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INTRODUCTION

This book contains extended rhythmic studies and preparatory exercises. They
are intended to help students learn to perform the rhythmic patterns most frequently
encountered in Western art music, Familiarity with rhythmic patterns, along with a
habit of understanding thythm in phrase-length structures, should facilitate actual mu-
sical performance, in which we must be concerned with all the parameters of music.
The modest aim of this book explains why there are no studies involving pitch and
only a few with dynamic indications.

The exercises and studies are meant to be sung; where there is a second part, it
may be tapped or clapped. Singing is best because, unlike speaking, it promotes the
conviction that we are engaged in a musical activity, and, unlike clapping, it allows us
to give the notes their full durations, rather than to perform only the pattern of attacks.

The exercises, identified by numbers following the chapter number (1.1, 3.2},
gerve as preparation for the studies that follow them. They consist of single measures,
or pairs of measures, separated by whole-measure rests. Metronome markings for an
exercise suggest a range of tempi possible for the performance of all its segments, but
individual segments may be performed faster. Bach segment of an exercise should be
repeated several times, until it is easy, before we proceed to the next segment. The
ability to repeat a pattern is evidence that we can perform it; unless we can perform a
pattern three or four times in succession, we have not conquered it. Spending enough
time on a segment to memorize it is a good way to ensure that the rhythmic pattern has
been completely grasped. These patterns are the equivalent of words in a rthythmic vo-
cabulary, and we should be able to perform them witheut thinking about the individual
values, just as we can read a word we know and not have to think how its combination
of letters is prongunced. The exercises do not necessarily offer complete preparation
for the following studies; rather, they serve as models. Where individual patterns in
the studies seem difficult, they should be extracted and practiced.

The studies are identified by letters following the chapter number (1.A, 3.B).
They are composed of well-defined phrases grouped in simple musical forms: state-
ment, contrast, and return, or statement and variations. Just as a verbal phrase is a
group of words that belong together because they make sense as a.unit within a larger
structure, a musical phrase is a group of notes that belong together because they make
musical sense as a unit within a larger structure. The most practical definition of a mu-
sical phrase is “a group of notes that we would want to sing on one breath.” In fact,
that is the way a phrase should be sung—on one breath, with the beginning and end
usually defined by silence. For the most part the phrases are not marked, but are visi-
ble because they are separated by rests. Occasionally, however, emly a comma indi-
cates where the performer must sneak a breath without significantly delaying the beat.
Where rests within phrases make the phrasing ambiguous, phrase marks are used.

In performing the studies, the goal must always be to grasp the rhythm of the
phrase as a whole. Reading music note-by-note is as useless as reading prose letter-
by-letter. Reading a beat at a time is like reading a word at a time, and the lack of
comprehension will be audible whether the performer is reading music or poetry. A
musical phrase, a musical gesture, must be comprehended as a whole. To break a
phrase, by hesitating or by repeating a fragment, is to destroy it. We must arrive at ca-
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dences on time; in ensemble performance, arriving late ts embarrassing, to say the
least. So while we should aim for absolute accuracy, we miss the point if we concen-
trate on the detaiis at the expense of the shape of the long phrase. The phrase must be
understood as a continuous flow, articulated and enlivened by the paiterns within it.

If sustaining the phrase is important, so is breathing between phrases. An vnbro-
ken flow of sound, like too many run-on sentences, makes both performer and listener
physically uncomfortable—owt of breath. Breathing is vital.

The last stndy in each chapter is a rthythmic setting of & short poem, or more
ofien of a fragment of a poem or piece of prose, that has something to do with music.
While the texts are intended to make the book more interesting, the fit between the
natural spoken verbal rhythm and the musical thythm showld make it easier for the
performer to become comfortable with some of the thythmic patterns. For example,

g0. 130 Ml

may seem simpler and more nataral when it is the setting of the beginning of the Hop-
kins poem:

tNJ) BRI M

Noth-ing  is so bean-ti-ful as Spring

~ The text settings are given dynamic markings, as are a few of the other studies in
the book, The absence of dynamic markings does not, however, mean that all the stud-
ies should be performed mezzo forte, or that each study must have the same dynamic
level from beginning to end. For the most part only the rhythm and tempo are notated,
and performers are encowraged to exercise imagination in varying dynamics within
and between stadies in ways that suit the thythm, It is wel] to remember that lightness
facilitates speed. Whole studies may be performed pianissimo. This may be helpful
where the thythm is quick and cemplicated, to combat the unhelpful tendeney to re-
flect the stress. of performing semething difficult by making it louder. Also, of course,
phrases and whole studies may be clarified and shaped and given direction through
changes of dynamics. Where patterns or phrases are repeated, the repetition can be
softer, as an echo, or louder, for increased emphasis.

That po pitch is notated does not mean that we must sing all the notes on the
same pitch. Making up tunes to fit the rhythmic patterns and mood can be both enter-
taining and instructive. The tune may be as simple as going up and down a scale,
changing direction so that rhythmically important peints are high points in the
melodic line. In group performance, as in elass, different singers can be assigned dif-
ferent notes of a triad, or even different voices in a harmenic progression.

There may be no betier way to achieve the familiarity with a rhythmic pattern
that makes us feel we own it than to compose a phrase or two that incorporates the pat-
tern. Finding a text that can reasonably be set using a given rhythmic pattern can be
bath challenging and fum. The texts set in this book suggest some sources, as they are
ofien parts of poems of which other parts could well be set with similar rhythms, and
other poems by the same poet may oifer similar possibilities.
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In writing rhythms, we should strive to make the spacing of the notes reflect

their relative durations: In writing n J, for example, aimost three times as much
space must be left after the dotted eighth as after the sixteenth. Notes must also be
beamed correctly to show beats. Accuracy in notation is necessary if anyone else is to
read it, and, just as important, it sensitizes us to the assistance proper notation gives us

in reading rhythm: J ﬁ n ﬁ is much more difficult to read than the same

pattern written with correct spacing and beams: J n m

The two-part studies may be performed with one or more people on each part.
They are designed, however, for solo performance, with the upper part sung and the
lower part tapped or clapped. While it i1s often easier to tap both parts, one with each
hand, singing one part and tapping the other is a better way for the performer to learn
to hear two independent parts rather than one composite pattern. Most musicians will
find the two-part studies much more difficult than the single lines. However, as so
much of our music is composed of several lines, each with its own integrity, develop-
ing the ability to think two lines at once is well worth the effort it may require.

In all the exercises and studies, notes in the sung parts must be given their full
durations {except when we snatch a breath between phrases). Accurate performance
does not allow us to begin a silence too soon, or to add a silence, any more than it al-
lows us to begin a sound teo soon, or to add a sound. Because we tend to concentrate
on beginning each note at the right time, we often find it difficult to listen to the full
duration of each sound, to pay attention to its continuation and ending. However, in
order to project a line, we must hear the whole of every sound. Again, this is why
singing the studies is better than clapping them,

In spite of this recommendation to sing the rhythms, clapping and counting
aloud may be a good way 1o begin learning them. We do have to be able to count beats.
When the beats are divided and subdivided, we may want to begin by articulating all
the smallest divisions, so as to be sure 1o get the proportions of the values correct:

i) J)o SRl

& 2 & le&e?Zckke

While we must strive for e accurate performance this facilitates, we must also work
to hear patterns of notes of different durations within a beat: an eighth-note may take
the fime of two sixteenth-notes, but it is not twys‘imﬁmﬂls added together, s0 eventu-
ally we must be able to connt just the beats and hear the patterns within them. Aside
from the fact that clapping thythms enables us to count aloud, clapping is a good
way to check the accuracy of ensemble perfammn::e. ‘When we strive for real preci-
sion, even the simplest thythm may serve as a valuable study in ensemble. It is sur-
prisingly difficult for fifteen people to clap at exactly the same time. Also, as was
explained above, tapping or clapping is necessary for selo performance of the two-part
thythms.

When we sing the thythims, we can use any simple syllable that begins with a
good definite consonamnt (e.g., d, £, 1, t); “ta” is obwvious. For fast patterns, it is easier to
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alternate syllables: “ta-fa-te-fe” is easier to sing rapidly than “ta-ta-ta-ta,” For pattetrns
of eighth-, sixteenth-, and thirty-second-notes, the names of the notes may be spoken
or sung in rhythm with one syllable to each note; this can facilitate learning both the
sound and the notation of the rhythmic pattern, and introduces nothing that might
seem arbitrary and extraneous, If we learn to sing

‘I EER

eight eight six-teen six-teen

in rhythm, then we can learn J j j for example, as

eight six-teen

This system will be discussed further at the beginning of relevant chapters, Several
other patterns of thythmic syllables are in common use. A system used in Kodély prac-
tice assigns “ta” to quarters and fonger notes, “ti” to eighths, “ti-1i” to two sixteenths,
and “tim” and “rim” respectively to dotted eighths beginning on and off the beat:!

ERLILEE

t 1] fi- ri- ti-vi tim - ni

If those studying this book are using a system of thythmic syliables for music educa-
tion classes, there may be some point in using that system here.

Conducting the meter helps keep the beat steady and Iets the hand take care of
counting beats. Most important, it helps us feel the beat and the continuous motion
from beat to beat physically, kinetically. We should conduct while singing the one-part
rthythms seo that conducting becomes natural. Qnly when we can conduct the patterns
for the different meters without thinking about them does conducting become a help.
Tf beating time seems a hindrance rather than a help/—one more thing to think about—
then it should be practiced assiduously, as it is.an’essential tool for musicians. How-
ever, we must not grow dependent on our hands to keep the beat because they will, in
many musical situations, be otherwise occupied, so we should also practice without
conducting.

The general tempo indications and the metronome indications of precise tempi
given for all the studies should be observed. While they may not always be appropri-
ate for a student’s level of skill, the aim should be to perform every study at the given
tempo. We do, after all, have to perform both slow music and fast music, Nothing will
make the studies more boring than working on them all at the same moderate tempo.
{Neither coffee nor lemonade tastes best lukewarm.) As with dynamics, however, the
tempo may be varied, if doing so is a conscious creative decision rather than a way to
avoid difficulty.

Metronomes are useful instruments for checking steadiness of tempo. In general
we should consider a study lcamed only when we can perform it with a metronome at
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a tempo close to the one indicated. On the other hand, too much practice with a met-
ronome may foster dependence on it. We must learn to keep a steady beat without such
mechanical help. And musical thythm is not as unrelentingly steady as a metrenome,
so metronomic regularity cannot be our ultimate goal.

Metronome numbers indicate the number of ticks per minute. Thus longer val-
ues are represented by lower numbers. (In a given tempo there are fewer half-notes
than eighth-notes per minute.) This principle must be understood in order to figure out
equivalences. If the eighth-note is constant at 108, for example, the sixteenth-note,
half as long, is at 216, and the quarter-note is at 54; the dotted quarter, three times as
long, is a third as fast at 36.

