OPEN
MUSIC
THE

VERSION 2

Mark Gotham | Kyle Gullings | Chelsey Hamm
Bryn Hughes [ Brian Jarvis | Megan Lavengood [ John Peterson







OPEN MUSIC THEORY

Version 2

Authors

Mark Gotham; Kyle Gullings; Chelsey Hamm; Bryn Hughes; Brian Jarvis;
Megan Lavengood; and John Peterson

Contributors

John Kocur; Samuel Brady; Brian Moseley; Kris Shaffer; Levi Langolf; and
Scott Hanenberg



©@®O

OPEN MUSIC THEORY by Mark Gotham; Kyle Gullings; Chelsey Hamm,; Bryn Hughes; Brian Jarvis; Megan Lavengood; and John
Peterson is licensed under a Creative Commons Attribution-ShareAlike 4.0 International License, except where otherwise noted.



https://creativecommons.org/licenses/by-sa/4.0/

CONTENTS

Note on PDF version XXV
Introduction

Features

Version 2

Accessibility

Updates

Resources and Community for Instructors

Acknowledgments
Authorship

Contributors

Artwork

Financial Support
Statement on Spotify Usage viii

O 01 oo A B W W ==

~

Instructor Resources X

Changelog Xi
Summer 2022 Xi

Fir Deutschsprachige Xii
Pour les francophones XV

Helpful documents XVili
Staff paper Xviii
Set Theory Xviii
Technology XVili

. FUNDAMENTALS

* Introduction to Western Musical Notation 21



* Notation of Notes, Clefs, and Ledger Lines

Notation of Notes

Staff Notation

Placing Notes on a Staff
Stems and Beams
Drawing Seconds

Clefs

Drawing Clefs

Writing Ledger Lines

Reading Clefs

Clefs and Ranges
Reading Treble Clef
Reading Bass Clef
Reading Alto Clef
Reading Tenor Clef
Ledger Lines

The Keyboard and the Grand Staff

The Piano Keyboard
Playing the Piano

Octave Equivalence and White-Key Letter Names on the Piano Keyboard

The Grand Staff
Generic Intervals (Interval Size)

Half Steps, Whole Steps, and Accidentals

Half Steps and Whole Steps

Sharps, Flats, and Naturals

The Black Keys on the Piano Keyboard
Enharmonic equivalence

American Standard Pitch Notation (ASPN)
American Standard Pitch Notation and Pitch versus Pitch Class

ASPN and Octave Designations
ASPN and the Keyboard
ASPN and Staff Notation

Other Aspects of Notation

Dynamics
Articulations
Tempo

Structural Features
Stylistic Periods

23
24

24
24
25
26
26
28
29

33
33

34
34
35
36
36

40
40

41
42
42
45

48
48

50
51
53

55
55

56
57
57

59
59

61
63
64
66



« Rhythmic and Rest Values 68

Note Values 68
Rest Values 71
Dots and ties 73
» Simple Meter and Time Signatures 76
Terminology 77
Listening to Simple Meters 77
Conducting Patterns 78
Time Signatures 79
Counting in Simple Meter 80
Counting with Beat Units of 2, 8, and 16 82
Beaming, Stems, Flags, and Multi-Measure Rests 82
A Note on Ties 85
« Compound Meter and Time Signatures 88
Listening to and Conducting Compound Meters 89
Time Signatures 89
Counting in Compound Meter 91
Counting with Division Units of 4 and 16 92
Beaming, Stems, and Flags 93
» Other Rhythmic Essentials 96
Borrowed Divisions 96
Meter Beyond Measure (Hypermeter) 97
Syncopation 98
« Major Scales, Scale Degrees, and Key Signatures 100
Major Scales 101
Scale Degrees, Solfege, and Scale-Degree Names 101
Key Signatures 103
The Circle of Fifths 108

108



« Minor Scales, Scale Degrees, and Key Signatures 111

The Minor Scale 112
Natural Minor 112
Harmonic Minor 113
Melodic Minor 113
Minor Scale Degrees, Solfége, and Scale-Degree Names 114
The Parallel and Relative Relationships 116
Minor Key Signatures 117
Minor Keys and the Circle of Fifths 118
Major or Minor? 119
* Introduction to Diatonic Modes and the Chromatic "Scale" 123
Modes and the Parallel Relationship 123
Chromatic “Scales” 127
« The Basics of Sight-Singing and Dictation 129
Strategies for Sight-Singing and Sight-Counting 129
Strategies for Dictation 131
Protonotation 133
* Intervals 138
Size 139
Perfect, Major, and Minor Qualities 140
The “Major Scale” Method for Determining Quality 141
Augmented and Diminished Qualities 142
Doubly and Triply Augmented and Diminished Intervals 144
Compound Intervals 144
Intervallic Inversion 145
Consonance and Dissonance 146
Another Method for Intervals: The White-Key Method 147
Intervallic Enharmonic Equivalence 148
» Triads 152
Triads 152
Triadic Qualities and Listening to Triads 154
Chord Symbols 154
Triad Qualities in Major and Minor 155
Spelling Triads 156

Identifying Triads, Doubling, and Spacing 158



Seventh Chords
Seventh Chords

Seventh Chord Qualities and Nomenclature
Listening to Seventh Chords

Seventh Chord Qualities in Major and Minor
Spelling Seventh Chords

Identifying Seventh Chords, Doubling, and Spacing

Inversion and Figured Bass
Triadic Inversion and Figures

Identifying Triads

Seventh Chord Inversion and Figures
Identifying Seventh Chords

Other Figured Bass Symbols

Roman Numerals and SATB Chord Construction
Writing Roman Numerals

Roman Numerals and Triad Quality

Roman Numerals and Seventh Chord Quality
Inversion

Roman Numeral Analysis

Writing Chords in SATB Style

Texture
Monophony

Heterophony
Homophony
Polyphony

Il. COUNTERPOINT AND GALANT SCHEMAS

Introduction to Species Counterpoint
Consonance and dissonance

Types of motion

Composing a Cantus Firmus

Rules for melodic and harmonic writing
The Psychology of Counterpoint

161
161

162
164
164
165
167

170
170

174
176
178
180

183
183

184
186
187
187
189

194
194

195
196
198

202
203

204
204
206
208



First-Species Counterpoint
The Counterpoint Line

Beginning and Ending
Independence of the Lines
Intervals and Motion

Second-Species Counterpoint
The Counterpoint Line

Beginning and Ending
Strong Beats

Weak Beats
Demonstration

Third-Species Counterpoint
The Counterpoint Line

Beginning and Ending
Strong Beats

Other Beats
Consonance
Dissonance

Fourth-Species Counterpoint
The Suspension

The Fourth-Species Counterpoint Line
Beginning and Ending
Demonstration

Fifth-Species Counterpoint
Beginning and Ending
Embellishing Suspensions
Gradus ad Parnassum Examples

Gradus ad Parnassum Exercises
View Online and/or Download

Gradus ad Parnassum Data

16th-Century Contrapuntal Style
Imitation

Melody

Rhythm and Meter
Text Setting
Texture

Harmony

210
211

211
212
213

215
216

216
217
218
221

223
224

224
225
225
225
226

228
229

230
230
231

233
233

234
234

236
237

237

248
248

250
251
251
252
252



» High Baroque Fugal Exposition
Basic Definitions

Structure / Voice Entries
Subject

Answer

Countersubject

Free Counterpoint

Links

General Matters
Example

« Ground Bass
Multiple Harmonizations of a Given Bass

Analysis: Purcell’s Sonata in G Minor (Z 807)

« Galant Schemas
Opening Gambits Such as the Meyer

Closing Gestures Such as the Prinner
Other

« Galant Schemas — Summary
Overall Short Summary

Itemized List
Galant schemas — The Rule of the Octave and Harmonizing the Scale with

» Sequences
The Rule of the Octave

Harmonizing the Scale with Sequences

lll. FORM

» Foundational Concepts for Phrase-Level Forms
Hierarchy

Motives
The Idea Level, the Phrase, and Segmentation Analysis

255
256

256
257
257
258
259
259
260
260

262
263

263

268
269

270
271

274
274

277
293

293
295

301
302

302
304



» The Phrase, Archetypes, and Unique Forms 307

The Phrase 308
Two Categories: Archetypes vs. Unique Forms 310
Archetype 1: The Sentence (A Special Kind of Phrase) 311
Archetype 2: The Period (A Combination of Two Phrases) 315
The Repeated Phrase (Another Way to Combine Two Phrases) 316
Compound Phrase-Level Forms (Combining Archetypes) 317
Unique Phrase-Level Forms 317
* Hybrid Phrase-Level Forms 319
What’s a hybrid form? 319
Beginnings 321
Endings 322
Hybrid Possibilities and Examples 323
Listening to Phrase-level Forms 325
« Expansion and Contraction at the Phrase Level 328
Internal Expansions 329
External Expansions 332
Contraction 335
« Formal Sections in General 337
Overview of Formal Sections in General 337
Core Sections 338
Auxiliary Formal Sections 340
External Auxiliary Sections 340
Connective Auxiliary Sections 342
« Binary Form 345
Repeat Structure and Types of Binary Form 346
Rounded Binary Form 347
Simple Binary Form 349
Balancing a Binary Form 350
Harmonic Expectations 352
« Ternary Form 355
Structure of Individual Sections (Simple vs. Compound) 355
Contrasting Characteristics of B 356
Stability of Each Section 357
Keys and Harmony 357
Auxiliary Sections 357

Example Analyses 357



- Sonata Form
Exposition
Development
Recapitulation
Similarity to Binary Form
Additional Sonata Terminology: MC, EEC, ESC
External Auxiliary Sections: Introduction and Closing Area
Sonata Form Analysis Example

* Rondo
Refrains, Episodes, and Auxiliary Sections in Rondo Form

Five-Part Rondo Example
Sonata Rondo Example

IV. DIATONIC HARMONY, TONICIZATION, AND MODULATION

 Introduction to Harmony, Cadences, and Phrase Endings
Introduction to Harmony

Introduction to Cadences

Authentic Cadences (they sound conclusive!)
Half Cadences (they sound inconclusive!)
Cadential Strength and the IAC

Hearing Cadences

Writing Authentic Cadences (with triads only)
Writing Half Cadences (using | and V only)

« Strengthening Endings with V7
The Default Resolution of V7 to |

Alternative Resolutions of V7 to |
Summary
» Strengthening Endings with Strong Predominants
Writing with ii6
Writing with IV
Root position i
Using IV and ii(6) in combination

359
360

361
362
362
363
364
365

368
369

370
370

376
376

377
378
379
379
380
381
383

385
386

387
388

390
391

392
393
393



Embellishing Tones
Overview

Category 1: Embellishing tones that move by step
Category 2: Embellishing tones that involve a leap
Category 3: Embellishing tones involving static notes
Summary

Strengthening Endings with Cadential 6/4
Labeling cadential 6/4

Writing with cadential 6/4

Prolonging Tonic at Phrase Beginnings with V6 and Inverted V7s
Overview

Writing Tonic Prolongations
Combining Progressions
Bass Line Summary

Performing Harmonic Analysis Using the Phrase Model
Overview

Performing a Harmonic Analysis
Identifying the Phrase Model in Harmonic Analysis

Prolongation at Phrase Beginnings using the Leading-Tone Chord
Overview

Substituting the leading-tone chord in place of V(7)
viio4/2
Using the leading-tone chord as a half-diminished seventh chord

6/4 Chords as Forms of Prolongation
Summary: 6/4 chord types

Plagal Motion as a Form of Prolongation
Writing plagal motion after an authentic cadence

Writing plagal motion at a phrase beginning

La (Scale Degree 6) in the Bass at Beginnings, Middles, and Endings
Overview: uses of la (scale degree 6)

At phrase beginnings
At phrase middles
At phrase endings

The Mediant Harmonizing Mi (Scale Degree 3) in the Bass
Overview: the iii chord

Writing with iii

395
395

396
396
397
399

401
402

403

406
406

407
410
410

411
411

412
412

414
414

415
416
417

418
421

423
424

425

426
426

427
428
430

433
433

434



Predominant Seventh Chords 436

Adding a chordal seventh to ii 437
Other predominant sevenths 439
Tonicization 440
Tonicizing V 441
Tonicizing chords other than V 445
Tonicized deceptive motion 446
Adding tonicization to diatonic progressions 446
Secondary dominants as altered diatonic chords 447
Extended Tonicization and Modulation to Closely Related Keys 449
Analyzing Modulations 449
Writing modulations with pivot chords 452
Tonicization versus modulation 453

V. CHROMATICISM

Modal Mixture 458
Common Progressions 459
Using Modal Mixture 461
Picardy Third 461
Large-Scale Modal Mixture 462
Musical Examples 462

Neapolitan 6th (b116) 464
Context 464
Voice Leading 465
Associated Progressions 466

Augmented Sixth Chords 468
Brief Overview 468
Context 469
Connection to the lament-bass progression 470
Recognizing augmented sixth chords when analyzing 470
The German Diminished Third Chord 471

Musical Example 471



« Common-Tone Chords (CT27 & CT+6) 473

Deriving a CTo7 chord from multiple neighbor tones 474
Creating a CTo7 chord 474
Recognizing CTo7 when analyzing 475
Resolving CTo7 to V7 475
CTo7 with incomplete neighbors 476
Creating a CT+6 chord 476
Musical Examples 477

* Harmonic Elision 479
Context 480
Raised-Root Elision 482

483

Finding Harmonic Elision 483
Musical Example 483

« Chromatic Modulation 485
* Reinterpreting Diminished Seventh Chords 490
« Augmented Options 491
» Equal Divisions of the Octave 498
« Chromatic Sequences 501
Descending-Fifths Sequence 501
Ascending 5-6 Sequence 504
Descending 5-6 Sequence 505

» Parallel Chromatic Sequences 507
Parallel 6/3 Chords 507
Parallel Dominant Chords 507
Parallel Augmented Triads 507

« The Omnibus Progression 508
» Altered and Extended Dominant Chords 510
Altered dominant chords 510
Extended dominant chords 511

* Neo-Riemannian Triadic Progressions 512
Neo-Riemannian Transformations 514

The Tonnetz 515
Chains or Cycles of Transformations 516
Other Transformations 517

More Networks of Neo-Riemannian Transformations 518



VI. JAZZ

Swing Rhythms
The Basic Swing Groove
Syncopation
Chord Symbols
Basics of Chord Symbols
Extensions
Added Notes (add) and Suspensions (sus)
Chord Symbols vs. Roman Numerals
Jazz Voicings
Spacing
Doubling
Omitting Notes
Smooth Voice Leading
Jazz Voice Leading Paradigms
Guidelines versus Rules
ii—V-I
i-V-l as Schema
Applied ii-Vs
Turnarounds

Embellishing Chords
Embellishing Applied Chords

Common-Tone Diminished Seventh Chords (CTo7)
Embellishing Chords in a Lead Sheet

Substitutions
Applied Chords as Substitutions

Mode Mixture
Tritone Substitutions
Substitutions in a Lead Sheet

Chord-Scale Theory
Basic Chord-Scale Relationships

Chord-Scales and Major Keys
Applying Chord-Scales to Progressions within a Key
Limitations of Chord-Scale Theory

526
526

528

530
531

533
534
536

538
538

539
540
540
541
543

545
546

547
549

551
552

553
554

556
556

557
558
559

562
563

564
565
566



Blues Harmony
12-Bar Blues

Jazz Blues
Examples of Variations

Blues Melodies and the Blues Scale
Phrase and Lyric Structure

The Blues Scale

Vil. POPULAR MUSIC

Rhythm and Meter in Pop Music
Straight Syncopation

Tresillo

Melody and Phrasing
Two-Part

Three-Part
Four-Part

Introduction to Form in Popular Music
Sections within Pop Forms

Terminology and Basic Concepts
Analytical Notation

AABA Form and Strophic Form
Strophic Form

32-Bar Song Form (AABA)
Sections of AABA and Strophic Forms
Refrains

Verse-Chorus Form
Sections within Verse-Chorus Form

Standout Lyrics within Sections
Introduction to Harmonic Schemas in Pop Music
Blues-Based Schemas

Plagal Motion

Minor iv

Double-Plagal

Extended Plagal

Recognizing Blues-Based Schemas

568
569

570
571

573
574

574

579
579

581

583
583

584
584

587
587

588
589

591
591

593
594
596

598
600

601
604
607
607
609
610
610
610



Four-Chord Schemas
Doo-wop
Singer/Songwriter
Hopscotch
Recognizing by Ear

Classical Schemas (in a Pop Context)
Lament
Circle-of-Fifths

Puff Schemas
[-1g-1V
[11§-1V as Deceptive Motion

Modal Schemas
Function of Modal Harmonies

Mixolydian: bVII
Aeolian: bVIl and bVI
Dorian: IV with a Minor Tonic
Lydian: I1#
Identifying Modes by Ear
Pentatonic Harmony
Fragile, Absent, and Emergent Tonics
Fragile tonic
Emergent Tonics
Absent Tonics

VIIl. 20TH- AND 21ST-CENTURY TECHNIQUES

Pitch and Pitch Class
Pitch

Pitch Class
Integer Notation

Intervals in Integer Notation
Pitch Intervals (ordered and unordered)

Ordered Pitch-Class Intervals
Interval Classes (IC)
Summary

612
613

614
616
617

619
619

620

622
623

624

626
627

628
630
631
633
634
637
639
640
640
642

646
646

646
648

651
652

653
653
654



Pitch-Class Sets, Normal Order, and Transformations
Pitch-Class Sets

Normal Order

Transposition

Inversion

Using the Clock Face to Transpose and Invert

Set Class and Prime Form
Introduction

Prime Form
The Set Class Table

» Analyzing with Set Theory (or not!)
Segmentation

Relationships Between Sets
Theory Following Practice
What Set Theory Won’t Tell You

Diatonic Modes
Church Modes

Diatonic Modes in the 20th and 21st centuries
Modes in a Global Context

Collections
Diatonic Collection and Pandiatonicism

Pentatonic Collection

Whole-Tone Collection

Octatonic Collection

Hexatonic Collection

Acoustic Collection

New Ways of Organizing Pitch

Important Considerations with Collections

« Analyzing with Modes, Scales, and Collections
In Theory

In Practice
Modes, Collections and Musical Meaning

656
656

656
658
659
662

664
664

666
667

669
670

670
671
671

673
674

675
678

680
681

681
682
683
684
685
685
687

689
689

691
692



IX. TWELVE-TONE MUSIC

Basics of Twelve-Tone Theory
Rows

Operations
Enter the Matrix
From Theory to Practice

Naming Conventions for Rows
Pitch

Rows
Matrices

Row Properties
Overlapping Segments and the “All-Interval” Row

Discrete Segments and “Derived” Rows
(Segmental) Invariance

Hexachords

“Partially ordered” sets

Other Special Types of Row Forms

Analysis Examples - Webern Op. 21 and 24
Webern: Symphonie Op. 21 (1928)

Webern: Konzert Op. 24 (1934)

Composing with Twelve Tones
Choosing Rows

Example Compositions

History and Context of Serialism
Why Serialism? What’s the Attraction?

