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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 rhythm in phrase-length structures, should facilitate actual
musical 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.

The exercises and studies are meant to be sung; in two- and three-part studies,
the additional lines may be tapped or clapped. Singing is best because, unlike speak-
ing, 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),
serve as preparation for the studies that follow them. Most of them consist of single
measures, or pairs of measures, separated by whole-measure rests. Metronome mark-
ings for an exercise suggest a range of tempi possible for the performance of all its seg-
ments, but individual segments may be performed faster. Each segment of an exercise
should be repeated several times, until it is easy, before we proceed to the next seg-
ment. 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. Spend-
ing 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
rhythmic vocabulary, and we should be able to perform them without thinking about
the individual values, just as we can read a word we know and not have to think how
each letter is pronounced. 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 such simple musical forms as
statement, 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 musical 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 in the studies are not
marked, but are visible because they are separated by rests. Occasionally only a
comma indicates where the performer must sneak a breath without significantly delay-
ing the beat. Where rests within phrases make the phrasing ambiguous, phrase marks
are given.

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 com-
prehension will be audible whether the performer is reading music or poetry. A
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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
cadences on time; in ensemble performance, arriving late is embarrassing, to say the
least. So while we should aim for absolute accuracy, we miss the point if we concen-
trate on the details at the expense of the shape of the long phrase. The phrase must be
understood as a continuous flow, articulated and enlivened by the patterns within it.

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

The last study in each chapter is a rhythmic setting of a short poem, or a frag-
ment 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 ver-
bal rhythm and the musical rhythm should make it easier for the performer to become
comfortable with some of the rhythmic patterns. For example,

ind TS MU

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

b NI )

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

The text-settings are given dynamic markings, as are some of the other studies in
the book. Keeping the tempo steady through changes in dynamics is a basic perfor-
mance skill. As, in a sense, loud and slow both mean big, it may help us keep the tempo
steady if we think loud means slow. The absence of dynamic markings in any given
study does not mean that it should be performed mezzo forte or with the same dynamic
level from beginning to end. When only the rhythm and tempo are given, performers
are encouraged to exercise imagination in varying dynamics within and between stud-
ies in ways that suit the rhythm. 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.
Lightness facilitates speed, and so whole studies may be performed pianissimo, espe-
cially where the rhythm is quick and complicated, to combat the unhelpful tendency to
reflectthe stress of performing something difficult by making it louder.

That no 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 points are high points in the melodic
line. In group performance, as in class, different singers can be assigned different notes
of a triad, or even different voices in a harmonic progression.

There may be no better 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
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both challenging and fun. The texts set in this book suggest some sources, as they are
often parts of poems of which other parts could well be set with similar rhythms, and
other poems by the same poet may offer similar possibilities.

In notating rhythms, we should strive to make the spacing of the notes reflect

their relative durations. In writing n J for example, almost 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: EJ ﬁ n ﬁ is much more difficult to read than the

same pattern written with correct spacing and beams: EJ n m

The two-part and three-part studies may be performed with one or more people
on each part, but they are designed for solo performance. In the two-part studies, the
upper part should be sung and the lower part tapped or clapped. Although it may be
easier to tap both parts, singing one part and tapping the other is a better way to learn to
hear two independent parts rather than just one composite pattern. The three-part stud-
ies should be performed with voice and two hands, or with voice, hand, and foot. Most
musicians will find these two- and three-part studies much more difficult than the sin-
gle lines. However, as so much of our music is composed of several lines, each with its
own integrity, developing the ability to think two and even three rhythms at once is
well worth the effort.

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
allows us to begin a sound too 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 to 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 to get the proportions of the values correct:

iy T i

& 2 & le&e2e&e

While we must strive for the 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 time of two sixteenth-notes, but it is not two sixteenths added together, so eventu-
ally we must be able to count just the beats and hear the patterns within them. Aside
from the fact that clapping rhythms lets us count aloud, clapping is a good way to
check the accuracy of ensemble performance. When we strive for real precision, even
the simplest rhythm may serve as a valuable study in ensemble. It is surprisingly diffi-
cult for fifteen people to clap at exactly the same time.



When we sing the rhythms, we can use any simple syllable that begins with a
good definite consonant; “ta” is obvious. For fast patterns, it is easier to alternate sylla-
bles: “ta-fa-te-fe” is easier to sing rapidly than “ta-ta-ta-ta.” For patterns 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

‘IR

eight eight six-teen six-teen

inrhythm, then we can learn J ] j for example, as

eight six-teen

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

RERCIErE

ti  ti-ri- ti-ritim -

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

Conducting the meter helps keep the beat steady and lets 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
rhythms so that conducting becomes natural. Only when we can conduct the patterns
for the different meters without thinking about them does conducting become a help. If
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 appropriate
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.

4



Metronomes are useful for checking steadiness of tempo. In general we should
consider a study learned only when we can perform it with a metronome at a tempo
close to the one indicated. On the other hand, too much practice with a metronome
may foster dependence on it. We must learn to keep a steady beat without such
mechanical help. And musical rhythm is not as unrelentingly steady as a metronome,
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 athird 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 rhythm is performed correctly, a dif-
ferent rhythm is heard. Unless two against three is an exactly even two against an
exactly 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 cho-
sen should be completed perfectly before proceeding to another. The goal is to achieve
a performance that is both accurate and musical.

1. Determine the meter and silently read the rhythm; if beginnings of beats are
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
pattern 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-values). Work to
give each phrase continuity, coherence, and shape.

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

13. Sing the rhythm on tq, 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 rhythm, and sing or play it.

17. Compose a short rhythmic 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
complicated 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
musical performance. Musical rhythm is complex and difficult to describe because of
the number of factors involved and their interdependence.? Rhythm is made by dura-
tions of sound and silence and by accent. Accent is made by many factors, of which
loudness 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 rhythm in this book, like the rhythm of most Western art music, is metrical.
Meter is the grouping by accent of normally regular pulses (beats) into measures
beginning 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 quarter-beats, and so on. 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 rhythmic pattern, duration, can produce the other factor,
accent, rhythmic patterns produce the meter they are heard against. That is, meter is
made audible through sounding rhythmic patterns; only after the meter is established
will the listener retain it as a set of expectations and hear a rhythmic pattern agree or
conflict 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 establishgd, the listener hears a
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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 metrical accent.
A long note has its own accent, and an added dynamic accent may make the note too
conspicuous. Too much accent breaks a musical line into pieces. We must be sensitive
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 continuous 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
(Englewood Cliffs, NJ: Prentice-Hall, Inc., 1981), p. 190. On the next page of the book Choksy
gives a different system developed by Pierre Perron.

2For an extended discussion of the complexity of rhythm, see Wallace Berry, Structural
Functions in Music (Englewood Cliffs, NJ: Prentice-Hall, 1976), pp. 301-424.