Because of their clear phrase structure, the studies are suitable for dictation. The
greatest benefit of dictation, once we know how to write the patterns, is the develop-
ment of memory. Therefore, one person should sing a phrase until those taking dicta-
tion can sing it back; only after they can sing it from memory should they write it.
Individuals working alone can develop skill by reading a phrase until it is memorized,
and then writing it.

The studies are meant to be studied, not just sight-read. Many of them will chal-
lenge even experienced musicians. There is no point in studying them unless they are
worked to a level of good performance. Unless a thythm is performed correctly, a dif-
ferent rhythm is heard. Unless two against three is an exactly even two against an ex-
actly even three, the point of the pattern is lost.

Here, then, is an ordered list of ways any study may be learned and performed;
it is not expected that all these will be applied to any one study. However, each step
chosen should be completed perfectly before proceeding to another. The geal is™to
achieve a perforrnance that is both accurate and musical. i

1. Determine the meter and silently read the rhythm; if beginnings of beats arg’
not obvious, mark them; if any patterns are unfamiliar, isolate them and practice them
separately.

2. Determine the phrasing, and mark it if necessary.

3. Check the given tempo. with a metronome. While studies may initially be
practiced more slowly, the effort should be to achieve facility at the notated tempo.

4. Determine the smallest division of the beat that appears in the study and that
is consistent with all patterns, and count aloud, articulating these divisions, listening
to the evenness of the counting, silently reading the rhythm,

5. Unless they are indicated, decide dynamic level and shape.

6. Count aloud, articulating the smallest division of the beat that appears in the
study and is consistent with all the patterns, while clapping or (tapping) the rhythm.

7. Count just the beats aloud, listening to the evenness of the counting, while
reading the notated rhythm.

8. Clap the rhythm while counting the beats aloud. The point is to hear the pat-
tern of the notated rhythm against the absolute steadiness of the counting, so we need
to listen to both, and not drown out the clapping with the counting, or vice versa.

- 9. Clap the rhythm while counting the beats silently.
10. Conduct the meter while reading the rhythm silently.
11. Choose the pitch(es) for singing, and sing the rhythm while conducting,
using some system of rhythmic syllables (perhaps naming the note-vaiues). Work to
give each phrase continuity, coherence, and shape.



12. Sing the rhythm on g, at the given tempo and with the intended dynamics,
while conducting the meter.

13. Sing the thythm on tg, at the given tempo and with the intended dynamics,
without conducting the meter,

14, Perform the study antiphonally, by having one person or group sing each
phrase, reading the music, while another repeats each phrase from memory.

15. Memorize at least one phrase, either from dictation or from reading it, and
then write it down from memory,

16. Make up a tune that fits the thythm, and sing or play it.

17. Compose a short rthythmic piece, with or without text, using the rhythmic
patterns of the study.

While the chapters are arranged to form a logical progression, and within the
chapters the studies are arranged in order of increasing difficulty, it is not necessary to
learn all the studies in one chapter before proceeding to the next. To work straight
through the book may not be as helpful as to do some of the studies in each chapter
and then to return to earlier chapters and work some of the other studies. Performance
of complicaied rhythmic patterns, changing meters, unequal beats, and cross-rhythms
is not learned once and then known forever, any more than is performance of scales;
we have to keep practicing.

Understanding the basic processes of musical rhythm is necessary for good mu-
sical performance. Musical rhythm is complex and difficult to describe becanse of the
number of factors involved and their interdependence.? Rhythm is made by durations
of sound and silence and by accent. Accent is made by many factors, of which loud-
ness is just one. Duration makes accent, as a longer note is emphasized by its length,
so these two basic factors of rhythm are not separable.

The thythm in this book, like the rhythm of most Westemn art music, is metrical.
Meter is the grouping by accent of normally regular pulses (beats) into measurss be-
ginning with stronger accents. Within the measure, there is a hierarchy of beats and
parts of beats, in that some beats are stronger than others, and beats are stronger than
half-beats, which are in turn stronger than guarter-beats, etc. When rhythm is metrical,
the rhythmic patterns are heard against a background of regularly recurring pulses and
accents. When other kinds of accent, especially stress and duration, do not coincide
with metrical accents, the result is syncopation.

Just as one factor of thythmic pattern, duration, can produce the other factor, ac-
cent, thythmic patterns produce the meter they are heard against. That is, meter is
made audible through sounding thythmic patterns; only after the meter is established
will the listener retain it as a set of expectations and hear a rhythmic pattern agree or
copflict with it. Much of the fun of metrical rhythm, and its expressive power, derive
from the interplay of irregular patterns and metrical regularity, and the performer
should enjoy this interplay and project it for the audience to enjoy.

It is common in performance to stress the downbeat slightly. The stress seems
especially necessary in performing music where there is no change of pitch. (In much
music, the downbeat accent is made by harmonic change, and no additional stress is
necessary or desirable.) However, once the meter is established, the listener hears a
metrical accent on the downbeat, and the performer must consider the musical context



to determine how much dynamic -accent, if any, should be added to the meirical ac-
cent. A long note has its own accent, and an added dynamic accent may make the note
too conspicuous. Teo much accent breaks a musical line into pieces. We must be sen-
sitive to accent if our performance is to be musical,

We speak of musical rhythm as composed of various discrete units: beats, mea-
sures, patterns of different lengths. But the essential quality of musical rhythm is its
ongoingness.? The conductor’s baton must never stop moving. Most downbeats func-
tion both as goal of the preceding measure and as beginning of the new one. Patterns
articulate a continuons flow. For rhythm to be music, it must have this flow. We must,
while aiming for a correct performance of rhythmic patterns, strive always to create
the articulated flow of musical rhythm.

NOTES

'Lois Choksy, The Koddly Context: Creating an Environment for Musical Learning (En-
glewood Cliffs, NJ: Prentice-Hall, Inc,, 1981), p. 190. On the next page of the book Choksy
gives a different system developed by Pierre Perron.

“For an extended discussion of the complexity of rhythm, see Wallace Berry, Structural
Functions in Music (Englewood Cliffs, NJ: Prentice-Hall, 1976), pp. 301424,

3Cf. Susanne Langer’s assertion that the essential characteristic of any rhythmic motion is
that the end of one action is the beginning of the next, in Problems of Art (New York: Charles
Scribner’s Sons, 1957), pp. 50-51.

1. TWO-FOUR METER

This chapter is devoted to two-four time, with no notes shorter than eighth-
notes. The relatively simple material allows us to concentrate on the techniques of per-
forming the rhythmic studies: counting aloud while clapping the rhythm, conducting
the meter while singing the rhythm, improvising melodies with the rhythm, and so on,
as outlined in the Introduction.

Conducting duple meter is rather like bouncing an imaginary ball, with the point
of the beat at the point of contact with the ball. On the downbeat, the right hand de-
scends and rebounds away from the body, tracing a backwards J; on the upbeat, the
hand moves slightly down and then rebounds up to the original position. To establish
the tempo, we conduct just one beat before the first sounding beat. When a piece be-
gins on the downbeat, we begin by conducting an upbeat, and vice versa.

In performing the two-part studies, we should notice the relation between the
two parts. Study 1.H is the first of many where one part is an ostinato. Study 1.1 1is the
first of many canons; here the clapped part leads the sung part by one beat.

The notation of rests is often governed by different rules from the notation of
notes. A note lasting a whole measure in two-four is a half-note, but a rest lasting a
whole measure is a whole rest, as in three-four and four-four and other meters.
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2. THREE-FOUR METER

Three-four meter is more complex than two-four not only because it has ancther
beat, but because, although the downbeat remains strongest, the relative strengths of
the second and third beats may shift. In conducting, the right hand may hook slightly
to the left on the downbeat in order to move out to the right on the second beat and di-
agonally back up to the starting point on the third beat.

Although half-notes are used for two beats in three-four meter, half rests are not
used in this meter. Two beats of silence require two quarter rests.
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3. FOUR-FOUR METER

In some compositions in four-forr meter, the first and third quarters are clearly
the main strong and weak beats, like the two quatters in two-four. Other times, the
four-four measure is more like two two-four measures, and the first and third beats are
about equally strong.

In conducting four, the right hand bounces straight up on the downbeat, and
moves to the left on the second beat. On the third beat, which is the second strong
beat, the hand moves out to the right, and on the last beat, as always, it returns up to
the starting point.

In Study 3.E, as in comparable situations, the accent marks indicate just enough
impulse to make the downbeat clear when the second beat is accented by a longer
note.

3.1) d =76-176

SN T TP IE I T RIE
b J J:0 = 10 J 2l

3.A) Allegretto (¢ = 108)

£ 00 LIl =l
Jddid =1 ddiddd1Jd JId =]
la JJlad 212 JJJH =

3.B) Allegro (J =120)

L R R A JUJ!anIJJJJI
sl Jid vl Jidda 1l Ul
SRS R BRI NI |l

3.C) Vivace (J = 144)

¢ =1=001d =10 Jll=-J1=-JJid =]
=1 JJhd el Jl ==l |
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3.2) J =60-160

SN RN INE B O R K B
17330 ol = 13 S T30 = 1 JTTI 0 D
3.D) Andante (J =80)

i, I R e B e DR IJ JJ |
IJ JDUﬂmiJJ- IJ JJIJDJTJI
UJJﬂlJDﬂT]U - ||

3.E) Presto (J =160)

$J01JJ N0 S e )il
e d 144 SNR3I 31 3IT7310 73730
RO v )10 1 D11 ITT1
3.F) Allegro moderato (4 =120) '

010 013033310 dJTT310 « Jo1J 013301
1S RITTNM DI 2 DI M 31D MTTD
= 2 QNI MITTIN db) Dl ol

3.3) o =66-168

i - 7 rf\l RS 00 I

o Hrrr \l
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3.G) Allegretto (4 =100)

g%J P P A R
4 SO S G L SO S O

P P R
[ L A A S 1 A S I O ¢

J dJ|d - JJ Jyda Jldddd J-”
rrrir- Forrir reif -

3. H) Vivace (J = 144)

}iJJ JJ JJJJI ' ) Jdld]
grlafr o Arrrcirec il - rrodrreree

PPN EPIPE g
e Tl el I

3.4) d =

R M RN TR

e

3.1) Vivo (J =144)
Eivo J J J =
poirrcLLrir rLLErirrroop

cJdJ]d - JIJ.-
NS ST A | G S i | S g S

St - J 4 Jtvl
FrLLLrif oo

)
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3. D Allegretto (J = 88)

400011 DL = a0
- rocrieer rerlrerrri- arp

MM = 1M M 3TT301) ) -
Creprpirtrrri= £ Qoipr or Lriccerer

3.K) Allegro (4 = 108)

giﬂh 2 JULJI) v « M JTTe «MJ Tl
(P D LOLPP v oPLECF e oPP LS

= wJJJ v M) T J3 T
e fEPPF e opLef IWLLCr OF ICOST

3.1) Edgar Allan Poe (1809-1849), from “The Bells”
Allegro (J =152)

t T i - 1T

Hear the sled-ges with the bells Sil-ver bells! What a world of mer-ri-ment their
, 7

UjWJJJU—.UJ 1IJJJJJ1|
mel-o - dy foretells! How they tin-kle, tin-kle, ti i-cy air of fmghtWhlthe
UJJJJJJJUT#JJUTJJJJJH
stars that ov - er-sprin-kle All the heav-ens, seem to  twin-kle With a cry-stal-line de -
mp

[P S S v R R B R I P R R I R O
Light; Keep-ing time, time, time, In a sort of Ru-nicrhyme, To the

crescendo poco a poco

ST JT)NITT) ) ) o))l

tin-tin-na-bu-la-tionthat so  mu-si-cal-ly wells Fromthe bells, bells, bells, bells,
f .,

4 I s I Y e e s v s R D S S

Bells, bells, bells Fromthe jing-ling and the tink-ling of the bells.
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4. DOTTED QUARTERS AND TIED EIGHTHS IN SIMPLE METER

A dot extends a note by half the value of the note, so a dotted quarter-note rep-
resents a quarter extended by an eighth-note:

J=d ) L D]

Dots must be used instead of ties whenever possible, However, it is a rule of notation
that only a whole note, a dotted half-note, or a half-note beginning on the second beat
may span the middle of a four-four measure. In any more complicated pattern where 2
note sounds across the beginning of the third beat, that beat must be shown by a note

tied to the preceding note. For example, i J ﬂVJ J must be written with a tie
so the middie of the measure is visible, because writing the third note as a dotted

note— J -b J J —makes the pattern more difficult to read.

