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EVEN LISTENING TO MUSIC IS PROVEN TO MAKE
YOU SMARTER! NO JOKE.

One important center of thiesearch has been the Univgref California at Irvine,
where Drs. Gordon Shaw and Fran Raesd¢fave found that active music making
improves children’s math skills. Shaw iplaysicist who found that the inner working of
the human brain operates in patterns thegmeble musical structures, and he suspects
that music may be the key to understanding intelligence.

Other research supports simitamclusions: at McGill Univesity in Canada, researchers
found that kids who take piano lessons saédwnproved generahd spatial cognitive
development, and studies at a Miami Vetsradministration hosfal indicate that

music making may improve the brain’s natyreoduction of regulatory hormones like
melatonin. And most amazinglgn experiment by Rauschérasved that listening to the
first ten minutes of the Mozart Concerta fivo Pianos in D Major (K. 448) improved
the listeners’ spatial-temporal reasoning!

In the days of the New Eragid singing-schools, people bekelin teaching and learning
music because it was good for thelséVe've learned a lot since then.

If music really can make a person bettemath, science and engineering, and if just
listeningto music can make you smarter, why wouldn’t anyone want to benefit from
music?

As we begin a new century, there is proof about the power of music education.

And it’s still good for your soul.

For more information aboumusic and the brain visit:

www.Questionsink.com/brain






JUST AS THERE CAN BE NO MUSIC
WITHOUT LEARNING , NO EDUCATION IS
COMPLETE WITHOUT MUSIC.

THIS BOOKIS DEDICATED
TO ALL MY TEACHERSAND
TO MY STUDENT,SWHO ARE

ALSOMY TEACHERS

THANK YOU.
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CHAPTER

THE CHAPTER
EVERYONE SKIPS

A journey of one thousand miles
must begin with a single footstep.

— Lao Tzu ¢c531 B.C.

In This Chapter

Welcome tdBasic Music Theory!
Why this book?

Book Overview

How to Use the Special Features
Moving On
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Welcome to Basic Music Theory!

If you never thought you would pick up a book on music theory, you're
not alone. | never thought I'd weitone. But in my experience as a
student, a player, and a teacher, | have searched for and used many
different methods of learning meie theory. Some methods were good,
most were okay, and a few werelbaut none of them satisfied me.

I've tried to take all the positive ithgs about teaching theory, thrown in
many of the tricks I've used withundreds of students, and tossed in a
little humor, in an effort to makiearning music theory both easier and
more enjoyable. These methods and suggestions have worked well with
all students of all sizes. | hope they’ll work for you too.

What It's All About

Basic Music Theoris your introduction toreother language—the rich
and often strange languagkemusic. By the time you’'ve completed even
two lessons in this book, you'll haveade big steps down the path
toward understanding how to read music.

With this language you’ll be able teproduce sounds from nearly a
thousand years ago by someone like l@oie de Machaut. And with this
same language you can play music iyjsone like Alannis Morisette, or
Limp Bizkit, or Dave Matthewsyr Garth Brooks. Name your favorite
artist. If it's written down, you’ll beable to understand and interpret it!

But let’s not get too carried awayhose musicians you look up to (some
of whom have earned millions upon millions of dollars) have spent
thousands of hours leang both their instrument and their music theory.
Learning theory will take some fos@nd some work, but that work will
be clearly explained, and you’ll berpused to find how easy it can be.

Nobody likes to work on a task endlessly. For that reason, the theory
lessons are broken up by Interludesrg\few chapters. These interludes
cover things like practice, conductingllan terms, and a brief history of
musical notation.

So, if you're interested in the musitMozart or Metalica, Beethoven or
B.B. King, Dizzie Gillespie or Vinc&ill, you've finally found the right
book.

0: The Chapter Everyone Skips
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Why Basic Music Theory?

Learning music theory doesn't havelte a long and difficult process. It
does take some work, but with thisok, you can make that work much
easier. I've suffered through sormkthe most boring music courses a
person should be forced to suffer, and have had expeiidhceng such
boredom on others as well. Beleeme, it's not fun on either side!
Whether you're a teacher arstudent, I'd like to spare you any of that
frustration and difficulty.

Music theory is a language thatused by all Western instruments.
Whether you play the kazoo thre krumhorn, voice or vibraphone,

French horn or nose flute, pigsnout psaltery or percussion, trombone or
triangle, bagpipes or bass fiddg&gusaphone or Saxophone.... You get
the idea. Whatever instrument you plegading music will be a useful

tool in your studies, and this book will teach it to you.

What's | nside

Basic Music Theoris divided in seven Partand in each Part are several
chapters.

Between some of the Parts are thides, stand-alone sections giving
information on aspects of music other than theory.

The Codicil (stuff at the back ¢fie book) contains a musical terms
glossary, a book index, the keyboamhgate, and blank staff paper for
photocopying (please don't tear it out of the book so others may use it,
too).

Chapters

Each chapter is fairly short and caims detailed information on one or
two topics. When an important teappears for the first time, it is bold

and italicsso that when you do the review at the end of the chapter you
can find the information easily.

Basic Music Theory
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Chapter Reviews

At the end of each chapter is a brieview covering th material in the
chapter. The reviews are generalgry short, the longest being around
fifteen questions.

Practical Use

Also at the end of each chapter is a short list (often only one item) of
written exercises to hone yomnusic-writing/reading ability.

Parts

Each Part is made up of four to seven Chapters. The division isn’'t
arbitrary. Information in each Partnslated and the reviews come at a
point where a review will do the most good.

Part Review

At the end of each Part is a comprehensive review in the same format
as the chapter reviews. Cross-refeces below the questions allow

you to quickly find and re-read any section that you haven'’t quite
remembered yet.

About the End- of - Section Reviews

After each Chapter and Part is a section which contains questions on the
information presented. Bireviews are arranged @sizzes, but with one
important differenceThe answers are in the mardjifihat’s right, the
answers are right there. How is that supposed to help you? Read on...

The best way to learn is to get imdiete feedback. There is no better

way to get feedback than to have the answer right there with the question.
Of course, this does yao good if you can see thaswer before reading

the question, so you have to cover up the answers yilgive yourself

the quiz. In the back of this bodaka cut-out bookmark with a piano
keyboard on it (if this is abrary book, please photocopy the keyboard
and leave the original for othersdopy as well). Use the keyboard to

cover up the answers while you test yourself.

After you answer the qg&on, simply uncover the answer in the margin
and kiss yourself on the elbow for gig the correct answer. If you didn’t

0: The Chapter Everyone Skips
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get the answer correct, at least youenthe answer right there to remind
you.

Voila. Instant feedback, and your memory of the material is sped right
along.

Once you're confident you know thef@ammation, you can either go on to
the next chapter or take the writtquiz. You can find the quizzes and a
whole lot more in th®asic Music Theorfeaching Packefor more
information go tavww.Questionsink.com/classroomi(that’s the
number one, not the letter “I” #te end of the web address).

Basic Music Theoris meant to be used as a textbook and study guide,
with written work taking place on the blank stgfaper photocopied from
the back of the book. That wayethook may be used over and over
again. Of course, if you’'ve bought this book for your own personal use,
mark it up!

The | cons

Memory Tip

This icon is placed near methods to improve your memory of terms,
notes, and other fun stuff. These little memory tricks will save you a lot
of brain strain.

Basic Music Theory
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Take Notice

This icon is placed near informatitimat is particuldy useful to know.
Heed this information angbu’ll avoid common mistakes.

Theory Geek Alert

This icon is placed near information that isn’t especially necessary, but
might be interesting.

Basic Music Theory. Overview

Chapter 0: General | nformation

In addition to what you've alreadgad, this part will give you an
overview about the book agll as tips on how to study the information.

Part |: Start Me Up

Chapter 1. This section is where fhe begins. And what better way to
start than with something other than music theory! The first chapter is an
ultra-ultra-brief history of writtemusic. It'll be painless, | promise.

In Chapters 2-5 you'll learn the &ia terms and symbols of written

music, how they look, what they nreaand what they do; also in this
section are note names, pitches, and of course the review. You'll be able
to read music in only one or two lessons.

0: The Chapter Everyone Skips
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Part |1: The Clefs

Chapters 6-9. The party continuésthis section you'll find more

symbols (no, not cymbals) used in written music. Chapter 6 covers
general information about clefs, and Chapters 7-9 give you the specifics
of the bass, treble and percussitefs. In four easy lessons you'll
understand what these signs tell you.

| nterlude: Musical Terms

Chapter 10. Time for a break. This Iritele is all about musical terms,
most of which are in Italian. You'learn the terms, what they mean, and
what they tell you to do.

Part 111: You Got Rhythm

Chapters 11-17. This is the longesttRéth 7 chapters, in which you'll
learn about note lengths and how theyelated to each other, several
different rests, time signaturespeethod for counting rhythms, what a
dot does to a note, and triplets.

| nterlude: To Play or Not to Play

Because that last part was so long;ll take another short break. This
Interlude is all about practice. Hde go about it, how to structure it,

how to record it in a journal arah a tape recorder, equipment you'll
need and how to use it, and how to do what must be done to become a
better player.

Part 1V: See Sharp or Be Flat

Chapters 18-21. Once you've got theiba of reading music down, we
go into more advanced conceptsisTéection shows you how to use the
piano keyboard, covershale steps and half steps, sharps, flats, and
naturals, the chromatic scale, enharmonic notes, and key signatures.

Part V: Intervals and Minor Scales

Chapters 23-26. In this section youdarn how to measure the interval
from one note to another, and using that information you’ll learn how to

Basic Music Theory
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construct a minor scale beginning on any note. From there you'll move
on to modes, and finally toweral other types of scales.

| nterlude: Conducting Yourself

Chapter 27. The final interlude. In this Interlude you’ll learn the basics of
conducting, conducting patterns, bodyddacial language, and the work

it takes to become a good conductdso learn how to use conducting
patterns to enable you to write down what you hear.

Part VI: Chords

Chapters 27-30. Here you'll learn abdwiw chords are constructed and
the many different types of chordéu’ll also learn about chord
extensions and the symbols they ud®rd inversions, and several basic
chord progressions.

Part VII: More of the Same

In this final short section are some concepts which go further than when
they were originally introduced. Included are double dots, double sharps
and double flats, faster notes, 6/8 time and odd meters.

Codicils

Teacher Information: A quick summation of tBasic Music Theory
Classroom Packet

Glossary of Musical Terms: Hereethare. A quick reference and not
exhaustive by any means, but yodiid most of what you might be
looking for.

Index: This is a cross-reference tbtlae terms and concepts presented in
the book, so you can find any tomiovered quickly and easily.

Blank Staff Paper: To based for the Practical Usections at the end of
the Chapter Reviews. Please leave the staff paper in the book so others
may use them later. Fefeke to make as margppies as you need. Make
extras. Give them to your friends.

0: The Chapter Everyone Skips
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Piano Keyboard: One side with the notames, one side for you to fill in
later. Also used with the End-&ection Reviews amentioned next.

How to Use the Special Features

The End- of - Section Reviews

What's different about these reviewggthat the answers are right there
with the questions. Also, in case you want to go back to review the

information, there’s a reference (in ithjtty writing) to the page where

you can look at the information again.

The answers are on the right sidele# page, and the questions on the
left. While reviewing the chapter, tmver up the answer, you'll use . . .

The Keyboard

In the back of the book is a pia keyboard template, double-sided with
the keys named on one sigled blank on the other. The keyboard is used
as a bookmark, as a cover for the study guide answers and—can you
believe it?—also as a keyboard. Keep the book useful for everyone,
please photocopy the keyboard if this book is borrowed.

Practical Use

After the Chapter Reviews are Praatit/se exercises, most of which
will be done on the staff paper you've copied from the back of the book.
There may be as many as f@xercises, or as few as one.

Moving On

Okay, enough details. If you've reackth, good job! You'llhave a better
handle on how to get the most out of this book and you won't be at all
surprised or confused about what’s next.

Part I: Start Me Up is next, andetifirst chapter is about how written
music came to be. Hope you like it!

Basic Music Theory
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The Table of Contents in the eBook version c
Basic Music Theory 1st e. hyperlinked.
Navigate the entire book quickly and easily

using the Table of Contents, Book Index and ¢

Cross-References.
$4.95

Learn faster and smarter when
information you need igist a click away.

If you're online, clik anywhere in this message to order
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CHAPTER 1

Prelude

AN ULTRA-BRIEF HISTORY
OF MusICAL NOTATION

History doesn’t repeat itself,
but it does rhyme.

— Mark Twain

In This Chapter

» The Origin of Hearing

* The Origin of Music

* Music Performed

* The Origin of Written Music

Basic Music Theory
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Hear, There, Everywhere

When you hear something you likbank a fish. About five hundred
million years ago fish begao develop the abilitjo sense vibrations, but
not with anything wevould call an ear. Amphibians improved on the
fishy system with sack-like organentaining clumps of neurons devoted
only to sensing vibrations, much likiee ears frogs have today. Birds
improved the design even further.

The ear reached its peak wittammals and the appearanc@ioha, the
fleshy outer ear which funnels sound to ¢behleg one of the many tiny
pieces of the inner edrhe cochlea takes soundrations, converts them
into nerve impulses and sends them to the brain.

Figure 1.1 Cutaway of the ear showing the pinna (owar) and the cochlea within the inner ear.

Cochlea

It took over one hundred million genemts of critters te@volve an ear
capable of hearing the ecstasy of BhMinor Mass the groove oEnter
Sandmangr the blistering Bebop of Charlie Parker.

With this wonderful ability to heait’s no surprise that we humans began
to organize sounds into patternglefthm and pitch. That's music. A
guestion that will remainnanswered forever is what the first instrument
was. Some say drum, some sayceoibut we’ll never know for sure.
Maybe it was something completely different.

Prelude: An Ultra-brief History of Musical Notation
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Music Performed

From the very beginning, music witsked with magic and shamanism,
and still is. Wherever you find aaman, you’ll probably find a drum.

Music has magical powers. It can transport you am@ltered state, heal
sickness, purify the body and mind, and work miracles in nature. In the
Old Testament David cures Saul'sanass with a harp, and the walls of
Jericho were brought tumbling down by horns.

Figure 1.2 Rembrandt’s painting)avid and Saylc. 1658.

You may scoff at such primitivisnbut do it softly and don’t let anyone
hear you. Recent discoveries are simgwhat such ideas are not so
cracked as you might think. Don’t believe me? Okay, here are some
examples:

Imagine. It's night. A cavern beginsfith with creatures which normally
keep distance between themselaed the others of their kind. They

rarely touch. Tonight, because of sound, they will experience an altered
state of being.

Soon there will be ten thousandtbém. Then twenty thousand. Thirty.
More. Tonight they will crush together and dance to the music. On a
raised platform, anywhere from threeea dozen people stroke or bang on
or breathe into instruments whiphoduce complex rhythms and pitches.
The sound causes us humans to behagevay that’s different from the
everyday norm, especiallyvfe really like the band.

Basic Music Theory
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Here's another scenario.

You've had a long hard day andwarrive home exhausted. At home
loud and annoying music plays—sadimiag you really hate, like your
dad’s vinyl Barry Manilow, or youkid’'s Megadeth Live! CD—and it
grates and grinds on your nerves.

Once it’s turned off, you heave a deep sigh and a peacefulness settles
over you. You put on some of your favorite music—say that Barry
Manilow record, or maybe that rockin’ Megadeth Live! CD—and the
relaxation deepens.

Music therapy has shown positivesudts in those undergoing cardiac
rehabilitation, and drug rehabilitation. Bia has also helped sufferers of
asthma, depression, high blood pressamgraines and ulcers. Music can
help with the production of melatonign) important chemical in the body.
The use of music therapy in healings gained much credibility and its
use is increasing.

Or how about this:

You listen to the Mozart pian@sata in D, and when it's over your
spatial reasoning intelligence has jumped up several points. You're
temporarily smarter! Music does affect the brain.

There’s more:

A trained singer breatsaleeply, begins a noéad holds it. She sings
with power and confidence and dtgr The note is high and clear and
like a laser beam. A tall empty @mpagne glass sits on a stool nearby
and begins to vibrate with the eei. The voice grows louder. The glass
begins to tremble. Then it expla&lm a shimmering cascade of shards.

Jane Goodall, the famous chimpane&pert, relates a story about a

chimp who discovered that bangingohempty gasoline cans together
makes a terribly wonderful rackénh a few days of banging the chimp
had become the dominant malettoé group. A percussionist’s dream.

There is power in sound.

These are only a very few examples of the strange power of music. There
are many, many more which you can learn about by reading Don
Campbell's bookThe Mozart Effecor take a gander atww.amc-
music.com/brain.html

Prelude: An Ultra-brief History of Musical Notation
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How long has music been around? Nobody really knows, but we all
suspect it's been with us from the beginning.
Figure 1.3 LEFT: 35,000 year old mastion bones with nr&ings for resonance points (places where it

sounds really good to hit). This bone xylophone was found with two bone fRutasr : A
figure from North Africa playing the talking drum, one of the oldest forms of communication.

Use your imagination to think abowhat the very first musical
experience was. You have aboutrasch chance being correct as anyone,
and it's fun to imagine.

Sound and music have been with us from the beginning. And, being the
creatures that we are, it was oalynatter of time untive developed a
written language which could recatttese rhythms and pitches so that
others could make them too.

Just like with language, music exidt®r a long, long time before it was
written down, and some think music existegforespoken language.
Music was taught by rote, which meacopying what another has played
or sung. No need to read musicstjaopy the sounds, the fingerings, or
whatever. It's a method that takes adbtime but work well and many,
many people still learn this way.

But with a system of wiihg, a song could be steat with an audience far
away, played by a musician whoutd read the lines and squiggles
created by someone she has never met.

Basic Music Theory
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Writing Down the Bones

Our western tradition of written rsic—what you’re about to learn—has
only been around a thousand years onsoyery long at all in the grand
scheme of things.

There are older traditions of writtenusic. Ancient Hindus and then the
Greeks made use of the letters @ittalphabet to write out music; the
Persians used numbers and a kindtaff with nine lines between which
the numbers were written; the Clase used special signs for their
pentatonic scales.

But it wasn’t until around 500 AD thate see the first glimmer of written
western music.

Around this time livedBoethius a Roman poet and philosopher who
wrote a famous Latingatise on music which watudied throughout the
Middle Ages. In it was the first use bétin letters to represent musical
sounds.

Monks in the monasteried the Catholic Churcktudied this treatise by
Boethius and improved upon hieas for their own system.

After a few hundred years, in additiomletter names fonotes, a system
of neumes(pronouncedhooms from the Greek word fagign) were
invented. Neumes are sigwsitten above the texif a song which show
note length, pitch, and movement from one note to the next.

After a while, neumebegan to be written ompove, or below a single
line. The line represented a specgitch. A neume written above the line
was higher in pitch than a mme written below the line.

Around 1,000 AD many innovations written music came to be.
Though it isn’t clear who invented the@uido di Arezzas given most
of the credit. He was a Benediaimonk who was thrown out of his
monastery for his radicatinovations in music. Itbelieved that he didn’t
actually invent the staff, but ineased the lines from two to four.

We're lucky he got kicked out ¢ifie monastery because it caused his
ideas to be spread more widely. Aftee had an audience with the Pope
who recognized Guido’s skill, his monastery wanted him back.

Prelude: An Ultra-brief History of Musical Notation
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Figure 1.4  LEFT: 9th Century manuscript with neumes written above Ru@HT : 12th Century
manuscript with two linesyjeumes, and text.
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Guido di Arezzavas definitely responsible for adding more lines to the

staff, and he was also thought to have invente&thidonian Hand a
system for singing together. He would point to specific places on his
upraised hand which indicated a sfieanote. This allowed a large
number of monks to sing togethé&€he following example on the right
shows the notes from low to high, starting with the thumb.

Figure 1.5 Two versions of the Guidonian Hand. Notice the 4-line staffs on the left example.

Up until this time most music wasonophonic which means it had only
one part, usually vocal. All of the raigal examples which survive from
this time come from the church. Theverepopular secular (non-
religious) musicians arourat the time, but theyweren’t writing down
what they played and so there is almost no record of it.

Basic Music Theory
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An example of monophonimusic is a type of song callegkin chant
Some of the first examples of weh western music are plain chants.
They sound more like inflection thamging and are stiised in Roman
Catholic churches today. Eventlyahll those monks got bored with
singing one-line music and beganadd other parts. Music was
becoming more complex.

Music with more than one part is callpdlyphonicmusic. Polyphonic
music soon became popular in the mosmass, but was difficult to write
out.

Because polyphonic music is more complex than monophonic music, it
was necessary to add more lines to show the other voices. This is where
Guido d’Arezzacomes in. He expanded the §taffour lines. Soon after

that a fifth line was added.

Over the next five hundred yearsngoosers experimented with different
systems of writing music. It was itten in elaborate shapes and some
times with a six-line staff. Byut 1500 we arrived at a system which
has remained nearly unchanged until today.

Figure 1.6  LEFT: 4-line staff. MIDDLE : Heart-shaped stafRIGHT : 6-line staff.
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The Future

The spirit of experimentation withrritten music still exists. Modern
composers like John Cage or@ten Reich use notation which is
radically different from what you'll learn in this book.

Prelude: An Ultra-brief History of Musical Notation
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Figure 1.7 LEFT: Part of John CageRiano ConcertoRIGHT : Extension No. by William R.
Maginnis, 1964.
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Music, like any languageyvolves over time. Maybea another thousand
years we’ll be reading music balsen smells. Whé&nows? What dgou
think music will look like andsund like in another thousand years?

Moving On

Now that you have a general idea of thigins of written music, it's time
to get down to some specifics.

In Chapter Two you’ll learn about tis¢aff: how it's made and what it's
used for in music.

Basic Music Theory
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LINES, LINES, EVERYWHERE
THERE'S LINES

All music is folk music. | ain't never
heard no horse sing a song.

— Louis Armstrong

In This Chapter

The Staff
Lines
Spaces
Study Guide

Basic Music Theory
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The Staff

Music is written on ataff (plural stave$ which is five hoizontal parallel
lines. The five lines createur spaces between them.

Example 2.1 Blank staff.

Lines and spaces are numbered from bottom to top.

Example 2.2 Staff with lines ad spaces numbered.

lina O
TH

e 4 Space 4
e space 3
liae 3 o space 2
linet space 1

Theory Geek Alert

When things are counted in musistaif lines, degrees of a scale,
intervals, even the strings of a guitar (don’t worry if you have no idea
what some of these things are)— theyh@ayscounted from the
bottom up.

Memory Tip

The following exercise works. It mdgel a little silly, but kinesthetic
learning—Ilearning with your body— works.

Take your hand—Ileft or right—and piitup in frontof your facewith
the palm toward yauPretend your fingers aregthines of the staff. The
spaces between your fingers aregpaces of the staff. Pinky is line
one, ring finger line two, middlerfger line three, index finger line
four, and thumb line five. Betwesmur pinky and ring finger is space
one, etc., etc. Touch eafihger and say the numbef the line. Do the
same with the spaces.

2: Lines, Lines, Everywhere There’s Lines
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The example below shows a right hand. The only difference between
this example anglour hand is that you mightse your left hand, and
your hand will probably have more skin on it.

5th line

'\‘"E;'-‘s;
4th space

4th line———— & S0

3rd spac 3
3rd line——— £ el
2nd space .

2nd line — LR =t
st space i
1st line AR Y _
Moving On

So much for the staff. Pretty simge far, right? Stick with it, because
most of music theory is pretgasy to understand as long as you've
mastered previous chapters.

Coming up next is Chapter 3 in whighu’ll learn about more lines that
are used in written music: bar lineguble bar lines, and leger lines. It's
all pretty easy stuff, but you probably guessed that.

Chapter 2 Study Guide

1. How many lines make up the musical staff? 1.5

2. How many spaces in the musical staff?

Basic Music Theory
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3. Using a separate sheet of paper and a pencil, draw
a musical staff like the one below.
Hint: use a straight edge if you want it to be neat.

4. What is the number of the bottom line? 4. One
5. What is the number of the top line? 5. Five
6. What is the number of the bottom space? 6. One
7. What is the number of the top space? 7. Four

Practical Use

1. Hold your right hand up in front of yourdea. Use the other hand to count the lines
(your fingertips) starting with the finger clest to the floor as “1.” Count the spaces
between your fingers the same way.

2. Draw three five-line staves, each one a d#fersize. Draw in your own type of notes
and be as creative as you want to be. Try to discover which size staff works best for yc

3. Photocopy the staff paper in the backhog book (make at least 20 double-sided
copies), and use the magnification button andbpier to make the staves bigger or
smaller as you see fit.

4. Hole-punch the copied blank staves and neakader for yourself. You will use it to
keep track of your progress. For lesoef blank manuscript and guitar tablature
notebooks are available commercially.

2: Lines, Lines, Everywhere There’s Lines
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CHAPTER

MORE LINES

Can we ever have too much of a good
thing?

— Cervanteshon Quixote

In This Chapter

Bar Lines
Double Bar Lines
Measures

Leger Lines
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No Holds Barred

Bar Lines and Double Bar Lines

To make music easier to read, the staff vsdaid into sections byertical lines calledbar lines
There are two types of bar lines.elsingle bar line is a single thine from the top line to the
bottom line. Bar lines simplgtivide up the staff intemall sections which are ®ar to read. Think of
bar lines as punctuation: you don’t hear thdrmay're there to help with the reading.

Thedouble bar linemarks the end of a section, or the end gbng. It has a regular-sized line in
addition to a thicker linelose by to the right.

Measure

The area between two bar lines is calledemsure or a bar. To avoid coasion, from here on, I'll
call them measures. The staff below is dividdd four measures. Begse some measures may
have more notes in them than athehe space between bar lines didsve to be equal (notice the
first measures a bit longer).

Staff 3.1 Staff with bar lines, double bar, and measures marked.

bar line bar line bar line bar line double bar line

measure 1 measure 2 measure 3 measure 4

What? More Lines?

Learning Leger Lines

Most notes are written ondtstaff, but some notesednigher or lower than the staff can show. When
a note goes beyond the range of the staff (higher or lower), small horizoesahiie used to show
where the staff would be if it had more tHare lines and four spaces. These are cd#gdr lines
(sometimes spelled “ledger lines”).

The words “leger line” appeareatound 1700, though the practice of writing leger lines is older. To
keep music from looking cluttered, leger lines areeneised unless they'with a note. Below are
some examples which use thdiferent kinds of notes, but dmvorry about them—you’ll learn
what they are soon.

The last two measures show exire examples which you’ll rarebee, but give you an idea of
what's possible.

3: More Lines 28



Staff 3.2 Four measures déger line examples

11111

ff%ii
s
F

Moving On

Not too tough, was it? When talking about musay'{f often hear the terms you learned in this
chapter: bar lines, double bandis, measures, and leger lines.sBee you know the information in
the Chapter Review before you go on.

Coming up in Chapter 4 you'll leaabout space and line notes &gy the highness or lowness of
a note is shown on a staff.

If you keep at it, you'll find all the chapters are this easy.
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Chapter 3Study Guide

1. What is a bar line used for? 0. Divides the
) staff into mea-

2. Where is a double bar used? sures. Makes
. . music easier to

3. On another piece of paper draw a staff. Make it a read.

fairly long one.
0. The end of a

4. Divide the staff into four measures (they don’t have section and/or

to be equal length). The bar line should touch the the end of a
upper and lower lines of the staff without going song.
over.

5. What are leger lines?
6. What are leger lines used for?

7. Draw in some leger lines both above and below
your staff. Draw some notes on your leger lines.
Use any kind of note.

5. Small lines
above and
below the staff

5. Used for
notes that are
higher or lower
than the staff

Practical Use

1. Divide a staff into 4 equal measures. Use an entire line of staff paper for these 4 measures. Do the same thir
more times (you should have 12 ma@as total), and put a double-bar letethe end of the last measure.

2. Draw in some leger lines. Use real notes like the ones in example Bi2eiryour own. Better yet, do both!
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CHAPTER

THE WIND-UP AND THE PITCH

You cant think and hit at the same
time.

— Yogi Berra

In This Chapter

* Space notes
* Line notes
» High and Low
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Spaced Out and Lined Up

Notes on the staff will be eithepace notesr line notes A space note is any note which rests
within a space of the staffithout crossing over a liné\ line note is any note split through the
middle by a line. Notice in the exaneglthat I've included leger notes.

Practice on the Blank Staff

In the back of the book are two pagéblank staff lines. Please doméar them out so that others
may also use them. Photocopy bienk staves and prée writing out thedgchniques and symbols
you're learning. If you write them down you’ll be more likely to remember them.

Space Notes

A space note fits within a space on the staff (or between leger ixidg}t, it might be tough to
draw a note exactly in the space, but keep at it. If you go over the line, your space note may look
more like a line note.

Staff 4.1 Space notes, low to high.

I

[ § ]
[ § ]

; O
Line Notes

Line notes have a line going tugh their middle. When you draw adi note be sure the line goes
through the middle of the note hetrwise it might look more lika space note, and that can be
confusing.

Staff 4.2 Line notes, low to high.
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Ah, Togetherness

Line and spacaotes alternate, one after the other. Aftéine note comes a space note, and after a
space note comes a line note. | know that’s redundadtl said it twice, but it's important. Here’s
what it looks like:
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Staff 4.3 Line and space notes combined, low to high (thereates both higher and lowthan those shown here).

0
0

¢
o
¢

[ & ]

The High and the Lowly

Pitch is not only something you find in a tree ancédtaseball game. As it relates to sound,
Webster’s definition of pitcis: the property of a sound and espelsia musical tone that is
determined by the frequey of the waves producing on’t you sometimes jugtate dictionaries?

What pitch means imusic is the highness or lowness of a sound or note.

If the pitch of one note is higher than anothewiit be written higher upn the staff. And if one
note’s pitch is lower than another’swill be written lower down on the staff.

Staff 4.4 Examples of low and high.

=%
-y

[ § ]

This note is higher than ................... this one. hisote is lower than ................. this one.

Moving On

Okay. You should now have a good handle ondiné space notes and how pitch is shown in
written music. Is it all clear? Be sure you’ve got it before you move on.

Coming up in Chapter 5 you'll learn the musical alpgtaand how these letteames are applied to
the lines and spaces and leger lines of the statff.

Chapter 4 Study Guide

1. What is a line note?

1. Any note with a line
2. What is a space note? through it
3. What does pitch mean in music? 2. Any note lymfp?cg
4. If one note’s pitch is higher than another, it will be

) 3. The highness or low-
written on the staff. g

ness of a note

4. Higher
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5. If one note’s pitch is lower than another, it will be 5. Lower
written on the staff.

6. In the examples below:

o
D -
49
O ©
A B C D E F
Note A is than note B.
Note C is than note D.
Note E is than note F.
7. In the examples below:

6. lower

o © higher

[®) © lower

© o
G A B C D E

Note Gis _ than note A.
NoteBis__ thannote C.
NoteDis  thannote E.

7. lower

higher

higher

Practical Use

1. In the 12 measures you made in the last chapter,idragveral notes per meas. Vary the highness and
lowness. Use leger lines. Gaadligh your example and identify lowand higher from note to note.

2. On a blank staff, draw in all the line and space niotes one leger line below the staff all the way up to one
leger line above the staff.
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Home, Home on the Ranges

those unless you want to.

There are many symbols below iafhyou don’t know yet, but don’t worry about that for now.

You'll learn them soon.

Range refers to the notes an instant is able to playrom lowest to highgt. Each example below
shows the range of an instrument from its lowest note to its highest note. There are some exceptio
like pedal tones (very low notes) for brass, a lof& for a flute, you can put your foot into the

bell of a baritone sax and gehalf step lower, and other suticks, but for now don’t worry about

Since voicas an instrument, I'll show vad ranges first. I'm doing thisostly to show you that all

instruments use leger lines. You didn’t believe me, did you?

While you look at these examplesmpare the ranges of the instrents. Notice that the highest
note for a soprano is higher than the highest note faltanor notice the guitar is able to play lower

than the violin.

Staff 4.5 Ranges for Voice: Sopno, Alto, Tenor, Bass

= | o )
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| 4
\;jr Z / AN37 7 - —
o — g o
— bo
Staff 4.6 Ranges for: Violin, Guitar, Bass.
O
-©O- —
/: / J— O
i i 0 Pl
il 7 .
Vi [ .
A3V i 7 ~
o — :/ o
v v 8vb
Staff 4.7 Ranges for: Trumpet, Alto Sax, Flute, Bb Soprano Clarinet.
O o g O
/= == =
L i A Vi
[ Vi Vi
[ i [ i
A3V 7 7 7 7
— o o =/
# ©- o
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A NOTE BY ANY OTHER NAME
WOULD SOUND AS SWEET

Sweetest melodies
Are those that are by
distance made more sweet.

— WordsworthPersonal Talk

In This Chapter

» The Musical Alphabet
* Note Names
* Naming Leger Line Notes

Basic Music Theory
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What's in a Name?

You'll be happy to find you only nedtie first seven letters of the
alphabet for music.

The music alphabet usés B, C, D, E, F, andG. You'll never find an
“H” in music, or a “Q”, or anything other thakathrough G. This is one
of those few rules that ha® exceptions

Remember when we talked aboudiand space notes coming one after
the other? If not, see “Ah, Togetherness” on page 32. The notes are
named alphabetically when the notes aritten one aftethe other (line-
space-line-space, etc.).

Round and Round

But wait a minuteyou’re saying, knowthere are more than seven notes
in music. There are at le¢a&88 on piano keyboard. What dheir names?

Good question. Afte6, the pattern begins again wigh Below is an
example showing this.

Don’t worry about the things you see that you don’t know yet, like the
funny-looking symbol at the beginning thfe staff; you'll learn it in the
next chapter. Focus on the letter names and how they work.

Example 5.1 Note names in the treble clef. Notice thedetthange from the 8mote to the 4th note.

o—©

o> [ § ] -
©

[ § ]

%
e

E

Remember Leger Lines?

Notes on leger lines or spaces armad the same way. Following is an
example with leger lines below the8t These are the first 8 notes for
both guitar and clarinet. Again, don’t wg about the things we haven't
gone over yet. Focus on the note names only.

5: A Note by Any Other Nae Would Sound as Sweet
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Example 5.2 Leger line note names below the treble clef staff.

> © © *©
G A B C

md ||
m /|

And here are some examples of leljge note names above the staff.
Notice there is a different loopy symhatlthe beginning of this music.
Not to fear, you'll learn what thas soon. For now you can ignore it.
These are notes you mightdiin trombone music, ettric bass music, or
bassoon music.

Example 5.3 Leger line note names above the bass clef staff.

©

1l

=

Moving

On

Not much to note names, is there? Just remember that A-G repeats over
and over and that’s all you need. Madtee you know the information in
the Chapter Review before you go on. Shouldn’t be too hard.

This is the end of Part $o after the review for th Chapter there is a big
fat study guide for all of Part I. @e you've got that info learned, go on
to Part Il, which is all about efs (those odd-looking symbols at the
beginning of the staff). Good luck!

Basic Music Theory
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Chapter 5 Study Guide

. What letters are used to name notes in music?

. What letter comes after G?

. What kind of note comes right before or after a
space note?

. What kind of note comes right before or after a line
note?

. Write out five times, “After G comes A.”

. Can you think of a better system for naming notes?
How about using colors? Shapes? Textures?
Tastes? Smells? Numbers?

Practical Use

1. ABCDEFG

3. Aline note

4. A space note

1. Say the letters A-G in a repeatedp as fast as you can. Do the same
thing backwards. Say eweother letter: A, C, E, G, B etc. Think up

another way to sathese seven letters.

2. Write the 7 letters out in as mapgtterns as you can think of. Make

shapes with the letters. Be creative with them.

5: A Note by Any Other Nae Would Sound as Sweet
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Whew! You Made It.

These pages can be used toyest memory on what you've learnedfart I, and if some of the
information hasn’t stuck, you can go back ahéck it out on the page indicated below the
guestion.

As with the chapter reviews, use your keyboard to cover up the answers while you test yoursel

When you think you've got it all dony either take the test Basic Music Theory Quiz Booér
go on.

The Review

1. How many lines make up the musical staff? 1. 5
page 24

2. How many spaces in the musical staff?
page 24 2. 4

3. Using a separate sheet of paper and a pencil, draw
a musical staff like the one below.

4. \What is the number of the bottom line?

page 24
. . 4.1
5. What is the number of the top line?
page 24
55
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10.

11.

12.

13.

14.

15.

16.

What is the number of the bottom space?
page 24

What is the number of the top space?
page 24

What is a bar line used for?
page 28

Where is a double bar used?
page 28

On another piece of paper draw a staff. Make it a
fairly long one.

Divide the staff into four measures.

What is a leger line?
page 28

What are ledger lines used for?
page 28

Draw in some ledger lines both above and below
your staff.

What is a line note?
page 32

What is a space note?
page 32

Part Il Review

8. Divides the staff
into measures

9. The end of a
section or song

12. A small line
above or below
the staff

13. Notes that are
higher or lower
than the staff
shows

15. Any note with a
line through it
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17. In the example below:

16. Any noteina
Note A is than note B. space
Note C is than note D.
Note E is than note F.
page 33
o

D -

49
O ©

A B C D E F

18. What letters are used to name notes in music?
page 38

17. lower
higher
19. In the musical alphabet, what letter comes after lower
G?
page 38

18. ABCDEFG

19. A

Basic Music Theory
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20. In the example below:

Note G is than note A.
Note B is than note C.
Note D is than note E.
page 33
© [ ]
T ©
et ©-
G A B C D E
20. lower
. . higher
21. What kind of note comes right before or after a higher
space note?
page 32

21. Aline note

22. What kind of note comes right before or after a
line note?

22. A space note
page 32

Moving On

Okay. That was pretty painless, | hope. Oncelyaxe this information stored in your
little gray cells, take the quior move on to Part IClef Notes

Part Il is the shortest Part of the booknihich you'll learn about clefs, the odd-looking
symbols you've been seeing at the beginning of a staff.

Part Il Review
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PART TWO

Clef Notes

In This Section You Will Learn:

* Clefs in General

» Treble Clef
» Bass Clef

* Rhythm Clef



SolUt Press

www Sol-Ut.com
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CHAPTER

GOING OVER THE CLEF

Sometimes it takedang time to play
like yourself.

— Miles Davis

In This Chapter

* What is a Clef?
* What a Clef does
* Types of Clefs

Basic Music Theory
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What's a Clef?

A clefis a symbol used at the begingiof a musical staff to tell the
reader which letter name goes withich line or space. The wootef
didn’t show up until around the middle 1500s. G$edt French word that
meansgkey as in, “Hey man, whdteyare we in?”

In early music, a letter was written at the beginning of the text of a
plainchant (remember monophonic musicpage 19?). The letter told
the singer which note to start on.

Around 1000 AD some bright soul thoudbtdraw a line from the letter

all the way across the page. Thendduili Arezzo added more lines and
we had our staff. Over time, composers made that beginning letter more
and more fancy until it no longer loakédike a letter aall. That was
probably when somebody in Francdhe middle of the 1500s decided to
call them clefs.

There are several different kinds of clefsclefs treble clef bass clef
andrhythm clef(also called th@ercussion clef. We’'ll only be learning
the three most common ones: treblkef,dbass clef, and the rhythm clef.

Example 6.1 The Clefs.

| ————

S

C Clef Treble Clef

2=

Bass Clef Rhythm Clef

Each clef has something which stthe letter name of one line.
Because you now know how letter nanage used in music (A through
G, right?), you can figure out what tlle other letters are for that staff
once you know the name of one lindl. $how you how when we look at
each clef in its own chapter.

6: Going Over the Clef

48



For now, just remember a clef points to and names one line of the staff.
I'll show you all the gory details vén we go over each clef in its own
chapter.

The Clefs

Some clefs are used more frequettign others. We'll get the odd ones
out of the way first so yodan forget them more quickly. You'll rarely (if
ever) need them, unless you're a viola player.

C Clefs

I5

TheC clefisn’t used much any more, except by viola players and
occasionally trombone and bassoon players.

It's pretty easy to imagine the symbol looks like the leftewhich is
what it used to be. It's also obviowsich line is being indicated. That
big arrow pointer in the middle is what tells you which line or space is
C.

The C clef is different than othelefs and can be confusing at first
because it's anoveable clefDepending on which line the clef

indicates, the name of the clefdsferent. Confused? Don’t worry

about it. You don't really need to know much about these clefs, but you
should be able to generally identify them and know what they do. In
case you already forgot, they’re C clefs.

| couldn’t resist, so here are the names of the different C clefs. Feel
free to forget them immediateligxcept maybe you should remember
that the alto clef is used by viola players.

Example 6.2 The four types of C Clefs.

= b= B B

Soprano Alto Tenor Vocal Tenor

Clef

Clef Clef Clef

Basic Music Theory
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Treble Clef

This is the most common clef. Remember up above when | said each
clef has something about it which tells the letter name of a line? Well,
with treble clef, it’s the inneobp which circles the second line and
gives it a name.

What name, you ask? All in good timéo need to rush. You'll find
out soon.