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 perform-
ing 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
descends 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
begins 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 is 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. A num-
ber over a whole rest indicates the number of measures of silence.
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1. N) William Shakespeare (1564-1616), from Romeo and Juliet, Act 111, Scene 5
Allegretto (J =100)

Sl TR AV Y

is the lark that sings so out of tune, Strain-ing harsh
mp
P B 2 L1 1L T e S R v Y
dis-cords and un-pleas - ing sharps. Some say the lark makes
m;
if
oy My | DT s M) T
sweet di - vi-sion; This doth not  so, for she di- vi-deth

) e BRI

Some say the lark and loath-éd toad chang’d eyes;

U nrmmu‘?:u v M3 T3

O, now I would they had chang’d voi-ces 0, Since arm from arm that voice
Y J\!J VI
doth us af~fray,l Hunt-ing thee  hence with hunt’S—up2 to the day.
NOTES

Idisturb, frighten
2song to wake up hunters

2. THREE-FOUR METER

Three-four meter is more complex than two-four not only because it has another
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
diagonally 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. A dot extends a note
by half the value of the note, so here a dotted half-note is 2 + 1 = 3 beats, constituting a
whole measure.
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iv e Lrir e If Lriger r
JJJ DJD'J’JJ’JD|J :i::
TR LLIf O fILr i gLreif
2.L) Vivace (J =138)

z“iJ&J'J&D'I’DD& ilJzJ H
fr L LS y [
S J::(I

r o [fr

2.M) Allegro moderato (¢ = 120)

4"{’JJDJJ J| - |Jd )T
E:JJ:JJ:DJ:JJM:JJ:JJ
2;? riiriigpriirll
JJd = | J]d ST -
:DJ:FJ\-/:IJHJ:JJ :DJ:F.M
rilgip‘/;i#r%l r%ifgipv

2. N) Paul Dunbar (1872-1906), “Compensation”
Allegro (¢ =144)

3MJJJ;J J}JJ:;::vMJJJI

e-cause I had loved so deep-lyy @~ Be-cause
dodd v - )
loved so long, God in His great com - pas-sion
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NI R PR

Gave me the gift of song. Be-cause I have loved so

M T e Tl Jvjp e M) J e
vainly, Andsung withsuch fal - ter-ing breath, The Mas+ter, in
[P 1 I S B S S\ VA B DV
in- fin-ite mer- cy, Of- fers the boon of death.

3. FOUR-FOUR METER

The signature for four-four meter may be either two fours or €. The latter is com-
monly said to stand for “common time,” but this symbol, an incomplete circle, was
used in Renaissance notation to designate duple-simple meter.

In some compositions in four-four meter, the first and third quarters are clearly
the main strong and weak beats, like the two quarters 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 start-
ing point.

In Study 3.E, and 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) J =76-176
S N | | I (S
0 J 20 = 1.2

3.A) Allegretto (J = 108)

S e R B o LA P R P A
P P P
P R R R P
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3. F) Allegro moderato (J =120)

£ 314 JT7310 1 JTT01 0 DJTT01 ) « JO1 1 D JTT)]
|JRITTINDI NI« NN DI 31D DITTT
= JJIJJTTTIND MTTIND D) did wll

.3) o =66-168

3.3)

TRERT I ERae I R
il ERRS I IR A

3.G) Allegretto (J =100)

S N P A
HFFFFFTFF o= 0f f
Jid il ) - Jl J
[ | A O S | O rfrof
J =14 J]JJ J'Jll-}
S A A A A A A o | O O

3.H) Vivace (¢ = 160)
$010 JJJII00 T =l LUl
gelerr drrrrirre e - :rr rrrr

JJ) -zJJJJJJJI ‘
orrle - lerr drrr o drrreile e




3.4) J = 60-120

) JJ. Dil -|:J J1Jd. | -|:JTT.‘J . }I
ASAaA I Il A I i
Sl

3.1) Vivo (J =144)

£ I I

£plr reeerle reeerlrrrople reeer
JiL A - T | T
Freserirerople roererls rotees

Di-P lJ 2 d v
FPrypIffLLLrIr M CLLrIf & oy

3.J) Allegretto (o = 88)

tJ 3700 |) JIN) -
t- o Lrigr roiroere

M AT -
Creoroireerr

3.K) Allegro (¢ =108)
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M DI
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3.L) Adagio (¢ =72)

c) JJ | v Jd T

S
I

J o JNIIT)JTT)) ) - -
JJ )N o JNJTTNIIT ) ) -

B O G AR A G A 1 A d d oy
Jooddd Ry -
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-l J -
- r - I A

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

b TT D - T T

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

IvprPwlrerirrriiserBiNwt

mel-o-dy fore-tells! How they tin-kle, tin-kle, tin-kle, In the i-cy air of night! While the

STy LT T

stars that ov - er-sprin-kle All the heav-ens, seem to twin-kle With a cry-stal-line de -

IRl el

light; Keep-ing time, time, time, In a sort of Ru-nicrhyme, To the
crescendo poco a poco

UJJJT.T.UUJJJJ )l )

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

VISR T

Bells, bells, bells Fromthe jing-ling and the tink-ling of the bells.




4. DOTTED QUARTERS AND TIED EIGHTHS IN SIMPLE METER

As a dot extends a note by half the value of the note, a dotted quarter-note repre-
sents a quarter extended by an eighth-note:

d=d LA LT]

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 sec-
ond beat may span the middle of a four-four measure. In any more complicated pattern
where a note sounds across the beginning of the third beat, that beat must be

shown by a note tied to the preceding note. For example, & J DVJ J must be
written with a tie so the middle of the measure is visible, because writing the third

note as a dotted note—J ﬁ 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)J =72-144

S PPRPAP YR I A e AN
R A W 1 R w NN W

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

11D JJJN) 010 M1l 11300
VI 10 R\ I S B VA | PR R D
[P Y s e Y I P I I T W

4.B) Allegro (J = 120)

zmpu. DI M’?lﬂ:t\::Fl
P R U T S A S ¥ S 4;;
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4F) Allegro (¢ =120)

§ N1 DL DTN DI+ DD M
[P B e B e TS R B A O A B R B B
P I Y2 P R 1 R YUY

4.3) J = 60-120
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4.G) Andante (J =84)
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4.1) Andante (J = 88)
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4.J) Allegro (J =116)
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) Allegro moderato (J 112)
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4. L) William Shakespeare (1564-1616), from The Merchant of Venice,
Act V, Scene 1

Allegretto (¢ = 126)

zzflmi MU ITTTI00 1 a T

an that hath no mu-sic in him - self, Nor is not
[P I R R P I R [ N
mov’d with  con - cord of sweet sounds, Is
cresc. "'f
VA I O N A A A ESO
fit for trea - sons, stra - ta- gems, and spoils; The
7 s 1 O T R T S S RO I
mo-tions of his  spi - rit are  dull as  night, And his af -
R | N I R O O A
fec - tions dark as Er - e - bus! Let no such

f

A T A S Y S F O N
man be trust - ed. Mark the mu - sic.
NOTE

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-
eight 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
articulate the divisions of the beat, we still usually count in two: 1 & e 2 & e, and so on.
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 moving
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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-right-up.

5.1) o. =48-116

§ JT00 = I bo M= 10 Dol
BN PRV EIE B PRI

5.A) Alla marcia (J. = 88)

§ ST JIONL TN L 1)« JT0 T
(0 1 e U v Y I Y A
o TN TN T3 L

5.B) Vivo (J. =116)

§ 14 0 D1 DT DTN v plI DTN
1 DITINTIL N v NITISTI M A
I3 DU NTI MTIITI Dl

5.C) Allegro (J- =104)

8 LIJTIDINS DN 1TTI DA S TTIN |
5 T30 1 D vDU J 1mm\
PRFFRPF vmmmu D2 ITT ML
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5.2) oJ. =48-100
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5.H) Andante (J. = 69)

%JN JWIJ M) ﬁ'J J\T‘
LUF

B e\ ) A I A )

N 0 N 0 S R L LUT'
SN DN ) ML
f [ o | A R S g

5.1) to (o =
J mew mmmmm

Lor LLSr PICLrr [ Pr PICLSPS
J :mjf\JMJ S \P) N RV i 0

ceer leor plor roslor rosleerr

i




5.J) Andante (J = 66)

387 1 ‘ Ji' 4D
6DFDFDDFTDMD’ "Pry
JMD D0 T S I i Y ¥
pr fpIpr pr If For pIpr ey

S O 0 R U D B R A B J.:'
prOr (F 2 pIfpr pIpr f pIpr pr If ¢

5.K) Allegretto (¢- = 60)