In performing dotted notes, counting the divisions of the beat (here, 1 & 2 &,
etc.) helps us get the 3:1 ratio of the lengths correct, and conducting helps us feel the
beat and place correctly a note that follows off the beat.

4.1) Jd =72-144

1 7320000 = 1) J3310 D3 = |
I T3l M =1 3010 M

4.A) Andante con moto (s =92)

1J1J 700100 v W
I 10 I DU i N S B A D R P
P I S e e e s R W DY

4.B) Allegro (4 =120)

S0 D01 Moy v vy Jl1) DI
17 TR 1 S A S SO S 0 D A O R S I
P N A A W A WA B



4.C) Allegro (4 =132)

R SN DN A0 T e 1 b0
SIS T TN DAL T

4.2) J =72-144

'SIPPPPE IEN FIFPPPEE BEA FIFPFPEPE
o= TN M = I TTTSTTA -
N 2D Ml = ) JOTT31000 A0 M

4.D) Allegretto (J =100)

EN DL DITTTIL DDy dve DL DD
LITT30 My v D) 3 JTT010 AT
(D b MILONNMTTTIL Ml v vl
4.E) Allegro (d = 120)

AN NITL DD DI TN MITL D
AN D D U O R | i A 1D R
LI DJANTI D Did L MTIL DD dla ol

43)J =60- mll IJ H |l 0y
4r (rr :f : ¥ :
M = M N
TR
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4.¥) Andante (J = 84)

gii M1 .M\.M. .UIJH JJo NI
AFLOCAr COrIr PO arerirrr FUF

NS MIve |l M?MJ‘*D’MJJ\{JH“
CrrItrirger I Orr If FLrafee

4.G) Moderato (d = 100)

UﬂM .M DM M2
ir FUF*

JJ. JDJ% J(MJUJ'%
WDFUDFDT*

l_MJU: Mﬁm']
roorir: FE.FMDFUWM’*

4.H) Andante (d = 88)

EEJ\J. .h'
ipproiper D UT D

pr o

B J A e e S
proplpr pleLer

J o b
TVDDFD‘WD

Dd. \.MJ\
srolorplor plecer

DTD]E_F [

4.1) Allegro (¢ =112)

%aJJJJJ\JJJ.h'J:aﬂJIJJ..h
g rreroAf prr oIfr pry e LrrLr

JJ L My NIV JI) MITIA) M i
FDUF IR EL e d g I A d d g | iy




4, J) William Shakespeare (1564-1616), from The Merchant of Venice,

At 120

2L QU LTI
PR S P A
a0y TI3N
T304 2 2l 1T
{ff-ui; Lﬂg ﬁIJ_Te_J 2 i u g.ﬂl
PR Y RNV AE R NV Y
wors

Idark region under the earth before the entrance to Hades

5. SIX-EIGHT METER

Six-eight is a compound meter, which means that the main division of the beat
is by three. A meter is compound when the numerator of the signature is a multiple of
three. To find the number of beats in a measure of a compound meter, we divide the
numerator by three. As 6 + 3 = 2, six-eight is a duple meter, with two beats in a mea-
sure. The denominator of the signature names the triple division of the beat, so in six-
cight there are three eighth-notes to a beat, and the beat is a dotted-quarter.

Because it is a duple meter, we usually count six-eight in two, and when we ar-
ticulate the divisions of the beat, we still usually count in two: 1 & ¢ 2 & e, etc. Except
in very slow tempi, six-eight is conducted in two. This is why tempi are given for the
dotted-quarter rather than the eighth-note.

‘When the tempo is so slow that the measure is conducted in six, one of the com-
mon beat patterns is a modification of the four-beat pattern, with the right hand mov-
ing to the left for both the second and third beats, and out to the right for both the
fourth and fifth beats: down-left-left-right-night-up.



5.1) J. =48-116

8 T4 = 10 MDAl = 1) NS
o= LM = DS ST

5.A) Allamarcia (J. = 88)

§ S0 TN TN L JT0N TT
PR P R PR R R I D
P A V2 R e e P

5.B) Vivo (s =116)

§MJ D MINTIG DI v M DIT]
1 NTIHTTIL Ml vy MITITTI) DM
| JTIJT 2 DL DT DTN M2l
5.C) Allegro (J. =104)

S"JEIJTUM 1 DD 1734 DL -:FIJ'JTM |
N TN S ML s )L T ITI

mf rallentando

PAPIIRPIE 7F|ﬁjmu DOIIM 4 MU

5.D) Vivace (J- =120)

g L 1L oML DM AT T
oo 1L 1M MITIS MITI D
JTOTT00 v 13 DT MITINTTIM)
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| JTIXNTTITTA v 1L L 1) Dhl |
[0 DMTTIM T30 v

5.E) Allegretto (J- = 84)

SH.HDIJT'JJ MIT2D MNITITTIL v b
PERRIFUPPPRV P PP EPIIP R PP
12 d e SIS D TTI 1 .M
1773 .Mmi MM MITIN HI

5.F) Presto (J. =126)

84 14 L Lol 1 Moo Dl
PR R\ Y N R S R I A R\
PSR 1 R S A s R A s Y
R O A R P A
1 NI DITI L1 v 1 L) JT]
L4 M DTN T DL TN vl

5.2) J. =48-100

TRTR g PrrPa ‘ 2]
geere o - -l
o) HINTR e et




5.G) Allegretto (o. =

8. J.M J.M
8r r [
J J.M.Mﬁl
rero e o

M) .hIJ. e |4 b
o erpirer
v | JTIDMTTI D

proir rirr

IR PUP S S P I DA PP IR
©oroArproiesrr | IF ‘ll

5. H) Andante (. =

-H)

ISJ >J .hlJ MM ﬁmlJ. r
I T S A
ML oMM MM TTONL b
IS I S I S S
RN R R | W I s :-l
N S L S

5. 1) Allegretto (d. =

J mJ.hmlJ ¢ MJATINDS T
vOfGLLPP pILOTr R Pr OPILLrer

oo v M AN ) DD\ DITD tll
ceer [ pr pigr ropipr r pILLrf

5J)Aante(J
)Svi : I I 4D
MDFMFFDDFWF%MMD

SIS PR 1V R R N S R N IR
prorpipr pr i pir pr pIpr L9

MITIN v |0 D) DM J.MT]J:'I
pror A xpir or pipr r oipf o
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5. K) Oscar Wilde (1856-1900), from “A Harmony”
Andante (d. =72)

sMSTI T L 1T N

Her i-vo-ryhandsonthe i-vo-rykeys Strayedin a fit- ful fan-ta-sy Like the

NN NI ) MIT) T

sil - ver gleam when the pop - lar trees Rus-tle their pale leaves list-less-ly, or the

TN T AT T A

drift-ing foam of a rest-less sea when the waves show their teeth in the fly - ing breeze.

6. SIXTEENTH-NOTES IN SIMPLE METER

In learning sixteenth-note patterns, speaking the names of the notes in rhythm
reinforces the correlation between the sound of patterns and their notation:

Jﬁﬁifiﬁﬁﬁ

SiX - leen six-teen eight six eight teen six-teen six-teen

“Eight” and “sixteen” are easier to repeat rapidly than “eighth” and “sixteenth.” “Six”
names the first or accented of two sixicenth-notes, “teen” names the second, unac-
cented one. This system is less satisfactory for quarters and dotted quarters because
the two or three syllables in their names must be sung as eighth-notes:

Sl ) D JJ7 ) 70

quarter eight eight quarter dot eight  issungas  quar-ter eight cight quar-ter dot eight

6.1) J =48-100

$dddeedil = RSN = RT3
6.A) Andante (4 =52)

i) JOINWTRITBIIRTSEIT M|
| J 797 3 |73 S5 /T30
|J dddee |5 03034 [T HT1T 33071

27



6.B) Allegro (4 =96)

)R RIINTTETEI D
\ 30 T3 T TRI\FGSR TR0 F
P rPrP R rrritrPrrr it IR

6.2) o =56-100

RT3 = BRI - B350
6.C) Allegro ma non troppo, leggiero (4 = 84)

1) Soee BN IR TNNTRN v |
P e 0 e s s I I O Y R S
| TR TR TR 3500

6.D) Andante (4 =72)

tr 0 TR IINITII vl TR
2 ITINIRG L e T TR
e ) JRITNNIE) 1 10 T3
v JJNTRIARTIE0 -

6. E) Allegretto (J =76)

ANTRIRTNTRIRIERGI 1 D
TRIRIGIRIETNL v o1 b
SR RITSTRSI RT3 001 b
SRR3R v oA
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6.F) Presto (J = 108)

&DIJ 330 B335 0 I I3
| mmmmmm\mmmm
PIPrPrP mﬁﬁIﬂTmJ |

6.3) & =40-80
75 e L

1 ETI -
PR

Z5 P D ETERS e R
G) 4 =52)

‘;'imﬂ‘ lmm’
it C°If

Il

. ﬂIJ ﬂ‘ﬂm
CLFCLrIErf eafif @
mm|J ! ‘J ‘
S | SR i g ol LU;U LQ'LU

6H)Ad nte (J 60)

mm‘mm

i PP IP PR P rPrrr PR
4LFF LQ'LQ’ULQ‘LQ‘ Py LT

ﬂﬁﬁﬁ)ﬂmﬂﬁl
[N = 5 S o = g i




6.1) Allegretto (o = 72)

iJJ_JJ SR SRS v
it f CEFLF LEFICEST 2

ﬂmmfﬂfﬁfﬁi v JJ
R S . 1 5 <L

JR|T) TR
L ererr Carieers

6.J) Allegro non troppo (o = 76)

Iy DT
s z
il J—ﬁn ST D
troterlerr corlecr coorip v
T RITI R TITE
CfoLeritroeer lproeer s
S TR T RITTRIT bvt'
crrerr lecpeer lee seeeeip v

6. K) William Shakespeare (1564-1616), from The Taming of the Shrew,
Act 1T, Scene 1

Hortensio: Madam, before you touch the instrument
To learn the order of my fingering,
T must begin with the rudiments of art,
To teach you gamut in a briefer sort, ..!