A Series of Precedents?
The Emergence and Evolution of the Twelve-Tone Technique

X. ORCHESTRATION

Core Principles of Orchestration
Simultaneous (Vertical) Combinations

Successive (Horizontal) Combinations

696
697

697
700
701

704
704

705
706

711
711

712
713
714
716
717

719
719

725

730
730

732

742
742

743
744

747
747

749



Subtle Color Changes
For a timbral cadence

To finesse a structural boundary

For the “attack-sustain” (“resonance”) effect
For a seamless orchestral crescendo

For timbrally nuanced melodies

Transcription from Piano
Basic Principles

Transcription Case Studies

ANTHOLOGY

Harmony Anthology
Meter Anthology

Twelve-Tone Anthology
Tabular List
Musical Notation
Anthology

WORKBOOK

Digital Workbook
PDF Workbook

754
754

755
755
757
758

761
762

763

774
838

859
860

965
965

1108
1127



CHAPTERS IN DEVELOPMENT

» Twentieth-Century Rhythmic Techniques
Asymmetrical Meter

Ametric Music
Perceived vs. Notated meter
Changing Meter
Polymeter
Metric Modulation
Timeline Notation
Feathered Notes
Ostinato
* Mediants
« Examples for Sight-counting and Sight-singing: Level 1
Section 1
Section 2
Section 3
« Examples for Sight-counting and Sight-singing: Level 2
Section 4
Section 5
Section 6

» Hypermeter
Hypermeter in 3s: “ritmo de tre battute”

Additional levels of 3s at the Fast End?
Sensible Limits
Not limited, and perhaps not so sensible either

» Metrical Dissonance
Types of Metrical Dissonance

Changing Dissonance

 Drumbeats
The Acoustic Drum Kit

Five-Line Staff Notation for Drum Kit

The Snare Drum and the Backbeat

The Kick Drum

Cymbals

Compound Quadruple and Simple Triple Drumbeats

1130
1130

1132
1133
1134
1135
1136
1137
1139
1139
1142

1148
1148

1151
1155

1161
1161

1165
1169

1176
1176

1178
1179
1179

1181
1182

1184

1187
1187

1191
1192
1195
1196
1197



Glossary 1201
Suggestions and Feedback 1271
Adopting this text? 1272



NOTE ON PDF VERSION | XXV
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INTRODUCTION

Open Music Theory (OMT) is an open educational resource intended to serve as the primary text and

workbook for undergraduate music theory courses.

Features
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NO COST

Unlike textbooks from big name publishers which cost hundreds of dollars,

OMT is completely free to use.

MOBILE-FRIENDLY

The whole textbook is natively online and responsive to mobile devices,

which means students can comfortably use the textbook on their

smartphones.

DIVERSE TOPICS

OMT provides not only the material for a complete traditional core
undergraduate music theory sequence (fundamentals, diatonic harmony,
chromatic harmony, form, 20th-century techniques), but also several other
units for instructors who have diversified their curriculum, such as jazz,
popular music, counterpoint, and orchestration. This was made possible
through collaboration between many different music theorists with

expertise in these subfields.

FLEXIBLE CURRICULUM DESIGN

This book covers all the topics in a traditionally-conceived theory sequence,
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a _ °
Interactive content

nts from tha Internat

nts

Assignments for each
chapter

but the sections in OMT need not be taught in a specific order. Most sections are written so that a

student only needs familiarity with music fundamentals before studying a given approach or

repertoire, which makes this book an excellent choice for schools with modular curricula. Each

section’s introduction clearly states what prerequisite knowledge is assumed for that section.

INCLUSIVE

The authors of OMT carefully selected music examples to represent people of diverse races and

genders.

MULTIMEDIA

OMT takes full advantage of the online and web-based format and includes audio and video examples

throughout. Where traditional textbooks instead create a roadblock for students by requiring them to

navigate to a separate website or perform the examples themselves, OMT has embedded these things

directly alongside the text for easy access.

INTERACTIVE

Many chapters include interactive content that allow students to easily test their knowledge on a

concept and immediately find the correct answer, facilitating self-teaching.
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WORKBOOK

Each chapter (with a few exceptions) features at least one accompanying worksheet intended to serve
as a homework assignment on the topic. Worksheets are always given as PDFs and as an editable
format (MuseScore or Word document). This allows flexibility for students to complete the
assignment on paper or on their devices, and for instructors to edit the assignments to better fit their

own goals. Many chapters also collect links to other online resources for studying music theory.

INSTRUCTOR RESOURCES AND COMMUNITY

Answer keys, exams, sample course outlines, a discussion board, and more are available in our
Humanities Commons group, so that any instructor using OMT can share material with others (more

information below).

Version 2

Version 2 of this textbook is collaboratively authored by Mark Gotham, Kyle Gullings, Chelsey Hamm,

Bryn Hughes, Brian Jarvis, Megan Lavengood, and John Peterson.

Each author led certain parts of the textbook. Dr. Hamm led fundamentals and co-led Post-tonal; Dr.
Gotham led the Anthology, 12-tone Serialism, and Orchestration sections; Dr. Gullings led the
assignments and workbook for all chapters; Dr. Hughes co-led Pop and Post-tonal; Drs. Jarvis and
Peterson led Harmony and Form; Dr. Lavengood led Jazz and co-led Pop and edited many of the chapters

of the book. Furthermore, each chapter individually lists the authors that wrote that chapter.

While the majority of our chapters are entirely new to OMT v. 2, we are indebted to the vision of Version
1. Version 1 was built on resources authored by Kris Shaffer, Bryn Hughes, and Brian Moseley, edited by
Kris Shaffer and Robin Wharton, and is published by Hybrid Pedagogy Publishing. Version 1 will

continue to live at http://openmusictheory.github.io.

Accessibility

We are committed to the principles of accessibility on the web.

* We use some less-standard terminology to help readers who use screen readers; in particular, we
never use a capital/lowercase letter M to distinguish major and minor qualities, and instead use the
abbreviations “ma” and “mi.” Hopefully this nomenclature will become more common over time.

* While capital and lowercase do reflect quality in Roman numerals, quality can also be inferred from

context and is thus not essential information for screen readers.


http://openmusictheory.github.io/
http://openmusictheory.github.io/
http://www.hybridpedagogy.org/#publishing
http://openmusictheory.github.io/
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 Alt text is provided for all images.

* Many examples and homework assignments use MuseScore, which is an accessible score reader.

If you notice something that we can do better, please let us know through Suggestions and Feedback.

Updates

We do not make major changes to the content or organization of the book during the school year
(September—May) to avoid disrupting classroom instruction. We will, however, continue to fix small
mistakes and improve aesthetics between versions, as this is one of the benefits of our open access

format. Use Suggestions and Feedback to report any typos, broken links, or anything else you might come

across that needs fixing, as well as ideas for new content. Any time we have a major update, we will list it

in the changelog.

Resources and Community for Instructors

Are you unsure how to use this book in your courses? Would you like access to answer keys for
worksheets, or sample exams? We have set up a community for instructors on Humanities Commons so
that anyone using OMT can share material with other instructors. The community also has a discussion

board. Fill out this form to request an invitation to the instructor community.

Media Attributions

table-of-contents © Megan Lavengood is licensed under a CC BY-SA (Attribution ShareAlike) license
musescore-embed © Megan Lavengood is licensed under a CC BY-SA (Attribution ShareAlike) license
interactive-content © John Peterson is licensed under a CC BY-SA (Attribution ShareAlike) license

workbook © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license
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https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
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ACKNOWLEDGMENTS

Authorship

The authorship of OMT is not quite like other textbooks. This was a collaborative venture that brought
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» Popular Music: Dr. Hughes and Dr. Lavengood

e 20th- and 21st-c. Techniques: Dr. Gotham and Dr. Lavengood
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Version 2

Funding for Version 2 came primarily from a Course Redesign grant from Virginia’s Academic Library
Consortium (VIVA).
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http://www.trinket.io/
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STATEMENT ON SPOTIFY USAGE | 8

STATEMENT ON SPOTIFY USAGE

..\ Zoid Keating

" aFoEcella
A deposit appeared in my account today and so | am
sharing it as an artist data point...even though few
people give a hoot about this anymore

sept 2019
206,011 Spotify streams
$753

$£0.003655144628199 per stream

£:855 PM - Moy 27, 2018

To keep this resource accessible and low-cost, we have opted to use Spotify links for audio examples for
tracks which otherwise would cause OMT to incur considerable copyright costs. This book is best
accessed if the user has a Spotify Premium account. Student accounts are half the cost of normal

premium accounts, so we are hopeful that this does not dissuade many users. Sign up for Spotify

Premium for Students here.

We also state that Spotify is well-known to be bad for artists because of its pay scheme. We encourage

readers to support artists directly by purchasing music when they can.


https://viva.pressbooks.pub/app/uploads/sites/12/2019/06/twitter-screenshot.png
https://www.spotify.com/student/
https://www.spotify.com/student/
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Media Attributions

twitter-screenshot © Zoé Keating


https://twitter.com/zoecello/status/1197604443124064256
https://www.zoekeating.com/
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INSTRUCTOR RESOURCES

We have set up a community for instructors on Humanities Commons so that anyone using OMT can

share material with other instructors. The community also has a discussion board.

The instructor community provides many resources:

* Course calendars and syllabi for core theory classes and electives
* Answer keys for worksheets

* Additional assignments and projects

» Sample exams

¢ Discussion board

Fill out this form to request an invitation to the instructor community.

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=6517



https://viva.pressbooks.pub/openmusictheory/?p=6517
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CHANGELOG

Below is a list of major edits and improvements to OMT. Minor edits (fixing typos, adding worksheets,

aesthetic changes, etc.) are not necessarily listed.

We will not make major changes to the textbook during the school year (September—May).

Summer 2022

* All chapters are line-edited for improved clarity, consistency, and accuracy. Thanks to Erin K.
Mabher for editing OMT!

* The chapter “Half- and Whole-Steps and Accidentals” is now titled “Half Steps, Whole Steps, and
Accidentals.” The URL is unchanged.

* The chapter “Mi (scale degree 3) in the bass at beginnings” is now titled “The mediant harmonizing

mi (scale-degree 3) in the bass.” The URL is now https://viva.pressbooks.pub/

openmusictheory/chapter/the-mediant.

¢ Added Chapters in Development section, where authors will soft-launch new material to be added to

OMT in future years.
* Replaced M/m abbreviations for quality (major/minor) with ma/mi, which are more accessible for

people using screen readers.



FUR DEUTSCHSPRACHIGE | 12

FUR DEUTSCHSPRACHIGE

View in English

Herzlich willkommen zu Open Music Theory!

Obwohl dieses Lehrwerk in englischer Sprache (American English) verfasst ist, wird es dennoch auf der
ganzen Welt gelesen und verwendet. Und auch wenn wir leider nicht die Moglichkeiten haben, fachgenaue
Ubersetzungen des Lehrwerks in allen moglichen Sprachen zu erstellen, freuen wir uns sehr dariiber,

wenn internationale Leser von den Inhalten profitieren konnen.

Natiirlich sind die Musikbeispiele fiir all diejenigen, die mit westlicher Musiknotation vertraut sind,
gleichermafen lesbar und zu verstehen; zudem sind Menschen auf der ganzen Welt zunehmend mit der
englischen Sprache vertraut und automatische Ubersetzungsprogramme gewinnen an Qualitit und werden

immer priziser.

... Doch leider stoen automatische Ubersetzungen immer wieder an ihre Grenzen und sollten daher mit
Vorsicht genossen werden, insbesondere bei fachsprachlichen Texten mit entsprechenden
musikspezifischen Termini. Und selbst bei Ubersetzungen durch den Menschen zeigen sich
weiterfiihrende Probleme, die in unterschiedlichen padagogischen Konventionen und Traditionen des

Faches begriindet sind.

In einer kurzen Einfiihrung werden wir (als sowohl englische als auch deutsche Muttersprachler/-innen)

drei besonders schwierige Aspekte beleuchten:

1. Es gibt englische sowie deutsche Fachbegriffe, fiir die es keine Entsprechung in der jeweils anderen
Sprache gibt. Also kann in solchen Fillen keine korrekte Ubersetzung erstellt werden und wir
miissen darauf hoffen, dass das Englische ausreichende Klarheit bringt und die Bedeutung
verstanden wird.

2. Selbst bei ganz grundlegenden Begriffen kann es sein, dass eine direkte Ubersetzung womoglich

nicht alle Bedeutungsebenen abbildet. Gliicklicherweise sind sich das Deutsche und das
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amerikanische Englisch in dieser Hinsicht relativ nahe. Man denke dabei an die direkte
Entsprechung der Begrifte ,,quarter note* und ,,Viertelnote* — eine Entsprechung, die es im
britischen Englisch oder aber im Franzosischen nicht gibt.

3. Hinzu kommen noch einige besondere Fille, in denen Begriffe, die auf den ersten Blick scheinbar
wie Entsprechungen aussehen, in Wahrheit unterschiedlich verwendet werden. Ein Begriff, der
womdglich die grofite Verwirrung mit sich bringt und zudem auch noch dullerst hdufig verwendet
wird, ist ,,parallel“. In der modernen deutschen Theoriesprache wird der Begriff verwendet, um die
Beziehung von Dur- und Moll-Tonarten, die sich dieselben Vorzeichen teilen (z. B. C-Dur und
a-Moll), sowie die Beziehung dieser Akkorde selbst zueinander zu beschreiben. Im (britischen wie
auch amerikanischen) Englischen wird diese Beziehung als ,,relativ* bezeichnet; der Begrift
wparallel“ hingegen meint die Beziehung von Dur- und Moll-Akkorden auf demselben Grundton (z.
B. die Varianttonarten C-Dur und c-Moll). Auch wenn es sich hierbei natiirlich lediglich um ein

einzelnes Beispiel handelt, so ist es doch neben weiteren vermutlich der verwirrendste Fall.

Wir hoffen, dass diese kurzen Hinweise hilfreich fiir Sie sind und Ihnen dabei helfen, von der OMT

profitieren zu konnen.

—Mark Gotham und Andreas Feilen

Welcome to Open Music Theory!

This textbook is written in American English, but we have readers and users all over the world. While we
don’t have the resources to make thorough translation into multiple languages, we are very pleased if
international users can benefit from what’s here—the musical examples are equally legible to anyone
familiar with Western music notation, ever more of world’s inhabitants speak ever better English, and the

quality of automatic translation is likewise improving all the time.

But beware automatic translation, especially for specialist language like the music-specific terminology
used here. And with machine or human translation, there are confusing differences between different
languages pedagogical conventions that go beyond simple translation. In this brief introduction, we shine a

light on three particularly difficult aspects.

1. There are terms which exist in German for which there is no English equivalent and vice versa. In
that case, there is no correct translation, and we have to hope that the meaning is clear enough from
the English.

2. Even basic terminology can be structured in a different way that defies direct translation. Fortunately,


https://www.musik.tu-dortmund.de/institut/personen/wissenschaftliche-mitarbeiterinnen-und-mitarbeiter/andreas-feilen/
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German and American English are relatively close to one another in this respect. Note, for example,
the very direct translation between “quarter note” and “Viertelnote”. The same is not true of British
English or French.

3. Finally, there are some special pitfalls where what looks like the same terms is actually used
differently. Perhaps the most confusing and commonly used term here is “parallel.” Modern German
music theory pedagogy uses “Parallel” to describe the relationship between two keys with the same
key signature (e.g., C major and a minor) and for the same relationship between triads. English
(British and American) music theory use “relative” for this and “parallel” for keys and triads on the
same root (e.g., C major and ¢ minor, “Varianttonarten” in German). This is just one term, but a

particularly confusing one that percolates through wider differences.

We hope these brief caveats are useful and you will be able to benefit from OMT.

—Mark Gotham
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POUR LES FRANCOPHONES

View in English

Bienvenue dans I'Open Music Theory!

Ce manuel est écrit en anglais américain, mais nous avons des lecteurs et des utilisateurs partout dans le
monde. Bien que nous n’ayons pas les ressources nécessaires pour effectuer une traduction complete dans
plusieurs langues, nous sommes tres heureux si les utilisateurs internationaux peuvent bénéficier de ce qui

se trouve ici. Il est clair que :

* les exemples musicaux sont compréhensibles pour quiconque est familier avec la notation musicale
occidentale,
* de plus en plus d’habitants du monde parlent de mieux en mieux anglais, et

* la qualité de la traduction automatique s’améliore également tout le temps.

... Mais méfiez-vous de la traduction automatique, en particulier pour le vocabulaire spécialisé comme la
terminologie musicale utilisée ici. Les cultures et langues ont des conventions pédagogiques différentes
qui vont au-dela de difficultés de traduction, qu’elle soit automatique ou humaine. Cette bréve introduction

met en lumiere trois aspects potentiellement difficiles.

Premierement, il existe des termes qui existent en frangais mais pour lesquels il n’existe pas d’équivalent
en anglais et vice versa. Dans ce cas, il n’y a pas de traduction correcte, et nous devons espérer que le sens

soit suffisamment clair a partir de 'anglais.

Deuxiemement, méme la terminologie de base peut étre structurée d’'une maniere différente qui défie la
traduction directe. Par exemple, la « ronde » est appelée « whole » en anglais américain, remplissant une
mesure 4/4, et les « blanches » et « noires » sont nommées « half » et « quarter », représentant a chaque
fois la moitié de la durée précédente. L’allemand aborde cela d’'une maniere tres similaire, mais le francais

ne le fait pas. (Soit dit en passant, ’'anglais britannique est encore plus compliqué!)
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Enfin, la pédagogie francaise utilise généralement le systeme dit de « solfege fixe » (« fixed-do » en
anglais). Un « ré » est toujours un « ré », ce qui se note « pitch D » pour les américains. Le Gloria de
Vivaldi, en Ré majeur, est ainsi en « D major ». Lorsque I'anglais américain utilise les syllabes « Do » ou
« Ré », c’est le plus souvent dans un systeme de « solfege mobile » (« moveable-do », utilisé aussi par la
méthode Koddly) : « Do » fait référence a la tonique de la gamme, et « R€ » au degré au-dessus. La

premiere note du Gloria de Vivaldi, un « Ré » en francais, est ainsi solfiée... « Do » !

Nous espérons que ces breéves mises en garde vous seront utiles et que vous pourrez profiter de TOMT.
Merci de nous contacter si vous rencontrez d’autres difficultés qui, selon vous, devraient étre énumérées

ici.

— Mark Gotham, avec remerciements a Z€lie Jouenne et Mathieu Giraud.

Welcome to Open Music Theory!

This textbook is written in American English, but we have readers and users all over the world. While we
don’t have the resources to make thorough translation into multiple languages, we are very pleased if
international users can benefit from what’s here. Clearly the musical examples are equally legible to
anyone familiar with Western music notation, ever more of world’s inhabitants speak ever better English,

and the quality of automatic translation is likewise improving all the time.

... But beware automatic translation, especially for specialist language like the music-specific terminology
used here. And even with machine or human translation, there are confusing differences between different
languages pedagogical conventions that go beyond simply translation. This brief introduction shines a light

on three potentially difficult aspects.

1. First, there are terms which exist in French for which there is no English equivalent and vice versa.
In that case, there is no correct translation, and we must hope that the meaning is clear enough from
the English.