RSN PR PP P e s DS
ggziJ DML MNTIL | -
frrlrerplererrle 0T
LAPMNMNITTN LNl v -
(D NTIITIN |4 M -,
Tl drosr oleereeertor rople

5.L) Oscar Wilde (1856-1900), from “A Harmony”
Andante (- =72)

“MJJJFJJUJJJ PIP PV PPEY

-ry hands on the i-vo-ry keys Strayedin a fit - ful fan-ta-sy, Like the
UﬁJ]]UM U]]JM]JJ’N
er gleam when the pop - lar tre Rus-tle their pl 1 s list-less-ly, Or the

\Wﬂ"UMJmuMDJMMI

drift-ing foam of a rest-le a when the Waves show their teeth the fly - ing bree
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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:

3 I s T s B RS I R s s s

eight  six-teen 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 sixteenth-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:

;)LD 070 )T

6.1) & = 48-100

iJ 0 ool = IR = 175 T3
6.A) Andante (J =52)

-4 N I I e I s P s 0 e D s OB
138 s s s I s s O e I R
P rPrrRVRrPrPiPrrrPrrriP P rPiEal

6.B) Allegro (o = 96)

iMTRIITRINTRTRI) )
7 TN T RIFTE NI - 5
TRV RITRHITI TR

6.2) J =56-100

i TR - I RIT - R

3



6. C) Allegro ma non troppo, leggiero (J =84)

1 ) TR TR N o
O TRTINIAFT3 017730 v
IR RGN TRTATINTR) vl

6.D) Andante (J =72)

g ) TR0 - vl T3
) NSRS - e TR
P AmRmmmY ) i
W DR\ RITRTTR -
6.E) Allegro (J = 96)

L )NIRIRTNIRIRARTIN )
3530130 D1 53010 b NIRIRIT)
| JRTRT31 .Mv}NJ JIINTTAS D
30 N3 de U LR
STRIRIETRITE SR v

6.F) Presto (¢ =108)

tJJ1 . TN JO1 T T
rmmmmmmmmmmmg

mp

SRR 73730 1w
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6.3) J =40-80
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6.G) Adagio (¢ =52)
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6. H) Andante (¢ = 60)
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6.1) Allegretto (J =72)
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J) Allegro non troppo (J =76)
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6.K) Andantino (¢ = 60)
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ST |\ T3 T3 3| 730

cLreerie gre erie efre erie rp

6. L) William Shakespeare (1564-1616), from The Taming of the Shrew,
Act III, Scene 1
Hortensio: Madam, before you touch the instrument
To learn the order of my fingering
I must teach you the rudiments of art,
To teach you gamut in a briefer sort . . . !

Andantino (J =72)

T P remEl

“Gamut” I am, the ground of all ac-cord, A re” toplead Hor -
mp
T30y FId v
ten-si-o’s pas-sion, “Bmi” Bi-an - ca, take him for thy lord,
m
f
P IP P P =B R S e I IR N
“C fa ut” that loves with all af - fec-tion, “Dsol re” one
f
(D FT3dy o (T M T T
clef, two notes have I, “E lami” show pi-ty, or I
f
P
[ A S P = R O I S e A DA S
die. Call you this ga-mut? Tut, 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.”
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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:
J3-00 e H-T

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 extra syllable requires an extra note:

;353 SIS

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

rhythm:
SR )

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, we
first count saying syllables for the sixteenths, then only for the eighths, and finally we
just count the beats:

il o4 S A 3T 33

l e&e2e&e 1 & 2 & 1 2

The double dot, introduced in Study 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 note:

Jo= d_dd = 4L

7.1) J =52-100

i SRR = IR0 - 1 TR
| = T8 = SR
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7.A) Allegretto (J =72)

t NIRRT vfoﬁﬂﬂﬁﬁ!
DR NIRRT
7.B) Allegro (4 =100)

INTR TR I3 FR
ST O e NI e )
ST TN TT T 3N I3 T3)

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

/S s e S s s e R s A O R W R}
8 o O o = S A |
175030 v 1) B0 TRI33) + B
MR M NTRDD D -

7.D) Allegro ma non troppo (J =104)

AR P A R I B R S
SIS RN T3 v T
\F 0V R TNV B30
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7.E) Allegretto (J = 80)
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7.G) Andante (J = 66)
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7.3) J =48-84
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7.H) Andante (J = 60)
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7.1) Allegretto (J =76)
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7.J) Adagio (4 = 60)
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7. K) Elizabeth Barrett Browning (1806-1861), from “A Musical Instrument”
Allegretto (d = 72)

mmmm J_ﬁ\ﬂ FIFD ﬁ\

eed, the great god Pan, From the deep cool bed of the ri-ver;

]2 JTU_] miﬂ SR T

hacked and hewed as a great god c Wthh hard bleak steel at the pa-tient reed, Till

Iexeleriindulrlve ey RN

not a sign of the leaf in-deed, To prove it fresh from the ri-ve
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oy FEmaed

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

\FJ3 TR TR o

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

T T SO s B O PO R

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

8. SIXTEENTH-NOTES IN SIX-EIGHT METER

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

) T A R A A

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

SIS Fr T T

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

When learning six-eight 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:

aw: 87 J30 JTTRNITT) T T30 JTTTN

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

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

dotted-quarter beat. J—'ﬁ has to be understood as n-ﬁ , 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.
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8.1) J. =40-76)
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8.D) Allegretto (¢- = 66)
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8.2) 4. = 40-66
wezi | Tz | |
RS M T
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8.G) Allegro (J- =88)
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8.1) Allegretto (¢- = 56)
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8.L) Thomas Hardy (1840-1928), from “A Musical Incident”
Andantino (J. =66)

SN Dt T3 U NS DM NTTI U

"Twas thus. One of them played To please her friend, not know-ing That friend was
P mf
PP R IPEF PR \PP I PR S P I Sl
speed - i-ly grow-ing, Be-hind the play-er’s  chair, Som - no-lent, un-a-

f P
1P D I R S A I I S S R A s e
ware Of an-y mu-sic there. “Beau - ti-ful!” said she, wak -ing As the
f mf
[ 0 [ S S\ s I A 1 O T8 S
mu-sic ceased.  “Heart-ach-ing!” Though ne-ver a note she’d heard To
PP S e 0 20 O A T O S DU O |
judge of as a-verred -  Save that of the ve - ry last word.

9. MORE RESTS AND SYNCOPATION 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 interrupt 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) J =80-144

2S00 D Ml

9.A) Allegretto (¢ = 88)
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9.B) Vivace (s = 132)

FMM v v Mo s M3 D |
e MM s M s MITAT M0 8
PEFIPR PRI RS SN I PR
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9. E) Allegro (J = 96)
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H) Moderato (¢ = 69)
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9.K) Allegro (¢ = 100)
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9.L) Ralph Waldo Emerson (1803-1882), from “Music”
Andante (d =63)

i M LIPSO R M PR I B

ot n the high star e, n the cup of budding

Iﬁﬁ qﬁﬁﬁ\ﬁ DA \.M ﬁﬁlﬁ o N

n the red-breast’s mel-low  tone, Nor n the bow that smiles in
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SN TR PR T

show-ers, But in the mud and scum  of things There al-way,

Nl M )l

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
patterns are thoroughly familiar, may be especially helpful in ensuring correct perfor-
mance.

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.