What letter does the treble cleblolike? Take a guess now and see if
you're right. You'll find out all tese niggling details in the next
chapter.

Example 6.3 The treble clef. Notice how thener loop circles the second line.

2nd line

Treble clef is used for instrumentsth a high pitch. Some of them are:
piccolo, flute, clarinet, oboe, guitaviolin, French horn, saxophone,
trumpet, and piano.

Bass Clef

The second most common clef. The bass clef uses both the head (that
bulbous part) and those two dotsridicate which line it names.

The bass clef was also once a letter. Which one do you think it was?
We’ll go over the details in Chapt8r The only thing to remember at
the moment is that both the headlu# bass clefral the dots indicate
the fourth line.

6: Going Over the Clef
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Example 6.4 The Bass Clef. The bass clef indicates the fourth line.

2=

Bass clef is used for instrumemtgh a low sound. Some of them are:
tuba, cello, double bass, trombobassoon, electric bass, and piano.

4th line

Because of their large range between high and low, keyboard
instruments like piano, organ, and synthesizetaglethe treble and
bass clefs.

Rhythm Clef

This is a clef which shows rhythmsot pitches like the other clefs.

The real name for this clef is tiheutral clef. It's also called the
percussion clebecause it's used by percussionists and drummers and
other instruments that produce a sotimat isn’'t a clear pitch. These
types of instruments are t&d non-pitched instruments.

For clarity’s sake, from hermn I'll call it a rhythm clef.

Example 6.5 The Rhythm Clef. Notice how this cle&refully avoids indicating any one line?

All the other clefs show the lettaame of a line except the rhythm
clef. Because the instruments thae this clef have no clear pitch,
there’s no need for letter names. The rhythm clef was never a letter.
Sound simple? Well, it is and it isnWe’ll go over the details of this
clef in Chapter 10.

Basic Music Theory
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Some instruments that use rhythrafare: drum set, small percussion
(tambourine, maracas, claves, triangibra-slap, guio, etc.—the list

is nearly endless), snare drums®arum, and anything you can hit to
make a sound. A percussionigtistruments are everywhere!

Moving On

Okay, once you've got the general distaf clefs down, you’'ll be ready
to chew more deeply into the juicyesgifics of each clef. We’'ll start with

treble clef in Chapter 8.

Chapter 6 Study Guide

. What did clefs used to be?

. About when and where was the word clef first
used?

. What does a clef do?

. What are the three most common clefs?

. Which line does the treble clef name?

. Which line does the bass clef name?

6: Going Over the Clef
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beginning of a
piece of music
indicating a
specific note.

. Mid-1500s,

France

. Names a line of

the staff, thereby
setting the names
of the other lines
and spaces.

. Treble clef, bass

clef, rhythm clef.
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7. Which instruments use the rhythm clef? 7. Drums and other

non-pitched
instruments.
8. Which line does the rhythm clef name?
8. None.
9. On any scrap of paper, draw five treble clefs.
10. On the same piece of paper, draw five bass clefs.
11. On the same piece of paper, draw five rhythm
clefs.
12. Name two instruments which use treble clef.
12. Some
possibilities: flute,
13. Name two instruments which use bass clef. piano, guitar,

trumpet, sax,
piccolo, violin, F
horn, oboe,

14. Go make yourself a snack. clarinet, accordion

13. Some
possibilities:
trombone, tuba,
piano, bass guitar,
acoustic bass,
electric bass,
bassoon, baritone,
euphonium,
timpani/kettle
drum, double
tenor steel drum...

14. Something with
cheese in it

Basic Music Theory
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Practical Use

1. On your copied staff paper draw a lioktreble clefs, a line of bass
clefs and a line of rhythm clefExperiment. See how fast you can make
each one and still have it look like a clef.

2. If the 4th line is F, namall the other lines and spaces.
3. If the 2nd line if G, name all the other lines and spaces.

4. Invent your own clef.

6: Going Over the Clef

54



NO TROUBLE WITH TREBLE

The flute is not an instrument which
has a good moral effect; it is too
exciting.

— Avristotle,Politics

In This Chapter

The Treble Clef

The LetteiG

Notes on the Treble Clef Staff

Mnemonic Devices for Lines and Spaces

Basic Music Theory
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Golly G

Okay, I'm sure you're dying of suspense. Trable clefused to be the
letter G.

You can kind of see its “g-ness”yibu use some imagination. The treble
clef is also called th& clefbecause it shows where the note G is on the
staff.

The inner loop of the tréd clef circles the send line and thus names it
G

Example 7.1 The treble clef, languidly looping line two.

Once you know where “G” is, use the sital alphabet (A-G) to fill in
the rest of the notes. Remember that when naming notes in order, the
notes go: line, space, line,a&e, line, space, etc. Like so:

Example 7.2 The treble clef note names, alphabetically from the bottom line to the top of the staff.

%
e

o O

- %
[ %] -y

m @

_n
@ |¢
>
oy}
O
O
m
M
®

What? You Want it Easier? Okay.

Instead of memorizing that lorsgring of letters above, you can
memorize two short strings of letters. Five letters for the lines, and four
letters for the spaces.

A mnemonic devicavill make it even easier.

7: No Trouble with Treble
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A What Device?

Mnemonic (the first m is silenfame from a Greek word meanitoy
rememberA mnemonic device is a trick you can use to remember a
long series of things—qgoeery lists, test answeor, in this case, note
names.

Use a mnemonic device to learr thames of the lines and spaces.
Usually the sillier, crazier or virgler the sentence you make up, the
easier it is to remember.

Mnemonics for Treble Clef Lines

Example 7.3 The treble clef line-names.

S
()

¢

®

v E G B D F
Empty Elephants  Every
Garbage Go Good
Before Backwards Boy
Dad Down Deserves
Flips Freeways  Fudge

Basic Music Theory
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Mnemonics for Treble Clef Spaces

Example 7.4 The treble clef spaces.

F A C E
F Farting Frequent
A Always Asking
C Causes Can
E Enemies Enlighten

Take a couple minutes to come up with your own mnemonic device. If
you make up your own, you're more llix¢go remember it. But, if
nothing comes to you, memorize one from above that you like.

If you come up with some good ones, send them to me:
jonathan@Questionsink.comand I'll put the best ones in the next
edition ofBasic Music Theorgnd give you credit for your ideas.

Moving On

Because so many instruments use treldg it's important to learn this
clef even if you're instrument as another type of clef. Once you
understand this clef and hat\snames the secondh&, you'll be ready for
Chapter 8, which shows you all the fascinating details of the bass clef.

Chapter 7 Study Guide

1. What letter did the treble clef used to be? 1. G

2. The inner loop of the treble 2. 2nd
clef circles which line?

7: No Trouble with Treble
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3. What is a mnemonic device? 3. A trick to improve

memory
4. What letter name does the treble clef give to the 2nd 4G
line? '
5. On a piece of blank staff paper, draw a dozen treble
clefs. Try them in different sizes. Try to loop the
second line of the staff.
6. What is another name for the treble clef?
6. G clef
7. What are the names of the treble clef lines?
7. EGBDF
8. What are the names of the treble clef spaces?
8. FACE

9. What is your mnemonic device for remembering the
lines of the treble clef staff?

10. What is your mnemonic device for remembering
the spaces of the treble clef staff?

Practical Use

1. Put yourright hand up in front of your face, palm outward. Use your
left hand to point to e fingertips and “valleysdf the right hand fingers.
Say each line/space name as you touch it.

2. In your notebook of staff paper, write in the line and space numbers.
Draw a treble clef and then write tberrect letter names in the lines and
spaces. Also name two leger lines above the staff, and two leger lines
below the staff.

Basic Music Theory
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THE BASS OF THE CLEF

Never look at the trombones. You'll only
encourage them.

— Richard Strauss

In This Chapter

» The Bass Clef

* The Lettefr

» Names of Bass Clef Lines and Spaces

* Nmore Mnemonics for the Lines and Spaces

Basic Music Theory
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This Clef is Not a Fish!

Remember clefs used to be letters way back when? Nk, clefis no
exception (by the way, this bass is not a fish. This kind of bass is
pronouncedas§.

The bass clef used to be the lefaintil those nutty artistic-type
composers kept messing with it, kirgg it fancier andancier until we
got what we have today, somiettp that looks nothing like alR And
even though it looks nothing like &nit’s called theF clef because it
shows us where the ndtes on the staff.

Example 8.1 The bass cleih all its bulbousness.

The bass clef tells us thidite fourth line is ak in two ways. The first
way is the head of the clef, the roundt the top left of the clef. It's
smack-dab on the fourth line. In cdbat isn’t enough, there are also two
little dots which straddle the fourtime as if they’re saying, “Hey! Hey
You! This is an F!”

Example 8.2 The bass clef as it sits d¢ime staff. Notice the 4th line?

2=

8: The Bass of the Clef
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Okay, you know the drill. Now that woknow the name of that one line,
you can apply the musical alphabeatbthe spaceskave and below it.

Example 8.3 Note names on the bass clef staff.

-2

£
[ %] -y

C D E F G A

(9 )
A

o)

B

Nmore Mnemonics

Here are some more memory tricks to remember the bass clef line and
space names.

Mnemonics for Bass Clef Lines

Example 8.4 The bass clef lines.

= o e —
4 o —
G B D F A

Good Great Goofy
Bubbles Big Babies
Do Dinosaurs Do
Fizz Fight Funny
Always Always Acts
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Mnemonics for

Example 8.5 Thebass clefspace names.

Bass Clef Spaces

—o) o) —
. [ & ]
[ & ]
A C E G
A All All
Cat's Cows Cars
Eyes Eat Eat
Glow* Grass Gas

Moving

*Created by Erin Downey of Big Lake, Alaska.

Make Up Your Own

Take a couple minutes to make ygur own mnemonic device for the
bass clef lines and spaces. If you mga&er own, and make it wacky, it’ll
be easier to remember.

Send good ones to menathan@Questionsink.com I'll put the best
ones in the next edition of thimok and give you credit for them.

On

Even if you're instrument uses a difént clef, it's still good to know bass
clef. Once you've got inemorized, you're ready f&Chapter 9 in which
you'll learn about the rhythm clef.

8: The Bass of the Clef
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Chapter 8 Study Guide

. What letter did the bass clef used to be?

. Which staff line goes between the two dots of the
bass clef?

. Which line is the bass clef head on?

. What letter name does the bass clef give to the
fourth line?

. On a scratch piece of paper, draw a dozen bass
clefs. Don't forget the dots!

. What are the names of the bass clef lines?

. What are the names of the bass clef spaces?

. What is another name for the bass clef?

. What is your mnemonic device for remembering
the bass clef lines?

10. What is your mnemonic device for remembering

the bass clef spaces?

.GBDFA

.ACEG

. Fclef

Basic Music Theory
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Practical Use

1. Draw a bass clef upside down. Backwards. Sideways. Inside out. Correctly.
After the correct bass clef, write in tlegter names for the lines and spaces.
Name two high leger lines, and two low ones.

Meet Harry Pitts, champion Armpit Player. Says Harry,
“Shoot. Ain’t no problem learning bass clef. | been
readin’ it for years.” Harry is currently at work writing
out Gershwin show tunes in bas clef for his instrument.

8: The Bass of the Clef
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TO FATHOM THE
RHYTHM CLEF

| like to see you move with the rhythm;
| like to see when you're dancin’ from
within.

— Bob Marley

In This Chapter

* The Rhythm Clef

The Single Line Rhythm Clef
The 5-Line Rhythm Clef

The Drum Set

Mno mnemonics!
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No Letters With this Staff

Unlike the other clefs, thdwythm clef doesn’t show pitch (the high and
low of notes), so there i® need for letter nameBhe rhythm clef shows
rhythms. Go figure.

This clef didn't start out as another letter, because no letters are used with
the rhythm clef. Doesn't this sound like this should be easier than treble
or bass clef? Well, guess again....

Example 9.1 Therhythm clef in all its neutral-ness.

Why No Note Names?

Remember that note nanm&sow what pitch a note? If not, take a look
at “The High and the Lowly” on pad@S8 for information about pitch, and
look at example 5.1 on page 38.

Percussion instruments, most of thetan't have definite pitches like
other instruments do. Compare tloeisd of a flute to the sound of a
drum. Flute is an instrument with high notes and low notes and
everything in between. A drum has only one pitch.

The One-Line Staff with Rhythm Clef

If only one pitch, why not only onlene? Great question. Some single-
instrument percussion musgwritten on one line. The line looks
something like this:

Example 9.2 Single staff line with rhythm clef.

fhmi clef single staff line
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| nstruments, not Pitches

You might be wondering, “Why natlwaysuse just one line?”

Beginners often use one line whalaying snare drum, or bass drum
because it’s easier to read. Babs one line isn’t enough. Percussionists
have dozens of instruments to leaand there are ually many more

than two instruments used in@ng, and they all need a place on the
staff.

Some Percussion | nstruments
These are just a few percussiontinstents which use the rhythm clef:

Tambourinei 5\ Triangle

Gong ' Bass Drum

-— |

Castanets [ Suspended
Cymbal

The 5-Line Staff with Rhythm Clef

The drum set has at least thregtinments, and usually many more.
We'll use the drum set as a focuddarn the 5-line staff with rhythm
clef.

Though many people play with less, the typical drum set has 8 or 9
instruments: snare drum, bass drimrhat, suspended/crash cymbal(s),
ride cymbal, high tom-tom, middtem-tom, and low tom-tom. Most
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people know what a druset looks like. If not, e you go (extra points
if you can name the parts that anessing in the drum set below...).

snare drum

ride cymbal e _
N hi-hat
floor tom high tom-tom
bass drum

In order to read music for the drum set, the drummer has to know where
each instrument is written on the rhythm staff. Curious about what that
might look like? Well, heré is, but don’t worry Bout the kinds of notes
you see—they get explained in the next Part.:

bass drum share drum high tom-tom high hat (with sticks)

I,

‘u___
I_
n_

hi-hat low tom-tom middle tom-tom ride cymbal crash cymbals
(with foot)

For example, rhythms fdhe bass drum withlwaysbe written on that
first space. Rhythms for snare drum wilvaysbe written on the third
space. Etcetera, etcetera.

X Marks the Cymbal Spot, Maybe

Thex notes in a rhythm clef usualljxew the cymbal part, but they can
also be used to showehriangle part, or the wdell part, or any other
small percussion instrument.

Instruments and where they are oae #taff are usually defined at the
beginning of a piece of music, and what shows a triangle in one piece
may be used for cowbell in a diffetesong. It's always best to check

the beginning directions to be sure.
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Moving On

We won’t be seeing much of the rhythm clef in this book, but it's
important to know, especially if you're interested in drums and
percussion instruments.

That's the end of this Part. It wa short one, but the information is
essential to everything which followsy if there’s something you don'’t
understand, go back and review until you’ve got it.

After the review for this chapter is the big fat review for the entire Part.

The next part is calledou Got Rhythirand goes over the notes you've
been seeing: their namesgithanatomy, and their length.

Chapter 9 Review

. What does the rhythm clef show? 1. Rhythm only. No
pitches

. Why doesn’t the rhythm clef show pitch? 2. Drums/percussion
are non-pitched
instruments

i ?
. Why use a one-line rhythm clef* 3. One line s all that's

needed for a single
percussion
. If the 5-line rhythm clef staff doesn’t show pitches, instrument.
why is it used? ,
4, The 5-line clef can
show rhythm for

: . : severalinstruments
. Ifanote-head is an x, what instrument is used? at once.

5. Options:
cymbals, cowbell,
triangle, guiro, any
small percussion
instrument

Basic Music Theory

71



6. If you're reading say, a bass drum part, and it's on 6. NO!
the first space, will it ever change to another line
or space within that piece?

7. Did you hear about the drummer who locked her
kevs in her car? 7. It took an hour to
y : get the bass
player out.

Practical Use

1. In your staff-paper notebook, write a percussion clef. Write out the
correct name of the instrument in #ygpropriate line/space of your staff. If
necessary, look at page 70 to get it right.

2. Get on the “throne” of a dm set. Play each ingment of the set while
looking at the appropriate spaceyivur music from example 1. Try two
instruments/drums at once. Then three. Then all four.
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Whew! You Made |t.

These pages can be used to test yoeimory about what you've learned
in Part Il, and if some of the infmation hasn’t stuck, you can go back
and check it out on the page indicated below the question.

As with the chapter study guidesse your keyboard to cover up the
answers while you test yourself.

When you think you'veot it all down, either take the testBasic Music
Theory Quiz Boqgkor go on.

The Review

1. What did clefs used to be? 1. A letter at the
page 48 beginning of a
piece of music

2. About when and where was the word clef first

used?
page 48
2. Mid-1500s, France
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. What does a clef do?
page 48

. What are the three most common clefs?
page 48

. What does the rhythm clef show?
page 51

. Why doesn’t the rhythm clef show pitch?
page 51

. Why use a one-line rhythm clef?
page 68

. If the 5-line rhythm clef staff doesn’t show pitch,
why is it used?
page 69

. If a note-head is an x, what instrument is used?
page 70

10. If you're reading a bass drum part and it's on the

first space, will it ever change to another line or
space within that piece?
page 69

11. Which line does the treble clef name?

page 50, page 56

12. Which line does the bass clef name?

page 50, page 62
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10.

11.

12.

. Shows the letter

name of a staff line

Treble clef, bass
clef, rhythm clef

. Rhythm only. No

pitches

. Drums/percussion

are non-pitched
instruments

. One line is all that's

needed for a single
percussion
instrument.

. To show the rhythm

for several
instruments at
once

. Options: cymbals,

cowbell, triangle,
guiro, any small
percussion
instrument
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13.

14.

15.

16.

17.

18.

19.

20.

21.

22.

What letter did the bass clef used to be?
page 62

What instruments use the rhythm clef?
page 51 page 69

Which line does the rhythm clef name?
page 68

On a scratch piece of paper, draw five treble clefs.
page 56

On the same piece of paper, draw five bass clefs.
page 50

On the same piece of paper, draw five rhythm
clefs.
page 68

What letter did the treble clef used to be?
page 56

The inner loop of the treble clef circles which line?
page 56

What is a mnemonic device?
page 56

What letter name does the treble clef give to the

2"d jine?
page 56

13. F

14. Drums and other
non-pitched
instruments

15. It doesn’'t show
letter names

19. G

20. 2nd

21. Atrick to improve
memory

22. G
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23.

24,

25.

26.

27.

28.

29.

30.

31.

What is another name for the treble clef?
page 56

What are the names of the treble clef lines?
page 57

What are the names of the treble clef spaces?
page 58

What is your mnemonic device for remembering

the lines of the treble clef staff?
page 57

What is your mnemonic device for remembering

the spaces of the treble clef staff?
page 58

Name two instruments that use treble clef.
page 50

Which staff line goes between the two dots of the

bass clef?
page 50 page 62

Which line is the head of the bass clef on?
page 50 page 62

What letter name does the bass clef give to the
fourth line?
page 62
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23.

24.

25.

28.

29.

30.

31.

G clef

EGBDF

FACE

Possibilities: flute,
piano, guitar,
trumpet, sax,
piccolo, violin, F
horn, oboe, clarinet,
accordion...
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4th



32.

33.

34.

35.

36.

37.

What are the names of the bass clef lines? 32. GBDFA
page 63
What are the names of the bass clef spaces? 33. ACEG
page 64
What is another name for the bass clef? 34. F clef
page 62
What is your mnemonic device for remembering
the bass clef lines?
page 63
What is your mnemonic device for remembering
the bass clef spaces?
page 64
Name two instruments that use bass clef. 37. Possibilities:
page 50 trombone, tuba,
piano, bass guitar,
acoustic bass,
electric bass,
bassoon, baritone,
euphonium,
timpani/kettle
drum, double
tenor steel drum...
Moving On

The info in the pad®art is very importanso | hope you've gat down. If you're taking
the Quiz for this part, good luck!

Coming up next we’ll begin to learn note types and how long they are. You'll learn
whole notes, half notes, and quarter notes, time signatures, and more.
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MUSICAL TERMS

The mind is a musical instrument
with a certain rangef tones, beyond
which in both directions we have an
infinite silence.

— John Tyndall (1820 - 1893)

In This Interlude

Musical Terms
Tempo Markings
Dynamic Markings
Articulation Markings
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Musical Terms are Directions

Music can be loud or soft; notes damshort or long or anywhere in
between; a musical phrase can be plasreeetly or crassly, smoothly or
choppily; and music can be playedany different speeds from sleepily
slow to furiously fast.

The performer needs to know thisarmation, and in most music the
information is written in Italian.

Why | talian?

Way back when, beginning in the late 1500'’s, there was a lot of music-
making going on in Italy, and at thiene, some bright soul thought to
write these detailed instructions thre music. Because the composers
were lItalian, the instructions were written in, you guessed it, Italian.

You'll occasionally see some ternmsGerman and French and even
English (especially if you play aque by Percy Grainger), but the vast
majority of musical terms are in Italian.

Following are many lItalian terms that are applied to music. They're
grouped by categoryempos(how fast to go)dynamics(how loud or
soft to playarticulations (how short or long a netis), general terms,
and terms for special types of repeats.

Tempo

Tempo is an Italian word which comes from the Latimpuswhich
meandime.

In order to understand theegempos (some people gaynpifor the
plural), we’ll refer to the metmome and how many beats per minute
each tempo is. To review the n@iome, see “The Metronome (or: The
Torture Device)” on page 152. Mastetronomes have these markings
listed somewhere on them.
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Here are the most common teos, from slowest to fastest:

TEMPO NAME BEATS PER
MINUTE
Largo 40-60
Larghetto 60-66
Adagio 66-76
Andante 76-108
Moderato 108-120
Allegro 120-168
Presto 168-200
Prestissimo 200-208

Tempo- related Terms

There are other terms that afféfoe tempo of a piece. They are:
accelerando (accel.) = speed up gradually.

allargando (allarg.) = eiv down and grow louder.

ritardando (rit.) = slow down gradually.

rallentando (rall.) = slow down gradually.

Dynamics

Dynamics is another word for how loodsoft to play. The base words to
remember for dynamics apgano (quiet) andorte (loud). All of the
dynamic markings are variations oette two words. You'll see what |
mean. Often in music, you'll see abbreviation of the dynamic, shown
in the following chart in parentheses.

DYNAMIC MARKING MEANING
pianissimo (pp) very quiet
piano (p) quiet
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DYNAMIC MARKING MEANING

mezzo piano (mp) medium quiet
mezzo forte (mf) medium loud
forte (f) loud
fortissimo (ff) very loud

Grow Gradually

In the Romantic era—around 1800—composers began writing music
which contained sections that wdigrow gradually louder or softer.

Up until this time, dynamic changevere usually abrupt. This new
technique needed a name. What did they do? They used Italian of
course.

To grow gradually louder is torescenddkra-SHEN-doe), and to
grow gradually softer is tdecrescenddDEE-kra-SHEN-doe). Below
are the symbols used show this:

You may also see the abbreviatiangsc or decresc.

—_ ——

crescendo decrescendo

Another term for becoming gradually quietediminuendo (dim.)

Articulations

Articulation is a fancy way to sayote lengthDepending on your
instrument, there are many way<twmnge the length of a note. For
example, with wind instruments theeath and the tongue are used; for
bowed instruments like violin, viola, cello and double bass, the bow is
used; for piano (the instrumenipt the dynamic) articulation is
controlled by how long the keys are held down.

Articulations are indicated with asypol which appears either above or
below the note head. Articulations calso be shown by simply writing
out the whole word underegmotes to be affected.
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Articulations may also be combisheFor example, an accent with a
legato would be a very short accent.

ARTICULATIONS (SYMBOL) MEANING
accent (>, A ) note given more emphasis
legato (—) play the note full value
staccato (.) short

Example 10.1 Notes with various articulations.
|

e

P .
|| |
!
v . * *+ .« o o o

,,
e

.....
v
iy

I| N

I
>
v

< Q!
<9

Of Ties and Slurs

Two more types of articulations seen quite frequentlytiasandslurs.

Technically, ties aren’t really afim of articulation, but because they
look exactly like slurs but for oriemportant difference, I’'m introducing
them together.

A tie is a curved line connecting vor more notes of the same pitch.

A slur is a curved line connecting two or more notes of different
pitches

The Tie

Just like tying one piece of stringanother gives you a longer piece of
string, so tying two notes togethmakes a longer note. There is no
break between tied notéEes are often used join notes over the bar
line.

Example 10.2 Some tied notes.

=) : i ! I
7 —— ::
| L4 L v [ & ] |
| \“-..________._/’
two beats seven beats total
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The Slur

Notes of different pitches with ¢hcurvy line over or under them are
articulated as smoothbs possible. For wind players, this means no
tonguing; for piano players it mesgou hold the keys down for each
note down as long as pdslg; for guitar playerg means hammer-ons
and pull-offs; for bowed instrumesjtthe notes happen in the same
bow stroke. Whatever your instrumetite idea is to make a slur as
smooth as possible.

Example 10.3 Some slurred notes.
5
=
()] I

General Musical Terms

E{:

The terms you’ve been introduced to in the last few pages are often
paired with other Italian words, giving you more specific directions.
Below are the most common ones.

TERM MEANING
al to the
con with
fine (pronounced FEE-nay) the end
molto very, much
poco little
sempre always

For example, molto ritardando meashew down a lot; sempre staccatto
means notes are always short.

If you find a term you don’t know, you can look it up in the glossary of

terms at the back of this book. It's a good idea to have a pocket dictionary

of terms in your instrument cadeal Leonard Publishing makes a good
small one.
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Pete and Repeat

Almost all music has repetition. A single measure may be repeated, a
small section, or a largeection. There are severaghys to indicate these
repeats in a piece of music.

Repeat a Single Measure

The following sign is used to shawat a specific measure is to be

repeated: )/ . If there is a number with this sign, say a “2”, then the
previous two measurese to be repeated.

Example 10.4 A two-measure repeat.

e

[)) -

Section Repeat

A section repeat is shown with tvgets of dots at thbeginning and end
of the measures to be repeated. $éeond set of dots tell you to go back
to the previous two dots. If theresamo previous dots, then the repeat
goes back to the beginning of the piece.

Example 10.5 A section repeat.
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First and Second Endings

Sometimes a section is repeated, but has a different ending the second
time around. The first time through the section, play to the repeat sign
and return to the previous repeajrs{or the beginnin@gs in the example
below). The second time through, skife first ending which begins

under the bracket wittihe number “1”, and play the second ending.

Example 10.6 First and second endings. Ingtexample the first ending regt returns to the beginning.

More Complex Repeats

The following terms and symbole®v more complicated types of
repeats.

TERM MEANING

Da Capo al Fine Go back to the beginning and
(D.C. al Fine) play to thefine.

Del Segno al Fine Return to the sign % ) and
(D.S. al Fine) play to thefine.

A closing section of a piece
of music.

Coda (¢ )
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TERM MEANING

Go back to the beginning and

Da Capo al Coda jump to the coda section at
(D.C. al Coda) the coda sign
(¢ )

Del Segno al Coda  Return to the sigr,%- ) and
(D.S. al Coda) jump to the coda section at
the coda sign¢y

Moving On

As you can tell, there are many, maayms to know. If you look in the
glossary in the back of this book, you'll find even more. While | was
researching terms for the glossary, | learned several that | hadn’t known
before, and I've been playing music for over twenty years.

Unless you have a photographic memory, it's a good idea to keep a
pocket dictionary around in case you come across termgfikeg con
motq leggerig senza sordinoor other strange utterances.
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PART THREE

In This Section You Will Learn:

* The Beat » Sixteenth Notes
* \Whole Notes * Rests
» Half Notes » Time Signatures

» Quarter Notes « Counting System
 Eighth Notes  Dotted Notes
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WHERE'S THE BEAT?

Days full of wanting.

Let them go by without
worrying that they do.
Stay where you are inside
such a pure, hollow note.

— Rumi

In This Chapter

The Beat

Whole Note

Half Note

Quarter Note

Note Anatomy 101

Note Stems: Up or Down?
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The Beat Goes On

The beatof nearly any piece of musicésasy to feel. It's what sets your
toe tapping, it's what makes you dance. The beat is a regular pulse, like
your heartbeat, which lasts throughout a piece of music.

Speaking of pulse, did you know thatsic with a fast beat makes your
heart beat faster and speeds up Yweathing? And music with a slow
beat makes your heart and lihéiag slow down? It’s true.

The beat is music’s pulse, anddikours, it doesn’t stop until the

performance is over.

The Notes

There are only three different not@dghs you have to know at first.
You'll notice that the half notend quarter notes have two examples.
Keep reading to find out why. Frolmngest to shortest the notes are:

whole note 4 beats eacl ©
half notes 2 beats each: f J

quarter notes 1 beat eac r J

11: Where’'s the Beat?
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relationship to the  whole note .

A half note is half as long as a whole
note. (two half notes = 1 whole)

A quarter note is one fourth as long as
a whole note (4 quarters = 1 whole).

" /




Note Anatomy 101

Let's dissect a note. You'll need to know the parts so that later in the
book, when | say, “Make sure the notaties in the space and flip the
stem,” you'll know exactly what I'm talking about.

No notes were harmed for this dissection.

The Note Head

Not a tough one. Just like with people, Headis the round part
where almost everything is happening. It's the position of the note
head which gives usdhpitch we need. Or—in the case of the rhythm
clef—the type of instrument.

The whole note is the Note heads.

Braniac of notes. It's all

° Ry

Note heads.

Notice how the shapes of the note heads are similar? Good. Some
might have holes in the middlencasome might be filled in, but
they're all the same basic shape.

Size Doesn't Matter

A whole note the size of my houard a whole note the size of a
house fly would each get the same number of beats.
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The Stem

Whole notes don’t have stems. Hatftes and quarter notes do have
stems. So do eighth notes, but we’lt gethem later. The stem is the
part that sticks up or down from the note head.

[ i

Put Your Stems Up, Put Your Stems Down

Stems

Stem

The stem can go either up or down. When a note is on the third line
of the staff or below, the stemsogr up from the right side of the
note head.

Putting the stem on the wrong siofethe note head is one of the
most common mistakes made. Be sure your notes look like the
following:

Example 11.1 Half notes and quarter notes, 3rd line and below, with their stems up.

2

) = —dl— —JI-

If the notes are on the third line or above, the stems go down on the
left side.

Example 11.2 Half notes and quarter notes, 3rd line and above, with their stems down.

r £+ -

T
1T
1M
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Third Line Notes Are Conformists

The stem will be up for a note éme third line if it's with other
notes whose stems are up.

The stem will be down for a third line note if it's with other notes
whose stems are down.

Here’s an easy way to remeartwhat the stems look like:

A noteur high on the staff looks like this.

A

A note@OWwWN low on the staff looks like this.

[

Moving On

This was a very important Chapter because if you don’t recognize and
know the lengths of notes, reading music will be impossible. Stay with
this Chapter until you've understoodatyd read it over agn if you think

it'll help.

So you've got pitch, you've got nokengths. Now you’re ready for time
signatures, or meters. Study the esviuntil you know all the questions,
then read on!

Chapter 11 Review

1. What is the beat, in music? 1. A steady pulse;
what makes your
toe tap

2. Name the notes you learned from shortest to

2. quarter, half,
longest. d

whole
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3. Which notes have stems?

4. The stems of notes above the third line go

5. The stems of notes below the third line go

6. Notes on the third line have stems which go

7. When will a note on the 3rd line have its stem up?

8. How many beats does a whole note get?

9. How many beats does a half note get?

10. How many beats does a quarter note get?

Practical Use

3. Quarter and half
notes

4. Down

6. Either up or down

7. When it is with
other notes with
their stems up

8. 4

10. 1

1. Draw a treble clef at the beginning of arik staff. Fill up thdine with different
types of notes on different spaces and lict.in all three types: whole, half and

quarter.

2. Go back through the notes in numbemd avrite in the correct letter name

underneath each note.
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CHAPTER

THE SOUND OF SILENCE

The rest is silence.

— Shakespearélamlet,Act v, sc.2

In This Chapter

Rests in General
Whole rest

Half rest
Quarter rest

e o o o
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Take a Rest

Ovid said that silence is strengththiat’s true, you'll be much stronger
after this chapter because it's all about silence.

Silence in music is as importaad sound, and of course we crafty
humans have invented a waystwow this silence in musiRests

Rest lengths and rest names arestiae as the note lengths you learned
in the last chapter. The thrgeu’ll learn in this chapter amghole rests
half rests andquarter rests

The Rests of the Story

Whole rests are 4 bedtsg, and look like this: wr

Half rests are 2 beats long, and look like thiss

Quarter rests are one beat long and look like thg;:

Whole or Half, Hole or Hat

Whole rests and half rests look vemych the same, and they can be
easily confused with each other.rids a way to remember which is
which.

The whole rest, looks likefolein the ground, like so:

&

B

The half rest, looks like at (I know, half andhat don’t sound the
same, but work with me here):

12: The Sound of Silence
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Making a Quarter Rest

This is probably one of the trickiesgmbols to make in written music,
but it certainly isn’t toughMake a letter ‘Z’, themput a letter ‘C’ right
below it. It won’t look exactly likehe quarter rest above, but anyone
who reads music will knowvhat it is (as long as you aren’t too sloppy
with it).

Z+C-= é

Rests On The Staff

Whole rests hang from the 4th linetbé staff, half rests sit on the third
line, and quarter rests are plasteower the middle 3 lines. Notice the
brim of the “hat” and the edges okthhole” are gone when the half and
whole rests are writteon their proper line.

Example 12.1 Whole rest, half rest, and quarter rest on the staff.

Ay

Moving On

Without silence there can be nousd; without sound there can be no
silence. And silence ign important part of music, and now you know
how to show silence in music usindp@te, half and quarter rests. Make
sure you can answer alf the study guide questions before you move on.

Coming up next is meter ¢éime signature, a dese at the beginning of a
piece of music which tells you whigtote gets one beat and how many
beats are in each measure.

Chapter 12 Review

1. What does a rest show? 1. Silence

2. Which three rests did you learn? 2. Whole rest, half
rest, quarter rest
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. How many beats does a quarter rest get? 3.1

. How many beats does a half rest get? 4 2

. How many beats does a whole rest get? 5 4

. Which line does the whole rest hang from? 6. i
. 4t

. Which line does the half rest sit on? .
7. 3r

. On a scratch piece of staff paper, draw 5 whole
rests, 5 half rests, and 5 quarter rests.

Practical Use

1. Fill up a line of staff pper alternating whole anhalf rests. Put alm
below the half rests andvaunder the whole rests.

2. Draw a bass clef at the beginningaoblank staff. Write in as many
notes and rests as you can comfostdib! Include all notes and rests
you've learned. Though the rests must go in specific places, use many
different notes from high to low.

3. Go back through these notes anstseand name them. Letter names
for the notes (A-G) and,w,q for rests.

12: The Sound of Silence
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CHAPTER

METER

All times are not alike.

— CervantesDon Quixote

In This Chapter

* Meter/Time Signature
* 4/4 Time
e 2/4 Time
e 3/4 Time
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Not the Metric System

At the beginning of every piece of music is what is calledithe
signatureor meterwhich gives you information about the piece of music
you’re about to play.

The time signature or metetlgeyou how many beats are in each
measure. To review measursse “Measure” on page 28. The time
signature also tells you what kind of note gets one beat. To review the
notes, see “The Notes” on page 92.

Example 13.1 The most common time signatures, or meters: 4/4, 3/4, and 2/4.

13: Meter
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The Top Number

The top number tells you how marbeats will be in each measure

So, in the examples above, in 4iffie¢, there will be 4 beats in each
measure; in 3/4 time there will be three beats in each measure, and in
2/4 time there will be two beats in each measure.

The top number in the meter can be almost anything, but the most
common ones are 4, 3, 2, and 6, in that order.

The Bottom Number

The bottom number tells you whidlote gets one beat. Remember
fractions? Another wagf saying 1/4 ione quarterright? And so,

with a4 in the bottom of the timegnature, you know that the quarter
note receives one beat.

There are several possible numbers for the bottom of the time
signature. The most common are 4, 2, and 8, with 4 beifay ltlye
most common. And because it’s tii@st common (and the easiest to
understand), we’ll stick with 4 dee bottom number until Chapter 33
More Meters, in which you'll learn about time signatures in which a
note other than the quarter receives the beat.



Why One Meter and Not Another?

Why have different meters? Whgau look at the following examples
you'll see how the words and the music fall in certain patterns. The
pattern might be shaped by the womsthe music. If there is a 4-beat
pattern, it'll be in 4/4 tnhe. A 2-beat pattern is &/4 time, and a 3-beat
pattern is in 3/4 time.

4/ 4 Time

This meter is more common than alltbé other meters by a long way. If
you're a beginner, you'll most likely b&orking with this time signature
for quite a while before moving on to others.

You can see from the example how the song falls easily into the 4 beat-
per-measure pattern.

Example 13.2 A few measures dflary Had a Little Lambn 4/4 time.

Top number tells you there are 4 beats per measure.

N !
Mar-y had a lit-tle la-mb lit- tle la-mb lit- tle la-mb...

Bottom number tells you the quarter note gets one beat.

Common Time

Because 4/4 time is smmmon, you'll often seelatter “C” in the place
of the time signature. The “C” stands for “common,” and looks like this:

/:\.- 2 *
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2/ 4 Time

Another fairly common time signature, though not as common as 4/4.
Again, notice how easily this exampldi$anto the pattern of 2 beats per
measure.

Example 13.3 A few measures ofwinkle, twinklen 2/4 time.

2 beats per measure.

e —

| THES

RN —

QO

- -&
Twin - kle twin - kle lit - tle star,

ANV

)

Quarter note gets one beat.

3/4 Time

If you've ever heard a waltz, ordeed a waltz, you've heard the 3/4
pattern. It has a strong pulse the first beat of each measure.

Example 13.4 A few measures dfly Country, ‘Tis of Thea 3/4 time.

3 beats per measure.

=z
[ ) M M |
1 1

1
| |
My  coun -try ‘tis of  thee,

Quarter note gets one beat.

Moving On

Now that you've learned meters, antlat the numbers mean, it's now
time to learn a system for countingtes and rests so that you can figure
out how rhythms in a piece of music sound.

But first, the chapter review.

13: Meter
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Chapter 13 Review

. What is another name for meter?

. Where does the time signature appear?

. What information does the time signature give?

. Which are the three most common time
signatures?

. What does the top number tell us?

. What does the bottom number tell us?

. Why are different meters used?

Practical Use

. Time signature

. At the beginning of a

piece of music,
directly after the clef

. How many beats in

each measure, and
what type of note
gets one beat

. 414, 2/4, 3/4

. How many beats in

one measure

. What type of note

gets one beat

. Each song has a

pattern. The meter
depends on the
pattern of each song.

1. Write any meter you havearned at the beginmy of a staff. Choose
a clef also, and place the two correctly. Are you using a pencil? Do. It

saves time and is much neathen mistakes are made.

2. Fill up a line with notes and restseel free (and do) change clef and
meter when you want. Simply write theeter/clef where you want it to

change.
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DOWN WITH THE COUNT

Music is nothing else but wild sounds
civilized into time and tune.

— Thomas Fulleistory of the
Worthies of England

In This Chapter

* Tap Your Foot
Counting Quarter Notes
Counting Half Notes
Counting Whole Notes
Counting Rests
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Can You Count to 47

Now that you know the notengths and time signates, we can move on
to the counting system.

The counting system igery helpful, especially for difficult rhythms.
Everytime | have a student count dfidult passage oubud, it becomes
much easier. When you count, dohythmically, and tap your foot with
a steady beat at the same time.

The rhythms we’ll be usg at first won’t beéough, so you can get a good
idea of how the system works. @rally I'll introduce more and more
difficult rhythms on which tgractice this counting system.

The good news is that you only have to know how to count to 4, the
length of a measure of 4/4 time. And because we don't really need a
specific pitch for this exercise, wkllse the one-line rhythm clef for the
examples.

Tap Your Foot

It's one thing that both beginningusicians and masters have in
common. It's what keeps your rhythms the right langnd it keeps you
synchronized with others you may playing with. It's the foot tap.

i Over the last few days | watched Eric Clapton, then B.B. King, then

Wynton Marsalis, then LleeKottke, then Metallica, and all of them,
almost the entire time they playadere tapping their feet. And if they
didn’t tap their foot (which was seldom), their bodies moved in some
other way to keep time steady.

If you're in a large group in which 26 more people tapping their feet
sounds like a marching army, tap yooe inside your shoe, or tap your
heel softly instead. If you're playy solo guitar, maybe a blues tune, you
can stomp your foot on beats 2 and 4 to add a little percussion to your
song. Either way, if you tap your fopour performance will be better for
it.

If you're not used to tapping, it'll take little concenttion and a little
coordination but keep with it eveniik difficult at first. Soon you'll be
tapping your foot withouthinking about it.

14: Down With the Count
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If you don't tap, or keep some rhythmic movement going, you're pretty
much guessing where the beat is. What you're after is precision.

On to the counting system.

Quarter Note Count

The count is basically the same as bieat, so in 4/4 time, or any time
signature with & as the bottom number, the beat is the same as the
guarter note. Here’s what a measuregudrter notes looks like with the
proper counting:

Example 14.1 Two measures of quarter notes with counting.

