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26. QUINTUPLETS AND SEPTUPLETS

Counting the notes helps us put the five notes of a quintuplet onto a beat, espe-
cially in u context of other divisions of the beat:
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To sing five equal nofes in two beats, we need to think the quintuplet heat:
&

F F
. _ ¥ liui ju-! :vj llui = -l! ﬂl J ll -li

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 guin-
tuplet:
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‘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:
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When an eighth-note quintuplet begins on the last quarter-note beat of 4 mea-
sure, its fourth note, which may look as if it falls on the following downbeat, gerually
sounds after the downbeat, as in the last phrase of Study 26.E,

Septuplets may be learned in the same way as quintuplets, When septuplet
eighth-notes sound against two quarter-notes, the common denominator is fourteen,
and the second quarter falls between the fourth and fifth notes of the septuplet:
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As with all cross-rhythms, learning must begin with careful counting, proceed o
slow performance where the subdivisions can be imagined and the composite rhythm
heard 1o be accurate, and arrive at the stage where the patterns are performed and heard
simultaneously and independently.
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26. A) Larghetto (2 = 52)
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26. C) Andante (4 =63)
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26. D) Allegro (« = 80)
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26.F) .-'md:mtl. (e =6i)
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26. H} Largo molio (& = 40)
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26, K]- Andante (s =60)
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26. L} Adagio (e = 40)
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26. M) Andante (e =60)
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26. N) Langston Hughes (1902-1967), from “Daybreak in Alabama’™"
Andante [..' = fll)
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NOTE

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

27. FIVE-EIGHT METER

Five-eight measures may vsually be understood as consisting of 2+ 3 or 3+ 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,

p—
beams will make the groups visible: # J\'J # is 3 + 2, whereas J -m is
2 + 3. Because quarler-eighth is a more normal pattern than eighth-quarter, an eighth
between two quarters may be assumed Lo belong to the first group—e @ -l 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
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upbeat when the pattern is 2 + 3, and an extra motion to the left when the pattern is 3 +
2. When approaching the rhythms 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 [ive
beats in a measure, five-cight 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 cighth-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 siriving to keep the beat steady, conducting unequal beats may seem
strange. but we need 1o feel these beats physically. The other hand or a fool or metro-
nome may mark the underlying quick pulse to keep the beats in their proper ratios,
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27.C) Adagio (o = 80)
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27.F) Presto (2
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27. H) Allegretto (o =132)
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27.J) Emily Dickinson (1830-1886), “Heart, not so heavy as mine”
Andante (») = 108)
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28. MORE METERS WITH UNEQUAL BEATS

The meters in this chapier combine quarter-note and dotted-quarter beats just as
five-eight meter does, Here, in n:m;h r..:,w the meter signature makes the sequence of
beats explicit. For example, **;* is |, but with three beats of which the first two are
guarters and the third is a dnued quum.r Conducting again helps 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.A) Allegro (o =138, o = 92)
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28. F) Allegretto (o = 184)

(P2 I I N TRN )
Ea-:-.gm" F:J:_‘ ||' : - r I gr_r: |

J- - J--:ii . -i-'.d:‘ -n:l-j!d - -:FJJI-' I|
[Arydaia A i sl A
\JT 3T 3T 330000 v v
0 Y S o I

28.6) o =144-224
2*‘3§HJ J ’ l T.u JJ_m. |
2+2+:5+3 j ; LI- | - -

|| ﬁ—-'-'-l

- |
gl

.'!ll!J'll fa o8
.iﬁ'r' & Fr:

-3-.: -.'-_

28.G) Allegro (¢ =216)
! | | | | | | i | = | | |
SE+2§3+3':$|- ¢ ¢ 4 hll’ r - "'HJ bt \I‘

af
22+:a§.3+3 S EH SRR By0sCT 14PLIT ¢

|¢| -ﬁJ - J]:-’ ll s oo -'lii-I ¢ 4 J J.'|
»
SEAPRVEIAALEAL R AL St RSl
|=t -!--'fd.\'-i- i-i"‘JirEjiﬁﬂf- llli -'Ll-j 0. i:l
ey & erlpreripreripeep ver)
—
L] - ..J -

B i Hﬂh"ls I‘|I| | H ﬁ Hlliqlﬂ|'.|#ii
|

- o -
v Jeraes g optr Lip g optr e

18



28. H) Grazioso Ifc"’ = 116)

L LY
-_ru

e 1

—_—
d deo

—

-
spoe o

save #

. . oo

F

‘e

._.J
N
-nl'...

38. 1) Allegro (o) = 240)

A R

.

» — ol

v |

% e
%

= e B

“» .

—:.-_ . -.—
= -

—..__ I v e
““ s
—u
TR .\..H- "

“u .

I . _J_. .
—

1 —ll [ 1

e

—n = T
L ]

“u L v .

— P e a_a |

w » @

G o ceo

+ + 4

=] [~ [~

| -
sesse o

eFFFS FERFE

o

.

B

oy i
Frer

8 .
L
+ o1
. L]
L -~

—u
o
.
—w o

—.-
I L ™
L -

—u
e T

W
_... .

[
= ¥

“u
o T
= T
R Y

o T T 1
] e L1
= : .
..___ | e
» | | {
=2
| w | |
= 1 |
——a._ _ _m
™ | ] ._ L1 __
| |
Ll |
a1 N LN
»
I.l L
—m
= e
L
HJ
w ™ L T
“w n
[
w -..- e
. -
mi b
L) . T
L]
"
L ] i .