10.1) J. = 40-72

&+ ) Ml = T TS
| = P ATR TN - TTTRTT0 -
I JT373:0 = 773, 7734

10. A) Vivo (J. =108)
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e Mo Moo= e s Tyl
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10. B) Allegretto (J- = 66)
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10. C) Allegro (- =72)
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10.2) J. =54-96
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10. E) Allegretto (- = 60)
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10. H) Andante (4. = 48)
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10.K) Adagio (o =54)
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10. L) Langston Hughes (1902-1967), “Sport”"
Andante (J. = 69)

87 Mool MMM LMD U

Life For him Must be The shi-ver-ing of A great drum

mf
DI Dy a1 Dewe 1) AMD N
Beat - en with swift sticks Then at the clos - ing hour
P mp
[ DL My e MIDIDI ML o D
The lights go out And there is no mu-sic at all And
P
DS R I PO 5 IR B [ )
death be-comes An emp - ty ca-ba - ret And e - ter-ni-ty an
rp
PN I B L P S N I, B E S B
un-blown sax - o-phone And yes - ter-day A glass of gin
PREE P! J MJ el
Drunk long A -
NOTE

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

11. NINE-EIGHT AND TWELVE-EIGHT METER

Nine-eight and twelve-eight meter combine the compound beat patterns of six-
eight with the three and four beats of three-four and four-four meter, so 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.

11.1) J. = 40-66

8 0 20 - WATDJTNITRA -
|- 73330 TTR 773330 - 1730 7T 7733
= 733 77375573
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11.A) Allegro vivo (. =120)
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11.B) Conmoto (- = 60)
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11.C) Allegretto (o- = 63)
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11. E) Andante con moto (J. = 66)
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11. F) Andante (¢. = 56)
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11.K) Allegro (¢ = 112)
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11. L) Percy Bysshe Shelley (1792-1822), from “With a Guitar, to Jane”
Adaglo (d- =52)

9ﬁﬁH J\ﬁ]ﬁ J—ﬁﬁ\hﬁjjﬁ!

r it had learned all harmo-nies Of the plains and of the skies, Of the for-ests and the

\FJ-/: ﬁmrﬂwfuufl

And the ma-ny-voic-eéd foun-tai The clea of the
Lo FT T vﬁml .M
hills, The soft-est notes of falling rills The mel-o-dies of

P VﬁﬁJ v Ja el ¢ v

bees, The mur-mu
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12. TRIPLETS

The division of the beat into thirds is familiar from compound meter, and succes-
sive 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. Successions of
eighths, triplets, and sixteenths may be performed by numbering aloud the notes on
each beat:

EREEREEE

1 2 3 4

When alternating different divisions of the beat, it is helpful to use a metronome
enough to ensure that the beat stays constant.

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.

In simple meter a sextuplet of sixteenths is usually considered to be two
sixteenth-note triplets unless the beams indicate an eighth-note triplet divided into six-
teenths.

12. 1) J = 60-120
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B T s [ s P

12.A) Allegro (J =120)
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12. B) Allegro ma non troppo (¢ = 112)
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12. F) Allegro (¢ = 100)

L MO Rmn
RTINS m5 TN
JATBIARAT -

12.3) ¢ =50-80

Iar i e Bl e e F B
I AFBBRIRIT - L ABRNAER
IR Suw N rrrrrlrrrBrrrpel

12. G) Allegretto (¢ =72)

' OelrreibplerriinBrrrrr PP MPPerrrl
Swrbrreliwprlerirr PR SR PrrrBrrrerl
mRmm - TR mRIrAaT
SerrbrebrribrrirelrerrrifR iR

12. H) Allegretto (¢ = 63)

ApPplP--irolersr- brrrbrrriip - SRIPNN
IR eRierPepilcicrclrr-r-lippiml
U\ AR aERT
PepPrrriEEdily e Pa RS

63



12.4) J = 48-84
3

e
ST

sl

icre

T
- :u Lle'

2.J) Andante (¢ = 60)

J

. 4

T

ULLQF

erJ ﬁjJ ?

Sy
:

r

12. K) Con moto (¢ = 72)

it rs

ippl

inpPuwy

LS

i
LS

;
r

inplpp

r

1 ST T
S | g

ipByrrll

J
:

e,

7.5
C Lrir geers

eeey




L TE|TRD) mmmm
crecslecrer el ol o

—3 —3

JNﬁJ.hﬂiﬂﬁmJ:’
digdigidig Nl Fiddgin

¢
digk

12. L) Allegro ma non troppo (J =112)

RSTIL M 1L B ﬁmm’Im
T ldddgiadiddddadiddddl

J BT A T M
ddddi g iR i A IR

. A mﬁmu|
cerrr e e

12. M) Allegro (¢ = 120)

oML
J ) |\Mm
cresle
J
J )
cres

J
JJ.

rr
J

JJ)
U

MIDTD
J

res

J )
IppPp
ot

PR SIS

\I:: O

J .
Tl
ror i

JoUh
Iplpp
s

r )
JJ
FLf

S >

JJJ]
J

(ref

65




12. N) Gerard Manley Hopkins (1844-1889), from “Spring”
Allegretto (J = 80)

T R YT NP YU

Noth-ing  is so beau-ti-ful  as Spring- When weeds, in wheels, shoot
3 — 3
[P I I S i B -MJ]]H‘/’
long andlove-ly and lush; Thrush’s eggs look lit-tle low heav-ens,
cresc. —3— —3—
o M UMM o T
and thrush Through the ech-o- ing tim-ber does so

f mf
TS TS = T )

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-rhythms 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 sixths of the beat. Grasping the patterns may be facilitated by speaking verbal
phrases that we naturally speak in these rhythms:

‘T'hree against two: ‘I'wo against three:

1 2 3 4 5 6 I 2 3 4 5 6

I [ f F

Nice cup of tea Pass the but - ter
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It is relatively easy to hear and perform the composite pattern made by two

against three, as the rhythm of the pattem—inj —is familiar. However, it is

musically 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 to hear that

the composite pattern is correct and quickly so that we can hear two and three at the
13.1) J. =40-69

same time but independent of each other.
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13. E) Allegro ma non troppo (J =96)
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13.G) Andantino (34 =9 4. = 69)
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13.1) Allegretto (¢ = 72)
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13. K) Moderato (J =76)
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13. L) Langston Hughes (1902-1967), from “The Weary Blues”!
Andante (J =66)

zﬁuiuimh |3

With his eb - o - ny hands on i-vo-ry k ey He made that poor pi-an- o

iDIfFfVlFTff)FFJ‘fJ

m

v ) mn% I

with  mel-o - dy.

P T e e ey cprd
e e

Sway-ing to and fro on his rick-et - y stool He played that sad rag-gy

It S | N G G R G G G




m

TETI) v o)y sl

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

ce crice Lj[_f’u LjU'\u [_3LHD7 v |l

NOTE

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

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 that follow (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 while
beating time may be helpful in learning to feel this division:

SV R s s s s s e

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.

As C stands for four-four meter, ¢ stands for two-two. The 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 between two vertical lines. The breve rest
is used less often 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. Two half-rests, not a whole rest,
are used for two beats in three-two time, just as quarter rests, not a half rest, are used
for two beats in three-four time.
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14.F) Largo (d = 44)
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14. 4) d = 40-56
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14. G) Allegro (J = 96)
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14. H) Presto (d =192)
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14. 1) Allegro ma non troppo (J =104)
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14. K) Andante (d = 72)

¢ VN T e
¢ JTO0 D JT00 DTS 0 TN D
‘t; L L A | S
PR P
TN MITTIN MM MM D
R L L S N O I SR
. P TS I e
TN MATIN MmN Nl
S A S AR S G L S GO | ¢
14. L) Christina Rossetti (1830-1894), from “Summer”

Andantino (d =92)

SRR I

SR A LA R 3 E
LT DT?»HJ p 4D
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crescendo

PR S P P A P S R R

beg- gar, And Jen-ny Wren’s a bride, And larks hang sing-ing, sing-ing,

f nf

UJ:UJTJJ!J:JUJM.!

sing - ing, - ver the wheat- fields wide, And  an-chored li- lies
mp —3—

P I i s A D P PN

ride, And the pen-du-lum spi-der swings from 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 learn 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.