2. Second, even basic terminology can be structured in a different way that defies direct translation. For
example, American English uses a system for note names with “whole” for the note value that fills a
4/4 measure, “half” for half of that duration, and so on. The German language approaches this in a
very similar way, but French does not. (Incidentally, neither does British English which is even more
complicated!)

3. Finally, French pedagogy typically uses what’s called the “fixed-do” system of solfege, with “Do”
always referring to the pitch “C”, “Re” to the pitch “D”, and so on. American English, by contrast,


https://www.musik.tu-dortmund.de/institut/personen/wissenschaftliche-mitarbeiterinnen-und-mitarbeiter/zelie-jouenne/
http://cnrs.magiraud.org/
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uses “moveable-do” (cf. the Koddly method), such that “Do” refers to the tonic scale degree of
whatever key we’re in, and “Re” to the scale degree above that. You will never ever see American

English describe a piece as being in “Re Major™.

We hope these brief caveats are useful and you will be able to benefit from OMT. Please let us know if

you come across other big difficulties that you think should be listed here.

— Mark Gotham
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HELPFUL DOCUMENTS

Below are links to several PDFs that students may find helpful in their study of music theory.

Staff paper

Blank staff paper

Piano staff paper (two staves bracketed together)
Half staff, half blank horizontal split
Half staff, half blank vertical split

Set Theory

¢ Clock faces (letter names)

¢ Clock faces (integers)

Technology

e MuseScore keyboard shortcuts cheat sheet



https://viva.pressbooks.pub/app/uploads/sites/12/2023/01/blank-staff-paper.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2023/01/piano-staff-paper.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2023/01/half-staff.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2023/01/half-staff-veritcal.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2019/05/Clock-Faces-letters.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2019/05/Clock-Faces-integers.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2023/02/musescore-cheat-sheet.pdf
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. FUNDAMENTALS

FUNDAMENTALS CHAPTERS

* Introduction to Western Musical
Notation

* Notation of Notes, Clefs, and
Ledger Lines

» Reading Clefs

» The Keyboard and the Grand
Staff

» Half Steps, Whole Steps, and
Accidentals

* American Standard Pitch
Notation (ASPN)

» Other Aspects of Notation

* Rhythmic and Rest Values

+ Simple Meter and Time
Signatures

» Compound Meter and Time
Signatures

» Other Rhythmic Essentials

* Major Scales, Scale Degrees,
and Key Signatures

» Minor Scales, Scale Degrees,

This section introduces students to the basics of music
notation, including rhythm, pitch, and expressive markings.
Students also learn to construct and identify rudimentary
harmonies, including intervals (two-note chords), triads

(three-note chords), and seventh chords (four-note chords).

Prerequisites

The Fundamentals section assumes no previous familiarity
with Western musical notation. However, each chapter in
this section assumes familiarity with all preceding chapters;
for that reason, it is recommended that chapters are studied

in order.

Organization

In the section’s first chapter, Introduction to Western

Musical Notation, students are encouraged to think about

the ways in which they might write down (or notate) their
favorite song or composition. The next six chapters
(Notation of Notes, Clefs, and Ledger Lines through Other

Aspects of Notation) focus upon the notation of pitch and

the expressive and stylistic conventions of Western musical

notation.



Next, students are introduced to the conventions of
Western rhythmic notation in the subsequent four chapters
(Rhythmic and Rest Values through Other Rhythmic

Essentials). Pitch is then revisited, beginning with the
spelling and identification of scales, key signatures, the
diatonic modes, and the chromatic collection (in Major

Scales, Scale Degrees, and Key Signatures

through Introduction to Diatonic Modes and the Chromatic

“Scale”).

The following chapter, The Basics of Sight-singing and

Dictation, presumes knowledge of the concepts in all
previous chapters. It can be used as a stand-alone chapter
in an aural skills class or within the context of a music
theory or fundamentals course. Finally, the construction of
harmonies is explored, from two-note Intervals through

four-note Seventh Chords.
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and Key Signatures
Introduction to Diatonic Modes
and the Chromatic “Scale”
The Basics of Sight-singing
and Dictation

Intervals

Triads

Seventh Chords

Inversion and Figured Bass
Roman Numerals and SATB
Chord Construction

Texture

The Triads and Seventh Chords chapters deliberately do not include inversion or figured bass, as this is

covered as a separate topic (Inversion and Figured Bass). This chapter, along with Roman Numerals and

SATB Chord Construction and Texture, can be used as introductions to part-writing, counterpoint, music

appreciation, or music history courses.

Audience

The Fundamentals section is designed for a wide audience, including high school students (and those
taking AP Music Theory), collegiate non-music majors (and musical theater majors), and collegiate music

majors.
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INTRODUCTION TO WESTERN MUSICAL
NOTATION

Chelsey Hamm

KEY TAKEAWAYS

* The term “Western musical notation” refers to written symbols that are used to communicate musical
sounds.

» Western musical notation is one of many different systems of musical notation that appear across time
spans, places, and cultures.

* Someone who writes down music chooses a musical notation system based on these factors, also known as

their social context or milieu.

Music is an auditory or aural art form that can be represented visually with notation.

Think about what it’s like to translate one language to another. It can be a challenging task—a direct
word-for-word translation isn’t always possible or useful, so a translator needs to think about how best to
communicate to the reader. Similarly, writing down sounds involves making decisions about what needs
to be communicated and how. No system of notation could capture every aspect of sound in full detail

and still be useful or readable, so only some musical elements can be depicted.

Despite this, there are several advantages to written musical notation: a written musical work does not
need to be memorized, and details can be recorded that might otherwise be forgotten. Additionally,
written notation makes musical works accessible to more people, since anyone who knows the notation

system can learn a notated work on their own without the help of a teacher.

Imagine inventing a way to write down a favorite song or musical work so that a musician could perform
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it without ever having heard it before. In the assignment below (“Inventing a Notation System”), you’ll
have the opportunity to do this for a specific musical work or song of your choice. Here are some

questions to consider as you think about creating your own musical notation system:

1. What are the most important musical features of the work? What are the less important musical
features?

2. What are the musical features that you would write down? Are there any that you would leave out?

3. Would your answers to questions 1 and 2 change if you were writing down a different song or work?

4. How would you explain your notation system to someone else?

Online Resources

¢ “How was Musical Notation Invented? A Brief History.” (WOQXR)
¢ “How did Music Notation Actually Begin?” (Classic FM)

Assignments

1. Inventing a Notation System (.pdf, .docx); Rubric (.pdf, .docx)


https://www.wqxr.org/story/how-was-musical-notation-invented-brief-history/
https://www.classicfm.com/discover-music/how-music-notation-began/
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Introduction-to-Western-Musical-Notation.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Introduction-to-Western-Musical-Notation.docx
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Inventing-a-Notation-System-Essay-Assignment-Rubric.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Inventing-a-Notation-System-Essay-Assignment-Rubric.docx
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NOTATION OF NOTES, CLEFS, AND
LEDGER LINES

Chelsey Hamm

KEY TAKEAWAYS

* A note indicates both pitch and rhythm.

* Notes are written on a staff. Notes with a higher frequency (shorter wavelength) are written higher on the
staff than notes with a lower frequency (longer wavelength). That is, higher notes are placed above lower
ones.

* A notehead must be written carefully on a staff. A notehead is oval (not round); additionally, it should be
neither too large nor too small, and it is tilted slightly upward toward the right.

» The stems of notes can point either upward (on the right side of a note) or downward (on the left side of a
note). For notes above the middle line, the stem points downward, and for notes below the middle line,
stems point upward. Notes on the middle line can point in either direction, depending on the surrounding
notes.

» Writing seconds always involves displacing one note to the left or right of a stem. The lower note always
goes on the left, regardless of whether the stem points up or down.

* A clef indicates which pitches are assigned to the lines and spaces on a staff.

» Extra lines called ledger lines extend a staff higher or lower.

Western musical notation privileges two musical features: pitch and rhythm. Pitches are notated vertically
(on the y-axis), while rhythms are notated horizontally (on the x-axis). Western musical notation is read

left-to-right and top-to-bottom, like the page of a book in written English.
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Notation of Notes

A note indicates both pitch and rhythm. Each written note consists of a notehead (either empty or filled
in) and may also have a stem and a beam or flag (see Rhythmic and Rest Values). Example 1 shows an

illustration of noteheads, stems, beams, and flags:

Beam

v
Stem ﬁ‘! n 'h-s::— Flag
e

Motehead

Example 1. Noteheads, stems, beams, and flags.

Staff Notation

A staff (plural “staves”) is essential for conveying pitch. A staff consists of five horizontal lines, evenly
spaced, and each note is placed on the line or space that corresponds to its pitch (see Clefs below).

Example 2 depicts a staft:

Example 2. A staff.

Placing Notes on a Staff

Noteheads on a line should fill in half of each space above and below. Noteheads in a space should just
touch the lines above and below. Example 3 shows examples of correct noteheads, both open and filled

in, both on lines and in spaces:
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Example 3. Correct noteheads, open (white) and filled in (black), both on lines and in
spaces.

Noteheads should be oval (not round), and they are tilted slightly upward toward the right. Example 4

shows incorrect noteheads. As you can see, noteheads can be drawn too small, too big, or the wrong

shape.

Example 4. Incorrect examples of noteheads.

Stems and Beams

The stems of notes can point either upward (on the right side of a note) or downward (on the left side of a

note). For notes above the middle line, the stem points downward, and for notes below the middle line,
stems point upward. Notes on the middle line can point in either direction, depending on the surrounding

notes. This is shown in Example 5:

Example 5. Correct stemming directions.

Stemming directions and beaming conventions are discussed more in Simple Meter and Time Signatures

and Compound Meter and Time Signatures. When hand-drawing stems, their length is equal to four lines

of the staff. Beams are about four times thicker than stems.
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Drawing Seconds

When notes at the interval of a second (see the Generic Intervals section of The Keyboard and the Grand

Staff) occur harmonically, they are on an adjacent line and space of the staff, so one note needs to be
displaced to the left or right of the stem. The lower note always goes on the left, regardless of whether the

stem points up or down. Example 6 shows the correct way to draw seconds:

F

P

[P

Example 6. Three correct seconds.

Seconds should not be stacked on top of one another, nor should the lower note be on the right, as seen in

Example 7:

|
|
= [N
3 C
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Example 7. Three incorrect
seconds.

Drawing seconds in seventh chords is discussed in Seventh Chords.

Clefs

The notes drawn on the lines and spaces of a staff represent pitches. Musicians use spatial metaphors to
describe notes placed on a staff: notes appearing toward the top of the staff are said to be “higher” than
those toward the bottom, which are said to be “lower.” Higher pitches are produced by sound waves with

a shorter wavelength (and consequently a higher frequency); sound waves with a longer wavelength (lower
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frequency) produce lower pitches. Such spatial metaphors vary with milieu—i.e. across cultures and time
periods. For example, for some music theorists in ancient Greece, higher-sounding notes were visually
placed below lower-sounding notes.' As Example 8 demonstrates, this is because these theorists were
likely most familiar with string instruments that functioned similarly to the violins, guitars, and harps we

know today.

a One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=29#oembed-1

Example 8. Dr. Jacob Tews (Christopher Newport University) explains more about ancient Greek musical
notation.

For notes to convey pitch information beyond “higher” and “lower,” the staff on which they appear must
include a clef. A clef indicates which pitches are assigned to the lines and spaces on a staff (see also
Reading Clefs). The two most commonly used clefs today are the treble clef and bass clef. Two other
clefs that you may encounter are the alto clef and the tenor clef. Example 9 shows the same pitch placed

after the treble, bass, alto, and tenor clefs:

Treble Bass Alto Tenor

() _ - L€y

% i;l !E; = I5 o
o

Example 9. The same pitch placed after a treble, bass, alto, and
tenor clef.

Higher notes, such as those played by a flute or sung by a soprano, are usually written in treble clef, and
lower notes, such as those played by a trombone or sung by a bass, are usually written in bass clef. Alto
and tenor clefs are relatively rare compared to treble and bass. But in some cases, alto clef is used for

medium-high notes, and tenor clef is used for medium-low notes.

. For one example, see André Barbera, The Euclidean Division of the Canon: Greek and Latin Sources. New Critical Texts and Translations on
Facing Pages, with an Introduction, Annotations, and Indices Verborum and Nominum et Rerum (Lincoln: University of Nebraska Press,
1991), 276-9.
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Drawing Clefs

One can draw a treble clef in three simple steps, as demonstrated in Example 10:
1. 4 -

e e —_ s — — x"l e

Example 10. Drawing a treble clef in three steps.

1. Draw a slanted vertical line that extends slightly above and below the staff.
2. Draw a half circle that intersects with your slanted line at the second staff line from the top.

3. Circle around the second staff line from the bottom.

Likewise, one can also draw a bass clef in three steps, as shown in Example 11:

i. A i,

Example 11. Drawing a bass clef in three steps.

1. Draw a dot on the second staff line from the top.
2. Draw a backward C that ends in the bottom space of the staff, making sure that the top part of the C
does not extend above the staff.

3. Place two dots to the right of the backward C, in the top two spaces of the staff.

One can draw an alto clef in four steps, as Example 12 shows:

Example 12. Drawing an alto clef in four steps.
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1. Draw a thick vertical line that spans the staff.

2. Draw a thinner vertical line next to it.

3. Draw two backward Cs, the first taking up slightly less than the top half of the staff and the second
taking up slightly less than the bottom half of the staff.

4. Connect these backward Cs with a point that rests on the middle line of the staff.

As seen in Example 13, the tenor clef is drawn the same way as the alto clef, just shifted up one line of
the staff higher. The vertical lines in steps 1 and 2 begin on the second staff line from the bottom and
extend slightly above the staff. The first backward C extends slightly above the top half of the staff, and
the second takes up slightly less than the middle two spaces of the staff. The point connecting them rests

on the second staff line from the top.

s m— _'!: I_‘ — i =

Example 13. Drawing a tenor clef in four steps.

Sometimes when musicians draw the alto or tenor clef, they do so by writing the letter “K” as a form of
shorthand. Example 14 shows this:

-

Example 14. Using the letter “K” to draw the
alto and tenor clefs.

Writing Ledger Lines

When notes are too high or low to be written on a staff, small lines called ledger lines are drawn to extend
the staff. Example 15 shows ledger lines written above and below a staff:
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ledger lines

9:

_—
| | @

Example 15. Ledger lines, both above and
below a staff with a bass clef.

Example 16 shows notes (with stems and beams) drawn on ledger lines, above and below a staff.
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Example 16. Notes (with stems and beams) on ledger lines, above and below a staff with a treble clef.

When writing ledger lines, be sure not to put in an extra ledger line above or below the note you are
writing. Example 17 first shows the correct way of writing notes on ledger lines, followed by the
incorrect way, with extra ledger lines above and below the notes:

Correct Incomrect N
.,_-' s e _i'_":—— ]
=
g + h F—
ﬁ: ' — ———1——
f
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Example 17. Correct and incorrect notation of ledger lines.
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Online Resources

¢ Pitch and Frequency (the Physics of Sound) (physicsclassroom.com)

e The Music Staff (essential-music-theory.com)

* Drawing Notes (YouTube)

* Clefs (Music Notes Now)

* Drawing Treble and Bass Clefs (YouTube)
e Drawing C Clefs (Ultimate Music Theory)

¢ The Staff, Clefs, and Ledger Lines (musictheory.net)

e Music Notation Style Guide (Indiana University)

Assighments from the Internet

A. The Staft (.pdf)
B. Drawing Notes on Lines and Spaces, High and Low (.pdf)

Assignments

1. Writing Noteheads, Clefs, and Ledger Lines (.pdf, .docx)

Media Attributions

Noteheads, Stem, Beam, Flag © Bryn Hughes is licensed under a CC BY-SA (Attribution ShareAlike) license

Staff © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license

Correct Noteheads © Megan Lavengood (adopted from Straus) is licensed under a CC BY-SA (Attribution ShareAlike) license
Incorrect Noteheads © Megan Lavengood (adopted from Straus) is licensed under a CC BY-SA (Attribution ShareAlike) license
Stemming Directions © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license

Correct Seconds © Megan Lavengood (adopted from Straus) is licensed under a CC BY-SA (Attribution ShareAlike) license
Incorrect Seconds © Megan Lavengood (adopted from Straus) is licensed under a CC BY-SA (Attribution ShareAlike) license
Four Clefs and Notes © Kris Shaffer (OMT) is licensed under a CC BY-SA (Attribution ShareAlike) license

Draw Treble Clef © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license


https://www.physicsclassroom.com/Class/sound/u11l2a.cfm
https://www.essential-music-theory.com/music-staff.html
https://www.youtube.com/watch?v=zMwcJ6fPG-g
https://www.musicnotes.com/now/tips/a-complete-guide-to-musical-clefs-what-are-they-and-how-to-use-them/
https://www.youtube.com/watch?v=ZDGhR6EeKw4&feature=related
https://ultimatemusictheory.com/draw-c-clef-signs/
https://www.musictheory.net/lessons/10
https://blogs.iu.edu/jsomcomposition/music-notation-style-guide/
https://viva.pressbooks.pub/app/uploads/sites/12/2019/11/0001_The_Staff.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2019/11/0002_The_Staff_High_Low.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Notation-of-Notes-Clefs-and-Ledger-Lines-1.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Notation-of-Notes-Clefs-and-Ledger-Lines-1.docx
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
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Draw Bass Clef © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license

Draw Alto Clef © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license

Draw Tenor Clef © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license

K Clefs © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license

Ledger Lines without Notes © Megan Lavengood is licensed under a CC BY-SA (Attribution ShareAlike) license
Ledger Lines with Notes © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license

Correct Incorrect Ledger Lines © Sarah Louden is licensed under a CC BY-SA (Attribution ShareAlike) license

Footnotes
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READING CLEFS

Chelsey Hamm

KEY TAKEAWAYS

» Pitch in Western musical notation is designated by the letters A, B, C, D, E, F, and G, which repeat in
a loop.
 Different clefs make reading different ranges easier.

» Each clef indicates how the lines and spaces of the staff correspond to pitch.

In Western musical notation, pitches are designated by the first seven letters of the Latin alphabet: A, B,
C, D, E, F, and G. After G these letter names repeat in a loop: A, B, C, D, E,F, G, A,B,C, D, E, F, G,
A, B, C, etc. This loop of letter names exists because musicians and music theorists today accept what is
called octave equivalence, or the assumption that pitches separated by an octave should have the same
letter name. More information about this concept can be found in the next chapter, The Keyboard and the
Grand Staff.

This assumption varies with milieu. For example, some ancient Greek music theorists did not accept

octave equivalence. These theorists used more than seven letters of the Greek alphabet to name pitches.

Clefs and Ranges

The Notation of Notes, Clefs, and LLedger Lines chapter introduced four clefs: treble, bass, alto, and
tenor. A clef indicates which pitches are assigned to the lines and spaces on a staff. In the next

chapter, The Keyboard and the Grand Staff, we will see that having multiple clefs makes reading different

ranges easier. The treble clef is typically used for higher voices and instruments, such as a flute, violin,

trumpet, or soprano voice. The bass clef is usually utilized for lower voices and instruments, such as a
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bassoon, cello, trombone, or bass voice. The alto clef is primarily used for the viola, a mid-ranged
instrument, while the tenor clef is sometimes employed in cello, bassoon, and trombone music (although

the principal clef used for these instruments is the bass clef).

