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Preface

When composers of serious music, in the early 1950s, began to explore areas far
beyond all traditional concepts, conventional notation soon proved insufficient
for dealing adequately with the new musical techniques and philosophies. The
invention of new notational signs and procedures thus became imperative.

As the musical experiments and innovations continued and spread, new nota-
tional devices proliferated. Moreover, experiments conducted simultaneously in
different parts of the world often brought forth identical signs for different ef-
fects, and vice versa.

After two decades of this disconcerting and ever-increasing deluge of new no-
tation, invariably accompanied by endless explanations and more or less idiosyn-
cratic instructions, communications from composer to performer had become
seriously impaired. It seemed the right time to take stock, examine the new in-
ventions for clarity and efficiency in practical use, select the devices that ap-
peared most universally satisfactory, eliminate duplications, and codify the
results in a practical guidebook.

In 1970, I proposed this plan to a number of individuals and organizations. As
a result, the Index of New Musical Notation was established, under my direction,
in the Music Division of the Library of the Performing Arts at Lincoln Center,
New York. (For details, see the Introduction and Appendix 2.)

The Index project was funded by the Rockefeller Foundation (with the New
York Public Library as sponsoring organization) and later also by the Ford Foun-
dation (with the Music Library Association as sponsor).

The resulting efforts culminated in an Intemational Conference on New Musi-
cal Notation, organized jointly by the Index project and the University of Ghent,
Belgium. At the conference, which was held in Ghent in 1974, eighty profes-
sional musicians, composers, music editors, and musicologists from seventeen
countries scrutinized and discussed close to 400 selected notational signs and
procedures presented by the Index project, and then voted on them. The present
book contains, as its nucleus, all those devices endorsed or recommended at that -
conference, along with a comprehensive, integrated presentation of traditional
notation, based on more than thirty years of editorial experience in the field.
Thus, virtually the entire arsenal of notation, old and new, of serious music in
the twentieth century is covered by this guidebook.

xiii



Introduction
—

New Music and New Notation

New notation has never been generated exclusively by new musical ideas. New
ideas are an integral part of composed music, at least in Western civilization, and
notational procedures have generally been sufficiently adaptable to cope with
them.

Only a fundamental break with established musical aesthetics and phitosophies
can bring about a commensurate notational change, and such profound upheavals
have occurred extremely rarely. In fact, there have been only three in all of West-
ern music history.

The first of these basic reorientations was the momentous shift from monody
to polyphony around A.p. 900. The notational consequences were epochal: the
vagueness of neumatic pitch notation was rendered obsolete and was replaced
with the intervallic precision of staff notation. And perhaps even more important,
the specificity of durations was introduced: mensural notation. Both of these in-
novations have remained indispensable elements of music notation ever since.

Centuries went by during which the linear predominance of early polyphony
gradually saw itself challenged by emerging vertical phenomena: chords and
chord progressions. During the fifteenth and sixteenth centuries, a perfect bal-
ance of the horizontal and vertical forces was achieved; but around the year
1600, chordal harmony took on a life of its own by becoming an independent
functional force capable of dominating the linear elements that had previously
reigned supreme.

Now the traditional partbooks, being purely linear, were no longer appropri-
ate, since they failed to capture the essence of the new music, the harmonic func-
tions. Thus the second major notational change came about: partbooks were
superseded by score notation because a score, showing all parts underneath each
other, enables the reader to follow not only the horizontal (melodic, linear)
aspects of a given composition, but also the vertical (harmonic) ones.

In the 1950s the third stylistic upheaval began to erupt, an upheaval which de-
veloped in two sharply contrasting directions. One of these was characterized by
an unprecedented increase in precision of every conceivable component of a
musical texture, with particular emphasis on formerly subsidiary elements such
as dynamics, timbre, pitch inflections (microtones), location of sound sources,

Xv
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and so forth. This trend also went far beyond the traditional note values, often
superseding the conventional geometric progression of 1, 2, 4, 8, 16, 32 . . .
with the arithmetrical 1, 2, 3, 4, 5. . . . Needless to say, traditional notation
could not cope with these new demands, and a host of new symbols and proce-
dures had to be devised to accommodate the new musical concepts.

The other stylistic trend rejected precision. Instead, it introduced deliberate
ambiguity, varying degrees of indeterminacy, choices between alternatives, im-
provisation, and the utilization of extraneous, unpredictable sounds and circum-
stances. All these required radically new notation, even to the abandonment of
conventional symbols and procedures altogether, in favor of ‘‘implicit
graphics,’’ because such graphics assure the greatest possibie interpretive free-
dom by drawing heavily on the performers’ contributive imagination and ingenu-
ity. Naturally, this trend not only called for new notational signs, but for an en-
tirely new attitude toward notation as such.

Considering that composers throughout Europe and America, as well as in
several countries of Asia, embraced the new musical trends and aesthetics, it is
not surprising that new notation, too, was invented everywhere with great aban-
don. As a result, musicians were soon engulfed in a chaotic deluge of notational
duplications, contradictions, and general confusion.

After about a decade of this anarchic proliferation, attempts were made to un-
ravel the notational maze by collecting, describing, and categorizing the new
signs.*

The most comprehensive of these efforts was Erhard Karkoschka's Das
Schriftbild der neuen Musik (Celle, 1966; English translation—Notation in New
Music—London and New York, 1972). Here we find the first major attempt to
classify not only the new signs, but also the underlying aesthetic approaches. In
addition there are evaluations of the various signs as to appropriateness, clarity
(or deliberate vagueness), and efficiency, and each sign is meticulously docu-
mented as to its source of origin.

Other collections followed. The most extensive American one is Howard
Risatti's New Music Vocabulary (1975, University of Illinois Press) and the
monumental, as yet unpublished, 20th Century Notation by Gardner Read.

All of these collections differ from one another in many ways, but they all
have one thing in common: whatever recommendations they contain represent
the personal opinions of their respective authors.

The present book—Music Notation in the Twentieth Century—is unique in
three crucial ways:

1. it is not a collection, but a compendium of selections;
2. these selections do not represent one person’s preferences, but are the
results of research done by the Index of New Musical Notation (a four-year

* One such early treatise was the author's own * ‘Problems and Methods of Notation, "’ written in 1962
(see Bibliography).
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project) followed by the deliberations and decisions of the International
Conference on New Musical Notation (Ghent, Belgium, 1974);

3. it does not treat new notation as a phenomenon apart from traditional
procedures, but integrates it into the total notational vocabulary of all seri-
ous music written in the twentieth century.

The Index of New Musical Notation and the
International Conference on New Musical Notation

In the early 1950s, when the first published examples of new musical notation ar-
rived from Europe, the author was chief editor of Associated Music Publishers,
Inc., New York, then the foremost American importer of European music. The
names of the new composers were still quite unfamiliar, but soon they were to
dominate the field: for example, Luciano Berio, Pierre Boulez, Sylvano Bussotti,
Roman Haubenstock-Ramati, Karlheinz Stockhausen. Shortly thereafter, similar
American efforts appeared, mainly in the works of Earle Brown* and Joh.» Cage.

The author became interested in these unprecedented manifestations, studied
and compared them, attended countless rehearsals and performances to find out
how they worked in actual practice, and eventually began to lecture and write
about new notational developments.

Writing and lecturing, however, were only one side of the coin. A much less
entertaining aspect was that the new notational deluge proved to be a serious hin-
drance to good performances. Many musicians who had been greatly interested
in new music began to resent the ever increasing profusion of notational ambigui-
ties, identical notation for different effects in different compositions, and totally
unexplained signs and procedures. Rehearsal time, being expensive, was lim-
ited, and performances were (and still are) all too often under-rehearsed and far
from what they should have been. Something had to be done.

In the author’s view, the most appropriate position in the musical spectrum
from which to effect practical improvements is that of the music editor. An editor
serves as the mediator between the composer who invents new notation and the
performer who must interpret it properly. A conscientious editor, one who in-
volves himself in the musical aspects of the scores under his care, can bring the
performers’ need for greater notational clarity to the atiention of the composer
and collaborate with him toward this goal. Conversely, he can elucidate to the
performer some of the composer's intentions and visions which may not be fully
realized in the notation. Musical notation, after all, is not an ideal method of
communication, utilizing, as it does, visual devices to express aural concepts.
But it is all we have.

* Actually, Earle Brown's efforts in this direction preceded Stockhausen's, even though the latter
generally is credited with being the originator of new notational procedures. /
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An editor's scope, however, is limited, since he deals primarily with the works
of composers who happen to be in the catalogue of his particular publishing
nouse. To overcome this proscription, the author initiated the Index of New
Musical Notation and located it in the Music Division of the Library of the Per-
forming Arts at New York's Lincoln Center, a context independent of any pub-
lishing interests. This enabled the staff of the Index project to examine any score
considered pertinent.

After conducting detailed notational analyses of a large variety of music con-
aining graphic innovations, and after categorizing and otherwise ordering the
indings, about 400 signs and procedures, chosen by statistical and evaluative
nethods, were submitted for discussion to the active participants of an Interna-
ional Conference on New Musical Notation, organized jointly by the Index proj-
:ct and the Belgian State University at Ghent, and held there in October of
1974.*

All new notational devices and procedures endorsed or recommended by the
Shent Conference are included in the present volume, along with many others
which could not be discussed in Ghent, but were dealt with subsequently in con-
;ultation with professional musicians in the U.S.

On the Inclusion of Traditional Notation

In spite of the new notational signs generated since the early 1950s, a major part
of our era’s music, whether *‘serious’’ or not, has been, still is, and probably will
continue to be written either entirely by means of traditional notation or with a
mixture of old and new signs and procedures. It is for this reason that traditional
notation has been included in this guidebook.

Elementary rules and practices, however, will not be found here. It is assumed
that those who wish 1o use this book are familiar with the rudiments of traditional
notation. What has been admitted are the less obvious features: matters of proper
beaming, stemming, and spacing, irregular durational divisions, the proper posi-
tion of marks of articulation, dynamics, and phrasing, the correct note values for
tremolos, and even a few purely graphic fine points. In the past, such details
were rarely if ever taught, but in the music of our era they have become increas-
ingly important for two quite separate reasons.

First, since music during the last few decades has grown to unprecedented
complexity, in addition to operating according to many new and radically uncon-
ventional aesthetic concepts, notation—old and new—has been strained to its ut-
most capability to meet these challenges. Consequently, each and every nota-
tional symbol must be drawn with greater precision and consistency than used to
be necessary, because in present-day music any graphic deviation from conven-
tion may constitute not simply an accidental flaw, but a deliberate and meaning-

* For details of the operation of the Index project and the International Conference, see Appendix 2.
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ful variant! In other words, awkward or amateurish imperfections—imegularities
which were hardly noticed in former times—have become serious impediments
to a clear and proper interpretation of new compositions. One should never forget
that notation is the composer’s only means of conveying his ideas to the per-
formers: it must be as explicit as possible. (Even if ambiguity or total freedom is
intended, the signal for it must be explicit.)

Second, music publishers, for economic reasons, are increasingly given to is-
suing facsimile reproductions of the composer’s manuscript, rather than en-
graved (or equivalent) editions. It is not at all infrequent, therefore, that a pub-
lisher, in determining whether to publish a work or not, will be influenced by the
graphic quality and notational professionalism of a manuscript, rather than exclu-
sively by its musical content. *

Performers, too, look more closely now at composers’ ways with notation,
since any unconventionality is likely to divert a performer’s attention from in-
stant perception and interpretation of the notation he sees before him. Even if he
is not actuaily aware of what is wrong with the notation he sees—what the ir-
regularities and flaws really consist of—he will react subconsciously to any vis-
val difference from the standards which have conditioned his reflexes through-
out his musical life. He is forced to make adjustments and corrections in his mind
during the minute interval between perceiving the symbol and producing the
desired effect. It can make him hesitate, even a little, and can slow down the pro-
cess of learning a piece, thus quite possibly leading to a poorer performance than
needs be.

To sum up, then, the meticulous observance of the rules and conventions of
traditional notation (rules often ignored by, or not even known to many com-
posers and performers) will increase the effectiveness of a composer’s entire no-
tational repertory, old and new. And thus it will improve his ability to com-
municate his intentions to the performer, which will most certainly result in
better, more accurate, and more enjoyable performances.

The traditional rules and conventions included here have not been treated sepa-
rately from the new notational signs and procedures. Most of them, however, ap-
pear within the first section of the book, which covers general categories of nota-
tion, and only occasionally in the second section, which deals with notation for
specific instrument families, the voice, and electronic sounds.

* See Facsimile Reproductions, Appendix 3.
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1. General Conventions

4bbreviations and Symbols

irpeggio

a. Arpeggio Sign
8. Direction
c. Rhythm
D. Speed
€. Non Arpeggio

triiculation

3arlines
A. In Music for Individual
Instruments

B. In Chamber and Choral Scores
. n Orchestra and Band Scores
. Vertical Alignment of Barlines
. Dotted Barlines
. Double Barlines
. Final Barlines

Repeat Bars, see page 34

Mmoo N

Jeams

A. Beam Thickness

8. Space berween Beams

c. Beam Positions in the Staff

3. Beams in Two-Siaff Notation
€. Extended and Bridging Beams

Jurational Equivalences
see page 127

dynamics

\. Dynamic Balance/Dynamic Levels

3. Fluctuating Dynamics

>. Levels of Prominence of Musical
Materials

). Niente

:. Note-Size Dynamics

f. Subito Changes of Dynamic Levels

VBB YNDA D A A Aaww W

—
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19

Glissandos

A. Note-to-Note and Note-to-Rest
Glissandos

B. Open-Ended Glissandos

C. Curved or Undulating Glissandos

D. Quick, Short Slides (Portamento)

E. Compound Durations of
Glissandos

Grace Notes

Horizontal Lines

A. Staff-Lines

B. Grids

C. Solid Lines, Brackets, and Arrows
D. Dotted or Broken Lines

E. Wavy Lines

Instructions

Irregular Note Divisions:
Graphic Characteristics
A. Brackets versus Slurs in Unbeamed
and Partially Beamed Groups
B. Beamed Groups
Irregular Note Divisions within
Regular Groups of Notes
. Irregular Note Divisions within
Irregular Groups of Notes
. Horizontal Locations of Numerals
and Brackets

o

m

Leger Lines

Note-Heads
A. Shapes
B. Uses of Different Shapes

Placement of Dynamics and
Other Verbal Indications

26

26
27

28

28

GENERAL CONVENTIONS 13

A. Dynamics 31 A. The Different Meanings of Slurs s
B. Tempo Indications 32 B. The Notation of Slurs and Ties 36
C. Plaving Instructions 32

Placement of Rests Spacings, Positions, and Sizes

see page 133 (Miscellaneous) 44
A. Opening Measures (in Traditional

Repeats 33 Notation) 44

A. Repeated Articularion (Simile) 33 B. Clef Changes 46

B. Repeated Chords 33 c. Time Signarure Changes 46

c. Repeated Measures 33  D.The £nd of a Line 46

. Repeated Pairs of Measures 34  E. Accidentals 46

E. Repeated Sections 34  F. Notes and Rests 46
Runnin A

g Heads 35 Stems 47

Slurs and Ties: A. Stem Lengths 47

Phrasing/Bowing/Breathing 35 . Stem Directions 49

Abbreviations and Symbols

All abbreviations included in this book appear in the pertinent sections. For other
abbreviations, current music dictionaries should be consulted (see Bibliography).