153

19



28. J) Samuel Taylor Coleridge (1772-1834), from Rime of the Ancient Mariner
Allegro {J- =80, « =120]

3*’3*@ dd dTIW N

mun-d a-round, flew each sweel sound, Then dart - ed o the
v T3 4D Jdd B d HT)
Sum; Slow-ly  the sounds came hack a - gain, Now mixed, now one by
i ”r | — | ﬁ
& ¥ 2 [T L3N TJ1d ot S]]
one. Sometimes a-dropping from the sky I heard the
i
L\ — i i
I'IJ 'I # |) J f" -JNIJII|- :".'- ¢ |
sky-lark  sing; Some-times all lit-tle birds that are,
Focn crescends mf

" — | '_. | l—l P
1Y J o JﬁJd:J Dd 4 414 --jii
How they seemed to fill the ses and air  With their sweet  jar gon-ing!
r
- b = g | — I ko ; |
R S L -hdtl|-'] i J\'--|i -"N"-a ¢

And now "twas like all - in-stroments,  Now like a Jone - Iy flute;

i‘ :Id dh'-:bd! -'h -: :I al—#ij-—-l‘-"f- J |I

Andmow 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 an each beat aloud
while conducting the larger beats, thereby becoming familiar with the metrical pat-
terns before attempting the actual rhythms. Thus, while conducting seven-eight in
three and five-eight in two, we would count:

5. o .U R I

z 3 ¥ ) i |

Tapping the eighth while singing the rhythm is especially important for studies
such as 29.C where there are many notes and rests longer than eighths.
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Studies 29.E and 29.G, and the exercises that immediately precede them, include
three-sixteen and five-sixieen measures. The sixteenth-note rather than the eighth-note
15 the basic division of the beat, and beats are eighths and dotted eighths. In these stud-
14, therefore, two-eight and five-sixteen measures have two beats, three-sight and
seven-sixtecn measures have three beats, and a three-sixteen measure is a single dot-
ted-eighth beat.

29.1) & = 176-240
§JJddd MESad Dl = I3]0 .
BJ DA =18] bR J ) T2

20. A) Allegretto, o constant (¢ = 176)
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29.B) Allegro (o =208)
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29.C) Vivace (o =96, d = 144)
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29.4 q constant, hl = 184-240
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3 pn B -
16 9 = 16 Y ke
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29. H) Grazioso (' = 160)
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9. ]) Elizabeth Barrett Browning (1806-1861), from Sonnets from the FPortuguese
Allegretto (d“' = 208)

mp »
8.

T UM J BRI

Quick lov-ing hearts, | thought, may quick-ly loathe; And, look-ing on my self, I

uft
|4 & B L L ¥ J2RT) 2 )
sgemed not one For  suchman’s  love! more likean  outofwne Wom
q}l
|2 N B T8RS DY DRI ) v D8
vial, wgood  sing-er would b wroth To gpoil his  song with,  and

8 v MBI ORI L M Mg

which, snatched in ~ haste, Is  laid down atthe 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
addition to the conflicting divisions of the beat (2 against 3 and 3 against 4) already
studied, these rhythms involve different divisions of the measure in the two parts, The
division of 6 into 2 groups of 3 and 3 groups of 2 (Studies 30.A and 30.8) is familiar
from Chapier 23. New here is the grouping of twelve equal divisions of a measure into
3 plus 7, or 7 plus 5, against the normal 6 plus 6 or 4 groups of 3 or 3 groups of 4, 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

' e
two parls, one of them is notated with a o e J pattern. The notation is that of
compound meter, but we hear the pattern in simple meter,

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

NOTE

'See, for example, John Miller Chernoff, African Rhythm and African Sensibiliry
(Chicago and Landon: University of Chicago Press, 1979); A. M. Jones, Studies in African
Music {London: Oxtord University Press, 1959): and J. H. Kwabena Nketia African Music in
Cfucina [ Evanston: Northwestern University Press, 1963),
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30. C) Allegretto (o, = 52)
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30.5) < =44-80
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30. F) Allegro (= =72, #. =96)
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30. 6) o = 50-100
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30, G) Moderato (¢ = 96)
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30. DArthur William Edgar O’ Shaughnessy (1844-1881), from “Ode”
Allegro (d = 144, J. =96)
b

50 d d Did d T dld d HTdrdd e
We are the mu - sic- mak-ers, And

we are the dream-ers of dreams,

lgr .- .- - - | @ .- - -
! ' ' |
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| r ; | ! e P

J .-kl J_J t i 'h.| 'I J o J_ o Ik'ln -y = : i | s : |

it seems. ‘

|
|we are the mo-vers and |shak-ers OF the wurld for-ev-er,
I

re orele oror e e pwl

31. TEMPO MODULATION

In these studies, lempo 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
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cighth-nole stays the same in moving [rom simple to compound meter, the beat
becomes longer and the tempo slower, Alernatively, different note-values may be
given the same speed. For example, when a guintuplet sixteenth is equated to a preced-
ing normal sixteenth, the beat, now consisting of five sixteenths, becomes longer. The
terms metric modwlation and rempo moddation have both been applied (o these proce-
dures for changing tempa, 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 (empi; we will arrive ar the other
tempi during the course of the exercise. In the first exercise, 31.1a, if the guarter-note is
initially 162, the eighth is 324, and the dotted quarter is L0S; at the return to two-four,
the 108 beat is kept; beginning again ar 108, the eighth is 216, and the dotted quarter is
72; the third time we begin at 72, the eighth is 144, and the dotted quarter is 48, which
is the speed of the final quarter-note,

It will be helpful to figure out the lempo at each point duting the exercises and
studies where values are marked as equivalent, As always, conducting will make us
physically aware of the changes of tempo,

31 1a) o =162, 108, 72, 48

s e =u x
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31 1¢) « =48, 72, 108, 162
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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 (s = 128, 96, 72, 96, 128)
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31. 3a) & =48, 60, 75, ca. M4

f

Brrrierrilverrirrrribrreirrriberb R

31. 3b) <« =100, 80, 64, ca. 51

31

¢H=-§ 5 5 -I=¢i
E--a'--'-lald|ij-i-|¢J-lj---'|-' "- l'!l'_! '.k]..‘;;l
31. E) Beginning Moderato (« = 64, 80, 100, 80, 64)
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31. G) Beginning Adagio (beat = 50, 60, 72) } .-tl-:-.
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31. H) Beginning Andante (« = 63, 84, 112)
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3L 1) Beginning Presto (beat = 144, 96, 64)
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31. 1) Lewis Carroll (1832-1898), from Alice in Wonderland
Beginning Allegro (« = 108, 72, 48)