Each clef indicates how the lines and spaces of the staff correspond to pitch. Memorizing the patterns for

each clef will help you read music written for different voices and instruments.

Reading Treble Clef

The treble clef is one of the most commonly used clefs today. Example 1 shows the letter names used
for the lines of a staff when a treble clef is employed. One mnemonic device that may help you remember
this order of letter names is “Every Good Bird Does Fly” (E, G, B, D, F). As seen in Example 1, the
treble clef wraps around the G line (the second line from the bottom). For this reason, it is sometimes
called the “G clef.”

P :

131 -
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Example 1. The letter names for the lines with a treble clef.

Example 2 shows the letter names used for the spaces of a staff with a treble clef. Remembering that

these letter names spell the word “face” may make identifying these spaces easier.

F A € E
é,) ===

Example 2. The letter names for the spaces with a treble clef.

Reading Bass Clef

The other most commonly used clef today is the bass clef. Example 3 shows the letter names used for

the lines of a staff when a bass clef is employed. A mnemonic device for this order of letter names is
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“Good Bikes Don’t Fall Apart” (G, B, D, F, A). The bass clef is sometimes called the “F clef”; as seen in
Example 3, the dot of the bass clef begins on the F line (the second line from the top).

0 B D F A
-
|

\

Example 3. The letter names for the lines with a bass clef.

Example 4 shows the letter names used for the spaces of a staff with a bass clef. The mnemonic device

“All Cows Eat Grass” (A, C, E, G) may make identifying these spaces easier.
A C E G

L J

NS

-

Example 4. The letter names for the spaces with a bass clef.

Reading Alto Clef

Example 5 shows the letter names used for the lines of the staff with the alto clef, which is less
commonly used today. The mnemonic device “Fat Alley Cats Eat Garbage” (F, A, C, E, G) may help you
remember this order of letter names. As seen in Example 5, the center of the alto clef is indented

around the C line (the middle line). For this reason it is sometimes called a “C clef.”

F A C E G
-

T

Example 5. The letter names for the lines with an alto clef.

Example 6 shows the letter names used for the spaces of a staff with an alto clef, which can be
remembered with the mnemonic device “Grand Boats Drift Flamboyantly” (G, B, D, F).
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S

Example 6. The letter names for the spaces with an alto clef.

Reading Tenor Clef

The tenor clef, another less commonly used clef, is also sometimes called a “C clef,” but the center of the
clef is indented around the second line from the top. Example 7 shows the letter names used for the

lines of a staff when a tenor clef is employed, which can be remembered with the mnemonic device

“Dodges, Fords, and Chevrolets Everywhere” (D, F, A, C, E):

e
Ld]

D F A C
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I

Example 7. The letter names for the lines with a tenor clef.

Example 8 shows the letter names used for the spaces of a staff with a tenor clef. The mnemonic device

“Elvis’s Guitar Broke Down” (E, G, B, D) may make identifying these spaces easier.

E G B D

ﬂg ’ = * I

Example 8. The letter names for the spaces with a tenor clef.

Ledger Lines

When notes are too high or low to be written on a staff, small lines are drawn to extend the staff. You may
recall from the previous chapter that these extra lines are called ledger lines. Ledger lines can be used to

extend a staff with any clef. Example 9 shows ledger lines above a staft with a treble clef:
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F G A B L
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Example 9. Ledger lines extend a staff upwards with a treble clef.

Notice that each space and line above the staff gets a letter name with ledger lines, as if the staff were

simply continuing upwards. The same is true for ledger lines below a staff, as shown in Example 10:

G F E D C

Example 10. Ledger lines extend a staff downwards with a bass
clef.

Notice that each space and line below the staff gets a letter name with ledger lines, as if the staff were

simply continuing downwards.

Online Resources

» The Staff, Clefs, and Ledger Lines (musictheory.net)

» Flashcards for Treble, Bass, Alto, and Tenor Clefs (Richman Music School)
* Printable Treble Clef Flash Cards (Samuel Stokes Music) (pages 3 to 5)
 Printable Bass Clef Flash Cards (Samuel Stokes Music) (pages 1 to 3)

* Printable Alto Clef Flash Cards (Samuel Stokes Music)

 Printable Tenor Clef Flash Cards (Samuel Stokes Music)

* Paced Game: Treble Clef (Tone Savvy)

* Paced Game: Bass Clef (Tone Savvy)

* Paced Game: Alto Clef (Tone Savvy)

* Paced Game: Tenor Clef (Tone Savvy)



https://www.musictheory.net/lessons/10
https://www.richmanmusicschool.com/products/name-that-note
https://www.samuelstokesmusic.com/flashcards/Bass-and-treble-flashcards.pdf
https://www.samuelstokesmusic.com/flashcards/Bass-and-treble-flashcards.pdf
https://www.samuelstokesmusic.com/flashcards/Alto-clef-flashcards.pdf
https://www.samuelstokesmusic.com/flashcards/Tenor-clef-flashcards.pdf
https://tonesavvy.com/music-practice-exercise/235/paced-note-name-sight-reading-game-treble/
https://tonesavvy.com/music-practice-exercise/239/paced-note-name-sight-reading-game-bass/
https://tonesavvy.com/music-practice-exercise/240/paced-note-name-sight-reading-game-alto/
https://tonesavvy.com/music-practice-exercise/236/paced-note-name-sight-reading-game-tenor/

Assignments on the Internet
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Easy

Treble and Bass Clefs (.pdf)
Treble Clef (.pdf)

Bass Clef (.pdf)

Alto Clef (.pdf)

Tenor Clef (.pdf)

mY N w>

Medium

Worksheets in Treble Clef (.pdf)
Treble Clef with Ledger Lines (.pdf)
Worksheets in Bass Clef (.pdf, .pdf)
Bass Clef with Ledger Lines (.pdf)
Worksheets in Alto Clef (.pdf, .pdf)
Worksheets in Tenor Clef (.pdf)

mm o aw >

Advanced

A. All Clefs (.pdf)

Assignments

1. Writing and Identifying Notes Assignment #1 (.pdf, .mscx)
2. Writing and Identifying Notes Assignment #2 (.pdf, .mscx)

Media Attributions

Treble Clef Line Letters © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license

Treble Clef Spaces Letter Names © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license


http://www.musicfun.net.au/pdf_files/note_names.pdf
http://www.musicfun.net.au/pdf_files/treble_nn_letter.pdf
http://www.musicfun.net.au/pdf_files/bass_nn_2.pdf
http://www.musicfun.net.au/pdf_files/alto_nn_2.pdf
https://cdn.shopify.com/s/files/1/2308/9201/files/Naming_Tenor_Clef_Notes.pdf?951452119379613733
http://www.conejousd.org/Portals/36/TEACHERS/apayne/Treble%20Clef%20Note%20Reading%20Packet.pdf
https://www.masoncoschools.com/userfiles/90/Classes/1028/vln_worksheet_2.pdf?id=541114
http://mcfarlandakchoral.weebly.com/uploads/3/8/3/1/38313119/bass_clef_note_reading_packet.pdf
https://www.masoncoschools.com/userfiles/90/Classes/1028/vc_dbl_worksheet_1.pdf?id=541115
https://www.d11.org/site/handlers/filedownload.ashx?moduleinstanceid=20010&dataid=31986&FileName=0006%20Bass%20Clef%20Ledger%20Lines.pdf
https://www.masoncoschools.com/userfiles/90/Classes/1028/alto_clef_worksheet_2015.pdf?id=541109
https://static1.squarespace.com/static/5b1f56848ab722d5e4f7b305/t/5d49d7b42400100001377fee/1565120436475/Adv+Alto+Clef+Note+Identification.pdf
https://static1.squarespace.com/static/5b1f56848ab722d5e4f7b305/t/5d49d8b809ff9b000132f662/1565120696482/Adv+Tenor+Clef+Note+Identification.pdf
http://www2.lawrence.edu/fast/BIRINGEG/media/theory_funds/pdf/ws01-pitch_notation.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Reading-Clefs-1.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Reading-Clefs-1.mscz
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Reading-Clefs-2.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Reading-Clefs-2.mscz
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
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Bass Clef Lines Letter Names © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license
Bass Clef Spaces Letter Names © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license
Alto Clef Line Letter Names © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license
Alto Clef Spaces Letter Names © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license
Tenor Clef Lines Letter Names © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license
Tenor Clef Spaces Letter Names © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license
Ledger Lines Above Treble Clef © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license

Ledger Lines Below Bass Clef © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license


https://creativecommons.org/licenses/by-sa/4.0/
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https://creativecommons.org/licenses/by-sa/4.0/
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THE KEYBOARD AND THE GRAND STAFF

Chelsey Hamm

KEY TAKEAWAYS

» Playing the piano will help you in your music theoretical studies by allowing you to engage kinesthetically
with music.

* A pattern of black keys grouped into twos and threes repeats on the piano keyboard for seven octaves.

» The white note C is to the immediate left of the two-note black key pattern, while the white note F is to
the immediate left of the three-note black key pattern.

 Piano players, also called pianists, read music on the grand staff.

» Middle C is the note that appears on the line between the two staves in a grand staff.

* When counting intervals on a piano keyboard, always count the first note as “one.”

Many students find studying music theory easier when they engage with music kinesthetically. In other
words, physically creating sounds by playing a musical instrument (such as the piano) helps you to better
visualize and audiate the music you are writing down or studying. This allows students to understand the

relationship between different pitches more quickly.

The Piano Keyboard

Learning to play notes on the piano is one easy way to engage with music kinesthetically. You may find
access to a piano keyboard (acoustic or electronic) at your school. You may also purchase an inexpensive
electronic keyboard if you like. Another option is to download a free piano app that you can play on your

phone, such as Tiny Piano.

In Example 1, notice that the keyboard has both white keys and black keys. The black keys are grouped


http://www.tinypiano.com/
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into sets of either three or two. In Example 2, notice that the sets of three and two black keys alternate

throughout the entire length of a piano keyboard, repeating the pattern for each octave.

Example 1. A small portion of a piano
keyboard.

Example 2. A larger portion of a piano
keyboard.

Playing the Piano

When you sit at the piano, it is important to sit up straight, keeping your head over your shoulders, which
should be kept down. Your elbows should be a comfortable distance from your body, and your fingers
should remain arched (as if you were pulling a library book off of a shelf). Keep your knees and wrists

flexible (not stiff), and keep your feet flat on the ground unless you are using the pedals.

Example 3 explains how to achieve proper posture at the piano.
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@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=1285#oembed-1

Example 3. Dr. Benjamin Corbin (Christopher Newport University) demonstrates proper piano posture.

Octave Equivalence and White-Key Letter Names
on the Piano Keyboard

Example 4 shows a piano keyboard with the letter names of the white key pitches labeled. The same

letter names appear on different keys of the keyboard. As discussed in the previous chapter, pitches in

Western musical notation are designated by the letters A, B, C, D, E, F, and G, repeating in a loop.

Because of the principle of octave equivalence in the Western system, pitches separated by an octave have
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the same letter name.

Example 4. The letter names of the white key pitches are labeled.

On the piano keyboard, when the black keys appear as a set of two, the note to their immediate left is C.

With a set of three black keys, the note to their immediate left is F.

The Grand Staff

Music for the piano is typically written in both the treble and bass clefs on a grand staft, as shown in

Example 5. To make a grand staff, a staff with a treble clef is placed above a staff with a bass clef. The
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two staves are connected on the left side with a line and a brace. Typically, the pianist plays the lower
notes (in the bass clef) with their left hand and the higher notes (in the treble clef) with their right hand.

Brace ?i
)Y

Example 5. A grand staff is connected with a line and a brace.

Example 6 shows the lines and spaces on the grand staff labeled with letter names. As you can see, the

letter names of the lines and spaces of the treble and bass clefs match what was discussed in the prior

chapter (Reading Clefs).

pliallibath bt

Example 6. A grand staff with the lines and spaces labeled with pitch names.

Let’s take a closer look at the ledger-line notes that might appear below the treble staff and above the bass
clef staff. Example 7 shows some of these notes, labeled with letter names. Each vertical pair of notes is
the same pitch, even though the notes are notated in two different clefs. (The notes with upward-pointing
stems belong to the treble clef staff, while the notes with downward-pointing stems belong to the bass clef
staff.)
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Example 7. Pitches below the treble clef staff and above the bass
clef staff, labeled with letter names.

Example 8 shows the staves of Example 7 vertically condensed—how these notes would appear if
there were not so much space in between the treble clef and bass clef staves of a grand staff. The letter

names are the same in Example 8 as they were in Example 7.

Example 8. The staves of Example 7 have been vertically condensed and the two notes combined info one
(with two stems).

Example 9 shows a vertically condensed grand staff with the note C boxed. This boxed C is
called middle C, so named because in the vertically condensed grand staff shown in Example 9, it
appears in the middle of the treble and bass clef staves. Additionally, middle C is the note that appears to

be around the middle of a piano keyboard, usually underneath the brand name.
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Example 9. The note C is boxed in a vertically condensed grand staff.

Example 10 shows Example 9 vertically expanded to its regular spacing, with middle C still boxed.
Though it now appears in both the treble clef and bass clef staves, this note would still sound as the same

pitch.

LI

Example 10. A vertically expanded Example 9.

Generic Intervals (Interval Size)

Often in music theory, you will want to measure or describe the distance between notes—either on a
piano keyboard or on a staff. This “count” of notes on a piano keyboard or staff is called a

generic interval. When counting generic intervals, it is important to know that when you count the first
note, it should be counted as one and not zero. Example 11 shows two notes, an F and a C, on a staff
with a treble clef.If you count the notes F to C in Example 11 (by counting each line and space between
the two notes), you may be tempted to do this: F to G is one, G to A is two, A to B is three, and B to C is
four. However, this would be incorrect. Instead, you need to count F as one, F to G as two, G to A as
three, A to B as four, and B to C as five. Therefore, we would say that F and C are five notes apart, not

four. Music theorists and musicians would call the distance between these two notes a “generic fifth.”
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Example 11. An example of a generic fifth.

Online Resources

¢ Piano Posture Tips (Liberty Park Music)

¢ Naming White Keys Practice (musictheory.net)

e The Grand Staff (musictheory.net)

¢ Grand Staff Note Reading Game (readmusicfree.com)

¢ Generic Intervals (musictheory.net)

¢ Blank Keyboards for Students or Teachers

Assignments on the Internet

A. Drawing the Grand Staff, Identifying Notes (.pdf)
B. Identifying Notes on the Grand Staff without Accidentals (.pdf, .pdf, .pdf, .pdf, .pdf)
C. Identifying White Keys on the Piano (.pdf, .pdf)

Assignments

White Keys on the Piano and the Grand Staff (.pdf, .docx)

The Piano Keyboard and the Grand Staff with Ledger Lines (.pdf, .docx)
Generic Intervals (.pdf, .docx)

Grand Staff Note Names with Ledger Lines (.pdf, .docx)

S .


https://www.libertyparkmusic.com/essential-tips-maintain-good-piano-posture/
https://www.musictheory.net/exercises/keyboard
https://www.musictheory.net/lessons/10
http://www.readmusicfree.com/grandstaffdefender.html
https://www.musictheory.net/lessons/30
https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/Blank-Keyboards-for-Class.pdf
http://static1.1.sqspcdn.com/static/f/801966/15097456/1321143277083/Music-Theory-Worksheet-8-Grand-Staff.pdf?token=oxqaNRlQqGdWlNPTT23YPiu%2BGHI%3D
http://www.sheetmusic1.com/NSGS/ns.grand.staff/midc1.pdf
http://www.sheetmusic1.com/NSGS/ns.grand.staff/midc2.pdf
http://www.sheetmusic1.com/NSGS/ns.grand.staff/gs3.pdf
http://www.sheetmusic1.com/NSGS/ns.grand.staff/gs4.pdf
http://www.sheetmusic1.com/NSGS/ns.grand.staff/gs5.pdf
https://www.myfunpianostudio.com/worksheets/piano_worksheets_names_of_keys_cowboy.pdf
https://www.myfunpianostudio.com/worksheets/piano_worksheets_names_of_piano_keys_cowgirl.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-The-Keyboard-and-the-Grand-Staff-1-1.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-The-Keyboard-and-the-Grand-Staff-1-1.docx
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-The-Keyboard-and-the-Grand-Staff-2.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-The-Keyboard-and-the-Grand-Staff-2.docx
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-The-Keyboard-and-the-Grand-Staff-3-11.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-The-Keyboard-and-the-Grand-Staff-3-11.docx
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-The-Keyboard-and-the-Grand-Staff-4-1.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-The-Keyboard-and-the-Grand-Staff-4-1.docx
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Media Attributions

Piano Keyboard © Wiki Commons is licensed under a Public Domain license

Full Piano Keyboard © Wiki Commons is licensed under a Public Domain license

Keyboard White Keys © Sarah Louden is licensed under a CC BY-SA (Attribution ShareAlike) license

Grand Staff Brace Line © Sarah Louden is licensed under a CC BY-SA (Attribution ShareAlike) license

Grand Staff Notes Labelled © Sarah Louden is licensed under a CC BY-SA (Attribution ShareAlike) license

Ledger Lines Grand Staff Same Notes 2 © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license
Ledger Lines Below Staff Same Notes 2 © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license
Middle C Staff Close Together © Sarah Louden is licensed under a CC BY-SA (Attribution ShareAlike) license

Vertically Expanded Grand Staff C Boxed © Sarah Louden is licensed under a CC BY-SA (Attribution ShareAlike) license

Generic Fifth © Sarah Louden is licensed under a CC BY-SA (Attribution ShareAlike) license


https://upload.wikimedia.org/wikipedia/commons/d/d1/My_Keyboard.jpg
https://creativecommons.org/publicdomain/mark/1.0/
https://upload.wikimedia.org/wikipedia/commons/3/36/Fortepiano_Giovanni_Calabrese_%28detail%29_19_century_%2819059374474%29.jpg
https://creativecommons.org/publicdomain/mark/1.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
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HALF STEPS, WHOLE STEPS, AND
ACCIDENTALS

Chelsey Hamm

KEY TAKEAWAYS

* A half step above a key on the piano is the key to its immediate right, while a half step below a key on the
piano is the key to its immediate left.

* A whole step is two half steps. A whole step above is two keys to its right, while a whole step below is two
keys to its left.

* An accidental changes the pitch of a note. A sharp raises a note by a half step, while a flat lowers a note by
a half step. A natural cancels a previous accidental.

* A double sharp raises a note by a whole step, while a double flat lowers a note by a whole step.

* Be sure to write accidentals to the left of a note, directly across the line or space on which a note appears.

* Notes have enharmonic equivalence when they are spelled differently but sound the same.

In the last chapter, The Keyboard and the Grand Staff, we discussed the letter names of the white keys on

the piano keyboard and noted that the black keys are grouped into alternating sets of two or three. Before

we discuss the names of the black keys, however, we must first learn about half steps and whole steps.