Most abbreviations suggested in this guide were chosen according to the fol-
lowing criteria:

If possible, the abbreviation should be applicable to several major languages,
such as n. = niente (ltalian), nothing (English), or nichts (German).

The abbreviation must not be misleading from language to language. For ex-
ample, the abbreviation of an English term must not be similar to the abbrevia-
tion of a word with a different meaning in another major language. Thus, the ab-
breviations Tromb. or Trb. for Trombone might confuse Italian musicians
because they could mean Tromba. Less ambiguous choices, therefore, are Thn.
and Trbn., which also serve (though perhaps not ideally) to convey the Italian
and French terms. Similarly, Cor. for Cornet is too close to the French Cor and
the Italian Corno. As a result, Cr. was chosen for the English term Cornet, and
while it may not immediately convey Kornett to a German, it will not indicate a
different instrument either.

Arpeggio

A. Arpeggio Sign
An ordinary arpeggio sign is generally taken to mean that the notes are to be
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rolled upward, and that the arpeggio begins before the beat, with its last note fall-

ing on the beat: ng

If the arpeggio is to begin on the beat, this must be indicated verbally, or the ar-
peggio must be written out.

B. Direction
If precise directional indications are desired, arrowheads should be added at
the top or bottom, respectively, of the arpeggio sign: o
I

If rapid successions of up and down rolls are wanted (for example, in guitar or
harp music), the following arpeggio sign should be used:

p— .

-5
C. Rhythm

Slow arpeggios and arpeggios in rhythmic patterns must be written out.
D. Speed

Arpeggios with increasing or decreasing speed are best notated with ac-
celerando or ritardando beams:

—
_ e

P I

4 {
AN

E. Non Arpeggio

If individual arpeggio signs are replaced by the instruction sempre arpeggio,
a vertical square bracket or the instruction non arpeggio must be used when the
chords or intervals are to be played together again:

sempre arpeggio
g 1 1 N [ |  nomapegslo
L o

Articulation

The traditional signs of articulation are imprecise and progress abruptly, whether
from slight to heavy accents or from staccatissimo to molto tenuto. Yet none of
the numerous proposals for improvement have found wide enough acceptance so
far to warrant endorsement. Traditional signs remain the most frequently em-
ployed and most universally understood, except for a few additions from Schoen-
berg’s Suite for Piano, Op. 25, and other sources, intended to fill the gaps in the
traditional succession:
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light staccato (for staccatissimo, use
J r the staccato dot and the indication
staccatissimo or staccatiss.)

hard, heavy staccato (sometimes
called staccatissimo, but see above)

-.
— -

unaccented (weak beat)

o _.C
18

strong beat

normal accent

' . «
TR» TTRY T e

strong accent

<

tenuto

1
i 1}

strong tenuto

1%

accented tenuto

Ve
—wiy T

r non legato (brief tenuto)

o«

i -

The proper positions of these signs inside or outside the staff are governed by
certain conventions.

The following signs should always appear outside the staff (except the tenuto
lines):

v Vv . R A o s . Sz

v i1 Mm™ PR O A}y 2 { $ ™ > >= } ™
“T l T ] T A2 l T = : ‘ ¥ = ; [
v > v < =

The following signs depend on the note-heads or stem~-ends for their positions
inside or outside the staff:

* This accent almost always appears outside the staff.
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Staccato dots are one or 1% spaces from the center of the note-head, depend-
ing on whether the note-head is in a space or on a line. For note-heads outside the
;taff, the staccato dots should never be closer than one full staff-space from the
center of the note-head.

Tenuto lines are spaced like staccato dots, and in combinations of tenuto lines
ind staccato dots (non legato) the distance between the dot (which is closest to
he note-head) and the line is one staff-space.

In double-stemmed notation, staccato dots and tenuto lines should appear as
shown:

Although accents are usually placed outside the staff, there are situations when
it is necessary or desirable to place an accent inside the staff, in which case it
should appear in a space rather than on a line and should never be closer to the
note-head than a fourth: 2N /[

23

T
)

or

Articulation signs on whole notes are centered above or below the note(s), as if

the notes had stems: . N

Articulation signs in combination with slurs and ties: see Slurs and Ties in
Combination with Articulation Signs, page 42 ff.

Embouchure and tonguing indications: see Woodwinds and Brasses, pages
192 and 204,

Phrasing: see Slurs and Ties: Phrasing/Bowing/Breathing, page 35 ff.

See also the listings of the various instruments and voice for specific effects
and their notation.

Barlines

A. In Music for Individual Instruments

Harp: the barlines connect both staves.

Organ: the barlines connect only the manual staves; the pedal staff is barred
separately, except at the beginning of each line; there, the curved brace covers
the two manual staves only, while the straight line that follows must always con-
nect all three. (See also page 274.)

Piano: the barlines connect both staves. If more than two staves are needed, it
may be advantageous to bar the right- and left-hand staves separately, the musi-
cal texture permitting. (This does not, however, affect the brace at the beginning
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of each line: while each of the two hands might have its own curved brace, the
straight line that follows must always connect all staves.) (See also page 257 ff.)
One-staff instruments and voice: added staff-lines for unpitched or unvoiced
effects should have short barlines not connected to the barlines of the pitched
staff, except at the beginning of the line.
Percussion: Most individual percussion instruments, from snare drum to
marimba, will fit one or another of the situations listed above.

B. In Chamber and Choral Scores

One solo (instrument or voice) with accompaniment: the solo staff should be
barred separately.

More than one solo with accompaniment: each solo staff should be barred sep-
arately.

Duos, trios, quartets, etc., consisting of instruments notated on single staves
(such as string quartets or woodwind quintets): all staves should be barred
together. In cases of a single nonfamily member (clarinet quintets, for example),
the nonmember generally is barred separately. If a piano or other two-staff in-
strument is included (e.g., a piano trio), it must be barred separately. In such
cases the other instruments are often barred separately too.

Vocal or choral ensembles: each staff must be barred separately, although
choral music is occasionally barred together when condensed onto two staff-lines
(see ** below).

Percussion: since percussion groups change from piece to piece, the only gen-
eral suggestion one can advance is to keep in mind the procedures listed above
when deciding how to handle single-line, single-staff, and two-staff instruments,
whether singly or in groups. It is generally not advisable to bar different kinds of
percussion instruments, notated on separate lines, together. (For a more detailed
discussion, see Percussion, page 215 ff.)

C. In Orchestra and Band Scores

Instrumental families should be barred together as follows:

Orchestra scores: woodwinds; brasses; percussion;* harp(s); keyboard(s) (each
harp and/or keyboard instrument separately); instrumental solo(s);** vocal
solo(s); chorus;** strings (see sample score on page 171).

Band scores: flutes and double reeds; clarinets; saxophones; brasses (some-
times subdivided); string bass; percussion* (see sample score on page 174).

*If there is a great deal of percussion, it should be subdivided into pitched (staff-notated) instruments
and unpitched ones (those generally notated on single lines), and the barlines should show such
groupings. (See also Percussion, Score Order, page 215 ff.)

** Vocal parts and instrumental solos are barred separately. If the fuil score includes a chorus, it is
best (the musical texture permitting) to condense it onto two staves and to bar the two staves
together, regardless of the barlines’ possible interference with the text. Such an arrangement makes
the total picture clearer for the conductor.
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N.B.: Some contemporary scores contain relatively large numbers of unconven-
tional instruments or are structured according to principles that ignore or contra-
dict conventional concepts. These must, of course, be barred according to such
unconventional instrumentations or ideas, but in general it is best, if for none
other than practical reasons, to adhere to conventional setups.

D. Vertical Alignment of Barlines

An exact vertical alignment of the barlines in single-line parts and, to a lesser
degree, in double- and triple-staff music (piano, harp, organ, etc.) can be confus-
ing to performers, especially in relatively uniform-looking music. It is therefore
advisable to create, if necessary, very slight irregularities in the horizontal spac-
ing of the music so that the barlines will not fall directly above or below one
another:

Poor alignment—barlines coincide

’ 1 . T _‘I[r ¥
T | 2RI N i - y1 L«' ! ¥ | 4

= oo o —ngilp oo eps 1o p s as et
%&L&tﬂ—w—wv&*

Correct all'gnment—barlines do not coincide

E. Dotted Barlines )
Dotted barlines, : or i, are used for subdividing complicated meters, such as:

$0) i DT L D

and in new editions of old music to distinguish between the original barlines
(solid lines) and those added by the editor (dotted lines).

F. Double Barlines (two regular barlines)

]. AT METER CHANGES

In the past, meter changes occurred so rarely that double barlines were placed
before each new time signature to alert the performer. With the increase in meter
changes in more recent music, this practice has largely been abandoned, and
double barlines should no longer be used at meter changes.
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2. AT TEMPO CHANGES
Double barlines should be used at tempo changes unless such changes occur

very frequently, in which case double barlines should be used only at structurally
significant divisions.

3. OTHER USES
Double barlines should be used chiefly between major sections of a move-
ment, i.e., before and after a trio section, between variations, etc.

G. Final Barlines (one regular and one heavy barline)
These appear at the end of a composition or movement.

H. Repeat Bars (final barlines with repeat dots)
See Repeated Sections, page 34 f.

Beams

A. Beam Thickness

The thickness of a beam should be equal to half a staff- -space. This is important
because a musician’s eye is so accustomed to this thickness (due to more than
100 years of standardized engravers’ tools) that the slightest variation can inhibit
perception. (Most musicians are not even aware of these minute variations; they
react subconsciously.) There can be circumstances, however, which make it
desirable or even necessary to reduce (never increase!) the thickness of the
beams, as explained in the following paragraph.

B. Space between Beams

When two or more beams are used, the engravers’ rule is that the space be-
tween beams should be a quarter of a staff-space (see the first example below). In
hand-drawn (autographed) music, there is always a danger that such narrow
spaces may fill in. Some autographers therefore widen the space to half a staff-
space, but this is not a good solution because the beams then take up too much
vertical space, especially in groups of three or more (see the second example).
The best compromise is to reduce the thickness of the beams slightly (see third
example) and adhere to the engravers’ rule:

Good Poor Acceptable compromise

C. Beam Positions in the Staff

/. HORIZONTAL BEAMS
a. SINGLE BEAMS
In upstemmed groups, the beam either hangs from a line or straddles it, ex-
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cept when the notes are in the second space, in which case the beam lies on the
top line (see *):
L]

T T T L ey pe—

S ==e===

In downstemmed groups, the beam either lies on top of a line or straddles it,
except when the notes are in the third space, in which case the beam hangs from
the bottom line (see *):

ittt

) Svagaams 3 1 1
) S— ) S | 1 b 1 }
nd

= R
. g ~* ledger line

In the last pair of notes (**), the beam straddles an imaginary leger line.

N.B.: Beams should never be centered between two staff-lines, since the very
narrow spaces remaining between the beam and the staff-lines are almost sure tc
fill in:

Incorrect

b. TWO OR MORE BEAMS

The rules for single-beam positions given above also apply to double and
multiple beams: the outside (primary) beam either hangs from a staff-line (up-
stems), lies on a line (downstems), or straddles a line (either stem direction).
The inner (secondary) beam(s) are governed by the position of the primary

beam:
o o A ..

»
1

HH4y
™

Y
)
1

106
' ._.‘r

B e e o e o
Concerning the lengths of stems, see page 47 f.

2. SLANTING BEAMS

a. SINGLE BEAMS

The engravers’ rules for the proper slanting angles of beams are too complex
to permit inclusion in this list of general guidelines.! A widely followed com-
promise is to use horizontal beams most of the time, and to slant the beams
only for wide skips, broken chords, and similar extreme cases. Even in these
latter situations, however, the beams should slant as little as possible—not
more than one staff-space—and they should slant around a staff-line

1 For detailed information (including, for example, charts with close to 300 different two-note single-
beam slants alone!) see The Art of Music Engraving and Processing by Ted Ross, pages 104 ff.
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~?E;j: , rather than from one line to another xE—F?. The reason for avoid-
ing line-to-line slants is that they form narrow triangles or wedges between the
beam and the staff-lines (see left example below), which are likely to fill in
(see example below, right):

wedge - g wedge if:g. __ﬁ:z

The wedges filled in

it

Line-to-line slants

Note also the differences between manuscript and engravers’ slants:
Manuscript slants

S = == ;,-r*“Fiﬁi
=E = /= === =

l4space no slant
slant

Ad

-space slant whole-space slant
Engravers’ slants

When the notes move along an irregular path, the beam should slant according
to the general trend of the notes (but at a shallower angle) or not slant at ali:

.
== .~ Pfehert
1 1 1
s S = |

b. DOUBLE BEAMS (TWO BEAMS)
The above also applies to double beams, especially the caveat that the space
between the two slanting beams should not cross a staff-line:

"3

=N =
5 -

Correct Incorrect

¢. THREE OR MORE BEAMS
Unlike the situation for horizontal beams, the spaces between three or more
slanting beams are generally widened to half a staff-space to avoid wedges:

= =SE

Correct Incorrect
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If such slanting beams occur outside the staff, normal spacing (i.e., one quarter
of a staff-space between beams) is used:

3. FRACTIONAL BEAMS

Fractional beams are used for the individual shorter notes within a beamed
group. They should be as long as the note-head is wide and must point toward the
note of which they are a fraction, usually a dotted note:

= N
- . #.:i: ;. - —-—
L = - —

———

—

I

i

Fractional beams also occur without complementary dotted notes:
e

- n--——=:- _'
E S—— -
N—

In cases of syncopation, fractional beams must point in the direction of the syn-

copated note:
SR ITTT31 (3 I3730)

Correct Incorrect

This last parenthetical notation is wrong in g because the incorrectly placed
first fractional beam suggests that the sixteenth is rhythmically grouped with the
preceding eighth, whereas it is not. It would be correct if the time signature were

binary(l%):
6 373 e & 33

For details of proper rhythmic beaming, see Duration and Rhythm, page 110 ff.
For stem directions in beamed groups, see Stems, page 50.

