
Most singers find it easier to move through
G4 staying in "light chest" in this passage
20 Garaudé, Methode compléte de chant (1854) Mengozzi, Méthode complet (1840)
from The Vaccai Project
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COME SWITCH WITH ME - TENOR

UNIFYING CHEST AND HEAD REGISTERS

Do NoT Fusln the enveloi:e,‘_ Sing _a_nl_1 v the range you can
achiee ease of ?rwlud:iom withoub pushig either chest or falsetto.

C .
0 197 . ® ,c:)\ //—\o/—\or\o/_\or\o
= —— I
V)

o
QD

=
s

[

=
QV

& “ ry
LEGATO ! LEGATD!
. R
_‘: TN r‘i rj r\c ' Cu ieliees
‘Il = e (o) (&) [a9) o ’g: —Fa‘setko

—
—
=
L
i

|
t
Qa U a u

o

5in5 n all keys up o @ (stavk on D and switch on G) but
On l\l 90 as hijl'\ as you can withouk re,'tv\-f:wc?nj the -fa\seﬂ:b

DoN'T Rusy THE PEocEsS‘! |
SNITCH!

i

Q|-

<

0

| 1o ! ue_r_rﬂl. = / one more!
' ' .SFL'RV'Eunj pivs 1B
(swith on G)

|ttt
|t

([
.l
s
Q

from The Vaccai Project

22



Do l}l_O_T' F\tsl'\ ‘Uﬂe e,vwe,lore,‘, 5'\v13 ﬂﬂ_l_\‘ W 'Hre. rowno € Wu cav)

achieve ease d{: ?rodud:;on withouk pushivg either chest or —fa\S‘e'H:o
c. L

&, 4 c —F &
5T . T AN N
g
SRV S . B S XS S
= i . —
LEGATO | LEGATD!

o Ex c,hes!:
o = §. foleetko

Sing in all kexls up to G (Sbav{: on D and swikch on 6) but
On |7 9o as hiﬁh s you Can withouk re,'mforc'mg the rfo.\sdthb

DoN'T Rush T process! @

svirrmu! |
C. 4 cC. TOO man leoljey l'(heS[.!
'l'rO I o TN A \’
e ww Jou caae, reac
R —— s
e .9/\:&‘ P Ok, THaNKS B9
W?y =~ |
a w /_f*
= a*? fode— e mep Dy /" one wore!
l\\g/ — ' f N i ,S'E'alr'l:inj on b
aou g (switth on 6)

from The Vaccai Project



BCBC SWITCH EXERCISES

UNIFYING CHEST AND HEAD REGISTERS
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TENORS, BARITONES, BASSES b
Sing this exercise in all keys in %L"' == 0o w0
which you can sing all five C—

pitches in easy falsetto as well as
chest-dominant 'full voice' SOPRANOS, MEZZO-SOPRANOS, CONTRALTOS
This exercise inspires you to practice transitioning on

blue = chest voice different pitches towards your eventual goal of
pink = falsetto or head voice achieving F4 equally easily in head or chest dominance.
Start in a key where you can sing all five pitches in head

voice and sing at least the lowest note in chest,

progressing up to F major.

Non-treble voices

Take this exercise as high as your falsetto and full voice allow on the top note
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BECOME THE MVP OF THE MDV

PRACTICING DYNAMICS AS A RESULT OF REGISTRATION

1. Do one thing at a time:

a) Garaudé: "Sing sustained tones in different dynamics - ONE dynamic at a time."

D ] ) 9 9
O O O [ © ) [0 ] O O O
' w P wmp  wf  f s =
b) Panofka: "First crescendo - take a breath - then diminuendo."
A ’ ) ) 5 5
Lé O © #“ #u © O
oJ

p—Sf P——f P—f f—p f—=p f—P

BLEL Suggesti

2. Ask a neighbor for help: Qapthd WiFN WEO\; Xis
n | one eSS
a) Bordése: "Try changing the pitch at the apex of your crescendo? ‘m(fm leqoto N smoll
0 X > > INFLRNOJS OJ Ofr e

b) Celoni: "Let's get a longer breath going and sustain the apex of the crescendo."