15.1.1) J. =48-72
8 0 Mo Ml = ST ITRITTN -
I 750 70 75l = 1) > F7)

15.12) J. =48-72

AL S PPN B
-0 30 M LT = N J ) 370

15.A) Allegro (J. =108)

R
PP N R N P
R
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15.2) J. = 40-60
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15. H) Allegretto (3- = 52)
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15. J) Maestoso (d- = 72)
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15. K) John Greenleaf Whittier (1807-1892), from “Laus Deo! On Hearing the
Bells Ring on the Passage of the Constitutional Amendment Abolishing
Slavery”

Maestoso (J. =54)

2?710%. 1k el 30

I

PRIV PR Pl P IRyE.|
R R AL PR T

UﬂmJ;MJ - 1J_J0 LTI

tells Of theb Loud _ and long, that all may hear
!J numu e JJI0) v )l - |
ery lis-ten-ing ear Of E - ter-ni-ty and Time!
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16. EIGHTH-NOTE BEAT

There are no new rhythmic problems here, but simply the problem of seeing a
quarter-note as equal 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
become 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:

T e

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

16.1.1) ¢ =72-112

8 T - LR - S50 M
- VRIS - 1
SR A -l AR -1 A
- WFREEEN - 1
16.A) Allegretto (& = 112)
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16.B) Vivace (& =120)
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16. C) Presto (& = 184)
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16. D) Largo (& = 60)
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16.2) & =44-76
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16.F) Allegretto (& =112)

8. JIJ inp) 5| ‘ 1 |d aae

grereriperilecer e cer leerslee s
lgu‘;rr o e

IH'LJ‘L[F J’;Q'VQ' i

didl;

16.G) Allegro (& =120)

%%ﬂ D'mﬂlﬁlﬁﬂ‘vﬁ -
§ - g < gldugiedegdooy

pp .ﬁﬁlm I 'vﬁ -

" J

35
ST 70 lﬁﬁ‘m%ﬁ? F )
Lf e LIELr

I




16.H) Adagio (o = 56)
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16. K) William Shakespeare (1564—-1616), from King Richard II, Act 5, Scene 5
Allegro moderato (J)= 88)

mf
s MM N Do N SR TS

Ha, ha, keep time!  How sour sweet mu- sic is When time  is broke, and
4
P I o B R s B e T s B s R WP
no pro-por-tion kept! So___ isitin the mu-sic  of men’slives. And
crescendo
SRR N Wﬁwﬁfj 3 |
here have I the daint-i-ness of ear To check time  broke in a dis-or-der’d
by FRIRTRE 300
string; But for the con-cord of my state and time, = Had not anear to

diminuendo

PPy \ﬁwﬁﬁ\ﬁ?ﬁ Dy Dy by Wwil

hear my true time broke. I wasted time, and now doth time waste me.

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

17.1.1) 4. = 44-76

§ JT0J D Ml = TR0 T30 0330 - 1k el
| = W JTRIZIRTIAN - |V TRRTTRTI N - |
|- 0 T2 = 1-1733 00 T2
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17.12) o). = 44-76
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17. C) Allegro moderato (J’- =72)
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17.D) Allegretto (o). = 63)
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17. J) John Dryden (1631-1700), from “A Song for St. Cecilia’s Day”
Allegretto (o). = 88)

mf P
SN B30+ 1 N3 5

What pas-sion  can-not Mu-sic raise and quell! When Ju-bal struck the cor-ded
P leribp Rl Ry prP il
shell, His lis-ten-ing breth-ren stood a-round, And, won-der-ing, on their fa-ces fell
N RN 13033 7

To wor-ship that ce-les-tial sound. Less than a god they thought there could n?ft'

m
b TR T35 7310 0 N
dwell With-in the hol-low of that shell That spoke so sweet-ly and so well. What
Sy ) 7300 4
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
encountered 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 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 sextu-
plets will fit the patterns on all three beats, but in the sixth segment of the same exer-
cise, where the eighth-note is divided into both two and three sixteenths, the smallest
practical common division of the beat is the eighth-note. With Study 18.A, it can help
to tap sixteenths until the patterns are easy, and then eighths, before conducting in
three. Tapping steady eighth-notes is helpful in approaching Study 18.C in spite of the
occasional eighth-note triplets.
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18.1) ¢ =40-60
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18.A) Largo (J =48)
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18. B) Adagio (J =52)
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18.D) Lento (& = 60)
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18.3) & =80-108
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18. 4) J =d0- 52
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S ePPriPPrPRriprirer IP P T IR,
iCr yLr I f ovif Ifygfers
ST RSN R | 55 b
L&”U [ LryeLrlf ggrere

P ‘.ﬁﬁJﬁJ:
UV%U [ Efy e ICELErryElerife

18. H) Adagio (&) = 92)
§ Jﬁ]mﬁ]] t
8 pr 9f LQ’JLLFQ_LI

Iﬁ]mﬁﬁ%ﬂ Moo R
LT ou[;grf_;g;g[r
JRITRD BR\JTRI TRRE
A A g | S S S 4 4

) "2 E]j’i -
foOPLEL LrEe LT I

KRS




18.1) Largo (J = 44)
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18. K) Henry Wadsworth Longfellow (1807-1882), from “Walter von der
Vogelweid”!

Adagio (J =52)

Slinrrirt R wilewsP iRy

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

G TR IJITRI) RIS

tomb the birds were feast-ed By the child-ren of the choir. Day by day, o’er tow-er and

e BT s FST

tur -ret, In foul weath-er and in fair, Day by day, in vas-ter

m

T a5y 2oy o U

num-bers, Flocked the po - ets of the air. There they

1S3 000703 33010 BT 03

sang their mer-ry car-ols, Sang their lauds on ev-ery side; And the name their voi-ces

S PRI v sl

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 helpful
in these studies because it forces us to be aware of the meter before we make the ges-
ture of the downbeat, since that gesture is different in different meters. Good prepara-
tion 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.
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19.1) o =100-176
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19. B) Allegro (¢ =160)
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19.D) Allegretto (J = 80)
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19.F) Allegro (J =132)
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19. K) Anne Bradstreet (1612-1672), from “Contemplations”
Andantino (J = 84)

nf
N TN T3 Ml D) IR

I heard the mer- ry grass -hop -per then sing, The black clad crick -et bear a sec-ond

g D] TR R FIIRIITTOR

part. They kept one tune and played onthe same string, Seem-ing to glo-ry in their lit-tle

A Y. Bl P8 et S P Bl

art. Shall crea-tures ab-ject thus theirvoi-ces raise And intheir kind re-sound theirma-ker’s

I P
) JJ T
T

NGO NGO e

NI Y el P D lln

praise, Whilst I as mute, can war-ble forth nohigh-er lays?

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 performing
the studies helps us feel physically the succession of meters.

20.1) J. = 88-108

§J 08 LTI -8 T30 MTE ) DT
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20. A) Vivo (4. =132)
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20.2) J. = 56-76
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20.D) Allegretto (- = 66)
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20.1) Stephen Crane (1871-1900), from The Black Riders and Other Lines
Allegretto (o- = 80)

STTI LA MBS M ML NS N e

(0.5} Qe ooco

Three lit-tle birds in a row sat  mus-ing. A man passed near that place.