D. Beams in Two-Staff Notation

In two-staff notation the notes of a beamed group may be placed in the upper
and lower staff, with the beam between the staves.

. IDENTICAL TIME-VALUES THROUGHOUT THE BEAMED GROUP

(i

o]

e
Ad
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There seems to be no rule conceming the horizontal spacing of the note-
heads versus that of the stems. The best procedure is to arrive by eye at a
judicious compromise or disregard stem spacing altogether.

2. DIFFERENT TIME-VALUES

Shorter time-values naturally necessitate additional beams. These should be
placed above or below the basic beam(s), depending on whether the note-head of
the first shorter time-value points up or down. Since this notation is sometimes
rather complex, the following step-by-step procedure is suggested:

The rhythm to be notated is [ T3 , i.e., a long note followed by shorter ones (in
this case two).
Step 1. write the notes and draw only the basic or primary beam:

FUHT Ll’j rJr

Step 2: add the additional beam above or below the basic beam on the note-
head side of the first shorter value:

Koty

If Step 2 is not followed, beam corners (see circles) result, which should

Ly g Ly

Incorrect

If a beamed group begins with short notes which are followed by longer ones,
the rules become more elusive,* but one consideration persists—if possible,
beam corners should be avoided, as follows:

(ﬁ'r ('FU F?‘r .Fé'r

added beam added beam (beam corners are encircled)
below above

Correct Incorrect

*Unlike the complex rules of beam slants, one finds practically no directions on these beaming
problems in English-language manuals.
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If beam corners cannot be avoided, they should appear at the end, rather than
at the beginning of the faster notes:

([ tf o ol
o I Jo J f“ Js

Correct Incorrect

(The arrows show the beam corners.)

i Ay o i

To repeat: the rule is to avoid beam corners.

3. METRIC DIVISIONS OR BEAT-UNITS IN GROUPS OF SIXTEENTH NOTES

These are indicated by interrupting the second beam wherever the metric
division occurs. When the second beam returns, the note-head position of the
first note determines whether the beam should be drawn above or below the basic
beam (i.e., the one which continues throughout the group):

4. METRIC DIVISIONS OR BEAT-UNITS IN GROUPS OF THREE OR MORE

BEAMS
The basic beam(s) must be either on the top or bottom, rather than in the

middle, in order to avoid beam corners:

ddd,

\f )

PE L . PEEY
no division connecting connecting wrong (beam cor-
double bearn single beam ners are encircled)

(For beaming in vocal music, see Voice, Beams versus Flags, page 293.) A more
detailed discussion of metric/thythmic beaming will be found in Duration and
Rhythm, Beaming, page 110 ff.
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E. Extended and Bridging Beams

/. SIMPLE BEAM EXTENSIONS AND BRIDGES

In music of metric/rhythmic complexity it is helpful to notate syncopated en-
trances (phrases beginning off the beat, or notes in off beat position) by extend-
ing the beam(s) leftward to the nearest beat:

e -

Similarly, if the beat-unit ends with one or more rests, the beam(s) should be ex-
tended to the right: 3

o — S,
EEEE = = 4
Finally, the beam(s) should bridge rests appearing within a beat-unit:

ES=SiR-Eiscs

N.B.: The rests as well as the beams may have to be adjusted slightly up or down
to prevent them from touching each other.

2. BEAM EXTENSIONS AND BRIDGES WITH STEMLETS

Everything suggested above can be notated even more clearly by adding very
short stems (stemlets) to the beam extensions or bridges wherever they cover
rests.

3
_u__,_:__;—q PO I o o B — gy e owee
I b Y
_Lull‘ll}‘l‘ =l‘l p‘;ﬂ
B R SRR e T R e e
S5 1=mn ==
3 5

Note that rests or beams may have to be raised or lowered even more than in
notation without stemlets, to assure sufficient space between rests and stemlets.
Note also that the first group of the second measure of this example can not be
notated without stemlets, because this would result in unattached second beams,

which is not considered proper notation: %—E}

(The following notation, all too often employed, should not be used, since it
robs the beam of its proper function of indicating time-values: :j"? )

The positioning of rests and the shortness of the stemlets are of particular im-
portance in eighth rests, because their *‘buttons,"" especially if hand-drawn and
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slightly enlarged, may at first glance look like note-heads if they touch the
stemnlets:

(eighth-rest *‘button’’ too
large and stemlet too long)

Correct Incorrect

Stemlets in two-staff notation

S # u{. o L‘F' < -
_— — B0 o N 1 1
{ v "mi___.q_:x_:E Eag C;j—
) O ‘:‘} & } & } } [V — L '8
(J—B~H— S :

3. SINGLE NOTES
A single note, especially if it occurs as the first or last note in a beat-unit, is
often written traditionally, i.e., with flag(s), rather than with extended beam(s):

It might be more sensible, however, not to make such exceptions, and to use ex-
tended beams in all instances, as shown in the following notation of the above

example:

— .
s Y J - 1T ¥ ) il |
y - J K * &) e ) I 4 | N¢ 1 ]

e e e e

Extended and bridging beams should either be used consistently throughout a
composition, or not at ail. Mixtures of extended and unextended beaming usually
lead to confusion.

For the use of beams in rhythmically complex textures (polymetric, polyrhyth-
mic, and aperiodic music, etc.) see Duration and Rhythm, Beaming, page 110 ff.

Dynamics

A. Dynamic Balance/Dynamic Levels o
In the last few decades, composers have striven for greater precision in dy-
namics. Among the numerous experiments, two major directions are discernible:

I. ABSOLUTE DYNAMICS - o
Numerals indicating precise decibel levels replace the vague traditional indica-

tions. Often these numerals denote twelve different, equidistant levels.

2. INDIVIDUAL DYNAMICS o )
Each instrument or voice is marked according to its actual dynamic intensity,
so that a flute's forte would equal a trumpet’s mezzo piano, etc. This procedure
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has proved impractical and unrealistic in actual performance situations and has
largely been abandoned. Only one innovative aspect of this technique has sur-
vived: the creation of subdivisions of the traditional levels by placing a plus sign
(+) after a dynamic marking:

p.pt,omp, mp+, mf, mf+, f, f+, f. etc.

(A minus sign [—] has proved less practical because it can, in certain contexts,
be misread as a tenuto line, or as a hyphen.)

It is advisable, however, 1o use the plus sign only in the notation of electronic
music, where such minute differences in dynamic levels can be achieved me-
chanically, with dials. Another reason for discouraging its use is that the plus
sign can be misleading: ap +, for example, may be interpreted as *‘more piano,"’
i.e., softer!

B. Fluctuating Dynamics

/. NARROW RANGE
A = is placed after the conventional dynamic to indicate that the desired level
should be more or less that of the dynamic marking. The marking should be

boxed:

It is understood that the indicated fluctuation implies growing louder and softer,
rather than remaining on one particular level.

If the boxed marking is followed by crescendo and diminuendo wedges, all
dynamic changes indicated by the wedges must remain within the narrow limits
of the *+ indication:

<>< <<><> = > =T T

2. WIDE RANGE
If a wider range of fluctuation is desired, a two-headed arrow should be placed
between the upper and lower limits:

This indication may also indicate that the performer is to choose one level
within the given boundaries. In such cases, the words ad lib. or choice should be
placed above the box on first occurrence.

The boxed dynamics are considered cancelled as soon as an unboxed dynamic
marking appears.

See also Indeterminate Events, Choices, page 153 ff.

C. Levels of Prominence of Musical Materials

Prominent or solo material should be indicated with bold angles at the begin-
ning and at the end of the respective passages: ™ 1.
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If different levels of prominence are wanted, the angles should be identified
with letters (rather than with numerals, since numerals already have too many
functions in musical notation):

Ar- or I'X _] = first in prominence
B[ or IE j = second in prominence

C[— or [(_3- _I = third in prominence, etc.

N.B.: The A B C . . . system has the advantage over Schoenberg's H' (Haup!t-
stimme—rprincipal part) and N* (Nebenstimme—secondary part) in that it does
not depend on any language and is not limited to two marked levels only.

D. Niente
If abbreviated, an ‘‘n.”’ should be used, rather than a zero, since the latter al-
ready has a number of other meanings:

[l | w——y | N

E. Note-Size Dynamics

Note-size dynamics are best suited for nontraditional, approximate notation of
pitches and/or durations, where they can express a great variety and subtiety of
dynamic inflections.

Large notes are louder; small notes are softer; crescendo and diminuendo ef-
fects follow the same principle:

D i Y b‘— 9
g ¢
[ ] @0 - .
® [ J [ ]
Drums H ® .'._ . -2
—_ R ——
Cymbals | i T T mm——

roll sa~~~ v

In conventionally notated music, note-size dynamics are generally not advis-

able: 4 P | I | ?4,{ 34 15" ¥ ]
ﬂ"“ﬁ o 11"_ ] s S —

oJ
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The following, to show but one alternative, is at least as efficient:

o L .
e e e e e ==
STy

Placement of Dynamics: see Placement of Dynamics and Other Verbal Indica-
tions, page 31 f.

F. Subito Changes of Dynamic Levels
The rapid changes of dynamic levels, typical of the music of our era, often
leave too little space for the abbreviation sub. A vertical stroke should be used in-

stead:
: —— T
S b}ﬁl rinmf p 7 i

If the abbreviation sub. is used, it should follow the dynamic indication rather
than precede it, 50 that the new dynamic level will appear precisely where it is to
begin:

) 1 e _ " bp
p 3""&% 1 not 1 ™ Sl RN T
Nfe=—=zp sub. K NYf ———— subdp
Glissandos

There is no universal agreement concerning the “‘proper’’ execution of glis-
sandos on bowed string instruments (smooth slides versus fast chains of individ-
ual pitches). If a particular interpretation is wanted it should be explained at its
first appearance.

A thin, straight line should be used to indicate a glissando. It is customary to
add the abbreviation gliss., but this is not mandatory; the line suffices.

(To facilitate comparison, most of the following examples show the same du-
ration [a half note] within one measure. For glissandos across a barline, see page
21)

A. Note-to-Note and Note-to-Rest Glissandos

/. GLISSANDO ENDING IN A NOTE

The line leads to the next regular note: %

2. GLISSANDO FOLLOWED BY A REST
The line ends with a small, parentheticat note-head. The small note-head is not

articulated; it merely ends the glissando: @
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3. GLISSANDO FOLLOWED BY A SLIGHTLY SEPARATED NOTE
A small comma is placed between the end of the line and the new pitch:

s
B. Open-Ended Glissandos

I. FINAL PITCH IS APPROXIMATE

The line ends in the vicinity of a final pitch: @

The line ends with an arowhead when the final pitch lies beyond the

===

2. OPENING PITCH IS APPROXIMATE

The duration of the glissando must be indicated with a cue-note and bracket:

===

3. OPENING AND FINAL PITCHES ARE APPROXIMATE
The durations of glissandos must be indicated with cue-notes and brackets:

= b

. > 8 - |

'Y

C. Curved or Undulating Glissandos
The line traces the approximate course of the glissando:

Fﬁf.‘v‘. ——]
d__“__hc_\ﬁa__l

D. Quick, Short Slides (Portamento)

/. INTO A NOTE
Short slides having no specific opening pitch or duration should be performed

like grace notes. Use a short line: 3 5 ]

2. OUT OF A NOTE '
Same as above, except that it is customary to use short, curved lines:
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N.8.: All the glissandos described above may be supplied with dynamic indica-
tions, as well as with constant or changing timbral specifications (mutes, bow
positions, mouth positions in vocal music, etc.).

E. Compound Durations of Glissandos

Compound durations are those which cannot be expressed by a single note-
value within a measure, or which go across a barline. To indicate such durations,
stems with or without flags or beams must be attached to the glissando line (but
without note-heads) specifying intermediate stages in the total glissando. (Stems
without flags or beams should only denote quarter notes in order to avoid am-
biguities, since mere stems without note-heads do not differentiate between
quarter notes and half notes. An explanatory footnote at first occurrence is rec-
ommended.)

/. GLISSANDO ENDING IN A NOTE

Within a measure: 9 P . P L
)
—Sy 3 & 4 1 ] 1 X 1 b ! I E I
L 4 ——3f -_—— = |

[ 7,
Across a barline: A T s g 1~ :
S 1 - 11 1 ) } & 1 7 ) I A—
[ b ——'3 — > —

2. GLISSANDO FOLLOWED BY A REST
Line ends with a small, parenthetical note-head:

P N r——
31 ¥
1 I = 1
11 i 14 . |
1 | I A |
b (bs)
3. OPEN-ENDED GLISSANDO
0 N
1 BB 1 1]
QJ LS § ']LV 1 1 { \l\ }

4. UNDULATING GLISSANDO
In this example, a rather long, undulating glissando has a duration cue-line
which shows approximately where and when the various pitches are to sound:

PRI C P S N Y Y Y )

y
pd
AY Z Sl

SN~——

Grace Notes

Grace notes are performed as fast as possible and must always be notated before
the beat. They should have upstems regardless of their position in the staff unless
the staff contains more than one pant.
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Single grace notes should be notated as eighths; two or more grace notes as
sixteenths. Single grace notes must have a thin slanted line through stem and
flag; two or more grace notes must have the slanted line through stem and
beams.*

It used to be customary to slur grace notes to the main note, but since such
slurs are superfluous it is recommended that they be omitted. As a result of this
omission, a tied grace note becomes more immediately recognizable. Should it
be desired to perform a grace note detached, which is very rare, a staccato dot
will serve to indicate this.