! P d=d
g N I . = e O | | o ¢ |g
b e |# &4 & e o o ¢ o o o o @
“If you knew Time sz wellas 1 do” saidthe Hat-ter,
-I = -l":' =-h
f h - = 'I!F
19 | | e | o MNB v o T
Ig E -I J -! J . # s '.2. -H"T ¢ ::g' g e 4 : il ’ !g
“you would- n't talk s-bout wase ing iL. It's  him." “I don’t
P f =g p .| =
i —_— | N ] . .
.BJ s 9 - Jﬁlllhl ! l'li- * J |"'r¢| . - -!*"I!g
know what you mean,” said Al-jce, O course vou don't!” the Hatter said,
o =a I
! ﬁ ) y =.
'g - - -! - j" |z - j . » ¢ | . ] .- - !
toss - ing  his  head con temp-tu-ous - 1y, I dare say  you
m_f‘hl P
| —_— e s | 1 o
e o # & o s | -: J o | & ¥ e & |
nev-er e-ven spoke w0 Time!" “Per-haps mnot," Al - ice
q" d.'l =-""
_ Ao | o — ==-lI | \.' b . |g
ls o 8 ¢ o | I B TR ™ R ) F
ca-tious-ly  re-plied, “but I know 1 have to  beai time
did P
| - i 1% « [ I = = ad -=.
Ig rE e d o o 7 |-i ' - J s o e s 8 # |
when I learn mu- sic” “Ah!  That sc-counts  for i said the
I
1 IF. 3 __| o —— i
. = % ’ - J | o . ¥ |I
Hat - fer. “He won't stand beat - ing”
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Also available is *Basic Rhythmic Training” which is a very elementary approach to
rhythmic training for those with no prior knowledge. If you've already completed that
book, turn to Chapter V in this book to continue your rhythmic training.
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Chapter VII

Dividing the Beart into Five and Seven Equal Parts

When the beat is divided into five or seven equal parts no partial subdivision is possible. Mo combina-

tion of twos and threes will divide the beat into segments of equal duration.

Preliminary exercises

5 5
When more intricate figures are encountered, such as m ar m the underlying bear iselfmust

& 5
be subdivided, as explained in earlier chapters. T3 and 5l

Ll L

— 7— 7
The same applies to pattems invelving division into seven J 'J 3 ot J J j i
y; et Uiy

Division into larger prime numbers: 11, 13, 17 etc. are occasionally found in Romantic music where they

most often indicate "'rubate’’ and do notneed to be executed with precision.
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Mixing divisions of 5 and 7

i merer ‘1_ - %1,
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Chapter VIII

Dividing the Beat into Eight or Twelve Equal Parts

with the Half-Note tJ )} as Pulse,

57

Since reading the smaller values is as much a visual challenge as it is a thythmic one, dividing the bear
into B ‘or 12 should first be practiced with the half-note as pulse.As in previous chapters, the principle

will be to temporarily subdivide the beat.
F qo

For instance; & =

—
- s

M
K
1 =
e
=1 I
-

—

™

or

E=E

- .50 D
L § 73 o
-H"“ﬁrﬁﬁ A F F ]
3 = I‘ . . —t r r ! t
'I S T - g be— e —
Lol N

Since the essence of good sight-reading is lookin g ahead, anticipating the temporary subdivision of the

pulse line by at least one beatr will avoid sudden upsets and surprises:
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Throughout this chaprer these temporary subdivisions of the pulse will be indicated. Subdividing every
beat should be avoided, since it will be no preparation for the succeeding twa chapters.

Dividing the beat into 8 = = 4O

' ' | ! |
os St S T
e e et —

»

11 e I._ I. ._—F~ "I '|E — f' - f II
| i
N

Dividing the beat into 12

| | 3§ 12

| i
47 T T o T ————
il o

66 Th——=x ¢ = —

Hilin
1
I
1
T.

]
y— L_ J——l
i & i
1| —e= L1 J |
= = - Sn— — ¥ I
1L ] ' E— — F I3 =) =
1 I <] I
f b ——F
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Mixing divisions of 8 and 12
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g meter
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ﬁ meter
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* yw=d beats
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Chapter IX

Dividing the Beat into Eight, Twelve, Sixteen or more Equal Pars

with the Quarter-MNote as Puolse.

MNotation:

j ‘ 3 3 ] 3 i i Sixteenth-note q

Sixteenth-rest

J . 5 ! ] a i a Thirty-second-note $
J ; ; ; ] a i a Sixty-fourth-note J
J a a ! ] ; i a One-hundred-twenty-eighth-note ;

Thirty-sec ond-rest
Sixty-fourth-rest

One-hundred-twenty-eighth-rest
feccasionally Jound)

J ; ; i 1 ; i i Two-hundred-fifry-sixth-note

Twao-hundred-fifey-sixth-res:
{rarely found)

Some slow movements by Mozart and Beethoven are norated in these small values, Very often it is pos-
sible to read the entire movement with the eighth-note as pulse, occasionally even with the sixteenth-note.
Insome movements,however, the basic pulse isthe quarter-note. Then, when suddenly thirty-secend-notes
appear, it becomes necessany to sithdivide the beat [empl)m_si:l_y, In order to be pr{:pan:dl it is besr to sub-
divide the beat inmediately preceding the thirty-second-notes, as explained in the preceding chapter.

|
For inswmnce; .= 41,
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PRELIMINARY EXERCISE

In this exercise the eighth-note is the pulse. The purpose is o ger acquainted with the visual aspect of
the smaller rthy thmie values.

g merer _.i.:'—_--.'-.-ﬂ

=t r—
O BRI b b PPNy,
F I _Jf = 1_'_ I _}_ Ii 1 1 ] | ¥ i |
I My, R m ) L MR

S ¢ T =
1 r ] £ I- y |' i- f ] |' I' = E it F_—i_1“‘_r—
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The following eight exercises should not be begun withour a glance ar the smallese chythmic values. In
all music of this kind the maximum speed with which the smallest values can be performed determines the
tempo for the entire piece.

s
i meter # = fg

—
LM ) [YERCTR Mmoo
= r f = e

T
1
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Changing Meters

-
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Chapter X

Changing the Rate of Pulse

So far all the meter changes encountered were different counts of the same pulse. In much 20th-century

music, meter change also involves a change in the pulse. For instance i may be followed by a+

In this case the three eighth-notes are not a wipler; the duration of the eighth-note remains the same.