9 6 > >

B JJJT) ) MEJ D Ml NS D
Then did the lit - tle birds nudge each o-ther. They said, “He thinks he can

NI UMD LI

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

uwmmwsm:mmmu el

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

21. 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 longer 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, J = 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
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the number of eighths on a beat, while conducting the meter, is a good preparation for

i) JJT0.) MJTT)

1212 1 2 1 2 3 1 2 3

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

lence (J) = J’ or J =4 ) must be shown at the point of the change. This has not
been done in this chapter because the eighth is always constant.

21.1) & constant,d = 72-120, J. =48-80, & = 144-240

1 A58 T - TR R SRS
= ST TTIR TS0 - IR DT 18
800 =130 730180 0

21.A) Andante, o constant (d- = 64, s =192, J = 96)
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21.B) Presto,J) constant (J =144)

2}4 [P A\ PR A P S B I A O P . 8
8. T2 JTo10 ML dl)e fMi
bo DTN DI M1 D000 e JOR
8. J DL J MMM DTN DI

108



21.C) Allegretto, & constant (¢- = 56)
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21. F) Allegro, JS constant (J- =T72)
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R s
APIPUPUPL: RPPEPPEPPPEP
A I A
gD IN v R
182757ﬂ7ﬂﬂ] Vﬁv ;N 8Ly T DT
g rrr 4rr S S N
RRTTIN g IR b MO8
4N M N e J) T DE Vﬁ'fﬁvﬁﬂ
brrrt Broror rrr*
20 MMM M DRJQMJ 3
@y JDJD e DTy oDy DIT 18 2000 JD1 T D
groror v hrorrt i

20 0 0 J0|8
7 D1 D N

troror
v THSSTR TR,

12
8

e

12
8

PSS

12

12

12
8

112



21.K) Langston Hughes (1902-1967), “Fantasy in Purple”!
Grave, J’ constant (J =56)

S BrlirrrB Yl Dwiirr ]

Beat the drums of  tra-ge-dy for me. Beat the drums of  tra-ge-dy and
mp @ = é))
o M) RS D)) NI
death. And let the choir sing a stor-my song To drown_ the
—_— mf
. 2
A R S AP y
rat-tle of my dy - ing breath. Beat the drums of  tra-ge-dy for me,
A 6
vy T Fh) T3 o Mg
And let the white vi-o-lins  whir thin and slow, But

diminuendo

8 TSI T N 3R D T el

blow one blar-ing trum-pet note of sun To go with me to the dark-ness whereI go.

NOTE

"From 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
simple and compound: the dotted 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 normal eighths in simple meter or
between 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 written note-values in the two measures may be
identical, as in the first two measures of each phrase of Study 22.H.
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The challenge here is to keep the beat constant. To this end, using a metronome,
beating time, and walking with a steady pace while singing the rhythm are helpful.

2.1) 8J. = =472
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22.C) Andante, §J. =3 J (= 60)
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22.J) Thomas Dekker (15707-1641?), “Golden Slumbers . ..”
Andantino ZJ =8J. (=69 I,

P ‘.
AR VI R T DR A DU O I
J

Gol - den slum-bers kiss your eyes, Smiles a-wake you when you rise.
J =

87T MM L MM L MITIv |

Sleep, pret-ty wan-tons, do not cry, And [ will sing a lul-la-by:

ST - T

Rock them, rock them, lul-la- by Care is hea-vy, there-fore sleep you,

=d.
| J3 JTUJJJ’SmJ MMl ) D

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

DL NI RITII Sppl

will  sing a Iul - la - by: Rock them, rock them, lul - 1a- 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 two notes; 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—

mm facilitates performing m m J J J Conducting

helps steady the beat against which the cross- rhythms 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 time of two three-four

3
measures: % J J \‘,J J Study 23.F presents the hemiola rhythm in patterns
familiar 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.
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23.L) Allegretto (4 = 80)
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23. M) Walt Whitman (1819-1892), from Leaves of Grass
Allegro (¢ =138)

4JUJJMJHDUJ:DU::H

With mu-sic strong I come, with my cor-ni and my drums,

UJJJJJ\JJJJD:IJJ JJJU J JJ |

play not mar h-ef cept-ed vic-tors on-ly, I play march-es for con-quer’da dl

\F& Sl MJU:JJT‘

sssssss Have you heard that it was good to gain the dy

DL M MM AL Tl

say it isgood to fall, bat-tles are lost in the same spi-rit in which they are
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UMJ!J D) e JI) Tl

beat and pound for the dead. I blow through my em-bou-chures my

ENRPIERY

loud-est and gay-est for them.

24. FOUR AGAINST THREE

As twelve is the common denominator of four and three, the rhythm of four six-
teenth-notes against tripleteighths 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
against three, we may be aided by verbal phrases that we speak naturally in these
rhythms:

Four against three:

1 23 456 789101112

4 )
o f

When willhe come a-gain?

To make a cross-rhythm of the four verbal accents sounding against three metrical
accents, we write this as

I L i
Yo B BN PV RN
ir f I it f f

Similarly, three against four may be heard as

1 23 456 789101112

;b
o r r

Wash the car and wax it!



As a cross-rthythm of three accented syllables against four metrical accents, this is
written

> > > >
% . D) ¥ Dl
8 4. 8
Wash  the car and wax it! or one two three

i 3]
r

VE o

~— °
oS
s

:
84 . .

B Y O N S

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-rhythms slowly so as to ensure accuracy and
quickly so as to 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 conflicting
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 eighths, or sing a triplet and clap
sixteenth notes, at the same time. We think two different thoughts simultaneously.
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24.D) Allegretto J 8. ( 72)
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24.E) Adagio (J = 52)
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24.G) Andante (¢ = 72)
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24. H) John Dryden (1631-1700) from “A Song for St. Cecilia’s Day”
Allegro moderato (J. =609)
P

§NJ DI M) NI

The |soft com-plain- ing flute In dy - ing notes dis-cov- ers The

vt perrilerreerlr pers

JNTLITY D M

woes  of hope-less |lov-ers, Whose dirge  is |whis-pered by the warb-ling

cerecLrir 9 L rcer
nf

Joor MITTI ) MIT T T

lute.

Sharp | vi- o-lins pro-claim  Their |jea-lous pangs and des-per- a-tion,

(O 7Z0 S O i S p L L]

v Ty ST

Fu - 1y, fran-tic in-dig - na - tion,

S S A o

T OIS NI

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

f g L rolgereer rpeerin

25. FOUR NOTES IN THREE BEATS; THREE NOTES
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 quadruplet quarters in a three-four
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measure is three-quarters of a beat long; thus, the pattern can be notated as the equiva-
lent of four dotted eighths, but it is more commonly notated as a quadruplet:

InIpl NI

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:

ISrrirr IR

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) J =60-120 (Measure 4 is equivalent to measure 3. )
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25.C) Moderato (¢ = 88)
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25.G) Con moto (¢ = 80)
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25.H) Allegretto (o- = 96)
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25. K) Anne Bradstreet (1612-1672), from “Mirth and Melancholy”

Andante (¢ =80)
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She loves nought.e

A FI

frogs, whose dwel-ling
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man - drake’s hol - low groan,
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ise  which dis-cord makes, As croak-ing

v NI
The ra-ven’s hoarse,
f
I I B

And shriek-ing owls, which fly Ioth

v N

the

rl




26. QUINTUPLETS AND SEPTUPLETS

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:

fJJJJﬁﬁ

1 2 3 45

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

lervrPrvrv BN

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:

1

T
; J i

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:

T
A A

When an eighth-note quintuplet begins on the last quarter-note beat of a mea-
sure, its fourth note, which may look as if it falls on the following downbeat, actually
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:

1 3 5

STTTTT
f I f

8 1

9 11 13 1
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As with all cross-rhythms, learning must begin with careful counting, proceed to
slow performance where the subdivisions can be imagined and the composite rhythm
heard to be accurate, and arrive at the stage where the patterns are performed and heard
simultaneously and independently.