4
4
1 2 3 4 1 2 3 4

Simple and straightforward. At tlieginning of the measure, the count
begins again at “1”.

Don't forget to tap your foot. Agou say the numbemut loud, say them
rhythmically, so you can feel the beltyou’re doing it correctly, each
number is said as theot hits the floor.

This will come in handy later. Trust me.

Half Note Count

Half notes, because they’re two beats, taeated a little differently. It's
easier to show than to explain. Renieer the sound of a half note in 4/4
time is sustained for two beats each. Here you go:

Example 14.2 Two measures of half notes with counting.

ottt
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You probably guessed the count would look something like that, right?
The dash shows that the soundaastmuous. When you say this rhythm,
say it rhythmicdl, and say thé& and3 louder than th@ and4. Each half
note will have two foot taps.

For these two measures, you would say (rhythmically), “ONE-two,
THREE-four, ONE-two, THREE-four.”

Whole Note Count

I’m sure you could figure out thehele note counts for yourself, but I'll
give them to you anyway.

Example 14.3 2 measures of whole notes with counting.

Ha o | o I
a l |
1-2-3-4 1-2-3-4
For these two measures, you'd s@NE-two-three-four, ONE-two-
three-four.”
Mix ‘Em Up

Any combination of notes will beounted similarly. | won't include
whole notes in the example because, in 4/4 time whole notes get the
entire measure to themselves.

Example 14.4 Counting for mixed quarter and half notes.

2-3 4 3-4 1-2 3 4

14: Down With the Count
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Count t

Other Meters

Other meters, like 2/4 and 3/4 wld be treated the same, the only
difference being there would be lessunts in each measure. An added
bonus is that in those metevghole notes aren’t used.

he Rest

Counting rests is very similar t@gnting notes. Becausests are silent,
parentheses () are used to indicate the silence. Here are three measures
with whole, half, and quaat rests. And just for kicks, we’ll use the 5-line
treble clef staff.

An added help when you count restslout] is to count them softly, with
a whisper.

Example 14.5 Whole, half, and quarter rests with counting.

%=

- — —r—r—}

\w [ =
[))

(1-2-3-4) 1-2)  (3-4) O @ 6 @

All Together Now

I’d rather be guilty of overkill thaguilty of not beinghorough, so here’s
an example with notes and restse¥Veral different values. Knock
yourself out.

Count out loud and rhythmicallgnd don't forget to tap your foot.

Example 14.6 Notes, rests, andéfr counts in 4/4 time.

e =
12 (3 4 1 2 (34) 1) 23 4
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Moving On

Being able to read rhythms is ookthe most valuable skills you can
have as a musician, and this counsygtem (combined with a foot tap)
will help you figure out how a rhythm sounds.

Coming up next you'll learn what a titigtle dot (.) can do to the length
of a note.

Chapter 14 Review

. The count of any measure, in any time signature/ 1.1
meter, begins with what number?

. How is a measure of quarter notes in 3/4 time
counted? 2.123

. How is a measure of half notes in 4/4 time counted? 3. 1-2, 3-4

. . o
. How is a whole note counted in 4/4 time”~ 4 1-2-3-4

. When writing out the counting, what is used to

indicate a rest? 5. parentheses ()

. When counting out loud, how should you count a 6

. softly
rest?

Practical Use

1. Write out 8 measures of each meter: 2/3, and 4/4. Use notes and rests randomly.
Get as many in as you can. Go bacdktigh and do the counting. Say it out loud
(remember the rests are whispd) while you tap your foot.
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NEW NOTES

Indeed, what is there that does not
appear marvellous whahcomes to our
knowledge for the first time?

— Pliny the Elder

In This Chapter

» Eighth Notes, Eighth Rests

» Counting Eighth Notes and Rests

» Sixteenth Notes, Sixteenth Rests

» Counting Sixteenth Notes and Rests

Basic Music Theory

113



Eighth Notes and Rests

Remember when | said all notgst their name because of their
relationship to the whole note? If you don’t remember, check out “The
Notes” on page 92 for a refresher.

Eighth notesare no different. Yogan tell by their name that they’re 1/8
as long as a whole note (which I'sure you remember gets 4 beats).
What is one eighth of 4 beati® one half of a beat.

An eighth note gets halbf a beat in 4/4 time

It might be easier to say that thaare 8 eighth notes in one whole note.
Or that there are 4 eighth notes in one half note.

Or that there are 2 eighth notes in one quarter note.

Or that there are 2 eighth notes per beat.

“Okay, Okay, | get it,” you say. “Jushow me the notes!” Well, before |
do, there’s something you shdiknow about. They’re callefthgs, and
we’re not talking about the stars and stripes.

A flag is a doohickey which hangs from the end of the stem of an eighth
note, and it has two forms. The fitgpe can be seen dangling from the
eighth notes on the left below. Thecend version on the right is used for
two or more eighth notes. When there two or more eighth notes, the
flags are connected withlbeeamto make the notes easier to read.

When you add a flag or beam to a note, it cuts the note’s value in half.

Example 15.1 LEFT: Single eighth note®RIGHT: Eighth notes grouped by twos and fours
with beams (flags connected).

g‘pj JITJLLLS

beams }7beams

[rJi

L |

flags
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Counting Eighths

Because there are two eighth notasefeery beat, the count is a little
different than what you've learned@hdy. With eighth notes, the beat
is subdivided which means chopped up (but evenly chopped up).

Here are two measures of eighthewmin 2/4 time. And just so you
know, when said out loud, the “+” sign is pronounced “and.”

Be sure when you count these, that your foot comes down firmly on
each number. Your foot will be in the “up” position for the “+.” And
by the way, when a note falls on an “+,” it's calledugeat
Coincidence? | don'’t think so.

Example 15.2 8th note count in 2/4 time.

y_lj\upbeats—|
g ) | 1 | f
) o
1 +2 + 1 + 2 +

In 4/4 time the count would be “One And Two And Three And Four
And (said rhythmicallywith your foot tapping away like a machine).

Eighth Rests

The eighth rest also gets only 1/2adbeat, but is silent. The eighth rest
looks like a seven with strange growth at its tignd it lies in the middle
of the staff, like so:

Example 15.3 One little bitty eighth rest, all by its lonesome.

Counting Eighth Rests

The count for eighth rests is the same as the count for eighth notes,
only there is a parenthesg) around either the number or the +. When
counting the eighth rest, be sure you know which part of the beat the
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rest falls on, the upbeéwhen your foot is up), or the downbeat (when
your foot hits the floor).

Here are a few measures of eightites and eighth rests with the
counting. Be sure to count iythmically, and say the rests more
quietly than the notes.

Example 15.4 A whole mess of eighth rests and eighth notes, with counting.

=) 4 | e
g £ N v Y v
W+ 2+3+ @+ 1+ 2 3 4 @

Sweet Sixteenth Notes

15: New Notes
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Why sweet? Becausixteenth notesre the last type of note you'll learn
in this book. Yippee!

You've probably already figured outat) because of the name, there are
16 of these babies in dawhole note. Okay, time fa@ little math. If you
divide up 4 beats (the whole etsixteen ways, how long is each
sixteenth note?

The answer is...1/4 of a beat.

So there are 16 sixteenth notes in one whole note,
or 8 sixteenth notes in one half note,

or 4 sixteenth notes in one quarter note,

or 4 sixteenth notes in one beat of 4/4 time,

or 2 sixteenth notes in one eighth note.

So what do they look like? Coming Uixteenth notes also have flags,
with one added bonus: there are two of them.

When a flag is added to a note, it cuts the note length in half.



Example 15.5 LEFT: Single sixteenth noteRIGHT: Sixteenth notes in groups of 4 and 2.

5 Spnpfeesy

Counting Sixteenths

| love counting sixteenth notes. Jlike with eighth notes, the beat is
subdivided, but even more so than with eighths. Each beat is split up
into 4 parts, and each part has a name.

Again, when you're counting, make sure your foot is tapping down on
each number (each beahd up with each “+” symbol, just like with
eighth notes. The “e” occurs halfway up and the “a” occurs halfway
down.

Practice this count witiour foot VERY SLOWLY until you've got it
down enough to do it more quickly.

Example 15.6 A measure of sixteentiotes with counting.

=== u

le+a 2e+a 3e+a 4de+a

Sixteenth Rests

They look like eighth rests but with an extra little flag on them:

Example 15.7 A single sixteenth rest, all by its lonesome.

=

D)
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Counting Sixteenth Rests

The same count is used (1 e +ba) as before, there are parentheses
around the rests.

Here are some measures with theesxth rest in different positions in
the measure.

Example 15.8 Sixteenth rests scattered around the measures.

i — 5
EsECri=merE e _ne—as

) -
le(+)a 2 e +(a) 3 (e)+a @e+a Q) e ) (2 (349

How to Figure out a Tough Rhythm

1 Write out the counting under the met Triple check to make sure
you’ve written it out correctly.

2 Practice saying it rhythmically VER8SLOWLY, and be sure to tap
your foot down on each number, and up on each “+.”

3 If there are rests, say thanore quietly than the notes.

4 Repeat from step two, and as ybuain becomes used to the rhythm,
gradually increase speed. If it's frusing or you're making mistakes,
slow it down and try it again.

5 If all else fails, find someone who reads music better than you and ask
them for help.

Moving On

I’m sure you'’re discovering that the notes and counting system don't
stick in your brain with jet one reading. Not to worry, this is normal. It
takes a while living with these newrcepts before they seem familiar
and easy. You may have to refer b&xkhese chapters often, and that’s
okay too. Stick with it.

You've now been introducet all the types of nes and rests that you'll
probably ever need for reading sitt However, these notes you've
learned can be treated in such a way as to change their length.

15: New Notes

118



One of these is a small dot follavg a note. In the next chapter you'll
learn all about these dots and what they do to the length of a note.

Chapter 15 Review

. How long is an eighth note?

. How long is an eighth rest?

. How many eighth notes in one quarter note or one
beat of 4/4 time?

. How are eighth notes counted in 4/4 time?

. How are eighth rests counted in 2/4 time?

. What is the count for this example?

.

—F——+—

—

<IN

. How long are sixteenth notes in 4/4 time?

. How many sixteenth notes are in one quarter note
or one beat of 4/4 time?

. How do you count sixteenth notes in 4/4 time?

. 1/2 beat

. 1/2 beat

L 1+2+3+4+

MOIGIONC)

L1423+

3(H4(H)

. 1/4 beat

.le+a2e+a

3e+ade+a
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10. What is the count for this example? 10. 1e(+)a

2e+(a)
= N—= K - 3()+a
P~ - B o N M- 4 e+a
S 000 &7 o T

i ?
11. What is an upbeat” 11. The part of the

beat when your
foot is in the “up”
position; the “+” of
a beat.

Practical Use

1. On a blank staff, writeut eight single eighthotes, four stem up and
four stem down. Write out another eigdatrred in groups of 2 with stems
up and down, then nine barred ingps of 3, and a final eight grouped
in fours.

2. Go back through and name eacheniotexercise number one. Do at
least 4 in each group. Write fhe counting under the notes you've
written. Use a 4/4 time signature and place the bar lines correctly.

3. On a blank staff write out sixtaesingle sixteenth notes, 8 stem up
and 8 stem down. Another 8 barredgioups of 2, then 9 sixteenths
barred in groups of three, afidally 8 barred in groups of 4.

4. Write the count under the sixteemtbtes you've written. Use a 3/4
time signature and place the bar lines correctly.

15: New Notes

120



CHAPTER

16

a SEEING DOTS

INT\
C
?ﬁf

We see things not as they are, but as we
are.

— H.M. Tomlinson,
Out of Soundings

In This Chapter

* The Effect of a Dot
Dotted Whole Note
Dotted Half Note
Dotted Quarter Note
Dotted Eighth Note

e o o o
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You Are Not Seeing Things

Those dots you see behind some notes are supposed to be there. A dot
just to the right of a note makesthote longer. How much longer? Well
it depends on what note the dot follows. Let me explain.

A dot adds half the amount of thete it follows. Another, perhaps
simpler, way of saying it, is thatdotted note is 1.5 times the length of
the same kind of note without a dot.

Sounds weird doesn’t it? An example might throw more light on this
peculiar practice. Let’s usevehole note as our first example.

The Dotted Whole Note

A whole note (@ ), as you know, gets 4abe Half of that is two, for a
total of six.

Or,4x112=6;0r4+2=6

A dotted whole note . ) has six beats

But wait a minute, you might beysag, there are only 4 beats in a
measure. Well, for 4/4 time, you'rgght. But with dotted whole notes we
need a new meter, 6/4 time. Rementbertop number tells us there are
six beats per measure; the bottom number tells us that the quarter note
gets one beat. Here areauple measures of 6/4 time:

Example 16.1 Three measures of dotted whole notes.

("

1-2-3-4-5-6  1-2-3-4-5-6 1-2-3-4-5-6

C
%CD
:
:
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The Dotted Half Note

A more common type adotted note is thdotted half note How long is
a dotted half note? Use tf@mula. The half note gets two beats, and half
of that is one. Two plus one is three.

Or, 2 x 11/2= 3.
The dotted half note gets three beats

Though a dotted half note could happeiy time signature with more
than three beats in the measure, in the example, I've used 3/4 time.

Example 16.2 Three measures of dotted half notes.

0 1l

N
BN

1-2-3 1-2-3 1-2-3

The Dotted Quarter Note

Here’s where things get a littledky, but it’s still not too tough. A
guarter note gets one beat. Hafithat is half of a beat.

Or112x1=11/2

A dotted quarter note gets II2 beatsin 4/4 time.

To make the counting easier, thinktbé dotted quarter note in terms of
how many eighth notes are in it. Because itl®2beats, that comes out
to be 3 eighth notes.

Notice that when counting dotted qteas, you use a count similar to
eighth notes. This is so that you daep track of exalst how long each
dotted quarter note is. Say the bold items in a normal voice, and the rest
in a softer voice, as alwa with a steady foot-tap.
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Example 16.3 Two measures of dotted quarter notes in 4/4 time.

e ——

]
1-+2 + 3-+4 + 1  +2+ 3 +-4-+

Musical Example

Because this rhythm &little trickier, belowis an example which you
should recognize (be sure to tap your foot):

Example 16.4 First two measures &fly Country, ‘Tis of Thee

5 - .
| |
1 | ]
e o o @ w n - @
1 2 3 1-+-2 + 3
My  coun- try ‘tis of thee

Dotted Eighth Note
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This is the last type adotted note we’ll discus&ind the length with the
same process astiother dotted notes.

An eighth note is half of a beat. gite are two sixteenth notes in one
eighth note. So half of an eighth notd/&of a beat, or 1 sixteenth note.
When we add that to the eighth note, we3gedf a beat, or 3 sixteenths.

Or, 112x 1/2= 3/4.

You'll rarely see a dotted eighth motvithout a sixtesth note following
it to round out the beat. In fact'siso common, that the figure has a
name. Dotted eighth-sixteenth. Go figure.

Here is a measure of detl 8th-16ths. Notice that a sixteenth note count
is used so that you can keep track of exactly how long the dotted eighth
is. Be sure your foot hits the floor on the numbers.



Example 16.5 The dotted 8th-16th figure.

X

—
le+a 2e+ a

Musical Example

3e+ra 4

Here’s a musical example you’ll recognize which uses the dotted

8th-16th figure.

Example 16.6 First few notes o he Star Spangled Banner

| . _9_ :ﬁ —»-
_qg =z Y iy . |
S o — g:F » IF
1) (2) 3e+a 1 2 3 1-2 3e+a 1
O-h say can you see, by the dawn’s

Dotted Rests

Example 16.7

Dotted rests are treated exactly the same as dotted notes, the only
difference being that theoant will be in parentheses.

This example has dots like a sickseand that’s for the sake of
illustration. You won’t normally sea musical passage with that many

dots.

Dotted notes and rests with counting.

h

—

T— i e ]

1+2 (¥)

l L]
I

(3-4-5) 6 1-+2) + 3e+a

(1-2-3-4-5-6) 1-2-3-4-5-6

Basic Music Theory

125



Moving On

The concepts you're learning dsecoming more complex, and you'll
probably find it will take some timkving with these ideas before they
really stick, so come back and review as much as you want.

Now that you understand that a dot e&ses the length of a note by half
its original value, you can deciphiie length of any dotted note.

Coming up next is another treatmefithe notes you already know,
calledtriplets, which is a grouping of thre®tes. Find out what it all

means in the next chapter.

Chapter 16 Review

. What does a dot do to a note?

. How long is a dotted half note?

. How long is a dotted quarter note?

. How long is a dotted eighth note?

. Which type of note usually follows a dotted eighth
note?

. Why?

Practical Use

. Makes the note it

follows 1 1/2times
as long

. Three beats

. 1 1/2beats

. 3/4of a beat

. Sixteenth note

. To round out the

beat

1. In any clef, using as few measures assfibs in 6/4 time, include every dotted note
you've learned. Write in the counting ane tletter names of the notes. Check your

work with a friend.
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TRIPLETS!

A composer is someone who goes
around forcing their will on unsuspect-
ing air molecules. Often with the assis-
tance of unsuspecting musicians.

— Frank Zappa

In This Chapter

General Tuplet Information
Eighth Note Triplets
Sixteenth Note Triplets
Quarter Note Triplets
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General Tuplet I nformation

The notes you're abot learn are calletfiplets, and they belong to a
group of notes known as tuplets.

A tuplet is a group of notes that doesn't follow the normal rules of
counting. Some examples would be duplets (2 natgslets (three

notes) quintuplets (5 notes), and sextupl@ notes). Of course there are
also septuplets, octuplets and owl @n, but you get the idea, right? In
this chapter you'll learn tripletsecause they’re the most common, and
the easiest to understand.

The rule you'll want to remember for triplets, is thatiplet (three
notes) takes place in the amount offrie it would normally take to play
two of the triplet notes at their regular lengttsound confusing? A
concrete example will help explain.

Eighth Note Triplet

Eighth note triplets are the mostemon triplet and the easiest to count
and to feel. The three notekthe triplet are beamed together, and there is
a small three over the beam tellinguythie figure is a triplet. They look

- - . 3
like this: m °
3

All triplets are played in the the of two notes of equal valugVhat this
means for the eighth note triplet is that the eighth note triplet is played in
the amount of time it normally takés play two eightmotes, which is

one beat.

An eighth note triplet is one beat long

In the next example you can see heighth note tripletsire counted. Be
sure to tap your foot 3®u count so that your fobits the floor on all the
numbers.
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Example 17.1 A few measures of eighth note triplets with counting.

1 tri ple 2 tri ple 3 tri ple 4 tri ple 1 tri ple 2 tri ple 3 tri ple 4

Sixteenth Note Triplets

To find the length of a sixteenth ndtlet, we use the same rule: a
triplet’s length is the same lengthtas notes of equalalue. That means
a sixteenth note triplet happens in timee it takes to play two sixteenth
notes, which is half of a beat.

A sixteenth note triplet is a half beat long

3

o
3-
The counting for sixteenth note tripletsaidittle trickier than most other

rhythms, but with a couple tseand some foot coordination, you
shouldn’t have any trouble.

Sixteenth note triplets look like thism

The count for two beats ofdeenth note tripletsis 1 la+ la li, 2 la li +
la li. The “1” and “2” occur when youpot hits the floor, the “+” is the
upbeat, or the second half of the beat, when the foot is in the “up”
position. The “la” and “li” should fit between the number and the “+”,
while your foot is either going up or coming down.

Sixteenth note triplets are fast, even at a slow tempo, so you have to spit
out that “la-1i” quickly. It'll probablytake a few tries to get it right, so
keep at it until you've got it.

In the example which follows, notice that in measure two and three the
sixteenth note triplet is connectixrlan eighth note. Sixteenth note
triplets are often paired withgdith notes to round out the beat.
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Example 17.2 Sixteenth note triplets and their count.

)

3 3 <
S e e

1 lali + lali 2 + 1 + lal 2 + lali 1 + lali 2

Quarter Note Triplets

17: Triplets!
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Quarter note triplets are difficult tount accurately, so I've saved them
for last.

Using the triplet rule for quarter natgplets means that the quarter note
triplet takes place over the length of two quarter notes, or two beats.

Quarter note triplets are two beats long

Quarter note triplets have a curvgdiover them, with the three in the
middle. This curvy line simply groughe notes together so you can tell
which three notes are in the triplelere’s what they look like.
JTPP
Frfese
The reason quarter note triplets areidifit to count is that you have to
divide two beats three ways, and den't easily think in thirds. If we

divide 2 by three, we get 2/3, sach note of the quarter note triplet is
2/3 of a beat long

This makes regulating the length of a qaanote triplet with the foot tap
difficult, but not impossible. Let’s break it down.

The first note of the triplet is easy because it starts right on the beat, or
when the foot hits the floor.

The second note of the thgh happens 2/3 of a beadter the first, so your
foot will have gone up and will gt be coming down when the second
note starts.



The third note of the triplet happens 4/3 of a beat after the first (or
11/3 beats), so the third note stquist after the foot taps down on the
second beat of the triplet.

This is a confusing concept, andiduld highly suggest you get someone
familiar with quarter notériplets to show you somé will be worth your
time.

When you hear quarter note triplets, they feel as though they are
dragging, and that’s why you s&i#rag it” in the count. The wordragis
split up so that thg goes with that.

Example 17.3 Quarter note triplets with the count.

I 1 /".-‘3_‘_““\ s Y
)4 1 | '_W = N
0 | 1]
1 1 1 1 1 1|
- ﬂ & &F & et ] | | I ||
&,_q__sr__/f
1 dra git 3 4 1 2 3 dra git 1-2-3-4

Moving On

In a week or two you may find your mery of triplets fuzzy. This is
pretty normal. Just like with leamy a language, learning to read music
takes time and a lot okposure. If the informatio about triplets is tough
to remember, keep coming back to it until you've got it.

Well, it was a long section, the lorgjen the book, but now it's over!
After the review for this chapter ike big review for the entire section.

Coming up in the next section, you'll learn about flats, sharps and
naturals, the piano keyboard, the Major scale, and key signatures.

Chapter 17 Review

1. How long is an eighth note triplet in 4/4 time? 1. One beat
2. How is a measure of eighth note triplets counted in 2. 1triple 2 tri ple
4/4 time? 3 tri ple 4 tri ple.
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3. How long is a sixteenth note triplet? 3. 1/2 beat

4. What is the count for a measure of sixteenth note 4. Lllali+lali
triplets in 2/4 time? 2lali+lali

5. Where is your foot positioned on “+” part of the 5. Up
beat?

6. How long is a quarter note triplet? 6. Two beats

7. How long is each note in the quarter note triplet? 7. 2/3 beat

8. On which part of the foot tap does the 2nd note of 8. Just after the “+”
the quarter note triplet fall? of the first tap.

9. On which part of the foot tap does the 3rd note of 9. Just after the
the quarter note triplet fall? second tap.

10. Ask a teacher or musician to demonstrate quarter
note triplets to you.

Practical Use

1. In any clef write out three measures af #ime using all thériplet figures you've
learned. Write in the count underneath them.

2. Play or sing what you've written. If it i®o difficult, simplify it as much as
possible until yowcansing or play it.

3. Have someone demonstrate quarter trgiéets for you. Imitate what you hear.
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Whew! You Made |t

These pages can be used to test yeeimory on what you've learned in
Part Ill, and if some of the inforrtian hasn't stuck, you can go back and
check it out on the page indicated below the question.

As with the chapter reviews, use your keyboard to cover up the answers
while you test yourself.

When you think you'vegot it all down, either take the testBasic Music
Theory: Teacher’s Editigror go on.

The Review

1. What is the beat, in music? 1. A steady pulse;

page 92

what makes your
toe tap

2. Name the notes you learned from shortest to

longest.
page 92

2. Quarter note,
half note,
whole note
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3. Which notes have stems?
page 93

4. The stem of notes above the third

line go
page 94

5. The stems of notes below the third

line go
page 94

6. Notes on the third line have stems

which go
page 94

7. How many beats does a whole note get in 4/4

time?
page 92

8. How many beats does a half note get in 4/4 time?

page 92

9. How many beats does a quarter note get in 2/4

time?
page 92

10. What does a rest show?
page 98

11. Which five rests did you learn?
page 98, page 115, page 117
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3. Quarter half,
eighth and
sixteenth notes

4. Down

6. Either up or down

10. Silence

11. Whole rest, half
rest, quarter
rest,eighth rest,
sixteenth rest



12.

13.

14.

15.

16.

17.

18.

19.

How many beats does a quarter rest get in 2/4
time?
page 98

How many beats does a half rest get in 3/4 time?
page 98

How many beats does a whole rest get in 4/4
time?
page 98

Which line does the whole rest hang from?
page 98

Which line does the half rest sit on?
page 98

On a scratch piece of staff paper, draw 2 whole
rests, 2 half rests, and 2 quarter rests.

What is another name for meter?
page 102

Where does the time signature appear?
page 102

12. 1

13. 2

14. 4

15. 4th

16. 3rd

18. Time signature

19. At the beginning
of a piece of
music, directly
after the clef
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20.

21.

22.

23.

24.

25.

26.

27.

28.

What information does the time signature give?
page 102

What are the three most common time

signatures?
page 103

What does the top number tell you?
page 102

What does the bottom number tell you?
page 102

Why are different meters used?
page 103

The count of any measure, in any time signature/

meter, begins with what number?
page 108

How is a measure of quarter notes in 3/4 time

counted?
page 109

How is a measure of half notes in 4/4 time

counted?
page 109

How is a whole note counted in 4/4 time?
page 110
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20. How many beats
in each measure,
and what type of
note gets one
beat

21. 4/4,2/4, 3/4

22. How many beats
in one measure

23. What type of
note gets one
beat

24. The meter
depends on the
rhythmic pattern
of the song.

25. 1

26. 1,2,3

27. 1-2,3-4

28. 1-2-3-4



29.

30.

31.

32.

33.

34.

35.

36.

37.

When writing out the counting, what is used to

indicate a rest?
page 111

When counting out loud, how should you count a

rest?
page 111

When counting out loud in 4/4 time, how would

you say a measure of half notes?
page 109

How long is an eighth note in common time (4/4)?
page 114

How long is an eighth rest in 2/4 time?
page 115

How many eighth notes in one quarter note or one

beat of 3/4 time?
page 114

How are eighth notes counted in 4/4 time?
page 114

How is a measure of eighth rests counted in 2/4
time?
page 115

How long is one sixteenth note in 4/4 time?
page 117

29. Parentheses ()

30. Softly

31. ONE-two,
THREE-four

32. 1/2 beat.

33. 1/2 beat.

34. 2.

35. 1+2+3+4+

3. H(H )

37. 1/4 beat.
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38.

39.

40.

41.

42.

43.

44.

45.

46.

47.

How many sixteenth notes are in one quarter note

or one beat of 4/4 time?
page 117

How do you count sixteenth notes in 4/4 time?
page 117

What does a dot do to a note?
page 122

How long is a dotted whole note?
page 122

How long is a dotted half note?
page 123

How long is a dotted quarter note?
page 123

How long is a dotted eighth note?
page 124

Which type of note usually follows a dotted eighth

note?
page 124

How long is an eighth note triplet in 4/4 time?
page 128

How is a measure of eighth note triplets counted
in 4/4 time?
page 128
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38. 4

39. le+al2e+a
3e+ade+a

40. Makes it longer
by half its original
value

41. Six beats

42. Three beats

43. 1 1/2beats

44. 3/4 of a beat

45. Sixteenth note

46. One beat

47. 1 triple
2 tri ple
3 tri ple
4 tri ple



48.

49.

50.

51.

52.

53.

54.

How long is a sixteenth note triplet?
page 129

What is the count for a measure of sixteenth note

triplets in 2/4 time?
page 129

Where is your foot positioned on “+” part of the

beat?
page 129

How long is a quarter note triplet?
page 130

How long is each note in the quarter note triplet?
page 130

On which part of the foot tap does the 2nd note of

the quarter note triplet fall?
page 130

On which part of the foot tap does the 3rd note of

the quarter note triplet fall?
page 130

48. 1/2 beat

49. 1lali
+lali
2lali
+lali

50. Up

51. Two beats

52. 2/3 beat

53. Just after the “+”
of the first tap

54. Just after the
second tap
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CHAPTER 18

Interlude

DON'T SAY PRACTICE

| never practice; | always play.
— Wanda Landowska, 1952

In This Interlude

« Don’t Say the® Word

A Note on Private Teachers
How Much to Play

When, Where, How

The ldeal Practice Session
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Don’'t Say the PWord

Why did Mozart have
to get rid of his
chickens?

They ran around the
yard saying, “Bach,
Bach, Bach.”

Johann Sebastian Bach said, “Theresshing remarkable about it. All
one has to do is hit the right keygla¢ right time and the instrument
plays itself.”

That quote was probably ldeered with a heavy dose of sarcasm. If only
old Bach was right and playing an instrument was that easy.

If playing an instrument webhr singing well could happen only by
wanting it badly enough, there would be many more great musicians in
the world than there are. But thatist how it works. To learn an
instrument you’ve got to practice. Oops, | said a bad word.

| don't like to say the p-word. Wherthink of the word'practice,” what
usually comes to mind is a boringka one which I'm forced to do. So
let's do away with that word.

| prefer a friendlier p-word. Playhich would you prefer saying, “I've
got to go practice.” or “I've got tgo play.” | don’t know about you, but |
like the second much better.yibu think you have to say tipeword, try
rehearseinstead.

What doegplay mean? You play music. Itsupposedo be fun. If it's

not, something might be wrong. | sayght bewrong because no matter
what you do in this life, if you do it often enough, no matter how much
you like it, there will be times when it doesn’t seem so pleasant.
Especially when you push yours&ivard improvementt's bound to

get frustrating once in a while. Nt worry. Those feelings pass.

In order to do somethinwell, you have to spend a lot of time doing it.
This may seem obvious but yowwd be surprised by how many
students—especially the youngsres—don't quite understand this.
Whether it's sports or art or business or any old thing you care to name,
to become something mottgan a beginner takes focused effort and time.

Now, keep in mind there are somepke out there who are so naturally
gifted that they need little time to master a skill. They’re the type of
people who can pick something up—art, sports, music, dance,
mathematics, Spanish—and start daingell almost immediately.
They’re the kind of people we admiand envy. They're the kind of
people we secretly want to strangle.
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What this section is geared towailid you and me. People with average
abilities, average intelligence and average coordination. And even so, if
you are one of those rare and gifted iadiuals, this sean will help you

too, so don'’t skip it.

A Note on Private Teachers

No book can teach you everything, or teach it as well as a good private
teacher can. The fastest way to leangithing is one-on-one, just you and
the teacher in a room. Half an haach week is pretty standard for
beginners, but an hour is better.

" A good teacher cangayou years of time anthgw you tricks that make

. playing much easier, and mdte. A good teacher knows what songs

you can handle, knows which ones are fun, and will show you things you
aren’t doing quite right as wedls how to do them better.

A good teacher is invaluable. Find one. Study with him or her until
you’ve soaked up all you can (usuah years), then find another and
do it all over again. You'll learn the most this way, the fastest this way,
and you'll never regret the mopgou spend. It's well worth it.

Good teachers aren’t chetippugh, and if you can’t afford one you have
several options. One good alternative, especially if yauleginner, is
to find someone who plays your ingtrtant and is further along than you
are (high school and college studentskwwell). Another way is to find
musicians that will let you hang outtiwithem while they play. You can
pick up a lot of free tips this way.

How Much is Enough?

This is one of the most often-asked questions, and it’s a lot like asking
how much you should pay for a pair of shoes. The answer depends on
many things: what do you want to spend, wdatyou spend, what do
you need, what quality do you want, what style, etc., etc.

As far as playing music is coarned, you should be aware of a few
things: your desire to play, your ahjilon the instrument, and how much
time you carmaketo play (I purposefully didn't say, “how much time
you canspare” because nobody can spamei—everyone is always
busy).
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The very best answer is: play asahwas you feel like. That may seem
like a cop-out answer, but let regplain. Playing is supposed to be
enjoyable, first and foremost, vexr forget that. When you learn
something new, there is a very higbssibility of frustration. Avoid this
like the plague. If you begin to felustrated, keep at it another couple
minutes to see if the frustration goessgyand if it doesm, stop. It’s that
easy. Pick it up again later in the day or tomorrow.

Come on Baby, Light my Desire

( Take a music bath )

once or twice a
week for a few
seasons, and you
will find that it is to
the soul what the
water bath is to the
body.

Oliver Wendell

Holmes, Jr.

The single most valuable thing youndaave is your desire. Foster it.
Imagine yourself playing somewhednywhere. You could be on stage

in front of 10,000 screaming fans, you could be at Carnegie Hall, you
could be at the local coffee shop, you could be playing a song for a loved
one, or even in a room aloneaping for yourself. There are many
excellent players in the world whogyl only for personal enjoyment. Use
your imagination to see yourself pamining, keep with it and you'll get

to experience it!

Desire will keep you motivated tugh exercises and repetitions and
slumps in mood. The only problem widlesire is that it's not like a
metronome. You can’t bop down to tleeal music store and pick some
up, so you've got to foster it, be awaof it, let it grow. You can’t buy it,
but there are ways to increase it.

Live Music is Best

The single most beneficial thing your development as a musician is
to go see music performed livewtl increase your desire to play
more than any other thing. There amany places to hear live music:
coffee shops, concerts, even jsgting around in a friend’s living

room and listening to her plagomehow, seeing music being done
right in front of you makg it more real, more within reach. Recordings
are great, but live is better.

Your Stereo is Next Best

Listening to good music is importeand can be very inspiring,
especially if you realize the masans you listen to were once as
clueless as you may be right nda listen as much as you can.
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If you like grunge rock, gehe best there is andten to it. If you like
speed metal, find the best and listerit. If you like classical music,
find the best symphony orchestras untie best conductors and listen
to them. | could go on, but I'm suyeu get the idea. Find the best.

And the best is simply what ydike best. Don’t give up. There is so
much music out there that mostibiill do nothing for you. But on

the other hand, there is so much music out there, you're bound to find
something you love to hear. And youdive to play it, too. Keep your
ears out and wide open.

How to Get Better

Beginnings are Delicate Times

If you're a beginner, it's essential take things slowly. As a beginner
you’re trying to get the hang of aryecomplex task that involves many
different and difficult skills, and it takes time. Stick with it. You'll get it.
| haveneverrun into someone who hasadgiGee, I'm sure glad | quit
playing my guitar/clarinet/trumpgiiano.” It's always the opposite.

Tack up encouraging notes to yourself. On my desk | have a fortune
cookie message which says,&'Bersistent and you will win.”

As a beginner, your playing sessianght be ten to fifteen minutes,
three or four times a wkeThe less you play, the longéewill take to get
better. Remember this. It seems vegynmon sense, but | see it all the
time with new students—playing isffiltult and unfamiliar at first so
they don’t play much or not at all andémainsdifficult and unfamiliar
and frustrating.

The less you play, the longer iwill take to get better. There is no
getting around this. Once a week wilingly not cut it. Of course it's
better than nothing, but it's too easyftoget all that information over a
week’s time and when you get backytwur instrument, very little will
have changed. This will be verystrating. Avoid frugation by playing
more often.

Play as long as you can, but don’t push it too hard. Remember that the
best indication of when it’s time® stop is your frustration/boredom
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level. You have your whole life to work on this. Don't be lazy, but don’t
overdo it either.

I mprovement

As you continue to play, you'lldacome better and better and the
amount of time you spend on your instrument will naturally increase.
This will happen for several reasons: you'll be able to play more
songs, your understanding of what you need to do will increase, your
skill exercises will take longer @o through, and the very best part is
that it will become more and more fun!

Don't Beat Yourself Up

Remember that it usually takes a long time to sound really good, and
the progress is gradual. Anyon@aevplays an instrument has been a
beginner at one point. And let® honest. Beginners make some
really funny noises: squeaks, blais]lows and bleats. We've all done
it. It's part of the proess of becoming better. tHathe patience to wait
out your frustrations and thariny sounds you might make. Things

will get better. | promisehut only if you stick with it.

Start a New Habit

We are creatures of habit. Staginew ones is eagynough, and breaking
old ones is sometimes painful.yidu can make playing music an old
habit, you’ll never have to worry.dta habit you'll never want to break.

One way to grow this habit is thl@ose a specific time every day to play.
Have a routine. This willake some time to figarout and will change as
you discover what works for you. Try different times of the day. Some
people like early mornigs and sit in a quiet hozisvith a latté and strum
their guitar, some play right after dimrar after school, some like to play
just before going to bed (this option dod’ work well for brass players,
unless they live far from others).

Take at least one day off a week, two at most, to give yourself a rest—
take a hike, read a book, take a swim, a nap, anything. Of course, if you
don’twantto take a break, that’s also a good option. There are no rules.
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T elevision

My first piece of advices to throw the time-bandit out. No? You're
unwilling to do that? Okay then, ugeo your advantage. During one
hour of prime time television there are over twenty minutes of
advertisements. That's twenty minutes you could use to play. And
besides, you don’t need to buy all that stuff people are trying to sell
you. Save your money and buy a nicetrument instead. Press the
mute button and play! (This teclgoie works best for single people...)

When in Doubt, Leave it Out

I leave all my instruments out angldy to play. | have to be careful
when | pick one up because once | deewft’s at least an hour before
| can put it down again. By leaving yoinstrument ouyou can pick it
up at a random moment and toskaof exercise or a song. Five
minutes later you're back tohat you were doing before.

o Do It

S

A Garage of One’s Own

When | was a kid and had poactice trumpet (I use theeword on
purpose—back then | didn’t know tlléference), my parents finally
ended up sending me to the garage. It sounds cruel, but it was an
excellent thing. They didn’'t have to hear my squawks and blats, and |
didn't have to feel self-consmils about making so much noise.

When you start to play an instrumexst a beginner, your self-image as
a musician is very fragile. You'feel self-conscious, maybe a little
silly, and you'll be very aware of how bad you sound.

Yes, it's true. Yowvill sound bad at first. That’s part of it. For some it
can feel embarrassing, and for athsimply uncomfortable. Only a
rare few don't care. If you're one tifese, consider yourself lucky. If
you do feel uncomfortable playing with others around, the solution is
to play when you have lots ofipacy, either when nobody else is
home, or in a separate building. Even a closed door is better than
nothing.
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Repetition is the Mother of Success, and the
Father of Irritation

Charles Reynolds, a master teaclred man of great enthusiasm
coined the first part of that pdse, and | added the second. When
you're learning to play a song, yowust play it over, and over, and
over, and over, often hundreds if bbusands of times. And not the
whole song at once, but measure by measure until you've got the
whole thing. Then you get to pldlye whole thing over and over and
over.

It's a lot like jet skis—plenty ofun for the one doing it but not fun at

all for anyone who has to listen to it. Even if you're Yo Yo Ma or
James Hetfield, the same phraseaale or exercise played over and
over and over again will drive even the most patient person bug-nuts.

Get a private place to play if you can. Those you live with will love
you for it and will enjoy your music more when you’re ready to
perform it for them.

How to Do |t

There are as many ways to playtlasre are people who play, but all of
them share some similar charactigcs There are certain tools which
can make your progress on an instrument or voice much faster.

Some of these tools are crucial, saane less so, but aiif them will put
you further down the road toward musical mastery if you use them
correctly.

Equipment

Arturo Sandoval, a world-renown tryet player, grew up very poor in
Cuba. He wanted to play very badie would walk miles to the next
village where someone had a copyAoban’s Complete Conservatory
Method for Trumpeta book that is hundreds$ pages long, crammed
full of thousands of exercises asoings; the trumpet player’s bible.
Because he couldn’t afford theok, Sandoval kept returning to the
distant village until hdad the whole book memorized.
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All you really need is your instrumeand desire. The rest will come.
However, here are some thingsigrhwill make your experience much
more pleasant and more successfd shorter time. In order of
importance they are:

« Ainstrument: If you're a singer, you won't have any problems
with forgetting it somewhere. Get the best instrument you can
afford and treat it well.

. '_ﬂ;metronome Apart from your instrument, this is the most
useful tool you can own as a meiah. Get one early on and use it
often. I'll discuss its use later in this chapter.

« #F=music: This may be method booksheet music, or both. Not
every practice session will requingusic. There are many things
that can be done without it.

« ¥ music stand There are many diéfent types, from
inexpensive fifteen dollar wire stands which fit in an instrument
case to beautiful and expensive hardwood stands which aren’t so
portable.

. pencil: This will be used to mark up your music with notes to
yourself and also to record your sessions if you choose to do so.
Keep several in your case so you'll have one when needed.

. @praetice journal: A spiral notebook in wich to keep a record
of what you play, how long yoplay, and how you feel about
your playing. This is a valuabteol to look back on. Not a
requirement, but a good idea.

« ¢®tape/CD player. A very useful tool. Not only to provide good
music to listen to, but also something you can try playing along
with. Trying to figure out a favdte song is good training for your
hand-ear coordination.