This is often indicated in the music in the following manner:

J=2
|

[—

]
-l

Quarter-note pulse can also be followed by sixteenth-note pulse:
2

E==S===="=-z-==

These changes in the pulse are practiced separately in exercises 79 and 80. The principle of anticipat-
ing the change of pulse in the beat immediately preceding it will again prove very helpful.

For instance:

In both examples given, the guicker pulse was also continued for one beat after the second change of mf
ter in order w re-establish the previous pulse firmly.
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From o pulse to -hpulasc

69

1,
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From ¢ pulse to J]]!uisz

._J’_dj’l_—EI’ LQQI’ A

E—— =1
I:r—l—L.;_ L_‘v-'F—r—l__l_f:l\"—- N F 5 7-F ‘%Fﬁ

Fram J pulse to .ﬁ pulse

2 5 E |;_jﬁﬁ : ﬁ__‘;ﬁ:ﬁ

¥ F_F ¥

"3 _# I ! ks ¥ ¥ F __F ;
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Chapter XI

SUMMARY AND REVIEW

In this chaprer all previously pracriced marerials are mixed. The pulse and itz supgested subdivisions

are no longer given.

1
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Chapter XII

Twa Rh:,'thms

Every pianist has to be able to perform two independent rhy thmic lines simultaneously. In chamber music
and ensemble playing this ability is of equal importance to performers of single-line instruments and

EII.I.'l R rs.

In each of the preliminary exercises stage | (with subdivisions) should be practiced with increasing

velocity until stage 2 (on a single beat) can be pedomed.

Preliminary Exercises:

1 2 against 3 =

2 3against 2 —i s

|

3 4 against 3

g

A4 3 againstd

5 2against§ i |

6 3against =
agams: ] = . IF'
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(Nos. 94 and 95 are rhythmic canons.)

— = e e ey — et
(-—l==—= —_— = = =
e o o o & [ o 5 4 o 1 o . AN — |

66



B0

.*

L1
L1

3
p——— e "
e S— e S—— e o S i i e e — =
3
EE——— i ——— =

67




Bl

-
I

I |

-

=

IH.I

68



pr——
L | —
e

prm—ye—
] 1 e
ﬁ]_

== =

H II
]

—

69



-

SR,

=}

.'-

]

375
1
o 1 |
|l
T
=L 5y
i In
-
e
41 N
)
"
=

I 1
e ¢

Jh=ﬁ

!_-_I._P

i L%

J ¥
—— o995 99— | =

=

70



84

i
F
1 |

ﬂ_i

_d'—.l

pro=sfo—n

&

1 I
—o—]

&

[—e

i

L bl

i — . e —— . <S8t <20

- ﬁ_

e . < T A T < ———— S NN B S
|
1

=

i-!

:

A
i

71



SIGHT SINGING

PITCH ©° INTERVAL © RHYTHM

SECOND EDITION

Samuel Adler

Profassor Emeritus
Eastman School of Music

&

W. W. Norton & Company
MNew York ¢ London

72



Copyright ©@ 1997, 1979 by W. W, Norton & Company, Inc.

ALL RIGHTS RESERVED
Printed in the United States of America

The text of this book is composed in New Baskerville
with the display set in Helvetica (various weights).
Composition by Music By Design, Inc.
Manufacturing by Kingsport Press,

Book design by Martin Lubin.

Library of Congress Cataloging-in-Publication Data
Adler, Samuel, 1928—
Sight singing: pitch, interval, rhythm / Samuel Adler—2nd ed.
p. cm.
ISBN 0-393-97072-8
1. Sight=singing. L Title.
MTETD.AZ435564 1997
TRY.0423—dc20 96-28217

Since this page cannot legibly accommodate all the copyright notices,
pages 311-312 constitute an extension of the copyright page.

W. W. Norton & Company, Inc., 500 Fifth Avenue, New York, N.Y. 10110
http:/ /www.wwnorion.com

W. W. Norton & Company Lid., 10 Coptic Street, London WC1A 1PU

12345678940

73



CHAPTER XIV
COMPOSITE METERS

All meters practiced thus far, both simple and compound, have a certain
amount of symmetry within a given measure: each beat within a measure is of
equal duration. In composite or complex compound meters, one or more
beats within a measure are elongated.

Quintuple Meter: §, %, i

U

% is made up of two plus three eighth notes (in f or §, substitute sixteenths or
quarters for eighth notes; in rare instances one will find the signature §) and is
conducted in two, with one short and one elongated beat 1o each measure,
Usually the composer indicates what division of the measures she desires,
whether 2 + 3 or 3 + 2; some measures may be ambiguous as to their division.
Special attention must be paid to assuring that all eighth, quarter, or sixteenth
notes within a measure of t‘ump:::siﬂt meter are absolutely equal, so that

8 J3 J3J does notsound like J3 JJT3.

PREPARATORY EXERCISES

Perform these exercises slowly and carefully, conducting each one as you go
through it. § will look like JJ Jdd or 494 J4: 1 will be notated JJ JJdor JJJ JJ :
and 1t will look like /I J73 or JT3 J3 . Repeat each unil it feels natural
before you proceed 1o the regular exercises. It will be helpful at first if you
accent the first note in each group slightly when you practice these exercises.