26.1) J =48-76
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26. A) Larghetto (J =52)
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26.B) Andante (d = 76)
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26.2) J =48-76
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26.C) Andante (¢ = 63)

PP DR NSRNmETINL m\
iﬂmﬁﬁ\ﬂmﬁﬁlﬂﬁﬁmﬁu ! JTJ!
\ﬂmﬁimﬂﬁﬁﬁlﬁﬁ@%:ll

26.D) Allegro (J = 80)
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26. F) Andante (o = 60)
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26. H) Largo molto (¢ = 40)
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26.J) Moderato (d =72)
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26. K) Andante (¢ = 60)

4ﬁﬂﬁﬁﬂfﬁﬁﬁﬁﬂ ) 1 J3
iv L[ LAl [ JEERErELIErie S f

4 7
R o) -8
< N g g

iwlvrrlimriBrrrribrrrr i Rr PR
e s leeErt ¢ lepetroecerier e

Dﬁﬁﬁmmmﬁmﬁmw ‘
gLr el rreLs

§4J)J 7. Ipprrrp
gLoreeeer ddddddgy
|

. ’
. -

ﬁﬁﬁﬁﬁjJ |
e e 1132333




26.L) Adagio (¢ = 40)
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26. N) Langston Hughes (1902-1967), from “Daybreak in Alabama”!

Andante (J =60)
mp

1) J I

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

A STTIT

Day-break in Al-a-ba-ma And I'm gon-na put the pur-ti-est songsin it

S orrrmrlimE Drreiwwl

Ris-ing out of the ground like a swamp mist And fall-ing out of heav-en like

7 Mﬁ?ﬁ ivevriiwrPuwl

soft dew. I'm gon-na putsome tall _ trees__ in it  And the scent of

T MU R BT

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

T T T |

Get to be a com-pos-er And write a-bout day-break in Al-a - ba - ma.

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 usually 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,

beams will make the groups visible: J ﬁ n is 3 + 2, whereas J J j o 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
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 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 metro-
nome may mark the underlying quick pulse to keep the beats in their proper ratios.

27.1) J =144-208
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27.B) Vivace (& = 330)
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27.C) Adagio (& = 80)
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27.D) Allegro () =192)

§ N JNITI VISR T1JT370
SRR S0  RNTTRA T35
|33 73 B33 T3301 770331

27.E) Andante (& = 160)

81 MINTTISZNEL M0 M M
TTDRIEDNIDIRINTm G B
| TR EIRIR\ RIS T
TR DU DRSS M

27.2) J =100-176

(IS 1319 M LR M
L33 3300 || - [T RITR| 3773
Lres wu|- e es H

Lrres |LU L f Il

146



27.F) Presto (& = 264)
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27.H) Allegretto (& = 132)
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27. J) Emily Dickinson (1830-1886), “Heart, not so heavy as mine”
Andante (o = 108)

sN. S - B a. B3

Heart, not so hea-vy as mine, Wend-ing late  home — As it passed my
3
0 S v A Y 20 s s I Y e qﬁ!
win-dow Whis-tled it-self ~a tune — A care-less snatch, a bal-lad,
mp
PrERP IR \.hv ST
dit-ty of the street — Yet to my ir-ri-ta-ted Ear An An-o-dyne so
cresc.
sweet — It was as 1f a  Bo-bo-link Saun-ter-ing this way Ca- rolled and
Do qﬁﬂ. P o R N0 7ﬁlijj\
paused, and ca-rolled — Then bub-bled slow  a - way! It was as if a

rwwlrrr IR0 Swrrr irrnBrwe]

chirp-ing brook U-pon a dust-y way  Set bleed-ing feet to min-u-ets With-out the know-ing

PR

why!

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*3*3 is {, but with three beats of which the first two are
quarters and the third is a dotted quarter. 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 (J =138, J. =92)
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28.4) & =160-224
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28.E) Vivo (d =162,4. =108)
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28. F) Allegretto (& = 184)
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28.H) Grazioso (& = 116)
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28. J) Samuel Taylor Coleridge (1772-1834), from Rime of the Ancient Mariner
Allegro (¢- =80, = 120)

sged () M) NI M T

A -round, a-round, flew each sweet sound, Then dart- ed to the

L (T30 b b ) a

Slow-ly the sounds came back a - gain, Now mixed, now one by

nf
P TN S S s A ) N R S O

Some-times a-drop-ping from the sky I heard the

Y NI Y Y Y

sky-lark sing; Some-times all lit-tle birds that are,

poco crescendo

T b P T

How they seemed to fill the sea and air  With their sweet jar-gon-ing!

N NTITTO N b

And now ’twas like all  in-stru-ments, Now like a lone - ly flute;
pp
S I T A I 1 R R B I A I R S W
Andnow it is an an- gel’s song, That makes the heav-ens 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 rhythms. Thus, while conducting seven-eight in
three and five-eight in two, we would count:

1 b
3, IT3)J0BRS T3]
12 12 3 1 2 1 2 1 2 3

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-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 stud-
ies, 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 dot-
ted-eighth beat.

29.1) & =176-240

3JJJ0L DRI M = 1300 DB
8= D01R. ST

29.A) Allegretto, & constant (& = 176)

30 TR R IR T 77550
SRR R BRI RITGTN T
S TR AR TR T RN TR
273 BITTRTTFINITTRITET)R
BTG ITRTIRII I 010

29.B) Allegro (o = 208)

§MIT) DRI )0 ITT0 T3 5708
8 JT3 T390 01 JT3353 703 44 DIR JTT3 J70 18
3 JNNIRNIN IR TN’ TT5 73350 7570
TR ARTR 3T 0 3 M T
v ST e RIJTT) RT3 5371
(T30 JRIRR I TITR 5331 v vl
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29. C) Vivace (- = 96, ¢ = 144)

87310 0 D1 M DI DTN
B+ 3100 DT80 D MRS ML v g
B v J31J 0 AT MTIRd M AT

eeeeeee

8N ) DDl gh) Mg;J Il
29.D) Allegro (¢- =72, o =108)

8§01 J30JOR IR TIRITZIIIE
§ S ITRN « JUTTITIRITITE
8 L JINRIDITORITNIN IS 0
8 JIRINIIR NN TRR [ 8
§ JT)TTIR TR ITRTIN RTINS
§ JTTRITT3310 71

29.2) ) constant, d = 176-300

B TBINTIRDTN =187 1%DTT Ik
63 =18 T %0 kS

29. E) Presto, J' constant (J’ =144)

FMIBITT BRI ME DTN T R
BTIRD FRN M) JITZIEDN
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FDRETD SR TR T 803
EIDINE N B AT TR

BIIBFDEN MBI N
G NIRRT S

29.3) J =152-208

BINNIBIDITRIDNITIRIDINITIR J 'l
- - A S A S - A A A S
29.F) Allegretto (& = 208)

SR JIIRINITTRIDITIT)B
8rOC P PDIRCOC BCOP T IBFOF PP 18
8 + BJNTITIRITIRREJTINIIE
grOorR@ror or PBC r B&F P CLLI8
8§ VTR R S « RITIJTITTIR JTTITTIE
§C P JLC BFOFRC PF PLLTBM PCLL
3SR 8 t |8
ir P LS B DLLTCLS BPOP B
NS R TR R TTIRITTI 8
8F Pr PLLL BF P OIS A PLCICS I8
§ﬂﬁmm2isll
§7 PLLSLS B
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29.4) ﬁ constant, ﬁ =184-240

