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C'est par le chant italien, que doit commencer celui qui désire de bien chanter, parce qu'à 
sa supériorité reconnue, se joint l'avantage qui résulte de la langue même dont la douceur 
fait qu'elle se prête à la musique plus qu'aucune autre, et une fois connu, il facilite le chant 
dans chaque autre idiome, résultat qu'on ne peut obtenir en partant d'un autre principe.

Convaincu, par expérience, qu'en Allemagne, en France, en Angleterre, et je dirai même 
en Italie, la majeure partie de ceux qui apprennent le chant comme agrément, reculent à 
l'idée seule d'entreprendre les exercices d'un long solfège ; parce que, disent-ils, ne devant 
chanter que dans un salon, ils n'ont pas besoin de suivre une méthode dans tous ses 
détails, ni de s'initier dans les subtilités de l'école ! Pour répondre à cette idée et détruire 
ce qu'elle a de faux, j'ai pensé qu'un ouvrage était nécessaire. Celui que j'offre au Public 
est d'un genre entièrement nouveau, court, agréable et utile, et fera parvenir au même but 
par un chemin moins long et moins aride.

Comme les étrangers éprouvent encore une nouvelle difficulté à prononcer en chantant 
les mots d’une langue qui n est pas la leur, et cela même après avoir solfié et vocalisé 
pendant un certain temps, j'ai imaginé pour obvier à cet inconvénient, d'adapter même 
sur la gamme un choix de paroles extraites de la belle poésie de Métastase : par ce moyen, 
au lieu de l'emploi des syllabes dénuées de sens*), cette règle deviendra peut-être moins 
ingrate, et forcera, pour ainsi dire, l'élève à contracter une sorte d'habitude de pronon-
ciation : et il éprouvera moins d'aversion pour cet exercice indispensable.

Et je suis persuadé que cette Méthode sera non seulement très utile aux amateurs, mais 
aussi à ceux qui se vouent à la profession, parce qu'étant composée d'exemples démon-
stratifs, elle peut faciliter les moyens de mieux comprendre d'autres ouvrages.

Nicola Vaccai (1832)

Préface

*) Pour les personnes qui apprennent le chant en même temps que les principes de musique, il sera 
bon de commencer par des monosyllabes sous chaque note, mais cela n'apprend pas la vraie prosodie, 
attendu que l'on ne tient pas compte de l'élision des voyelles, ce qui est démontré dans la première 
leçon. 
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Vaccai's work (1832), which consists of 22 vocalisations (in this case for mezzo voice or 
baritone), stands out among other vocal methods, as it facilitates any keen learner to 
attain desirable objectives for the voice with ease and efficiency. 

In his original preface, Nicolo Vaccai gives two reasons for this. He found there to be no 
other method for non-native Italian amateur singers that was not too complex or 
otherwise dry (existant today as back then: monosyllabic vocalisalion techniques). That 
should be no excuse, nevertheless, for doing without any method altogether. Vaccai 
admits that the chief difficulty for singers consists in singing in a language not one's own. 
And yet, by virtue of its marvelous euphony, Italian is without a doubt the best language 
suited to the art of singing. And one need only reckon with the extensive long-standing 
Italian opera and operetta performances of today.

The fact remains that few other vocal methods as that of Nicola Vaccai’s exceed his own 
in popularity with vocal pedagogy. For many who have already worked with this method 
(with piano accompaniment), it is considered a gem, not just for its being a selection of 
beautiful poems by Pietro A.D. Trapassi, better known as "Metastasio", but for its 
thoughfully composed arrangement for the pianoforte. 

This transposition for the guitar, a first, and overdue in my mind, follows naturally. The 
delicate, softer, balance of sound (between open string resonances and fretted notes) 
make it a special treat for the ears, not least a change from accustomed, "louder", piano 
accompaniment. The quieter resonance of the guitar invites singers to listen even more 
attentitavely to the accompanist, blending rather than "soloing". 

In any case, this work, albeit it being perhaps a less systematic study than others out 
there, makes vocal studies a delight. Vaccai was right when he said that his work would 
prove a most useful and beneficial study, as it has stood the test of time.