Andantmo =72

2mﬂlfﬁbvlmﬂlmﬂl

‘Gmt’Imthgroudfll d, AretpladH -~ ten-si-o
lonleliwrrB ire kD Narvr Pl
“B mi” Bi-an-ca, take him for thy lord, “‘Cafa ut” that loves with all af-fec-vion,
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B MY ST N A M

“I} sol re” one clef, two notes have 1, “E la mi"” show pi-ty,
4 S
v Jd 1T dylv FI31hy vl
or 1die. Call you this ga-mut? Thut, I like it not!
NOTE

'Hortensio is here courting Bianca. His gamut, or scale, that Bianca reads was given an
elaborate explanation by Henry Collin Miller in “A Shakespearean Music Lesson™ (Notes and
Queries, 165 [1933]: 255-57). As with “Doh, a deer,” there is a series of puns, of which the least
obscure to modern ears, if mi is pronounced as “my,” are “B mi Bianca™ and “E la mi show
pity,” which can be heard respectively as “Be my Bianca” and “Ill am I, show pity.”

7. DOTTED EIGHTHS IN SIMPLE METER

Since a dot adds to a note half of its value, a dot adds to an eighth-note the value

of a sixteenth-note:
Jj = Jj and ﬂ- = ﬂ;

In speaking these patterns in the manner explained at the beginning of Chapter 6, the
dot may be spoken or the syllable “eight” may be given its extra length: saying “dot”
reminds us of the notation but the exira syllable requires an extra note:

S a7l 'R

eight dot teen six eight dot is sung as eight dot teen six eight dot

Simply extending “eight” by the value of the dot allows us to speak the pattern in its

| —

eight teen six eight

Counting aloud, articulating the subdivisions, while clapping the rhythm is use-
ful in learning the relative lengths of the notes in dotted rhythms. While clapping

I3 .34

firstconnt “le & e2e & e, then “1 & 2 &,” and finally just the beats.
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‘The double dot, introduced in Stndy 7.C, adds to a note three quarters of its
value (half plus half of the half); the double dot thus almost doubles the value of a

do = d_d3 2 JLD

7.1) J =52-100

1 TR0 - RO - FERITIA
| = -0 = 1 J 30373

7. A) Allegretto (J =72)

t}.’hlmﬁmﬂ Prrinr vﬁlmﬂﬂﬁﬁl
P PrrrP IR ;Ifﬁﬂfﬁﬂlﬁ'ﬁﬂ) |

7.B) Allegro (J = 100)

FMTR ISR IR
M - MIT35303 N
ST NI RN TS

7. C} Andante con moto (J =63)

t) TS AT AL AL N
TR0 TR R MBI MY
TR 1 M mRinn Al
LR M NRAN U -
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po (J =
iﬂIJ mnu mﬂlﬂﬂﬂu r JJ

| JOFRTN 50N 73310 v 1
| F FT3T0 N JTR 050150 Fo Fl3 1) vl

7.E) Allegretio (o = 80)

1 RANTRA TR
TR YA TR
0TSRRI
A TR TR LT RIERT )

7.2) J =48 -84
|72
- e _reer

iz | |77
:|:um: -|zUU ?
7.F) Andante (d = 69)
.

SO\ ITTRITTS
S G| = S S

CLr
mm‘mi ) PR D
I i | S g o

:
:
¢
2

e e L 3 T

. ﬂmfﬁﬁla
e refr ficre o
J 3

m‘ Jfﬂlel
Ll ELEl|f 1}




7.G) Andante (¢ = 66)
EZD,DDH)ITJDD JRI S v I
R AN S S G ol R

T J"Tlﬂ’ﬁﬂ SENTRNT
CACErlr L Seeerer jo reeere s

¢ N ISR R ) s(l
Cff v (LSOr e jereercrieaser o

- .
- :

7.3) d =48-84 |
(o e HE

i TR

7.H) Andante (s = 60)

i MR VT MR 05038
iDL LE I pILriricryplecreer

B 5N

7.1) Allegretto (d = 76)

iil ﬁﬂ[i. NN T30 ¢
i0rorc wror propr oupr opr

J ﬁJ‘J,J.. MINR I3
proc Brocdice pesior or

S35
ot




ﬂﬂﬂ’ﬂﬁﬂ.’kmmﬂ'ﬁ lﬂ. -
CCreErerr (CLrCrerr i ere cre erlceerer s

LoRD L MNTIA T3
proocrier poslpr peLrt

7. J) Elizabeth Barrett Browning (1806-1861), from “A Musical Instrument”
Allegretio (J =72)

=f P i P
35 NP e B R A s A R s | B R |

He tore out areed, the great god Pan, From the deep cool bed of the ri-ver; And
poco a poco crescendo

o TR TR TRF T

hacked and hewed as a great god can, With his hard bleak steel at the pa-tient reed, Till

SowriwriintiniirPreiivii

there was not a sign of the leaf in-deed, To prove it fresh from the ri-ver.

O STEIO M T rEia

“This is the way,” laughed the great god Pan  (Laughed while he sat by the river), Then

FI3 TR I3 315 ¢

dropping his mouth to a hole in the reed, He blew in pow-er by the ri-ver.

cresc.

I e B O o B OV PO T Y

Sweet, sweet sweet, O Pan! Pierc-ing sweet by the ri-ver!

8. SIXTEENTH-MOTES IN SIX-EIGHT METER

Twenty-four different patterns of sixteenth-notes, eighth-notes, and dotted
eighths constitute a dotied-quarter beat in compound time. Performing the patterns by
speaking the note-values in rhythm is a good way to become familiar with them:

S N R R

quarter eight eight (dot) teen eight eight(dot} teen six - teen

NN LR

eight six-teen eight six eight teen six-teeneight six-teen six-teen
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When learning six-cight patterns, we may first count the eighths and articulate
the sixteenths, while clapping the rhythm, but we then proceed to count the beats and
articulate the eighths and finally we just count the beats:

wp 8 JI) ST TTIITSI JT T30 JTT301

count: 1&2&3&4&5&6& 1 & e 2 & e

The convention of notation that sixteenth-notes within a beat be beamed to-
gether makes it difficult in some patterns to see the basic three eighth-notes of the

dotted-quarter beat, Jﬁ has to be understood as Hﬁ , for example.,

In Exercise 8.3, voice and hands reverse parts within each measure. Therefore,
the single beats should be practiced until they can be performed easily; only then
should whole measures be attempted.

8.1) J. =40-76)

§JTITRTAN - VJTRJZIIAN - 17733770
- TR 0RA - FRTRITIA -
- FTT3F77334 = 1770 T2

8.A) Grazioso (J. =66)

84 M DTI MITIITIN v g Dd D
S MITIITN IPJPT?J. 17334

TITNTe 13 D MITIITN I bid v |
8.B) Adagio (- =52)

§MIT3) MITIL DI D) e v b
(334 MITATTNNTTId o lv v b
PAPPPA-PRP RS IPA-FRF-PIF PR PR
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8. C) Allegro (J- =88)

§J MR 10 DTN T30
|JT30 41 T30 NITVITR1TT33 ) 1JT30 B
| JI3JI31 5333 1 JT3J 3N JT35731133 0+
ST IR I35 TR v

8.D) Allegretto (. = 66)

8N IRNIITRNTII51) M
TR TN TR IR+ T
PrrrPrrereiPrERr e PR IP PR R
|39 T3R50 133 % A

8. E) Allegro (J- = 80)

S TT R N T TITTN
7 DN RETRITTNTTRITT
|39 TR TR T3 T RN 870 T
T TR0 N FTNFTRTRIT)

8. F) Andante (J. = 60)

§ .20 JJT0100 b. MITTITITNL ba
IR RNTIRITNTINTN S+
SR ITRNIRITTRIFINITRITI 4
ST 3R I3 IR TIRI073173730 -
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8.2) o. =40 - 66

HE M A M
R M
g??ﬁﬂff#mm Lo )
M I T 1S
SIS 1L v MITIN | ITI
TR S A

z-a.hll JUJJJ.ﬂJJJJ.z'
S A N 7 S S VA T

8. H) Andante (o =48)

stnum JI0 10 M) R
U S o o D A OV S
ST RTINS TN IT3T7310 » T
reeeerle e leerr plerer
BN\ O 20 s 0 s O e O I
o o | S A o S/ | i < g s <
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e ilr




8.3) J. =40- 60
(IR I RS I

d23d I RTINS TS
mﬁmi i AR

8.1) Allegretto (J. =

SD?TJDT N
8f pf or DFDF E.J'F erir grg

F373 0330 | 37550 +
[ LLCFC CCEPIC CELPPELEs

8.1) Adagio (s = 44)

?Sﬁmﬂﬂ mm.J 7 )
§+ v pLLricere sl JCRESP

R

S R P P I O R s el U S
N 20 S o o o o 4 1

B0 P o - P s i e i e N R
S O ] ol g g e ot g ol 4

8. K) Thomas Hardy (1840-1928), from “A Musical Incident”
Andantino (J. = 66)

? mf
N D (T3 L MI DM MNTTT LN
‘Twas thus. One of them played to please her friend, not kn}w-ing That friend was
P my
133775310 Do 1) v | 700 J
speed - i-ly grow-ing  Be-hind the play-cr’s  chair, Som - no-lent, un-a-




Swers SR Y n Pl R e rr]

ware Of an-y mu-sic  there. “Bean ufu]' said she wak - ing As the
S

)P I R R 1 S MIT?J M oar

mu-sic ceased.  ‘“‘Heart - ach-ing!™ Though ne-ver a note she’d heard

s vt Ol +J 1T Ml v |1 v

judge of as a-verred Save that ofthe ve - ry last word.

9. MORE RESTS AND SYMCOPATION IN SIMPLE METER

In performing a phrase that contains rests, we should still aim to understand and
project the whole phrase. Rests interrupt the sound, but they should not interropt the
flow of the phrase.

In this chapter and again in Chapter 10, three of the studies are written with flags
instead of beams. This notation is sometimes encountered in vocal music, where notes
sung to different syllables may not be connected with beams. The first step in reading
such notation is to bracket the notes of beats where the beats are not obvious.

9,1) ¢ =80-144

r SIPEEII TR
9.A) Aﬂegre&o (o =

i}.’NﬂvNJ’H.NDV.N.DH}M?NN.DH |
F 'f.hlﬁ‘fvyn'f.hl% s M= 12 v Mby ol

9. B) Vivace (o =132)

NNy s MM v s MITITT Ny |
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9. C) Moderato (¢ =84)
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9.F) Allegretto (s = 72)
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9.1) Allegro (¢ =92)
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9. K) Ralph Waldo Emerson (1803-1882), from “Music”
Andante (J =63)
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"Tis pot in the high stars ___ a - lone, Norin the cup  of budding
Vg wmp

LS 1, 1T 0 ) W 6 i D Y A
flow-ers, Nt:;jn the red-breast's mel-llow  tone, Nor in the bow that smiles in
AT B, I R I N N R P R
show-ers, But in the mud and scum  of things There al-way,
T P CE N N AR

al-way some - thing sings.