%f’ém s J JBS T . ’I

iy O Iy BLLS By LLLLS:

29. G) Vivace, ﬁ nnnnnnnn (ﬁ = 240)

%f’éﬁ SRS S IETI TS
by sy IBy )y sy )y & smég
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PRI EDEI gL 87977ng
8N v BT TTJB i 8
B0 0 Iy s L 19 )s L Byfy)liby L B
80« BSTIE)  METTIRD T3
Edagt Fhdg FRddgd gt Eldg ElEl dy
M) B‘M ﬁl%l T J D

v CE Iy LSSy ID v

29.5)J = 120-184

%sﬂﬁm 5370 !|
3o CorigLr e g




29. H) Grazioso (¢ = 160)

JIRITITI
isU [Fgerocr
JIIRRITNITIINRI TR R 1 3
S A I A e A

SR T TT RIS TR

(LrfCCrIgCLLrrCercLrigteere recrisr v
29.1) Presto (¢ =200)
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29. J) Elizabeth Barrett Browning (1806—1861), from Sonnets from the Portuguese
Allegretto (.b =208)

ST LML L 8L AN

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

LM L) men

seemed not one For suchman’s love! more like an  out- of-tune Worn
mp

L DI BN DR DS DRSS D

viol, agood  singer would be wroth To spoil his song with,  and

8 00 M DR 0 T D) Ml

which, snatched in  haste, Is laiddown 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.B) is familiar
from Chapter 23. New here is the grouping of twelve equal divisions of a measure into
S 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

two parts, one of them is notated with a J n pattern. The notation 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

1See, for example, John Miller Chemoff, 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 (¢- =76)

§§£fﬁmJ M), RN R
TSR N G N A T ¢
2NN TR
NN N R P o

Jmm ), T _dadaae | 4994, J.:“
Frr W r 0 M
30.2) o =56-92

8 [T - H
i 1l

30.B) Allegro (J. = 88)
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30.5) J =44-80

SJTRITRTAN -] ) )

wrrorrfr D:I-I'rHDF Ff Dil
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FTDFFFDI ||F Crr U‘
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30.E) Adagio (J =54, J. =72)
;% = | TRTRIN RIS
e Prrplr Bl L rr s
090400 3005T301

Frorcrroyp Pt

JURAINR|IN) )1 vl )= -
prf r ot rarrrplrrorrroirroree

30. F) Allegro (d =72, 4. = 96)
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©Ore e orcerocrcer o
1 1 S I
e e e LirCrresirese
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30.6) J =50-100

4J . . T
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30. G) Moderato (J = 96)

Jo TNl ML by
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30. H) Allegro (J =144, J =72, J. =96)
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30. I)Arthur William Edgar O’Shaughnessy (1844-1881), from “Ode”
Allegro (¢ =144, d. =96)

f
st ) ) b)) T

S AP N I

Wan - der-ing by lone sea- break-ers, and
o rr
mp

J ST )M

- ey
JI DA N0 DT

we are the mov-ers and |shak-ers Ofthe world for-ev-er,

o r

Sl ATl Nl

o r
Jle M) 4o+

- r r
f
NN D

On whom the pale moon gleams: Yet
- r r r
P
e h ey

it seems.

fpr

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
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eighth-note stays the same in moving from simple to compound meter, the beat
becomes 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 preced-
ing normal sixteenth, the beat, now consisting of five sixteenths, becomes longer. The
terms metric modulation and tempo modulation have both been applied to these proce-
dures 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, 31.1a, 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 kept; beginning again at 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 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.

31.1a) J =162, 108, 72, 48

d=d J.=d 3x
PP EPIE I R R S I

31.1b) o.=48,72,108; J =72, 138 562

8§ L NWJTIJTORIITITI) Jwtl

=4

31. 1c) o =48, 72, 108, 162
J =J.

J’:Js 3x
A AR e R A R
31.A) Beginning Vivace (J = 144, 96, 64)

ISP NN el plply Manoi
e TR M PRI MTIIT M
LM M SRR VTR
eyl Sr P St e PR
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31. B) Beginning Andante (beat = 48, 72, 108)

§ MINTIJTI I\MMm\ﬂﬁJﬂUﬁm !2

i I3+ M -z.MSJ MTJI
TR UNRN MNRNTRATRITITRI

31.2a) o = 54,72, 96,128

d-d = 3x
Yereiorel Verbrell BN FEURL

31.2b) J =128, 96, 72, 54

Sl P Nirrbrrl Prrrirrl
e N
51N NDIE AT BASSA
A0 DL BN BRI ELTT R
& B0 mﬁﬁiﬁﬁmmﬁﬁ SpURE Frl
N AT BT BT S

31. D) Beginning Allegro (J = 128, 96, 72, 96, 128)

E MM MIITIIN mnmw M7

14+ MA Mﬂm\ﬂm\ﬁﬁﬁﬁ!.ﬁﬂ‘
DT M D MBI Mmﬁﬁ\

TN MM MNTITRIN M
VoplrrrlbontopliwlpriPiEl
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31.3a) ¢ =48, 60, 75, ca. 94 ,
J=4d 5 5 j:ﬁ 3x
1777301 733353304 | T 73170 D+l

31.3b) o =100, 80, 64, ca. 51

.8 =}5‘| 5 5 Jd=J 3x
‘SrrrPreriPrerrPeerriPRR IPRPPPIPIRE
31.E) Beginning Moderato (J = 64, 80, 100, 80, 64)

mtmm\ﬁﬁmlﬂﬁﬁﬁu iplBnnrluprel

mf’,2nd time p - 5

1ﬁﬁﬁﬁ'ﬁﬁﬁﬁu W8 JRIRNTRTT

P 2nd time mf

lﬁﬁﬁiﬁlﬁﬁﬁﬁu Ilﬁlmﬂﬁlﬂﬁﬁﬁi
FrrrPrIPIR]

31.F) Beginning Lento (¢- = 40, 60, 90)

D=J
;smmmmnﬁmnmmz
I R T e T
VOSSR TR STTET
AR i T,

=d
IBYSsIns0prrs] PuinBeoriPpl mé
M T T T T
T TR T T
¢ TR TR
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31.G) B Adagio (beat = 50, 60, 72)
g“ﬁ Fﬁﬁﬂﬂ ﬂ_ﬁm IR 570
pror olpr o DF 7

2ﬁﬁﬁﬁ} §JT)T00
g)r 0
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) f plprr?

31.H) B g Andante (¢ = 63, 84, 112)
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31.I) Beginning Presto (beat = 144, 96, 64)
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31. J) Lewis Carroll (1832-1898), from Alice in Wonderland
Beginning Allegro (d = 108, 72, 48)
J-d.

Y eelive el

“If you knew Time as wellas I do,” saidthe Hat-ter,

d.=J )=d

f > > mf
8T 0T LMy DR v v TR
“you would-n’t talk a-bout wast-ing it. I’'s  him.” “I'don’t
J =d =d.
87 . M.M t MzJ ) Wﬁﬁ JWS
know what you mean,” said Al-ice.  “Of course you don’t!” theHatter said,
J.=d
g0 ) DRSTTTO UJJ 7 |
toss - ing  his head con - temp-tu-ous-ly. I dare say you
m
if
T 10 7 ﬁUJVﬁ\
nev-er e-ven spoke to Time!” “Per-haps not,” Al-ice
mf’ d=Jd
J oo Iv FRFT331h M 1§
cau-tious-ly re-plied, “but I know I have to beat time
A P
g7 71 & J FIITI5
when [Ilearn mu-sic.” “Ah!  Thatac-counts forit,” said the
I
PP T PRV
Hat _ tar “He  wnn’ t  ctand heat _ ina”
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