(=1

*QJT-J:“J]DU_JJ.-JH"'?|I
214 CHAFTER X1V COMPOSITE METERS
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FRTEE D D IBIEY 2 M
$d o W T34 WWadd d a4 el
iJddd dddd b d Jddd [Bdddd
300 s s N O s e N s ) R ) A s O B v s A v |
10 A T Y R A O s O B S A
8d Ddd ld Dd 14 dDIddd 14 JTTd 1 dd

REGULAR EXERCISES

Practice each exercise slowly, beginning at 100 for the basic unit. Then
increase the speed gradually until it reaches about 156 for the basic unit. Be
certain that all units, whether quarter, eighth, or sixteenth, remain equal
throughout cach exercise.

The eighth noie geis a beat,

073 DT T U ITI b1 J 14 2l

=)

U3 I DI S I 13031 bl
S IS W ST ML NITRI L
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LAIRTN TR I NITRITNTIL T3 1TT101
o 8 SIS DI NTLJTRITTI NI 14 41734
o 8 BRI IRIR BRIIR\ TIRL LRI Dy 1 2l
, 8 L3P MJILT JATFNITTa11JAL31d d DLdd Jd 11 dv il

o 84 J 149 144 1d DT NITILNI I ITISNTZITI. Ml

The quarter note gets a beat,

e T30 IR L1 Jdd b1 1 e
SR S IR L JNBIIDIIL DTN 102
W RT3  TRAm R

w8 444000304 JLIIITLLDRANL 3 30T L) J1ddd- 1

The sixteenth note gets a beat.

w & TN RTT RSN FTRATRNTRR

w BB ATINRIASDBIDD NSRRI A

216 CHAFTER XIV COMPOSITE METERS
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& T 01580 5 B T A AR BT R
&N DSSN 3531 b{Brprrnip TR IRMATIDM

Before proceeding to the next section, do these exercises again slowly. Instead
of conducting each measure in two, beat each eighth, quarter, or sixteenth
note as a separate beat, as if the tempo were marked J = 60, J = 60, or & = 60,
To conduct these measures, combine the two- and three-beat conducting pat-
terns that you already know:

|

Make beats one and three of the 2 + 3 pattern, and beats one and four of
the 3 + 2 pattern, more pronounced than rht rest,

Septuple Meter: {, &, |

L R .Y

=45 5= 34,5

12,3 4 1,2 1,2

{ is made up of two plus two plus three eighth notes (substitute sixteenths or
quarters for eighths in (4 or [) and is conducted in three, with two equal heats
and one elongated beat. Three combinations are possible: 2+ 2 + 5, 3+ 2 + &,
and 2 + 3 + 2, Once again, pay close attention to the length of the beas, so
that the durations of all sixteenths, eighths, or quarters are absolutely equal
throughout each exercise,

PREPARATORY EXERCISES

Pertorm these exercises slowly and carefully, conducting each one as you go
through it. Repeat each until it feels comfortable before you proceed to the
regular exercises,

COMPOSITE METERS CHAPTERXIV 217
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% ¥piplplinlpnln |ddddddd |dadddde |J3JTd1l
AL TT WS Ll
A BTARIRTDDITITN DB BIASAN
ALARNRLRNIL TR L 3R
1dJdJ4 10 133 1L J01Isdd
& DD 1AV BIBANEL DIDELID DI
84 IR RNITIL R0 L 1T A
3D IDIIIIRMNILNIIN TR

REGULAR EXERCISES

Practice each exercise slowly, beginning at 100 for the basic unit, Then
increase the speed gradually until you reach about 156 for the basic unit. Be
certain that all units, whether quarters, eighths, or sixteenths, remain equal
throughout cach exercise.

The eighth note gets a beat,

8473 NI 3 TR D13 3310 T
2 84 VI DRI LRI 10T L

218 CHAFTER X1V COMPOSITE METERS

78



§) AT D IR R 3 ART LT
§ 1D > M AR L I3 34440
§0 D) D T R S D1 v d L L) I
DO AIRNREND RN TSN TR LRI
L1 LT MBI 3501 L A
§ TR AR B D RTLA RIEM RN

The quarter note gets a beat.

IONESNESIPRRENRNE SESESEREn i PP PP PRI
00000080100 100000 2Jd IR

1 J 414 10 DL LI L DL IRRILN
LI I BRI L L I RRMII L

The sixteenth note gets a beat.

FRARSmAIFm MRS RR NFRAL
DIFID I
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w8 N7 Dy MIT9 8dy T AR DTN A3
My Dy MDIT

81 NI AOTRIADI TN
T RIS 1T

oM MM P BN TR
JSFR» FI

Once again, go back and do the above sixteen exercises in a slow tempo with
the 2, J, or  equalling ca. 60. You will have to conduct a quadruple plus a
triple pattern, a triple plus a quadruple pattern, or a duple plus a triple plus a
duple pattern. In these varied patterns, you accentuate either beats one and
five: JJJJ JJJ ; beats one and four: 433 JJJJ; or beats one, three, and six:

ﬂfﬁiﬂr
1 3 5

L

o
"

Division of Compound Meters
into Irregular Patterns

As we have already seen in the case of § or § meter, composers often divide
measurcs into somewhat irregular patierns in order to create new accentua
tions within an established rhythm. The most familiar example of this practice
is the kemiola (discussed on pages 202-203):

ﬁ ¢ oo e o isoftendivided ﬁ,.' Jﬁ_’,h ,! (actually § );
ﬁd. ,,: is often divided fJ JHJ o (actually ).

The § or § measure may appear in several configurations, and usually the com-
poser specifies how it is to be “felt” and conducted if it deviates from the
norm. He may place accents at certain points, or bar the eighth notes, or put

220 CHAFTER XV COMPOSITE METERS
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“in 4" at the beginning of the phrase. Conducting will become a bit more com-
plex in these situations, since one of the beats must be elongated. Here is the
way it is usually done:

=

consoctoams § ST IRHBR N BIHRPMDRIT[HA

[
- .
+2 +2 +2 2 3 +2
elongatad eiangated al:mgata-d elongated
4th beat  1st beat 2nd beat 3rd beat

REGULAR EXERCISES

Practice each of the four patterns above separately until each one feels natur-
al. Then go on to the following exercises, which feature §, §, ¥, and { meters in
regular and irregular accentuations within the measure. Measures which
divide into i or i should be conducted in 3, making sure the eighth notes or
quarter notes remain constant. To assist you in getting started, triple subdivi-
sions of the measure have been added in parentheses to the first two exercises,

In exercises 7-10, hints about how to conduct the irregular subdivisions have
been placed above the notes.