Half Steps and Whole Steps

A half step is considered to be the smallest interval, or distance between two notes, in Western musical
notation. Example 1 shows a piano keyboard with the letter names of the white-key pitches and some
half steps labeled. On the piano keyboard (see Example 1), for most of the white-key notes, a half step
above that note will be the black key to its upper right, while a half step below it will be the black key to
its upper left. For example, the black key to the upper right of G is “in between” the notes G and A; one
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would say that this black key is a half step above G and a half step below A. Two pairs of white
keys—E/F and B/C—do not have black keys in between them (see Example 1). This is because E-F
and B—C are both half steps. Having the black keys grouped into sets of either two or three makes it

easier for a keyboardist to see and feel them more quickly.

Example 1. A piano keyboard with letter names on
the white keys; some half steps are labeled.

A whole step is the equivalent of two half steps. Example 2 shows a piano keyboard with the letter
names of the white key pitches labeled, and some whole steps bracketed. Pairs of white keys with a black
key in between them (A and B, C and D, D and E, F and G, and G and A) are a whole step apart. To find
a whole step above the notes E or B, simply count two keys to the right: a whole step above E is the black
key to the right of the note F, while a whole step above B is the black key to the right of the note C.
Likewise, count two keys to the left to find a whole step below the notes C or F: the black keys to the left
of the notes B and E, respectively. To find a whole step from a black key you will want to count two keys
to the right or left. For example, a whole step above the black key to the right of C is the black key to the
right of the note D. A whole step below the black key to the left of B is the black key to the left of the

note A.
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Example 2. A piano keyboard with lefter names on the white keys; some whole
steps are labeled.

What do half steps and whole steps sound like? The short video shown in Example 3 demonstrates:

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: hitps://viva.pressbooks.pub/openmusictheory/?p=1384#oembed-1

Example 3. Dr. Chelsey Hamm (Christopher Newport University) demonstrates the sound of a half step and
a whole step.

Sharps, Flats, and Naturals

An accidental changes the pitch of a note. A sharp (#) looks like a tilted hashtag, and it raises a note by a
half step. A flat (b) looks like a slanted lowercase “b,” and it lowers a note by a half step. A natural ()
looks like a tilted box with a line sticking out of the top left and bottom right corners, and it cancels a
previous accidental such as a sharp or flat. Sharps, flats, and naturals are the three most common

accidentals.
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A double sharp (or x) raises a note by two half steps (i.e., a whole step). A double flat (}) lowers a note by
two half steps (i.e., a whole step). Accidentals are always written to the left of a note, regardless of stem

direction. An accidental should be written directly across the line or space on which a note appears.

Example 4 shows both correct and incorrect ways to notate sharps, flats, and naturals:
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Example 4. Correct and incorrect ways to draw accidentals.

The Black Keys on the Piano Keyboard

Example 5 shows a piano keyboard with the letter names of the black keys labeled. Black keys that are a
half step above a white key take the name of the white key and add the word “sharp.” For example, the
black key to the right of the note C is called “C-sharp” and is written as C4. Black keys that are a half step
below a white key take the name of the white key and add the word “flat.” For example, the black key to
the left of the note D is called “D-flat” and is written as D.
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Example 5. A piano keyboard with the letter names of the
black keys labeled.

F is also known as E}, and E is also known as Fb. C is also known as B4, and B is also known as Cb.
Example 6 also shows some of the double-sharp and double-flat accidentals. A double sharp is two half
steps above a note. For example, Dx is also E; Ex is also F (or Gb). A double flat is two half steps below
a note. For example, Al is also G; Clp is also Bp or A4.
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Example 6. Double accidentals on the piano keyboard.

Enharmonic equivalence

You will have noticed by now that each key on the piano keyboard has more than one name. Notes have
enharmonic equivalence when they are spelled differently but sound the same. For example, you can see
that C# and Db are enharmonically equivalent, as seen in Examples 5 and 6. Example 6 also shows

that the note D is enharmonically equivalent with the notes Cx and Elp. In other words, playing a D, Cx,

or Elp will result in the same pitch.

Online Resources

e Tutorial on Half and Whole Steps (Music Theory Fundamentals)

e Tutorial on Half Steps, Whole Steps, and Accidentals (musictheory.net)

¢ Game to Practice Half Steps, Whole Steps, and Accidentals (drawmusic.com)

e Tutorial on Accidentals (mymusictheory.com)

e Tutorial on the Black Keys on the Piano (musicradar.com)

¢ Practicing the Piano Keyboard (musictheory.net)

e Matching Game for Piano Key Notes (quizlet.com)

e Labeling Game for Piano Key Notes (quizlet.com)

¢ Tutorial on Enharmonic Equivalence (The Music Notation Project)



http://musictheoryfundamentals.com/MusicTheory/intervals_part1.php
https://www.musictheory.net/lessons/20
http://www.drawmusic.com/music-theory/steps-game
https://www.mymusictheory.com/learn-music-theory/for-students/grade-1/grade-1-course/125-3-accidentals
https://www.musicradar.com/how-to/learn-the-black-keys-on-the-piano
https://www.musictheory.net/exercises/keyboard/999d
https://quizlet.com/23438150/match
https://quizlet.com/23438150/all-keys-on-piano-keyboard-flash-cards/
http://musicnotation.org/tutorials/enharmonic-equivalents/
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Assignments on the Internet

Half and Whole Steps on the Piano Keyboard and in Staff Notation (.pdf)
Half and Whole Steps in Staff Notation (.pdf)

Writing and Identifying Notes with Accidentals, p. 1 (.pdf), pp. 9-11 (.pdf)
Keyboard to Staff Notation Matching (.pdf)

Enharmonic Equivalence, p. 3 (.pdf), (.pdf)

mo 0w >

Assignments

Black Keys on the Piano (.pdf, .docx)

Half and Whole Steps on the Piano Keyboard (.pdf, .docx)
Writing Accidentals (.pdf, .docx)

Writing and Identifying Accidentals (.pdf, .docx)

Half and Whole Steps in Staff Notation (.pdf, .docx)

AN O o S

Enharmonic Equivalence (.pdf, .docx)

Media Attributions

Piano Half Steps © Sarah Louden is licensed under a CC BY-SA (Attribution ShareAlike) license

Piano Whole Steps © Sarah Louden is licensed under a CC BY-SA (Attribution ShareAlike) license

Correct and Incorrect Accidentals © Sarah Louden is licensed under a CC BY-SA (Attribution ShareAlike) license
Piano Black Keys © Sarah Louden is licensed under a CC BY-SA (Attribution ShareAlike) license

Piano Double Accidentals © Sarah Louden is licensed under a CC BY-SA (Attribution ShareAlike) license


http://static1.1.sqspcdn.com/static/f/801966/23104230/1373756418073/Music-Theory-Worksheet-18-Whole-Half-Stepsv2.pdf?token=GZEUx18WdVeYh2GuEgy70sWCvzI%3D
http://people.wku.edu/michael.kallstrom/4.%20half%20and%20whole%20steps%20worksheet.pdf
http://jkornfeld.net/complete_exercises.pdf
http://www.mypiano.com.au/uploads/1/5/5/7/15579660/theory_worksheets_complete.pdf
http://colorinmypiano.com/wp-content/files/Staff_to_Keyboard_Matching_-_digital_worksheet.pdf
http://jkornfeld.net/complete_exercises.pdf
https://mymission.lamission.edu/userdata/wentzj/docs/Enharmonics%20Worksheet.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Half-and-Whole-Steps-and-Accidentals-1-11.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Half-and-Whole-Steps-and-Accidentals-1-11.docx
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Half-and-Whole-Steps-and-Accidentals-2-1-v2.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Half-and-Whole-Steps-and-Accidentals-2-1.docx
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Half-and-Whole-Steps-and-Accidentals-3-1.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Half-and-Whole-Steps-and-Accidentals-3-1.docx
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Accidentals-2.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Accidentals-2.docx
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Half-and-Whole-Steps-and-Accidentals-5-1.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Half-and-Whole-Steps-and-Accidentals-5.docx
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Half-and-Whole-Steps-and-Accidentals-6-1.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Half-and-Whole-Steps-and-Accidentals-6-1.docx
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
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AMERICAN STANDARD PITCH NOTATION
(ASPN)

Chelsey Hamm and Bryn Hughes

KEY TAKEAWAYS

* American Standard Pitch Notation (ASPN) provides labels for specific musical frequencies by combining
a note name (such as C) with a subscript octave designation (such as 4).

» A pitch is a discrete tone with an individual frequency (e.g. C4), while a pitch class is less specific (e.g., C
in general).

» ASPN differentiates between octaves, from C to B. The octaves are labeled from lowest to highest,
beginning with 0 and continuing in ascending numerical order (1, 2, etc.).

» A piano keyboard primarily uses the ASPN octave designations 1 through 7, although small portions of
octaves 0 and 8 are included.

» Middle C is C4 in ASPN. It is helpful to memorize the ASPN label of this note as a starting point.

American Standard Pitch Notation and Pitch versus
Pitch Class

In order to discuss specific notes, or pitches, we will use American Standard Pitch Notation, abbreviated
ASPN. ASPN designates specific musical pitches by combining a note name (such as C) with a subscript
octave designation (such as 4), creating a bipartite label (for example, C4). ASPN labels are very useful,
since they can identify every possible musical note within human hearing range, from the lowest pitches
to the highest.

The Reading Clefs chapter introduced octave equivalence, the concept that explains why notes one or
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more octaves apart have the same letter name. Music theorists distinguish between a pitch, a discrete tone
with an individual frequency (e.g. C4 using ASPN), versus a pitch class, which is less specific (e.g., C in
general). A pitch class includes all the pitches with the same letter name, in any octave, along with their
enharmonic equivalents. For example, all Cs are the same pitch class, and the enharmonically equivalent
notes D}y and B are also part of the C pitch class. In this chapter we are naming specific pitches with
ASPN.

ASPN and Octave Designations

ASPN differentiates between octaves, beginning with the pitch C and ending with the pitch B. This means
that each new octave designation begins on the note C, as seen in Example 1. The octaves are labeled
from lowest to highest, beginning with 0 and continuing in numerical order (1, 2, 3, etc.). The pitch

middle C is C4, which is useful to memorize.
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Example 1. ASPN octave designations; each octave begins with the
pitch C.

All letter names within an octave (below the C of the next octave) receive the same octave designation.
For example, all of the notes in Example 2 would be designated in the 4 octave, because they are above
C4 but below Cs. Accidentals applied to a note do not have an effect on its ASPN number. For example,
B#3 and C4 have different octave numbers despite being enharmonically equivalent, because the By is still

considered part of the lower octave.



57 | AMERICAN STANDARD PITCH NOTATION (ASPN)

yF—

r L
L - - g

Example 2. The notes Ca, Da, E4, F4, G4, A4, and Ba.

ASPN and the Keyboard

ASPN labels are very helpful for finding specific notes on the piano keyboard. Example 3 depicts a
piano keyboard with each octave labeled using ASPN notation. As you can see, the piano keyboard spans
the full octaves 1 to 7. It also contains a small part of both octaves 0 and 8. ASPN labels are the same
regardless of instrument or voice type. In other words, a C4 will always be labeled as such regardless of

whether it is produced with a flute, trombone, violin, or voice.
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Example 3. A piano keyboard with ASPN octave designations labeled; both colored notes (blue and
yellow) fall into the octave 4 designation.

ASPN and Staff Notation

Example 4 shows ASPN labels for common notes in the treble, bass, alto, and tenor clefs. Memorizing

the location of C4 in each clef can make finding ASPN labels quicker and easier.

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: hitps.//viva.pressbooks.pub/openmusictheory/?p=34



https://viva.pressbooks.pub/openmusictheory/?p=34
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Example 4. ASPN labels for notes in four clefs.

Online Resources

* “Pitches, Pitch Classes, Octave Designation, Enharmonic Equivalence” (YouTube)

* Tutorial on ASPN Octave Labels (liveabout.com)

» Tutorial on ASPN Octave Labels (flutopedia.com)

» Helpful Graphic with ASPN Labels on the Grand Staff and Piano (Music Theory Tips)
* Flash Cards with ASPN Labels in Treble and Bass Clefs (quizlet.com)

Assignments on the Internet

A. ASPN Labels and Staff Notation (.pdf)
B. ASPN Labels, pp. 23, 27, and 28 (.pdf)

Assignments

1. Writing and Identifying ASPN Labels (.pdf, .docx)

Media Attributions

Octave Designations © Wiki Commons is licensed under a Public Domain license
Octave 4 ASPN Labels © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license

Piano ASPN Labels © AlwaysAngry adapted by Megan Lavengood is licensed under a Public Domain license


https://www.youtube.com/watch?v=_z3b5fSDimI
https://www.liveabout.com/pitch-notation-and-octave-naming-2701389
https://www.flutopedia.com/octave_notation.htm
https://musictheorytutoring.weebly.com/octave-identification.html
https://quizlet.com/178381719/write
https://www2.lawrence.edu/fast/BIRINGEG/media/theory_funds/pdf/ws01-pitch_notation.pdf
https://he.kendallhunt.com/sites/default/files/uploadedFiles/Kendall_Hunt/Content/Higher_Education/Uploads/Gerhold_2e_Chapter1.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-American-Standard-Pitch-Notation-ASPN-1.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-American-Standard-Pitch-Notation-ASPN-1.docx
https://upload.wikimedia.org/wikipedia/commons/4/41/Scientific_pitch_notation_octaves_of_C.png
https://creativecommons.org/publicdomain/mark/1.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://upload.wikimedia.org/wikipedia/commons/2/2e/Piano_Frequencies.svg
https://commons.wikimedia.org/wiki/User:AlwaysAngry
https://creativecommons.org/publicdomain/mark/1.0/
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OTHER ASPECTS OF NOTATION

Chelsey Hamm and Mark Gotham

KEY TAKEAWAYS

* Dynamics indicate the loudness of music. Musicians use a variety of Italian words to specify dynamics in
Western musical notation.

¢ A crescendo indicates an increase in loudness, while a decrescendo or diminuendo indicates a decrease in
loudness.

» The term articulation refers to the connection or separation between notes, as well as the accent level at the
beginning of a note (its attack).

* A tempo indication tells a musician how fast or slow to play or sing a composition.

* Musicians periodize music into historical eras, which are useful to memorize. Works within these
historical periods tend to share similar style characteristics.

* Structural features divide up a work or movement into smaller sections.

In this chapter we will explore other elements of music besides pitch (discussed in previous chapters) and
duration (discussed in following chapters). These elements include dynamics, articulations, tempi, stylistic

periods, and structural markers.

Dynamics

Dynamics indicate the loudness of music. In Western musical notation, we often use italicized Italian
words, which can be abbreviated, to describe dynamics. The dynamic marking forfe means loud, while

piano means quiet. In sheet music, these words are written either above or below the staff.

Several Italian words and suffixes can modify piano and forte to create a range of dynamics from very

quiet to very loud (Example 1). The Italian word mezzo means “moderately.” Musicians say mezzo forte
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to mean moderately loud and mezzo piano to mean moderately quiet. The Italian suffix -issimo means
“very” or “extremely.” Musicians say pianissimo to mean “very quiet” and fortissimo to mean “very loud.”
This suffix can be stacked; for example, one can say pianississimo to mean “very, very quietly,” or

fortississimo to mean “very, very loudly.”
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Example 1. Dynamics are arranged from quietest to loudest.

Dynamics are often abbreviated in Western musical notation, as shown below.

[if = fortississimo
* ff = fortissimo
f = forte

mf = mezzo forte

* mp = mezzo piano
* p = piano
* pp = pianissimo

* ppp = pianississimo

Some composers add even more “-issimo‘s, but this is rare. However, you might one day spot a pppppp or

an ffffff in music that you play or sing!

There are three other Italian words that are commonly used to indicate a change in dynamic level.
Crescendo (cresc.) means to get louder, while decrescendo (decresc.) and diminuendo (dim.) both mean to
get quieter. Crescendos and decrescendos are indicated two different ways: either by writing out the
abbreviation cresc. or decresc., possibly followed by dots, or by drawing hairpins. The term “hairpin”
refers to the following symbols, which roughly approximate the shape of a bobby pin (or “hairpin”), as
seen in Example 2.


https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/96292654_667667213778088_2752956277322678272_n.png
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Crecendn Decrercendo

Example 2. A crescendo and decrescendo (“hairpins’).

Articulations

The term articulation refers to the connection or separation between notes and to the accent level at the
beginning of a note (its attack). Several articulations are demonstrated in Examples 3—7. Percussion
instruments, plucked strings, bowed strings, winds, brass, and voices all have different methods of
carrying out particular attacks and articulations. You will want to consult with a private teacher or

ensemble director for help with applying different articulations to your instrument or voice.

Example 3: Legato means to play or sing smoothly or connected. This articulation is indicated by a
curved slur marking.

Example 4: Another way to indicate smooth, connected playing is with tenuto markings, which look
like a small line above or below notes.

Example 5: Staccato means to play or sing notes more separated, leaving space between notes. This

articulation is usually indicated by a dot placed above or below notes.
Example 6: An accent (a sideways V) means to play or sing a note with extra stress or emphasis.

Example 7: A marcato marking (an upside-down V) means to play or sing a note with a more forceful
accent.
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https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/CrescendoandDecrescendoChapter6-1.png
https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/a-slur.png
https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/a-slur.png
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B\ One or more interactive elements has been excluded from this version of the text. You can view them online here:
https.//viva.pressbooks.pub/openmusictheory/?p=4083#audio-4083-1

Example 3. Slurred notes.

m One or more interactive elements has been excluded from this version of the text. You can view them online here:
https.//viva.pressbooks.pub/openmusictheory/?p=4083#audio-4083-2

Example 4. Tenuto notes.

m One or more interactive elements has been excluded from this version of the text. You can view them online here:
https.//viva.pressbooks.pub/openmusictheory/?p=4083#audio-4083-3

Example 5. Staccato notes.



https://viva.pressbooks.pub/openmusictheory/?p=4083#audio-4083-1
https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/b-tenuto.png
https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/b-tenuto.png
https://viva.pressbooks.pub/openmusictheory/?p=4083#audio-4083-2
https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/c-staccato.png
https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/c-staccato.png
https://viva.pressbooks.pub/openmusictheory/?p=4083#audio-4083-3
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m One or more interactive elements has been excluded from this version of the text. You can view them online here:
https.//viva.pressbooks.pub/openmusictheory/?p=4083#audio-4083-4

Example 6. Accented notes.

A A A A A A

i

Lo

m One or more interactive elements has been excluded from this version of the text. You can view them online here:
hitps.//viva.pressbooks.pub/openmusictheory/?p=4083#audio-4083-5

Example 7. Marcato notes.

Accented notes can also be indicated by the italicized abbreviations sfz, sf, or fz (sforzando, forzando,
or forzato). These accents are usually interpreted to be slightly more forceful (i.e., louder) than regular

accents. These symbols work like dynamics and are placed directly above or below the note to which they

apply.