10. MORE RESTS AND SYNCOPATION IN SIX-EIGHT METER

Because the beats have more divisions in compound meter than in simple meter,
tapping the eighth-note or using a metronome set at the speed of the eighth, until the pat-
terns are thoroughly familiar, may be especially helpful in ensuring correct performance.

Rewriting Studies 10.B and 10.C using beams may be instructive.

Three different ways of notating the duple division of the dotted-quarter-note
beat are shown in Exercise 10.2,
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8+ T Ml = FT TR T34
| = AT 7050 - WTTRTIN - |
V:JT373:0 = 1577737 7734

10. A) Vivo (4. =108)

§hro v Ny JU Dy sy D10 34 0
=2 Mby o Mbrar Dl dr b
P S I F S e R E2C2 S

10.B) Allegretto (J- = 66)

R I T I W3 5 TP W S B

LON DADe 10 DAD D DM Add HDH
2 MDD DAMAN v AMAD Db
2 DADD DN TND DAY DALIDIID v
o DA DI DA DA DAMD A
AN MR

10.C) Allegro (J. =72)

8 MDDy v v ANy v DD DD D = |
DA A M TADIDDIS NN -
3 DNIN DN o 13 DAID DN+ 15 DASS S by AN
| AN DDA -




10.D) Adagio (s- = 40)
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10. G) Allegretto (s = 56)
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10. K) Langston Hughes (1902-1967), Sport !
Andante (- = 69)
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e L e

'From COLLECTED POEMS by Langston Hughes. Copyright © 1994 by the Estate of
Langston Hughes. Reprinted by permission of Alfred A. Knopf Inc.
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11. NINE-EIGHT AND TWELVE-EIGHT METER

Nine-eight and twelve-eight meter combine the compound beat pattems of six-
eight with the three and four beats of three-four and four-four meter; hence there are
no new problems here. In Exercise 11.3 especially, single beats should be repeated
until they seem easy before whole measures are attempted.

1L 1) J. =40-66
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11.2) J. =56-76

RIDIDMI M = TR0 =
\-JT0JRITITINAN - - T35, T30

11. D) Allegro maestoso (J. =104)

%EIJ. J 0 JIId A vJﬂIJ. JIIIT34 D
o vv"JfTIJ. PR -;FU. BIPR vFI
142 M TTI b)) -HJPIM A v}J"]l
DDl vJﬂIM d DAL NMNTTIN A
11.E) Andante conmoto (o- = 66)

£ P IR I I e I s e D R
VWRATRPT T RITTI053) o
LJJ34337330331030,/ 33003 333031 7330330 ¢l

11.F) Andante (d. = 56)

¥J NN T30 DTN v T3
NI TN e IR S5 TR
1oy J ATl RITRTTI TR v

11.3) J. =40-60

FEPEAA [ PR I
%) J DM J\=| - Iﬂ'ﬁmﬂ_ﬁml
groeerr peer | - lexreereerreer

a9



11. G) Allegro non troppo (J . =88)
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11.J) Adagio (J. =48)
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11. K) Percy Bysshe Shelley (1792-1822), from “With a Guitar, to Jane”
Adagio (J. =52)

P AT IR BT

For it had learned all har-mo-nies Of the plains and of the skies, Of the for-ests and the
af
S oy AT v v FUL
moun-tagns, And the ma-ny-voic-&d  foun-tains; The clear-ast

ST ST AT N

ech-oes of the hills, The soft-est notes  of fall-ing rlls, The me-lo-dies of birds and
PP ritardando

| y T 33 0l v ol

The mur-mur-ing of som - mer

12. TRIPLETS

The division of the beat into thirds is familiar from compound meter, and suc-
cessive performance of duple and triple divisions of the beat was encountered in
Chapter 10. The new problems here are dividing into thirds a beat normally divided in
half, and performing in succession triple and quadruple divisions of the beat. Succes-
sions of eighths, triplets, and sixteenths may be performed by numbering aloud the

notes on each beat:
3
JJ ST ST
1 2 1 2 3

1 2 3 4
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‘When alternating different divisions of the beat, it is helpful to use a metronome
enough to ensure that the beat stays constani.

A common tendency, when moving from duplet to triplet eighth-notes, is to
make the first note of a triplet too long. It may help to realize that a third of a beat is
closer in length to a quarter of a beat than to half a beat, so triplet eighths are more like
sixteenth-notes in length than they are like eighth-notes. When beginning a triplet
after a duplet, we must move quickly to its second note, rather than sit on the first note.

When the basic division of the quarter-note beat is duple, then a sextuplet of six-
teenths (as in Study 12.G) is performed as two triplets of sixteenths:
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12. D} Andante con moto (J =76}

=

4nn\ﬁ1m|m?ﬁ|m; Pokbyl
5355305 0 M 1y D DT AE T B
Do 1T Do D5 310530 N0 2
12.2) J =60-100

ORI - VT -
Berriprippipsk NI SrrrPrP BEpPrpE
12.E) Andante (J = 66) . ;
L RAInmmL s )nnml
ASmsIa mnmmnmmm

EERPIP nmmmﬂﬁmﬁmmlm I

12. F) Allegro (4 = 100)

) D BERTN Dmn
WrrolrsBppBAPpplrsripplrrslPrrrirpPupind
SN pPrpip-IB-BsrBrrirp IR

12.3) J =50-80

} DS - DRSS

12.G) Allegretto (J =72)

4DMIﬂmﬁlﬂﬂ=ﬂﬁlﬂ# lmﬁﬁl
FwrPrrriwrBerrrrIBmRSNPrrrBrrorsl

53



IwrivrelbwrPrrrrrib R M PrrrPrrirrl
TR - AT
IowwBrrorribrrpvelrrirrib R IR
12.4) o =48-84

HIEEE B TR (e

D] Tl

12. H) Andante (J = 80)

iJﬂJﬁjﬂfﬁj'u il 'm
gerroleer oot loreolr erle e
Jod T J'ﬁ’J ippiipripp
roerle o e derr dror
Joy (3o .nmu.
trolr tenr trricererrir

12.1) Andante (J = 60)

101) JJ,IJJJJ.JJJ ﬁ.J 7
iv | &&L0Ir BT

J mIJJJﬁHJﬁJ Sy
UL&EJF CEfif BELS




IJJJJ ﬁlJJJfﬁﬂJ 1 3
UL&Q’ LQ'V ;&U

ﬂ ﬁ'm ﬁ'mml y
LLL’D?

12.J) Conmoto (J =72)

jﬁnmnmmn ‘
if rgr;r;riuau

'Iﬁﬁ J 'mm mﬂ_i

mmn ) mJ rﬁmmu‘
vlepreerleoreelleeseerle

12.K) Allegro ma non troppo (s = 112)

Fm ML Bl BIS M
oo legre erecer erlezer v e

LML RIBIL BT T
difgRagidi A dlid AN AN N

Jﬁﬁmiﬂ’ﬁﬁﬁumi N3
(rorr greres - e

J. fﬂJT]J T
Lrf rerroir e




12. L} Gerald Manley Hopkins (1844-1889), from “Spring”
Allegretto (J = 80)

i N4 P M ML N

Noth - ing is so beau-ti- ful as Spring When weeds, in

)
I A O
wheels, shoot long andlove-ly and lush; Thrush’s eggs look

—3— cresc. 3

I eI AT Vel YR

Iit - tfle low heav-ens, and thrush Through the ech-o-ing tim-ber

I wf|
SN T30
does so rinse and wring The ear, it strikes like light-nings to hear him  sing...

13, TWO AGAINST THREE

We encountered two against three in Chapter 10, in the division of the dotted-
quarter beat of six-eight meter into two dotted eighth-notes that are heard against the
basic triple division of the beat. Review of Exercises 10.2 and 10.3 and Studies 10.E,
F, and J provides good preparation for the material in this chapter.

To perform cross-riiythims we must understand the numerical relations of the
note-values. When triplet eighths sound against duplet eighths, each note of the triplet
is two sixths of a beat, so the triplet eighths begin on the first, third, and fifth sixths of
the beat, while the duplet eighths, each three sixths of a beat, begin on the first and
fourth sizths of the beat. Grasping the patterns may be facilitated by speaking verbal
phrases that we naturally speak in these rhythms:

Three againsi two: Two against three:
1 2 3 4 5 & 1 2 3 4 5 6

D R
A .t 7

Nice cup of fea Pass the but - ter

It is relatively easy to hear and perform the composite pattern made by two

against three, as the rhythm of the pattern— m —is familiar. However, it is mu-
sically important to be able to hear the duplet and triplet as independent concurrent
patterns. For this reason, we need to practice two against three slowly so as io hear that
the composite pattern is correct and quickly so that we can hear two and three at the
same time but independent of each other.
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SLJ'LI
rfj.

:LQTLLr
13.A) Allegretto (4. =52)

B BT

Jooov | JIT0NITL
el g S S g

N A A €
i e |

LI cr

J. I
(Ereres
I-piE ]
(errerrs

13.B) Allegro (J = 66)
33I17IIE‘IT]IEE§IT?J1 .33 I 77]
g&r or pir pr poiar or -

S PPPrry N JIRITJTINTITT
S L2 A S

J’ﬁ‘ifﬁi TR DT
rrerle e

JId
BAEais

13.2) J=52-88
e Il gl 1
Tt M i M PR




13.C) Allegro (4 = 100)
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13.J) Adagio (s =52)
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13. K) Langston Hughes (1902-1967), from “The Weary Blues” '
Andanie (J = 66)
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Withhis eb-o-nyhandsoneach i- vo-ry key He made  that poor pi-an-o
-/ | G G | G S
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v MITI oo

moan with mel-o -dy. Blues!

r |FJI’FF|FFer|rI'I'Ir|
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Sway.ng to on his rick-et - y stool He played that sad  rag-gy

i E__flrrrrlrrrfl
TP oy T o 1

tune like a mus-i-cal fool. Sweet Blues!

cecerciles L3U|[_r LSE_HU L;HD" al

NOTE

'From COLLECTED POEMS by Langston Hughes. Copyright © 1994 by the Estate of
Langston Hughes. Reprinted by permission of Alfred A. Knopf Inc.
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14. HALF-NOTE BEAT

When no values smaller than eighth-notes are involved, the half-note beat pre-
sents no new rhythmic difficulties, but simply a problem of reading: we must see a
half-note as one beat, a whole note as only two beats, and a quarter-note as half a beat.
The first two exercises below (14.1 and 14.2) are given first in four-four meter and
then in four-two; the performance of the two versions should be identical. Likewise,
the first study (14.A) is given first in two-four, then in two-two meter, and the two ver-
sions should sound the same, Rewriting the next three studies may help make the sim-
plicity of the rhythm obvious. .