. %-}_tuner: A tuner can tell you exactly what pitch you play, and
whether it's in tune or not. You're now in the world of sound and
a small change of pitch is audible to most listeners.
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. T’tape recorder. Not essential, but vg helpful. Hearing
yourself recorded is much difiemt than hearing yourself while
playing, and you'll be surprisdtbw many mistakes you hear that
you weren’'t aware of while you recorded. The tape recorder tells
no lies.

. Linstrument stand: Not essential, but e$ul. If you leave your
instrument out you'll pick it uand play more often. My guitars,
trumpet and flute are always out on their stands.

The | deal Session

The Best Time

Directly after a lesson is the very béste to practiceWhen all that new
information is fresh in your head kiathe time to go over it again on
your own. If there isomething you don’t understand, write down any
guestions or problems you may haveyear teacher caexplain them in
your next lesson.

Warm- up

This is a short part. Use it to magere your instrument works properly,
is tuned, and you have all you need for the coming session (valve oil,
music, extra strings, reeds, pencil, etc.).

Depending on your instrument, there are several things you want to keep
in mind. Generally speaking, keeprbs in the low register of your
instrument and do exercises to getl fingers, your wind, and your brain
warmed up.

Exercises

If a playing session is a meal, this section is the broccoli. It may not taste
very good (unless you like lots of cheese), but it's good for you. Do the
exercises for your instrument relogisly—it will pay off. Dessert is

coming up.
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This is when you do your scales, fimgdretching exercises, long tones,
interval studies, chord progressionghatever yourdacher assigns you.
The list is nearly endless, but ydiume is limited. Kep time spent on
exercises down to about 1/3 of #ession time you’ll spend playing.

If you're a beginner and none thfe above makes sense to you, don’t
worry, it will soon.

Long Tones

When | was a beginner in middle school, my mom made me practice
for half an hour every day, five dagsveek. Some of the time | hated
it, but I'm very grateful now. On tha@ays | really didn’t want to be at

it, | would choose one note and play it for the entire half hour. Well, |
did stop to breathe now and thenl fot daring and a little less
stubborn, Imightswitch to another note. | didn’t know it, but | had
stumbled upon an essential ingredient to creating a good sowamy on
instrument.

When you play long tones, take a bugeath (if you're& wind player)
and play a note that is comfortable for you. Don’t let your mind
wander, though. Listen closely to tbeund. Make it as perfectly clear
and clean as you are able. You'll farprised at the wavering and
crackles and hitches in your sound.

Experiment with different quiies of sound (bright, dark, open,
pinched, soft, loud, etc.)

If you're a string player, long toseare equally important but done
differently. It's a good way to intpve your bowing, or to check your
finger position all the way ufhe neck on each string.

| take the time to mention longries because they’re often neglected
and are important to achieve a g@mind. And they’re so easy to do!
Especially for beginners. Three four minutes is long enough. Do

them every day and you’ll soon have a great sound on your instrument.

The Heart of the Session

Here is where you will do most of yowork. This is the longest part of
your playing session. This is whereu work on the song you're learning
to perform. Use thauner, themetronomeand thetape recorder
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Close your eyes
and repeat three
times, “The
metronome is my
friend.”

The Metronome (or: The Torture Device)

There is a legend about Chinese Water Torture. | have no idea if it's
true, but it makes for g@ood story. You're strapped down to a table and
above you is a barrel full of watérhe barrel has a small hole in it
through which a tiny drop of waterlfgevery minute or so down onto
your forehead. This goes on for a long time, finally driving you mad.
The metronome is kind of likéhat, only it's actuallygoodfor you.

A metronomas a mechanical foot-tap wdh keeps perfect time. Each
metronome has a series of gradations on it, usually from around 40-
200beats per minute (bpm)rhe higher the number, the faster the
clicks. You set the metrononoa the tempo you need and away you

go.

Metronomes come in many diffetteshapes and sizes. There are
electronic varieties with different beeps and dings, or the simpler
wind-up pendulum variety like the one pictured. Loudness of your
instrument and the metronomeaigonsideration when buying one.
Some have an earplug that wilhskthe clicks right to your ear, a good
option for loud instruments, like drums and brass.

Nobody likes being wrong. That’s one of the reasons metronomes are
so neglected. They keg@erfect time and wieumans do not. But if you
think about it, we learn the most when we’re wrong, as long as we're
paying attention. So really, being wrong can turn into a good thing.

Of coursestayingwrong isnota good thing. You use a metronotoe
fix mistakes in rhythm.

How to Use the Metronome

When you're learning a song,auithe metronome on only a short
section at one time—sexal measures at the most, two notes at the
least. It's important tetart slowly Whatever you learn is what you
will play, soif you set it at a speed which is too difficult, you will
learn mistakes

1 Set the metronome to a tempo thatlsv enough so your playing feels
comfortable and easy. Play the ghs@ction through a few times at this
tempo. If you're making mistakes,ghempo is too fast. Slow it down
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some more until you find an easy tempo. Play $#h@s correctly
before going on.

2 Click up to the next fastest tempg@ne click only. The clicks may not
soundany faster, but when you play the passage you'll notice the
difference. Play at this tempo uritis easy. Play 5-10 times perfectly.

3 Click up to the next fastest temgne click only. Play the section
several times at the new tempomiay take more repigons to get the
passage perfect. Keep at it. If it's too hard at the new tempo, go back
one click until it's perfect again. Play 5-10 times perfectly.

4 Continue with this process untildfcorrect tempo of the song is
reached. This may take several days, weeks or months.

Remember, you're in this for the long haul. Don’t bash your head against
something for too long. If you becomery frustrated or discouraged, go
back to a slower tempo and playitew times correctly before you quit.

The first song | learned on guitar waschuoo difficult for my abilities
and | probably shouldn’t have chosen it, but | did. At first, the song was

wm=ey SO incredibly slow it was unrecognizabletook about thre or four days

(of two hours a day) to get each @asure passage up to a decent speed.
Using the metronome as mentiondabee, | learned the song, but it took
me six months.

You may not be so foolish as to cheaich a hard piece at first, but if
you do, using the metronome works veryyweell. Try it. Play with it.
Come up with your own variations. There are no rules.

The Tape Recorder Tells No Lies

I got my first stereo when | was eleven. It had a tape deck with a
microphone attachment. During my enforgeecticesessions, | came

up with a plan to get away with not practicing. I'd record something on
the tape deck, then turn up the voluamel play it back, sometimes twice.
That way everyone in the house would think | was still playita].

That'll show theml must have thoughfm not actually practicing.

But | was. Listening toqurself play an instrument on a recording is a lot
like listening to youwvoiceon a recording. It doe%rsound anything like
what you thought it sounded like. Every little wobble and flub and

Basic Music Theory

153



mistake is painfully obvious. Agaime learn the most from making
mistakes.

But as with the metronome, don’t let those mistakes stand. Fix ‘em.

Try recording yourself. You'll be sprised, and you might like doing it.
You will definitely improve!

You Can Tune a Trumpet but You Can't Tuna
Fish

~ A tuner is a valuable tool. If you playfeetted instrument like guitar or

electric bass, you'll probably needuner only to tune your strings.

The rest of us benefit a lot by usiaguner. With a tuner, you can become
more aware of how your instrument plays, where it's out of tune, and
what you need to do with your mouthyour finger placement to correct
the pitch. Every wind instraent has certain notegich are out of tune.
With a tuner you can find these odttane notes on your instrument.

The best type of tundor this sort of thing is an analog tuner, one which
has a little arm that swings back dondh to show howsharp or flat you
are. If the little arm is straight up at “0,” you're in tune.

There are many types of tunerssiiyour local music store for a
demonstration and decide wh will work best for you.

Other Ways to Play

You aren’t limited to playing onlduring your daily session. There are
opportunities throughout the day tonteoyour skills, and you don’t even
need your instrument.

For brass players, there’s alwdyszzing (if you don’t know what this is,
ask a brass player to demonstrateyfau). This can be done either with
or without a mouthpiece. For othemd players there are other lip-
strengthening exercises.

Using only your lips (no teeth), hodpencil out parallel to the ground
for as long as you can. This wétrengthen your pucker muscles.
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For fingerings, woodwind plyers can practice orpancil. Valve players
can get an old valve casing from an instrument at the pawn shop and
carry that around instead of thnole instrument; or simply do
fingerings on your thumb or palr8tring players can find an old
instrument, saw off a five-fret sectioh the fingerboard and use that to
practice fingering.

These are just a few suggestionse ysur noggin to tink up some other
options. There is a lot of “dowriime in a day that you can use to
improve yourself.

Another | nstrument

Don't be afraid to switch instrument§an instrument just isn’t working,
give it a fair chance for two or treemonths. Then, if you still want to
play, try something else.

| have a wonderful guitar studemnho began on the trombone. After a
couple months, she decided the trombaasn’t for her and switched to
guitar. She’s playing very well and is progressing quickly. She was not
good on trombone. She’s becoming an excellent guitar player.

Even if you're doing well on an instrument you can always pick up
another. Another of my studisn a good beginning trumpet player
expressed interest in the flute, solveal a flute lessoand he has decided
to play that as well.

Many famous musicians started on fiedlent instrument and continued
on to learn many others. Stevie Wonder, Prince, and Beclajpldne
instruments on their early alboums. Bestitl does it. Those three are only
a few. There are many more. Nowheré¢here a rule that says you can
only play one instrument. Hecledrn ‘em all if you want to. A new
instrument can light the fire inside you again.

And if you can read music, learning songs on a new instrument is much
much easier.

Speaking of reading music, let’'s get back to it!
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Some I nstruments

Ever wonder what all those instnents are? Ever call a trombone a
trumpet, or other embarrassifagix pa® Now some of your problems
are over. Below are many instruments and their names.

.2 Accordion ~ Bass Clarinet Bassoon
. o

=
Oboe Tenor Flute

_ French Horn “@ Flugel Horn
N Y

" /p Trombone ﬁ\v Alp Horn | Baritone Horn
Baritone &ﬁ? Tuba

Castanets N Sitar

v

Banjo

1"’
/

¢ Piccolo

For loads of information about your instrument, visit the Questions, Ink
web sitewww.QuestionsInk.com/instruments
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PART FOUR

See Sharp or Be Flat

In This Section You Will Learn:

» Sharps, Flats, and Naturals
» The Piano Keyboard

* Whole Steps and Half Steps
* Major Scales

» Key Signatures
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Roaming through the jungle of "oohs" and "ahs,"
searching for a more ageable noise, | live a life
of primitivity with the mind of a child and an
unguenchable thirst for sharps and flats.

— Duke Ellington (1899 - 1974)

In This Chapter

» General Accidental Information
Flats

Sharps

Naturals

More Accidental Rules

ACCIDENTALS ON PURPOSE
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Accidentals Are No Accident

The pitch of a note can be alteiadwo ways—slightly lowered, or
slightly raised. This ishown by symbols which appear in front of the
note on the staff, and they’re calladcidentals Though | know the use
of the wordaccidentalbegan around 1651, I'm not really sure why,
because these changes are nmdpurpose. They should be called
onpurposesBut we're stuck with accidentlso that’s what I'll call
them.

There are three types of accidentigs, sharps andnaturals. Each has
its own sign, shown below.

Example 19.1 The Accidentals.

b : :

Flat Sharp Natural

General Accidental I nformation

Accidentals appear in front of the noley alter. This is so that when
you’re reading music, you see the accideddibreyou get to the note. If

the accidental was placed after the note, it would be too late. Putting the
. accidental after the note is a vegmmon mistake that a lot of people

" make who are unfamiliar with writing music.

However, there is a good reasontluis mistake. When written, the
accidental comes before the ndiat when spoken, the accidental comes
afterthe letter name of the notéor example, even though you $flat,

the actual note in the treble clef isthie third line wih a flat sign irfront

of the note, like so:
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Another common mistake is write the accidental gi anywhere in front
y of the note it is supposéd alter, but actuallythe accidental should be
2 ,;03 written on the same line ogpace as the note it alterEach accidental
Cw has an open spot in the center whicpléced on the line or space. You'll
\~__ see what | mean in the examples to follow.

' Remember that when notes are aboviesbow the range dhe staff they
need leger lines. Accidentals don’'t neebkger line; thegimply hang in
front of the note which uses the leger line.

Flats

A flat lowersthe pitch of a note by a small amount (a half step, a term
you'll learn in the next chapter). @way to remember a flat lowers a
note’s pitch is that when somethindlattened, it's lower than it was
before it was flattened.

Flats look a little likea squashed lettér(or maybe | should say flattened
letterb), and the open part in the center of the flat is the part which will
be on the line or the spacdti#ough I've only iown you six notes

below, a flat can be used widimy note.

Example 19.2 From left to right: B flat, D flat, E ft, A flat, B flat, D flat, and A flat.

= s be
W - 8 i[? [ & ]
)

bo

w_
¢

¢

Sharps

A sharpraisesthe pitch of a note by a smalinount (also a half step) and
looks like a number symbol. The centéithat little grd is where the
sharp should be centeredthe line or space. Juskéd with flats, a sharp
can go in front oiny note.
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Example 19.3 From left to right: D sharp, G sharp, Casp, F sharp, A sharp, C sharp, F sharp.

 je #&
=
Naturals

Naturals are a little diffemt from sharps and flat&.natural sign

cancels the effect of a sharp or flaand is used for this purpose only.

Any note which isn't affected by actcidental is already a natural note.

In fact,all the notes you've seen beforéstbhapter have been natural
notes. When there aren’t any sharped or flatted notes to be changed, the
natural sign isn’t used.

Soa natural can either raise or lowethe pitch of a note. If a natural
cancels a flat, it raises the pitchaohote by a half step. If a natural
cancels a sharp, it lowers the pitcltloé note by a haltep. And you've
already guessed that atmaal can be used witiiny note.

Example 19.4 From left to right: B natural, D naturd, natural, D natural, A natural, C natural.

o e

o
W

More Accidental Rules

When an accidental is used at the beginning of a medtsisffect lasts
for the entire measureFor example, if at thieeginning of a measure we
have a B flat, and then at the endled measure there is another B, it is
alsoa B flat unless there is a natural sign in front of it.

An accidental can’'t have an effect over a bar line.
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Example 19.5 The effect of an accidental lasts for théirenmeasure and is canceled by the bar line.

~B flat\ B natural
_q:_a' | | | | IF
—Z 4 L - o
i| F sharpg F natural
a 1 — ||
2 — |
‘ ﬂ [& ] |||
Moving On

That's it for accidentalsharps raise, flats loweand naturals cancel.
Once you're able to answer theviev questions about accidentals, you
can move on to the conceptsvdfiole steps and half steps.

But before we do that you’ll get a quick lesson on the piano keyboard in
the next chapter. Knowing the keyboard will make whole and half steps

much easier to understand.

Chapter 19 Review

. What does an accidental do?

. What are the names of the accidentals?

. Where are accidentals written?

. What does a flat do to a note?

. Slightly alters the

pitch of a note

. Flat, sharp,

natural

. In front of the note

and on the same
line or space as
the note

. Lowers the pitch

by one half step
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5. Draw five flats.

6. Draw five sharps.

7. What does a sharp do to a note?

8. Draw five naturals.

9. What does a natural do?

10. How many notes can accidentals be used with?

11. How long does the effect of an accidental last?

12. Can an accidental have an effect across a bar
line?

Practical Use

7. Raises the pitch
by one half step

9. Cancels a sharp
or a flat

10. All of them

11. For an entire
measure

12. No

1. Write out the following whole notes: Bat, E-flat, A-flat, B-flat. Find
these notes on your instrument anayghem. Sing them. Now write out

these notes: D-flat, G-flat, Cafl, and D-flat. Find them on your
instrument and play thensing them. Sound familiar?

2. Do the same thing 3®u did in number one wittihese notes: F-sharp,
A-sharp, C-sharp, F-sharp. Find themyour instrument and play them.
Sing them. Now write out C-sharg;sharp, G-sharp, C-sharp. Find and

play these notes. Sing them.
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THE PIANO KEYBOARD

Music is perpetualand only the hearing
is intermittent.

— Henry David Thoreau (1817 - 1862)

In This Chapter

Note Names on the Piano Keyboard
Flats and Sharps on the Keyboard
Half Steps

Enharmonic Notes

Natural Half Steps

Whole Steps

Chromatic Scale
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Why Learn the Keyboard?

Notes are laid out on the keyboard imesty simple way which is easy to
comprehend, and the visual aid igraat help when trying to understand
nearly all of the concepts youfihd in this and other sections.

In fact, one of the definitions of alhatep is two adjacent keys on the
piano, so there you go.

If you've been using your keyboatemplate on the Reviews, you've
already become familiar with the keyboard, and maybe even some notes
on it.

| don’t want to insult your intelligencéut I've got to say it. Lower notes
are toward the left of the keyboaaidd higher notes are to the right.

Note Names on the Keyboard

All of the white keys are natural notg#-G). All of the black keys are
notes with accidentals (sharpsfiats). Notice in the keyboard below
how the black keys are grouped: thlack, then three black, then two
black, etcetera, etcetera, tlé way up and down the keyboard.

Any white key to the left of a group ofo black keys is the not€. Any
white key directly to the left ahreeblack keys ig-. If you'd rather find
the A because it's the beginning of the alphabet, it's between the second
and third black keys.

Example 20.1 A short chunk of the piano keyboard.
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From there it's easy to fill in threst of the note names, like so:

Example 20.2 Piano keyboard with natural notes named.

Flat Notes on the Keyboard

Any black key directly to the left af white key is a flat note (remember
to the left is lower). The note’s nansederived from the natural note. So
the black key just to the left of the A, is A flat. The black key directly to
the left of the D is D flat. And so on.

Due to the limited space, I'll use the symbol for flgtrext to the letter
name instead of the woflt.

Example 20.3 Piano keyboard with natural notes and flat notes.
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Sharp Notes on the Keyboard

A sharp note is any black key to ttight of a white kg (remember to the
right is higher). The sharp note nanaes derived from the key directly

to the left of the black key. For example, the black key directly to the
right of the C is C sharp. The black key directly to the right of the F is F
sharp.

Example 20.4 Piano Keyboard with natural notes and sharp notes.

F# G# A#

Enharmonic Notes

You probably noticed that eachabk key has both a sharp name and a
flat name. When notes have the sanieh but different names, they’re
calledenharmonic notes

Enharmonic notes are a lot likerhonyms, words that sound alike but
mean different things, like the words to, too, and two. Enharmonic notes
are the same pitch but have different meanings.

A common question is, “Why botheBPbesn’t that make things
confusing?” Well, yes, it does mak@ngs a bit confuag but there are
several good reasons for enharmonieroT he first I'll show you later
in this chapter; others will have weait until we get tescales and chords
in Parts V and VI.
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Half Steps and Whole Steps

A half step as it's defined by Webster’s, ame twelfth of an octayéut
that definition doesn’t help us much.b&tter definition for a half step is
the difference in pitb between any taadjacent keys on a pian®r, if
you’re more familiar witlthe guitar or electric basa half step would be
the difference in pitch between atwo adjacent frets on the same string.

Natural Half Steps

This is areally important concept and witiause you no end of confusion
f' if you don’t understand it, so put your thinking cap on.
/ ‘,..._ CB

Most half steps involve see kind of accidental, like B to Bb, or F# to G,
N or C# to C natural. But if you loakt the keyboard, you can see that there
(A=, are two places where there is no klaey between two white keys. Go
ahead. Look right now and seg/du can name them. I'll wait.

Remember our definition of a half step? Any two adjacent keys on the
piano, right? So those notes—E to k&8 to C—are also half steps, but
without the need of any accidentals. These are cadadal half steps

and if you memorize them now, you won't have to memorize them later.

Whole Steps

Two half steps make a whole step.

The Chromatic Scale

| guess first we have to define what a scale is in music. According to
Webster’s it'sa graduated series of musical tones ascending or
descending in order of pitch according to a specific scheme of their
intervals And actually, that’s a prettyood definition, so we’ll use it.

Thechromatic scalds the first reason for the existence of enharmonic
notes. The scheme of intervals in the chromatic scale is half steps.

If you were to play a chromatic sedrom C to C, you would begin at C
and play every single note going up until you got to the next C, and then
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you’d come back down doing the same thing. Here’s where the
enharmonic notes come in:

As you go up the scale, sharpe ased. As you come down, flats are
used. An example is worth a hundredrds. For this example, follow
along with your keyboard.

Notice the example is two lines of sia. When a song is long, the staves
below the first do not need thiene signature, only the clef.

Example 20.5 Chromatic scale from C to shining C in 12ithe. Ascending andescending. Notice the
natural half steps between E-F and B-C.

O e |

A 1

1£ M | 1 | | |
A

L ]

Moving On

The piano keyboard will be a valuali®l in the chapters which follow,
so be sure you've understood it beefgoing on. Not only will it help you
in the next chapters, it will also laluable in your life as a musician.

Coming up next is the major scale, the basis for nearly everything in
Western music. A small and simple scale, but very important.

Chapter 20 Review

1. What is the definition of a half step? 1. The difference in
pitch between two

adjacent keys on

. . . a piano keyboard
2. What is an enharmonic note? Give a couple P Y

examples. 2. A pitch with two
different names,
20: The Piano Keyboard like C# and Db, or
F# and Gb
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. What is a whole step?

. Two half steps

. What are the two natural half steps? . B-C
E-F
. Which accidentals are used when going up a
chromatic scale? . Sharps
. Which accidentals are used when coming down a
chromatic scale? 6. Flats

Practical Use

1. Write out the chromatic scale from A &oin either clef. Refer to example
20.5 if you must.

2. Identify the notes on the keyboaragéuithe side with no note names :-).

3. From the note C, count up three ha#f. What note did you get? It should
be Bb. Start on F# and count down twdele steps. What note did you get?
Should be a D.

4. Get in front of a real piano/keyboali€ind all of the E-sharps on the piano.
Find all of the C-flats on the keyboafind the F-flats. The B-sharps (hint:
enharmonic notes).

5. Mess around with the piano and fisdunds you like. Write out the sounds
you most like. To get you oriented, thartthe middle of the piano is called
Middle C and it’s written as a line note, one leger liedowthe treble clef
staff. Middle C in bass ef is written as aie note one leger lirebovethe bass
clef staff.
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MAJOR SCALES

Without music, lifevould be a mistake.

— Nietzche

In This Chapter:

The Major Scale

C Major Scale

The Octave

The F Major Scale
The G Major Scale
The Db Major Scale
The F# Major Scale
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The Major Scale

| read on the Internet that if Wesh music were genetic material, the
major scalewould be its DNA. A more péect analogy | have never
heard.

The major scale is the basis for nearly all music yol@nailiar with,
from country to hip-hop, ctsical to jazz, grunge to punk.

Other scales are describkased on their relationgisi to the major scale.
Intervals—the measurement of @iste between two notes—are based
on the major scale. Chord symbols are derived from the major scale.

Remember our definition of a scales kind of wordy, and you don't
need to memorize it, so here it is agamgraduated series of musical
tones ascending or descending in ardepitch according to a specific
scheme of their intervals.

With the chromatic scale, the scheme of intervals was half steps. With the
major scale, the scheme of intervalaiseries of whole and half steps.
Remember that a whole stepnsists of two half steps.

Every scale has a letter name and a descriptive name. The letter is the
bottom note of the scale and athe top note of the scale. The
descriptive name tells you what kindsufale it is, lile major, minor,

blues, pentatonic, etc. For example D Major scale would start on D
and end on D and have the necessdryle and half steps which make up
a major scale.

Enough words. An example will shopu the pattern of whole and half
steps for a major scale. The scale we’'ll use will be the C Major scale,
because it has no sharps or flats in it.

If you have your keyboard out ande it to follow along, you'll
understand these concepts mgueckly and more thoroughly.

The C Major Scale

Before | show you the scale, I've gotdefine a couple images which are
used to show half and whole steffhey’re simple, and a good visual
reference.

21: Major Scales

174



half step:/\ whole steq:

If you have access to an actual keyboard, play the scale below. It will be
all white notes from C to C. You’ffrobably recognize the way it sounds.

Example 21.1 The C Major Scale. Ascendinghole and half steps shown.

AL ITITIA

Leerertt

\ -b
sl I

Whole and Half Steps for the Major Scale

Remember the natural half steps between E-F and B-C? In the C Major
scale, these natural half steps givehespattern of whole and half steps
without the bother of accidentals.

As you can see above, the pattern for the C major sehtde, whole,
half, whole, whole, whole, half (wwhwwwhYou’ll need to memaorize
this, because this pattern of whole and half steps is the sameefgr
major scale.

Octave

This is as good a place as any to introduce you todteve a type of
interval which contains a certaamount of notes. Like octopus and
octagon, the octave also has an 8 in it.

Look at the scale above, and countribées from C to C. There are 8 of
them. That’s an octave. From onedethame to the next, either up or
down, is an octave.

So, to be more specific, the abowale is the C Majoscale, one octave,
ascending.
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Scales

with Accidentals

Now we can take that pattern ohale and half steps and apply it to
another scale. Let’s start on F this time.

F Major Scale

Example 21.2 The F major scale, ascendingthwvhole and half steps shown.

i 1/"\ | /N
%j_._uj"! I| i I|i

In order for our series afhole and half steps twe correct (wwhwwwh),

we have to alter a note. Look at your keyboard while you examine the
whole and half steps in the F major scale to see where those half and
whole steps fall. That Bb is necessary to get the half step between the
third and fourtidegreesf the scale. The Bb also gives us the whole step
between the fourth and fifth degrees of the scale.

A degree is a name for a scale toma] is usually associated with a
number. For example the 4th degrea atale is the fourth note from the
bottom.

In the above scale, because E to & imtural half sig we don't need to
alter either of those deggs of the scale to have the half step between the
seventh and eighth degrees of the scale.

G Major Scale

Example 21.3 The G major scale, ascendingtiwwhole and half steps shown.
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Follow along with your keyboarchd you can see where the whole and
half steps should be for the Major scale starting on G.

L]
Al

N

Between the third and foilirdegree of the scale vilave the natural half
step from B-C, and betwedime seventh and eighthgtee of the scale, in



order to have a half step, we need an F#. And it just so happens that
between the sixth and seventh degrethisfscale we need a whole step;
E to F# is a whole step.

Major Scales with Many Accidentals

This same technique can be applied sxale with any starting note. Just
for kicks, we’ll do one with lots of flats and onwiith lots of sharps.
You'll need to follow along with youkeyboard for this one, so have it

ready.
A Major Scale with Lots of Flats

Example 21.4 The Db major scale, ascending, whole and half steps shown.

1.\ I IAI

T

A Major Scale with Lots of Sharps

Example 21.5 The F# major scale, ascendjnghole and half steps shown.

AN AN

More Enharmonics
Use your keyboard to understand the following concept.

el
Al

N

Take a look at the seventh degre¢haf F# major scale above. An E#,
right? The enharmonic note that is the same pitch as E# is F. It's that
natural half step between E and F tbeatises this. Similarly, B# is the
same pitch as C.

And going the other way, Fb is the sapieh as E, and Cb is the same
pitch as B.
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Moving

On

If you understand the major scale, yaigot a powerful tool to unlock
the intricacies of much of music theory. Be sure you know the ins and
outs of this scale before you move on.

Coming up in the next chapter are key signatures, devices at the
beginning of a piece of music thall tgou which notes are sharp or flat
for the entire piece.

Chapter 21 Review

. What is an octave? 1. The distance from

one note to the
next note with the
same letter name.

. What is the series of whole and half steps for the Twelve half steps
major scale? or 6 whole steps.

2. wwhwwwh

. What is the symbol for a half step? /\
3.

. What is the symbol for a whole step?

4.’—‘

. Between which degrees of the major scale do the
half steps occur? 5. 3-4,7-8

Practical Use

1. On a blank staff using the clef gbur instrument, write in an E-flat
low on the staff. Use your keyboardfigure out the E-flat major scale.
Write it down, then play it on yourstrument. Does is sound right? Sing

It.

2. Do the same thing, starting on A thime. Be sure to play and sing
the scale until it's memorized.

3. Write out all 12 Major scales. Leathem on your instrument. They
are of immense value in ypprogress as a musician!
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UNLOCK THE SECRET
OF KEY SIGNATURES

Servant and master am |: servant of those
dead, and master of those living. Through
my spirit immortals speak the message that
makes the world weep and laugh, and won-
der, and love, and worship.

| am Music.

— Anonymous

In This Chapter

What is a Key Signature?
The key of C

Mnemonics Revisited
Flat Keys

Sharp Keys
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Key Signatures

Any piece of music has a certain fedlich comes from several things,
like the meter, the types of notes used, andkdlyesignature The key
signature is a device which comtaisharps and flats and tells the
performer many things: the type afade the piece ibased on, the most
likely starting and ending notd$there is improvising in the song
(spontaneously making the melody)e tkey signature will tell the
performer which notes can be useda ong is too high for a singer, the
whole song can be lowered, and Wil give you a different key
signature.

Just like time signatures, key signa&sicome at the beginning of a piece
of music. The key signatufis between the clefnd the time signature. |
have included a time signature in all of the examples so you can see
where the key signature shouldgdaced. Most of the time signatures
will be familiar, but some are odd, so don't let that throw you.

A key signature is a device that tglisu which notes haviats or sharps
for an entire piece of music. This saves the composer from having to
write in all the accidentals for an entjpéece. The good news is that a
key signature wilheverhave mixed sharps and #att will be either all
sharps, all flats, or no accidentals at all.

Another piece of good news is that the order of the flats and the order of
the sharps wilalwaysbe the same. That is,yibu have only one sharp in

a key signature, as long as you'vemueized the order of sharps, you'll
know what that sharp is. If you haseven flats in a key signature, as

long as you've memorized the ord#iflats you’ll know exactly which
seven flats to use and whatler to put them in.

More good news. The order of the shaghe reverse order of the flats,
or vice versa, so you only have to memorize them one way.

Why Key Signatures?

When you constructed major scalesha last chapter, you had to alter
some of the notes with sharps @tél to make the whole and half step
pattern correct. Each key signaturelso the name dhe major scale of
the same name. For example, thg &ignature of G will give you the
correct accidentals for the G Major scale. A key signature at the

22: Unlock the Secret of Key Signatures

180



beginning of a song affects alktimotes throughout the song, so the
composer doesn’'t have to write @litthe accidentals for every single
note in the song. They key signature takes care of it.

Flat Key Signatures

There are only seven flats, and thegliivaysbe in the same order in a
key signature. This is one ofetliew rules that has no exceptions.

More Mnemonics

The order of flats iB-E-A-D-G-C-F. An easy way to remember this is
the word BEAD followed by Greate€mmon FactoiOr you can make
up your own saying which uses alktletters in the proper order.
Something like, “Being Etherealfter Death, Ghosts Can Fly.”

As with other mnemonic devices,yibu make up your own and make it
silly or funny or weird, you’ll banore likely to remember it.

Here is a key signature with all of the flats in it. Notice the order (from
left to right) and where the flats are placed on the staff.

Example 22.1 A key signature in both treble dass clef with all seven flats.

>

|
P . Pt —3
\5,"’?'[,4— A S B

Find the Name of a Flat Key

If you're faced with a piece of muwswith a bunch of flats in the key
signature, there is an easy way to find what key it’s in. The name of
the key is the same name as thesdeto-last flat in the key signature.

An example will show thigetter than words can:
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Example 22.2 The keys of Bb and Eb.

Second-to-last flat is Bb Second-to-last flat is Bb
The Key of —
B flat: —
Second to last flat is Eb Second to last flat is Eb
The Key of ) ALI 3 @i
E fl t¥ ot b7

Construct a Flat Key

To create a flat key, there are three easy steps:

1 Find the name of the key you want in the order of flats. For example, if
we’re looking for the key signaturerfé flat, we’'d find where the letter
Ais in the order of flats: BA D G C F.

2 Add one more flat beyond the key signature name, and use all of the
flats up to that point for the keygsiature. In our example, one flat
beyond Ab would be Db, for a total of 4 flats.

3 Construct the key signature, putting ftzs in the correct order, and on
the right line or space.

255

i
i

AN\ V4

And that’s all there is to it.

The Key of F

There is one flat key which is a lititkfferent than the others, and that’s
the key with only one flat in it. Becaa there’s only one flat, there can’t
be a second-to-the-last flat.

You can sort of use the same procedatvove to find the name of the key
with one flat. If you look athe order of flats, B ithe first one. Before the
B is the one at the end of the line—afich is the name of the 1-flat key.
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Here’s a more visual representation of what I'm talking about.
Here’s the B flat in the key signature

BEADGCF

And he|re's the name of
the key with one flat: F.

Or you could just memorize that one flat is the key of F. Whatever works
best.

Sharp Key Signatures

Hopefully you've already got theughest part learned, which is the
order of sharps. It's the order of flats backwards, or: FC G D AE B. If
you want, make a mnemonic device tloe order of sharps, or simply
reverse the order of flats.

In the following key signature, whiakses all the sharps, notice the order
and the placement of the sharps.

Example 22.3 Key signatures in bass and tieblef with all seven sharps.

R LT

NV

Find the Name of a Sharp Key

Finding the name of a key with shaipst is much less involved than
finding a flat key.

That very last sharp in a sharp k®gnature is the one responsible for
making the half step from the seviemd the eighth degree of the major
scale. Simply go up half a step from that last sharp and you have the
name of the key.
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Example 22.4 The keys of G and B.

1/2 step up from F# is G.

The Key of G: ﬁ %

1/2 step up from A# is B

The Key of B: m o

D)} W

T

Construct a Sharp Key

If you reverse the process, you @mstruct a sharp key. Again, three
easy steps.

1 Take the name of the key you want and go to the sharp note a half step
below the key note. For example, if you want to find the key of D, go
down a half step to C#.

2 Find out where that note is in theder of sharps. In our example, C# is
the second sharp (¢ G D A E B), so there are two sharps in the key of
D.

3 Put the sharps in the correct ordertloa right line or space and you've
got it.

ﬁ
I I"n.l

The Key of C

This is the only key signature you have to memorize. Because there are
no sharps or flats with this keysette is no quick way to figure out what

the key signature is. But if you know the C major scale, you know that
there are no sharps or flats in the scale. You can see the key of C on the
next page
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The Keys to the Kingdom

The Key of C: %

==

Flat Keys
F i -
A'j;_
n ﬁ&
_Li'l
Eb 7

w B

Cb ?D'Ia_

i

¢
il

b

o

:

4

:

¥
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Sharp Keys

NENE
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GO
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o A T
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Moving On

The concept of key signatures candiféicult to understand, but | hope
you've got it. If not, spend some mdmne with this chapter until you do.
Key signatures are important.
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After the review for this chapter ike review for the entire section. This
has been an important section, andstad what follows builds on what
you've learned in thisextion, so be sure you understand all of it before

moving on.

After the section review, you get tdk@a break from music theory with
another Interlude. In this one you getearn a littlebit about conducting.

Chapter 22 Review

. How are key signatures and the major scale
related?

. What is the order of flats?

. How do you find the name of a flat key?

. Which key has only one flat in it?

. Which flat is that?

. Which key has four flats?

. How many flats in the key of Eb Major, and what
are they?

. How many flats are in the key of C Major?

. Which key has seven flats?

. A key signature

gives the correct
whole and half
steps for a major
scale of the same
name.

. BEADGCF

. The second -to-

the-last flat in the
key signature is
the name of the
key.

. F

. Bb

. Ab Major

. Three: Bb,Eb,Ab

. None

. Cb Major
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10.

11.

12.

13.

14.

15.

What is the order of sharps? 10. FCGDAEB
How do you find the name of a sharp key? 11. Go up 1/2 step
from the last
sharp in the key
How many sharps are in the key of D and what signature
are they? 12. Two: F#, C#
What is the name of the key signature with 4 13. E
sharps in it?
How many sharps in the key of C? 14. None
Where do you find key signatures (be specific)? At the beginning of a

piece of music,
between the clef and
the time signature.

Practical Use

1. On a low line/space of a blank basgreble clef staff, write an F. Now

put a note on each line and space alibed- until you reach the F an

octave above (you shouldanp with 8 notes). Nowst after the clef, put

in the key signature for F# Major. Look at the sharp key examples for help
with this if you must. Rly and sing the F# Major scale you just made (have
a fingering chart for your instrument handy).

2. Create a 4-measure melody in thg k& Ab. Choose your own clef and
meter. Play and sing what you've wriiteChange it if you don't like it. Do
the same in two more keys of your choice.

3. From now on, whenever you see a piecmasic, look ait and identify
its key signature.
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PART IV REVIEW

Whew! You Made |t.

These pages can be used to test yoaimory on what you've learned in
Part IV, and if some of the informah hasn’t stuck, you can go back and
check it out on the page indicated below the question.

As with the chapter reviews, use your keyboard to cover up the answers
while you test yourself.

The Review

1. What does an accidental do? 1. Slightly alters the
page 160 pitch of a note

2. What are the names of the accidentals? 2. Flat, sharp,
page 160 natural
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. Where are accidentals written?
page 160

. What does a flat do to a note?
page 161

. Draw five flats.
page 161

. Draw five sharps.
page 161

. What does a sharp do to a note?
page 161

. Draw five naturals.
page 162

. What does a natural do?
page 162

10. How many notes can accidentals be used with?

page 161, page 161, page 162

11. How long does the effect of an accidental last?

page 162

12. Can an accidental have an effect across a bar

line?
page 162

Part Il Review
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3. In front of the note
and on the same
line or space as
the note

4. Lowers the pitch
by one half step

7. Raises the pitch
by one half step

9. Cancels a sharp
or a flat

10. All of them

11. For an entire
measure

12. No



13.

14.

15.

16.

17.

18.

19.

20.

21.

What is the definition of a half step?
page 169

What is an enharmonic note? Give a couple

examples.
page 168

What is a whole step?
page 169

What are the two natural half steps?
page 169

Which accidentals are used when going up a

chromatic scale?
page 169

Which accidentals are used when coming down a

chromatic scale?
page 169

What is an octave?
page 175

What is the series of whole and half steps for the

major scale?
page 174

What is the symbol for a half step?
page 175

13. The difference in
pitch between two
adjacent keys on
a piano keyboard

14. A pitch with two
different names,
like C# and Db, or
F# and Gb

15. Two half steps

16. B-C, E-F

17. Sharps

18. Flats

19. The distance
from one letter
name to the next
letter of the same
name. 12 half
steps, or 6 whole
steps

20. wwhwwwh

1 A
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22.

23.

24.

25.

26.

27.

28.

29.

30.

What is the symbol for a whole step?
page 175

Between which degrees of the major scale do the

half steps occur?
page 174

Use your keyboard to figure out the following
scales: A Major, Ab Major, D Major, and Db
Major.
page 177

How are key signatures and the major scale

related?
page 180

What is the order of flats?
page 181

How do you find the name of a flat key?
page 181

Which key has only one flat in it?
page 182

Which flat is that?
page 182

Which key has four flats?
page 181

Part Il Review
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22. W

23. 3-4,7-8

25. A key signature
gives the correct
whole and half
steps for a major
scale of the same
name.

26. BEADGCF

27. The second -to-
the-last flat in the
key signature is
the name of the
key.

28. F
29. Bb

30. Ab



31.

32.

33.

34.

35.

36.

37.

38.

How many flats in the key of Eb, and what are
they?
page 182

How many flats are in the key of C?
page 181

Which key has seven flats?
page 181

What is the order of sharps?
page 183

How do you find the name of a sharp key?
page 183

How many sharps are in the key of D and what

are they?
page 184

What is the name of the key signature with 4
sharps in it?
page 183

In a piece of music, where will you find the key
signature (be specific)?
page 180

31.

32.

33.

34.

35.

36.

37.

38.

Three: Bb,Eb,Ab

None

Cb

FCGDAEB

Go up 1/2 step
from the last
sharp in the key
signature.

Two: F#, C#

At the beginning
of a piece of
music, between
the clef and the
time signature
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PART  FIVE

Interval Training

In This Section You Will Learn:

General Interval Info

Major and Minor Intervals

Diminished and Augmented Intervals
Natural, Harmonic and Melodic Minor Scales
Modes
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CHAPTER

INTERVALS

My idea is that there is music in the air,
music all around us; the world is full of
it, and you simply take as much as you
require.

— Sir Edward Elgar

In This Chapter

Basic Intervals

Major and Perfect Intervals
Minor Intervals

Diminished Intervals
Augmented Intervals
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| ntervals by the Number

An interval is the distance betwedwo pitches. An interval is expressed
as a number from 1 to 13.i$tpossible to have a number greater than 13,
but it's so rare that we’ll forget about it.

There are two types of basidenvals, harmonic and melodic.
A harmonic intervalis when two notes are sounded simultaneously.

A melodic intervalis when two notes are sounded one after the other.

b

Harmonic Interval Melodic Interval

It |

‘,;03 When measuring the interval beten two notes (both harmonic and
’ melodic), the interval is always rasured from the lower note to the
=, higher.

A Simple Way to Find an I nterval

To find the number of an interval, simply count every line and space
from the bottom note to the top noBe sure to count the line/space of
the bottom note as This is the most common mistake when figuring
out an interval. If you don’t couihe bottom note as 1, you’'ll end up
with the wrong interval.