It was also customary to begin a full-size legato slur at the first main note of a
phrase, regardiess of whether or not that note was preceded by one or more grace
notes. This practice should be revised to include the grace note(s) in the slurs:

See also Slurs and Ties on Grace Notes, page 42.

.

Horizontal Lines

A. Staff-lines
Staff-lines may take the form of either five-line staves or single staff-lines.
For alternations of five-line staves and single lines, the middle line of the staff
should become the single line:

SEFTE N

For combinations of five-line staves and single lines, the single line may be
dded above or below the staff (see individual instruments); it should be sepa-

* If the slanted line is omitted, single grace notes tum into appoggiaturas, which have measured dura-
dons depending on the durational context in which they occur:

EE ay be performed BFFF T

\lthough appoggiaturas are not often used in twentieth-century music, they are nevertheless part of
oday’s musical vocabulary due to our century 's revival of old music. Thus, for example, know.lc'dgc
of the proper notation and execution of appoggiaturas is essential for editors preparing new editions
f Baroque music and for performers presenting that repertory.
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rated sufficiently from the five-line staff to prevent mistaking it for part of the full
staff: _p

ﬁﬁ‘ﬁ#&ﬂ
s A i =

B. Grids

The lines of a grid must be spaced farther apart than those of a regular five-line
staff, for example:

Two-line grid for two cymbals or three tom-toms:

Two cymbals Three tom-toms
di o~ _i_ hish - N S—
i Eﬁf?;gﬁv v medim 3 ]

A O,
Pl | —
C

Four-line grid for the strings of a viola:

Practically all horizontal lines not belonging to the staff or grid categories are
temporary (occasional) and essentially durational. As a result of music’s increas-
ing complexity, however, freedom concerning graphic details has had to give
way to greater specificity. Thus the variety of horizontal lines—solid, dotted,
broken, wavy, etc.—which used to be employed quite indiscriminately, has
become identified more and more with distinct meanings, as itemized below. Un-
fortunately, there are also occasional mixtures and cross-overs, such as the com-
bination of solid and dotted lines for piano pedaling, or the occasional use of
solid lines for timbral phenomena rather than the dotted lines customary for this
category.

In spite of these occasional inconsistencies, it is strongly suggested that the
procedures listed below be employed wherever possible.

C. Solid Lines, Brackets, and Amrows

These are generally used for purely durational indications and structural
groupings.

I. SOLID LINES, ETC., FOR DURATIONAL INDICATIONS

Brackets, solid (——) or broken (— —), are used for irregular note divisions

and similar groupings:
S —

P A P Ly

* Broken brackets have the advantage of saving vertical space: —5— versus ~3...

**For the feathered beam, see DDuration and Rhythm, Beamed Accelerando and Ritardando, page
124.
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Heavy lines and arrows are used for pitch durations in spatial notation:

>

cither — M= b

the gaps represent silences.

or $—
AT [N ¢ SISV G

Brackets denote durational indications in spatial notation, including a heavy
ontinuation line with arrowhead:

—3" 1
. il - ' (=repeat bracketed material
) J 3 ﬂ Bl | for the given duration)

Brackets show first and second endings:

R

Solid lines serve as word extenders in vocal texts:

——
o) 4 /:3% T T— © .
+—bp—thrt |
H—t———t—t—1T—1 1 1
3 T T Ll
a rain- bow_______  in the sky.

2. SOLID LINES, ETC., FOR TIMBRAL INDICATIONS .
Thin arrows are used for gradual transitions of mute positions in brass music:

4 ———— 0 — +

T S
f— i >
"@H————%—ﬁ—?‘“—ﬁ
J i

nd for mouth positions in vocal music:

(T — |
o) ey
o
) ah

Thin lines with several arrowheads in the same direction convey variations 11
he rates of transitions:

Trumpet: decelerating (from muted to open)

+ >0

v
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Voice: accelerating (from nasal to normal)

Ae o

> norm. (or nat. = natural)

3. MIXED SOLID AND BROKEN LINES

Pedaling indications for piano, vibraphone, etc., include a broken line for
gradual lifting of the pedal:

Ted. [ Aot L 11 P

D. Dotted or Broken Lines

These are generally used for transpositions and timbres and for the instrument
manipulations which produce them:

Octave transpositions:* 8" --=""-"*" R K S 1
Sbassa ........ Jor8........ 4, etc.
non vibrato: np e |
half valve: Yy oo 3 oor %‘- """"""" 1
hand tremolo (voice):  hand over mouth
+04+040 efe. --v-cmmnannnnn- 1
bocca chiusa (voice);  b.c.--vw-eecarann- 1
nasal tone (voice): 1 -

See also the mixture of broken and solid lines in pedaling indications for
piano, etc., above.

E. Wavy Lines
These are generally used for pulsating pitch inflections or quickly alternating
pitches.

N.B.: All wavy lines must appear above the note(s) to which they pertain, except
in double-stemmed music: : 4
FlL1

Fl. o ¥

I. SHADED LINES

trill: Irassanataaaany
double trill:  TrRUTTTIRIRINNY
flutter tongue: fL.r. M oor ft l
flutter lips: Alips s~y

*The traditional 8™ and /5™ are in the process of being replaced by a mere numeral 8 or 15, resp.
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2. UNSHADED LINES, REGULAR

vibrato: SJast  \\Yuyun slow o\

tremolo (wide, fast vibrato): LYYV

3. UNSHADED LINES, IRREGULAR

vibrato or tremolo with variations in width and/or speed:

MfUl/\./W or ,JUUMW\/UII\N‘N) “etc. sim.)

4. SHADED AND IRREGULAR LINES

the same as above, but with dynamics ‘‘built in’’ (thin=soft; heavy=

loud):
W\,\/\/\AN or ;’V\j f\/\_} r\) ..J (efc. sim.)
S

With these last graphic devices, the limits of standardizable wavy lines have
been reached. The next step would enter the field of *‘implicit graphics,”” which
should not be subjected to standardization (see Notation Suited for Standardiza-
tion, page 336 f).

Instructions
Verbal instructions are best placed where they apply, instead of in footnotes,
which require the performer to look down and possibly lose his place.

Irregular Note Divisions: Graphic Characteristics
(For durational aspects see Duration and Rhythm, Irregular Note Divisions,
page 129 ff.)

A. Brackets versus Slurs in Unbeamed and Partially Beamed Groups

Square brackets, rather than slurs, should be used for unbeamed triplets, etc.,
to avoid ambiguities. Slurs will thus only indicate phrasing or refer to other typi-
cal slur functions such as bowing.

The numerals and brackets should be placed at the stem-side of the respective
groups so that the space at the note-heads will be free for slurs and other articula-
tion marks:

Bracket notation  — 3 —3 E
T )| )| )1 1 T

— -
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The same with slurs instead of brackets (incorrect)

B = S
;;7‘—' ;\y +—+ } {3 1
AN
N.B.: The difference between non legato (the first, unslurred triplet) and legato
(the second, slurred triplet), which is obvious in the bracket notation, is impossi-
ble to indicate in notation with triplet slurs.

If a group contains both upstems and downstems, it is often best to let the ma-
jority of stems determine the position of the numeral and bracket, but much
depends on the amount of articulation. The less interference with articulation and
phrasing, the better. The same applies to groups with an equal number of up- and
downstems:

. - 4 85—

- [ - -
—3 3 > —3 : & TN e — TN
% B ‘iiu}\ﬁ} H o £ s fe —

or
S S

(The versions within vertical brackets are less desirable.)
Phrasing and articulation marks are always placed closer to the note-heads
than the numerals and brackets.

B. Beamed Groups

!. FULL-LENGTH BEAMS
No brackets are needed as long as the numeral is placed at the beam side:

If the numeral must appear at the note-head side, as, for example, in down-
stemmed groups in vocal music (see Voice, page 297), brackets do become es-
sential:

2. FULL-LENGTH BEAMS WITH SUBDIVISIONS
Multiple beams make it possible to show the individual sub-units of a beamed
group through interruptions of the beam closest to the note-heads. No brackets
are needed in such beaming:
Seroits: 5

—_—
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J. EXTENDED BEAMS
In recent practice, beams are often extended in order to show complete beat-

units (see Beams: Extended and Bridging Beams, page 15 ). This style of nota-

tion reduces the need for brackets in irregular groups:

aiiﬁ%l?fiﬂ SRS asite

3 5

4. COMBINATIONS OF BEAMED AND UNBEAMED NOTES (OR RESTS)
These require brackets, because there is no full-lenglh beam to show the total

group: . 3= -
e - 7r7n - H— or —} __;._‘414#_
ESESAliEeESRiEEn

C. Irregular Note Divisions within Regular Groups of Notes
Although it is possible to show such irregular units by interruptions of secon-
dary beams, it is safest to use brackets as well:

S |

\__3‘1 L‘?,._l

Regular and irregular sub-units must not be beamed together if there is only a
single beam:

S A A ddd Bylpplp:]
mors § (L CCPR STTIIT RN

D. Irregular Note Divisions within Irregular Groups of Notes

The numeral for the total group and the numerals for the irregular subunits
should be placed at opposite sides of the group:
—3— 3

frrE rf =ffff fr

Single-beam groups (eighth notes):

———3—— —3-

s s
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Multiple-beam groups (sixteenths and shorter values):

3 —— gy
[ r or
3

In double-stemmed music (two parts on a staff), all numerals are placed at the
stem sides of the respective parts, along with all other signs, and all numerals

should be bracketed: r——m—3——
= 2= 3

32—

> 21 -

(SRR ST
(This would be clearer on two staves.)

E. Horizontal Locations of Numerals and Brackets

Traditionally, the numeral for an irregular group of notes was centered on the
total group regardless of whether its graphic center happened to coincide with its
durational center. In the first two examples below, the graphic and durational
centers coincide (more or less); thereafter, they do not:

In more recent music the numerals of a bracketed group are often placed in the
group’'s durational center, and the bracket extended to the right to show spatially
the group’s actual, or at least approximate (*‘horizontal’’) duration:

—
| Eeer

In groups with full-length beams and without brackets, the traditional style of
placing the numeral in the graphic center is still valid (but see below):
~3-

Lerg preepeees g

Since the last two methods contradict each other, it is suggested that a compro-
mise system be employed for groups with full-length beams, i.e., groups which
normally would not require brackets for the numeral:

If the graphic center of the group coincides reasonably well with its dura-
tional center, place the numeral at its durational center without brackets:

=L TR
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If the two centers are too dissimilar to assure proper execution, add
brackets and extend them to the right where necessary:

3= [t stm— 3
(reereer & TUIER S T 55
%.5.___—1 L_._.3_1 l‘.3_4 ¥3_,

This example is a borderline case and had better be notated —3——
with a bracket:

Exception: The following groups are so short that their duration is clear in
spite of the off-center position of the numeral and the lack of brackets. It is
customary, therefore, to place the numerals for such groups in the “‘wrong’
position: 3 5 3

n ) ﬁ ete.

Leger Lines

Leger lines must maintain the same vertical spacing as staff-lines, since they rep-
resent vertical extensions of the staff.

If intervals of a second are on leger lines, the line(s) between the second(s) and
the staff must be twice as wide as ordinary leger lines:

—_ three long
Ju— . -
correct -» = wrong -+ g ledger lines
- - correct g < wrong —4= —=

Note-Heads
A. Shapes

il

!. REGULAR NOTE-HEADS
Black note-heads are slightly oval: i’% White note-heads: the heads of

AR A
whole notes % and half notes (%) must be clearly distinguished by

their different shadings.

2. DIAMOND-SHAPED NOTE-HEADS
These should have slightly inward-curved sides to distinguish them as much as

possible from ordinary note-heads: [’ J o
3. X-SHAPED NOTE-HEADS
These have their stems attached right or left, in the same manner as regular

note-heads: D J (not 1;) ). For half and whole notes the x is encircled (!D ®),

although the whole note is often replaced by two tied half notes (rp"“fp) be-

cause a stemless, encircled x might not be recognized as a note.

-
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Traditionally, x and diamond-shaped note-heads were combined: x for quar-
ter notes and shorter values; diamonds for half and whole notes (pr r"),

They continue to be used this way, especially for cymbals in simple percussion
contexts (see page 219), but it is preferable to keep them separate, thus provid-
ing two sets of note-heads (r r © and r F ®) instead of only one.

Less frequently used note-heads are included below.
B. Uses of Different Shapes

Whenever possible, the following broad rules for correct note-head usage
should be observed:

regular note-heads J cJ o for exact pitches

diamond note-heads J ol ° for special playing modes or tone pro-
duction, such as half-valve (brass),
tablature for string harmonics, falsetto
voice, silent. depression of keys
(piano), held (mechanically secured)
keys (organ), etc.

x-shaped note-heads J A (®) for indeterminate pitches, noises,
speaking voice and unvoiced sounds,
release of certain held notes (organ)

round note-heads * (J) for sounds of air blown through an in-

pierced by stems strument

arrow-shaped T $ T ‘L for highest and lowest notes possible

note-heads or on a given instrument

triangular J (J for triangles (see page 217)
note-heads
Placement of Dynamics and Other Verbal Indications

It is important to observe the customary placement of dynamics and other in-
structions because performers expect them to appear in specific locations. Excep-
tions to these routines tend to slow down rehearsals.
A. Dynamics

/. INSTRUMENTAL MUSIC (SCORES AND/OR PARTS)

Single staves (scores): below the music.