In conclusion, all starting out with voice studies should begin their studies with the Vaccai 
lessons, not just for a window into Italian but also out of the beauty of these short-and-
sweet pieces. And what better instrument to accompany you on your journey than the 
beautiful Spanish guitar. 

Alex St-John

Foreword

SAMPLE / EXTRAIT
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Vaccai's work (1832), which consists of 22 vocalisations (in this case for mezzo voice or 
baritone), stands out among other vocal methods, as it facilitates any keen learner to 
attain desirable objectives for the voice with ease and efficiency. 

In his original preface, Nicolo Vaccai gives two reasons for this. He found there to be no 
other method for non-native Italian amateur singers that was not too complex or 
otherwise dry (existant today as back then: monosyllabic vocalisalion techniques). That 
should be no excuse, nevertheless, for doing without any method altogether. Vaccai 
admits that the chief difficulty for singers consists in singing in a language not one's own. 
And yet, by virtue of its marvelous euphony, Italian is without a doubt the best language 
suited to the art of singing. And one need only reckon with the extensive long-standing 
Italian opera and operetta performances of today.

The fact remains that few other vocal methods as that of Nicola Vaccai’s exceed his own 
in popularity with vocal pedagogy. For many who have already worked with this method 
(with piano accompaniment), it is considered a gem, not just for its being a selection of 
beautiful poems by Pietro A.D. Trapassi, better known as "Metastasio", but for its 
thoughfully composed arrangement for the pianoforte. 

This transposition for the guitar, a first, and overdue in my mind, follows naturally. The 
delicate, softer, balance of sound (between open string resonances and fretted notes) 
make it a special treat for the ears, not least a change from accustomed, "louder", piano 
accompaniment. The quieter resonance of the guitar invites singers to listen even more 
attentitavely to the accompanist, blending rather than "soloing". 

In any case, this work, albeit it being perhaps a less systematic study than others out 
there, makes vocal studies a delight. Vaccai was right when he said that his work would 
prove a most useful and beneficial study, as it has stood the test of time.

In conclusion, all starting out with voice studies should begin their studies with the Vaccai 
lessons, not just for a window into Italian but also out of the beauty of these short-and-
sweet pieces. And what better instrument to accompany you on your journey than the 
beautiful Spanish guitar. 

Alex St-John

Foreword
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Vaccai's work (1832), which consists of 22 vocalisations (in this case for mezzo voice or 
baritone), stands out among other vocal methods, as it facilitates any keen learner to 
attain desirable objectives for the voice with ease and efficiency. 

In his original preface, Nicolo Vaccai gives two reasons for this. He found there to be no 
other method for non-native Italian amateur singers that was not too complex or 
otherwise dry (existant today as back then: monosyllabic vocalisalion techniques). That 
should be no excuse, nevertheless, for doing without any method altogether. Vaccai 
admits that the chief difficulty for singers consists in singing in a language not one's own. 
And yet, by virtue of its marvelous euphony, Italian is without a doubt the best language 
suited to the art of singing. And one need only reckon with the extensive long-standing 
Italian opera and operetta performances of today.

The fact remains that few other vocal methods as that of Nicola Vaccai’s exceed his own 
in popularity with vocal pedagogy. For many who have already worked with this method 
(with piano accompaniment), it is considered a gem, not just for its being a selection of 
beautiful poems by Pietro A.D. Trapassi, better known as "Metastasio", but for its 
thoughfully composed arrangement for the pianoforte. 

This transposition for the guitar, a first, and overdue in my mind, follows naturally. The 
delicate, softer, balance of sound (between open string resonances and fretted notes) 
make it a special treat for the ears, not least a change from accustomed, "louder", piano 
accompaniment. The quieter resonance of the guitar invites singers to listen even more 
attentitavely to the accompanist, blending rather than "soloing". 

In any case, this work, albeit it being perhaps a less systematic study than others out 
there, makes vocal studies a delight. Vaccai was right when he said that his work would 
prove a most useful and beneficial study, as it has stood the test of time.

In conclusion, all starting out with voice studies should begin their studies with the Vaccai 
lessons, not just for a window into Italian but also out of the beauty of these short-and-
sweet pieces. And what better instrument to accompany you on your journey than the 
beautiful Spanish guitar. 

Alex St-John

Foreword
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Leçon IV
Sauts de Septièmes| Skips of Sevenths