Example 23.1 The melodic interval of a fift and a sixth. Notice in thesond example that the count
starts with thdower noteeven though it comes after the higher one.

5 49 O—5
©

T3 2
[ & i T
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Example 23.2 The harmonic intervals of a third and a seventh.

2 38) 6
14D 7

| nterval Quality

In addition to having a number, eackeirval will also have a quality of
perfect, major, minor, diminishedyr augmented

In order to understand these qualitiee’ve got to take a look at the
major scale again. We'll use the key of C Major because it's the least
complicated, but these principles daamapplied to any key signature.

Perfect | ntervals

ThePerfectintervals aretJnison (the same note, also callpdme),

4ths, 5ths, andoctaveq8ths). They're called perfect because their sound
quality, which is a function of theuibration, which is mathematically
elegant. But let's not get into tii&lden Mearright now. For excellent
information on this subject, getearing and Written Musiby Ron

Gorow.

The symbol for a perfect interval is “P”. So the intervals, when written
look like so:

PU/PP  perfect unison/perfect prime
P4 perfect fourth
P5 perfect fifth
P8 perfect octave

See example 23.3 on page 200 for the perfect intervals in the C major
scale.
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Major I ntervals

All other intervals in a mar scale are called majortervals. That leaves
us with seconds, thirds, sixths, and sevenths. The letter used for a major
interval is acapital “M” . These intervals would be written like so:

M2  major second
M3  major third
M6  major sixth
M7  major seventh

See example 23.3 below for Majotenvals in the key of C major.

It takes two notes to have an intepad in the example that follows I've
put aC below each note, which gives kigrmonic intervals up the major
scale. Any of these intervals spreaa one after the other would be a
melodic interval.

Example 23.3 Intervals in the key of C Major.

Fa ¥
] O [ 8 ] ¥
0 o

PU/PP M2 M3 P4 PS5 M6 M7 P8

Altering Perfect I ntervals

A perfect interval can be raisedlowered, and this changes the quality
of the interval.

A perfect interval lowered a haltep becomes a diminished interval
A perfect interval raised a haktep becomes an augmented interval

Here’s a little diagram to help remember this. @hgis above the P
because an augmented intervdligher than a Perfect interval. THen
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is below the P because a diminishatrval is lower than a Perfect
interval.

aug
P
dim

Example 23.4 Altered Perfect intervals in C major.

o oo+ —fo-

3% 1

dimuU augU dim4 aug4 dim5 augs
i I i
74> [ ] ]
) i
Y o o
dim8 augs

Altering Major Intervals

Major intervals can also be alésl by raising or lowering them.

A Major interval lowered a half step becomes a minor interval.
A Major interval raised a half sp becomes an augmented interval.

Here’s another little diagma. Just like before, theugis above because
it's higher than the Major, and timinis below because it's a lower than
the Major:

aug

M

min
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Example 23.5 Altered Major intervals in the key of C.

—):-8 S i bo fo ro———fo—
4 a 4P V¥ [ & ] [ & ] 49 1 [ & ] [ & ]
min2 aug2 min3 aug3 min6 augo6
bo fo
—): . i
min7 aug’

And just to mess with your mind dtle, a minor interval lowered a half
&%  step becomes a diminished interval.

T

Finding an I nterval

In a few easy steps you can find aniné It's easiest with the key of C
so we’ll stick with that for now, butou should be able tiind an interval
from any note to any other note.

1 Count the lines and spaces up fromltveer of the two notes. Be sure
to count the lowest note as 1.

2 Determine if the number of the intenialMajor or Perfect. (M = 2, 3, 6,
7:P=U,4,5,8).

3 Determine if the intervak lowered or raised from what it would be in
the Major scale. Use the Major scale which starts on the lower of the
two notes.

For example, lets take a C and a Bb, with C being the lower of the two
notes. For the first step, we count the lines and spaces to get the number
of the interval.

ANV
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For step 2, we need to know if a 7th is a Perfect or Major interval. It's a
Major interval if unalteredBut this one is altered, so....

For step 3 we determine that the fitts been lowered a half step, which
would make it a minor 7th.

Finding I ntervals in Keys Other than C

The best way to find inteals in other keys is thave all the Major scales
memorized. There are only 12 okth, so it shouldn't take too long.
Because I'm originally a trumpetaer, | still figure out intervals by
running up the major scales with trpat fingerings. It’s sort of like
counting on your fingers. Very handy.

Another way is to memorize how mamjnole and half steps are in each
interval. This takes a lot of brain spabei it's possible. Here’s a little
table with the number of wholed half steps for each interval.

INTERVAL MR Cl
STEPS
dimuU -1/2
PU 0
augU 1/2
min2 1/2
M2 1
a2 11/2
min3 11/2
M3 2
a3 21/2
dim4 2
P4 21/2
a4 3
dim5 3
P5 31/2
ab 4
min6 4
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NUMBER OF
INTERVAL

STEPS

M6 41/2
ab 5
min7 5

M7 51/2
a7 6

dim8 51/2
P8 6

a8 6 1/2

A Brief Note on Ear Training

Moving

Knowing these intervals intellectuglis valuable, but knowing them by
hearing them is priceless. If youeeer struggled with learning a song
by ear, you'll appreciate knowing intervals by the way they sound.

The trick is to sing or play eadtterval over and over and over until you
can sing any interval from any nofiéhere are many ways to do this. One
way is to pick an interval a weekdasing/play that interval from every
note you can sing/play until you’'ve merized the difference in pitch.

Do this everywhere you won't be looked at strangely (or if you don’t
mind looking strange, do it everywhere): in the car, in the shower, hum
them under your breath at a by lecture or meeting, use your
imagination. Knowing these intervdly ear is a valuable skill for any
musician of any level. Ifou can hear an intervabrrectly, writing it out

IS a cinch.

On
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It may take some time living with these intervals before they really stick
in your head. Keep at it until you've got them. Knowing your intervals
will be necessary when we gethoilding chords, which is coming up in

a few chapters.

Coming up in the next chapter are minor scales.



Chapter 23 Review

1. What is the definition of an interval?

2. What is a harmonic interval?

3. What is a melodic interval?

4. How do you find the number of an interval?

5. What will always be the number of the lower note?

6. What are the qualities of intervals?

7. What does a Perfect interval become when lowered
a half step?

8. What does a Perfect interval become when raised a
half step?

9. What does a Major interval become when raised a
half step?

10. What does a Major interval become when lowered
a half step?

1. The distance
between two
pitches

2. The distance
between two
pitches sounded
simultaneously

3. The distance
between two
pitches sounded
consecutively

4. Count each line
and space up from
the lower of the
two notes

5.1

6. Perfect, Major,
minor, diminished,
augmented

7. diminished (dim)

8. augmented (aug)

9. augmented (aug)

10. minor
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11. What is this interval? 11. min 6

i — | 12. aug 4

Practical Use

1. Draw a whole note C onéttreble clef (any octave is finddraw another note a fifth above
the C. What is the name of thete a fifth above C? Sing or pl#ye interval of a fifth until you
can do it from any pitch (this ipdake some time...keep at it).

2. On the first three lines and twoasges of the treble staff, dramhole notes on E, F, G, and A.
Next you’ll make a harmonic interval (one ndieectly over another) above each note you've
already written. Write in the note an octave abibneE, F, G, and the A. What are the names of
these notes an octave above? Now, in betweendte and the octave, write in a fifth. Play and
sing these intervals.

3. On a piece of music you are currently studyingnidy at least two intervals. Sing and play
the interval out of the context of the pie@é¢hen you play the piece from now on, try to be
aware of the sound of the intervals you've @m3Nhen you can identify them by their sound,
pick a couple more and repeat the process.

23: Intervals
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MINOR SCALES

A painter paints pictures on canvas, but
a musician paints pictures on silence.

— Leopold Stokowski

In This Chapter

General Minor Scale Information
Natural Minor Scales

Parallel and Relative Minor
Harmonic Minor Scales

Melodic Minor Scales
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Gener al

Minor Scale | nfo

The Na

If you hear music which evokes @eling of sadness or melancholy, you
can bet it’'s in a minor key.

This change in emotion is broughtoaib by lowering a few degrees of the
major scale by half a step.

There are three types of minor scalatural minor, harmonic minor,
and melodic minorJust like the Major scale, each minor scale has a
different scheme of whole and half steps.

The good news is that you don't haeememorize those schemes, we'll
just alter the Major scak® get the minor scales.

Even better news is that the only mirscale that getslat of use is the
harmonic minor scale. But the otherg important too, especially the
natural minor.

tural Minor Scale

Example 24.1 Th

24: Minor Scales
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It's easy to get a key signature fonatural minor scale: simply add
three flats to the key gnature of a Major scale

Which three flats? Well, it depends the major scale. You add the next
three flats in the key signature. Fotample, the key of F Major has one
flat, a Bb. If we wanted to get F minove’d add the next three flats in
the order of flats, which are Eb, Ab, and Db.

e key signatures of F Major and f minor.

%

ANV

D)
F Major f minor

]

AN\ V4

It [ I

I’m sure you'’re saying, “But wait a miite, that’s also the key of Ab
Major, isn’'t it?” Yes it is. What's different is the starting note of the
scale.



In this case, we’ll be starting on F, so the key signature of f minor will
give us a specific series of wholedahalf steps from F to F with the key
signature of 4 flats. In example 24,@u’ll see that addinthe next three
flats in the key signature will lowéhe 3rd, 6th, and 7th degrees of the
major scale by half a step. Though thg Begnature takes care of the flat
notes, I've put the flats in parenthese$ront of the notes to illustrate
which have been lowered.

Example 24.2 The f minor scale with whole and half steps shown.

. |—|/\l—||—|/\l—|
. 1 1
s e o (o e O

o (PJCY
[ -
1 2

-~

3 4 5 6 7 8

With this example, you can see theieg of whole and half steps fany
natural minor scale is: whole, halfwhole, whole, half, whole, whole
(whwwhww) Memorize this if you want, but's easier to simply add
three flats to the major key of the starting note.

What About Sharp Keys?

The process for making a minor keyhe same for sharp keys. Add three
flats. What's different is that éhflats will cancel out the sharps.

For example, if we take the key ofwiith 4 sharps and add 3 flats, those
three flats cancel out three of thegbs, leaving us with one sharp, which
is the key of e minor.

Example 24.3 The keys of E Major and e minor.
e

)

E Major e minor

You'll notice that the key of e minor the same as the key of G, but what
is different is the starting note, whiavill of course be E. I'm not going
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to write it out but | guanmatee that if you checketie whole and half step
pattern from e to e with orgharp, it'll also be whwwhww.

If you have a sharp key with only onetwo sharps (keys of G and D
Major), adding three flats will cancelt the sharps and you'll be left
with two or one flat, respectively (keys of g and d minor).

How Do You Tell the Difference?

You may be wondering thatkey signature can lether Major or minor

(as in the example above: e minorG@Major). There is an easy way to
tell. Your first signal should be theeginning and ending note, especially
the ending one. It is almost always the tonic, or the note which gives the
key its name. For example, in a song with one sharp, if it's in G Major,
the last note (and likely the first note, too) will be G. If the piece isin e
minor, the last note (and likely thedt note, too) will be e. If you

actually hear the song, you can tgllthe way it sounds: sad is minor,
happy is Major.

Parallel and Rela tive Minor Scales

You may hear the above terms. Tlagn't different types of minor
scales but are different ways of finding out which notes to play in the
minor scale.

Parallel Minor

The way you have just learned—addih@ats to the key—is how to
find theparallel minor scale. It's called parallel because it begins on
the same note as the Major scale equivalent.

Relative Minor

| pointed out above that a minor keignature can also be a major key
signature, but what makes it minor is the starting note.

Take a look at example 24.3 aboves Key signatures for E Major and
e minor. The key of e mindras only one sharp, right? This is also the
key signature for G Major. Thesedweys are related (hence the term
“relative minor”). The key signatuseare exactly the same, but the
difference is the starting note.

24: Minor Scales
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If you go up the G Major scale, what is the 6th note? I'll wait while
you figure it out ....

It's E, isn't it? Play or sing a scadgth the key of Gbut play it from E
to E and you've got the E natural minor scale.

If you take any major scale and pliayrom the sixth note to the next
sixth note an octave high you’ll have played the relative minor scale
of the major key.

So e minor is the relatevminor of G Major; Aminor is the relative
minor of C Major; G minors the relative minor of Bb Major; B minor
is the relative minor of D Major; and so on.

The cool thing about this is thahen learning natural minor scales,
you don’t really have to memorize a whole new set of scales, simply
start on the sixth degree thfe Major scale, plaghe notes of that major
scale from the 6th degrée the 6th an octave higher, and you've got a
natural minor scale.

The Harmonic Minor Scale

This is the minor scale which gets the most tibe. harmonic minor
scale is a slightly altered natural minor scale. The seventh degree is
raised one half step

The harmonic minor scale getsiitame from how it's used. The
harmonic minor scale is used irder to get the harmony correct when
using chords.

When constructing chords (whielne harmony—two or more notes at

once), in order for the chord progress to sound right to our ears, we
need a half step between the 7th 8tiddegree of the scale, and that’s
what the harmonic minor scale does.

This seventh degree, wheis i half step away frortie tonic, is called a
leading tone It’s called a leading tonesbause it leads our ear to the
tonic. Try this: play a major scalaéstop on the seventlegree. It feels
unresolved, unfinished, and lesvus slightly unsettled.
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If you remember, in the natural minscale, there is a whole step
between the 7th and 8th degrees ofstede. To change this to a half
step, you must raise the 7th degree a half step.

You find the key signature of a haomic minor scale exactly the same
way as a natural minor scale: adcethflats to the Major key signature of
the starting note, then simply raise the seventh degree one half step.

In the example below, | took theMajor key signature (no sharps or
flats), added three flats (BEb, Ab), then wrote out the scale and raised
the seventh degree (Bb) dftetep with a natural sign.

Example 24.4 The C harmonic minor scale.

| l—l/\l—|l—|Am/\
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There is no key signature for the hamt minor scale, so you have to
alter the 7th degree in order to get #tale. If you tried to alter the key
signature to do this, you'd have to takg the first flat, the Bb. You can’t
take it out without also taking outdtothers because the order of flats
must always remain the same. It isn’t just a good idea, it's the law.

Notice that between the 6th and 7th degree of this scale we have 1 1/2
steps. This is part of what givége harmonic minor scale its distinctive
sound.

Play the scale in example 24.4 above. Many people think it sounds
“Arabian” or “exotic”. It's a @ol sound, and if you’re memorizing
scales, after you get your majors dgwtart with the harmonic minors.

The Melodic Minor Scale

24: Minor Scales
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This is an oddball scale, one which yibrarely see, and rarely use, but
here it is.

The melodic minor scale is also bdsm the natural minor key signature
with some alterations to the noteshe scale, but not tine key signature
itself.



One weird thing about this scale istlit's different going up than it is
coming down.

On the way up, the 6th and 7th degrees of the natural minor scale are
raised a half step, and on the wiwvn they’re lowered again. Pretty
strange, isn't it?

In the example, | took the A Majorae (3 sharps), added three flats
(they cancel the sharps) and got a key signature with no sharps or flats
(the key of a minor). Then | ra&d the sixth and seventh degrees
ascending, and lowered them again descending.

Example 24.5 The a melodic minor scale.

(>
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Moving On

The information in this chapterde confusing,rad many students find
it a little challenging to wrap thebrain around these concepts, so don't
be surprised if you have to go back through it several times before it
makes sense. Keep at it.

Coming up in the next chapter are modes, two of which you already
know: the Major and minor scale.

1. @Wh%ettléarlhr? Aypﬁéfﬂilé)wcale? 1. Natural, harmonic,

melodic

' 2
2. How do you make a natural minor scale? > Add 3 flats to the

key signature of a
Major scale and
3. Which notes of the major scale are lowered to use the same

make the natural minor scale? starting note

3. 3rd, 6th, 7th
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4. The key of D Major has 2 sharps (F# and C#).
What is the key of d minor?

5. How do you make a harmonic minor scale?

6. What is a leading tone?

7. Do Major scales have leading tones?

8. Can you alter the natural minor key signature to get
a key signature for the harmonic minor scale?

9. How is a melodic minor scale different from the
natural minor scale?

10. What's the difference between a parallel minor
scale and a relative minor scale?

Practical Use

1. Write out harmonic minor scaleasting on the following notes: C,
B-flat, D, and F. Play them arsihg them until memorized. Learn all
12 harmonic minor scales (keeptato matter how long it takes!).

2. Write out all the key signatures aiakéntify the major and minor for
at least three of them. Examplesharp is G Major, and e minor.

3. Persistence is the mother of sugxeRepetition is the father of
success. Keep at it!

24: Minor Scales
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4. One flat (Bb)

5. Raise the 7th
degree of the
natural minor
scale a half step

6. One half step
between the 7th
and 8th degree of
a scale

7. Yes

8. No

9. 6th and 7th
degrees are
raised a half step
going up; lowered
again going down

10. Parallel minor
scales start on the
same note as the
major but the key
signature has 3
extra flats.
Relative minor
scales begin on
the 6th note of a
Major scale and
have the same
key signature.



SCALES A LA MODE

Musical innovation is full of danger to
the State, for when modes of music
change, the laws of the State always
change with them.

— Plato,The Republic

In This Chapter

What is a Mode?
lonic Mode
Dorian Mode
Phrygian Mode
Lydian Mode
Mixolydian Mode
Aeolian Mode
Locrian Mode
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W h at

Is a Mode?

A mode is a type of scale. Modes asd in certain types of music, like
salsa, jazz, country, rock, fusion, speed metal, and more. To find out the
details, read on.

The reason the Theory Geek appearthertitle page of this chapter is
that this information isn’t cruciab understanding music theory, but it
does come in handy for things like improvisation inatiint styles of
music.

These are also called “clulirmodes” because thexere first used in the
Catholic Church back in Medieviaimes (remember good old Guido d’
Arezzo?). The names of the modesevaken from the Greek modes, but
other than the names, they have no relation to the Greek modes.

The two modes which have been used the most, and the only two most
people know, are now called the Major and natural minor scales. Their
original names were tHenian mode(Major), and théAeolian mode
(minor). The other modes aorian, phrygian, lydian, mixolydianand
locrian.

Modes are easy to understand. Weilip out each mode’s series of
whole and half steps and use the ke o there aren’t any sharps or
flats to bother with.

The Modes

| onian

As you already know, the lonian mode is the same as the C Major scale.
All the white keys on thpiano from C to C. Ad I'm sure you remember
the whole-half step pattern of WWHWWWH

lonian is used in nearly all Wesh music, from Classical to Hip-hop.

Example 25.1 The lonian mode, also known as the Major scale.

[ § ]

)
o
¢
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Dorian

The Dorian mode begins on the second degree of the Major scale and in
the key of C goes from D to D on the white keys of the piano. The pattern
of whole and half steps is WHWWWHW.

There are 12 Dorian scales, corregpog to the 12 key signatures. The
Dorian mode is a minor-sounding scale used in rock, jazz, blues, and

fusion.

Example 25.2 Dorian mode ascending.

AN 7 o> [ & ]

Phrygian

You've probably caught on to the gath by now. Phrygin begins on the
third degree of the Majacale and in the key @ is E to E on the white
keys of the piano. The whole-half step pattern is HWWWHWW.

This mode has a Spanish flavor and is used in flamenco music, fusion,
and speed metal. Twelve of thetm. In fact, 12 of all of them.

Example 25.3 Phrygian mode ascending.

[ § ]

(”
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Lydian

Lydian begins on the 4th degree of Major scale and ithe key of C is
from F to F on the white keys ofélpiano. Whole-half step pattern is
WWWHWWH.

You might see this mode in jazz, fusion, rock, or country music.

Example 25.4 Lydian mode ascending.

0

o [ & ]

Y &) —~

Mixolydian

Mixolydian begins on the fifth degree tife Major scale, and in the key
of C is G to G on the white key#/hole-half step pattern is
WWHWWHW.

This mode shows up in rockalgilicountry, blues, and rock.

Example 25.5 Mixolydian mode ascending.

y—©O

Aeolian

Also known as the natural minor seathe aeolian mode begins on the
sixth degree of the Major scale.thre key of C it's from A to A on the
white keys. WHWWHWW.

This mode appears in all kinds of music: pop, country, Rock, blues,
heavy metal, classical, and on and on.

25: Scales a la Mode
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Example 25.6 Aeolian mode ascending.

AN\ V4

Locrian

This is the strangest sounding mpded the least used, though you'll
probably find it in some fusion and in jazz.

The locrian mode begins on the sevendlgree of the Major scale, and is
B to B in the key of C.

Example 25.7 Locrian mode ascending.

[ § ]

¢

ANV

Finding Modes in Other Keys

There are two ways to find a modeanother key. You can find a mode
within a certain key signature, or find a mode starting on a specific note.

To find a mode in a certain key is easiest. Just a couple steps.

1 Play the Major scale in the key ydilde using. For an example, let's
say you wanted to find the Dorian mode which uses the key of Ab. First
step is to play the Ab Major scale.

2 Depending on what mode you want, start on the appropriate note in the
Major scale, and play an octave in the key of the Major scale. For our
example, you want the Dorian mode, which begins on the second
degree of the Major scale. So you'@pfrom Bb to Bb using the key of
Ab. Or think of D Dorian as D Majowith a flatted third and a flatted
seventh.

To find a mode beginning on a specific note, the process is a little
different but still pretty simple.

1 Depending on the mode you want, find out which major scale has that
note in the appropriate place. Lestck with Dorian for an example.
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You want to find the Dorian mode which begins on F. So you'd find out
which Major scale has F as its second note. The answer is Eb.

2 Then use the key signature you foundtep 1 for the Dorian mode. In
our example, you'd play F to F using the key of Eb.

Moving On

Again, modes aren't particularly necessary to understand music theory,
but can be useful. Now we get to move on to the blues scales, which are
fun and sound cool.

Chapter 25 Review

1. What are the names of the modes? 1. lonian, Dorian,
Phrygian, Lydian,
Mixolydian,

. . . Aeolian, Locrian
2. Which mode is the same as the major scale?

2. lonian
3. Which mode is the same as the natural minor
scale? 3. Aeolian
4. What is the starting note for the Dorian mode which
uses the key of D Major? 4. E
5. What key signa_ture would be used for the Dorian 5. Key of G. One
mode beginning on an A? sharp

Practical Use

1. Write out all of the modes in the key Gf Learn them on your instrument/voice.
Know where the half steps are in each. Thamlall of the modes in the key of F, then
G, etc. Keep adding a sharp or flat each time. Aeobption is to learonly one mode at
a time in every key, for example, the D lonian, D Dorian, D Phrygian, etc.

25: Scales a la Mode
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CHAPTER

BLUES TO BEBOP
AND BEYOND

Jazz isnt dead, it just smells funny.
— Frank Zappa

In This Chapter

» General Blues Scale Information
* The Blues Scale

» 12 Bar Blues

e Other Crazy Scales
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General Blues Scale I nfo

Most people like blues scales. Thegund cool, are fun to play and easy
to learn. They also come in handy if you're improvising in blues, rock
and roll, country, jazz, anthiany other styles of music.

Just like all the other scales, the lsiseale can be made by altering notes
of the major scale.

These altered notes are calldde notes, and their use originated with
Africans who were brought to thi®untry as slaves. A blue note was
originally a bending of the pitch with the voice.

It's thought that the use of “the bkleas a term fofeeling down came

from a Native American tribe in ¢hsouth who would cover their bodies
with a blue dye when they were in mourning. Slaves in the area saw the
practice and invented the term “feg]iblue.” Maybe it’s just legend, but

it's a story | like.

The Blues Scale

Standard Blues Scale

Thestandard blues scalis also called the minor blues scale.

As usual, we’ll start with the key & to avoid the confusion of lots of
accidentals.

The 3rd, 5th and 7th degrees are lowexéalf step, but the P5th is also
needed so we’ll have to slap aural on the G to get that one in.

Example 26.1 C blues scale.
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Recipe for Any Standard Blues Scale

1
2
3

Take one Major scale of your choice
Use the tonic of the Major scale as the first note of the blues scale.

Lower the third degree of the Major scale a half step to get the second
degree of the blues scale.

Use the P4 of the Major scaletag 3rd note of the blues scale.
Lower the P5 by a half step totghe 4th note of the blues scale.

Put the needed accidental in frontté 5th to get a P5 for the 5th note
of the blues scale.

Take the seventh degree of the Major scale and lower it a half step for
the 6th degree of the blues scale.

Use the P8 for the seventh note of the blues scale.

Turn lightly over and over in your brain and under your fingers until
memorized.

10 Repeat from step one with a new scale until all 12 are memaorized.

The

Major Blues Scale

The Major blues scale is a slight a#tton of the standard blues scale.
See if you can spot the differenceeflis a M2, a I4, and a M6, but no
P4, and no m7.

Example 26.2 The C Major blues scale.

=

O © 1 i|

If you were talking to a “jazzerand asked her what the Major blues
scale was, she’d say, “Tonic, two, ftatee, three, five, six, eight,” or
something similar. This a shorthawersion of describing each degree of
the Major blues scale as it relates to the Major scale.
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Other Crazy Scales

In this little section I'll show youbebop scales, pentatonic scales, whole
tone scales, and the super-locrian scale.

I'll only give you the version of eacécale starting on C, and from there
you can figure out the rest. If you're really gung-ho, you can take a look
atwww.Questionsink.com/student where you'll find a link for “Scales
Galore”. Go there and be amazed.

Pentatonic Scales

This is a type ofjlapped scalewhich means a regular scale with some
notes missing. In this case, we take the 4th and 7th degrees of the
major scale.

The pentatonic scale is another seaaded a lot in jazz improvisation. As

the name implies, there are only 5ew®in this scale. Though you see six,

the bottom and top notes (tonic) count as one because they have the same
name.

Example 26.3 C Major pentatonic scale.
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Example 26.4 C minor pentatonic scale.
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Bebop Scales

Bebop is a form of jazz begun by Dyz&illespie and Charlie “Bird”
Parker. It features blinding speand virtuosic improvisational solos.
Some great bebop performseénclude Dizzyand Bird, Miles Davis, Stan
Getz, Sonny Rollins, Sonny Stitt, and that's only a few.

26: Blues To Bebop and Beyond
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There are three types of bebaales: Major bebop, minor bebop, and
dominant bebop.

Example 26.5 C Major bebop scale.

Example 26.6 C minor bebop scale.
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Example 26.7 C dominant bebop scale.
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Whole Tone Scale and the Super Locrian

Here are a couple of the strangesirgding scales you’ll ever hear. The
whole tone scale consists entirefywhole tones (whole steps), no half
steps allowed.

The second scale has selanames: diminishedthole tone, altered, and
my personal favorite, the super locrian.

Example 26.8 C whole tone scale.

: o—fo——y
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Example 26.9 The Super Locrian scale (akamdnished whole tone; altered).

eI
T
i

Moving On

Now that you've gotten a taste of se\arther scales that are out there,
you can never say, “But there’s nothing to practice.”

Coming up is the chapter review, then the hefty Section review. After
that it's on to the next Part, whicha#l about chords: wdtt they are, how
to build them, chord extensigrend basic chord progressions.

Chapter 26 Review

. What is a blue note? 1. An altered note
(usu. lowered) of
the major scale

. As compared to the major S(E)ale, what are the notes 2. Tonic, flat 3, 4, flat
of a standard blues scale~ 5. natural 5. flat 7,

8.
. What is a gapped scale? 3. A scale with some

notes removed.

. Name at least three other types of scales.
4. Super Locrian,

Major pentatonic,
minor pentatonic,
Major bebop,
minor bebop,
dominant bebop,

Practical Use whole tone.

1. Write out the C, F, and G blues scales. Memorize them on your
instrument. Sing them. Improviseelodies and sounds with these
three scales.
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How to Sing the Blues (Not Really)

1. Most blues begin with “woke up this mornin.”

2. “l got a good woman” is a bad waybegin the blues unless you stick
something nasty in the next linf& got a good woman, with the
meanest dog in town...”

3. Blues are simple. After you've gotliirst line, repeat it. Then find
something that sort of rhymes:

Got a good woman with the meanest dog in town,
Got a good woman with the meanest dog in town,
He gots teeth like Mick Jagger

And he weigh 500 pounds.

4. The blues aren't about limitless choice.

5. Blues cars are Chevys and Cadiifl. Other acceptable blues trans-
portation: a Greyhound bus osauthbound train. Not acceptable:
BMW, hot air balloons, an R.V.

6. Walkin’ always plays a major part ihe blues, as does fixin’ to die.

7. The best places to gée blues are Chicag86t. Louis, and Kansas
City.

8. The following colors don’t belong itme blues: beige, mauve, violet,
periwinkle.

9. You can’t have the blues in arfioé or mall. The lighting is wrong.

10. Good places for the blues: the higlywcrossroads are best), the jail
house, an empty bed.

11. Bad places for the blues: an ashram, gallery openings, wine tastings.

12. No one will believe it's the blues if you wear a suit unless you're an
old African-American man.

13. Do you have a right to sing the blues?

Yes if:

your first name is a state, like Georgia;
you're blind;

you shot a man in Memphis;

you can't be satisfied;

“the man” doesn't like you.

No if:

you were once blind but now can see;
you ski in Tahoe each year

you have an IRA.

14. If you ask for water and yo’ baby gives you gasoline, it's the blues.
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15. Other blues liquids:
wine from a bottle in a sack;
Irish whiskey from a dirty glass;
muddy water (usually not for drinking).

16. Not blues beverages:

any mixed drink, or drink with an umbrella in it;
any kosher wine;
Yoo Hoo (all flavors).

17. If it occurs in a fleldag motel or in a shotgumack, it's a blues death.
Other blues deaths: being stabliethe back by a jealous lover,
being pushed down an old mine shaft, crying yourself to death. You
cannot die a blues déadluring a tennis matadr during a liposuction
treatment.

18. Some blues names for women:

Sadie
Big Mama
Bessie
Billie
19. Some blues names for men:

Joe (including “Big”, “Old”, or “Blind” in any combination, but not Little
Willie (Little Willie could work)

Lightnin’

Almost anything with Howlin’ in front of it

Other possibilities include physicaffirmities: Blind, Cripple, Wheezin’
Fruit names: lemon, lime, (not pomegranate)

Presidents: Jefferson, Jolons Fillmore, (not Bush)

20. Persons with names lil&erra, Sequoia, or Chacey will not be per-
mitted to sing the blues no matter how many men they kill in Mem-
phis.
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Whew! You Made |t.

These pages can be used to test yoeimory about what you've learned
in Part V, and if some of the information hasn’t stuck, you can go back
and check it out on the page indicated below the question.

As with the chapter reviews, use your keyboard to cover up the answers
while you test yourself.

The Review

1. What is the definition of an interval? 1. The distance
page 198 between two
pitches

2. What is a harmonic interval?
page 198

2. The distance
between two
pitches sounded
simultaneously

3. What is a melodic interval? 3. The distance

page 198 between two
pitches sounded
consecutively
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4. How do you find the number of an interval?
page 198

5. When figuring an interval, what will always be the
number of the lower note?
page 198

6. What are the qualities of intervals?
page 199

7. What does a Perfect interval become when
lowered a half step?
page 200

8. What does a Perfect interval become when raised
a half step?
page 200

9. What does a Major interval become when raised a
half step?
page 201

10. What does a Major interval become when lowered
a half step?
page 201

11. What is this interval?

e bo

page 200
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4. Count each line
and space up
from the lower of
the two notes

6. Perfect, Major,
minor, diminished,
augmented

7. diminished (dim)

8. augmented (aug)

9. augmented (aug)

10. minor

11. min 6



12.

13.

14.

15.

16.

17.

18.

19.

20.

What is this interval?

o

\_\_u
[))

page 201

What are the three types of minor scale?
page 208

How do you make a natural minor scale?
page 208

Which notes of the major scale are lowered to
make the natural minor scale?
page 208

What is the key of B minor?
page 209

What is the key of Ab minor?
page 209

How do you make a harmonic minor scale?
page 211

What is a leading tone?
page 211

Do Major scales have leading tones?
page 211

12. aug 4

13. natural,
harmonic, melodic

14. Add 3 flats to the
key signature of a
Major scale and
use the same
starting note

15. 3rd, 6th, 7th

16. Two sharps (F#,
C#)

17. Seven flats (Bb,
Eb, Ab, Db, Gb,
Cb, Fb)

18. Raise the 7th
degree of the
natural minor
scale a half step.

19. One half step
between the 7th
and 8th degree of
a scale.

20. Yes.
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21. Can you alter the natural minor key signature to
get a key signature for the harmonic minor
scale?
page 211

22. How is a melodic minor scale different from the
natural minor scale?
page 212

23. What's the difference between a parallel minor
scale and a relative minor scale?
page 210

24. What are the names of the modes?
page 216

25. Which mode became known as the major scale?
page 216

26. Which mode became known as the natural minor
scale?
page 218

27. What is the starting note for the Dorian mode
which uses the key of D Major?
page 219
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21. No

22. 6th and 7th
degrees are
raised a half step
going up; lowered
again going down

23. Parallel minor
scales start on the
same note as the
major but the key
signature has 3
extra flats.
Relative minor
scales begin on
the 6th note of a
Major scale and
have the same
key signature.

24. lonian, Dorian,
Phrygian, Lydian,
Mixolydian,
Aeolian, Locrian

25. lonian

26. Aeolian

27. E



28

29

30.

31.

. What key signature would be used for the Dorian
mode beginning on an A?
page 219

. What is a blue note?
page 222

Using the major scale intervals, what are the
notes of a standard blues scale?
page 222

Name at least three other types of scale.
page 224

28. Key of G. One
sharp

29. An altered note
(usu. lowered) of
the major scale

30. Tonic, flat 3, 4,
flat 5, natural 5,
flat 7, 8

31. Super Locrian,
Major pentatonic,
minor pentatonic,
Major bebop,
minor bebop,
dominant bebop
whole tone
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CHAPTER 27

Interlude

CONDUCTING

Conductors must give unmistakable
and suggestive signals to the orches-
tra, not choreography to the audi-
ence.

— George Szell

In This Interlude

* General Conducting Info
« Conducting Patterns
* Body Language
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General Conducting | nformation

A conductor is a musiciamhose instrument islarge group of singers or
instrumentalists. These musicians guided either with a baton (also
called a stick) or byhe conductor’s hands alone.

An audience only sees a very shpart of what a conductor does,
because all they see is the condustbick. The audience doesn'’t get to
see the frowns and grimaces, theristiooks and the kind, the oh-so-rare
smiles, and all the subtle nuancé$ody language and facial gesture.
The audience sees only the wilder grsations of the arms and part of
the body language.

Most of a conductor’s work in shaping a piece of music comes during
rehearsals, though a good conductor with a good group of musicians can
shape a piece of music sporgansly during a performance.

A conductor’s arm moves in a specipattern which depends upon the
time signature of the piece being played. It's usually the right hand and
arm which beat out this pattern whilee left hand contite dynamics and
phrases and expressivenesssThonly a general rule.

The roles of a conductor change degiag upon the level of musician in
the group. Let’'s compare conductorsha two ends athe spectrum: the
professional symphony conductardathe elementary school music
teacher.

Imagine being responsible for fotyudents and theknowledge of their
instrument and music, fingerings, posture, embouchure, breathing,
reading music, and how to clean their instrument. These are just a few
things a musician should know. Thene thousands of school teachers
who are responsible for teaching thigery day of every school year, and
in addition to all that, they condutttese musicians in rehearsals and
concerts. Then of course there iadjng, and faculty meetings, and hall
duty, and on and on. We shouldibeawe of them. If you know one,
thank him or her.

A professional orchestra conductor’s focus is more on his or her aural
vision of the piece, on the subtle nuances of the music. He or she is not
concerned with teaching the clarinatsalternate fingering for low F. A
professional conductanight be interested wita certain passage being
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more marcato, a little quieter, and with less trombone. A conductor may
however, fire the claretist who doesn’t know #halternate fingering for
low F.

Whatever the level, a conductor ispensible for many more things than
the individual musician. Fst of all, the music aonductor reads is much
more complex than the music of golayer in the group. This is because
the conductor reads from a score, which is a large, multi-paged piece of
music withall the parts in it, from the pictmto the percussion, from the
violin to the bass voice parts.

Conductors are also musical scholars, and should know about
performance practices (how a certain piece shbalperformed), about
chord structure and chord progress, about the intonation tendencies
of every instrument, about movememid how musicians react to it,
about rehearsal technique and howebwhat is needed from musicians,
about music history and theory, and on and on. A good conductor is
always learning.

Stance

How a conductor stands change based upon the music, and we’ll get
to some specifics later in the chapteut generally, a conductor should
have good posture, feet about shoulder width apart, and a relaxed stance.

At first, the left arm will simply hang relaxed at your side—you’ll use it
later, but for now you won'’t need ithe right arm will be extended,
slightly bent, and will move around an area a foot or two in front of
you, from the top of your head to the middle of your chest, and from
shoulder to shoulder.

If you're using a baton (a pencil willork), grip it with the thumb and
index finger and wrap the othingers lightly around it without

grasping.

Eye Contact

Probably one of the most importagpects of conducting is eye contact.
If a conductor’s face is buried in the music, he or she won't be able to
look a section of altos @ section of trumpets rigit the face to be sure
they understand what is being asked for.
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Eye contact is a double-edfsword. It won’'t mattenowfiercely the
conductor looks at the musicians, or how flamboyantly his or her arms
wave if the musicians don’t look dmm their music. Ever wonder why
choirs memorize their music?

Conducting Patterns

The right arm gives each d&tein each measureakh meter has a different
pattern for the right arm. The firene you'll learn is the most common
pattern, the one for 4/4 time.

Each diagram that you see is given from the conductor’s point of view.
You'll get the right movement if yosimply trace the pattern in the air.

With all patterns, beat one is always@n straight down. Your arm is out
in front of you and travels from thevel of your head down to the level
of your chest.

Be sure to make each beat obvious. Do this by giving a small sharp
bounce with the hand on each beat.

It takes a little practice to make eguditern look natural, so keep at it.
You can learn a lot by watching other conductors, and you might notice
that the more accomplished the condudtog, more difficult it will be to
determine exactly which pattern hestre is using. Call it creative

license.

Example 27.1 The conducting pattern for 4/4 time.

starting point

Z\

beat 2 beat 1 beat 4 beat 3

ending point
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Example 27.2 The conducting pattern for 3/4 time.

starting
point ——ending
point
beat beat three beat two

one

Example 27.3 Two conducting patterns for 2/4 time.

starting point—— ILn

beat one beat two

starting poirt——

ending point

beatone beat two
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Showing Style with the Right Hand

Much of the style of a piece of sig can be shown with the right hand
alone: short, choppy strokes for &g like a marcHpng flowing

strokes for a more lyric song; a small pattern for quiet sections; a larger
pattern for loud sections.

The Left Hand

Though the left hand may also beat out the patterns you just learned, the
left normally shows dynamics, articulations, cues (telling instruments or
soloists when to come in), and cut-offs.

The independence of each hand takes sffod to master. It's a lot like
rubbing your head and pisity your stomach at the same time. Try not to
beat out the pattern simultanetyuaith both hands (callethirroring).

It's generally considered bad conducting form.

While you're conducting, if you're having trouble getting your left hand
to act independently, jult it hang at your side.

Dynamics

There are several ways to show dynamics while conducting: body
position, facial expression, and hgmakition. Let’s start with hand
position.

Hand Position

If you conduct with a very small patnh (say two square inches in
front of you), players—if theye watching you—will play more
quietly. In contrast, very large motis will cause a group to play or
sing more loudly.

To show crescendos (gradually louden), start with the left hand
down near your gut with the palap and gradually raise it where

the crescendo in the music shbbhlappen. By the time your hand
reaches a position above the height of your shoulder, the crescendo
should be at its pealt the same time, the fiarn in the right hand
should start small and grow larger. It's easier to say than it is to do.
Try it.
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Decrescendos (gradually soften) are shown in the opposite way. The
left hand begins above the shoulder, pdwnthis time, and

gradually lowers down to the middbf your torso. While doing this,
make the right hand pattern become gradually smaller.

If the saxes or the sopranog &po loud, you can “give them the
hand”, which means holding your léfand out witlthe palm facing
the loud group. This works wedlccompanied by a stern look.

Body Position

If you step forward on the podiuand lean towards the group or
even crouch down, this will cause them to become quieter,
especially if you combine thesnovements with the above-
mentioned technique of making the conducting pattern smaller.

Also effective is to show the groumaiet face whatever you think
that is for you. Pursing your lips in a “shush” works pretty well.
Practice in a mirror.

In contrast, to get a group to pleyder, stand tall as you step back
on the podium and lean away from the group. Combine this with
making all of your gestures biggand a group should get louder if

they’re watching you.

For this technique, usel@ud face usually something that looks
stern or even angry. An upraised Bsaken in the air is also quite
effective.

Practicing Conducting

Perhaps the best way, when you’re jusginning to learn, is to get some
recordings of music you like which require a conductor and, in the
privacy of your own home, give it a try.

The next step, once you've got the pats down, is to get the score for
that piece of music and try tollow along while you conduct.