I 9 B i’ T 1 ﬂ lﬂl lﬂll ﬁ lﬁl ‘11 ﬁl BLEL \O\L‘AJ:\:‘OOK
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wk e Pue Note

Work outwards from your best mid-level (mezzo-piano) dynamic.

mp — mf ———mp SN SO (Ve Y Y,
mp——  wp® ——mp %f§7f£ 2% éﬁ\

EEE—————
soprano and mezzo-soprano voices
p=—"_f ——p P4 and ahoren M
G

soprano and mezzo-soprano voices between C4 and F4

G
soprano and mezzo-soprano voices
Pp < S > Pp S, et
] ) SNLL Fne PA—Q,Y\{;S

tenor, baritone, and bass voices

£ o through the range in M2 cu oNd Fu N ‘OZ\Nd
ounieved ot N m
g, MDY oN Frese

ot
7° {37 References: e O SpON ot
$ ) Ges Qg Garaudé, Méthode compléte de chant (1854) P‘H’Y\{S ’ e0to nodes
sk,//;; Refy, yone Pellegrini Celoni, Grammatica (1810) NGl N o

Bordese, Méthode élementaire du chant (1852)
Panofka, L art de chanter, op. 81 (1854)
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SOAR AND FLOAT - TREBLE

FORTE VS PIANO DYNAMICS IN THE TOP OF THE VOICE

@ Settle your ROOTS (d\ES'l: dom'lhqvltw
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SOAR AND FLOAT - TENOR

FORTE VS PIANO DYNAMICS IN THE TOP OF THE VOICE

@ Settle your ROOTS @\ues{: dom’thhtB'
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% = 28 Iy 1l I = _e o /9\ o c
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SOAR AND FLOAT - BAR/BASS

FORTE VS PIANO DYNAMICS IN THE TOP OF THE VOICE

\@basse.s onl u\?{:o our

comfort level. Ejg,_ih_t“ | 4

@ Settle your ROCTTS (O‘I\ES{: dom'lhqht)
AL N /ﬂ/-\/\ . ’{_\o/\e/—\o/\’\
E‘ bZJ © ehD D¥9¥ (4] O ©

M
I
1
1

a OKI oR.a t o 1 o

c]’ﬂil 9/_\ %D:k/\c/?: Q/'\ﬂ = ® Practice 4l your vowels awdl

= vowel combivations
a U a u a ® Move only what needs 0 move!

@ Givow \our TRUNK. (zame, clynanic)

hoT /170 '0'-\ ﬁoﬁ?{\‘
(&) LO Hb l__‘ Po Elio Il ] l| ] (@]
a u a a W— a a u o

Mso on E,F F* G and A’ Stay LooseY cooseY!

@ [et's SOAR. and FLOP(T\. P(\so on E ’F)F*)G anok AL

(V) a u U u
au“\/a\_/ \/q N &

our ? lel: r
) CHEST Hefb \
tak & \’ou'r 'E".alk b your top

oW ORL Not MeONt to ledve ehest domiNONee IN° NS 2xeRLISe,
ROHNeR, Find d%Namic, possibiities WIFNIN chest domiNONt Sound i Hhe pASSaggio ONd oo

from The Vaccai Project
29



AGILITY

SKILL SET
SUMMER
2025

BEL CANTO

BOOT CAMP
Co—=— =00




UNITS OF PITCHES MERRY-GO-ROUND




HISTORICAL AGILITY ON I-V-I

Bordése: Méthode élémentaire du channt

Répétez les 2 premitres mesures autant de fois que la respiration vous le permet.