Single staves (parts): below the music.

Single staves with two or more polyphonic parts: at the stem side of the up-
and downstemmed parts.

Double staves (piano, etc.): centered between staves unless polyphonic texture
makes it necessary to position dynamics close to the respective voices.

Three staves (organ): manual staves as in other double-staff notation; pedal
staff below, to avoid confusion with dynamics appearing below the lower manual
staff.
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Full score, group dynamics: if an entire choir (e.g., all woodwinds or all
strings), or an entire ensemble (e.g., a string quartet), have the same dynamic
level, a large dynamic marking may be placed below the group or ensemble n-
stead of under each line. If the group is large (e.g., an entire orchesira), the
marking should be repeated higher up. (Separate parts extracted from such a
score must of course contain all dynamics pertaining to them.)

2. VOCAL AND CHORAL MUSIC (OPEN SCORES, PARTS, REDUCTIONS)

Single staves: above the music, so as not to interfere with the text, which is
always placed below the staff,

Single staves with two polyphonic parts should be avoided, but single staves
with two parts having the same rhythm, text, and dynamics are common. Al-
though the two parts should be notated with double stems, the dynamics should
always be placed above, with only the text below.

Two-staff reductions (choral): above and below the staves (text between the
staves). Polyphonic textures do not lend themselves easily to reductions, and it is
impossible to generalize solutions.

(N.B.: For a discussion of keyboard reductions for rehearsal—i.e., reductions
without text and with a minimum of explicit voice leading—see page 281 ft.)

B. Tempo Indications

/. MAIN TEMPOS (ALLEGRO, LARGO, ETC.)

These are placed above the music.

In orchestra scores repeat tempo indications above the string section; in large
scores repeat additionally wherever it may seem helpful (above brasses, harp(s),
chorus, etc.).

In band scores, repeat tempo indications above the brasses.

In open choral scores, place tempo indications above the top staff and above
the keyboard (if any).

In music with frequent tempo changes, it is helpful to repeat the prevailing
tempo and/or metronome speed in parentheses at the beginning of all left-hand
pages.

(See also page 143 and top of page 164.)

2. MODIFICATIONS (RIT., ACCEL., ETC.)

Single staves (parts): preferably above.

Double staves (piano, etc.): preferably centered between the staves; if too
crowded, above.

Three staves (organ): centered between the upper two staves or, if too
crowded, above the top staff.

Choral scores (open): above each staff.

C. Playing Instructions

l. EXPRESSIVE
Directly related to a dynamic degree (p subito; sempre mf; ff marc.; etc.):
below the staff along with the dynamic indication.
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Not directly related to the dynamics (grazioso, marcato, heavy, scorrevole,
mit Humor, etc.): preferably above the staff.

2. TECHNICAL

Indications such as pizz., arco, a2, bocca chiusa, mute, take Picc., div., solo,
tutti, etc.: above the staff.

N.B.: In vocal and choral music, all such instructions must be placed above the
staff or staves.

Repeats

N.B.: Signs discussed in sections B, ¢, and b below are chiefly used in parts rather
than in scores.

A. Repeated Articulation (Simile)
The indication simile must always be preceded by at least one written-out

measure, and each new line of music must also begin with one written-out
measure.

End of line

Beginning of next line

B. Repeated Chords

If the chords coincide with beats, they are indicated with heavy slanted
strokes. Otherwise, they are indicated with headless stems. (This notation is
rarely used for single notes.)

Quarter notes (beats) Other rhythms
Yo da
T 1 —3
:m,:iﬂtb&tﬂ @f—,{i 5 RE==2
mf———"_ f g dim. P

Note that, as with simile, each new line must begin with the written-out chord.
It is not necessary, however, to write out an entire measure, as shown in both ex-
amples. Dynamic indications may be added without repeating the chord.

C. Repeated Measures
These are shown by a heavy slanted stroke centered and flanked by two dots:
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If more than four measures are repeated in succession, a small numeral in pa-
rentheses should be placed above the repeat sign in every fourth measure, as
shown in the example above.

D. Repeated Pairs of Measures
These are indicated by a slanted double stroke flanked by two dots, straddling
the barline between two-measure units:

=~ “)
rims D P e g | ]
P S

cresc. poco a poco

If more than four pairs of measures are repeated in succession, a small number
in parentheses should be placed above the repeat sign in every fourth pair of
measures, as shown in the example above.

E. Repeated Sections

!. REPEAT BARS
Repeated sections should be indicated according to traditional procedure:

1
P sub. cresc. poco a poco j[‘
" 1 1
or: o
fo 2. 84 0 n P V"Fine !
1 4 P . 71 1 1T 1 I;’il!{ﬂ ——1!
3

*There is no uniformity. :|f: and il are found equally often.

Note that no repeat sign is needed at the beginning of a movement. (See also
Indeterminate Repeats, page 154 ff.) However, repeats might be indicated
verbally: Da Capo al Fine, meaning ‘‘From the beginning to the end”’ (i.e., to
the word Fine).

2. REPEAT SIGNS
Instead of repeat bars, the sign $§ may be used as follows:

Dal Segno al Fine = From the sign % to the word Fine;
Da Capo al Segno = From the beginning to the sign $§;
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Da Capo al Segno e poi la Coda = From the beginning to the sign%
followed by the coda.

The word Segno may be followed by the sign itself, as in the English transla-
tions above (for example, Dal Segno % al Fine), or omitted altogether (as
in Dal $ al Fine).

If two signs are needed, €} is used for the second one:

Dal Segno % al ® e poi la Coda = From the sign % to ® and from there
to the coda;
Da Capo al Segno $ e poi al (}} or Da Capo al % e poi alﬂ).

The second Segno () is also used if two different repeats are marked by
signs; §4 for the first ““Dal Segno . . .*" and @ for the second.

Running-Heads

In most published books, headings at the top of each page indicate the respective
chapter headings or subject matter. These are called running-heads. Unfortu-
nately, they are almost unknown in music. Only instrumental parts contain them,
and there they do not identify either the composition or its movements, but the
instrument in question.

It is recommended that running-heads be used more often in scores, parts, and
vocal scores of works having several movements, acts, scenes, or ‘‘numbers,”’
etc., such as ballets, operas, oratorios, cantatas, and so on.*

Slurs and Ties: Phrasing/Bowing/Breathing

A. The Different Meanings of Slurs

It is important to realize that slurs differ in specific functions. In music for
bowed string instruments, slurs indicate bowing, not phrasing. In music for wind
instruments, slurs indicate the notes to be played with one breath, again not
phrasing.

In vocal music, slurs show the notes to be sung on a single syllable. Only in
keyboard instruments and pitched percussion capable of sustained sounds do they
indicate actual phrasing.

/. SUPERIMPOSED DOTTED PHRASING SLURS
If it is found desirable to indicate phrasing in music for winds, bowed strings,
or voice, an additional set of slurs must be superimposed upon those fulfilling

* See, for example, the vocal score of Bach's St. John Passion in the edition by Arthur Mendel (New
York: G. Schimmer, Inc., 1951), in which cach page shows the respective movement number at the
top center, or the score of Elliott Carter's song cycle A Mirror on Which to Dwell (New York: As-
sociated Music Publishers, Inc., 1977), in which each page shows the relevant song title in the top
center.
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other functions. This can lead to certain ambiguities. To avoid them, dotted slurs
are often used for phrasing. Dotted phrasing slurs may also be used in non-legato
music which nevertheless requires some unambiguous phrasing indication.

All such dotted slurs should be placed above the music to prevent interference
with dynamics and vocal texts. Only if differently phrased parts appear on the
same staff should dotted slurs be placed above and below. If both parts are
phrased similarly, one dotted slur above suffices.

Examples of dotted phrasing slurs:

ioli = ) Wb | Y1 1—1J13
Violin s H—hd g
St A S S S | 1 1

s @;:;tff#fﬁ o

a,- al-le,-

al-le - lu-ia

Vo) J, N, N \
Violins 1 & 1 Z = —Jpd gl 3
:j’ & ; j o1 )4 - 1

The practice often employed by Wagner, Mahler, and Webern, among others,
of indicating only the phrasing (with regular slurs) and leaving the details of
bowing and breathing to the performers, is no longer considered adequate.

B. The Notation of Slurs and Ties

/. POSITION

The placement of slurs and ties above, below, or within the staff is governed
by the positions of the note-heads: if they point up, the slurs or ties must be above
the notes; if the note-heads point down, so must the slurs and ties:

T S —B»—&-—}—}———F—H“———

In mixtures of up and down note-heads, the slurs must be placed above the
notes, even if only one single note-head points up in the group to be sturred:

/-\]‘ ﬂ7l;l 1}
SLEg S=S S
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Slurs and ties on whole notes are treated as if the notes had stems:

Pocd

=-b-h

N
AL

alll

O

2. COMBINATIONS OF SLURS AND TIES

The curve of a tie is governed by the up or down positions of the two tied note-
heads. If both tied note-heads point down, the tie also curves downward, regard-
less of the position of the slur, which is governed by the total phrase:

If one or both of the tied note-heads point up, the tie curves upward:

st § {_L_.I . 1 —\ ;}_I.__‘

ik

If the stem directions change in the course of a series of tied notes, the direc-
tions of the ties’ curvatures must change accordingly:

[ I S B

(In the last example, the first and third ties curve upward because one of the
two note-heads points up; the second tie curves downward because both note-
heads point down.)

As already demonstrated, tied notes ought to be included under the slur, since
the slur should always embrace the entire passage in question:

an ) oo s e SRS G — i
o o — i 1 1 i &3
T 1 P I g — Y% 9, ]
—— T L 4
\———//

In the following example, the same melody is notated with chains of slurs and
ties: the slurs, instead of covering an entire phrase, are interrupted for the dura-
tion of each tie. This style of notation is not recommended, because it often
makes the phrasing difficult to recognize:

9" ) = S 1§ 1 I.. 3 -

P . . v ] 11 ) B | { 1 Ay ¥

DR . 1 pot Y | Y1 1 1
) 5 ¢ =

o v\_/"\ | — A~ T 14

3. SLURS AND TIES FROM LINE TO LINE: LENGTH
a. END OF LINE

At the end of a line, neither slurs nor ties should extend beyond the barline:

IS =
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If the line ends with a change of time signature, the sturs and ties still extend
only to the barline and not beyond:

If the line ends with a change of clef, the slurs and ties should stop just before
the new clef:  _ : e

b. BEGINNING OF NEXT LINE
At the beginning of the next line, the slurs or ties begin just after the clef:

P

= %&%

If there is a new time signature, the slurs and ties begin just after it:

If there is a key signature, the slurs and ties begin just after it:

i
E—
pir=——N ==
V1)
D), I !

4. SLURS AND TIES FROM LINE TO LINE: POSITION

The up or down positions of ties and slurs going from one line to the next are
governed by the complete phrase, regardless of the break from line to line. This
will occasionally result in wrong-looking slur and/or tie positions:

COMPLETE PHRASES THE SAME PHRASES! NEXT LINE

END OF LINE

Slurs only:
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With ties:

i
I
p

by
e
i
i

=== ==

e

)
s

5. SLUR-TO-SLUR NOTATION
This kind of chain slurring (stur to slur on the same note) is used when a phrase
ends on a note which also represents the beginning of the next phrase:

= b
W s tte—— Lo 5=
D) > S o |

6. SLURS AND TIES IN DOUBLE-STEMMED NOTATION

In such cases, all rules given so far are suspended, since in double stem-
ming, all slurs must be at the stem-ends of the upstemmed and downstemmed
parts, respectively, and all ties, although close to the notes, must curve in the
direction of the respective stems:

%

See also Score and Parts, Divisi Parts: Slurs and Ties, page 167.

7. SLURRED AND TIED INTERVALS AND CHORDS
If intervals or chords on single stems are to be slurred, only one slur should be
used:
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(The rule given on page 36f that slur positions are governed by the positions of
the note-heads also applies here.)

If intervals or chords are to be tied, all notes must be tied (unlike the single slur
for slurred intervals or chords). The curvature of the ties is governed by two fac-
tors:

a. The top and bottom ties must curve in opposite directions:

b. The ties between the top and bottom notes (in chords of three or more notes
on a single stem) must curve according to their position in the staff:

for notes on the center staff-line and above, the curve is upward;
for notes below the center staff-line, the curve is downward:

If a chord includes the interval of a second, the rule above is often modified as
follows: since the notes of a second are very close together, it is clearer to curve
the two ties in opposite rather than in the same direction, which may affect the up
or down curve of one or more adjacent inside ties. (Only the top and bottom
notes of a chord keep their up- and down-ties under all circumstances.)

In the following example, the F and A would normally have had down-ties,
but since the F is the upper note of a second and should therefore have an up-tie,
the next higher inside note of the chord (A) must also have an up-tie, or the ties

would run together:

If a chord includes more than one second, the ties from second to second
usually have to curve in the same direction, because there would not be enough
space to have them curve in opposite directions. Care must be taken that each tie
stays in its own staff space:

(without the second)
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8. COMBINATIONS OF SLUR AND TIE(S)
If at all possible, double stemming should be used:

{Note that the rule for double stemming—that ali slurs and ties follow the di-
rections of the respective stems—must also be followed when it comes to inter-
vals and chords.)

If it is impossible to use double stemming, the above examples would look as
follows: ﬁf%
i B e 5

N.B.: Similar problems are discussed in a different context in Keyboard Reduc-
tions, Choral Scores, page 281 ff.