The best advice | cagive you for practicingnythingis to be persistent.
Persistence is way more impartahan talent. Keep at it.

If you're serious about becomingttex, videotaping yourself is a
necessity.
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Moving

This is only the briefest introduction to the art of conducting. If you'd
like to learn more, takelaok at the following books:

The Grammar of Conducting: A Comprehensive Guide to Baton
Technique and Interpretatidoy Max Rudolf and Michael Stern.

Preparatory Exercises in Score ReadmgReginald O. Morris and
Howard Ferguson.

Conducting Technique for Beginners and ProfessiobglBrock
McElheran and Lukas Foss.

On

Conducting is a discipline much like playing an instrument, and the more
you know about it, the better able yowk to play in a group and follow
a conductor, if one is even necessary.

Hope you liked this little break fromearning music. Let's jump back
into it. Up next are intervals, a w& measure the distance between two
notes.
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PART ST KX

Strike a Chord

In This Section You Will Learn:;

* Triads

* Chord Extensions
e Chord Inversions

» Chord Progressions
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CHAPTER

TRIADS

Music
Which can be made anywhere, is invisible
And does not smell.

— W.H. Auden

In This Chapter

* General Chord Information
¢ The Triad

* Major Triad

e Minor Triad

¢ Diminished Triad

e Augmented Triad
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General Chord Info

The use of the word chord begaccording to Webster’s, around 1608,
and is short foaccord which means to be in harmony, as in agreeing.
It's a good word for a musical chord, because the notes in most chords
tend to agree with each other. They sound good together.

A chord is three or more notes sounded simultaneouslghord can be
played on one instrument like guitarmano, or a chord can be played by
many instruments at once, like a woodwind quintet, or a brass quartet, or
a choir. As long as thereathree or more notes sounding

simultaneously, it's a chord.

There are many types ofiords, and many different chord symbols that
tell you which notes to use in a chord. Just like with scales, there are
Major chords, minor chords, but unlikeales, there are also diminished
chords and augmented choridibe quality of a chord is determined by
the intervals within the chord.

There are also other types of chowdth more than three notes and
several different treatment$ chords, but I'll savéhose for the next two
chapters.

While you're learning these chordsyibu have access to a keyboard, you
really should try playing them toear what they sound like.

Naming Chords

A chord has two names. One isnamber, a Roman nuraral. The other
is a letter nameBoth the letter name andeliRoman numeral have with
them abbreviations or symbols toosv the chord qualities of Major,
minor, diminished, and augmented.

Roman Numerals

Each chord has a Roman numeral wéh corresponds to the degree
of the scale on whig the chord is built Take a look at example 28.2
on page 248 to see this. The uppese Roman numerals denote Major
triads, and lower case denotes minor triads.

In addition, there are other symbols to show diminished and
augmented triads. You'll see those soon.
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Letter Names

Chords also have a letthame which comes frmothe root (the bottom
note) of the chord. ExampR¥.1 shows you what a root is.

If a chord is named with only a catal letter, this means the chord is
Major. A minor chord will have “min” written next to the letter
Another method for showing minorts use lower casletters, though
it's more common to use the “min” next to the letter.

In addition, the symbols for augmedtand diminished are also used
with the letter. We'll get to dimished and augmented chords in a few
more pages.

When you say the notes in a chord, yospelling the chord For
example, to spell the C chord I'd say, “C, E, G.”

The Triad

A triad consists of three notetacked in a specific orderroot (or
bottom note and usually the letter nze of the chord), a third, and a
fifth. As you'll see in the examples, eaciad is built on all lines or all
spaces.

The parts of a triad getelr name from their intgal above the root note.

Example 28.1 Triads in various positions on the staff.

8

-

§ ¥

Triads in a Major Key

CLELELY

fifth,
third
root

CLELELY

In the following example, you'll setriad stacked on each degree of the
C Major scale. Triads stacked in thvay will have a quality of either
Major, minor, or diminished (there’s only one naturally occurring
diminished chord in a Major scale).
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Notice the little circle to the right of the vii. This symbol tells you the
chord is a diminished chord. I'll show you why it's diminished coming

up.

Example 28.2 Triads built upon the degrees of the C Major scale, with Roman numerals.

C Dmin  Emin F G Amin BO C
é ¥ ]
.
: ) <

¢ © © . 0
| i i v V Vi Vil |

C Dmin  Emin F G Amin B° C
a8 § a8 § %

-y

I i i IV VvV owvio i |

N2

Major Triads

Major triads have a happy, bright sound quality.

A Major triad consists of a note a Major third above the root and
another note a Perfect fifth above the root

In a Major key, there are threetaally occurring Major triads, those
built upon the first, fourthand fifth degrees of the ale, or the I, IV, and

V chords.

Example 28.3 Breakdown of the Major triads in the key of C.

c F G

MIMEP ¢ e e
~, VAR RENTY = Z
ST M3<ey” M3
e W<
[ \Y V
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Minor Triads

Minor triads have a dark, sad sound quality.

A minor triad consists of note a minor 3rd abathe root and another
note a Perfect 5th above the root.

In a Major key, there are threetaelly occurring minor triads, those
built upon the second, third, and sixth degrees of the Major scale, or the

Example 28.4 Breakdown of the minor triads in the key of C.

Dmin Emin Amin
M3 . M3 < €] o M3 <o &
s
. minl < 4 mns 7
, b~
i ili Vi

Diminished Triads

Diminished triads are less commoiththe Major or minor triads and
have a suspenseful sound quality. This is the chord you hear when the
damsel in distress is tied to tralroad tracks by Dastardly Dan as an
approaching train hoots in the near distance.

A diminished triad consists of a note a minor 3rd above the root and
another note a diminished 5th above the root.

In a Major key, there isnly one naturally occumg diminished triad, the
one built on the seventh degree of the Major scale.

Don't forget to put theittle circle next to the lowercase Roman numeral.
We'll get into more chord symbols in the next chapter.

Example 28.5 Breakdown of the diminished triad on the 7th degree of the Major scale.
BO

e

ANV

vii®
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Augmented Triads

There aren’t any naturallyccurring augmented triadts the key of C, or

in any major key, so we’ll have to throw in an accidental to get one. The
augmented triad has a vaguely unsajtsound, and is usually the type of
chord played just before the kavwielding psycho jumps out from

behind the couch and scares the cooties off your head.

An augmented triad consists ofreote a Major 3rd above the root and
another note an augmented 5th above the root.

Since there aren’t any augmenteddsiaccurring naturally in the key of
C, I'll just make a couple up.

The chord symbol for an augmentdwrd is a plus symbol (+), or the
abbreviation “aug.”

Example 28.6 Breakdown of two augmented triads in the key of C.

+
Fr G
M3<B-8> augs
_q. M3 < Z
. - N2 a
Z ”"‘\# > augb
IVERSIA | 94
+ +
v \Y

Moving On

Triads are the most basic chord form and it’'s important to know the
difference between Major, minor,rdinished and augmented triads, so
don’t go on until you've got it.

In the next Chapter we’ll add anotheote on top of the chord to make
the triad a seventh chord, a typechbrd extension. We’'ll also discuss
other chord extensions. But first, the review.
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Chapter 28 Review

. What is the definition of a chord?

. What determines the quality of a chord?

. How are chords named?

. What are the parts of a triad?

. Why are they called this?

. How do you tell if a triad is Major?

. How do you tell if a triad is minor?

. What are the intervals in a Major triad?

. Three or more notes

played
simultaneously

. The intervals within

the chord

. With a Roman

numeral, a letter,
and a quality of
Major, minor,
diminished or
augmented

. Root, third, fifth

5. Root is the bottom

note of the chord;
the third is a 3rd
above the root; the
fifth is a 5th above
the root

. Capital Roman

numeral, or a
capital letter only

. Lowercase Roman

numeral, lowercase
letter, or “min” next
to the letter name

. A note a Major 3rd

above the root and
another a Perfect
5th above the root
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9. What are the intervals in a minor triad? 9. A note a minor 3rd
above the root,
and another a
Perfect 5th above
the root

10. What are the intervals in a diminished triad? 10. A note a minor
3rd above the root
and another a
diminished 5th
above the root

11. What are the intervals in an augmented triad? 11. A note a Major
3rd above the root
and another an
augmented 5th
above the root

12. What are the sound qualities of the different types 12. Major = happy;
of triads? minor = sad;
diminished =
suspenseful;
augmented =
unsettling

Practical Use

1. Write out triads above the notes C, DAENd G. Sing or play these chords in an
arpeggio (look this word up in the glossa@ryou don’t know it) unil you can hear each
note in the chord easily. Play these notea alsord on a piano or guitar. Identify which
chords are Major and which chords are minor. Identify by singing or playing the minor
thirds and Major thirds within these triads.
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CHAPTER

CHORD EXTENSIONS

| don't care too much about music. What | like is
sounds.

— Dizzy Gillespie (1917 - 1993)

In This Chapter

* General Chord Extension Information
The Seventh Chord

The Ninth Chord

The 11th and 13th Chords

Other Chords
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General Chord Extension I nfo

A chord extension is a note that isn’t in the triatt’s extra. Notes are
added to triads to change theinviba, their feel, and in many cases the
extension changes how the chord is used.

Some notes added to triads are: 7¢tls, 11ths, and 13ths. We haven’t
talked about intervals higher than octaves (calmdpound intervaly
SO now’s the time.

If you look at a scale, the 8th note is the same letter as the bottom note.
Therefore, the 9th note is the santéeleas the 2nd notd the scale, only

it's an octave higher. Ehl1th is like a 4th, ban octave higher; the 13th

is like a 6th, but an octave higher.

Chords with extensions are writt&vith the number of the extension
above and to the right of the chord letter, like sb:@, C*1L, FL3

DMa7 and so on. Extensions can alsaibed with Roman numerals, like
V7, IVO, etc.

The number tells you which note youadding to the triad. The number
represents the interval from thmot of the chord to the extension.

An extension can be altered a h&tp up or down to give yet another
type of chord. In the exampleg&ve you above, there was a #11, and a
Maj7. In these two casg®u would raise the 11th a half step or use a
Major 7th above the root, respectively.

On to some specifics.

Seventh Chords

Seventh chords are an important tgbehord in Western music. They
are essential to most chord praggens, and give progressions the
quality our ears are used to hearing. But we’ll get more into chord
progressions in Chapter 31.

The seventh chords have a propéiigt other extensions don't have.
When you sea seven next to a chord symbol, it's always a minor 7th
above the roat

29: Chord Extensions

254



If you want a Major seventh above the root, you have to specify it in the
extension by putting an “M” or a “Mapr a small triangle /A " in front
of the extension number.

Example 29.1 Some seventh chords.

F’ Dmin’  C’ GMa7  Emin’  AbM?

e 4

ry »

CLELELELY

N
v

-
™
oLxLrLYl)

-©

As you can see in the above exampliles,quality of the chord itself is
written in larger letters next to thetter of the chord (except for Major
chords which are just thHetter), and anylgerations to th&th are written
in small letters before the 7.

The Dominant Seventh Chord

There is a special kind of sevbrthord which appears in a huge
majority of chord progressions and it's called doeninant seventh
chord.

The dominant seventh chord symbol looks like thi§: V

Because you know how Roman numerals are used, you know that the
above symbol means that the chituilt on the 5th degree of the
scale and it’s got a minor seventh in it.

| didn’t tell you each scale degrbad a name when we went over
scales because you had enough tayabout without me giving you
more information than was necessary, but now it's necessary.

Each scale degree has a name, and it just so happens that the name of
the 5th degree of the scale dominant.” So there you go. That's why

a chord built on the 5th is called a dominant chord, and one with a
seventh is called dominant seventh chord.

The dominant seventh chord is arpontant chord beeese it pulls our
ears back toward the tonic chord tie | chord. But more on that in
Chapter 30.
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Example 29.2 Dominant seventh chords in the keys of C, G, Bb, and F.

G? D? F? C7

) d’) -
—a g r—S—T1—8
< : - a p—i2
v/ v/ v/ v/

Notice above that eachaasure is in a different key signature. When you
build a chord on the 5th deee of the scale img Major key, the seventh

of V7 will automatically bea minor seventh because of the key signature.

Ninth Chords

Ninth chords have 5 chord tones: Rqdhird, fifth, seventh, and ninth.

As before, the quality of the chordwsgitten in larger letters next to the
chord letter, and the extensions are written in smaller letters above and to
the right. If all you see is a “9”, ¢h7 is assumed. However, if you want a
Major 7th in there (remember the 7thaisvays minor), you must specify

it, as in the &"-9and the AB"°below.

Example 29.3 Some ninth chords.
' Dmin?® 79 cMa”9 Emin® Ap*7°

= g —tg—f

W

5

CLXLELELY]

@
CLELELELELY

Other Chords

Eleventh and Thirteenth Chords

The process for these chords is very similar to what you already know.
An eleventh chord will have aot, third, fifth, seventh, ninth and
eleventh.

29: Chord Extensions

256



A thirteenth chord will have a radhird, fifth, seventh, ninth, eleventh,
and thirteenth.

Chords Not Covered

There are several other types of chord which this book won't cover,
though I'll tell you what some are and you can discover them on your
own if you'd like.

There are suspended fourth chemdsapolitan sixth chords, German
sixth chords, half diminished sewé chords, fully diminished seventh
chords, and many more.

Moving On

This chapter should allow you to undarsd and spell most chords you'll
come across. Again, the concepts yeuiow learning are more complex
than previous ones and they ntalge some time before they’re
understood well, so keep at it.

All the chords in this chapter have been in root position, the most basic
form of a chord. In the next chaptggu’ll learn about chord inversions,
which is a chord with a note othigran the tonic as the bottom note.

Chapter 29 Review

. What is a chord extension? 1. A note that
doesn’t appear in
the triad

. How are chord extensions notated? 5 With a number

equal to the note’s
interval above the

. What is a compound interval? root

3. Aninterval greater
7 ) than an octave
. When you see a ‘ to the right of a chord letter, what

kind of a 7th is it?

4. A minor 7th above
the root

Basic Music Theory

257



5. How would you indicate a Major 7 above the root? 5. With a small
triangle, a small
“M”, or a small
“Maj” before the 7
6. What kind of chord is a V'?
6. A dominant
seventh chord
7. Why are V/ chords so important? 7. They draw the ear
to the tonic (1)
chord, and appear
in nearly all chord
progressions

8. Spell the V' chord in the key of G. 8. DF#AC

9. Root, 3rd, 5th, 7th,
9. Which chord tones are in a 9th chord? 9th
10. Which chord tones are in an 11th chord? 10. Root, 3rd, 5th,

7th, 9th, 11th

Practical Use

1. Write out the triads above C, A, B-flaind A-flat. Put the chord name underneath
(don't forget Major/minodistinctions). Place thseventh in each tie chords and alter
the chord symbol as necessary to makeriect. Place the ninth isach chord and again
correct the chord symbol.

2. Sing or play (both is best)Major triad. Any starting note witlo but try to make it in
a comfortable range. As you are singing one rd the chord, try to hear the others
simultaneously. Once the Major triad is in year, add the sevémuntil you can sing or
play a seventh easily. Do the same with the ninth chord.

3. Spend some time messing arowvith triads and extensioms the piano. It's fun and
will help your understanding.
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CHAPTER

30

CHORD INVERSIONS

See deep enough, and you see musically;
the heart of nature being everywhere
music, if you can only reach it.

— Thomas Carlyleeroes and
Hero Worship

In This Chapter

More General Chord Information
Close and Open Harmony

First Inversion

Second Inversion

Third Inversion
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More General Chord I nfo

We've been working with chords wdih have been in what is callealot
position, which is the most basic form of a chord. In root position the
notes are stacked neatly together as close as they can be.

There is a broader definition of root positidinthe lowest note of a
chord is also the lettemame of the chord, then it chord can be said to
be in root position

For instance, with a C chord, as longlasC is the lowest note, it doesn’t
matter where the 3rds abths are above that C;glthord will still be in
root position.

Example 30.1 Three versions of a C chord in root position.

C C

g

=

—¢[|R||¢l¢ o

In the chords above, you'll find ai@ the root, and above that root
somewhere an E and a G. There could be three Es and seven Gs but as
long as that C stays in the root position, it’s a root position C cAond.
doubling of chord tones doesn'fadt the quality of the chord.

Voice

Any note of a chord can be satd be a voice of the chordror example,

in a triad there are three voicese thottom voice, the middle voice and
the top voice. The termoiceis used even for music in which there is no
vocal part.

Open and Close Harmony

What is different aboubhe chords above is how they are spaced. When a
chord’s tones are written as closebgéther as possible, as in the first
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example above, that chord is said to belase harmonyor close
position and this is usually within an octave.

When a chord is spread out over morm@ntlhan octave, or if there is a gap
between chord tones where another ddod but isn’t, as in the second
and third examples above, that chord is said to opé&m harmonyor
open position

First | nversion

A first inversion chord has the tha of the chord as its bottom nat&o
make a first inversion chord, takeettonic of a root position chord and
move it above the fifth. This wileave the third of the chord in the
bottom voice.

You'll often see chord letters marked in music, especially music with
lyrics. The letter name won'’t teou anything about inversions or the
Roman numeral for that chord; yowieato figure these out for yourself.
This is callecharmonic analysis Inversions and Roman numerals are
shown in harmonic analysis, which ybsee under the chords in the
examples below.

To mark the first inversion in harmananalysis, a 6 is written above and
to the right of the Roman numeral. This is because the interval from the
bottom note (3rd of the chord, remeenjto the tonic is now a 6th. If you
don’t believe me, count it out in the examples below.

Example 30.2 First inversion chords in the k®f C in close and open harmony.

C C C
-
Q )y
[ [ & ]
olh - 4

&g =

©-

O
16 16 16
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Second | nversion

A second inversion chord has thdth of the chord as the bottom nate
To make a second inversion chordrr a first inversion chord, simply
move the third up an octave. Thesmves the fifth in the bottom voice.

In harmonic analysis, this inversi@shown by a 6 over a 4 next to the
Roman numeral. Again, these numbers represent the intervals above the
bottom note. In the second inversioreiird, it's a 6th from G to E, and

a 4th from G to C.

Because the 6 and 4 are only used lrarmonic analysis, when you see a
chord, you have to figure for yourself which inversion it’s in. Not to fear;
at the end of the chapter is a stBpstep process to find out what any
type of chord is.

Example 30.3 Second inversion chords in the key of C in close and open harmony.

C C C
©-
Q <Xy
j [§] [ @] [ 8]
AP & IV
® o
O

6
| 4

HrO

14 |
To keep things simple, I've only @d the | chord, but these inversions
can be applied to anyrord, the 1V, the ii, the 9j anything.
If chords are stacked in close harmatiy,pretty easy to tell at a glance
whether it's a root position triad (é notes stacked one atop the other),

a first inversion (two stacked on the bottom), or a second inversion (two
stacked on the top).

Keep in mind that I've used simpddords in only one clef, and chords
are often spread out over twefd, but the same rules apply.
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| nverting Seventh Chords

Seventh chords may also be invdrtand the symbols used for this in
harmonic analysis are a little difesrt but the concept is the same; the
numbers tell you chord tone intervals above the bottom note.

With the extra note of thseventh chord, we gatother inversion, called
a third inversion.

Example 30.4 The dominant seventh chord in the key of C; root position and inversions.

G’ G’ G’ G’
: 3 S
9 :

How to Find a Chord’s Name

1 Know the key signature you are working in.
2 Spell the chord using the letterstite chord. Ignore duplicate letters.

3 Stack the chord in close harmony, with #aene root as the original
chord. This is important becauseyibu don’t use the same root note
you won't know if the chord is an inversion or not.

4 Determine what the tonic of the cllas. This will tell you the chord’s
letter name and Roman numeratétation to the key you are in.

5 Determine if the chord is a first, second, or third (for 7th chords only)
inversion.

6 Use the correct letters, Roman nuale and symbols to name the
chord.

Moving On

Now that you can identify a choedhd its inversion, you're ready for
information about chord progreess, or how one chord moves to
another chord.

The next chapter covers sometlod most common chord progressions.
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Chapter 30 Review

. What is a root position chord?

. What is close harmony?

. What is open harmony?

. What is harmonic analysis?

. What is a first inversion chord?

. What is the symbol for a first inversion chord?

. Why is this symbol used?

. What is a second inversion chord?
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. A chord with the

tonic of the chord
as the lowest
voice of the chord.

. When the notes of

a chord are
places as close
together as
possible.

. A chord spread

over more than an
octave with space
between chord
tones.

. A technique of

identifying chord
names and types,
using Roman
numerals and the
symbols for chord
inversions.

. A chord with the

3rd of the chord
as the lowest
voice.

. A small 8 to the

right of the letter
or Roman
numeral.

. It tells the interval

between the third
and the tonic, a
6th.

. A chord with the

5th of the chord
as the lowest
voice.



9. What is the symbol for a second inversion chord?

10.

11.

12.

13.

Why is this symbol used?

What is the name and Roman numeral for this
chord in the key of C?

==

¢

What is the name and Roman numeral for this
chord in the key of B flat?

r—8—

D)

-

What is the name and Roman numeral for this
chord in the key of G?

g

ANV

e (8 ]

(o ]
‘). #
L]
i
o
o

9. ?1 above and to the
right of the letter
or Roman
numeral

10. It tells the
interval between
the fifth and tonic
(a 4th), and
between the fifth
and third (a 6th).

11. F, IV

6
12. Dmin, iii*

13. G, |
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Practical Use

1. Write out all the inversions for BY. Don't forget root position. Sing/play each
inverted chord until it feels comfortable.

2. ldentify at least 3 chords. Piano music,tgumusic, and band orchestra scores are
excellent sources for many clisr Once you identify the chbname and quigy of the
chord, identify how that chorfits into the key signature ¢he song. Give the chord its
Roman Numeral.

3. Mess around on the piano with inverted trieaisd inverted chords with extensions.
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CHAPTER

CHORD PROGRESSIONS

Do you know that our soul is composed
of harmony?

— Leonardo da Vinci

In This Chapter

¢ What is a Chord Progression?
General Chord Progression Guidelines
The I IV.V’ | Progression

The i V/ | Progression

The iii vi i V' | Progression

The 12 Bar Blues Progression
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What is a Chord Progression?

A chord progression is a patterof movement from one chord to
another.

Any piece of music has a chordogression. And even if it's a melody
without chords at all, there isilsa chord progression implied by that
melody.

Chord progressions are often veignple, involving only a few chords,
but they can also be quite conxl&@he chord progressions we’ll be
going over will be of the simple variety.

Chord progressions, especially the onedl be looking at, are repeated
often many times throughout a piecewisic. All of the progressions
we’ll be going over, with the exceptiof the 12 Bar Blues, can be found
most often at the end of sections or songs.

Chord Progression General Guidelines

Voice Leading

Remember all those pesky detait®at chord inversions you learned in
Chapter 30? Well, now you get to put that information to work, because
inversions can make chopaogressions sound more smooth.

Voice leading is how one chord e (or voice) moves to anothéFhere
are certain general rules which, ifuytollow them, will give you a clean,
clear chord progression. These aréais, but general guidelines. Feel
free to experiment with them.

Doubling

Chord tones may be doubledithout affecting the general quality of

the chord. Voices which are usuatlgubled are tonics and fifths.

Thirds are doubled less often, and extensions are rarely doubled. For
our examples, I'll keepoubling to a minimum.
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No Leaps

One of the first general rules isdwoid large interval skips from one
chord tone to the nexfThis is calleddisjunct motion

The bass, or lowest part, can pyetuch ignore this rule without
harming the sound of the chord progression.

For the purpose of a clear exampie'll ignore this rule for the
introduction of each chord progression.

Keep the Common Tone

There will often be notes which twatords have in common. If at all
possible, you'll want t&keep these similar notes in the same voice
from one chord to the next

For example, from a C chord (C-E-®)an F chord (F-A-C), there is a

C which the chords have in common. If this C is in the top voice of the
first chord, it should also be indhop voice of the second chord. This
makes the chord change sound smoatl,ia also much easier to sing
or play.

Resolve Toward the Half Step

An essential component ohord progressions ike movement of half
steps between chords. These are called leading tones and lead our ear
from one note to another. You8ke these most—and they’re most

important—from the V to the | chord.

If there is a half step from one chord to the next, move the
appropriate voice toward the half step.

For example, in the key of C, the V7 chord (G-B-D-F) moves to the |
chord (C-E-G). The thirdnd seventh (B and K¥) the V7 chord should
move to the tonic and third (C andiB)the | chord, because they are a
half step apart.

Similar Motion

Similar motion is when two or more parts move in the same
direction.
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Parallel Motion

Parallel motion is a special type of similar motion in wittof

interval between the two parts remna the same from one chord to
another. An example of parallel motion would be a Major third
between the upper two voices in one chord moving down (or up) to
a Major third in the top two voices of the following chord.

Most parallel motion sounds fine, parallel fifths, fourths, and
octaves are usually frowned uploy our ears and by those who
adhere to the strict rules of coargoint. Experiment with them to
hear for yourself what they sound like.

Contrary Motion

Contrary motion is when two or more voices move in opposite
directions.

A Word on the Examples

Again, to keep things simple and uncluttered, we’ll use the key of C for
all our examples, but &se progressions can (ashal) happen in any key.

The first examples you’ll see will bengple chords in root position in the
treble clef. Once you'vbeen exposed to thedia chord progression I'll
then subject you to a more complex version with both treble and bass
clef, and chords imverted positions.

Now you know all you need to know, for the moment anyway, about
chord progressions, so let'stde some actual examples.

The |l IV V'l Progression

This progression is probably the st@ommon of all progressions in
Western music. When you hear it, yduriost likely recognize it. It can
be found in nearly every style of masand though it will appear in other
parts of a piece, it's most commahthe end of a song or section.

Even if you don’t consider yoursedfpiano player, sit down at one and
play through these progressions. It mitikte some effort (and perhaps a
review of the bass or trebtdef), but it'll be worth it.
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Example 31.1 The I IV V| progression in C with chords in root positions.

C F G’ C
NI $ : ——
© ©
| IV v’ |

The above example followiew rules of voice leadg, but is simple and
clear so you can see what the basiord progression looks like. In the
following example, you'll see bass andlife clef staffs connected with a
bracket. This is called thgrand staffand is what piano music looks like.

The example which follows hasdlsame notes as example 31.1, though
often in different octaves, or in affidirent clef, and some chord tones are
doubled.

Example 31.2 11V V7 1in the key of C.

voice

doubling

common tones

C F G’ C
= (o) —
A3, 8 O——©O ——§—
half step motion
o | o o ©
(—q: =
7 — O — O © (o)
6
| V4 V3 |

Notice that the IV chord is in tte&cond inversion so that the common
tone—theC—remains in the bottom voice; tlkeremains in the same

voice from the IV to the ¥, The V' chord is also in the second inversion
so that the bottom voice only moves a whole step from chord to chord.

And from the V to the I, the leading tonessolve toward the half step.
The F goes down to the E, and the B in the bass clef goes up to the C.

See if you can pick out some oktparallel motion, and some of the
contrary motion. It’s in there.

This progression is in relatively clesiarmony, and is only one of many,
many, many possibilities.
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The ii V' | Progression

This is another very common chgutbgression, used in everything from
pop songs, to country to jazz and beyond.

Example 31.3 The ii V’ | progression in the key of C, root position, treble clef.

Dmin G’ C

=
D))

) ©

i v/’ |

And now for the same progression, Baltowing more of the guidelines
for voice leading.

This time, see if you can spoethoice doublings, the common chord
tones, and the half step motion.

As | began to write out the examplddog a tune came on my stereo and
it caught my ear because it used ihV | progression over and over for
several measures, andgdunded good, so | swiped it and put it below.

Example 31.4 i V' I in the key of C.

Dmin G’ C
v -y
-© O ©
—): —
. -~ [ & ]
o 4
ii® V3 |

Play this one on the piano too, anditrin other keys as well as with
other voicings and othemversions. Once you gete sound in your head,
you'll recognize this progrssion all over the place.
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The iii vi ii V' | Progression

This is another very common clagprogression which is simply a
variation on the i V | progression. The differenad course is the added
iii and vi chords before the ii 4.

Because I'm sure you get how this werkhis time I'm going to skip the
basic chords in root positiaand go right to the good stuff.

See if you can pick out the chord torméshe iii and vi chords, and all the
other stuff: voice doubling, parallel and contrary motion, half step
motion, and common chord tones.

Example 31.5 iii viii V | progression in C.

Emin  Amin Dmin g7 C

o O -©
[ %]

[ ® ]

O
iii 4 Vi i Vs I
Always be aware of what instrumé&sit you're writing for. The bass clef

part in the example above has quitstretch in the ii chord, something
only a big-handed piano playwould be capable of.

The 12 Bar Blues

Remember the blues scalé®ot, take a look backt “The Blues Scale”
on page 222. It's the scale that ssaciated with the 12 bar blues form.

There have been volumes and volumwegten on the blues, and if you're
looking for in-depth coverage, this dithe place. This section will give
you the vanilla version of the 12 bar blues.

Some artists, dead and living, who pkayd/or sing the blues are: Buddy
Guy, Muddy Waters, Robert Johnson, Stevie Ray Vaughn, B.B. King,
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John Lee Hooker.... The list is neadgdless and these are just a few of
the big names of the blues. Many many other artists also dabble in the
blues forms, from Eric Clapton to James Taylor.

The 12 bar blues is basically a 12 measure chord progression repeated
over and over for the entire song. Thare variations, but 12 bars is so
standard that it's safe to say 9%#dblues songs follow this format.

Each Roman numeral represents oreasure, and if you count them,
there are 12. Try playing these chordghiis order, and you’ll most likely
recognize the sound.

Example 31.6 The basic pattern of the 12 bar blues.

|7 |7 |7 |7
V7 v 7 |7 |7
v/’ v’ 1’ |/

To find the right chord, simply put tledord letter in place of the Roman
numeral. In the below example, if wel it in the key of C, the chords

wouldbel=C/, IV =F v/ =G

Moving On

So there you have it: four of the si@ommon chord progressions in one
easy chapter. Be sure to try alltbése chord changesas many keys as
you can stomach, in as many differarays as you can think of. You'll

be a much better musician for it if you do.

Coming up next, after the review for tlukapter, is the review for all of
Part VI.

The next Part (and the last one!) camore informabn on subjects you
already know, like dots after a note, faster types of notes, more
accidentals, and some different meters.
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Chapter 31 Review

. What is a chord progression?

. What is the rule about doubling chord tones?

. What is disjunct motion?

. What is the rule about disjunct motion?

. What is the rule about common tones from one
chord to another?

. What is contrary motion?

. What is parallel motion?

. Which types of parallel motion should be avoided?

. Which chords are used for the | IV V’ | progression
in the key of Bb?

10. Where would you be likely to find this

progression?

. The movement

from one chord to
another

. Doubling the

octave and fifth is
common; doubling
the 3rd less so;
and doubling the
extensions is rare

. A'leap of more

than a second

. Keepittoa

minimum. Okay in
the bass voice

. Keep the common

tones in the same
voice

. One voice goes

up, the other goes
down, or vice-
versa

. Both voices

moving in the
same direction
with the same
interval

. Parallel fourths,

fifths and octaves

. BbEb, F/,Bb

10. Atthe end of a

section or song
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11

12

13

14

. Which chords are used for the ii V' | progression 11. Amin, D', G
in the key of G?

. Which chords are used for the iii vi i V’ |

' 12. Amin, Dmin,
progression the key of F? min, Dmin

Gmin C’, F
. What is the basic progression for the 12 Bar
Blues? 131111
) IV IV I I
VIV L

. Did you sit down at the piano and try to play these

chords?
14. Please say yes.

Practical Use

1. In the key of F Major, write out an arrangement for piano, guitar, multiple voices, or

instruments using the 1, IV, 41 chord progression. Play sing the progression as a
group until it feels comfortable. Use the @mtraccidentals to change the progression to

i, iv, V', i. Play the minor progressi until it feels comfortale. Switch chord voicings.
2. Write out a chord progression in the key®Major and try to break every rule of

motion talked about in this Chapter. Ptag example (if it'playable), and listen
carefully to it. Why are certain changes of sound frowned upon?

3. Pick your favorite key signater Outline the | chord by thier playing or singing each
chord tone. Try to hear the whole chord/our head as you do this. Do the same for the

IV chord, and then the &/ Try to do this exercise with two or more people at once. Be
sure to specify a meter/beat and the Ierafteach chord so you can change chords
together.
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Whew! You Made |t.

These pages can be used to test yoeimory about what you've learned
in Part VI, and if some of theformation hasn’t stuck, you can go back
and check it out on the page indicated below the question.

As with the chapter reviews, use your keyboard to cover up the answers
while you test yourself.

The Review

1. What is the definition of a chord? 1. Three or more
page 246 notes played
simultaneously

2. What determines the quality of a chord?

page 246 2. The intervals

within the chord
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. How are chords named?
page 246

. What are the parts of a triad?
page 247

. Why are they called this?

page 247

. How do you show a triad is Major?
page 248

. How do you show a triad is minor?

page 249

. What are the intervals in a Major triad?
page 248

9. What are the intervals in a minor triad?

page 249
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. With a Roman

numeral, a letter,
and a quality of
Major, minor,
diminished or
augmented

. Root, third, fifth

. Root is the bottom

note of the chord;
the third is a 3rd
above the root;
the fifth is a 5th
above the root

. Capital Roman

numeral, or a
capital letter only

. Lower case

Roman numeral,
lowercase letter,
or the
abbreviation
“min” next to the
letter name

. A note a Major 3rd

above the root
and another a
Perfect 5th above
the root

. A note a minor 3rd

above the root,
and another a
Perfect 5th above
the root



10. What are the intervals in a diminished triad?
page 249

11. What are the intervals in an augmented triad?
page 250

12. What are the qualities of the different types of
triads?
page 248, page 249, page 249, page 250

13. What is a root position chord?
page 260

14. What is close harmony?
page 260

15. What is open harmony?
page 260

10.

11.

12.

13.

14.

15.

A note a minor 3rd
above the root
and another a
diminished 5th
above the root

A note a Major 3rd
above the root
and another an
augmented 5th
above the root

Major = happy;
minor = sad;

dim = suspenseful
aug = unsettling

A chord with the
tonic of the chord
as the lowest
voice of the chord

When the notes of
a chord are places
as close together
as possible

A chord spread
over more than an
octave with space
between chord
tones
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16.

17.

18.

19.

20.

21.

22.

What is a first inversion chord?
page 261

What is the symbol for a first inversion chord?
page 261

Why is this symbol used?
page 261

What is a second inversion chord?
page 262

What is the symbol for a second inversion chord?
page 262

Why is this symbol used?
page 262

What is the name and Roman numeral for this
chord in the key of C Major?

==

¢

page 263
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16.

17.

18.

19.

20.

21.

22,

A chord with the
3rd of the chord
as the lowest
voice

A small © to the
right of the letter
or Roman
numeral

It tells the interval
between the third
and the tonic, a
6th

A chord with the
5th of the chord
as the lowest
note

2 above and to
the right of the
letter or Roman
numeral

It tells the interval
between the fifth
and tonic (a 4th),
and between the
fifth and third (a
6th)

F, IV6



23. What is the name and Roman numeral for this
chord in the key of B flat Major?

%

ANV
D)
page 263

0117

24. What is the name of this chord?

e =

VY
!) [
|| (s ]
:
Z
page 263

25. What is a chord progression?
page 268

26. What is the rule about doubling chord tones?
page 268

27. What is disjunct motion?
page 269

28. What is the rule about disjunct motion?
page 269

23.

24,

25,

26.

27.

28.

6

Dmin, iii *
G, |
The movement

from one chord to
another

Doubling the
octave and fifth is
common;
doubling the 3rd
less so; and
doubling the
extensions is rare

A leap of more
than a second

Keepitto a
minimum. Okay
in the bass voice
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29.

30.

31.

32.

33.

34.

35.

36.

What is the rule about common tones from one

chord to another?
page 269

What is contrary motion?
page 270

What is similar motion?
page 269

What is parallel motion?
page 269

Which types of parallel motion should be avoided?
page 270

What are the chord names for the 1 IV V' |
progression in Bb?
page 270

Where would you be likely to find this
progression?
page 270

What are the chord names for the i V' |
progression in G?
page 272
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29.

30.

31.

32.

33.

34.

35.

36.

Keep the
common tones in
the same voice

One voice goes
up, the other
goes down, or
vice-versa

Two or more
voices moving in
the same
direction

Both voices
moving in the
same direction
with the same
interval between
them

Parallel fourths,
fifths and octaves

Bb Eb, F/, Bb

At the end of a
section or song

Amin, D7, G



37. What are the chord names for the iii vi i V/ | 37. Amin, Dmin,

progression in F? GminC’, F
page 273

38. What is the basic progression for the 12 Bar 3.1 111
Blues? VIVII
page 273 VIV
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PART SEVEN

More of the Same

In This Section You Will Learn:

» Thirty-second ath Sixty-fourth Notes
* Double-dotted Notes

* Double Flats, Double Sharps

* 6/8 Time

e 2/2 Time

* Odd Meters
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FASTER NOTES AND
DOUBLE DOTS

You are the music while the music lasts.
— T. S. Eliot

In This Chapter

» Thirty-second Notes
» Sixty-fourth Notes
» Double Dots
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Shorter Notes

There are shorter notes than sixteenths.

Each time a beam or flag is added #&onote, it's value is cut in half
Remember when we added a flag to a quarter note? It became an eighth
note. Remember when we added anofiag to the eighth? It became a
sixteenth. As with the other notes, whbere is more than one of them,

the flags are connected and become a beam.

Thirty- second Notes

And so, we're going to add a flag teethixteenth and cut its value in half,
making it a thirty-second note. Just litke name implies, there are thirty
two of them in a whole note; sixteentbeEm in a half note; eight of them
in a quarter note or a beat (in 4/4 tymeur of them in an eighth note;
two of them in a sixteenth note.

Thirty-second notes are fairly rare, lyou’ll probably run into them now
and then, often as grace notes (quiokes just before the main note).

Example 32.1 Two single 32nd notes with flags, and a beat of barred 32nd notes with stems up and down.

Sixty-fourth Notes

These are even more rare, and ikely that you'll never see them, but |
thought I'd throw them down on the page for your enjoyment.

Same deal with the flag/lbeam. Addother beam to the 32nd note and it
cuts the length in half. So, for sixty-fourth notes there are: 64 in a whole
note, 32 in a half note, 16 in a quantete or one beat (in 4/4 time), 8 in
an eighth note, 4 in a sixteenth note, and two in a thirty-second note.
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Example 32.2 Two single 64th notes, and 1/2 beat of barred 64ths with stems up and stems down.

Double Dotted Notes

You already know that a dot lengthethe note it follows by half the
amount of the original note.

Another dot after that first dot also lengthens the note, but by half the
amount of the first dot.

An easier way to say this is thtouble dot increases the length of a
note or rest by 3/4 of its original value

So a double-dotted whole note ostres 7 beats. A double-dotted half
note or rest is 3 1/2 beats, a doubletetbtjuarter note aestis 1 3/4
beats, and a double-dotted eighthenott rest is 7/8 of a beat.

We could continue the process, but it's pretty safe to say you'll probably
never see a double-dotted sixteenthfytteecond, or sixty-fourth note.

Because and it sounds rigind is easier to agl and play, a double-
dotted note will usually bpaired with whatever nofenishes out the beat
or measure. Take a look at theaeples below angou’ll see what |
mean.

Example 32.3 Double-dotted whole, half, quarter, and eighth notes.

r 3 =~ = I'.. =i - —
' |

e

%Lo
i1
i

Moving On

Okay, only a few more chapters to go in the book! Use the review to
make sure you’'ve understood the dstaf faster notes and double dots.

Coming up is a very short chapten double sharps and double flats.
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Chapter 32 Review

. How do you cut the length of a note in half? 1. Add a flag or beam
. What note is half the length of a sixteenth note? 2. 32nd note

. What note is one fourth the length of a sixteenth
note? 3. 64th note

. How many 32nd notes in one beat of 4/4 time?

. What does a double dot do to a note?

5. Increases its
length by 3/4 of

. How long is a double-dotted quarter rest? f/g?ur;‘)te’s original

) ) ) _ 6. 1 3/4 beat

. Which note is usually paired with a double-dotted

quarter note? Why?

7. 16th note. It
finishes out the
beat. Sounds
better and is

1 easier to read an
Practical Use play.

1. Write out 4 measures of 8fdne. Use at least two double-
dotted notes per measubeit see if you can uskem all. Play and
sing what you've written.

2. Write out another 4 measures8# time. This 4 measures is
meant to be a harmony part toattyou composed in exercise 1,
so don’t choose the same notes, though you may use the same
rhythms (hint: 3rds, 4ths, 9tlasmd 5ths soungood). Find a friend
and sing or play both parts together.
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DOUBLE FLATS,
DOUBLE SHARPS

If I were to begin life again, | would
devote it to music. It is the only cheap
and unpunished rapture upon earth.