BAR__—

Scales

Articulation, 3% . }
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HISTORICAL AGILITY ON I-V-I

Turns and
scales

Mordents
and arpeggios

Mordents and
neighbor tones

Neighbor tones
and passing tones

Mordents
and scales

Trills
with Nachschlag

Turns

Chromatic
scales
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Viardot: Hour of Study
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Marchesi: The Art of Singing, Book 1, Op. 21
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Garcia: The Art of Singing
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Crivelli: Instructions and Progressive Exercises
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AGILITY COMBINING UNITS OF PITCHES

Panotka: Art de chanter, op. 81
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COME FLIP WITH ME

Slow and Icﬂalv'v

R =t
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COME FLY WITH ME

Exercises on THEEE nobes AN o, FNd ONG SiNg Hhe skeieton?
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PREPARATION FOR LARGER INTERVALS IN COLORATURA

First, get your seconds and thirds solid.
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THE FOUR NOTE TURN IN COLORATURA

@ Skeleton

V 1 [ )
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R
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@ Appoggiatura notation
Bordese says: Eappoggiatura qui se marque ainsi: 36_—%'#31;! a pour effet:

o —
The appoggiatura that is marked like this: results in

@ Turn starting on upper appoggiatura
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@ Lower appoggiatura as sung
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@ Turn starting on lower appoggiatura
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@ Scales starting on a beat
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NONLEGATO ARTICULATION

based on Garaudé

Try adding acciaccaturel
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UNITS OF PITCHES WITH ARTICULATION
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TRILLS

BCBC approaches trills as ornaments of one note and the result of motion in the
larynx similar to the freedom found in a yodel and the acciaccatura.

Find flAeXibﬂity in the larynx with a yodel

[ 4 1J | | | |
AL . T
e 9 9 O ﬂ First on an octave, ZFI v e e ﬂ

Y 5 S B o Qgettingprogressivelyfaster © 3 3 F F F

a u a u a u a
0 | | o |
— — — i Then on a fifth "g(n > - I
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Practice dotted rhythms with upper notes
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Turn your dotted rhythms into acciaccaturas
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Le trille ne résulte pas de deux notes frappées I'une aprés I'au- The trill does not result from two
tre ell accélérées jusqu'd ls plus grande vilesse, comme por notes one after the other and
exemple :

accelerated to the highest speed,
like for example:

Ce passage ne sera jamais qu'un trait d'agilité qui peul précé- . . -
der ou suivre le trille; c'est une variété du trille que I'on nomme This will only be an aspect of agility
Trillo molle lorsqu'il est placé comme il sui : that can precede or follow the trill.

Garcia, Complete Treatise on the Art of Singing (1847)
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No. 1 from 16 Vocalises, Op. 32

F. SIEBER (0p. 32)
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Gioacchino Rossini (1792-1868)

Gorgheggi e solfeggi

O Snlf«‘ggi del Maestro Rossini. .
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24 Vocalises, Op. 81
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Anna Barthe-Banderali (1837 - 1923)

Priere from 25 Exercices et 12 études vocalises pour soprano et mezzo-soprano
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Andantino ( #=80)
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Mathilde Marchesi (1821-1913)

Mordents and Turns from Vocal Method Op. 31 (Part 2)

Moderato.
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Vocal method, Op. 31(Part 2)

M. Marchesi
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Luigi Bordese (1810-1886)

Méthode elémentaire du chant
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Laure Cinti-Damoreau (1801-1863)

1st Theme and Variations from Nouvelle méethode de chant
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Laure Cinti-Damoreau (1801-1863)

2nd Theme and Variations from Nouvelle méthode de chant
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Giovanni-Battista Rubini (1794-1854)
Triplets from 12 Lessons in Modern Singing for Soprano or Tenor.

s ——
o) o . ] I\
. €] o F 14 NN )
Voice. —é—b e fr — — i - - w7
v P '
f) > == = L
A8 ——  — — JI JI ?
Pianoforte. p _ T _ cresc.—=jf
F = =
A 1 | 1 0| I i 1 1 P
T 1 I L —
7 s > e G —_— i
. I rT - LI_ L - F 1 1
74 1 »Z —5( { 1 4
v ‘p—'—' P S V4 cresc. ¥a y
T | I | :
|In" I ! i {
D