Sixteenth-notes, which appear in Exercise 14.3 and the following studies, divide
the half-note beat into eight parts. Saying the names of the note-values in rhythm may
be helpful in learning to feel this division:

g J J . ST )TI7.

eight eight eight eight six-teen six-teen six -teen six - teen

The division of the beat into eight will be encountered again when thirty-second-notes
appear in quarter-note beats in Chapter 18.

The new symbol appearing at the beginning of Study 14,H is the breve, which
equals two whole notes. Originally a square note, it is now written as a whole note be-
tween two vertical lines. The breve rest is less often used than the whole rest for a
whole measure of silence, even when the measure is longer than a whole note, and
even though the whole rest is also used for a half-measure rest in four-two time, as in
Study 14.C. The whole rest is not used for two beats in three-two time, just as the half
rest is not used for two beats in three-four time.
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14. J) Adagio (J =40)
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14. K) Christina Rossetti {1830-1894), from “Summer”
Andantino (J =92)

300 1l =l da N -1 Rl

)
dddgiR
%J

2

Win-ter is cold - heart-ed, _Spring is vea and nay, Aufumn, is a
1
f
= LI = LM TTTI
weath-er-cock Blown ev ~ery way. Sum-mer days for me___ When ev-ery
J 33 v JIJ DMl Jldl LM
leaf _ . is onits tree; When Ro-bin'snot  a beg -gar, And Jen-ny Wren’s a
crescendo
[JorJid UJJHJJ- ) Jd ) J
bride, And larks hang  sing-ing, sing- mg sing-ing, O - ver the wheatfields
mf —3—
M e Il 4
wide, And anchored li-lies  ride, And the pendu-lom ¢pi-der Swings from
Jd1d
side to side

15. DOTTED-HALF-NOTE BEAT

Reading six-four and nine-four meter, we quickly appreciate the clarity with
which beams show beats in six-eight and nine-eight meter. Here, we have to iearn to
see nine consecutive quarter-notes as constituting three beats. Exercise 15.1 is written
first in nine-eight; the nine-four version should sound the same.
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15, J) Tohn Greenleaf Whittier (1807-1892), from “Laus Deo! On Hearing the
. Bells Ring on the Passage of the Constitutional Amendment Abolishing
Slavery”

Maestoso (d- = 54)

¢T3 - S e dd d U

it is done! Clang of bell androar of gun Send the tid-ings up and

PRSP 0 I e e A B SO A R DA S R

down. How the bel-fries rock and reel! How the great guns, peal on peal, Fling_ the

P R R R R R L P PP RP PN

joy fromtown to town! Ring, O bells! Ev-ery stroke ex-ul-ting
3
R 1 v T e X s A A e
tells  Of the bu-n-al hour of crime, Loud _ and long, that all may hear.
3
J_J3J I T30 v JOIJ00 v J 1) =
Ring . for ev-ery listending ear Of E- terni-ty and Time!

16. EIGHTH-NOTE BEAT

There are no new rhythmic problems here, but simply the problem of seeing a
quarter-note as cqual to two beats, an eighth-note as equal to a beat, a sixteenth-note
as equal to half a beat, and so on. Exercise 16.1 is written first in four-four time to
show how much easier the rhythm looks in the more familiar meter,

The four syllables of “thirty-second” may be spoken evenly so as to match the
four thirty-second notes within the time of an eighth-note. Although the syllables be-
come too tricky to be useful in some dotted and syncopated patterns, speaking the
names of the note-values may be helpful in learning the more straightforward patterns
of eighths, sixteenths, and thirty-seconds:

ST ) e . a0

six - teen thir-ty sec-ond eight  thir-ty sec-ond six sec- ond thir-ty teen

16. 1.1) o =72-112
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16.E) Allegretto (& =92)
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16.H) Adagio (& = 56)
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16. J) William Shakespeare (1564-1616), from King Richard II, Act V, Scene 5
Allegro moderato (& = 104)

DN 2y )3 T T T

Ha,h keep time. How sour sweet mus-ic js When time is broke and n pro{)or-t n kept!

lﬁ?ﬁ SN ALRAS ﬁ\ﬂqﬁﬁ?\

5 it i the mu-sic fm 's lives, And here have 1 the dainti-ess of ear To check time broke in

Ifﬁ ﬁvfﬁ\ﬁﬁ ﬂ\bqﬁﬁﬁlfﬁ JJ

d.l-D—d dtngBtfth -cdfmytt nd time, Had not an ear to hear my true time
dintinuendo

HMV ﬁ|ﬁ Dy ﬁU MDDy Dy !.h-; 7]l

wast-ed time. now doth ime waste me.
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17. DOTTED-EIGHTH-NOTE BEAT

Again, the problem here is one of reading. In order to read six-sixteen or nine-

sixteen meter, we must be able to see a dotted quarter as two beats and H asa

complete beat.
Exercise 17.1 is presented first in the more familiar nine-eight meter

17.1.1) 4. = 44-76
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17. ) Allegro moderato (J’ . =72)
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17.F) Allegro (. = 92)
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17.1) John Dryden (1631-1700), from “A Song for St. Cecilia’s Day”
Allegretto (o). = 88)
nf

r
ﬁﬁ‘ﬂ y5elSd SNy ﬁf] PP rrl
What pas-sion  can-not Mu.sic raise and quell! When Ju-bal struck the cor-ded



TSI

My MIT3: 310 1

shell, His lis-ten-ing breth-ren stood a-round, And, won-der-ing, on their faces fell
E oy P10 B R P 5 B s R
To wor-ship that ce-les-tial sound. Less than a god they thought there could not

nf
0 S i R s N O s B = R P s R

dwell With-in the hollow of that shell That spoke so sweet-ly  and so well. ‘What

P A I P R R B

pas-sion can-not Mu-sic raise and quell!

18. SMALL SUBDIVISIONS

We encountered thirty-second-notes in two-eight and three-eight meter; we en-
countered division of the beat into eight when sixteenth-notes appeared in a half-note
beat. Only sixty-fourth-notes, dividing the quarter-note beat into sixteen, are new here.
Such small subdivisions occur in slow tempi and are often ornamental; they should be
sung lightly and easily.

The more complicated single-beat patterns should be learned before whole mea-
sures of the exercises are attempted. If we want to count divisions of the beat while
clapping the rhythm, or to tap divisions while singing the rhythm, we must figure out
what division will be useful. In the fifth segment of Exercise 18,1, for example,
sixteenth-note sextuplets will fit the patterns on all three beats, but in the sixth seg-
ment of the same exercise, where the eighth-note is divided into both duplets and
triplets, the smallest practical common division of the beat is the eighth-note.

18.1) o =40 - 60

NN SRR AN - TR TR 5330 -
) BR300 - 1 3734 - |
-3 ST - WETRETIED
18. A) Largo (J =48)

VI NJTRISN TR GIIRT310 D0
NTI R NTRTTR R TRER LM

77



18. B) Adagio (4 =52)
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18. E) Lento (s- = 40)
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18. H) Adagio (& =92)
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18. J) Henry Wadsworth Longfellow (1807-1882), from “Walter von der
Vogelweid”™!

Adagio (d =52)

Kol pu Py BRIV o IR

Thus the bard of love de-part-ed; And, ful - fill ing - his de-sire,

T T EITEL BT

tomb the birds were feast-ed By the children of the choir. Day by day, o’er tow-er and
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tur—ret, In foul weath-er and in fair, Day by day, invas-ter

n

i
T ey Loy 0 U
num-bers, Flocked the po - ets of the air There they
S350 3 33010y F3 3731
sang their mer-ry car-ols, Sang their lauds on ev-ery side; And the name their voi-ces
ST SIS v

ut-tered Was the name  of Vog- el-weid,

NOTE

'German Minnesinger, ca. 1170-ca. 1230

19. CHANGING SIMPLE METER

When changing meter, we must know what the new meter is well before begin-
ning the measure. Even though it may seem difficult, conducting is particularly help-
ful in these studies because it forces us to be aware of the meter before we make the
gesture of the downbeat, since that gesture is different in different meters. Good prep-
aration for these studies is conducting the measures and simply counting the beats aloud,
so we become familiar with the succession of meters before tackling the actual rhythms,

19.1) J =100-176
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19.3) o =60 - 96
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19.J) Anne Bradstreet (1612-1672), from “Contemplati
Ad ntino (4 = 84)
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20. CHANGING COMPOUND METER

As in changing simple meter, it is helpful to count the beats while conducting
the meter before tackling the actual rhythm of each study. Conducting while perform-
ing the studies helps us feel physically the succession of meters.
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20.2) 4. =56-76
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20. H) Stephen Crane (1871-1900), from The Black Riders and Other Lines
Allegretto (J- = §0)

STTI I NES M NI DL ML

Three lit-tle birds in a row sat  mus-ing. A man passed near d}?t place.
b >
BSTDST] O DRI Mlvv (DS )M
Then did the lit - tle birds nudge each  o-ther. They said, “He thinks he can

T M LTI A

sing.” They threw back their heads to laugh, With quaint coun-te-nan-ces they re-gard-ed

IJMJ—JJ.hlgmz.hlmmll i

They were ve - cu - ti-ous,  those three lit-tle birds in a  row.

21l. CHANGING BETWEEN SIMPLE AND COMPOUND METER
WITH THE DIVISION CONSTANT

When changing between simple and compound meter, as between two-four and
six-eight time, there is normally an equivalence either between the beats or between
the divisions of the beats. In this chapter, the division of the beat remains constant:
when moving between two-four and six-eight, the eighth-note remains the same. This
means that the beat is lenger in compound meter, where it has three eighths instead of
two, and so the tempo is slower. Moving from six-eight to two-four, the tempo speeds
up because the beat is shorter. If the eighth-note is constant at 216, for example, the

tempo in two-four or three-four will be half of that, 4= 108, while the tempo in six

eight or nine-eight will be a third of 216, or J. =72 The tempi of the three note-
values are given only for the first exercise and study; for the rest, those not given can
be derived from those that are.
Tapping the eighth-note throughout a study, or using the metronome at the speed
of the eighth, helps ensure the steadiness of the eighth as the meter changes.
Counting the number of eighths on a beat, while conducting the meter, is a good
preparation for the smdies:

UL T

Normally, when meter changes between simple and compound, the equiva-

lence— = OD or J. = —must be shown at the point of the change. This has not
been done in these studies because the eighth is always constant.



21.1) & constant,d =72-120,J. =48- 80, =144 - 240
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21.D) Andante con moto,.b constant (J’ = 144)
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21. I} Vivace, J’ constant (J- =80
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21. J) Langsion Hughes (1902-1967), Fantasy in Purple!
Grave .b constant (J = 56}
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Beat the drum of =z gedyf m Beat the drums of  tra-ge-dy

| v_.MJ.ﬁJ ISJ DD s DI_F

death. And let the choi a stor my song To drown _. the
1

ST i;J.iﬂUﬁﬁJ\vl

rat-tle of my dy - ing breath. Beat the drums of  tra-ge-dy for me,

IS 1V NV TT

And let the white vi d slow,
diminuendo

8 JTINITTINTT 3 bl

blow one blar-ing trums-pet note of sun To go with me  to the dark-ness where 1 go.