— Sydney Smith, 1814

In This Chapter

» Double Flats
» Double Sharps
» A Werd on Speling Kords
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Double Your Fun

Welcome to the shortest chaptetlod book. You're about to learn double
sharps and double flats, but before you do, I'd like to tell you why.

There are several ways to say the sound to, two, too. Even though each
sounds exactly the same, they have different meanings. Just as you
wouldn’t write, “I went two the store,” so you wouldn’t spell a Dbdim
chord with a G. I'll show you this in detail in just a moment. First the
details about how to write double flats and sharps.

Double Flats

A double flat lowers a note by one whole stédooks like this H, .

You won't see them very oftebut now and then double flats are
necessary in order to spell a chord or an interval correctly, and it will
often be a minor or diminished intervala flat key. An example follows.

Double flats are easy. Just put twat$l close together before the note
they are to alter.

Example 33.1 B double-flat, E double-flat, and A double-flat.

_q; L1 i’i’() 1
.4 b,bc II

Double Sharps

A double sharp raises a note by eviele step.It looks like thisx

You'll see a double sharp about ateofas you’ll sea double flat. These
will usually pop up when augmented intervals are needed in a sharp key.
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Example 33.2 G double-sharp, C double-sharp, and F double sharp.

X0

ANV {8 ]

You'll be glad to hear there are sach things as double naturals, triple
sharps or triple flats.

A Werd on Spelling Kords

Example 33.3

Here’s why such pesky things dsuble sharps and flats exist.

Stay with me here. The Db Major triad is spelled Db, F, Ab, right? Well,
for a diminished chord, the third anéti of the chord hee to be lowered

a half step. A half stegown from F is E, and a liatep down from Ab is

G, right? But everhibugh those pitches wousthundcorrect, you can’t
write them that way and still haweeDb diminished triad. Take a look
below. On the left is the Db Majoriad. In the middle is chord that will
sound exactly like the Db diminishé&dad, but the way it’s written, the

chord is actually an inverted e mirf¥P”. The correct spelling of Db
dim. is on the right.

! 1 —

Even though it makes things a littleowerded, for the Db dim chord to be
spelled correctly, we have tse an Fb, and a double-flatted A.

I know it’'s weird, but | didn’'t make up the rules. Don't kill the
messenger.
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Moving On

Double sharps and double flats arskpethings that you probably will
see if you continue longnough with music, so even though you won't
use them often, it's good to know what they are, and now you do.

Only one lesson left! It's on metene haven't covered yet which include
6/8 time, cut time, and some odd meters, like 7/4.

Chapter 33 Review

. Why are double flats and double sharps used? 1. To spell certain
chords and
intervals correctly

2
. What does a double flat do to a note~ 5> Lowers it one

whole step

. What does a double flat look like? 3. Two flats close

together in front of
a note

7
. What does a double sharp do to a note~ 4. Raises it one

whole step

. What does a double sharp look like?
5. An X

. What does a triple flat look like?
6. No such thing

Practical Use

1. Write out the following keignatures with their Majacale: Eb, Ab, B, and E.
One line below these scales, write thedwiing intervals: a diminished fifth above
Eb, a diminished fourth above Ab, argawented fifth above Band an augmented
sixth above E.
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MORE METERS

After playing violin for the cellist Gre-
gor Piatagorsky, Einstein asked, “Did |
play well?”

Piatagorsky replied, “You played rela-
tively well.”

In This Chapter

Cut Time
Slow 6/8 Time
Fast 6/8 Time
Odd Meters
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Beyond 4/4 Time

The majority of music has the quartete as its pulse and is in a duple
meter (the top number is divisible by, But there is a whole lot of great
music out there that has a diffetgmlse, and even some with an odd
meter.

Remember way back in Chapter 13 when we went over meters for the
first time? The top number tells you homany beats in a measure and the
bottom number tells you which note gets one beat. For a refresher, see
Chapter 13 “Meter” on page 101.

Cut Time, or 2/2 Time

This is a very common meter. Itigpically shown with the symbolq’_:
but may also be written 2/2. Theptnumber tells you there are two beats
in each measure, and the bottom numbks you that the half note gets
one beat.

Essentially, all note lengths in cut timee cut in half. H&notes act like
quarters; quarters act lileghths, etc. Because of this, the counting is a
little different, but tle foot tap is the same. In the example below your
foot hits the floor on the numbers.

Example 34.1 A few measures of cut time with the counting.

i —

2 —
£ i e ——
+

1

6/8 Time

Six-Eight time is fairly commonral one of the more confusing basic
time signatures, but I'break it down for you so it's easy to understand.
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First of all, from thedp number, you know that thewill be six beats per
measure. And the bottom number tgiai that the eighth note gets one
beat.

It's the eighth note getting the bemlhich is confusing. This throws
everything out of whack from what ywe used to. Eighth notes get one
beat, quarter notes get two beats, dbttearters get three, half notes get
four, and dotted halfs get six. Ndhale notes in thiime signature;
they’re too long.

As with other meters, the strongate are the numbers. Tap your foot
with the numbers as you count out thkbowing example at a fairly slow
tempo. Sing it. Play it.

Example 34.2 A few measures of slow 6/8 time with counting.

f— —N »
[ 1 1 | |!-. . el_l' .

]

Q) I— E’

1 2 3 4 5 6 12 3 456 (1-23) 4 (5 1-2-3-4-5-6

Simple 6/8 versus Compound 6/8

If that's all there was to 6/8 tim#,would be much easier to understand,
but there’s more. The example abovenisimple 6/8 time, also called
slow 6/8 time. What you see in simple 6/8 is what you get, the 8th note
gets one beat and there are six beats per measure.

Compound 6/8, or fast 6/8, is countlitferently and has a different feel.
In compound 6/8, the puksis the dotted quarter notdo get this feel,
try the following: say the numbers6lquickly, but give emphasis to the
numbers 1 and 4. Like thi$:2 345 6,12 345 6, etc.

Soin fast or compound 6/8 time, therare only two pulses per measure
each beat subdivided into three.id'ts counted with the following
syllables:1 an da2 an da,1 an da2 an da, etc. Yourdot hits the floor on
the numbers. Dotted quartentes get one beat each.
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Let's use our same example, but timse it will go much more quickly,
and will also be counted differently.

Compound 6/8 has a triplet feel. Ydoot taps down with the numbers,
and remember that the gelis now a dotted quarteote. Try counting it
out loud, first at a comfortable tempo, then speed it up. Sing it. Play it.

Example 34.3 An example in fast 6/8 time with counting.

] L1 I IL" R
g e — 7—;
1 an da 2 an da l-an da 2-an-da (l1-an-da) 2 (an) da 1l-an-da-2-an-da
Odd Meters
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Occasionally you'll hear or see mash an odd meter. When you listen

to it, the clue is that it's difficult to find the pulse, and when you do find
the pulse, it changes. Odd meter pieces can be difficult to tap your foot
with unless you know the meter.

An odd meter has an odd number gretitan 3 as theop number of the
time signature. Some examples might be 54,58, or 7/8. These are
the most common odd meters, but that shouldn’t stop you budding
composers from trying a piece in 11/8 or 13/4.

The counting for odd meters is thareaas more familiar meters, but
with a different numbeof beats per measure.

Most odd meters are grouped ind2gl 3s, and often there will be
directions above the meter (or iretmeter itself) telling you what this
grouping is.

For example: a meter with a 5 @pt—5/4 or 5/8—can b2 + 3 (counted
12345),0r3+2(counteti2 345).

A meter with a 7 on top—7/4 @¥8—can be 2 + 2 + 3 (counté® 345
67)or3+2+2(countel2 3456 7), or even 2 3 + 2 (counted 23
4 56 7), though this last version I've never seen.



If you'd like to hear a master of odaleters, listen to some Dave Brubek,
especially the tunekake 5 in 5/4 time, andlue Rondo alla Turkn
7/8.

Moving On

Congratulations! After you are abledomplete the final reviews, you're
done! It's been a long haul, and don’t be surprised iffgaget a lot of

what you learned—that’s perfectiyprmal. If you do forget, now you
know where to go to find the answers you need. The more you use this
information, the more it will stick in your memory.

The only thing left is the final regw for this Part. It's a short one.

If you can answer the questions on all the study guides for all the Parts,
you now have an excellent foundation in music theory. Good job!

Chapter 34 Review

. What is the numerical time signature for cut time? 1. 2/2
. How many beats does a whole note get in cut time? 2.2
. How many eighth notes in one beat of cut time? 3 4
. How would 4 quarter notes be counted in cut time? 4 1+2+3+4+
. What note gets one beat in slow 6/8 time? 5 8th note
. How many beats are in each measure of slow 6/8 6. 6
time?
. How many beats do quarter notes get in slow 6/8? 7 9
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8.

9.

10.

11.

12.

13.

14.

How many beats do dotted half rests get in slow 6/
8?

How many pulses are in a measure of complex, or
fast 6/8 time?

What note gets one beat in fast 6/8 time?

What is the counting for a measure of 8th notes in
fast 6/87?

How do you tell if a song is in an odd meter?

How are the beats in 5/4 time grouped?

How are the beats in 7/8 time grouped?

Practical Use

10. dotted quarter

11. 1anda 2 anda

12. Can't easily tap
your foot to it, or
there is an odd
number greater
than 3 as the top
number of the time
signature.

13. 2+3 or 3+2

14. 2+2+3 or
3+2+2 or
2+3+2

1. Write out an 8 measure melody in 5/4 time.

2. Charles lves, an American composer, oftead two meters at once in a piece of
music. Write a 10 measure harmony pariumber one, but use 4/4 time (10 measures
of 4/4 = 8 measures of 5/4). Find &frd and sing/play what you’ve written.

34: More Meters
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Whew! You Made It.

These pages can be used to test yoeimory about what you've learned
in Part VII, and if some of the fiormation hasn't stuck, you can go back
and check it out on the page indicated below the question.

As with the chapter reviews, use your keyboard to cover up the answers
while you test yourself.

The Review

1. How do you cut the length of a note in half? 1. Add a flag or

page 288

2. What note is half the length of a sixteenth note?

beam

2. 32nd note
page 288
3. What note is one fourth the length of a sixteenth 3. 64th note
note?
page 288
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10

11

12

13

How many 32nd notes in one beat of 4/4 time?
page 288

What does a double dot do?
page 289

How long is a double-dotted quarter rest?
page 289

What note is usually paired with a double-dotted

quarter note? Why?
page 289

Why are double flats and double sharps used?
page 292

What does a double flat do to a note?
page 292

. What does a double flat look like?
page 292

. What does a double sharp do to a note?
page 292

. What does a double sharp look like?
page 292

. What does a triple flat look like?
page 292
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5. Adds 3/4 the
length of the rest/
note it follows

6. 1 3/4 beat

7. 16th note. It
finishes out the
beat, is easier to
read and play.

8. To spell certain
chords and
intervals correctly

9. Lowers it one
whole step

10. Two flats close
together in front of
a note

11. Raises it one
whole step

12. An X

13. No such thing



14.

15.

16.

17.

18.

19.

20.

21.

22.

What is the numerical time signature for cut time?
page 296

How many beats does a whole note get in cut
time?
page 296

How many eighth notes in one beat of cut time?
page 296

How would 4 quarter notes be counted in cut
time?
page 296

What note gets one beat in 6/8 time?
page 296

How many beats are in each measure of slow 6/8
time?
page 297

How many beats do quarter notes get in simple, or

slow 6/8 time?
page 297

How many beats do dotted half rests get in slow
6/87?
page 297

How many pulses are in a measure of complex, or

fast 6/8 time?
page 297

14.

15.

16.

17.

18.

19.

20.

21.

22.

2/2

1+2+3+4+

8th note
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23.

24.

25.

26.

27.

What is the counting for a measure of 8th notes in

fast 6/87?
page 297

Which note gets one beat in fast 6/8 time?
page 297

How do you tell if a song is in an odd meter?
page 298

How are the beats in 5/4 time grouped?
page 298

How are the beats in 7/8 time grouped?
page 298
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23. 1anda2anda

24. dotted quarter

25. Can't easily tap
your foot to it, or
there is an odd
number greater
than 3 as the top
number of the time
signature.

26. 2+3 or 3+2

27. 2+2+3 or 3+2+2
or 2+3+2



CHAPTER 35

Postlude

WHAT COMES NEXT

Too many pieces finish too long after
the end.

— Igor Stravinsky

In This Postlude

* More To Learn
» Theory Ain’t Everything
* Drop Me an e-mail
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So Much More

Congratulations for getting throughage load of information. Because
there is so much that you've lead, don’t be surprised if you forget
parts of it, and feel free to gatk and review anything you need to
review. It's normal.

Even though you’ve taken in a great deal of information, there is much,
much more left to be learned, if yoe'willing to lean it. Things like

more advanced chord progressionsrenzhord extensions, transposing
from one part to anotinearranging music, congging music, and on and
on and on.

It's exciting how much there is tearn; a lifetime’s worth, really.

Theory Ain't Everything

Keep in mind that music theory is only one of many tools to be used to
become a better musician. The musithe master, and the quest for a
better performance of the music i tleason for this factual, rule-based
method of writing down the sounds.

With so many rules and regulationsnmusic theory, it can be easy to get
away from the ultimate goal of mugteeory, which is to enable you to
produce and perform better music.

So keep making music, with all your heart and all your brains.

Drop Me An E-mail

If you notice problems or inconsistees or downright mistakes, please
let me know so | can make this a better book in future editions.

And of course, if you liked the book aitchelped you, I'd love to hear
about it. You can reach me at harnum@questionsink.com

Due to limited time, and the volume of e-mails | receive, it's tough to
answer music theory-related questidmst feel free to give it a try

anyway.
Thanks.
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TEACHERS!
FREE TEACH-AIDS

Get The Most out of Basic Music Theory

It's okay, we can admit it. Evgone would rather play music thatudy music theory, teachers anc
students alike. No big surprise there, right?wetall know the important role theory plays in
communicating a musicalea. Despite this kndedge, music theory isn’'t taught for several
reasons: no good methods students enjoy, no einmeno money to buy books, are only a few
reasons.

So what'’s the answer? Theory in small, enfdgaloses from a program designed as a cost- and
time- effective tedaing tool. This book.

Though it works well for individual€dBasic Music Theoryas written specifically for use in the
classroom. Its clear explanatioshprt chapters, and reviews maika low-maintenance option for
teachers with limited time (and vedl have limited time, right?).

The Classroom Packet

The Classroom Packet is an addition which complentadec Music Theoryin it are Chapter and
Part quizzes, student tracking forms, book trackimm$p and additional information like how to
schedule time for theory, how to pay for boaksd fun yet productive rehearsal suggestions.

Combined with the Classroom Pack&asic Music Theoris the best method for teaching music
theory to be found anywhere, and it works with classes of all sizes.

Quizzes

Though I'm aware that multiple-chue tests are a poor way to determine comprehension, they
very efficient. With our limited time, and clasges that exist only in other teachers' nightmares,
efficiency is a must.



All quizzes are in a multiplehoice format with a quick-coect key to make correcting
an easy task for an aide.

Each Chapter and Part Quiz has 4 different versions to curb cheating. These can be
rotated in a 4-year period, or month-tamth, or any way you think most effective.

Student Tracking Form

Also included in the Classroom Packe&iStudent Information Form which includes
class name, period/time, sester/year, student namesar, and condition of their book
(new, good, used). There are spaces for over 100 students.

The form is shaded so students (and you)fcehtheir informaton quickly and easily.
Each chapter has one column to indickdte begun and date passed. Grades can be
entered here also if you ch@o® use a grading system. Mabout assessment in the
Extra Section below.

Student Fee Forms

A set of books is a significant investmeftyour program's resources, and just as a
student is charged for damatgea borrowed instrument, scethare also responsible for
damaged books.

The Student Fee Form has dollar valuesfwoks in conditions from new to damaged
and is also shaded for convenient lomatf information. There are several more
columns for other fees theusient may owe, including a column for funds the student
may have through fund raising.

Extras

All sections of the Classroofacket are clearly explaishevith suggestions to make
their use easy and productive. Includethie Classroom Packet are suggestions for
scheduling time for theory and systemgydding. Also included are some special
rehearsal techniques which students dinectors alike enjoy and benefit from.



To Order

The Classroom Packet is entirely free at www.Questinsbm/Books/packet.html

You can make as many copies of the forguszzes and tools as yoeed, without limit.
If you can’t get a copy online, simply fill out olé the order forms in the back of this
book (slight shipping fee for CD) and send iugwith your information, especially E-
mail. To learn more or to request a copy gbttp//:sol-ut.com and follow the links.

You can also order or requastormation byE-mail or snail-mail:

Questions, Ink

Sol-Ut Press

PO Box 140452
Anchorage, AK 99514-0452






A
a, a (It): At, by, for, with.
A 440: The note A above middle C,
with frequency of 440 vibrations per
second. The note which orchestras and

music ensembles universally tune
with.

a cappella (It): Without accompaniment.
accelerando: Becoming faster.

accent (Eng):To emphasize or stress a
note, indicated by the symbol “ > ".
The three main kinds of accents are
agogic, dynamic, and tonic.

accidental: Sharps, flats or natural signs;

used to raise, lower or return a note to
its normal pitch.

accompaniment: Secondary musical
material, supports more important
material.

acoustic: An instrum that produces
sound without the use of electronic
amplification.

acousticgl: The science of sound:
The physical properties of an
instrument or room as related to sound.

adagietto (It): A little faster than adagio.

adagio (It): “At ease.” A slow tempo
betweeriargo andandante

a demi-voix (Fr): With half the voice,
whispered.

a deux, a due (Fr, It): For two
instruments or voices (to be played or
sung in unison).

ad libitum, ad lib. (Lat.): “At will.” the
performer improvises freely and may
vary the tempo.

Aeolian: A medievamode whose half-
and whole-step pattern is that of
playing A to A on tle white keys of the
piano (same as the natural minor
scale).

affrettando (It): Hurrying.

agitato (It): Agitated, excited, hurried,
restless.

agogic accent: Emphasis is given to a
note by making it longer than normal.

air: A song or melody.

al, all’, alla, alle (It)1: “To the.”2: In
the style of (e.galla valse “in a waltz
style”).

al coda (It): “To the coda.”

al Fine (It): To the end.

alla breve (It): A duple time signature,
usually2/2.

allargando (It): Growing broader and
slower.

allegretto (It): A cheerful fast tempo, a
little slower tharallegro.

allegro (It): “cheerful.” A lively, fast
tempo:allegro assaivery fastallegro
di bravurg fast, bright and spirited;
allegro moderatpmoderately fast.

alphorn: A wooden horn up to 10 feet
long, curved slightiyat the end with an
upturned bell; from Switzerland.

al segno (It): Return to the sign (sisd
segno.

alt (It): “High.” the notes from G to F
that fall above the fifth line of the
treble clef

alteration: The raising or lowering of a
note with araccidental

altered chord: A chord in which a
note(s) has been raised or lowered
chromatically.

altissimo (It): “Most high.” The highest
notes; the octave above thie.

alto (It): “High.” the highest male
singing voice and lowest female
singing voice.

alto clef: The C clef on the third line of
the staff. Used by the viola.

alto flute: Sedlute.
alto saxophone: Semxophone
amabile (It): Amiable, gentle.

anacrusis (Gr.)Pickupor upbeat or
preparatory beat.

andante (It): “Going.” A moderate
tempo betweenllegrettoandadagia

andantino (It): Origally a tempo a
little slower tharendante but now
indicates a tempo a bit faster than
andante

animato, animos@t): Animated,
energetic or spirited.

anticipation: Nonharmwnic note or notes
played before thehord in which it
belongs.

antiphonal: Alternting singing or
playing by separate groups of
performers; originally separated also
by distance.

appassionato (It): Passionately.

appoggiatura (It): An accented
nonharmonic note that resolves
stepwise to a harmonic note.

arcato (It): “Bowed.” For string

instruments, indicates to use the bow.

archet, archetto (Fr): For string
instruments, the bow; to bow.

arco (It): “Bow”. For string instruments,
indicates to use the bow.

arpeggio (It): The notes of a chord

played in succession; a broken chord.

arraché (Fr): Strong pizzicato.

arrangement: A different version of a
composition.

arsis (Gr.): The upbeat.

articulation: The degree to which notes
are separated or connected, such as
staccatoor legata

assai (It): Very, extremely.

a tempo (It): Returmo the original
tempo.

atonal: Music lacking a tonal or key
center.

attacca (It): Go omroceed immediately
to next sectionSegue

attack: The beginning of a note or
phrase.
a 2: For 2 instruments or voices.

augmentation: A llegthening of the
duration of notes in theme

augmented: Raised, enlarged.

augmented chord: A triad composed of
a root, major third, and augmented
fifth.

augmented sixth chord: A chord with
the interval of an augmented sixth
resolving upward to an octave.

augmented interval: A major or perfect
interval raised by dalf step

authentic cadence: A cadence with a
progression from the dominant (V)
chord to the tonic (I) chord.

B

back beat: Used with drums, emphasis
on beats 2 and 4.

balance: the harmonious adjustment of
volume and sound quality between
instruments and/or voices.

bar: Ameasurethe space between two
bar lines. Also, théar lineitself.

baritone: A male singing voice higher
than bass but lower than tenor.

baritone horn: A brass instrument
similar to theeuphoniumbut with 3
valves and smaller bore.

baritone saxophone: ssaxophone

bar line: Vertical line through a staff to
separate measures or bars.

barre (Fr): Used for guitars; playing
sever strings with a single finger across
the fretboard.

bassl: The lowest male singing voic2.
The lowest part in musi& Electric
bass, bass viol, upright bass.

bassa (It): Low.

bass clef: The clef which names the 4th
line of the staff a§.

basso continuo (It): Used in the baroque
era; an accompaniment usu.
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improvised withnumbers indicating
the harmony.

bassoon: A double-reed instrument with
low pitch.

baton: Conductor's wand.

beam: A horizontal line used in place of
flags to connect short notes.

beatl: A rhythmic unit of time2: To
mark time.

beats: pulses caused by sound waves of
slightly different frequency.

bebop: A form of jazz invented by
Dizzy Gillespie and Charlie Parker;
uses improvisation, complex rhythms
and harmonies.

bend: A change in pitch, usu. a half or
whole step. Used with voice, guitar,
harmonica and other instruments.

big band: Jazz band playing dance
music. Popular in ‘30’s and 40's,
experienced a renaissance in late ‘90’s.

bitonal: A composition using two keys
at the same time.

bluegrass: Folk music, usu. fast tempo
with banjo, fiddle, bass, mandolin, and
other instruments.

blue notes: Notes played/sung below
intended pitch (usu 3rd, 7th, 5th). Used
in blues music.

blues: the basis of jazz. Originated from
African vocal music; minor 3rd and
7th of scale. Form is 12 bars long.

Boehm system: System of keys used
with woodwind instruments perfected
by Theobald Boehm.

bonesl: Percussion instrument of
African origin, a pair of sticks/bones
held between the fingers and clicked in
rhythm.2: Slang for trombones.

bore: The diameter and shape of the
tube of a wind instrument.

bow: The device drawn across the
strings of string instruments like
violin, cello, etc. A stick ~3 ft. long
with horsehair stretched between the
ends.

brace: A curved line which connects the
staves for instruments which use more
than one staff.

bracket: A straight line with curved ends
which connects staves for different
instruments playing simultaneously.

breakl: The point at which a voice
shifts from the chegegister to the
head (falsetto) registe2: The change
in woodwind instruments (esp.
clarinet) from the loweregister to the
higher register.
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breve: Originally ashort note, has come
to mean a long note equalling two
whole notes.

bridgel: A transitional section in a
piece of music2: A piece of wood that
supports the strings and holds them
away from the body of the instrument.

brillante (1t): Brilliant.
brio (It): Vigor, spirit.Con bria
broken chord: Notes of a chord played

in succession rather than
simultaneously.

brushes: Thin wire brushes used on
percussion instrunms, esp. in jazz.

bull roarer: An instrment originating in
aboriginal Australia consisting of a
thin piece of bone or wood of special
shape tied to rope and whirled
vigorously about one’s head. Makes a
very loud roaring sound.

BWV (abbr.): “Bach-Werke
Verzeichnis.” A method of cataloguing
Bach’s work.

C

cabasa (Sp): Percussion instrument. A
gourd covered with beads; a cylinder
of metal covered with beads of metal.

cacophony: Dissonant sound. Usu. loud
and unpleasant.

cadence: The ending of a piece or
section, usu. applied to chord
progression (e.gleceptive cadengce
perfect cadencestc.).

cadenza: An unaccompanied solo

passage usually near the end of a piece.

Either ad lib omwritten by composer.

caesura: A sudden pause or break,
shown by the symbol //.

calma, calmando (It): Calming, quiet,
tranquil.

calypso: A type of rhythm or song
originating in Trinidad.

cancel: Another name for the natural
sign used to remove the affect of an
accidental.

cancién (Sp): Song.

cantabile (It): In a singing style.

capol:The head, beginning, or tap.A
device placed across the strings of an
instrument to raise the pitch.

capriccio: A piece played in a free,
playful style.

castrato (It): An adult male singer with a
soprano or alto voice.

catgut: Formerly used as material for
string instruments. Actually sheep or
goat intestines.

C clef: A moveable clef indicating
middle C.

celere (It): Quick, rapid.

chalumeau (Fr): The low register of a
clarinet.

changes: Slang for chord changes.
chanson (Fr): Song.

chart: The score or parts of an
instrumental ensemble, usu. pop or
jazz.

chest voice: the low register of the
voice.

choir: A group of singers of sacred
music.

choke cymbali: The hi-hat cymbals on
the drum set2: Verb meaning to
silence a cymbal quickly.

chops: Slang for a player’s ability.

chord: Three or more tones sounding
simultaneously.

chorus:1: Therefrain of a song2: A
group of singers of secular music.

chromatic: Moving by half steps.

chromaticism: Melodic or harmonic use
of tones other then those of the
diatonic scale.

chromatic scale: A scale made up of 12
half steps in succession.

circle of fifths: The succession of keys
progressing by fifths.

circular breathing: A technique used by
wind players in which air is expelled
from the mouth whilénhaling through
the nose.

clam: Slang for a wrong note.

classicall: Music of a “serious” (non-
pop) nature2: The time period from
the late 1700’s to the early 1800’s.

claves: Percussion instrument from
Cuba; round hardwood sticks hit
against each other.

clef: A symbol at the beginning of a
piece of music which shows the names
of the lines and spaces of the staff.

close harmony: Harmony with the chord
tones as close together as possible.

cluster: group of notes with the interval
of a second.

coda (It): Closing section of a piece. In
written music a separate section to
after repeating a previous section (e.g.
D.C. al Coda; D.S. al Coda). Indicated
by the symbol

col legno (It): Playing with the wood
part of the bow.

combo (abbr.): Shofor combination. A
small group of instrumentalists, used
in jazz.



comma: Breath mark ().

common chord: Triad. Chord with root,
third and fifth.

common time: Four beats to a measure,
guarter note gets one beat. 4/4.

common tone: A note that remains the
same between two chords.

comodo (It):Comfortable.
complete cadence: I-IV-V-I.

compound interval: Ainterval larger
than an octavéth, 11th, 13th).

compound meter: A time signature in
which the basic beat is divisible by 3
(6/8, 9/8, etc.).

con (It): With.
con anima (It): With spirit.
con brio: Withanimation.

concertmaster: First-chair violinist in an
orchestra.

concerto: a compositiofor soloist and
orchestra.

concert pitchl: The pitch for C
instruments (e.g. flute, oboe,
trombone, violin, etc.R: International
tuning pitch of A440 or A442.

con fuoco (It): With fire.

con gusto (It): With gusto.
consonance: Soundseplsing to the ear.
con sordini (It) With mutes.

con sordino (It): With mute.

contra (It): In the octave below normal
(e.g. contra bassoon).

contralto: The lowest female voice,
a.k.a.alto.

contrary motion: Term used in
counterpointfor two voices moving in
opposite directions.

cor (Fr): Horn.
corona:Fermata
count: The pulse or beat.

counterpoint: The combination of two
or more melodic lines occurring
simultaneously.

countertenor: The ghest male singing
voice.

cover: Slang for the performance of a
song written by somee@mther than the
performer.

cowbell: A metal bell struck with a
drumstick.

crescendo: Graduallyecoming louder.

cross rhythm: Different rhythms played
at the same time.

crotchet: British name for quarter note.

cuel: A gesture made by a conductor
for a performer to make an entran2e.

Small notes indicating another
instrument’s part.

cut time: 2/2 time signature.

cymbals: Percussion instruments of
circular brass plates. May be struck
together (crash cymbals), with a mallet
(suspended cymbal), or mechanically
(hi-hat).

D

da capo, D.C. (It): Direction in a piece
of music to returrio the beginning.

da capo al coda, D.C. al Coda (It):
Direction to return to the beginning,
play to the Coda sigrhen to skip to
the Coda and finish the piece.

da capo al fine, D.C. al Fine (It):
Direction to returrio the beginning of
a piece and play to the “Fine” sign.
dal (It): “From tre,” or “by the.”

dal segno, D.S. (ItDirection to return
to the point marked by the sig%—

dal segno al coda, D.S. al Coda (It):
Direction to return to the sig%- , play
to the coda sigr.$ , then skip to the
coda.

dal segno al fine: Daction to return to
the D.S. sign and play to the “Fine”
sign.

dB (abbr.): Decibel. Measurement of
loudness.

decrescendo: Gradually becoming
softer.

degree: a note of a scale.
delicato (It): Delicately.

demiquaver: British term for sixteenth
note.

demisemiquaver: British term for thirty-
second note.

détaché (Fr): Short, detached bowing
strokes.

di (It): Of, with.

diatonic: The tones of any major or
minor scale.

didgeridoo: Australian aboriginal horn
made of wood hollowed by termites,
played with the lips and breath.

diminished: Lowered.

diminished interval: A minor or perfect
interval lowered a half step.

diminished seventh chord: A chord with
root, minor third, diminished fifth, and
diminished seventh.

diminished triad: A triad with root,
minor third, and diminished fifth.

diminuendo (It): Growing gradually
softer.

diminution: Shortening the length of
notes in gheme

discord: Dissonant sounds or sounds
unpleasant to the ear.

disjunct: Moving by intervals larger
than a second.

dissonance: Sounds unpleasant to the
ear.

divisi, div. (It): Indication for separate
parts written on one staff. To be played
by two or more performers.

do: The first notetbnic) of a diatonic
scale.

dodecaphonic: Twelve-tone music.

doit: A jazz technique used on brass
instruments where a note is bent
upwards.

dominant: Fifth degree of a major or
minor scale.

doppio (It): Double.
Dorian: A medieval mode with the half-

whole-step pattern from D to D on the
white keys of the piano.

dot 1: Written above or below a note
indicatesstaccato 2: Written after a
note, the dot increas the length by
half its original value.

double bar: Two bar lines on a staff that
show the end of a section or piece.

double bass: Lowest member of the
violin family, tuned E, A, D, G.

double concerto: A concerto for two
instruments.

double dot: Increases a note’s length by
3/4 of its original value.

double flat: Written before a note, it
lowers the note a whole step.

double horn: A French horn comprised
of two different horns (one in F, one in
Bb), with valve to switch between the
two. Better intonation and greater
range.

double reed: Two thin pieces of cane
bound together at one end which
vibrate to produce sound foboe
English horn andbassoon

double sharp: Written before a note, it
raises the pitch of the note a whole
step.

double stop: For violin family
instruments, playing two notes at once.

double time: Twice as fast.

double tonguing: On brass and flute
instruments, a method of rapidly
articulating notes, lgernating with the
front and back of the tongue (ta-ka-ta-
ka).
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downbeat: the first beat of a measure
given with downward stroke by the
conductor.

drone: A note of the same pitch which
continues for a long time. Used by
instruments like bagpipes, 5-string
banjo and hurdy-gurdy.

drum kit, drum set: A set of drums
several drums, usu. consisting of: snare
drum, bass drum, hi-hat, ride cymbal,
crash cymbal, hi- middle- and low tom
toms.

duet or duo: Musical composition for
two performers.

duple meter: A time signature with two

beats to a measure (e.g. 2/4 or fast 6/8).

duration: The length of a note or rest.

dynamic accent: Emphasis given a note
by louder articulation than normal.

dynamic markings: Symbols which
indicate different levels of loudness or
softness (e.qp, mp mf, f,).

dynamicsl: The level of loudness or
softness2: They symbols for
dynamics.

E

8va: Ottava altus. One octave higher.
8vb: Ottava bassus. One octave lower.

ear training: A technique of learning to
hear music and write it down.

eighth: An octave.

eighth note, eighth st A note/rest with
one eighth the length of a whole note,
and half the lengtbf a quarter note.
Half of a beat in 4/4 time.

eleventh: Diatonic interval from the first
to the eleventh note. Same letter name
as the 4th.

embellishment: Amrnamentadded to
music.

embouchure: The position and use of
lips, tongue, and teeth when playing a
wind instrument.

English horn: An alt@boewith a pitch
a fifth lower. Same conical shape but
with a bulbous bell.

enharmonic: Two notes of the same
pitch with different names (e.g. Ab and
G#).

ensemble: A group of performers.

entr'acte (Fr): A piece played between
acts of an opera, ballet, or musical.

equal temperament: A tuning system
which divides the octave into equal
intervals.

espressivo (It): Expressive, with
emotion.

estinto (It): Very soft, almost inaudible.

Musical Terms

316

-etto (It): A suffix meaning “little.”

étude: A piece of music studied to
improve technique.

euphonium: A brass instrument similar
to thebaritone hornbut with a larger
bore.

eurhythmics: A system which teaches
rhythm by using body movement.

expression marks: Directions or
symbols for musical expression and
interpretation, likelynamicstempo
articulation, and mood.

F
f (abbr.): Forte. Loud dynamic.
fa: 4th Degree of diatonicscale.

fake: Slang for improvisation. “If you
can't make it, fake it.”

fake book: A song book containing
chord changes, lyricand melodies for
many songs.

false cadence: seleceptive cadence

falsetto (It): A highvoice used for notes
above the normal vocal range.

fanfare: A short piece of music for brass
to attract attention.

F clef: The bass clef centered on the 4th
line of the staff and naming that 4th
line as F below middle C.

feminine cadence: Aadenceending on
a weak beat.

fermata (It): A symbol indicating a hold
Or pause

festoso (It): Happy or merry.

ff (abbr.): Fortissima

fff (abbr.): Fortississimo.

f-hole: On violin family instruments it's
thef-shaped sound holes on top of the
instrument. Also on some guitars.

fiddle: A violin used for folk- or
bluegrass music; it usu. has a flatter
bridge, uses metal strings andumer
on each string.

fiero (It): Bold.
fife: A high, keyless flute.

fifth: The interval of 5 diatonic scale
degrees.

fine: The end.

fingerboard: The suatce of the neck on
string instruments where the fingers
press down on the strings.

fixed do: A singing sgtem in which the
note C is always do. Compare to
moveable do

flag: A curved lineextending from the
right side of the stem of a note. Used
on eighth notes and smaller notes.

flam: A drum rudiment. Small grace
note before the main note.

flamenco: A Spanish dance/song usu.
played on guitar and including
rhythmic clapping and stomping of the
dancer.

flat 1: The symbol used to lower a note
by one half ste@: To be below
normal pitch.

flip: A jazz technique, usu performed on
brass instruments. Note is raised in
pitch and then glissedown to the next
note.

flugelhorn: A brass instrument in the
trumpet family with a wider bell than
trumpet, a conical bore, and more
mellow tone.

flute: A woodwind instrument of wood
or metal in the shape of a cylinder
closed at one end. Sound is produced
by blowing across a hole near the
closed end (see alsalto flute bass
flute).

flutter tonguing: Awind instrument
technique of very rapid tonguing,
produced by rolling the tongue saying
trrrrrrr.

form: The structure or organization of a
piece of music.

forte (It): Loud.
fortissimo (It} Very loud.

fortississimo (It): Very very loud.
Officially the loudest dynamic
marking.

forzando, forzato (It): Forced. Strongly
accented.

fourth: An interval of 4 diatonic
degrees.

fourth chord: A chord with intervals of a
fourth.

French horn: A brass instrument with a
conical bore, valves, highly flared bell,
and many coils of tubing.

French sixth: A type afiugmented sixth
chordwith a major third, augmented
fourth, and augmentiesixth above the
root.

fret 1: On many string instruments, a
strip usu of metal placed across the
fingerboard to give a specific note
when fretted2: The act of pressing the
fingers down on the fingerboard.

fretboard: Thdingerboardof
instruments with frets.

frog: The end of theowwhich is held
in the hand.

fugue: A piece in which two or more
parts are built upoa recurring theme.



full score: An instrumental score in
which appear all the parts for the
instruments.

fundamental: The lgest note in a
harmonic series

funk: A rhythmic style with much
syncopation.

furioso (It): Furiously, wildly.

fusion: A combinatia of rock and jazz
beginning in the early ‘70s.

fz (abbr.):Forzando, sforzando

G

gapped scale: Acale made from a
complete scale bigaving out some

notes. The pentatonic scale is a gapped

scale.

G clef: The treble clef, centered on the
second line of the staff, giving that line
the pitch G above middle C.

German flute: The standard flute.

German sixth: A type adugmented
sixth chordwith a major third, perfect
fifth, and augmented sixth above the
root.

Gestopft (Ger.): Muting a horn with the
hand.

ghost bend: A guitar technique in which
a note is pre-bent before sounding the
string.

ghost note: A jazz technique in which
the note indicated by parentheses is
barely played.

gig: A musician’s slang for a job.
giocoso (It): Humorous.

glass harmonica: An instrument
invented in the 1700s made of various
sizes of glass bowls played by rubbing
around the rim with a wet finger.

glee: Unaccompaniedbcal music for
three or four parts.

glee club: A group that sings glees.

glide: A smooth change in pitch from
one note to another.

glissando: A fast scale produced by
sliding the hand finger rapidly from
one note to another.

gong: A percussion instrument from
Asia made up of a heavy circular metal
plate and struck with a soft mallet.

G.P. (abbr.): Grand Pause. A pause in a
piece of music.

grace note: An ornamental note played
quickly before the main note.

grandioso (It): Grand, grandiose.

grand pause: A pause for the entire
group of musicians.

grand staff: Both the treble and bass clef
staffs. Piano music is written on a
grand staff.

grave (It): Slow. Solemn.
grazia, grazioso (It): Grace, graceful.

groove: Slang for when music is
perfectly in synch.

grosso (It): Great, large.

growl: A rough sound produced by
growling in the back of the throat.
Often used in jazz.

gruppetto (It): An ornamental group of
notes like aurn, shake ortrill .

gusto (It): Enjoyment, gusto.

H

H 1: German for B natural: Letter
used with a number for the works of
Haydn, after the cataloguer
“Hoboken.”

half cadence: séeperfect cadence

half note, half rest: A note/rest equal to
half the length of avhole note/rest or
two quarter notes/rests. Two beats in 4/
4 time.

half step: The smallegttervalin
Western music. One twelfth of an
octave

harmonic minor: Anatural minorscale
with a half step between the 7th and
8th degrees of the scale.

harmonic progression: Movement from
one chord to another.

harmonicsl: The pure individual tones
which make up a complex torz.On
string instruments, a tone produced by
touching the strings at the harmonic
nodes.

harmonic series: A series of notes
produced above fandamentabnd
having a specific order.

head voice: The uppeegisterof the
voice.

heidimisemiquaver: British name for a
sixty-fourth note.

hexachord: A six-note scale.

hi-hat cymbals: Useih the drum kit; a
pair of cymbals facing each other and
struck together with a mechanical
device operated by the foot.

hold: A fermataor pause.

horn1: The brass instrument with
conical tube wound round itself.
Another name for French horz:.
Musician’s slang for his or her
instrument.

Hungarian minor scale: A harmonic
minor scale with a raised 4th.

hyper-: Prefix meaning above or over.

hypo-: Prefixmeaning below.

ictus (Lat.): Stress, or an accent.

imitation: The restatement of a musical
idea in another part. Used in
counterpoint.

improvisation: Must composed on the
spot.

incomplete cadence: A cadence in
which a note other than theynoteis
in the top voice of the | chord.

interlude: A short piece used to bridge
the acts of a play.

interrupted cadence: A cadence in
which the dominant chord (V) moves
to a chord other #n the tonic (1).

interval: The distance between two
notes.

Intonation: The acaacy of pitch.

inversion, chordal: A chord with a bass
tone other than its root.

inversion, melodic: The change of an
ascending interval to its corresponding
descending interval.

lonian: A medieval mode whose whole
and half steps correspond to the major
scale. C to C on the white keys of the
piano.

isteso (It): The same. l'istesso tempo.

Italian sixth: A type ofaugmented sixth
chord containing a major third and an
augmented sixth above the bass.