80730 1®J 11D L @I D DI
41 I®40 1@ 1L D@L
80 D) D3 UUDI 3 A MDA D
$J 0 3 0 A sl DIl
8 ST NIRRT LU D1 3 D
$20000010 3004 33001 3 11330 14 =
8L LIERIDMIAIRITN AT ST

)

8100 TR R L 3R dhx
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-|||{?}I;i:"ilf“'JII-I|IrHJ ' s
g J|d r---r:z o ed ddi-lcia-dlilJ :-ancj |I

{4

mz“’u T 3 L 1L

Now you are on your own. Figure out the divisions of each measure before you
attempt to perform the exercises,

I JRIANTR T DLTIRRRITI T
RN U MTURITR T .M—h.nu,

WRJ I UL NIl L L s d Ll 4 4
JUL T30l sl 1 dd a1l d J-n

Additional Composite Meters

Other composite meters with elongated beats may be encountered im confi
rations of measures in§, 3§, &: %%, 1§; and ¥ %, 1. Practice the given
terns carcfully, then do the exercises using these rhythmic patterns, alw
keeping the quarter, eighth, and sixteenth values equal.

BASIC PATTERNS

Conduct §,§, and & in 3.

Q.J...ﬂﬂ | piafa ||J'7 ipipp]

PRRRRC\iantst Wansiask Walssias [EantuaialL MU

Conduct ¥ in 4.

=
|
|

- LS ]

2
-

NN mImAn nRmh

53".'

222 CHAFTER XIV COMPOSITE METERS

82




Conduct ¥ in 4.

RN RN TR RIRIIN

REGULAR EXERCISES

Conduct §,%¥, and ¥ in either 3 or 4, with elongated beats, Some of these will
alternate between §and § , dand ¥, orfand ¥, stressing quarter notes on the
ane hand, eighth notes on the other.

Conduct3in3: 3+3+22+3+%: 3+2+3.

1P P U I P A e A A R A e i B 41
8§01 J3JT310 4 2\ 3JTTN L FLTTn LRI R
80734 1 L FBATRE L LR L
804 440 JTAITANNT3L L 104301 TR RITIAI
8 JRARGTNNL T30\ JTINTTRI DI ) 31 LM
8)JJ07 0014 TR LD 3LAN 3. D1 DT
8 N DR B TR 3 B D LB
8L L0 dD) TN T DIT S JRNTIRITN A

f..'urldlm‘é:'irt4:3+2+'i!+3;H+E+H+2:5+3~2+2;E+2+3+3.

¥ BNTINRRNETTAEITEIL 4 (3L A
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o8 TTUTAN LI LLART RS LLLT DI DA =1
8 T TNT DU L LA DTN
8 VLIRS FLART BT 80 3001
o8 T DTN L IR LI AD I T BED R TDATRI

W9 )L IRARITIENL 1L TRYTIRA LT DA

Conduct Yind: 3+2+3+3,243+43+3;3+3+2+3;3+3+8+2

8 TUTN LTI ST D ST T T
W8 LN FURTDITIERRLRIL L
o8 FD D D TS D D T Db A
o 8 T Do\ S0 DT SRR o N RS
o8 UL DI IDITL DL DRI I L
L T ODIFIRR T D DI LTI
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'I‘herf: are occasi when &, 1§ . H time signatures will occur. Ther f
practice the next seven exercises to accustom yourself to the smaller va]-
ues, ( nductin 3 or 4, as abov

uct {4 in 3.

BB BTN BT TR TRE

mu—ﬁ‘ﬁfﬁ DI T BRI M
b BERTEND S0 1 DB ALTTREMNAD Bladdds |l

Conduct 1§ in 4.

B 5D BIRBIRIR DIUNIDAD D) A
R 733 /7008 A1 D181 s SRS AT

el

Conduct }} in 4

i1 di by ﬁ|ﬁqﬁﬂiqﬁ-‘flﬁ T MM TFTAIN
BT 0| T MRR TR TR 8 AR T B
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CHAPTER XV
ADDITIONAL RHYTHMIC
DEVICES

Mixed (Changing) Meters

In previous chapters, we have seen how composers have tried to free them-
selves from the “ryranny of the barline” by such means as syncopation, shifting
accentuation, hemiola, and other devices. With the exception of isolated
famous examples, it was not until the end of the nineteenth century and the
beginning of the twentieth that mixed or changing meters were used extensively.
The popularity of folk music and rhythmic speech elements have contributed to
mixed meters” frequent use in concert music in the twentieth century.

This chapter presents mixed meters as they are frequently used in music of
today. Unless otherwise specified, the basic unit remains constant, even though
the number of units in each measure changes. In the sequence of measures
marked § 1111, the quarter note remains constant in each measure, while the
sequence 883818, the eighth note is the constant facior. When measures of
eighth-note units are mixed with highervalue units, it is best to feel the small-
est unit as the constant factor; for instance, in the sequence 18ilid , the
eighth note should be established as the common unit.

JdJ

REGULAR EXERCISES

Practice each excrcise slowly, conducting while performing. Then try to
increase speed, never reaching a tempo that would make the smallest units
seem rushed. Be certain throughout these exercises that the eighth note
TEMAINS COonstant,

The quarter note gets the beat.

140 BJJRJIILIS DI IRe) 1) |

1JJJIEJIRI) RIJRJIIIADJS R0k 144 2
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1080 ) JRJIIRJIJ )R JIgd
IR RI) BIJR D13 JT
§ 03I JIR0 10 S0 B JI TN A
ROV s BORATC WG X0 V(s Wanplanl? SWMAL FICL

I'he eighth note gets the beat.