Tempo

Tempo (plural tempi) is the term for how fast or slow a composition is performed. Tempi are usually
indicated either specifically, by a metronome marking, or less specifically, by a textual indication. A
metronome marking is usually indicated in beats per minute (bpm). A work that is marked J = 60 would
contain 60 quarter notes in one minute (one quarter note per second). With a free metronome application

(such as Pro Metronome) on your phone, you can easily check the tempo of a work you'’re playing or

singing.


https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/d-accent.png
https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/d-accent.png
https://viva.pressbooks.pub/openmusictheory/?p=4083#audio-4083-4
https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/e-marcato.png
https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/e-marcato.png
https://viva.pressbooks.pub/openmusictheory/?p=4083#audio-4083-5
http://eumlab.com/pro-metronome/
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Like dynamics, most tempo markings are written in Italian. They often appear at the beginning of a work,

movement, or section, at the top left of the first staff or system. The most common tempi are as follows:

 Fast tempi: vivace, presto, allegro, allegretto (-etto is an Italian suffix meaning “little”)
* Medium tempi: moderato, andante

» Slow tempi: adagio, largo, lento, grave

Example 8 depicts tempi from the slowest to the fastest:

Yo d——_—_——ssseeese———_—_—_—_——————— - ¢ [ [

Ginve  Lemio  Large  Adegio  Andmste  Moderoo  Allegretio Allegre ¥Yooses Predo

Composers sometimes use additional Italian words, especially emotive expressions, to modify a tempo
marking. Words like assai (“very” or “rather”), espressivo (“expressively”), or cantabile (“singingly”)
frequently appear after tempo markings, especially in works written after the year 1800. For example, one
might come across tempo markings like “allegro assai” (“very fast”), “andante cantabile” (“a moderate
tempo, singingly”), or “adagio espressivo” (“slow and expressive”). Always be sure to look up the

definition of any words that you do not know in your music.

Two other Italian words are commonly used to indicate changes in tempo: ritardando (rit.) for a gradual
decrease and accelerando (accel.) for a gradual increase. Both words are generally italicized, and they are
often abbreviated (rit. and accel. respectively). When these directions are meant to apply to several
measures, they are often followed by dots. The dots continue as long as the direction is meant to be

followed.

Structural Features

The following words and symbols indicate structural features in compositions. Structural features divide

up a work or movement into smaller sections.

* Example 9: A fermata indicates that a note should be held longer than its regular duration.
Fermatas often appear at the start or end of a musical section.

» Example 10: A caesura indicates a break or a musical cutoff.

» Example 11: A breath mark indicates a breath for a wind instrumentalist or a vocalist. For

percussionists, keyboardists, or string players, it indicates a pause similar in length to a breath.
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~ /

Repeat signs indicate that
f) DO - -
. a section of music should
O be repeated (Example
Q-) 12). If the repeated
Example 10. A note in bass clef

. . section ends differently
Example 9. A note in treble clef with a caesura after it.

with a fermata. each time, that is

¢ indicated with first and
second endings
(Example 13).

O

Example 11. A note in alto clef with @ . ne or 'more

a breath mark after it. interactive
elements

has been excluded from this version of the text. You can view them online here:
https.//viva.pressbooks.pub/openmusictheory/?p=4083

Example 12. Four notes in bass clef surrounded by repeat signs.

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=4083

Example 13. A repeat sign with a first and second ending in treble clef.

Occasionally you may come across music that has more than two endings. Repeated sections with a third
or even a fourth ending are common in some styles of music, such as Broadway musicals. These work like
a first and second ending: the third ending is performed after the third time the section is repeated, the

fourth ending is performed after the fourth time, and so on.


https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/Example6Chapter6.png
https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/Example6Chapter6.png
https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/Example7Chapter6.png
https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/Example7Chapter6.png
https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/Example8Chapter6.png
https://viva.pressbooks.pub/app/uploads/sites/12/2020/02/Example8Chapter6.png
https://viva.pressbooks.pub/openmusictheory/?p=4083
https://viva.pressbooks.pub/openmusictheory/?p=4083
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Stylistic Periods

As you begin to study music theory, it will be helpful to have a basic familiarity with the ways in which
music theorists and musicologists historically periodize Western classical music. Time periods in the
history of this music are flexible, but having a general framework to group musical compositions with

certain stylistic similarities can be useful for musicians.

The following time periods, depicted in Example 14, are generally agreed upon by most musicologists:

* Medieval: c. 600-1400

* Renaissance: c. 1400-1600
* Baroque: c. 1600-1750

* C(lassical: c. 1750-1820

* Romantic: c. 1800-1910

* Post-tonal: c. 1900—present

Biodiceal  Rrwieoncc LIS m%
: : : :

{1} Ll 1500} | 6 170 | B 15 2

Example 14. A timeline depicting commonly accepted years for musical stylistic periods.

Online Resources

e Tutorial on Dynamics (Music Theory Academy)

e Tutorial on Dynamics (Lumen’s Music Appreciation)

¢ Dynamics Quiz (quizizz.com)
¢ Articulations (BBC)

¢ Articulations (libretexts.org)

e Tempo (BBC)

e Tempo (Music Theory Academy)

¢ Notes on Periodization in Musicology (Oxford History of Western Music)

¢ Historical Eras in Musicology (Naxos)

e Music Notation Style Guide (Indiana University)



https://www.musictheoryacademy.com/how-to-read-sheet-music/dynamics/
https://courses.lumenlearning.com/musicappreciation_with_theory/chapter/dynamics-and-dynamics-changes/
https://quizizz.com/admin/quiz/582cdc06d362ea52778e0761/dynamics-quiz
https://www.bbc.co.uk/bitesize/guides/zp4d97h/revision/2
https://human.libretexts.org/Bookshelves/Music/Understanding_Basic_Music_Theory_(OpenSTAX)/2%3A_Notation/2.3%3A_Style/2.3.2%3A_Articulation
https://www.bbc.co.uk/bitesize/guides/zs9wk2p/revision/1
https://www.musictheoryacademy.com/how-to-read-sheet-music/tempo/
https://www.oxfordwesternmusic.com/view/Volume1/actrade-9780195384819-div1-010008.xml
https://www.naxos.com/education/brief_history.asp
https://blogs.iu.edu/jsomcomposition/music-notation-style-guide/
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Assignments on the Internet

A. Dynamics, pp. 13—-17 (.pdf), and pp. 2—4, 18 and 22 (.pdf)

B. Articulations, p. 1 (.pdf)

C. Tempo, pp. 12, 21 (.pdf), and p. 13 (.pdf)

D. Structural Markers, p. 9 (.pdf)

E. Mixed Terminology, pp. 13-17, 23 (.pdf)
Assignments

1. Dynamics, Articulations, Tempi, Stylistic Periods, Structural Features (.pdf, .docx)

Media Attributions

Dynamics Scale © Nathaniel Mitchell is licensed under a CC BY-SA (Attribution ShareAlike) license
Crescendo and Decrescendo © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license
tempi © Nathaniel Mitchell is licensed under a CC BY-SA (Attribution ShareAlike) license

Stylistic Periods Timeline © Nathaniel Mitchell is licensed under a CC BY-SA (Attribution ShareAlike) license


https://static1.squarespace.com/static/51c35901e4b039fd32fd4191/t/57fbcc7bb3db2bf57a4d7d5a/1476119676956/Music+Theory+Packet+Level+3.pdf
https://www.crsd.org/cms/lib/PA01000188/Centricity/Domain/739/musical-terminology.pdf
https://www.crsd.org/cms/lib/PA01000188/Centricity/Domain/739/musical-terminology.pdf
https://www.crsd.org/cms/lib/PA01000188/Centricity/Domain/739/musical-terminology.pdf
https://www.sgasd.org/cms/lib/PA01001732/Centricity/Domain/172/Rhythm%206th%20-%20Fall%202018.pdf
https://www.crsd.org/cms/lib/PA01000188/Centricity/Domain/739/musical-terminology.pdf
https://www.crsd.org/cms/lib/PA01000188/Centricity/Domain/739/musical-terminology.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Other-Aspects-of-Notation-13.pdf
https://viva.pressbooks.pub/openmusictheory/wk-other-aspects-of-notation-13-2/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
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RHYTHMIC AND REST VALUES

Chelsey Hamm; Mark Gotham; and Bryn Hughes

KEY TAKEAWAYS

» Notes consist of several different components, including a notehead, stem, beam, and flag.

» Common note values include the whole note, half note, quarter note, eighth note, and sixteenth note.

* Common rest values include the whole rest, half rest, quarter rest, eighth rest, and sixteenth rest.

* British terms for note and rest values are different from American terms.

* A dot increases the duration of a note by half. Subsequent dots add half the duration of the previous dot.

* A tie connects two or more notes of the same pitch. Do not rearticulate any “tied to” notes.

Music is a temporal art—in other words, time is one of its components—so organizing time is essential
for Western musical notation. The next several chapters will focus on the temporal facets of rhythm and

meter, starting in this chapter with the basic note and rest values in this notation system.

Note Values

Broadly speaking, rhythm refers to the duration of musical sounds and rests in time. As you’ll recall in the

chapter titled Notation of Notes, Clefs, and Ledger Lines, notes may contain several different

components, as seen in Example 1:
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Beam

\
Stem +€J n 'h“':— Flag
(e

Notehead

Example 1. Noteheads with stems, beams and flags
labeled.

There are many common note values in Western musical notation. Note values are hierarchical; in other
words, their lengths are defined relative to one another. Each note value can be divided into two smaller
values, as seen in Example 2. Just as a whole pizza divides into two halves, four quarters, eight eighths,

etc., a whole note divides into two half notes, four quarter notes, eight eighth notes, and so on.

Whole

o N

Quarter J /\J
/NN
f . &

Eighth

Sixteenth ﬁ 'H
Thirty-second ﬁ ﬁ

Example 2. The relative relationships between common note values.
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Several additional aspects of Example 2 should be noted:

» Noteheads can be filled in (black) or unfilled (white); quarter notes and shorter durations are filled
in.
 Unfilled noteheads may or may not have a stem, but filled noteheads always have stems.

* Flags are only added to the stems of filled noteheads.

Additionally, there are three ways to decrease a note’s value by half:

* Adding a stem to a note (i.e., whole to half)
* Filling in a notehead (i.e., half to quarter)

* Adding a flag (i.e., quarter to eighth or eighth to sixteenth)

Open Music Theory privileges the North American names for note values, but it’s worth being familiar
with the British names as well (indicated in parentheses below). See Example 2 for a visual of each note

value.

* Whole note (semibreve in British English): this thick, unfilled oval shape has no stem. In many
compositions today, this is the longest note value used.

* Half note (minim in British English): also an oval, drawn with a slightly thinner line, and has a
stem. This note is half as long as the whole note (i.e., two half notes make up one whole note).

* Quarter note (crotchet in British English): looks like the half note, except that the notehead has
been filled in. This note is half as long as a half note (i.e., two quarter notes make up one half note)
and a quarter as long as a whole note (i.e., four quarter notes make up one whole note).

* Eighth note (quaver in British English): looks like the quarter note, except that a flag has been
added to its stem. This note is half as long as a quarter note (i.e., two eighth notes make up one
quarter note) and an eighth as long as a whole note (i.e., eight eighth notes make up one whole note).

* Sixteenth note (semiquaver in British English): looks like an eighth note, except that it has an
extra flag. This note is half as long as an eighth note (i.e., two sixteenth notes make up one eighth
note) and one sixteenth as long as a whole note (i.e., sixteen sixteenth notes make up one whole

note).



71 | RHYTHMIC AND REST VALUES

Symbol American name British name

o Whole note Semibreve
J Half note Minim

J Quarter note Crotchet

J) Eighth note Quaver

3 Sixteenth note Semiquaver

Note values shorter than the sixteenth note (thirty-second note, sixty-fourth note, etc.) are created by
adding extra flags. You may run into one additional, less common note value called the double whole note
(breve in British English; Example 3). Double whole notes are sometimes notated with only one line on
either side of the notehead. In older musical notation styles, the notehead appears more square than oval.

Double whole notes divide into whole notes (i.e., two whole notes make up one double whole note).

Mo

Example 3. A double whole note on a line.

Rest Values

Broadly speaking, rests refer to the duration of silences in music. Each hierarchical note value has a
corresponding rest value, as seen in Example 4. Like note values, each rest value can be divided into

two smaller values. Several additional aspects of Example 4 should be noted:

* Notice that a whole rest hangs down from a line while a half rest sits on top of a line. It may be
helpful to think of a whole rest as “heavier” than a half rest to remember that it hangs down;
likewise, a half rest resembles a top hat, so you can think of it as sitting on top of a line as if on a
person’s head.

* Practice drawing quarter rests carefully; many students find them difficult to draw.

* Adding a flag to a rest (i.e., eighth to sixteenth) decreases a rest’s duration by half.
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Whole ——
"\
.,

Half

Quarter 3 3
/\
"‘f
2

Sixteenth '? q
i

Eighth )

Thirty-second
Example 4. The relative relationships between common rest values.

Although rare, you may run across a breve rest (Example 5). A breve rest is equivalent in length to two

whole rests. It looks like a filled-in box and appears on the second space from the top.

EH |

Example 5. A breve rest.
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Dots and ties

Dots and ties allow rhythmic and rest durations to be lengthened. A dot is written immediately after a
note or rest, and it increases its duration by half (Example 6). For example, a quarter note is equivalent
in duration to two eighth notes; therefore, a dotted quarter note would be equivalent to three eighth notes.
Similarly, a whole note is equivalent to two half notes, so a dotted whole note would be equivalent to three
half notes. Multiple dots can be added to a duration, with each subsequent dot adding half the duration of
the previous one. For example, a double-dotted quarter note (i.e., a quarter note with two dots) is
equivalent in duration to a quarter note, eighth note, and sixteenth note added together. In other words, a

double-dotted note is 134 the duration of the original note.

J=J+.

J +

= ey

Example 6. The rhythmic breakdown of two dotted
notes and one double-dotted note.

it
[l

A tie is a curved line that connects two or more notes with the same pitch. Tied-to notes are not
rearticulated. In other words, ties are used to combine the durations of multiple notes. The tie connecting
the first two notes in Example 7 indicates that, when these half and quarter notes are played or sung, the
quarter note should not be articulated; in other words, the first note should be held for the duration of

three quarter notes instead of two. Another way to write this duration is as a dotted half note.

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https://viva.pressbooks.pub/openmusictheory/?p=57



https://viva.pressbooks.pub/openmusictheory/?p=57
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Example 7. A tie connects the first two notes.

You would be correct to think that a tie looks like a slur (see Other Aspects of Notation). The difference

between the two is that slurs connect notes of different pitches and indicate to play or sing the notes

tenuto, while ties connect notes of the same pitch to create a note with a longer duration.

Online Resources

¢ Note Durations (musictheory.net)

¢ Rhythmic Values (learnmusictheory.net)

¢ Note Values (Essentials of Harmony)
¢ Dots and Ties (YouTube)

¢ Dots and Ties (musictheory.net)

Assignments on the Internet

Rhythmic Equations with Whole and Half Notes (.pdf)

Rhythmic Equations with Half, Quarter, and Eighth Notes (.pdf)
Rhythmic Equations with Quarter and Eighth Notes (.pdf)

Rhythmic Equations with Quarter, Eighth, and Sixteenth Notes (.pdf)
Writing Notes and Rests, Rhythmic Equations, pp. 3-7 (.pdf)
Advanced Rhythmic Equations, p. 3 (.pdf)

Slurs and Ties (.pdf)

Q@mmUYnw >

Assignments

1. Note and Rest Values (.pdf, .docx)
2. Dots and Ties (.pdf, .docx)


https://www.musictheory.net/lessons/11
http://learnmusictheory.net/PDFs/pdffiles/01-01-04-RhythmicValues.pdf
http://essentialsofharmony.com/Basics/Rhythmic_Values.html
https://www.youtube.com/watch?v=kgF1eCz7-rE
https://www.musictheory.net/lessons/14
https://makingmusicfun.net/pdf/worksheets/it-all-adds-up-worksheet-three.pdf
https://makingmusicfun.net/pdf/worksheets/it-all-adds-up-worksheet-two.pdf
https://makingmusicfun.net/pdf/worksheets/it-all-adds-up-worksheet-four.pdf
https://makingmusicfun.net/pdf/worksheets/it-all-adds-up-worksheet-five.pdf
https://www.cornerstonecharter.com/ourpages/auto/2018/9/8/52864067/Music%20Theory%20-%20Note%20Duration%20Worksheet%20Packet.pdf
https://www.bgsu.edu/content/dam/BGSU/musical-arts/documents/Music-Theory-Placement-Exam-Theory-Worksheets.pdf
http://static1.1.sqspcdn.com/static/f/801966/20395336/1348462947917/Music-Theory-Worksheet-15-Ties-Slurs.pdf?token=CakCUnzLTjg7iTFOJHhUeiMJAIc%3D
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Rhythmic-and-Rest-Values-1.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Rhythmic-and-Rest-Values-1.docx
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Rhythmic-and-Rest-Values-2-1.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Rhythmic-and-Rest-Values-2-1.docx
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Media Attributions

Noteheads, Stem, Beam, Flag © Bryn Hughes is licensed under a CC BY-SA (Attribution ShareAlike) license
Rhythmic Values © OMT Ist Edition is licensed under a CC BY-SA (Attribution ShareAlike) license

A Double Whole Note © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license
Rest Values © OMT 1st Edition is licensed under a CC BY-SA (Attribution ShareAlike) license

Breve Rest © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license

Dotted Note Values © OMT lst Edition is licensed under a CC BY-SA (Attribution ShareAlike) license


https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
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SIMPLE METER AND TIME SIGNATURES

Chelsey Hamm; Kris Shaffer; and Mark Gotham

KEY TAKEAWAYS

* A beat is a pulse in music that regularly recurs.

» Simple meters are meters in which the beat divides into two, and then further subdivides into four.

* Duple meters have groupings of two beats, triple meters have groupings of three beats, and
quadruple meters have groupings of four beats.

* There are different conducting patterns for duple, triple, and quadruple meters.

* A measure is equivalent to one group of beats (duple, triple, or quadruple). Measures are separated by
bar lines.

» Time signatures in simple meters express two things: how many beats are contained in each measure (the
top number), and the beat unit (the bottom number), which refers to the note value that is the beat.

* A beam visually connects notes together, grouping them by beat. Beaming changes in different time
signatures.

* Notes below the middle line on a staff are up-stemmed, while notes above the middle line on a staff are

down-stemmed. Flag direction works similarly.

CHAPTER PLAYLIST

In Rhythmic and Rest Values, we discussed the different rhythmic values of notes and rests. Musicians

organize rhythmic values into various meters, which are—broadly speaking—formed as the result of

recurrent patterns of accents in musical performances.


https://open.spotify.com/playlist/7wFqS1zSEiUQ6YHdhghMB1
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Terminology

Listen to the following performance by the contemporary musical group Postmodern Jukebox (
Example 1). They are performing a cover of the song “Wannabe” by the Spice Girls (originally released
in 1996). Beginning at 0:11, it is easy to tap or clap along to this recording. What you are tapping along to

is called a beat—a pulse in music that regularly recurs.

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=3823#oembed-1

Example 1. A cover of “Wannabe” performed by Postmodern Jukebox; listen starting at 0:11.

Example 1 is in a simple meter: a meter in which the beat divides into two, and then further subdivides
into four. You can feel this yourself by tapping your beat twice as fast; you might also think of this as

dividing your beat into two smaller beats.

Different numbers of beats group into different meters. Duple meters contain beats that are grouped into
twos, while Triple meters contain beats that are grouped into threes, and Quadruple meters contain beats

that are grouped into fours.