9. SLURS ON TRIPLETS AND OTHER IRREGULAR NOTE DIVISIONS

a. INSTRUMENTAL MUSIC

The tradition of placing slurs on triplets, etc., regardless of the desired articu-
lation, should be abandoned in favor of square brackets or, if the entire group of
notes is beamed together, of numerals at the beam side with no slurs or brackets:

—3— 3 —3a 3 3

. 1
)i L * S |

_J}_‘}-j S T s s | 741“_}.':}“

Basic principle

T

A few slightly more T
complex examples % pal {ﬁ:ﬁ
- I (S 1

3 3—

FP-SF!'H
e r e -
3 — BV o
Correct with articulation slurs on

; Incorrect*
the quintuplet

If a group includes mixtures of beamed and unbeamed notes, or if the beam(s)
are interrupted, brackets, rather than slurs, must be used:

T 3 — 1 f 5 1

SSES e —

* This form may, however, be used in vocal music (see Vocal Music, below).
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b. vocAL MusIC

In vocal music, all numerals and brackets should be placed above the notes so
as not to interfere with the text, but slurs and ties must be in their normat posi-
tions: 2 3—-ﬁ —3 ——-ﬁ

Ky-nc

Ky - rie e - lei - son

If an entire group of notes is beamed together with the beam(s) pointing down,
the numeral is placed at the note-side (up) with brackets, not slurs:

) 34
¥ P}l )
LESNE
Ky -ri-e,

For general information concerning irregular note divisions, see page 26 ff and
Duration and Rhythm, Irregular Note Divisions, page 129 ff.

10. SLURS AND TIES ON GRACE NOTES

See separate entry, Grace Notes (page 21 f), where it is recommended that the
customary small slurs from the grace note(s) to the main note be omitted and that
full-size slurs begin at the grace note(s) rather than at the main note.

If, in spite of these recommendations, grace notes are to be treated in the more
traditional way, the following rules should be observed:

The small slurs or ties should curve downward (the stems always point up)
and full-size slurs begin at the main note.

o) cﬂp#

H

e ﬁ

In double-stemmed passages, grace notes are treated like the other notes: up-
stems and upward-curving slurs or ties for the upper voice, the opposite for the

lower voice:  p A >

15; ”ggf.x — }ﬁr t‘f__J :ng

11. SLURS AND TIES IN COMBINATION WITH ARTICULATION SIGNS

In slurred passages with accents and other articulation signs, the slur should
begin and end between the note-head (or stem-end) and the accent. All other ac-
cents, etc., should be covered by the slur:

m
T >
= F { F | I _..t:#—i—:}:v; F ;:t—g r_—*ﬁ—L“?.
ﬁ gx ui 1 xf k[_}?—/ ._‘1
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An exception to this rule should be made in cases of very wide, slurred inter-
vals, where the first or last accent should be placed between the note-head and

the slur: ~ ~
P R 1 d—&
— better than: v
~ ~ JJ ‘\
- = =7 7L

Staccato dots and tenuto lines in sturred passages, unlike accents, should all
appear between the note-heads (or stem-ends) and the slur (this applies equally
to the first and last notes):

Ties must always be placed as close to the note-heads as possible, regardless of
any accents or staccato dots, etc.:

- o
= } N

T T - """ 1 | 4

The following slurred combinations occur frequently:

Upstems Downstems Mixed Stems Stems
U v v
1 1 i 1 A A > > A
or. O
%;Eéggtq% == =
— " == ‘——> T L) ¥ Vl |> l-
S
S
i ey S

Fermatas in slurred passages are treated like accents:
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8™ signs should always be outside the slur:

in vocal music all accents should appear above the music, while staccato dots
and tenuto lines generally appear at the note-heads even if they point down. This
makes for certain irregularities, since accents may appear above the music while
slurs appear below. The following example demonstrates the most common oc-
currences:

3 I
0 = VRN — T " —.3 -—
e B
4 Judi 14 1 { 1 P
1 1P 8 B 13 g S G 17 g |
. L4 \_/. T ——) Y T =
Al - le - - & lu - ia

See also Articulation, page 4 ff.

For slurs in vocal music, see Voice, page 296 f.

For proper use of ties within a measure, see Duration and Rhythm, Ties, page
146.

Spacings, Positions, and Sizes (Miscellaneous)

The proper horizontal spacing of notes and accidentals, etc., is too complex to
be included in these rather general guidelines.* A few basic rules, however,
should prove helpful.

A. Opening Measures (in Traditional Notation **)
At the beginning of a composition or movement, always indent the first line.
Clefs, key signatures, time signatures, and notes with or without accidentals
should be neither too far apart nor too close together. The gaps between them
can best be measured by cutting a short strip of staff from the music paper and
using its cutting edge as a measuring device (see examples below). The spacing
should be as follows:

between the clef and any subsequent symbol (key signature or time signa-
ture): one staff-space or a little less;

between the key signature and the time signature: one staff-space;
between any of the above and the first note or accidental or rest (with the
exception of whole rests and measure-filling whole notes): 1% staff-
spaces.

* For details, see engravers’ manuals such as The Art of Music Engraving and Processing by Ted

Ross.
+*For new approaches, scc pages 158 ff and 177 ff.
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[

(With cutting edges of staff to
show how to measure the gaps)

clef, key signature, time
signature, accidental, note

clef, key signature,
accidental, note

clef, time signature,
accidental, note

clef, accidental, note

clef, note

TYEE L

Whole-measure whole notes and whole rests:

)

D=

1 ]

See also Notes and Rests, page 46 f.

In music requiring two or more staves, the notes having accidentals (if any) are
spaced according to the rules above, and the notes without accidentals must be
aligned vertically with the notes having the accidentals, not with the accidentals:

g "

P

AR
|

I
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B. Clef Changes

At changes of clefs between measures, the new clef'is placed about one staff-
line space before the barline:

iap‘;?:qtr T y e %? r—t ﬁ‘
= 1) o ¥

Cello -5 & i. 1 1—1 o £ o— ﬁ%:#:
>y -2 1 i o—1-

There are no specific rules for clef changes within a measure.

C. Time Signature Changes
Changes of time signatures must be placed one staff-line space after the bar-

line, whether within a line or at the end of it:

\ \

N
T } } il}.l 1 T
H 1 ¢t |:§a i 1_
T b S

K
TR

D. The End of a Line

In the past, composers did not plan the length of their lines too carefully, but in
view of the current prevalence of facsimile publication it is advisable to devote
greater care to the planning of each line so that all lines end flush right with a
barline. The only exceptions are (1) music without barlines or with measures that
are too long and must be broken; and (2) changes of time signature, which neces-
sitate placing the last barline before the end of the line (see arrow) to make room
for the new time signature. (The new time signature must always be placed inside
the staff.)

3 N \
It is of great importance to strive for practical page turns. Only conductors’

scores and vocal music do not require them; ail other music does.
See also Facsimile Reproductions, page 341 f.

4 -+

E. Accidentals
Accidentals are often drawn too small in manuscripts, which makes for poor

legibility. Their proper width and height depend on the width of the staves. This
proportion must be maintained when writing on staves of different widths. Cor-
rectly proportioned accidentals should look like the following:

S =

F. Notes and Rests
All notes in multistaff music must be in proper vertical (thythmic) alignment.

The same is true for rests (see arrows **1'" in example below), with the following

exceptions:
(1) Full-measure rests (usually represented by whole rests regardless of the
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prcvai!ing meter) must be centered, no matter what other note- or rest-values
oceur in the same measure (see arrows *‘2"'").

(2) Full-measure notes are placed a little to the left of center, but only when all
other notes and rests in the same measure are also full-measure values (see ar-
rows ““3"") If this requirement is not met, all notes in such measures must be in

their proper rhythmic positions, including those filling an entire measure (see
arrows ‘‘4’"),

,A‘L‘% %)_l."\ rkh(i) n ?l ? ?
R

|
3-pp’ — :r‘(n P Bmb —33 $
R N e =t
.
-
P —= e
= p fiEs = =2,

b b & ¢

N.B.: The convention of almost centering notes and centering rests filling an
entire measure, and of using whole rests in all full-measure silences irrespective
of the actual duration of the measure, has begun to break down as rhythm in
contemporary music has increased in complexity. It is suggested, therefore, to
replace the traditionally centered whole rests shown above (arrows *2’") with
rests representing the actual duration of the measure in question, and to place
these rests in their proper rhythmic positions (see next example, mm. 1, 2, and 4
of the cello and m. 3 of the violin):

o
?‘%
S
J
s
[ Y48
Eiﬂ
*
o
b
""'"I: -
D

L"? () t; r = by —Jdon -
B ———— i e 2 P

or & K j‘dim =
. For durational spacing in spatial (proportionate) notation, see Spatial Nota-
tion, page 136 ff.
Stems

A. Stem Lengths

/. SINGLE NOTES (UNBEAMED)
Stems on single notes should be one octave long unless the note is farther than
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one octave from the middle line of the staff, in which case the stem is lengthened

to reach the middle line:
5

= £

1
1

Hty
bt

T
SREE

— ,—j,__ —

1

In other words, all stems must either cross the middle line or reach it (except, of
course, in double stemming—see below).

2. INTERVALS AND CHORDS (UNBEAMED)

Stems on intervals and chords should be one octave long, or a little shorter,
measured from the end of the stem to the nearest note. If that note is farther than
one octave from the middle line of the staff, the stem is lengthened to reach the
middle line. (In the example, small arrows point to the notes governing stem
lengths.)

Stems lengthened to
Lreach middle line

8
==t = £ !
= — —;:3:::

Ste‘?n »; !i .

Y% space
shorter

3. BEAMED GROUPS OF NOTES

d. SINGLE BEAM (IDENTICAL PITCHES THROUGHOUT THE BEAMED GROUP)

The basic rule for unbeamed notes, that stems should be 3% spaces (one oc-
tave) long, also applies to notes with one beam, provided the notes are all in a
space. (The stems are measured from the center of the note to the outside of the
beam.) For notes on a line, the stem is a quarter of a staff-space shorter because
the beam straddles a staff-line, i.e., the outside of such a beam does not reach all

e center of the staff-space: 3 Y
the way o th P spaces [H :]spaccs

See also Beams, page 9 ff.

b. SINGLE BEAM (DIFFERENT PITCHES)
Here the stem lengths cannot be regulated, except that the stem of the note(s)
closest to the beam should not be shorter than the interval of a sixth:

a
With minimum slans . . »
== a3
pod
£
With greater slants s o
(used by engravers) g — =
= e =
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€. DOUBLE AND MULTIPLE BEAMS
Stems are usually lengthened by haif a space for each additional beam, but
when three or more beams are used, no rigid rule is followed and a balance is at-

tempted between lengthening the stems just enough to prevent the note(s) nearest
the beams from being too close:

Regular lengths Compromise lengths

o

4. FLAGGED NOTES
For eighth notes and sixteenth notes the length of the stems should remain the
same as for unflagged stems. From three flags on, however, the stem must be

lengthened to accommodate the additional flag(s): i@é&
— C ere.

5. IN DOUBLE-STEMMED NOTATION

In double stemming, the stems are usually shortened by '% to 1 space, i.e.,
from an octave to a seventh or sixth, except in multiple beaming, where such
reductions would bring the secondary beam(s) too close to the notes. There also
are other situations that do not permit shortening of the stems, such as when
tremolo bars are drawn through the stem: __p ] |

==
R T R

S

6. GRACE NOTES
Stems usually take up about 2% spaces:

7. CUES
Stems usually take up about 3 spaces: s Tont| |

L2 § ) =Y ) &
T

p
B. Stem Directions

. SINGLE NOTES (UNBEAMED) _
Notes below the middle line of the staff are stemmed up; notes above and on

the middie line of the staff are stemmed down: #—:ﬁﬂﬁgﬂ

LI 1

N.B.: The old rule that the stem direction for notes on the middle line of the staff
is governed by the majority of the other stems in the measure (see example
below) is rarely if ever followed any longer, at least not by today"s professional
engravers and autographers.
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Not recommended ggﬁﬁi’;ér{j;‘ﬁif—;gj

2. INTERVALS AND CHORDS (UNBEAMED)

If there are multiple notes on a single stem, the stem direction is determined by
the note farthest from the middle line of the staff. (Arrows point to the notes gov-
erning stem direction.)

If the outside notes of an interval or chord are equally far from the middie line

of the staff, the stem goes down: _Eﬁ _

3. BEAMED GROUPS OF NOTES

The rules governing stem directions of unbeamed notes, intervals, and chords
generally apply to beamed groups also:

The note(s) farthest from the middie line of the staff determine(s) the direction
of all the stems in a beamed group.

NN T ) P
. . s 3
- 1y Z

If the outside notes of a beamed group are equally far from the middle line of
the staff, the group is stemmed down. (The governing notes in the following ex-

amples are marked with small arrows.) b}
y

X

N.B.: Both of these rules may be broken if the avalaible space makes their rigid
application awkward or even impossible. The most common such *‘violation’’ is
to let the majority of the notes govern the stem direction, in which case the sec-
ond example above would have upstems:

o v®

4. GRACE NOTES

Grace notes should always have upstems except in double-stemmed contexts,
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where their stems generally follow the part to which they belong, i.e., point
away from the staff:

In single-stemmed notation In double-stemmed notation

S| S P
l

f—
LY = V

See also Slurs and Ties, page 35 ff, and Grace Notes, page 21 f.
5. CUEs

Cues generally are stemmed opposite to normal, except that the stem direction

should not be changed within any one cue, even if this means that some of the
cue notes will have ‘‘correct’’ stems:

ﬂ 'ﬁ 1 A
Tpt. I 3 % e »
. - = ™

For group stems, see page 162 f.
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Accidentals

Basic procedures concerning accidentals are assumed to be known to the reader.

The following are specific suggestions. (For microtonal accidentals, see page
67 ff.)

A. Size

Care should be taken to adapt the size of the accidentals to that of the staff.
Disproportionately large or small accidentals seriously impair quick perception

(see Spacings, Positions, and Sizes, page 44 ff).
B. Cancellation (Naturals)

Although traditionally the barline at the end of a measure automatically can-
cels all non—key-signature accidentals (except for tied notes), in more recent
music, accidentals not canceled in their own measure are usually canceted in the

measure following: ﬁl E ; e I a
—_— T ==

(The B-natural in the last measure does not need a natural because it occurs more
than one measure after the preceding B-flat.)