8JJJ08JT1IT018 JTRITI I8 J DIAJ 1 DIRITI 144 |

87704 1) JJJRJTTIRITIIAIIN 180 DDJ 1473+ DIRJTII
$JJ0JRJIJI I8 JTIUTA140 0 18.. 1R 018773 1R TT3IR A3
§.J18)J18) 18J18JT00J 140 1) 187718) J 18.3¢

§JII8JJJIJTTIIITIT 8730 T RITTIRIT M
8J70 0 08T D830 18 1 JT314). 1870 D144l
§JNJNRLINIEININRITNIRTIE )8 R) 180
8JJ 18 J 1B JI8JJ 8T 18 0 18J ) DI IRLJI
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T3 0D BIITINTINI8L L DRITISIRI 24 DTN
AT IR TTUETI DR8I B3I DI8 1L
TN MERIS TN RO LT
LAFINFI D RATIRIGTI IR L ARAFIN
SETRMOI0 O RIS BTN 8L
WL LIRS TR NISILDNR T I8 D

Mixed quarters and eighths as the basic unit of a measure; make certain that
the eighth notes stay constant through the meter changes.

AJJJJIBNITIR)IIBITINNNJ  IRTIJIE 1Al
2873070130 0 185730731340 A8JIITIR0 0 18J A Ll
1444 1857373001400 04 8JTJTINNRIIITIRL LTI

Mixed quarters and half notes.
Slow

L10J18400000180 3 140000300 184000010 -1

The eighth note as the basic unit. '

LATN AT RAMARATEL METAIL

228 CHAFTER XV ADDITIONAL RHYTHMIC DEVICES

88



Mixed quarters and eighths.

2340 JJBIINEJIBARITEINTRAANG )

Mixed sixteenths and eighths as basic units.

o LT ANE DI 050 18 SRRITI & 3T 3 7

Mixed quarters and eighths,

10 JIXJIIELLTNR)) 1) JRATTARIDARR LM

Examples

Complex Divisions of the Beat

Thus far, we have divided the individual beats into triplets, quadruplets, quin-
tuplets, sextuplets, septuplets, and others. Now we will practice sitnations
where a different number of notes replaces the normal number of notes over
more than one beat or a whole measure,

Mormal Division Different Divisions

—d:3—
i J J .ll g .! J J ,:I ' four quarters in the space of three

N

g p J.-.lJ 3 J DJ J J [ five quarters in the space of three
| . 5:4 e
‘} J J p J 2 J J J J J five quarters in the space of four
—4:3— .
ﬁ d!j.j m g m ﬂI four eighths in the space of three

These examples abound, especially in twentieth-century music. Practice the
exercises slowly and carefully, once again giving special attention to evenness
in all the complex divisions of the beat or beats.

i_ 5 : ;
*Sometimes the designation is simply ™~ or rather than a ratio. It is less
specific, but still signifies the same idea—that of having four or five notes in the space
of the normal number of notes,
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REGULAR EXERCISES

The first three exercises are in §,
__.ju-'i s 1 -__'i'_| I_j,_:

che WAL WIII I JIrliTdig 41
A0 DT T L DT L T

.

AT ddddd | 33303010 STIT i

The next three exercises are in §.
%inh‘ JJ|JJII|IJJ‘|JJ ]i|1j~1 P|Jiidl|l

A DT TIIRL TN DTN 3 e

AJJITITRI ST RISTITIn i1

The next three exercises are in g,

, 8 ST R TITIT DA L T U
e 8§40 | m |J7IJ “|.ﬁam|d ﬂlﬁﬁﬁﬂ
8 T TR TN T S BT

Now to the most difficult examples in{, another in {, and the final one in §.

5

o3 TR RITITITIL ) Mmu;ﬁﬁw |
AT AL man ST
o8 TTTTT N 0T i
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Exercises for Performance

THIRTY-FOUR DUETS

The top line of these duets should be sung or spoken on a convenicent syllable
similar to those used in previous chapters (“la,” “1a," “doo,” "loo,” “da," efc.).
The bottom part should be tapped or clapped. These duets may be performed
by two people or two parts of a class, but they should also be practiced and per-
formed by a single individual doing both parts simultaneously.

“ H h | f\ |

1 %F_f-' . !'_Jr - |;_¢ rJ J_'I_LP# F_J_r- : _ru_-_F__#l_IJ : . #ll
e — — | h h | h |

2 i% r_lgLf-ll .F_}J_FJ_J " ;_||_:_¢ o r_!_l[F _|° _H
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3] wjm AL [Jf Iphip
J}H—E‘P’Q 'r'r'rw'r*r : 'r'rN *r'r

dod-ode. p ;F J_‘d ' m"ﬁ
s ﬂ*ﬁ.@*ﬂf digiid TR

L —zs % NF_'—L_ELTJ'?FEJH
" 'fﬂ Dj '_H y Li—ﬁ%‘{tl
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5
‘Prﬂjw_g_r r:r”_j_ |J?H Y r ’ ﬁp“ﬁ

P'éﬁéﬁ ddid

AT j‘uﬁ
R DL B

P o Jj - AN |
iﬁrﬁf"-}fﬁ*“v%v F'Ji'f'pl' F'J Ei

l\__F_l

3 i

J ___J T )Y _L‘J aa 1 T
J: 'r,:f'lJf—iJH

Py ST M
b R uﬁ”‘p ﬂif_wﬂ

v
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21

TWENTIETH-CENTURY
MELODY

Presented in this chapter is a short introductory study of rhythmic and
melodic writing in the twentieth century. During that time and into the
twenty-first century, most composers of “serious music” have turned away
from the precepts and methods of the preceding 300 years (Bach through
Wagner), and instead have explored many new ways of expressing
themselves in melody, harmony, and rhythm, The result has been a large
catalogue of varying compositional styles, in contrast to the single
“common practice” style featured in earlier chapters. The music examples
that follow illustrate many of the new concepts that many such composers
have developed in order to achieve basic characteristics differing from
those of earlier periods.