Listening to Simple Meters

Let’s listen to examples of simple duple, simple triple, and simple quadruple meters. A simple duple
meter contains two beats, each of which divides into two (and further subdivides into four). “The Stars

and Stripes Forever” (1896), written by John Philip Sousa, is in a simple duple meter.

Listen to Example 2, and tap along, feeling how the beats group into sets of two:

them online here: hitps://viva.pressbooks.pub/openmusictheory/?p=3823#0embed-2

@ One or more interactive elements has been excluded from this version of the text. You can view

Example 2. “The Stars and Stripes Forever” played by the Dallas Winds.
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A simple triple meter contains three beats, each of which divides into two (and further subdivides into
four). Wolfgang Amadeus Mozart’s “Minuet in F major,” K.2 (1774) is in a simple triple meter. Listen to

Example 3, and tap along, feeling how the beats group into sets of three:

a One or more interactive elements has been excluded from this version of the text. You can view
them online here: hitps.//viva.pressbooks.pub/openmusictheory/?p=3823#o0embed-3

Example 3. Mozart's “Minuet in F major,” played by Alan Huckleberry.

Finally, a simple quadruple meter contains four beats, each of which divides into two (and further
subdivides into four). The song “Cake” (2017) by Flo Rida is in a simple quadruple meter. Listen to
Example 4 starting at 0:45 and tap along, feeling how the beats group into sets of four:

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: hitps://viva.pressbooks.pub/openmusictheory/?p=3823#o0embed-4

Example 4. “Cake” by Flo Rida; listen starting at 0:45.

As you can hear and feel (by tapping along), musical compositions in a wide variety of styles are governed
by meter. You might practice identifying the meters of some of your favorite songs or musical
compositions as simple duple, simple triple, or simple quadruple; listening carefully and tapping along is
the best way to do this. Note that simple quadruple meters feel similar to simple duple meters, since four
beats can be divided into two groups of two beats. It may not always be immediately apparent if a work is

in a simple duple or simple quadruple meter by listening alone.

Conducting Patterns

If you have ever sung in a choir or played an instrument in a band or orchestra, then you have likely had
experience with a conductor. Conductors have many jobs. One of these jobs is to provide conducting
patterns for the musicians in their choir, band, or orchestra. Conducting patterns serve two main purposes:

first, they establish a tempo, and second, they establish a meter.

The three most common conducting patterns outline duple, triple, and quadruple meters. Duple meters
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are conducted with a downward/outward motion (step 1), followed by an upward motion (step 2), as seen

in Example 5. Triple meters are conducted with a downward motion (step 1), an outward motion (step

2), and an upward motion (step 3), as seen in Example 6. Quadruple meters are conducted with a

downward motion (step 1), an inward motion (step 2), an outward motion (step 3), and an upward motion

(step 4), as seen in Example 7:

Example 5. A duple conducting
pattern.

Example 7. A quadruple
conducting pattern.
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Example 6. A triple conducting

pattern.

Beat 1 of each of these
measures is considered a
downbeat . A downbeat is
conducted with a
downward motion, and
you may hear and feel

that it has more “weight”

or “heaviness” then the other beats. An upbeat is the last beat of

any measure. Upbeats are conducted with an upward motion, and

you may feel and hear that they are anticipatory in nature.

Time Signatures

In Western musical notation, beat groupings (duple, triple,

quadruple, etc.) are shown using bar lines, which separate music into measures (also called bars), as

shown in Example 8. Each measure is equivalent to one beat grouping.

Measiire

Bar line

H

-

[ S

-

[

Example 8. Bar lines and measures.

In simple meters, time signatures (also called meter signatures) express two things: 1) how many beats are

contained in each measure, and 2) the beat unit (which note value gets the beat). Time signatures are

expressed by two numbers, one above the other, placed after the clef (Example 9).
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A time signature is not a fraction, though it may look

like one; note that there is no line between the two

numbers. In simple meters, the top number of a time

signature represents the number of beats in each o o o
measure, while the bottom number represents the beat
unit. Example 9. The two numbers (4 and 4) form a

time signature.
In simple meters, the top number is always 2, 3, or 4,
corresponding to duple, triple, or quadruple beat patterns. The bottom number is usually one of the
following:

» 2, which means the half note gets the beat.
* 4, which means the quarter note gets the beat.

8, which means the eighth note gets the beat.

You may also see the bottom number 16 (the sixteenth note gets the beat) or 1 (the whole note gets the

beat) in simple meter time signatures.

There are two additional simple meter time signatures, which are € (common time) and ¢ (cut time).

Common time is the equivalent of 2 (simple quadruple—four beats per measure), while cut time is the

equivalent of % (simple duple—two beats per measure).

Counting in Simple Meter

Counting rhythms aloud is important for musical performance; as a singer or instrumentalist, you must be
able to perform rhythms that are written in Western musical notation. Conducting while counting rhythms
is highly recommended and will help you to keep a steady tempo. Please note that your instructor may

employ a different counting system. Open Music Theory privileges American traditional counting, but this

is not the only method.

Example 10 shows a rhythm in a 2 time signature, which is a simple quadruple meter. This time

signature means that there are four beats per measure (the top 4) and that the quarter note gets the beat
(the bottom 4).

* In each measure, each quarter note gets a count, expressed with Arabic numerals—"1, 2, 3, 4.”
* When notes last longer than one beat (such as a half or whole note in this example), the count is held

over multiple beats. Beats that are not counted out loud are written in parentheses.
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* When the beat in a simple meter is divided into two, the divisions are counted aloud with the syllable
“and,” which is usually notated with the plus sign (+). So, if the quarter note gets the beat, the
second eighth note in each beat would be counted as “and.”

* Further subdivisions at the sixteenth-note level are counted as “e” (pronounced as a long vowel, as in
the word “see”) and “a” (pronounced “uh”). At the thirty-second-note level, further subdivisions add

the syllable “ta” in between each of the previous syllables.

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: hitps://viva.pressbooks.pub/openmusictheory/?p=3823

Example 10. Rhythm in 4/4 time.

Simple duple meters have only two beats and simple triple meters have only three, but the subdivisions

are counted the same way (Example 11).

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=3823

Example 11. Simple duple meters have two beats per measure; simple triple meters have three.

Like with notes that last for two or more beats, beats that are not articulated because of rests, ties, and
dots are also not counted out loud. These beats are usually written in parentheses, as shown in Example
12:

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=3823

Example 12. Beats that are not counted out loud are put in parentheses.


https://viva.pressbooks.pub/openmusictheory/?p=3823
https://viva.pressbooks.pub/openmusictheory/?p=3823
https://viva.pressbooks.pub/openmusictheory/?p=3823
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Example 13. An anacrusis.

When an example begins with a pickup note (anacrusis), your count will not begin on “1,” as shown in
Example 13. An anacrusis is counted as the last note(s) of an imaginary measure. When a work begins
with an anacrusis, the last measure is usually shortened by the length of the anacrusis. This is
demonstrated in Example 13: the anacrusis is one quarter note in length, so the last measure is only

three beats long (i.e., it is missing one quarter note).

Counting with Beat Units of 2, 8, and 16

In simple meters with other beat units (shown in the bottom number of the time signature), the same
counting patterns are used for the beats and subdivisions, but they correspond to different note values.
Example 14 shows a rhythm with a 2 time signature, followed by the same rhythms with different beat
units. Each of these rhythms sounds the same and is counted the same. They are also all considered
simple quadruple meters. The difference in each example is the bottom number of the time

signature—which note gets the beat unit (quarter, half, eighth, or sixteenth).

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=3823

Example 14. The same counted rhythm, as written in a meter with (a) a quarter-note beat, (b) a half-note
beat, (c) an eighth-note beat, and (d) a sixteenth-note beat.

Beaming, Stems, Flags, and Multi-Measure Rests

Beams connect notes together by beat. As Example 15 shows, this means that beaming changes
depending on the time signature. In the first measure, sixteenth notes are grouped into sets of four,

because four sixteenth notes in a 2 time signature are equivalent to one beat. In the second measure,


https://viva.pressbooks.pub/app/uploads/sites/12/2020/01/pickup.png
https://viva.pressbooks.pub/openmusictheory/?p=3823

83 | SIMPLE METER AND TIME SIGNATURES

4

however, sixteenth notes are grouped into sets of two, because one beat in a 3

time signature is only

equivalent to two sixteenth notes.

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: hitps://viva.pressbooks.pub/openmusictheory/?p=3823

Example 15. Beaming in two different meters.
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Example 16. Beaming makes rhythms easier to read by showing the beat unit.

Note that in vocal music, beaming is sometimes only used to connect notes sung on the same syllable. If
you are accustomed to music without beaming, you may need to pay special attention to beaming
conventions until you have mastered them. In the top staff of Example 16, the eighth notes are not
grouped with beams, making it difficult to see where beats 2 and 3 in the triple meter begin. The bottom
staff shows that if we re-notate the rhythm so that the notes that fall within the same beat are grouped
together with a beam, it makes the music much easier to read. Note that these two rhythms sound the
same, even though they are beamed differently. The ability to group events according to a hierarchy is an
important part of human perception, which is why beaming helps us visually parse notated musical

rhythms—the metrical structure provides a hierarchy that we show using notational tools like beaming.

Example 17 shows several different note values beamed together to show the beat unit. The first line
does not require beams because quarter notes are never beamed, but all subsequent lines do need beams
to clarify beats.


https://viva.pressbooks.pub/openmusictheory/?p=3823
https://viva.pressbooks.pub/app/uploads/sites/12/2020/01/withoutbeams.png
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Quarter notes are never beamed

-
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)
)
)

Eighth notes beamed together
to show quarter-note beat

Sixteenth notes beamed together
to show quarter-note beat

Mixed values beamed together
to show quarter-note beat

Example 17. Note values can be beamed together to show the beat unit. In
[latex]\mathit{"3_4}[/latex], eighth and sixteenth notes can be beamed together to show a
quarter-note beat.
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Example 18. Beaming with different stem directions.

The second measure of Example 18 shows that when notes are grouped together with beams, the stem
direction is determined by the note farthest from the middle line. On beat 1 of measure 2, this note is Es,
which is above the middle line, so down-stems are used. Beat 2 uses up-stems because the note farthest

from the middle line is the E4 below it.


https://viva.pressbooks.pub/app/uploads/sites/12/2020/01/beaming-beat-unit.png
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Flagging is determined by stem direction (Example

19). Notes above the middle line receive a down-stem

(on the left) and an inward-facing flag (facing right).

Notes below the middle line receive an up-stem (on the

right) and an outward-facing flag (facing left). Notes on

the middle line can be flagged in either direction,
Example 19. Flagging is determined by stem

usually depending on the contour of the musical line. .
direction.

Partial beams can be used for mixed rhythmic

groupings, as shown in Example 20. Sometimes these beaming conventions look strange to students
who have had less experience with reading beamed music. If this is the case, you will want to pay special
attention to how the notes in Example 20 are beamed.

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=3823

Example 20. Partial beams are used for some mixed rhythmic groupings.

Rests that last for multiple full measures are sometimes 4

notated as seen in Example 21. This example
indicates that the musician is to rest for a duration of

four full measures.

Example 21. A multi-measure rest lasting four
measures.

A Note on Ties

We have already encountered ties that can be used to extend a note over a measure line. But ties can also
be used like beams to clarify the metrical structure within a measure. In the first measure of Example
22, beat 2 begins in the middle of the eighth note, making it difficult to see the metrical structure.
Breaking the eighth note into two sixteenth notes connected by a tie, as shown in the second measure,

clearly shows the beginning of beat 2.


https://viva.pressbooks.pub/openmusictheory/?p=3823
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Hard to read: Easier to read:
Beat units unclear Ties clarify the beat
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Example 22. Ties and proper beaming help to clarify beats.

Online Resources

¢ Simple Meter Tutorial (musictheory.net)

¢ Video Tutorial on Simple Meter, Beats, and Beaming (YouTube)

¢ Conducting Patterns (YouTube)

¢ Simple Meter Time Signatures (liveabout.com)

¢ Video Tutorial on Counting Simple Meters (One Minute Music Lessons)

¢ Simple Meter Counting (YouTube)

¢ Beaming Rules (Music Notes Now)

¢ Beaming Examples (Dr. Sebastian Anthony Birch)

Assignments from the Internet

Time Signatures and Rhythms (.pdf)

Terminology, Bar Lines, Fill-in-rhythms, Re-beaming (.pdf)
Meters, Time Signatures, Re-beaming (website)

Bar Lines, Time Signatures, Counting (.pdf)

Time Signatures, Re-beaming, p. 4 (.pdf)

Fill-in-rhythms (.pdf)

Time Signatures (.pdf, .pdf)

Bar Lines (.pdf, .pdf, .pdf)

TQmmUYnw >

Assignments

1. Notes, Rests, Bar Lines (.pdf, .docx)


https://viva.pressbooks.pub/app/uploads/sites/12/2020/01/ties-clarify-beat.png
https://www.musictheory.net/lessons/15
https://www.youtube.com/watch?v=1Q7OyL-2cX0
https://www.youtube.com/watch?v=DdvHUJ88tao
https://www.liveabout.com/what-is-a-simple-meter-2455908
https://oneminutemusiclesson.com/blog/how-to-read-music-eastman-counting-system-simple-meters
https://www.youtube.com/watch?v=NHxVoGTdymY
https://www.musicnotes.com/now/musictheory/note-beaming-and-grouping-in-music-theory/
http://www.personal.kent.edu/~sbirch/Common/Encyclopedia/Rudiments/beaming_rules.htm
https://www.musicfun.com.au/pdf_files/time_signatures.pdf
http://web.pdx.edu/~jnewton/assignments/bas_mat_assignments/bas_mat_2_2.pdf
http://musictheory.pugetsound.edu/mt21c/BasicsOfRhythmPracticeExercises.html
https://www.gmajormusictheory.org/Fundamentals/Ch03.pdf
https://www.bgsu.edu/content/dam/BGSU/musical-arts/documents/Music-Theory-Placement-Exam-Theory-Worksheets.pdf
http://www.sheetmusic1.com/rhythm/circle.missing.note/circnote.pdf
http://www.sheetmusic1.com/rhythm/identify.time.sigs/idts1.pdf
http://www.sheetmusic1.com/rhythm/identify.time.sigs/idts.2.pdf
http://www.sheetmusic1.com/rhythm.barlines/rhythm.dbl/dbl3.pdf
http://www.sheetmusic1.com/rhythm.barlines/rhythm.dbl/dbl2.pdf
http://www.sheetmusic1.com/rhythm.barlines/rhythm.dbl/dbl1.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Simple-Meter-and-Time-Signatures-1-1.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Simple-Meter-and-Time-Signatures-1-1.docx
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2. Re-beaming (.pdf, .musx)

Media Attributions

Measures and Bar Lines © Nathaniel Mitchell is licensed under a CC BY-SA (Attribution ShareAlike) license
Time Signature © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license

Pickup Notes © Megan Lavengood is licensed under a CC BY-SA (Attribution ShareAlike) license

Notes Without Beams © Mark Gotham is licensed under a CC BY-SA (Attribution ShareAlike) license
beaming-beat-unit © Megan Lavengood is licensed under a CC BY-SA (Attribution ShareAlike) license
Stemming © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license

Flag Direction © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license
Multi-Measure Rest © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license

ties-clarify-beat © Mark Gotham is licensed under a CC BY-SA (Attribution ShareAlike) license


https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Simple-Meter-and-Time-Signatures-2.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Simple-Meter-and-Time-Signatures-2.mscz
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
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COMPOUND METER AND TIME
SIGNATURES

Chelsey Hamm and Mark Gotham

KEY TAKEAWAYS

» Compound meters are meters in which the beat divides into three and then further subdivides into six.

* Duple meters have groupings of two beats, triple meters have groupings of three beats, and
quadruple meters have groupings of four beats. You can determine these groupings aurally by listening
carefully and tapping along to the beat.

» There are different conducting patterns for duple, triple, and quadruple meters; these are the same in both
compound and simple meters.

» Time signatures in compound meters express two things: how many divisions are contained in each
measure (the top number), and the division unit—which note gets the division (the bottom number).

* Rhythms in compound meters get different counts based upon their division unit. Beats that are not
articulated (because they contain more than one beat or because of ties, rests, or dots) receive parentheses

around their counts.

CHAPTER PLAYLIST

In the previous chapter, Simple Meter and Time Signatures, we explored rhythm and time signatures in

simple meters—meters in which the beat divides into two and further subdivides into four. In this chapter,
we will learn about compound meters—meters in which the beat divides into three and further subdivides

nto six.


https://open.spotify.com/playlist/38gepJH1X5U19PF3Vsudgv?si=Xk1AI26VQNGeR6JSfiuk4g
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Listening to and Conducting Compound Meters

Compound meters can be duple, triple, or quadruple, just like simple meters. In other words, the beats of
compound meters group into sets of either two, three, or four. The difference is that each beat divides into

three divisions instead of two, as you can hear by listening carefully to the following examples:

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=4774#oembed-1

* “End of the Road” (1992) by Boyz Il Men is in a duple meter—the beats group into a two pattern.
Tap along to the beat and notice how it divides into three parts instead of two. If you further divide
the beat (by tapping twice as fast), you will feel that the beat subdivides into six parts.

* The second movement (Minuet) of Franz Joseph Haydn’s Sonata no. 42 in G Major (1784) is in a
compound triple meter. Listen for the groupings of three beats, each of which divides into three.

* Finally, a compound quadruple meter contains four beats, each of which divides into three. Listen to
“Exogenesis Symphony Part IIT” (2010) by the alternative rock band Muse. This is in a compound

quadruple meter; in other words, the beats are grouped into a four pattern.

In general, it is less common for music to be written in compound meters. Nonetheless, you must learn

how to read music and perform in these meters in order to master Western musical notation.

Review the conducting patterns for simple meters in the previous chapter, as they are the same for

compound meters.

Time Signatures

Measures in compound meters are equivalent to one beat grouping (duple, triple, or quadruple), just as
they are in simple meters. However, the two numbers in the time signature express different information
for compound meters. The top number of a time signature in compound meter expresses the number of
divisions in a measure, while the bottom number expresses the division unit—which note value is the

division. Example 1 shows a common compound-meter time signature.



Just like in simple meter, compound-meter time

signatures are not fractions (and there is no line

between the two numbers), and they are placed after
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the clef on the staff. In Example 1, the top number

(6) means that each measure will contain six divisions;

the bottom number (8) means that the eighth note is

the division. This means that each measure in this time

Example 1. Two numbers (6 and 8) form a

common compound meter time signature.

signature will contain six eighth notes, as you can verify

by examining Example 1.

In compound meters, the top number is always a multiple of three. Divide this number by three to find the

corresponding number of beats in simple meter: top numbers of 6, 9, and 12 correspond to duple, triple,

and quadruple meters respectively. In compound meters, the bottom number is usually one of the

following:

8, which means the eighth note receives the division.

* 4, which means the quarter note receives the division.

¢ 16, which means the sixteenth note receives the division.

The following table summarizes the six categories of meters that we have covered so far:

Simple or
Compound? Quadruple?