Accidentals should not only be canceled for notes on identical pitch levels, but
for the entire pitch class (i.e., at any octave level):

%

ohe I
b 3

same 3aftcr the
measure} barline

In multistaff notation for a single player, such as in keyboard and harp music,
the staves should not be treated separately, as was formerly customary. Acciden-
tals should be canceled regardless of the staff in which they occur:

T |
Ped. (et
1 Ral 1T

T [, 2l

If an accidental is canceled within the same measure, but in a different octave,
it must be canceled again if the note subsequently recurs in the original octave:
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(In the example above, the F-sharp is canceled when an F occurs in the upper
octave. When at the end of the measure an F occurs in the original octave, it is
canceled again.)

-The following example contains the same notes as above, but the melcr' has
been changed from glo 6, causing the last F to fall into the next measure, 1.€.,
after the barline. In this case there is no need for another natural; the natural on

the preceding F suffices: %1

[arkes
T L

If the last F is to be an F-sharp, another sharp must be placed in front of it even
though no natural has occurred on the same pitch level. The new sharp has
become necessary because the F in the upper octave had a natural sign. In other
words, if any pitch has been canceled at a different level and then recurs uncan-
celed on its original level, its accidental should be repeated:

*%

(lng it would have become necessary to repeat the sharp, because accidentals
do not carry from one measure to the next unless tied, and then only for the dura-

tion of the tie.)

C. Double Sharps and Double Flats
A single natural suffices to cancel a double accidental. If a double sharp or flat

is to be reduced to a single sharp or flat, no natural is needed, only the single ac-

cidental:

o) { 1 17— 1 -ttt b4 1
oo o e s a4 e 4o O o e {lbe e e e |
Y G0 G Gl 1o G G*to GiG* 10 G# G# t0GxGhto G G 10 GH

elc.

D. At Clef Changes
If a clef changes within a measure and the same note occurs before and after
the clef change, the accidental must be repeated: __g — _ﬁff-\ -
: Y S l] 1[
CERANT

E. Tied Accidentals ' .
If notes with accidentals are tied from one line to the next, the accidental(s)

should be repeated at the beginning of the new line. No parentheses should be
used, because they crowd the image. (There is no need to repeat accidentals on
notes tied from measure to measure within the same line.)
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End of line Beginning of new line
b need not be repeated
- fo] 5t i 3 }
- f@:‘? ) A U | i] ) § I, i.ﬂ]
z - ‘—v - A — »
- Y :t?'mg, ——'_ § must be repeated
repeated

# need not be repeated

tied (within the line)

Here is the same example with the break from line to line one measure later:
End of line Beginning of new line

b need not be repeated
( (within the line)

”9%;4’3{1“'1{%} F— i
S iR e G
b must be repeated repeated fg need not be
tied § repeated

F. Cautionary Accidentals

Accidentals and naturals which have no primary function but serve only to
clarify possible ambiguities are the only ones to be placed in parentheses. Al-
though theoretically superfluous, they are often of crucial value to the performer.
The simplest rule as to whether to add a cautionary accidental or not is: When in
doubt, add it:

(# after many notes and many\ﬂats) (Here the (to warn of the
parentheses may  augmented fourth)
be omitted)
G. In Scores
In general, the use of cautionary accidentals should depend only on what goes
on within each instrument, but once in a while situations arise which are greatly
clarified by cautionary accidentals. For example, if there is a unison on G-sharp,
except for a sforzato G-natural in the trombones, the trombones should definitely
have parenthetical naturals. In vocal and choral music, it is advisable to add cau-
tionary accidentals in case of augmented fourths, when clashes occur with other
voices, or when there are prominent conflicting pitches in the accompaniment.
(These situations are less important in instrumental music because it is easier to
operate a key, valve, or string than to form a pitch vocally.)

H. Note-for-Note Accidentals

The discussion of accidentals should not be concluded without mentioning one
radically different trend which is gaining prominence and may eventually win out
over the system explained above. This trend reduces accidentals to a minimum.
Its basic rules are:



§6 MUSIC NOTATION IN THE TWENTIETH CENTURY

1. Accidentals affect only those notes which they immediately precede.

2. Accidentals are not repeated on tied notes unless the tie goes from line
to line or page to page.

3. Accidentals are not repeated for repeated notes unless one or more dif-
ferent pitches intervene.

4. 1f a sharp or flat pitch is followed directly by its natural form, a natural
is used (A8—An; Eb-Eh).

5. Cautionary accidentals or naturals (in parentheses) may be used to
clarify ambiguities, but should be held to a minimum.

S FEEL]

versus traditional:

el

9

1

Clefs

Although many clefs and clef positions were used at various times in the past,
mly the following survive in twentieth-century music:

S-clef % Bass clef E

T-clefs;
\ito clef Tenor clef 1&
viola) (bassoon, trombone, cello, but only

Jor notes too high for the bass clef)
Vo-pitch clef =

such as in unpitched percussion) ——

Certain transpositions are indicated with a small numeral:

Tenor-voice clef
also used for tenor recorder) =
Piccolo clef in C-scores

also used for descant recorder)
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Double-bass clef in C-scores
(also used for contrabassoon =
and other very low instruments)

Horn bass clef in traditional (transposed) scores and parts (Horn in F);

Sounds a fifth lower than notated Sounds a fourth higher than notated

E
T éi

N.B.: In popular music (jazz, rock, show music, etc.), clefs are usually omitted in
the parts after the first line, since they are (rightly) considered *‘understood.’’
This practice is very rarely found in “‘serious’’ music, except in random com-
positions with deliberately indefinite pitches.

Clef Changes

!. AT A BARLINE
If a clef change takes place at a barline, the new clef, which should be of a
slightly smaller size, is placed before the barline:

P4

2. FROM LINE TO LINE

If a clef changes from one line to the next, a warning clef, of a slightly smaller
size, is placed at the end of the line before the barline to signal that the next line
begins with a new (full-size) clef:

End of line Beginning of next line

—
Piano, left hand: @ﬁh ﬁ:}:i E efc.

‘dl L4 -

See also Spacings, Positions, and Sizes at Clef Changes, page 46, and Clefs
used in Scores and Parts, page 72 f.

Clusters

A tone cluster may be defined as a combination of three or more pitches too close
to each other to form a chord in the traditional sense. The degree of closeness, or

density, may range from adjacent whole tones to the immeasurable density of
electronic white noise.
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Certain instruments have relatively unalterable densities: white-key or black-
2y clusters on keyboard instruments consist mostly of whole tones. Slightly
reater density, at least in narrow clusters, is possible on harps. Black and white
eys together produce chromatic clusters.

Single-tone instruments can produce clusters only if combined in groups. Of
1ese, most wind instruments are limited in cluster density because their pitches
epend largely on fixed keys or valves. On the other hand, string instruments,
specially in large groups and pitched only microtones apart, can produce the
ensest clusters short of electronic devices.

Choruses, at least theoretically, can perform clusters as dense as string clus-
15, except that their total range is of course narrower. There is, however, an ad-
itional drawback: it is much more difficult to sing and sustain a controlled micro-
me or even a half tone than to play it on an instrument, especially if surrounded
y the other pitches of the cluster.

Clusters are used in two contrasting ways: as very short sounds for percussive
ffects, and as sustained sounds. The latter may be constant or changing in width
nd/or density, or they may move up or down, either maintaining their width or
hanging it.

\. Cluster Notation

The notation of clusters differs depending on whether they are to be performed
y a single player (keyboard or harp) or by a group of single-tone instruments or
owed strings. For keyboard and harp clusters, see the entries under piano
page 259) and harp (page 231). Group clusters are dealt with below.

3. Clusters in Ensemble Music
(Examples follow the sections a and b below.)

I. SUSTAINED CLUSTERS

a. PITCH NOTATION

In scores, filled-in horizontal bands of constant or varying width and/or posi-
on (pitch level) are the most effective form of cluster notation . *

In parts, such bands are not recommended, since they do not indicate to the in-
ividual player where he fits into the total pitch spectrum of the cluster. Instead,
arts should be notated with more traditional means: constant clusters should be
otated with ordinary notes and their chromatic or microtonal accidentals, one
art for each player (see example below); varying clusters should begin like con-
tant clusters, with a specified pitch for each player, followed by glissando lines
vherever gradual changes of pitch are called for.

This does not apply to instruments whose sound is of relatively short duration—see, for example,
iano Clusters, page 259 f.
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b. DURATIONAL NOTATION

In scores, to insure proper synchronization, notes of appropriate duration
should be placed above the cluster band (which, unfortunately, is rarely done). In
spatial notation, beat signs should be used (see pages 102 and 159 f.)

In parts, in constant clusters, ordinary note-values should be used, while the
glissandos of changing clusters may benefit from the same kind of small notes
above the music recommended for the score. (In spatial notation, the method
suggested for the score should also be followed in the parts.)

€. EXAMPLE: A CLUSTER OF CONSTANT WIDTH AND PITCH, FOR SIXTEEN VIOLINS

Score (cluster-band notation)

staggered bowing

!4tones (J)
|6 J 0’ Al » | 3 ¥ ) § T e ]
Violinsm -
.
J
Parts (ordinary notes)
0 LI 4 i i
FeE===m=amsas
D)
n ‘fl\ '\ 4 4
N
oJ
0 “jl‘ 5 1 i
W T —fded—tr—F
oJ f
e S e e ]
(o=
S
Violins ) Ty .II —% T—1 1 row |
¥ y 4 £ 1 ) | 1 1 1 b T I & 1
@it —dr—| g — 1]
# S S
&'] { L 1 T 1 T 1
6 L # A 4 e ) S | 17 1T —]
B e G O
A oo‘f
7 g—y—1 —1 ¥ i
16 63 1 8 — " — —|
} ¥ 4 ; |
H& Yttt
N ;: 10 oo
* % sharps :
" sharps} see Microtones, page 67 ff.
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N.B.: The sixteen pitches may be indicated more precisely as follows:

P N Y L LW

d. EXAMPLE: A CLUSTER OF 36 VIOLINS AND 12 DOUBLE BASSES

Both begin with specified outer pitches (with a footnote saying that the indi-
vidual pitches should be quarter tones apart). The clusters remain constant for a
while, after which the violins have a very slow glissando upward with a simulta-
neous gradual reduction in width, ending on the highest pitches of the G, D, and
A strings. The basses have a glissando downward, also with reduction of cluster
width, ending on a unison G. (Excerpted from Riff 62 for orchestra, by Wojciech
Kilar.)

(oo

. i (J)
Rz

vn.

=

l"; (41601}

TRNS 2

Copyright 1963 by PWP, Warsaw, Poland. Used by permission.

* All the quarter tones within the indicated range.
** 15 the Polish publisher’s symbol for tremolo.

t A is the Polish publisher's symbol for the highest note possible. In the reproduced passage the
upper cluster is to be played by twelve violins on the three lower strings (see “sul G, D, A’ at the
beginning of the cluster). The slow upward glissando ends on the highest possible note of each of the
respective strings.

PITCH 6]

€. EXAMPLE: A CLUSTER, VARYING IN WIDTH AND PITCH, FOR AN ENTIRE STRING
SECTION

Cluster-band notation in the score

Slow
Fo) J J JJJJ JJJJC(C. J J‘?
P & 1 T
T%:——*l H3
An i VPRI o
h Vel. +Val
Strings A DB, +Val Jg dm:,
D’ A Y e - ——
= e
PP cresc. poco a poco
Traditional notation in the parts
—_
The g dlow P i = N
hlg,hest
Violin L | 1 P o MRS WUN S50 UV 8 55 S 1 17 "rt T
mp cresc. poco a poco p:o
Slow g 4
mi(?dle } 41— I T —t— T )
Viola o e P z
P cresc. poco a poco B/ /4
The Slow P e P i
lowest ga ‘i 1 I+ {/r{l"'{r fﬁu% ﬁ
Cello 15 I'e s H g ]
& Bass pp cresc. poco a poco N/

N.B.: In clusters such as the one above, it is impossible to indicate specific
pitches in the score. Note also that even though all the examples given here con-
sist of unspecified or quarter-tone intervals, this is not necessarily the case for all
clusters. Many consist of half-tone steps only.

In fotation with indeterminate (approximate) pitches, it is generally preferable
to use either a single staff-line to mark the pitch center:

Su Su 5”

EL’-————’ ! " etc.

or two staff-lines, fairly far apart, to show the upper and lower pitch limits:

311 Su 8" l"

v v v

efc.

P———OP<Sf2

<
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As is clear from the examples, the staff-lines are marked with the pitches they
epresent (unless the composer prefers to leave the choice to the performers).

Since such clusters usually appear in rather free music in which everyone plays
rom the score, the question of how to transcribe them for individual parts rarely
rises. And since the number of players in such music often varies from perfor-
aance to performance, it would be inconsistent with the style of the music to be
ery specific. The players have to work out among themselves how to interpret
he notated cluster bands—their density, possible doublings of certain pitches,
radual additions or subtractions of instruments, etc. If, on the other hand,
reater specificity is desired, the guidelines given above should be able to solve
nost problems.

2. FAST, RHYTHMIC CLUSTERS

a. SPECIFIED PITCHES

In scores, clusters with specified pitches and note-values should be notated
«ccording to the recommended system described in Piano: Clusters (page
'59 f), namely:

The note-heads of the outside pitches of a cluster zre connected in the
center with a heavy, solid line;

The stem (if any) is attached to the top or bottom note, according to the
regular rules of stem directions;

Ties connect only the top and bottom notes. (See examples below.)

A cluster notated in this way is assumed to have haif-tone density. If a dif-
erent density or doublings, etc., are wanted, the parts wili show what is intended,
»ut the score should also include a footnote or other indication to this effect.

In parts, the same procedure shown under Sustained Clusters earlier in this
.ection should also be used for fast clusters, i.e., an indication of the appropriate
pecific pitch(es) must be shown for each performer. The spacing from pitch to
yitch and the number of pitch doublings (if any) will vary depending on the width
»f the cluster, the size of the ensembie, and/or the composer’s special requests
or unequal density or for emphasis of one or more pitches through doubling(s),
:tc.

score A b
Al strings #—P—Z T ]
except bass %ﬁ;ﬁ}. +——
l.-tone -
clusters ff
arts (sampling) A ﬁ:
lighest Vol s =t ]
P4 1 i
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Middle

Lowest

* % sharps (see Microtones, page 67 ff.)

b. INDETERMINATE BOUNDARY NOTES; APPROXIMATE PITCHES

Narrow vertical boxes replace the boundary note-heads; the length of the
boxes indicates the approximate width of the clusters. Since the clusters are inde-
terminate, the players must work out their individual pitches. Chromatic density
is assumed unless marked otherwise.