When singing tonal lines, as in previous chapters, you have probably
noticed how the mulféic line can suggest an accompanying harmony,
Simple examples are 7-1 (#i-do) suggesting V-1, or 1-6 (do-la) suggesting
I-IV, In contrast, much of twentieth-century writing offers few such
suggestions. Only when the remaining notes in the score are heard can
the composer’s intent he more readily ascertained. Thus, without the
advantage of implied tonal harmony, and often with little or no sense of a
tonic key, your sight singing will depend upon your accumulated
knowledge of intervals, both by sight and by sound. The melodies in this
chapter are presented with the expectation that studies from previous
chapters will have developed your rhythmic and melodic skills to the
peint where you can confidently explore the many features of the new
music,

347
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Section 1. Meter and rhythm. Rhythmic reading.

Meter in music is no longer bound to a system of regular recurring
accents and an equal number of beats in each measure. As an example,
changing meters and less common meter signatures, similar to those seen
in Chapter 17, are widely used. In any meter, bar lines no longer
necessarily imply regularly recurring strong and weak beats, nor do meter
signatures necessarily indicate the Jocation of primary accents. Rhythmic
patterns can be indicated by beaming of note values, phrase marks, and
other notational devices, Bar lines, then, ofien function simply as a gnide
to the eye.'

The rhythmic-reading examples following are typical af some of the
more complex patierns to be expected in twenticth-century music, and
not the body of music as a whole, where rhythmic patterns are often
simpler and occasionally more complex.

Stravinsky

10 gL L0 T T T T T

NI T T T

Bartok
106 f-——ddd M MTIATT] A | )

i-J-- g dd J = 1 - .DH.L_JL_ -:-] o | J‘__—;'

LMD L T ATH) Ty

—3— I Daﬁaplmola
1107 i -ﬁj-,?-:l ¥ *!—L‘_L—ﬁ -I —.b-'-l\'_# e #dgjj—ll dl- —d-—dh—'l

| S e e | =3o

Ly e ﬁ;quj".";J_ﬁg?:ﬁﬁﬁJ AT PP A

Stravinsky

mos § 33 ST SIS T

This rhythmic freedom recalls a similar freedom in sixtecnth-century practice as
discussed n “Another Metrical Goncept” in Elementary Harmony, Sth edition, pagpes 545546,
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U T T g

Bartdi

_j_|

1109 -i%hﬂ_ﬂ ""j J_JL.J_J_._-F |———‘lp'-—-l|—l—HT
H#MJ:' -t'-mi;lﬁ-_ h’jj-i—}—’/—lll

1110 §- LTS T T T B .Iﬂﬁj
B, MR - 5 WS - o e N S N o Y

WRIN SO0 Sy

Massigon

111 2 e doad j.[ﬁmﬂ .L#mﬁ*{-f.lﬁ-ﬁ-l
LB AN A T A R,

¥ ,
Mo meter signature

Copland

11123J1J.,,1J_+g_;¢_4_il|i 1 [T 'fem-ﬂ_ﬂ

il Ll d LI e B B I B T

Ii..-'j ,'?.L:E |J _l-_J_|_-,_.a. ddd é -3 ‘Hi Iy e
0343 g T o T .
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wisgd by ) by ST ﬁf‘..'ﬂj{
U S = BT s 8500, ]
y  JT. DL R Oy

Ti”if 5 !
w:ﬂ'e S
L J:F =9, - 5
mw o S A F i

' E"HM .-...__7_7_5:: v o o -—44'."
T

Section 2. Melodv. Singing nontonal lines.

The intervallic soructure of melodic lines in the new music is often
no longer influenced by an implied harmonic background. Withour this
implication, many individual melodic lines extracted from a composition
often have little or no apparent meaning other than as a series of
intervals, The musical effect of such a line is obwvious only in the context
of its setting with the other voices. Thus, singing such lines out of context
depends upon instant recognition and performance of each melodic
interval.
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CARTILHA RITMICA
PARA PIANO DE
ALMEIDA PRADO

Salomea Gandelman

Sara Cohen

Rio de Janeiro, 2006
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Elliot Carter

Sonata for Visloncello and Plane [0 CARTER 833

SONATA FOR VIOLONCELLO AND PIANO

Third Movement-

Elliot Carter’s (b. 1908} music is characterized by
long, contrapuntal lines, complex and Fluid rhythms,
free chromaticism, difficult instrumental parts and
meticulous attention to detail. Among his composi-
tional concerns is the “personalization” of the
individual instruments. .To this end, he typically
endows each instrumental part with unigue melodic
and rhythmic characteristics and the subject of his
works becomes the confrontation of these forces.
The above features are present in the Sonata for
Violoncello and Piano. composed in 1948. This work was
the First in which Carter explored the technique of
metric modulation which was to appear in most of

— — =

his subsequent music. By this process, the music
moves gradually and accurately from one basic
durational value to another. Trace the changing
duration of a given note value—say the eighth
note—through the course of this movement. How
are the changes smoothly effected? Where is the
beginning of the metric modulation which takes place
at m. 287 On the formal level, what elements of
return are present in the movement? Are these
repetitions exact or varied? Several important pitch
patterns introduced on the frst page are heard
throughout the movement. Identify these patterns
and locate some additional appearances.

Adagio (435, & = 7)
arce L] A ¥y my H-H"',.—.“_-"'--. v H_.r.:-"":m_d-:}m.
AP
Adagio (4 = 35, )= 70)
'._._._I-._._-___-_‘-I_
T o ==
{non troppal —r —_—
F legoto -
£3 e e — — 3 i - F
e — ——t 7 - -
3 | N e
b * he S
"1-..___-_____-_.____..-'""
@ a . 3 —
" — ._ﬂ._ L] bt :
== _E_.I_ === e "E;

R
g A . _ =
e ,WFF%E
& ' ‘ 4
— nf
*"::J'.r__ — S £
W % 3

® Copyright 1951, 1953 by Associated Publishers, Ine. Reprinted by permission,
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Sonata for Violoncello and Piano 0 CARTER 835
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836 THE TWENTIETH CENTURY
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Somata for Violoneells and Piano [ CARTER 837
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Sonata for Violoncello and Plano [0 CARTER
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