Duple, Triple, Beat Beat

Simple Duple 2 2
Simple Triple 3 2
Simple Quadruple 4 2
Compound  Duple 2 3
Compound  Triple 3 3
Compound Quadruple 4 3

Grouping Division

Example Time Signatures

[latex]\mathbf{"2_4} \quad \mathbf{"2_8} \quad
\mathbf {#2_2} \quad
\mathbf {*{\:2}_{16}}[/latex]

[latex]\mathbf{"3_4} \quad \mathbf{*3_8} \quad
\mathbf {*3_2} \quad \mathbf {*{\:3}_{16} }[/latex]

[latex]\mathbf{”4_4} \quad \mathbf{*4_8} \quad
\mathbf{"4_2} \quad \mathbf{"{\:4}_{16} }[/latex]

[latex]\mathbf{~6_8} \quad \mathbf{"6_4} \quad
\mathbf {*{\:6}_{16} }[/latex]

[latex]\mathbf{~9_8} \quad \mathbf{*9_4} \quad
\mathbf {*{\:9}_{16}}[/latex]

[latex]\mathbf {*{12}_{\:8}} \quad
\mathbf {*{12}_{\:4}} \quad
\mathbf {~{12}_{16} }[/latex]

Example 2. Categories of meters.
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Counting in Compound Meter

While counting compound meter rhythms, it is recommended that you conduct in order to keep a steady
tempo. Because beats in compound meter divide into three, they are always dotted. Beats in compound

meter are as follows:

» If 8 is the bottom number, the beat is a dotted quarter note (equivalent to three eighth notes).
» If 4 is the bottom number, the beat is a dotted half note (equivalent to three quarter notes).

» If 16 is the bottom number, the beat is a dotted eighth note (equivalent to three sixteenth notes).

In simple meters, the beat divides into two parts, the first accented and the second non-accented. In
compound meters, the beat divides into three parts, the first accented and the second and third
non-accented. The counts for compound meter are different from simple meter, as demonstrated in
Example 3, which is in §.

a One or more interactive elements has been excluded from this version of the text. You can view
them online here: hitps.//viva.pressbooks.pub/openmusictheory/?p=4774

Example 3. Counting in a compound duple meter.

In this time signature, each measure has two beats (6+3=2), indicating duple meter. Each dotted quarter
note (the beat) gets a count, which is expressed in Arabic numerals, like in simple meter. For notes that
are longer than one beat (such as the dotted half note in the fourth measure of Example 3), the beats
that are not counted out loud are still written in parentheses. Divisions are counted using the syllables “la”
(first division) and “li” (second division). As the final measure of Example 3 shows, further subdivisions
at the sixteenth-note level are counted as “ta,” with the “la” and “li” syllables on the eighth-note

subdivisions remaining consistent.

The third measure of Example 3 presents two of the most common compound-meter rhythms with

divisions, so make sure to review this measure carefully if you are not familiar with compound meter.

Please note that your instructor may employ a different counting system. Open Music Theory privileges

American traditional counting, but this is not the only method.

Example 4 gives examples of rhythms in (a) duple, (b) triple, and (c) quadruple meter. Just as with


https://viva.pressbooks.pub/openmusictheory/?p=4774
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simple meters, compound duple meters have only two beats, compound triple meters have three beats,

and compound quadruple meters have four beats.

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=4774

Example 4. (a) Compound duple has two beats, (b) compound triple has three beats, and (c) compound
quadruple has four beats.

Like in simple meters, beats that are not articulated because of rests and ties are written in parentheses
and not counted out loud, as shown in Example 5. However, because dotted notes receive the beat in
compound meters, dotted rhythms do not cause beats to be written in parentheses the way they do in

simple meters.

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=4774

Example 5. Beats that are not counted out loud are put in parentheses.

Counting with Division Units of 4 and 16

So far, we have focused on meters with a dotted-quarter beat. In compound meters with other beat units
(shown in the bottom number of the time signature), the same counting patterns are used for the beats

and subdivisions, but they correspond to different note values (Example 6).

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=4774

Example 6. The same rhythm written with three different beat units: (a) dotted quarter, (b) dotted half, and (c)
dotted eighth.


https://viva.pressbooks.pub/openmusictheory/?p=4774
https://viva.pressbooks.pub/openmusictheory/?p=4774
https://viva.pressbooks.pub/openmusictheory/?p=4774
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Each of these rhythms sounds the same and is counted the same. They are also all considered compound
triple meters. The difference in each example is the bottom number—which note gets the division unit

(eighth, quarter, or sixteenth), which then determines the beat unit.

Beaming, Stems, and Flags

In compound meters, beams still connect notes together by beat; beaming therefore changes in different
time signatures. In the first measure of Example 7, sixteenth notes are grouped into sets of six, because

six sixteenth notes in a g time signature are equivalent to one beat. In the second measure of Example 7,

6

sixteenth notes are grouped into sets of three, because three sixteenth notes in a | 6

time signature are

equivalent to one beat.

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: hitps://viva.pressbooks.pub/openmusictheory/?p=4774

Example 7. Beaming in two different meters.

When the music involves note values smaller than a quarter note, you should always clarify the meter with
beams, regardless of whether the time signature is simple or compound. Example 8 shows twelve

sixteenth notes beamed properly in two different meters. The first measure is in simple meter, so the notes
are grouped by beat into sets of four; in the second measure, the compound meter requires the notes to be

grouped by beat into sets of six.
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Example 8. Proper beaming is essential in both simple and compound meters.

The same rules of stemming and flagging that applied in simple meter still apply in compound meter. For
notes above the middle line, stems and flags point downward on the left side of the note, and for notes
below the middle line, stems and flags point upward on the right side of the note. Stems and flags on notes

on the middle line can point in either direction, depending on the surrounding notes.

Like in simple meters, partial beams can be used for mixed rhythmic groupings. If you aren’t yet familiar

with these conventions, pay special attention to how the notes in Example 9 are beamed.



https://viva.pressbooks.pub/openmusictheory/?p=4774
https://viva.pressbooks.pub/app/uploads/sites/12/2020/05/3-4_6-8.png
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@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=4774

Example 9. The most common partially beamed variations with a division unit of the eighth note.

Online Resources

* Compound Meter Tutorial (musictheory.net) (compound meter starts about halfway through)

* Video Tutorial on Compound Meters and Beats (YouTube) (start at 1:49 for compound meter)

¢ Compound Meter Counting and Time Siegnatures (John Ellinger)

¢ Compound Meter Counting (YouTube)

¢ Compound Meter Rhythmic Practice (YouTube)

¢ Compound Meter Beaming (Michael Sult)

Assignments from the Internet

A. Meter Identification (Simple and Compound) (.pdf,), and with Bar Lines (.pdf)
B. Meter Beaming (Simple and Compound) (.pdf), and pp. 4 and 5 (.pdf)

C. Time Signatures (Simple and Compound) (.pdf)

D. Counting in 6/8 (.pdf, .pdf, .pdf)

E. Time Signatures (.pdf, .pdf, .pdf)

F. Bar Lines (.pdf), and p. 2 (.pdf)
Assignments

1. Notes, Rests, Bar Lines (.pdf, .docx)
2. Re-beaming (.pdf, .musx)


https://viva.pressbooks.pub/openmusictheory/?p=4774
https://www.musictheory.net/lessons/15
https://www.youtube.com/watch?v=F3xsoi-NKw8&t=140s
https://people.carleton.edu/~jellinge/m101s12/Pages/06/06CompoundMeter.html
https://www.youtube.com/watch?v=W_hNLfLvLig
https://www.youtube.com/watch?v=ZhDq0JuytoU
https://www.guitarland.com/Music10/MusFund/Beaming/Beaming.html
https://www2.lawrence.edu/fast/BIRINGEG/media/theory_funds/pdf/ws05-meter_id_i.pdf
https://www2.lawrence.edu/fast/BIRINGEG/media/theory_funds/pdf/ws06-meter_id_ii.pdf
https://www2.lawrence.edu/fast/BIRINGEG/media/theory_funds/pdf/ws04-meter_drills.pdf
https://www.bgsu.edu/content/dam/BGSU/musical-arts/documents/Music-Theory-Placement-Exam-Theory-Worksheets.pdf
https://www2.lawrence.edu/fast/BIRINGEG/media/theory_funds/pdf/ws03-meter_sig_table.pdf
https://shedthemusic.com/progressive-compound-meter-1
https://shedthemusic.com/progressive-compound-meter-2
https://shedthemusic.com/progressive-compound-meter-3
https://drive.google.com/file/d/0B0ZI8di-pEDvbG95NHpOZDJKdkE/view
https://drive.google.com/file/d/0B0ZI8di-pEDvU0o2LWcta3F3NVU/view
https://drive.google.com/file/d/0B0ZI8di-pEDvRUtuRVBSV3lsZTg/view
https://www.guitarland.com/Music10/MusFund/Meter/Images/Gifs/BarlineWsNo2.GIF
https://s3.amazonaws.com/graceimmanuel.gracemusic/theory/worksheets/2.13.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Compound-Meters-and-Time-Signatures-1-1.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Compound-Meters-and-Time-Signatures-1-1.docx
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Compound-Meters-and-Time-Signatures-2.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Compound-Meters-and-Time-Signatures-2.mscz
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Media Attributions

Compound Meter Time Signature © Chelsey Hamm is licensed under a CC BY-SA (Attribution ShareAlike) license

Simple and Compound Beaming © Mark Gotham is licensed under a CC BY-SA (Attribution ShareAlike) license


https://creativecommons.org/licenses/by-sa/4.0/
https://creativecommons.org/licenses/by-sa/4.0/
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OTHER RHYTHMIC ESSENTIALS

Bryn Hughes; Mark Gotham; and Chelsey Hamm

KEY TAKEAWAYS

* A triplet is a type of tuplet in which a beat (or subdivision, or multiple beats) in simple meter is divided
into three parts. Notate a triplet by writing a 3 above the triplet rhythm.

* A duplet is a tuplet in which a beat (or subdivision) in compound meter is divided into two parts. Notate a
duplet by writing a 2 above the duplet rhythm.

* Hypermeter refers to the patterns of accentuation at the metrical level.

* Syncopation happens when there are off-beat rhythmic accents, which can be created by ties, dots, rests,

and/or dynamics.

Borrowed Divisions

Typically, a meter is defined by the presence of a consistent beat division: division by two in simple meter,
and by three in compound meter. Sometimes composers will use a triple division of the beat in a simple
meter, or a duple division of the beat in a compound meter; these rhythms are called tuplets. Triplets are a
type of tuplet in which a beat (or subdivision, or multiple beats) in simple meter is divided into three
parts. Triplets are sometimes thought of as “borrowed” from compound meter, because the beat in
compound meter is usually divided into three parts. A triplet is notated by writing the number 3 on top of

the triplet rhythm.

Triplets may occur at both any metric level, as seen in Example 1. In Example 1a, the triplet is at the
beat level—this is the most common use of a triplet. Example 1b shows a sixteenth-note triplet, which

is equivalent to one eighth note (the division in this time signature). Triplets also may occur across
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multiple beats, as seen in Example 1c. This triplet (notated with three quarter notes) takes up the space

of one half note.

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=63

Example 1. Triplets at (a) the beat level, (b) the subdivision level, and (c) the multi-beat level.

A duplet is a tuplet in which a beat (or subdivision) in compound meter is divided into two parts. Duplets

are notated by writing the number 2 on top of the duplet rhythm, as seen in Example 2.

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: hitps://viva.pressbooks.pub/openmusictheory/?p=63

Example 2. Notate a duplet by writing a 2 on top of the duplet rhythm.

Counting for tuplet rhythms is usually “borrowed” as well. For example, triplets are usually counted

1-la-1i, while duplets are usually counted 1-and, 2-and, etc.

Meter Beyond Measure (Hypermeter)

We have seen that beats are either accented or non-accented which was observed in the discussion of

conducting patterns in the previous two chapters (see Simple Meter and Time Signatures and Compound

Meter and Time Signatures). Hypermeter refers to groups of measures that form patterns of accentuation,

especially at faster tempos. In order to label patterns of accentuation across multiple measures, it can be
helpful to annotate the score with hypermetrical counts as in Example 3, which shows a reduced excerpt
from the “Scherzo” of Ludwig van Beethoven’s Symphony no. 9 (1824). While listening to Example 3,
try conducting along to the hypermetrical numbers in a quadruple pattern. By doing this, you will be able

to feel (and hear) which measures are more accented (1 and 3) and which are less accented (2 and 4).



https://viva.pressbooks.pub/openmusictheory/?p=63
https://viva.pressbooks.pub/openmusictheory/?p=63

OTHER RHYTHMIC ESSENTIALS | 98

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=63

Example 3. Eight measures of the “Scherzo” of Ludwig van Beethoven'’s Symphony no. 9 (1824) with
hypermetric counts.

Syncopation

Syncopation happens when there are off-beat rhythmic accents (see Rhythm and Meter in Pop Music for

more information), and as Example 4 shows, it can be created by ties, dots, rests, and/or dynamics. In
measure 1, the ties create the syncopation, while in measure 2, the rhythm is syncopated because of both
a dot and a tie. The sense of syncopation in measure 3 is created by the rests at the beginning of each
beat. In measure 4, while there is an eighth note on each division, the off-beat accents (dynamics) produce

syncopation.

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: hitps://viva.pressbooks.pub/openmusictheory/?p=63

Example 4. Different examples of syncopated rhythms.

Online Resources

» Triplets and Duplets (YouTube)

e Triplets (Hello Music Theory)

* Duplets (Hello Music Theory)

* Syncopation (Music Theory Academy)

» Syncopated Rhythm Practice (YouTube)



https://viva.pressbooks.pub/openmusictheory/?p=63
https://viva.pressbooks.pub/openmusictheory/?p=63
https://www.youtube.com/watch?v=il4us6273pU
https://hellomusictheory.com/learn/triplets/
https://hellomusictheory.com/learn/duplets/
https://www.musictheoryacademy.com/understanding-music/syncopation/
https://www.youtube.com/watch?v=eMS2E1cl990
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Assignments from the Internet

Counting Triplets, pp. 32-33 (.pdf)
Counting Duplets, p. 13 (.pdf)
Hypermetrical Numbers (.pdf)

©nwp>

Counting Syncopation (.pdf, website, .pdf)

Assignments

1. Triplets and Duplets, Hypermeter, Syncopation (.pdf, .docx)


https://secureservercdn.net/198.71.233.41/b97.3f2.myftpupload.com/wp-content/uploads/2017/12/Music-Rhythm-Worksheets.pdf
http://docshare02.docshare.tips/files/28962/289627797.pdf
https://cpb-us-e1.wpmucdn.com/blogs.uoregon.edu/dist/c/13088/files/2016/03/Week-1-Thursday-Worksheet-2bahvqe.pdf
https://shedthemusic.com/syncopated-eighth-note-rhythm-worksheet
https://studionotesonline.com/music-theory-worksheet-syncopation/
https://shedthemusic.com/progressive-compound-meter-3
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Other-Rhythmic-Essentials-1.pdf
https://viva.pressbooks.pub/app/uploads/sites/12/2021/10/WK-Other-Aspects-of-Notation-13.docx
https://open.spotify.com/playlist/6UZKSTdeu39AAjyjBSLUFE?si=0ee2d428938145a2
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MAJOR SCALES, SCALE DEGREES, AND
KEY SIGNATURES

Chelsey Hamm and Bryn Hughes

KEY TAKEAWAYS

* A major scale is an ordered collection of half and whole steps with the ascending succession
W-W-H-W-W-W-H.

* Major scales are named for their first note (which is also their last note), including any accidental that
applies to the note.

» Scale degrees are solmization syllables notated by Arabic numerals with carets above them. The scale
degreesare ] — 2 _3 _4—_5—_6—7-

» Solfege solmization syllables are another method of naming notes in a major scale. The syllables are do,
re, mi, fa, sol, la, and fi.

» Each note of a major scale is also named with scale-degree names: tonic, supertonic, mediant,
subdominant, dominant, submediant, and leading tone.

* A key signature, consisting of either sharps or flats, appears at the beginning of a composition, after a clef
but before a time signature.

* The order of sharps in key signatures is F, C, G, D, A, E, B, while the order of flats is the opposite: B, E,
A, D, G, C, F. In sharp key signatures, the last sharp is a half step below the tonic (the first note of a
scale). In flat key signatures, the second-to-last flat is the tonic.

* The circle of fifths is a convenient visual for remembering major key signatures. All of the major key

signatures are placed on a circle in order of number of accidentals.

A scale is an ordered collection of half and whole steps (see Half and Whole Steps and Accidentals to

review).
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Major Scales

A major scale is an ordered collection of half- (abbreviated H) and whole steps (abbreviated W) in the
following ascending succession: W-W-H-W-W-W-H. Listen to Example 1 to hear an ascending major
scale. Each whole step is labeled with a square bracket and “W,” and each half step is labeled with an
angled bracket and “H.”

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: hitps://viva.pressbooks.pub/openmusictheory/?p=82

Example 1. An ascending major scale.

A major scale always starts and ends on notes of the same letter name, one octave apart, and this starting
and ending note determines the name of the scale. Therefore, Example 1 depicts a C major scale

because its first and last note is a C.

The name of a scale includes any accidental that applies to the first and last note. Example 2 shows a Bb
(B-flat) major scale—not a B major scale, which would use a different collection of pitches. Note that the
pattern of half and whole steps is the same in every major scale, as shown in Example 1 and Example
2.

@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=82

Example 2. A B-flat major scale.

Scale Degrees, Solfege, and Scale-Degree Names

Musicians name the notes of major scales in several different ways. Scale degrees are solmization syllables
notated by Arabic numerals with carets above them. The first note of a scale is | and the numbers ascend
until the last note of a scale, which is also ] (although some instructors prefer ). Example 3 shows a D

major scale with each scale degree labeled with an Arabic numeral and a caret.


https://viva.pressbooks.pub/openmusictheory/?p=82
https://viva.pressbooks.pub/openmusictheory/?p=82
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@ One or more interactive elements has been excluded from this version of the text. You can view
them online here: https.//viva.pressbooks.pub/openmusictheory/?p=82

Example 3. A D major scale.

Below the scale degrees, Example 3 also shows another method of naming notes in a major scale: solfege
solmization syllables. Solfege (a system of solmization syllables) are another method of naming notes in a
major scale. The syllables do, re, mi, fa, sol, la, and ti can be applied to the first seven notes of any major
a repetition of the first note. Because do (]) changes depending on what the first note of a major scale is,
this method of solfege is called movable do. This is in contrast to a fixed do solmization system, in which

do (1) is always the pitch class C.

Each note of a major scale is also named with scale-degree names: tonic, supertonic, mediant,
subdominant, dominant, submediant, leading tone, and then tonic again. Example 4 shows how these

names align with the scale-degree number and solfege systems described above.

Scale Degree Number Solfege Scale Degree Name
[latex]\hat{ 1 }[/latex] do Tonic

[latex]\hat{2 }[/latex] re Supertonic
[latex]\hat{ 3 }[/latex] mi Mediant
[latex]\hat{4 }[/latex] fa Subdominant
[latex]\hat{5 }[/latex] sol Dominant
[latex]\hat{ 6} [/latex] la Submediant
[latex]\hat{ 7} [/latex] ti Leading Tone
[late