- 1 i +—4—1 1 t
H i ﬁ__ 1! i 1 I i 1
rp f p = cresc. _f P
| S e _p @ = =
;.q!] qﬁ H r | 1 | 1 T } o .‘“_Lb
1 1 i f !
* —o— ’F Jr:r | —t
g - -
2 S '_F /\ /A"/;
& i = aEEEEE ==
»p
> <. 3 4 }
e S e e e e e e e e
¥ = T J:{_,{ p.p o % o
f —. I 1 $ 5' } I _4.| ii::
——= e s —
L. _— T ——> S
T | — J— 2
A\iV Lo ——k—— 8 - o g e ut B
S P »p 2p
b —F e S 1
— ——pp
S I I T R L L
1 1 __q:i i - _q S— _*___H_q_—_q_q__—d—————‘
w—ﬂ: — - N -~ j 11 1T— T
— e
+de <+

74



id

(]

hill

—t

L]

=

X

S I

/——————~_,\\>

S

HEE

2

.

1

/—\>

P
5.
T

!

::::—’

7

&

(7]

2

=l

/’—\>

e

|

| -
—

1
1

1

]

-+

eresc.
cresc.

IR S
—

7

T

— B I A .

| -

cresc.

[ {.n Wd

‘T

7

-

— .

rp
rp

')ﬁﬁ T 3

\1V4




i
ﬁr
ha
i, %.q#.m.rd.-ﬁt
1
AT Juﬂ
.A.— LL p,
>\ U ._..”hﬂv r
| ~e R LM
—hl
0 4

=

Rl

)" 4
F A
eV {

It 1
1

—
3&3

4 % '§ &

1 [l
| | e
it
< T L T

1

TTTo9| [Te7T®

e

e

s T H
Ihi
ol
QUL %i& i
| T (el
17 A
4N\ T17 "
e
i Wn
| | RRE

cresc.

2 ]

e & A
H
- 'n_lvlv
-rg A el |
ﬁlr. Ll
1 1] T
48 -uhﬁ
oo N
N

m il T A
W o
?m T Alsd
Hmv I
jl

-.ﬁ.ﬂT A

l=; i)
A v 4 Ji
N
[T
[ -{?
il L
NEh -“V“f o
S ———— o ——



<

_I.Jr_vi

cresc.

;E

I I |
I 1

Al

=__ /' ®

fn
t
1
; :
1
1

e

- L
il
mE ‘ILI
T &
S (e
N BL.N RE.N
0y
N ———_

jt =
{

|
=
s

33 3
J1
=
T

= 1 —t—t=
: W T
QTS Hiw S Wl
\Iﬁ ot by
T i
Jwilv TT ﬂ_LI_
[ )
1 e el
H 2 %
=== BN
(It
ANtk Aty ANt
QL 1%9 L
H, [[TeeR®LL
1 14
50 N

" i i
.
T
g
H IS
L (8]
EM .
~N
BENARS
S ¥
Ny
mp
I '
L) $
+ =
by A
r,. JREN
) +

Qv

¥

i

+J..—,Ul R \

’ ;IA A
W T #ﬁf%ﬁ

a tempo

P

3, SN
(9]
L 'in 1 | YR

S Y

TR A

b LN}




<
_
~N
S
2
A x
~e 11
A s
L.f il 4J
= m== -u
| T T
f I+ 7/ T TT
3 7
~Xx
S
3
1Y I \; B
- o Ly~
- = = =)
i il |
2533
MR e el
N BL.N J
® )
N

cresc.