NOTE

IFrom COLLECTED POEMS by Langston Hughes. Copyright © 1994 by the Estate of
Langston Hughes, Reprinted by permission of Alfred A. Knopf Inc.



22. CHANGING BETWEEN SIMPLE AND COMPOUND METER
WITH THE BEAT CONSTANT

In this chapter the beat remains constant when the meter changes between sim-
ple and compound: the dotied quarter in compound meter equals the quarter-note in
simple meter. Therefore, the speed of the eighth-note changes. The eighth-note in six-
eight meter is only two-thirds as long as the eighth-note in two-four, for example. The
change is the same as that between triplet and duplet eighths in simple meter or be-
tween eighths and dotted eighths in compound meter. This is shown in Exercise 22.1,
where the second segment, with change of meter, sounds the same as the first segment,
where only the division of the beat changes; the same relation obtains between the
third and fourth segments of this exercise.

When the beat remains constant, six-eight and two-four measures have the same
length, as do three-four and nine-eight measures, because they have the same number
of beats. In contrast, a six-eight measure, with two beats, will take less time than a
three-four measure, even though the note-values in the two measures may be identical,
as in the first two measures of each phrase of Study 22.H.

The challenge here is to keep the beat constant. To this end, using metronomes,
beating time, and walking with a steady pace while singing the rhythm are helpful.

2.1)8) =%d=4a.72
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22. A) Allegro, §4. =3 4 (=104)
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22.B) Allegretto, § J. =14 (=72)

FIPIE mmmmmm Sl Tl
Iy mmwmnummmmﬁm
L J D MJ'?]J MITTd 217030 Dk
|ﬁmmngmmﬁmmls}mmu.:-u

22.C) Andante, §J. =3 J (=60)

2 TN DITITRT IR Ly il
1 SBBSR IR L TR TR
TR ATT y SRR
RITIN R TIARITIRL v 0 D
Bupluatsonsli Brinstounk BprsimsrorrrrlPEd

22.D) Allegro ma non t{roppo, 8 J. =§ J. = iJ =92

10 DB ITIITIRIITIR M DR
1JJ ML RBIOBITTII M) MJTO1’
30 BN ES MNERTIRITIN DT
8 TR SITTILTRIN v o

22.E) Allegretto, §4. =8J. =1J =24 =72

8, ST D IR D TP VI8
O B AJ e Pk

94



R RN RBRyTDRITE T v 18
BJJRTRITTR TR LTI TR T 18
BJTRFTHIL v B+ TR0+ A1
R R0 DRy 0N TR vl
Gr B

4] -]
@fﬂi?]i
SLLIEQT @r °r i

R ezs r”?i;if

2.2 §4.=3J=
ﬁJ. J

PFEL:
h ]

3 J (=58)

ndante, J
JIJJN TR TRARRITIIT IR
For or PRCSCSC LB PP PP P

ST NIRRT RIS
Fopr or

9
8
4
v | JTRITTI T
I I A A

URIRIRR TR )
Tl T A A A



22.G) Adagio, 14 =34. (=52)
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22. 1) Thomas Dekker (15707-16417), “Golden Slumbers...”
Andantino (34 =§d. =69)
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» J=d.

s T I Y U2 s It D I
Gol - den slum-bers kiss your eyes, Smiles awake you when you rise.

J

‘=

@700 ML I MIL ) MIT I |’
Sleep, pret-ty wan-tons, do mot cry, And I will sing a 1lol-la-by:

rp 3 P ,

RSO0 ST - (TR

Rock them, rock them, Iul- la-by. Car hea-vy, there-fore sleep you,

e i3




mmuzmch Hdooo D

You are care, and care must keep you.  Sleep pret-ty wan - tons, do not cry,

J=J
M oJ NIy TRSTTI 0
I will sing a lul - la - by: Rock them, rock them, iul-la-by.

23. THREE NOTES IN TWO BEATS;
TWO NOTES IN THREE BEATS

The proportions involved in putting two equal notes in three beats and three
equal notes in two beats are familiar from earlier chapters. In Chapter 10, two dotted
eighths were put in a dotted-quarter beat; in Chapter 12, triplets were put in beats nor-
mally divided into duplets; in Chapter 13, two notes were put against three notes in a
beat. What is new here is changing the division of the measure rather than the division
of the beat.

In moving from normal quarter-notes to triplet quarters, it is helpful to think
triplet eighths ahead of time, since two triplet eighths equal a triplet quarter: Thinking

3 3 3 3 —3i
m m facilitates performing m\/@ = J J J.Conducting helps

steady the beat against which the cross-thythms play. When we perform triplet quarter-
notes, we must move quickly to the second note; when a triplet is performed unevenly,
almost always it is the first note that is too long.

The hemiola pattern is most often three half-notes in the tme of two three-four
measures: 2 J J\J,J J Study 23.F presents the hemiola rhythm in patterns fa-

miliar from the third movement of Schumann’s Piano Concerto where, with one beat
to a three-four measure, we hear the three half-notes against two downbeats,

23.1) §J. =%d=63-108
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23. A) Allegro moderato (J- =72)
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23.B) Presto (d = 126)
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23.E) Allegro moderato (4 = 104)
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23.2) dJ. =60 - 120 (Conduct one to a measure.)
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23.F) Vivace (J. =72) (Conduct one to a measure)
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23.1) Allegretto (J- =72)
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23.J) Allegretto (o = so)
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23. L) Walt Whitman (1819-1892), from Leaves of Grass
Allegro (d =138)

HIJJJ.MJHJ_JIJJ:J_JIJHJ!

With mu-sicstrong I come, with my cor-nets and my drums,

L ITRITTS ) 0T

play not march-es for ac-cepted vic-tors on-ly 1 play march-es for con-quer’d and slain

e 30 Tl MJU&JDI

per-sons. Have yon heard that it was good to gain the day"
r-'*3'——\

UL NIy M NI T

say 1t is good o fall, bat-tles are lost in the same spi-rit in which they are

UHJU D) vy ) TITT

I beat and pound for the dead. I blow through my em-bou-chures my
33— /3

PRI

loud-est and gay-est for them.

24. FOUR AGAINST THREE

As twelve is the common denominator of four and three, the thythm of four
sixteenth-notes against triplet eighths is measured in twelfths of a beat. The sixteenths
are attacked on the first, fourth, seventh, and tenth parts of the beat, and the triplets are

attacked on the first, fifth, and ninth parts of the beat. As with the performance of two

againgt three, we may be aided by verbal phrases that we speak naturally in these
rhyihms:

Four against three:

1 23 4356 7 8 9 10i112

J o d
o T

When willhe come a-gain?

To make a cross-rhythm of the four verbal accents sounding against three metrical ac-
cents, we write this as
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When will he come a-gain? or

ir r I
TP U AN VIV B
ir r r il

Similarly, three against four may be heard as

B el

1 23 45678 9101112

PP R
0T

Wash the car and wax it!

As a cross-thythm of three accented syllables against four metrical accents, this is
writien

B
!7V
| T
e

i

P

d wax it!r' or

TR,
gt__v
—vE e

N Q
W“

or

12
8

ohs
mn ToX S < I Y

The above patterns appear in Chapter 25 as a way of thinking four notes against three
beats and vice versa, but practicing them quickly may help us learn to put four notes
against three in a single beat.

It is important to practice the cross-rthythms slowly so as to ensure accuracy and
quickly so as 1o arrive at the point where we hear not just the composite rhythm but
each part independently. Finally, we should feel that we are performing two conflict-
ing patterns at the same time and that, although they fit together correctly, neither one
is based on the other. We don’t think sixteenths and fit a triplet against them, or vice
versa; we simply sing four sixteenths and clap three, or sing a triplet and clap sixteenth
notes, at the same time. We think two different thoughts simultaneously.
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24.C) Andante (4 = 60)
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24.F) Adagio (J = 50)
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24. G) John Dryden (1631-1700), from “A Song for St. Cecilia’s Day”
Allegro moderato (J. =69)

e NS NI M AT M

The soft complain-ing flute In dy - ing notes dis-cov-ers The woes of hope-less

717§ LLFIF PLLIIF PLLAI PLLS
T3 U NTTI 3 NT M

lov-crs, Whose dirge is whis-pered by the warb-ling lute. Sharp vi-o-lins pro-claim Their

I d gl g g e d e e
ST T T

jeadous pangs and des-per-a-tion, fu - ry, frantic in-dig - ma - tion,

S e e e et ey
ST ST BT

Depth of pains and height of pas-sion, For the fair, dis-dain-ful dame.

c e rcerieer cerir v |

P "
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25. FOUR NOTES IN THREE BEATS; THREE MOTES
IN FOUR BEATS

Singing four even notes in the time of three beats is performing four against
three at the level of the measure. Each of the four quadrplet quarters in a three-four
measure is three-quarters of a beat long; thus, the pattern can be notated as the equiv-
alent of four dotted eighths, but it is more commonly notated as a quadruplet;

Pl R AR

Singing three even notes in the time of four beats is most easily done in twelve-
eight time, where each of the three notes has the value of four eighth-notes, or a half-
note. When the meter is four-four, a background of triplet eighths should be imagined:

3—

S reirrF IS

Tapping the note that is the common denominator (the sixteenth for four notes in
three beats, the triplet eighth for three notes in four beats) will help us learn to hear the
proportions correctly. As with other cross-rhythms, performance at a fast tempo is a
process different from slow performance, so the patterns should be practiced both
slowly and quickly.

25.1) o =60-120 (Measure 4 is equivalent to measure 3.)
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25.B) Allegro (o = 120)
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25. C) Moderato (J = 88)
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25.E) Allegretto (J- =112)
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25.G)

Con moto (4 =80)
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25.1) Allegretto (J =104)
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25.]) Aunne Bradstreet (1612-1672), from “Mirth and Melancholy™
Andante o =80)

iﬁlﬂﬂ 2 P W A DA I

She low ght lse but noise  which dis-cord makes, As croak-ing
PP ﬁ'f‘fﬁu o N30+ N
frogs, whose dwel-ling The ra-ven’s hoarse, the
PR A PR ﬁ SIS« T
man - drake’s hol - low groan, And shriek-ing owls, which fly i’ th’
P
D A N P
night a - lone;
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26. QUINTUPLETS

Counting the notes helps us put the five notes of a quintuplet onto a beat, espe-
cially in a context of other divisions of the beat:

) T T

1 2 3 4 1 2 3 4 5

R

oed.

To sing five equal notes in two beats, we need to think the quintuplet beat:

TS L ST

The common denominator of five and two is ten, but to perform five against two
we need think only of the second note of the duplet dividing the third note of the quin-
tuplet:

e 4 4 4
!