J-K-L
jam: Slang for a gathering of musicians
to play or improvise.
jazz: A style of music with African-

American roots and usirigue notes
improvisation and strong rhythms.

jazz combo: A small jazz group usu
consisting of piano, drums, bass, and a
solo instrument.

jazz ensemble: A group of musicians
(usu rhythm section, brass, and
woodwinds) who play various styles of
jazz

K: Used to catalogue Mozart's works;
represents Kdochel. (e.g. K 201)

kettledrum: A percssion instrument
with a tunable head. Also called
timpani

key 1: The tonal center of a
composition, based on the tonic of the
scale.2: A lever pressed by the finger
on an instrument (e.g. piano, flute).

keynote: The first note of the scale of a
key Also called theonic.
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key signature - accidentals at the left
side of the staff between the clef and
the time signature which indicate what
key the piece is in.

kick: In jazz, a rhythmic accent or cue
applied by the rhythm section.

la: The sixth degree of a diatonic scale.
lacrimoso (It): Tearful, mournful.
largamente (It): Broadly.

largando (It):Slowing down.

larghetto (It): A little faster thatargo.
Largo (It): Broad. A very slow tempo.

leading note/tone: The seventh degree
of a diatonic scale; leads the ear to the
tonic note.

lead sheet: Melody line, lyrics and
chord for a song. Aake bookis made
up of lead sheets.

leap: A skip of more than a 2nd.

ledger line, legeline: A short line
drawn for a note above or below the
staff.

legato (It): Smooth.

leggero, leggiero (It): Lightly.
leno (It): Faint.

lento (It): slow.

lesto (It): Lively.

licks: Slang for a short musical idea or
phrase.

ligaturel: A metal device used by
woodwind instruments to secure the
reed to the mouthpiec®: A curved
line over a group of notes to be sung on
the same syllable.

lip: A verb meaning to adjust the pitch
of a note slightly up or down.

lip trill: A technique used by brass
players; an upward trill without use of
valves.

l'istesso (It): The same.

loco (It): Return to the normal place.
Used after playing 8va or 8vb.

Locrian: a medieval mode which starts
on the seventh degree of a diatonic
scale. B to B on the white keys of a
piano.

lungo (It): Long.

Lydian: A medieval mode beginning on
the 4th degree of a diatonic scale. F to
F on the white keys of a piano.

M

ma (It): But. Allggro ma non tropo.

maestoso (It): Majestically.

maggiore (It): Major.

major: Used in musitheory to describe
intervals chords andscales
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major chord: A triad consisting of a
root, major third, and perfect fifth.

major scale: A diatonic scale with half
steps between from the third to fourth
degrees and seventh to eighth degrees.

marcato (It): Stressed or accented.
marcia (It): March.

mariachi (Sp): A Mexican folk group
with 2 violins, gutar, guitarron and
maybe rhythm instruments.

martelé, martellato (Fr): Play with short
detached bow strokes without lifting
the bow from the strings.

masculine cadence: éadencen which
the last chord is on the strong beat.

measure: The space between two bar
lines.

mediant: The third degree of a scale.

melisma: Several notes sung on the
same syllable.

melismatic: Song that uses melismas.

melodic minor: A natural minor scale
with the sixth and seventh degrees
raised ascending, and lowered
descending.

melody: A sequence of single notes.
meno (It): Less.

meter: The rhythmic structure of a piece
determined by number of beats, time
values and accentSimple meterare
divisible by two;compound meterare
divisible by 3.

metronome: A mechanical or electronic

device used for sounding beats per
minute. Invented c. 1812.

mezza voce (It): Half voice. Quiet.

mezzo (It): Half or medium (e.g. mezzo
forte).

mezzo forte (It): Medium loud.
mezzo piano (It): Medium soft.

mezzo soprano (It): A female voice
between soprano and alto.

mf (abbr.): Mezzo forte.

mi: The 3rd degree ofd@iatonicscale.

middle C: The note C in the middle of
thegrand staffand near the middle of
the keyboard.

minim: British name for théalf note

minim rest: Half rest.

minor: Used to describiatervals
chords andscales Means lesser.

minor scale (natural): Aliatonicscale
in which the 3rd, 6th and 7th degrees
are lowered a half step from thejor
scale See alstnarmonic minoyand
melodic minor

misterioso (It): Mysteriously.

mit (Ger.): With.
Mixolydian: A Medieval mode starting

on the 5th degree of a diatonic scale. G
to G on the white keys of a piano.

M.M. (abbr.): Stands for Maelzel's
metronomethe man who invented the
device.

mode: A type of scale with a certain
arrangement of intervals. Semian,
Dorian, Phrygian Lydian, Mixolydian,
Aeolian andLocrian.

moderato (It): A moderate tempo.

modulate: To change from one key to
another.

moll (Ger.): Minor.
molto (It): Very.
monotone: An unvaried pitch.

mordent: A melodic ornament
consisting of the alteration of the
written note with the note directly
below (lower ~) or above (upper ~) it.

mouthpiece: On a brass or woodwind
instrument, the part responsible for
making the vibrations, placed on the
player’s lips orin the mouth.

moveable do: A systewr singing using
syllables in which the first note of any
diatonic scale islo. Seefixed do

movement: A self-contained piece of
music within a larger piece of music.

mp (abbr.)Mezzo piano

music theory: The study of how music is
written down and put together.

music therapy: The use of music as a
healing agent for physical and
psychological problems.

muta (It): Direction tachange keys, usu.
found In timpani and horn parts.

mutes: Devices used to muffle, soften,
or change the sound of an instrument.

N

natural: The symbol which indicates a
note is neither sharp nor flat, and when
the symbol is in front of the note, it
cancels any previous accidental.

natural horn: A horn with no valves or
slides.

natural minor: A diatonic scale with the
whole-half step pattern of
WHWWHWW. A to A on the white
keys of the piano.

Neopolitan sixth: A chord constructed
on the fourth degree ofdiatonicscale
with a minor third and a minor sixth
above the bass.

neck: The long slender part on a string
instrument to which the fingerboard is
attached.



neumes: The signs and symbols used for ornamentation: The addition of

musical notation in the Middle Ages.

ninth: The interval of nindiatonic
notes. An octave and a second.

ninth chord: Root, third, fifth, seventh,
and ninth.

node: A point of lowest amplitude in the
wavelength of a string. These points
are wherdnarmonicsare produced on a
string instrument.

non (Fr): No or not.
nonet: A piece for 9 musicians.

nonharmonic notes: Notes not a part of
the chord structures around them.

non-transposing: instruments pitched in
the key of C (e.g. flute, trombone,
bells).

notehead: The main, bulbous part of a
note.

O

O 1: The symbol for diminishe@: The
symbol for an open string.

obbligato (It): An optional part
contrasting the melody. Originally
meant an obligatory part.

obliqgue motion: Two melodic lines, one
of which moves while the other
remains stationary.

oboe: Adouble-reedvoodwind
instrument with a conical bore.

oboe d’amore: Sligly larger than the
normal oboe and with a more bulbous
bell. Pitched a minor third lower.

octave - the interval between the first
and eighth degrees ofdiatonicscale.

octetl: Eight performers2: A piece of
music for eight performers.

odd meter: A meter with an odd number
grouped with an evenumber of beats
per measure, like 7/4 (3+4) and 5/8
(2+3).

oliphant: A medieval horn made from
an elephant’s tusk.

Op. (abbr.): Opus.

open: Not stopped or muted.

open fifth: A triad with no third.

open harmony: When notes of a chord
aren't played as closely together as
possible. Seelose harmony

open noted: On string instruments, the
open, unfretted string&: Notes on
wind instruments played without the
use of valves or keys.

open triad: Triadvithout the third.

Opus (Lat.): Means “work”; used with a
number which shows the order in

which a composer’s work were
composed.

ornamentdo a melody.

ornaments: Melodi embellishments.
May be written in or improvised. Some
ornaments: acciaccatura, appogiatura,
arpeggio, grace notes, mordent, trill,
turn.

ossia (It): Indicates a passage which is
an alternative version.

ostinato (It): A repeated musical phrase,
rhythmic pattern, or motive, usu.
occurring in the bass.

ottava (It): Octave.
ottava alta (8va) (It): An octave higher.
ottava bassa (8vb) (It): An octave lower.

overblow: A technique of blowing
harder used in brass instruments when
harmonicsare produced above the
fundamental

overtone series: Treame thing as the
harmonic seriesbut without the
fundamental.

P

p 1: (It) Piano; soft dynamic2: (Sp)
Pulgar, which is the thumb of the right
hand in guitar music.

parallel chords: The movement of
specific chords up and down the scale.

parallel fifths, fourths, octaves: Two
parts moving in the same direction at
the same time a fifth, fourth or octave
apart.

parallel intervals: Movement of two or
more parts of the same interval in the
same direction.

parallel keys: Major and minor keys
which have the santenic.

parallel motion: The movement in two
or more parts itthe same direction
with the same intervals.

passing notes: Scalewise notes which
connect two notes of the harmony, but
are not part of the harmony
themselves.

pause: A rest of variable length. A
fermata.

pedal point: An organ term used for a
note, usu. in the bass, around which
other notes move.

pedal tone: A “false” note below the
fundamental on a brass instrument.

pentachord: The first five notes of a
diatonic scale.

pentatonic scalé: Any scale with five
notes.2: The major scale without the
4th and 7th degrees. The black keys on
a piano.

percussion family: Instruments of
indefinite pitch which resonate when

struck or shaken. Drums, maracas,
bells, gongs, and xylophones.

perfect cadence: A cadence moving
from the dominant chord (V) to the
tonic chord (1).

perfect interval: Octave, fifth, and
fourth without alterations.

perfect pitch: The dlity to identify any
note by ear.

period: A segment of music consisting
of two or more phrases and a cadence.

pesante (It): Heavy.
pf (abbr.): Soft then loud.
phrase: A musical “sentence” or idea.

Phrygian: A medieval mode beginning
on the third degree of a diatonic scale.
E to E on the white keys of a piano.

pianissimo (It): Very soft.
pianississimo (It): Very, very soft.

piano (It)1: Soft.2: Short for
“pianoforte,” a keybard instrument.

piano quartet: Violin, viola, cello, and
piano.

piano trio: Violin, viola, and piano.

Picardy third: A minor piece ending on
a chord with a major third.

piccolo (It): A member of the flute
family which sounds an octave higher
than written. Smaller than the normal
flute.

pitch: The highness or lowness of a
tone.

pitch pipe: A small wind instrument
used for tuning.

pivot chord: A chord used when
modulating which ishe same for both
keys.

pizzicatto: Plucking the strings of an
instrument that uses a bow.

placido (It): Calm, placid.

plagal cadence: A cadence which moves
from the subdominarchord (1V) to
the tonic chord (l).

poco a poco (It): Little by little.

polychords: Chordgesulting from two
triadic units.

polymetric: The simultaneous use of
different meters.

polyphony: Music which combines two
or more melodic lines.

polytonal: The simultaneous use of
different key signatures.

pomposo (It): Pompous.

ponticello (It): The bridge of a string
instrument.

portamento: A smobtglide from one
note to another.
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portado (It): An aticulation halfway
between staccato and legato.

pp (abbr.): pianissimo.

ppp (abbr.): pianississimo.

prebend: To bend a string before
playing on a string instrument, esp.
guitar.

preciso (It): Exact.

prélude (Fr): An intoductory piece or
movement.

preparation: The use of a consonant note
before playing that same note as part of
a discord.

prestissimo (It): Very, very fast. The
fastest tempo.

presto (It): Very fast.

prima donna (It): Te most important
woman in an opera.

primary chords: The tonic (1),
subdominant (IV), and dominant (V)
chords of a key.

prime1: Unison.2: The first note of a
scale.
principal: The section leader.

program music: Music that tells a story
or paints a picture. As opposed to
absolute music.

progression: Movement from one chord
to another.

pronto (It): Prompt.

pulgar (Sp): ThumbUsed specifically
in guitar music for the thumb of the
right hand.

pull-off: A technique used by string
players in which a fretted note is
plucked while it's released which
sounds the note below.

pulse: The beat.

Pythagorean scale: The earliest known
scale comprising an octave. Whole and

quintet1: A composition for five
performers2: Five performers.

quintuple meter: Aime signature with

five beats per measure (e.g. 5/4 time).
quintuplet: five notes to be played in the

time of four notes of equal value.

R

racket:1: A double-reed instrument of
the Renaissance peridd.The sound a
beginning alto saxophone player
makes.

ragtime: The earliest form of jazz from
the early 1900s.

rallentando (It): Decreasing speed
gradually.

range: The notes from lowest to highest

that an instrument or voice is capable
of producing.

rattenuto (It): Slowing down.

re: The second note of a diatonic scale.

reduction: The arrangement of a piece
for a smaller number of parts.

reed: A vibrating strip of cane which
vibrates at high frequency when
blown.

refrain: A section of a composition that
occurs several times.

register: A certain range of an
instrument or voice.

relative keys: Major and minor keys
with the same key signature (e.g. A
minor and C major).

Renaissance (Fr): Meaning “rebirth.”
The musical era from the mid 1400s
through the end of the 1500s.

resolution: A progression of chords or

notes from dissonance to consonance.
rest: A period of silence. Types of rests:

whole rest, half rest, quarter rest,
eighth rest, sixteenth rest, thirty-

half step arrangements are the same as second rest.

the major scale, but the ratio of whole
and half steps is different.

Q
Quadrat (Ger.): A natural sign.

quadruple meter: Aime signature with
four beats in a measure.

quadruplet: Four nogeto be played in
the space of three notes of equal value.

quarter note, quanteest: A note/rest
one fourth the length of a whole note
and half the length of a half note.
Equal to one beat in 4/4 time.

quartetl: A composition for four
performers2: Four performers.

quasi (It): Almost, as if.
quaver: British term foan eighth note.
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retardation: Gradually slowing.

retrograde: Playing a melody line
backwards.

rhythm: A pattern of long and short in
music.

rhythm section: In jazz and pop music,
the piano, bass, guitar and drums.
Provides the harmony and rhythm.

riff: Repeated melodic idea.

ritardando (It): Gradually decreasing
speed.
ritenuto (It): Immediately slower.

rolled chord: A chord in which the notes
are played in rapid succession, much
like an arpeggio.

romantic: The musical era from ~1820
to 1900.

root: The fundamentalote of a chord or
scale.

rubato (It): A free tempo which speeds
up and slows down at the conductor’s
or performer’s discretion, but without
changing the basic pulse.

rudiments: Basic sticking patterns used
for drums.

run: A fast scale passage.

S

S. (abbr.): Segno, senza, sign, sol, solo,
soprano, sordini, subito.

SA (abbr.): Used irchoral music to
indicate soprano, alto.

SAB (abbr.): Used in choral music to
indicate soprano, alto, baritone.

sackbut (Ger.): The ancestor of the
trombone. German for push-pull.

saltato, saltando (It): a bow technique in
which the bow is bounced lightly on
the string.

SATB: Used in choral music to indicate
soprano, alto, tenor, bass.

saxhorn: Brass family instruments
consisting of valved bugles invented
by Adolphe Sax.

saxophone: A woodwind family
instrument of keyed brass, conical
bore, and single reed. Types of
saxophones: Eb sopranino; Bb
soprano; Eb alto; Bb tenor; Eb
baritone; Bb bass.

scale: An ascending or descending
series of tones related to a certain
chosen fundamental tone.

scale degrees: The names and numbers
for notes in a scale.

scat singing: A form of vocal jazz
improvisation in with the performer
makes up the melody with nonsense
syllables.

scherzando (It): Playful and light-
hearted.

scherzo (It): Literally “joke.” A piece
with a lively tempo.

schmaltz (Yid): Excessively
sentimental.

score: The notatimof a composition
which shows all its parts arranged
horizontally and aligned rhythmically.

secco (It): Means “dry.” Unornamented.

second: The interval between two
consecutive degrees of a diatonic
scale.



secondary dominant: A dominant chord
(V) built upon the fifth degree of a
chord other than the tonic.

secular music: Any music not sacred.
segno (It): Sign %

segue: To continue without a break.
semibreve: British name for whole note.

semiquaver: British name for a sixteenth
note.

semitone: One half step.
sempre (It): Always.
senza (It): Without. Senza sordino.

septetl: A composition for seven
performers2: Seven performers.

septuplet: Seven notes played in the
time of four or six notes of equal value.

seventh: The interval between the first
and seventh degrees of a diatonic
scale.

seventh chord: A chord containing a
root, third, fifth, and seventh.

sextetl: A composition for six
performers2: Six performers.

sextuplet: Six notes played in the time
of four notes of equal value.

sharpl: The symbol indicating to raise a
note one half stef2: To be slightly
above normal pitch.

sightreading: Playing a piece of music
without studying it.

sightsinging: Singing a piece of music
without studying it.

signs: Symbols which tell a performer
articulation, bowing, breathing,

dynamics, fingering, ornamentation
and other musical effects.

similar motion: The movement of two
or more parts in the same direction.

simile, sim. (It): Tocontinue in a similar
style.

simple meter: A time signature whose
pulse is divisible by 2 (e.g. 2/4, 3/4,4/
4). See compound meter.

sin’ al fine (It): To the end.

single reed instruments: Instruments
which use only one reed attached to a
mouthpiece of some sort.

six-four chord: A triad in the second
inversion with a sixth and a fourth
above the bass note.

sixteenth note, sixteenth rest: A note/
rest one sixteenth as long as a whole
note and half the length of an eighth
note. In 4/4 time, 1/4 of a beat.

sixth chordl:A triad in the first
inversion, with a sixth and a third
above the roo: A chord with an
added sixth.

skip: Melodic movement of more than a
whole step.

slide1: To move smoothly from one

note to another with a constant sound.

2: The movable part on a trombone
which is used to change the pitch by
lengthening the instrument.

slur: A curved line connecting two notes
of different pitch; to be played as
legato as possible.

smorzando (It): Fading away.

S0, sol: A solfege syllable for the fifth
degree of the diatonic scale.

solfege: A system used for eartraining
which uses syllables (do, re, mi, etc.)
for the degrees of the scale.

solo (It): Means “alone.” To perform
alone or as the most important part.

sopra (It): Over, above.

soprano: The highest female singing
voice.

soprano clef: The C clef that puts
middle C on the first line of the staff.

sordino (It): Mute.
sostenuto (It): Sustained.

sotto voce (It): Quietly, beneath the
voice.

Sousaphone: A tuba made for John
Phillip Sousa’s band which encircles
the player.

spacing: The vertical placement of the
notes of a chord.

spezzato (It): Divided.

spiccato (It): A bow technique in which
the middle of the bow is bounced on
the string at a moderate speed.

SSA: Used in chorahusic to indicate
soprano, soprano, alto.

SSAA: Used in choral music to indicate
two sopranos, two altos.

staccato (It): Means “detached.” Short
separated notes indicated by a small
dot over or under the note head.

staff, staves: The horizontal lines on
which music is written.

stem: A vertical line extending from a
note head.

step: Movement melodically of one or
two semitones.

stesso (It): Same. L'stesso tempo.

stick 1: The wooden part of the bo&.
A conductor’s baton.

sticking: The hand pattern for drums.
stringendo (It): Hurrying the tempo to
increase tension.

string quartet: Two violins, viola, and
cello.

string quintet: Two violins, two violas,
and cello.

string trio: Violin, viola, cello.

subdominant: The fourth degree of a
diatonic scale.

subito (It): Suddenly.

submediant: The sixth degree of a
diatonic scale.

subtonic: A flatted seventh degree of a
diatonic scale, one whole step below
the tonic.

suite: A collection of short instrumental
movements.

sul (It): On the.

sul ponticello (It): Bowng on or next to
the bridge to produce a high-pitched
eerie sound.

sul tasto: On the fingerboard.

superdominant: The sixth degree of the
diatonic scale. Same as submediant.

supertonic: The second degree of a
diatonic scale.

sur (Fr): On, over.

suspension: A counterpoint technique in
which a consonant note is sustained
while the other voices move which
results in a dissonance which is then
resolved.

sussurando (It): Sussurating,
whispering.

swing 1: A style of jazz featuring big
band dance musi&: A treatment of
the eighth note which gives it a lilting
triplet feel of long-short.

symphonyl: A large orchestra: A
piece composed for an orchestra, usu.
in 4 movements.

syncopation: Rhythmic accents on weak
beats, or weak parts of the beat.

system: Two or more staves connected.

T
t. (abbr.): Tempo, trill, tre, tutti.
T. (abbr.): Tenor, tonic.

TAB (abbr.): Tablature. A method of
notation developed for lute and guitar
in which the lines of the staff represent
the strings and nunels represent the
frets. Developed in 1500s.

tacet (Lat.): Means “be silent.”
Direction in a part to not play or sing.

tactus (Lat.): Used in the 1400s to
measure the length of a beat. Precursor
to bar lines.

tag: The end of a piece, theda

taking 4s/8s: A jazz term. Player takes a
solo, usu. improvised, 4 or 8 bars long.
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talking drum: Ancient drum of western
Africa, beaten with a curved stick. A
waisted drum, theifch controlled by
squeezing at the waist which tightens
the skin membrane thereby raising the
pitch.

tardo, tardando: Become slower.

tanto (It): Much.

temperament: A system of tuning, esp.
of pianos, in which pure intervals are
altered slightly to enable playing in
different keys.

tempestoso (It): Trapestuous, stormy.

tempo: Means “time.” The speed of
music.

tenor: A high male voice, the range
between alto and baritone.

tenor clef: A C clef falling on the fourth
line of the staff.

tenor saxophone: Of the saxophone
family, in the key of Bb.

tenor trombone: The regular trombone.

tenth: An intervabf an octave and a
third.

tertian harmony: Usual harmony, based
on thirds.

tessitura (It)l: The average highness
and lowness of a piecg. The usable
range of a voice or instrument.

tetrachord: The first four notes of a
scale.

texture: The number of voices in a
piece:monophonichomophonigcand
polyphonic

theme: The musical subject of a piece,
the main idea.

thesis (Gk): The strong beat, usu. the
downbeat.

third: An interval of three diatonic scale
degrees.

thirty-second note, tity-second rest: A
note/rest one thirty-second as long as a

whole note, and half as long as a
sixteenth note.

ti: The seventh degree of a diatonic
scale. The leading tone.

tie: A curved line which connects notes
of the same pitch dicating they are to
be played as one continuous note.

timbre: Sound quality or color.
time: A synonym for meter.

time signature: The meter. Numbers at
the beginning of a piece of music, after
the clef. Top number is beats per
measure, bottom number is which note
receives one beat.

tonal: Relating to key.
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tone: A sound of particular quality. The
basis of music.

tone row: Used in serial and twelve-tone
music. The order of twelve notes
chosen by a composer which appear in
the composition in that specific order.

tonguing: A technique on wind
instruments of articulating notes with
the tongue.

tonic: The first degree of a scale (1), or
the root of a chord.

tonic accent: A type of accent in which
the accented note is significantly
higher than those around it.

tr (abbr.): Trill.

trading 4s/8s: Jazerm. Players take
turns playing solosysu. improvised,
of 4 or 8 bars.

train wreck: Slang for when an
ensemble’s playing contains so many
mistakes that ibreaks down to the
point of stopping.

tranquillo (It): Calm, tranquil.

transcription: The writing down of a
piece from a recording.

transpose, transpiog): Changing a
piece from one key to another.

transposing instruments: Instruments
whose notes sound at a different pitch
than written.

treble clef: The G clef which centers on
the second line of the staff, naming it
G.

tremolo (It):1: A bow technique in
which short up and down bow strokes
are used on a single no.The rapid
alteration between two or more notes,
usu. more than a step apart.

triad: A chord of three notes: a root,
third, and fifth.

trill: An ornament. The rapid alteration
of one note with another note usu. a
step or half step gher than the written
note. Indicated by the
symbols - aa

trio 1: A composition for three
performers2: Three performers.
3: The middle section of a march.

triple meter: Meters with three beats per
measure, or meters with beats divisible
by three.

triple-tonguing: Technique of rapid
articulation which uses the front and
back of the tongue-t, or t-t-k, or
t-k-t, k-t-k).

tritone: The interval of an augmented
fourth or diminished fifth. Considered
the most dissonant interval.

tromba (It): Trumpet.

trombone: Member of the brass family.
Uses a slide to change pitch. Also
called ‘bone. Types of ‘bones: soprano
(also called slide trumpet), tenor, bass.

troppo (It): Too much. (e.g. Allegro non
tropo).

troubadour: A wandering minstrel in the
Middle Ages of Western Europe.

trumpet: A member of the brass family
with cylindrical bore and high pitch
and brilliant sound. Types of trumpets:
Bb, C, Eb, Bb piccolo.

TTB (abbr.): Used in choral music to
indicate tenor, tenor, bass.

TTBB (abbr.): Used in choral music to
indicate two tenors, two basses.

tuba: Lowest member of the brass
family, conical bore, very large. May
be in BB-flat, Eb, or F bass.

tunel: A song or melody2: To put an
instrument at the correct pitch (in
tune).

tunerl: A mechanical device which
reads pitches and tells the player where
it falls in relation to standard
intonation.2: A small screw near the
bridge which allows fine tuning of
string instruments.

tuning fork: A device with two tines
that, when struck, vibrates to produce a
pure single note.

turn: An ornament which “turns” around
the principal notegoing above it and
below it. Indicated by the
symbol «~o .

tutti (It): Means “all.” Used as an

indication for all players to play, usu.
comes after a solo or soli section.

twelve-bar blues: A musical form using
three chords (I, 1V, V) in a specific
pattern which is twelve bars long.
Characterized by marhjue notesand
improvisation.

twelve-tone scale: A scale using all 12
half steps in an octave organized in a
certain order called #@ne row

u

ukulele (HI): A Hawaiian instrument in
the string family small with four
strings.

unequal temperament: A system of
tuning, esp. of piano which allows an
instrument to play in several keys.

unison: Two or more voices sounding
the same pitch.

un poco (It): A little.

upbeatl: The “and” of the beat, the
second half of the bed: A pick-up
note oranacrusis 3: Denotes a fast or
happy tune.



up bow: Stroking the bow upward.
up-tempo: Fast.
ut (Lat.): Another name fado or C.

\%

valve: A device on brass instruments
which redirects the air column to
produce a different pitch, may be
piston or rotary.

vamp: A short, usu. introductory
section, which repeats until a
performer is ready to enter.

vibrato: A type of ornament which is a
fluctuation of pitd. Used almost
constantly in vitin, flute and voice.

viola: Instrument irthe violin family,
uses alto and treble clef, sounding
lower than violin.

violin family: Instrument of the violin
family (imagine that), which uses
treble clef, has four strings and a high
pitch.

violoncello: A member of the violin
family of the tenor range. Held
between the knees and uses the bass
and treble clefs. Also called cello.

virtuoso: An instrumental performer of
exceptional skill.

vivace (It): A very quick tempo.
VL., VIn (abbr.): Violin.

Vla. (abbr.): Viola.

Vlc. (abbr.): Violoncello.

vocalise: A vocalvarm-up exercise
using different vowels.

vocal tenor clef: A G clef used for tenor
parts in vocal music and pitched an
octave below regular treble clef.

voice 1: An instrumental or vocal part.
2: The sound of the human voice.

voice leading: The movement of an
individual part inpolyphonicmusic.

voicing: The arrangement of pitches
horizontally in a chord.

voix (Fr): Voice.

volti (It): Turn the page.

volti subito (It): Turn the page quickly.
volume: Loudness.

vox (Lat.): Voice.

V.S. (abbr.): Volti subito.

w
Wagner tuba: Five-valved horns

designed by Richard Wagner for use in

his operarhe Ring of the Nibelung.

wah: A brass instrument sound
produced when a device (stem of
harmon mute or plunger mute) is
removed from the bell.

walking bass: A bass line, usu. moving
stepwise, in a steady pattern of quarter
or eighth notes.

well-tempered: A tning system in
which an instrument, usu. piano, can
play in all twelve keys.

whole note, whole rest: A note equal to
two half notes/rests, or four quarter
notes/rests. Four beats in 4/4 time.

whole step: Two half steps, or a major
second.

wind instrument: An instrument on
which the sound is produced by the
vibration of an air column.

woodwind: An instrument made of
wood or using a reed to create
vibrations. Also the flute.

woodwind quintet: Flute, clarinet, oboe,
French horn, and bassoon.

X-Y-Z
xylophone: A barred pitched percussion

instrument, often with resonator tubes
extending down from the bars.

yodel: A style of singing in which the
voice centers around the break
between the normal voice and falsetto.
Originated in Switzerland.

Zink (Ger.): Cornett.

zydeco: A style of music mixing Cajun,
Afro-Carribbean, and rhythm and
blues.
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A

accidentals
general info, 160
sharp, 161
double sharp, 294
double flat, 294
Aeolian mode, 218
augmented triads, 250

B

bar, 28

bar line, 28

bass clef, 50, 62

beam, 114, 288

beat, 92

bebop scales, 225

blues scale
standard, 222
major blues, 223
minor, 222
recipe for one, 223

C

C clef, 49

chord, 246

Chord Extensions
general info, 254
seventh chord, 254

triads, 247
close harmony, 260
open harmony, 260
seventh chord

dominant seventh chord, 255
triads

augmented, 250

diminished, 249

major, 248

minor, 249
using Roman numerals with, 246
11th and 13th chords, 256
seventh chord, 254
ninth chord, 256

chromatic scale, 169
Clef

general info, 48
alto clef, 49
bass, 50
bass clef, 62
C clef, 49
rhythm clef, 51, 68
one line, 68
5 lines, 69
drum set notes, 70
soprano clef, 49
tenor clef, 49
treble clef, 50
vocal tenor clef, 49

ninth chord, 256
seventh chord
dominant seventh chord, 255

Chord Inversions

general info, 260
first, 261

second, 262

third, 263

seventh chords, 263

Chord Progression

general info, 268
parallel motion, 270
rules of, 268
similar motion, 269
IV VI, 270

iVl 272

fiiviiiVv1, 273

12 bar blues, 273

close harmony, 260
common tone, 269
compoiund interval, 254
Conducting
general info, 236
left hand, 240
right hand, 240
Patterns
2/4 time, 239
3/4 time, 239
4/4 time, 238
right arm, 238
conducting, 236
Counting System
whole note, 110
half note, 109
quarter note, 109
eighth notes, 115

directing, see Conducting
dominant seventh chord, 255
Dorian mode, 217

dotted half note, 123
dotted whole note, 122
double bar lines, 28
double dotted notes, 289
double dotted rests, 289
double flat, 294

double sharp, 294
doubling, 268

E

ear training, 204
eighth note, 114
eighth note triplet, 128
eighth rest, 115
Extensions
11th and 13th chords, 256
Extensions, see Chord Extensions

F
fifth, 247
first inversion, 261
flag, 114, 288
flat, 167
double flat, 294
order of, 181
foot tap, 108

H

half note, 92, 109
half rest, 111
half step, 169, 175
harmonic

harmonic, 198
harmonic interval, 198
harmonic minor scale, 211
head, 93

interval, 198
finding an interval, 198
augmented, 200, 201
diminished, 200, 201

chord progression, 268 cut :?:1?21;;' finding, '201

chord quality, 246 ' harmonic, 198

Chords major, 200, 201
Finding name of, 263 D melodic, 198
general info, 246 diminished triads, 249 minor, 201
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perfect, 199, 200
Inversions, see Chord Inversions
lonian mode, 216

K

Key Signatures
all keys, 185 to 186
general info, 180
flat keys, 181
construct a sharp key, 184
construct flat keys, 182
key of C, 184
naming flat keys, 181
sharp keys, 183

keyboard, 166

L

leap, 269

leger line, 28

line note, 32
Locrian, 219

long tones, 151
Lydian mode, 218

M

major intervals, 200
major scale, 174, 216
major triads, 248
measure, 28
melodic interval, 198
melodic minor scale, 212
meter, 102
Meters
2/2, 298
2/4,104
3/4, 104
4/4, 103
5/4, 5/8, 300
6/8
simple, 298
compound, 299
714, 718, 300
cut time, 298
odd, 300
metronome, 152
minor scale
general info, 208
natural minor, 208
harmonic minor, 211
melodic minor, 212
natural minor
parallel, 210

Index-332

relative, 210

minor triads, 249
Mixolydian mode, 218
Mnemonic Device

bass clef lines, 63

bass clef spaces, 64

order of flats, 181

treble clef lines, 57

treble clef spaces, 58
mnemonic device, 57
Modes

general info, 216

finding or creating, 219

Aeolian, 218

Dorian, 217

lonian, 216

Locrian, 219

Lydian, 218

Mixolydian, 218

Phrygian, 217

N
naming sharp keys, 183
natural, 162
natural half step, 169
natural minor scale, 208, 218
neutral clef, 51, 68
ninth chords, 256
Note
anatomy
stems up or down, 94
Notes
whole, 92
half, 92
quarter, 92
eighth note, 114
sixteenth, 116
thirty-second, 288
sixty-fourth, 288
ananotomy, 93
anatomy, 94
eighth
dotted 8th, 124
eighth note triplet, 128
enharmonic, 168
half note
dotted half, 123
letter names, 38
line note, 32
sixteenth note
16th note triplet, 129
space note, 32
whole note

dotted whole, 122
double-dotted notes, 289

0

octave, 175
open harmony, 260
order of flats, 181

P

parallel minor scale, 210
parallel motion, 270
pentatonic scale, 224
percussion clef, 51, 68
perfect fifth, 199
perfect fourth, 199
perfect intervals

fifth, 199

fourth, 199

octave, 199

prime, 199

unison, 199
perfect octave, 199
perfect prime, 199
Phrygian mode, 217
pitch, 33
Practice

beginning, 145

equipment, 149

how much to, 143

how to, 148, 150

using the metronome, 151

where, 147
private teachers, 143
pulse, 92

Q

quarter, 109

quarter note, 92, 109
quarter note triplet, 130
quarter rest, 111

R

relative minor scale, 210
Rests
dotted rests, 125
eighth, 115
half, 98
quarter, 98
whole, 98
Reviews
Part 1, 41
Part Il, 73



Part 11, 133
Part 1V, 189
Part V, 229
Part VI, 277
Part VII, 303
rhythm clef, 68
root, 247
root position, 260

S

Scales
bebop, 225
blues, 222
chromatic, 169
harmonic minor, 211
major, 174, 216
melodic minor, 212
natural minor, 218
parallel minor, 210
pentatonic, 224
relative minor, 210
super Locrian, 226

whole tone, 225
second inversion, 262
seventh chord, 254
sharp, 161, 168
similar motion, 269
sixteenth note, 116
sixteenth note triplet, 129
sixty-fourth note, 288
space, 24
space note, 32
staff, 24
staff lines, 24
stem, 94
super Locrian scale, 226

T

tap, 108

third, 247

thirty-second note, 288
time signature, see meter
triad, 247

Triplets

eighth, 128
sixteenth, 129
tuner, 154
tuplet, 128

U

unison, 199

\%

voice leading, 268

W

warm-up, 150
washtub bass, 156
whole note, 92, 110
whole rest, 111
whole step, 169, 175
whole tone scale, 225
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A

accidentals
general info, 160
sharp, 161
double sharp, 294
double flat, 294
Aeolian mode, 218
augmented triads, 250

B

bar, 28

bar line, 28

bass clef, 50, 62

beam, 114, 288

beat, 92

bebop scales, 225

blues scale
standard, 222
major blues, 223
minor, 222
recipe for one, 223

C

C clef, 49

chord, 246

Chord Extensions
general info, 254
seventh chord, 254
ninth chord, 256
seventh chord

dominant seventh chord, 255

Chord Inversions
general info, 260
first, 261
second, 262
third, 263

seventh chords, 263
Chord Progression
general info, 268
parallel motion, 270
rules of, 268
similar motion, 269
1V VI, 270
iVl 272
fiiviiivl, 273
12 bar blues, 273
chord progression, 268
chord quality, 246
Chords
Finding name of, 263
general info, 246
triads, 247
close harmony, 260
open harmony, 260
seventh chord
dominant seventh chord, 255
triads
augmented, 250
diminished, 249
major, 248
minor, 249
using Roman numerals with, 246
11th and 13th chords, 256
seventh chord, 254
ninth chord, 256
chromatic scale, 169
Clef
general info, 48
alto clef, 49
bass, 50
bass clef, 62
C clef, 49
rhythm clef, 51, 68
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one line, 68
5 lines, 69
drum set notes, 70
soprano clef, 49
tenor clef, 49
treble clef, 50
vocal tenor clef, 49
close harmony, 260
common tone, 269
compoiund interval, 254
Conducting
general info, 236
left hand, 240
right hand, 240
Patterns
2/4 time, 239
3/4 time, 239
4/4 time, 238
right arm, 238
conducting, 236
Counting System
whole note, 110
half note, 109
quarter note, 109
eighth notes, 115
rests, 111
cut time, 298

D

diminished triads, 249
directing, see Conducting
dominant seventh chord, 255
Dorian mode, 217

dotted half note, 123

dotted whole note, 122
double bar lines, 28

double dotted notes, 289
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double dotted rests, 289
double flat, 294

double sharp, 294
doubling, 268

E

ear training, 204
eighth note, 114
eighth note triplet, 128
eighth rest, 115
Extensions

11th and 13th chords, 256
Extensions, see Chord Extensions

F
fifth, 247
first inversion, 261
flag, 114, 288
flat, 167
double flat, 294
order of, 181
foot tap, 108

H

half note, 92, 109
half rest, 111
half step, 169, 175
harmonic

harmonic, 198
harmonic interval, 198
harmonic minor scale, 211
head, 93

interval, 198
finding an interval, 198
augmented, 200, 201
diminished, 200, 201
finding, 201
harmonic, 198
major, 200, 201
melodic, 198
minor, 201
perfect, 199, 200

Inversions, see Chord Inversions

lonian mode, 216

K

Key Signatures
all keys, 185 to 186
general info, 180
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flat keys, 181

construct a sharp key, 184

construct flat keys, 182

key of C, 184

naming flat keys, 181

sharp keys, 183
keyboard, 166

L

leap, 269

leger line, 28

line note, 32
Locrian, 219

long tones, 151
Lydian mode, 218

M

major intervals, 200
major scale, 174, 216
major triads, 248
measure, 28
melodic interval, 198
melodic minor scale, 212
meter, 102
Meters
2/2, 298
2/4, 104
3/4, 104
4/4, 103
5/4, 5/8, 300
6/8
simple, 298
compound, 299
714, 7/8, 300
cut time, 298
odd, 300
metronome, 152
minor scale
general info, 208
natural minor, 208
harmonic minor, 211
melodic minor, 212
natural minor
parallel, 210
relative, 210
minor triads, 249
Mixolydian mode, 218
Mnemonic Device
bass clef lines, 63
bass clef spaces, 64
order of flats, 181
treble clef lines, 57
treble clef spaces, 58

mnemonic device, 57

Modes
general info, 216
finding or creating, 219
Aeolian, 218
Dorian, 217
lonian, 216
Locrian, 219
Lydian, 218
Mixolydian, 218
Phrygian, 217

N
naming sharp keys, 183
natural, 162
natural half step, 169
natural minor scale, 208, 218
neutral clef, 51, 68
ninth chords, 256
Note
anatomy
stems up or down, 94
Notes
whole, 92
half, 92
quarter, 92
eighth note, 114
sixteenth, 116
thirty-second, 288
sixty-fourth, 288
ananotomy, 93
anatomy, 94
eighth
dotted 8th, 124
eighth note triplet, 128
enharmonic, 168
half note
dotted half, 123
letter names, 38
line note, 32
sixteenth note
16th note triplet, 129
space note, 32
whole note
dotted whole, 122
double-dotted notes, 289

0

octave, 175
open harmony, 260
order of flats, 181



P

parallel minor scale, 210
parallel motion, 270
pentatonic scale, 224
percussion clef, 51, 68
perfect fifth, 199
perfect fourth, 199
perfect intervals

fifth, 199

fourth, 199

octave, 199

prime, 199

unison, 199
perfect octave, 199
perfect prime, 199
Phrygian mode, 217
pitch, 33
Practice

beginning, 145

equipment, 149

how much to, 143

how to, 148, 150

using the metronome, 151

where, 147
private teachers, 143
pulse, 92

Q

quarter, 109

quarter note, 92, 109
quarter note triplet, 130
quarter rest, 111

R

relative minor scale, 210
Rests

dotted rests, 125
eighth, 115
half, 98
quarter, 98
whole, 98
Reviews
Partl, 41
Part I, 73
Part 111, 133
Part 1V, 189
Part v, 229
Part VI, 277
Part VII, 303
rhythm clef, 68
root, 247
root position, 260

S

Scales
bebop, 225
blues, 222
chromatic, 169
harmonic minor, 211
major, 174, 216
melodic minor, 212
natural minor, 218
parallel minor, 210
pentatonic, 224
relative minor, 210
super Locrian, 226
whole tone, 225
second inversion, 262
seventh chord, 254
sharp, 161, 168
similar motion, 269
sixteenth note, 116
sixteenth note triplet, 129

sixty-fourth note, 288
space, 24

space note, 32

staff, 24

staff lines, 24

stem, 94

super Locrian scale, 226

T
tap, 108
third, 247
thirty-second note, 288
time signature, see meter
triad, 247
Triplets

eighth, 128

sixteenth, 129
tuner, 154
tuplet, 128

U

unison, 199

\%

voice leading, 268

W

warm-up, 150
washtub bass, 156
whole note, 92, 110
whole rest, 111
whole step, 169, 175
whole tone scale, 225
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