L

S NEE e

Bit i
7nlA
A a1
i 11
L
A nr{ TTiee
I
1 |
n
A T
= Hunn K
o T
Nt~y

5
i A
|

oy
1

1’__-44,

P.d
Lbdd }

A TX.4

F O 'Hll.

cresc.

cresc.

e

ANy

g i
12

ol ]

u N4 ™
O 'Y

L

¢S N

N

[ £.0Y
A\A P4

/) 4




= =
T a— W Y S S
i teqae T H L] Ze==scisEr
D 2 cresc. f Tty
gu ' 1 1 1 1 1 1 T 1 { 3 3
il 9 1 1 1 1 I 1 1 | r 4 r 4
%? EI l ‘ ’ ..q%i 4]-7 | [ Y
3 ﬁ - P cresc. ./.
9 l = 1‘ i e %
bl { % 'r & @ —@ ] F:F i
o ) 7 o n — —_ !
(a3 1t 'L £ - — 1 1 f’ - -
A ' »
|r ' i 3
o ——— — = ——
3 @
o
ke i 1 1 1 1 1 1 T 1
I | 1 1 1 1 T I
A
g o= > R ' o > e o~ A
e > ~ T < e—— & 2
o £ = J £
.J T
) fl . )
fﬂl i 1 ) 3\ H 1 - )
Syt ————1— — f +—1—% [ S —1—3
# : S
il (37 170 3
b ¢ TN | 1 1) k| !' i [ 7;1 i ¢ i . 1 :
I 1 | | | { I T T- r
This votdise is loN@ owNd NoRg! %iN@ it iN SectioNs ond BEL CANTO
Ketp TROLKL of whith pORFs Lot noove  stusdied. '?O‘OT CA_ME

Not¢ the dote Lol mowaﬂe; to siN8 +hﬁouﬂh ol of it




Alexis de Garaude (1779-1852)

25 Nouvelles Vocalises in Methode complete de chant (Part 2)
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OUR PHILOSOPHY

THE BEL CANTO
BOOT CAMP WAY

e Finding community in our daily personal
practice, not only in rehearsal and
performance

e Refine your technique - Unlock your
imagination

e Learning from the past to inform our future

e Welcoming all who seek to learn

66

Empowered singers seek
truth: the history of their
craft, the building blocks
of their technique. They
speak their mind with
their own voice.




OUR PHILOSOPHY

MAKE SMART CHOICES

SPECIFIC
Break down the skill set and be specific about where you
need to and want to grow.

MEASURABLE

Consider making regular recordings so you can enjoy
hearing your progress. Consider joining an Intensive to
enlist the help of colleagues and mentors.

ATTAINABLE
Everything that can be seen and understood is attainable. If
you know where and how to grow you will realize your goals.

RELEVANT
Regularly discover how improved proficiency in the skill set
unlocks your imagination in your repertoire.

TIME-BOUND

While the search for excellence is a lifelong endeavor, every
step along the way can be savored and appreciated.
Celebrate your small victories.

NOTES:

BEL CANTO
BOOT CAMP

R
ar=—E Sve
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PRE WORK

Time for a little introspection on how your art intersects with the world.

Strengths Weaknesses
What is in your What do you
wheelhouse? hide”? What is
What do you the missing
know you link?
know? What do you
What are you negotiate
proud of? around?

Opportunities
What feeds
you? What are
your dreams”?
Do you
recognize
opportunities
when they
appear?

Threats
What takes
from you”? What
keeps you from
achieving your
dreams”?
What are you
scared of?




NOTES / BRAINSTORMING

BEL CANTO
BOOT CAMP

Co=m =90
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NOTES / BRAINSTORMING

BEL CANTO
BOOT CAMP

Co=m =9



ORNAMENTATION / CADENZAS /
EXERCISES

BEL CANTO
BOOT CAMP
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ORNAMENTATION / CADENZAS /
EXERCISES

BEL CANTO
BOOT CAMP




ORNAMENTATION / CADENZAS /
EXERCISES

BEL CANTO
BOOT CAMP
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