6

e Y T
- —ua -

The common denominator of five and three is fifteen, so the second note of the
triplet sounds a fifteenth of a beat before the third note of the quintuplet, and the third
note of the triplet sounds a fifteenth of a beat after the fourth note of the quintuplet:

1 4 10 i3

T
" i

FT

6 11
As with other cross-rhythms, learning must begin with careful counting, pro-
ceed to slow performance where the subdivisions can be imagined and the composite

rhythm heard to be accurate, and arrive at the point where the two pattems are per-
formed and heard simultaneously and independently.

26.1) J =48.76
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26. A) Larghetto (d =52)
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26.C) Andante (J = 63)
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26.D) Allegro (J =80)
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26.4) d =40 - 69
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26.I) Andante (s = 60)
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26. J) Langston Hughes (1902-1967), from “Daybreak in Alabama” !
Andante (J = 60)

SN rrryPrevriiwwPrrrl

When I get to be a com-po-ser I'm gon-na write me some mu-sic a-boul

= =, N

Ris-ing out of the ground like a swamp mist And fal-ling out of heav-.en like

PEFRRi ﬁlf‘??ﬂ ivreriiwr Pl

soft dew. I'm gon-na put sote ta.!l# wees_. in it And the scent of

TS MBI SRy BT T

pine needles  And the smell of red clay af-ter rain... In that dawn  of mu-sic when I

FerrvPrniirp B rrrerllw BRI

Get to be a compos-er And write a-bout daybreakin Al-a - ba - ma.

vgl'__f

NOTE

'From COLLECTED POEMS by Langston Hughes. Copyright © 1994 by the Estate of
Langston Hughes. Reprinted by permission of Alfred A. Knopf Inc.
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27. FIVE-EIGHT METER

Five-eight measures may usually be understood as consistingof 2+ 3 0r3+2
eighths, Where the grouping is consistent, the meter signature will indicate it, as in the
first two studies. Where the grouping is not consistent, as in the next three studies,

beams will make the groups visible: J J’D is 3 + 2, whereas J m is
2 + 3. Because quarter-eighth is a more normal pattern than eighth-quarter, an eighth

between two quarters may be assumed to belong to the first group—J ﬁ J is
3 + 2—when there is no contrary indication.

One standard pattern for conducting five beats is a modification of the pattern
for conducting four, with an extra motion to the right (as in conducting six) before the
upbeat when the pattern is 2 + 3, and an extra motion to the left when the pattern is 3 +
2. When approaching the thythms in this chapter, it will be simpler to beat 3 followed
by a smaller pattern for 2, or vice versa, depending on the structure of the measure.

While slow quintuple meter (as in Study 27.C) may be understood as having five
beats in a measure, five-eight meter is most often not quintuple meter, but duple meter
with two unequal beats, one a quarter-note and the other a dotted quarter. When the
tempo of the eighth-note is 240 (as in Study 27.A), the quarter is 120 and the dotted
quarter is 80, and these slower values are the effective tempo. Most of these studies
should be understood, and conducted, not with five, but with two unequal beats in a
measure. After striving to keep the beat steady, conducting unequal beats may seem
strange, but we need to feel these beats physically. The other hand or a foot or
metronome may mark the underlying quick pulse to keep the beats in their proper ra-
tios.
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27.B) Vivace (8 = 330)
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27.G) Andante (9 = 108)
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27.H) Allegretto (& =132)
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27.1) Emily Dickinson (1830-1886), “Heart, not so heavy as mine”

Andante (& = 108)
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Heart, not so hea-vy as mine, Wend-ing late  home — As itpassed my
3

Pl R s s 0 A I 5 S s s I A s q.m
window Whis-tled itself a tune — A care-less snatch, a bal-lad,
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dit-ty fthe street — to my ir-ri-ta-ted Ear An An-odyne so
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sweet — It was as if a Bo-boe ]mk Saunter-ing  this way rolled, and
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paused, and carolled — Then bub-bled slow  a - way! - Ntwasas if a
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chirp-ing brook U-pon a dust-y way  Set bleed-ing feet to mi-nu-ets With-out the know-ing
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why!
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28. MORE METERS WITH UNEQUAL BEATS

The meters in this chapter combine quarter-note and dotted-quarter beats just as
five-eight meter does. Here, in each case, the meter signature makes the sequence of
beats explicit. For example, 2*2*3 is ], but with three beats, of which the first two are
quarters and the third is a dotted quarter. Conducting again heips us become comfort-
able with patterns of unequal beats, and tapping the underlying eighth-note helps us
keep the proportions accurate.

28.1) & =160 - 288
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28.C) Allegro (& =208)
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28.F) Allegretto (¢ = 184)
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28.G) Allegro (o = 216)
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28.H) Grazioso (& =116)
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28.1) Samuel Taylor Coleridge (1772-1834), from Rime of the Ancient Mariner
Allegro (J- =80,d = 120)
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A-round, a-round, flew each sweet sound, Then dart-cd to the Sun,
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Slow-ly the sounds came back a - gain, Now mixed, now o
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Somc—tlmcs adrop-ping from the sky I heard the sky-lark sing;
poco crescendo
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Some.-tlmes all lit-tle birds that are, How they seemed to fill the sea and air With their sweet

e v MM B o

jar-gon-ing! And now ‘twas like all  in-stru-ments, Now like a lone-ly
AP L1 ) I N R S I s R0 A
flute, Andnow it is an an - gel's song, That makes the heavens be mute.

29. CHANGING METERS WITH UNEQUAL BEATS

The best preparation for these studies is counting the eighths on each beat aloud
while conducting the larger beats, thereby becoming familiar with the metrical pat-
terns before attempting the actual thythms. Thus, while conducting seven-eight in
three and five-eight in two, we would count:

1 STOs) ST

1 2 1 2 3

Tapping the eighth while singing the thythm is especially important for studies
such as 29.C where there are many notes longer than eighths,

Studies 29.E and 29.G, and the exercises that immediately precede them, in-
clude three-sixteen and five-sixteen measures. The sixteenth-note rather than the
eighth-note is the basic division of the beat, and beats are eighths and dotted eighths.
In these studies, therefore, two-eight and five-sixteen measures have two beats, three-
eight and seven-sixteen measures have three beats, and a three-sixteen measure is a
single dotted-eighth beat.
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29.A) Allegretto, & constant (& = 176)
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29.D) Allegro (4. =72, J =108)
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29.F) Allegretto (& = 208)
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29.1) Elizabeth Barrett Browning (1806-1861), from Sonnets from the
Portugunese, XXXII

Allegretto (& = 208)
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Quick-lov-ing hearts, I thought, may quickly loathe; And, look-ing on my-self, I
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seemed not ope For  such man’s love! more  like an out-of tupe  Worn

B DN OB MRS D v DG

viol, a good sin-ger would be wroth To spoil his song with, and

§J +J DB DR L TN 1 Ml

which, snatched in  haste, Is laiddown at the first ill - sound - ing note.

30. MORE CROSS-RHYTHMS

The studies in this chapter are based on rhythmic patterns, combinations of
rhythmic patterns, and the principle of ostinato found in music of West Africa.! In ad-
dition to the conflicting divisions of the beat (2 against 3 and 3 against 4} already stud-
ied, these thythms invelve different divisions of the measure in the two parts. The
division of 6 into 2 groups of 3 and 3 groups of 2 (30,A and 30,R) is familiar from
Chapter 23. New here is the grouping of twelve egual divisions of a measure into 5
plus 7, or 7 plus 3, against the normal 6 plus 6 (30.C) or 4 groups of 3 (30.D and 30.H)
or 3 groups of 4 (30.E). Two studies (30.F and 30.G) involve cross-meters in ways that
our conventional notation obscures, because, in order to show the equivalence of note-

values in the two parts, one of them is notated with a J n pattém. The nota-
tion is that of compound meter, but we hear the pattern in simple meter.

As with all cross-rhythms, we first focus on the way the two parts fit together
and then proceed to perform the two parts independently at the same time.

NOTE

See, for example, John Miller Chernoff, African Rhythm and African Sensibility
(Chicago and London: University of Chicago Press, 1979); A. M. Jones, Studies in African
Music {London: Oxford University Press, 1959); and J. H. Kwabena Nketia, African Music in
Ghana (Evanston: Northwestern University Press, 1963).
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30.A) Allegro (o. =76)
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30.C) Allegretto (o = 52)
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30.5) J =44-80
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30.E) Adagio (d =54, . =72)
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30.6) o =50-100
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30. G) Moderato (J = 96)
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30. H) Arthur William Edgar O’ Shaughnessy (1844-1881), from “Ode”
Allegretto (d- =76)
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we are the mo-vers and shak-ers Of the world for-ev-er, it seems.
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31. TEMPO MODULATION

In these studies, tempo is changed in two different ways. The same note-value
may have the same speed in meters with different numbers of that value on the beat, so
the beat becomes longer or shorter. For example, as we saw in Chapter 21, when the
eighth-note stays the same in moving from simple to compound meter, the beat be-
comes longer and the tempo slower. Alternatively, different note-values may be given
the same speed. For example, when a quintuplet sixteenth is equated to a preceding
normal sixteenth, the beat, now consisting of five sixteenths, becomes longer. The
terms metric modulation and tempo modulation have both been applied to these pro-
cedures for changing tempo, but the latter is more accurate.

Each of the preparatory exercises in this chapter should be performed three
times in succession, beginning at the first of the indicated tempi; we will arrive at the
other tempi during the course of the exercise. In the first exercise, 30.1a, if the quarter-
note is initially 162, the eighth is 324, and the dotted quarter is 108, at the return to
two-four, the 108 beat is kepl; beginning again at 108, the eighth is 216, and the dot-
ted quarter is 72; the third time we begin at 72, the eighth is 144, and the dotted quar-
ter is 48, which is the speed of the final quarter-note.

It will be helpful to figure out the tempo at each point during the exercises and
studies where values are marked as equivalent. As always, conducting will make us
physically aware of the changes of tempo.
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31. A) Beginning Vivace (J = 144, 96, 64)
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31. B} Beginning Andante (beat = 48, 72, 108)
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31. C) Beginning Andante (beat = 63, 84, 112, 84, 63)
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31.D) Beginning Allegro (J = 128, 96, 72, 96, 128)
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31.E) Beginning Moderato (J = 64, 80, 100, 80, 64)
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31.F) Beginning Lento (d. = 40, 60, 90)
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31.G) Beginning Adagio (beat =50, 60, 72)
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31. H) Beginning Andante (4 =63, 84, 112)
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31.1) Lewis Carroll (1832-1898), from Alice in Wonderland

Begnmmg Allegro (4 = 108)
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you knew Time as  well as I do,” said the Hat-ter,
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“you wounldn’t talk a-bomt  wasting it t's him.” “I don’t
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know what you mean,” said A-lice. “Of  course you don’t!” the Hat-ter said,
d=d f
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toss-ing his head con - temp-u-ousdy. “I dare say you nev-er ev-en spoke to
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Time!” “Per-haps not,” Alice cautiously re-plied, “but I know I have to
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beat time when I learn mu-sic.’ “Ah That ac-counts forit,” said the
e
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Hat-ter. “He won’t stand  beat - ing”
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