N -

ﬂ A
22 Violins jfj:q_—_: UE -
g

IR O—
j““‘E““‘i etc.

mp —=—— Nig p
Tutti g, #_!H!Iu%l—v*lm
o pP<sS
w

Glissandos

A thin, straight line should be used to indicate a glissando. It is customary to add
the abbreviation gliss., but this is not mandatory; the line suffices.

A. Note-to-Note Glissando

From one note to another:

I
L Id 1 ) S | 7 4 FHd
A d

J v 1

-

11 et O, 1
11 Lhe) £ ]
3 da 1 7 ]

The small, parenthetical note-heads are not articulated; they merely mark the
final pitches.
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B. Open-Ended Glissando
The free end of the glissando line implies an approximate final pitch:

Io he

EEESETE

J
The arrowhead shows that the final pitch lies beyond the end of the glissando
line; A ba
Z 11X 1

0
ﬁll X F i

C. Curved or Undulating Glissando
A glissando in which the degree and direction varies, as traced by the glis-

sando line: gliss.

T 1

D. Slides into a Note

I. QUICK SLIDES
These have neither specific opening pitches nor specific durations, and are to
be performed in the manner of grace notes:

) N 4
ry) T

(No rests should be used.)

2. SLOW SLIDES
These are glissandos with indefinite opening pitches:

Straight slide Curved slide

(d ) 2) ba
FSe=re——E= pEESs
) 7 v

‘Parenthetical notes should be used to show the duration of the slide.)

€. Dynamics and Timbral Indications

All the glissandos described above may be supplied with dynamic indications,
1s well as with constant or changing timbral specifications (mutes, bow posi-
ions, mouth positions in vocal music, etc.).

See also Glissando, page 19 ff.
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Harmonics

Be sure that the small circle (o) which indicates harmonics is not shaded like a
zero (0), which would mean ‘‘open string,’’ nor that it is too large, which would
mican ‘‘open’’ in brass instruments, or ‘*hand tremolo’" in vocal notation. Given
our present profusion of symbols, proper sizes and other details have become
much more important than ever before.

For details of harmonics notation, see the entries for specific instruments or in-
strument groups.

Highest/Lowest Note(s)

In general, only the highest notes are written without specified pitch, because
they may differ from instrument to instrument (even of the same kind) and from
player to player.

Lowest notes, on the other hand, are generally not variable and should there-
fore be notated as specific pitches according to the instrument(s) involved. Ex-
ceptions: the voice, woodwinds with attachments, pedal tones of brasses, *‘mis-
tuned "’ strings (scordatura).

Highest note Lowest note

At

*tied half-notes should be
used in fieu of a whole-note.

1l

For string instruments, two or more triangular notes may be used to indicate
the highest notes of two or more strings, played simultaneously. If only one tri-
angular note is used, it always means the highest pitch of the instrument, and
thus of the highest string.

Two strings

(See also the Kilar excerpt on page 60.)

[l

4
=

H

Note that the stems go to the center of the notes.
In free notation, no staff-lines are required: T ‘i’

Quick slide to the highest note: %
Ordinary (measured) glissando to the highest note: % §

(For a general discussion of glissandos, see pages 19 ff and 63 ff.)
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Indeterminate or Approximate Pitches

A. On a Five-Line Staff

If the ordinary five-line staff is used, note-heads should be omitted. The stem-
ends show the approximate pitches.

N.B.: Only eighth notes and shorter values are suitable for this kind of notation.
In quarter notes and half notes—notes without flags or beams—it is impossible to
determine which end of the noteless stem represents the pitch end.

Symbolic durational notation Spatial durational notation

=
o] * ~,
s = — ra 4 A
&
X 1 f . - 4
P -t 1 1-¥ I —1t
oJ |- - ). L

B. On a Grid
If a register grid is used instead of the five-line staff, there is no need for omit-

ting the note-heads. As a result, the note-values nced not be restricted, as sug-
gested above.

Three-line grid, symbolic durational notation ~ Three-line grid, spatial notation

‘mﬁ\j\l T i T T,

-

P[]

N b

Center line only, symbolic
durational notation

B J
9
—

T e

P cresc.

I
s

Whenever three-line grids or center lines are used within a five-line staff context,
they should always replace that staff, and not be placed above or below it:

Marimba W.B. Glsp. 5.D.
D T e R STy s 2 N I
iR, T S EiH P !
4 H=mf == == P<¥

digear

\_3._)

J=mf -
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Microtones

A. Exact Pitches: Quarter Tones

/. PRELIMINARY REMARKS
Quarter tones are used in different ways. They may be

ornamental inflections of a given pitch;

part of a quarter-tone scale or other set of pitches that includes quarter
tones;

one of a number of microtonal divisions, such as sixth, quarter, and third
tones.

Because of this diversity, some quarter-tone notations may be more appropri-
ate than others, depending on the musical and notational contexts in which they
occur.

2. ARROWED ACCIDENTALS FOR ORNAMENTAL INFLECTIONS, SCALES, AND

OTHER SETS OF PITCHES

The notation of quarter-tone sharps and ﬂats is shown here in the context of
scale formations:

WW

Quarter-tone naturals: 3@

This system shows that there are two or more ways in which a quarter-tone

pitch can be notated: _5 %
similar to the enharmonics of traditional notation: @

The choice of the most appropriate accidentals depends on the kind of music in
question and the harmonic context (if any) in which the pitches occur. Thus, in
music based on any kind of tonal relationships, the up and down directions from
tone to tone—the tonal gravity—should be reflected in the ‘‘grammar’’ of the no-
tation:

A R A o) 4 fos N
AE 3 1o : b
A e ] o BT e

In atonal music, choices of this kind are generally irrelevant, especially if the
sound source has ready-made pitches, such as quarter-tone keyboard instruments
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r xylophones with quarter-tone bars. Even in nontonal music, howcver, the no-
itton of quarter tones should be chosen with care, since faster and more accurate
esults will be achieved in rehearsal if the quarter-tone sharps, flats, and naturals
re not jumbled too randomly.* Moreover, it must be remembered that string
layers tend to differentiate between sharps and flats (F-sharp versus G-flat,
or example) and that wind players, too, often use different fingerings for similar
ifferentiations, even in atonal music.
The following examples show the same music in three different notations:

Noﬂals ) ﬁ"u_\ I P {b }
B IHJ . r_, wA M £ 9N — (X
[SEESESims
=
No sharps ba ~
e L hpp ey i
DS ¥ -
Mixed g be g pliley ]
(B T
_ﬁf_ _«_‘{‘__, bt

3. OTHER QUARTER-TONE ACCIDENTALS

Among the many quarter-tone accidentals invented over the years there is none
ith identical alterations for both sharps and flats except the arrow system shown
»ove. Nor is any system quite as self-explanatory. But since the approach to the
;e of microtones—whether as structural components (scale steps) with or with-
1t tonal implications, or as ornamental ‘‘bendings''—is still in flux, it seems
ymewhat premature to propose notational standard procedures at this time with-
ut at least providing a glance at a few alternatives for structural quarter tones.
The ornamental ones present less of a problem.**)

Thus, among the signs for quarter-tone sharps, the oldest and actually most
mvincing are those first proposed in 1756 by Giuseppe Tartini: § #
] ()

Strictly atonal music, i.e., music in which the piiches have no tonal implica-
ons (leading tones, etc.) could be notated with the three Tartini sharps and no
uarter or three-quarter flats at all. All pitches originally thought of as quarter or
iree-quarter flats would then have to be ‘‘translated’’ enharmonically into
juivalent sharps. The advantage of such notation is that it is easier to write and
:ad than the arrowed accidentals. Its disadvantage is that it lacks quarter and
iree-quarter flats.

3ut see the system presented at the end of the next section, page 69.
*See Approximate Pitches, page 70, and Microtonal Trills, page 76.
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The following example shows the same music as above, notated with Tartini
A temelh)

sharps:
A T [
ggg e

As for quarter-tone flats, no method comparable in practicality and expli-
citness to either the arrows or the Tartini system has evolved so far, although
there is no dearth of inventions.

The most frequently encountered flat adaptations are: |, L ) and § J ¢

Sl

' - 0
”

fo—
E

None of these flats conveys as clearly as the Tartini sharps whether it lowers
the pitch by one or by three quarters. Besides, the first three flats can easily be
mistaken for carelessly written regular ones, and the other three are equally am-
biguous except that they are clearly backward.

There is, however, one practical quarter-tone flat—a regular flat written back-
ward (¢)-—which is not likely to be mistaken. It has not been included above

because it is part of a system which functions well and which, in fact, has already
aftained near standard status in atonal music for woodwinds. This system uses
Tartini’s one-quarter sharp (3) and the backward one-quarter flat just mentioned.

Unfortunately, it does not include three-quarter sharps or flats because its
quarter-tone accidentals can be used only on natural pitches (white keys). Thus a
certain amount of enharmonic manipulating is necessary. Nevertheless, the sys-
tem is highly recommended where appropriate, i.e., in a strictly nontonal con-
text.

The enharmonics function as follows:

a Y%-sharp C must be notated as a %-flat D;

a %-flat D must be notated as a Y-sharp C;

A quarter-tone scale, notated in this system, would read as follows:

Upward
0 \
. I t—t——1—+—1—F—t—1T1—1 3 |
SN GUD U S S S w‘_‘ " #ﬂﬂﬁ.ﬁﬂ
' -1+
Downward
") :

AL B B |

and the example quoted above would read:
0 _§e

o |-
A 4

ey
-
AE,
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B. Exact Pitches: Other Microtones

/. MICROTONE NUMERALS
A microtonal pitch other than a quarter tone should. be notated with small

numerals, with arrows at the top or bottom to show the direction of the microtone
from the written pitch:

& = one-third tone higher than the written pitch;
Y = one-sixth tone lower than the written pitch; etc.

The numerals should be placed above rather than in front of the notes. If dou-
ble or triple stops occur, such as in string instruments, one numeral applies to
both or all three notes. If, however, different microtonal alterations are desired
for such simultaneous notes, the respective numerals should be placed above one
another in corresponding order: i

ﬁﬁ:r:t:ﬁ:r:r-&’ ? %'_4

‘;J.V I3 ¥ ]I I'I 1] l'l ]
(both (¢ h-tone lower;)
A-tone (g“ ‘% -tone higher)
higher)

In cases where altered and unaltered notes are mixed, double stemming should
be employed and the numerals placed at the stem-end of the note(s) to be altered:

s
G

2. QUARTER-TONE NUMERALS
If quarter tones occur along with other microtones in a given composition, it is
essential to notate all micro alterations according to the same system, i.e., to use

the microtonal numerals for the quarter tones also: l 1 4 1
or an

N.B.: Never use more than one system of notation in any one composition, or, at
least, in any one movement. Also, no matter which system is used, it must be
explained at the beginning of the composition or movement, and not only in the
score, but in the parts (if any) as well.

C. Approximate Pitches

I. OONSTANT PITCHES

Slightly higher or lower than the note t 4

==
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N.B.: The arrows must be quite small and thin so that they will not be confused
with the larger, heavier arrows used for other purposes (highest or lowest notes,
conductor's signs, synchronization arrows from part to part, etc.).

2. GRADUALLY CHANGING PITCHES

Slow pitch inflections J J b

#:Fﬁﬁﬁﬂ = = ]
- f o T
71— 1 1] o 1

Transpositions

A. In C-Scores
All instruments are notatea according to their actual sound (concert pitch}, ex-
cept the following because of their extreme ranges:

piccolo: a small 8 should be placed at the top of the G-clef to show that the

sound is one octave higher than notated: 4;

contrabass clarinet, contrabassoon, and double bass: a small 8 should be
placed at the bottom of the bass clef to show that the sound is one octave
lower than notated: ?=;

tenor voice: unlike the instruments listed above, the tenor voice does not
have an extreme range. There is, however, a strong tradition-of notating
the tenor in the G-clef, one octave above its sound. This notation should be
retained, though with a small 8 below the G-clef ( £ ) to indicate the actual
pitch.

B. In Performance Scores

All transposing instruments in performance scores, i.e., scores actuatly played
from, must be notated in their customary transpositions, not in their actual
sound.

C. In Individual Parts

All transposing instruments must be notated in their customary transpositions,
regardless of whether the score is in C or transposed.

Cues must be transposed (where applicable) to match the part(s) in which they
occur. (For details, see Cues, page 160 f.)

~.8.: In former days there was much less variety of notation: it was understood
that the piccolo, double bass, and tenor voice, etc., were notated in octave trans-
position, rendering the small 8 at the clefs superfluous. Today, with some scores
notated in C and some in transpositions, and with some of the C scores having
piccolos and double basses at actual pitch, while others have them in their
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1stomary octave transpositions, the small 8 has become necessary to avoid A
nbiguity. . . Clarinet fln;n
Note further that all scores must carty an explanatory note in a prominent loca- tn
on, such as the upper left corner of the first page of music, saying “*Score in C"’ Bb
r “‘Transposed Score,’" whichever applies. If, in a C score, no8s appear above Clarinet DT y
¢ below the clefs of instruments which customarily were written in octave (Ba::‘;'ze
ansposition (chiefly piccolo and double bass), the information should read Eb Alte Trumpet)
Score in C (actual sound; no octave transpositions),”’ or more explicitly, Clarinet
Score written at actual pitch with the exception of the following instruments: b Bass C Trumpet
(a) piccolo, xylophone, and harp harmonics sound one octave higher than Clarinet
written; Bb Trumpet
(b) glockenspiel sounds two octaves higher than written; Bb Cornet
(c) contrabass clarinet, contrabassoon, and double bass sound one octave g{" B“’“
lower than written. "’ Aarinet Tenor
Trombone
: Clefs' Used in Scores and PaFts Contrabass
Most instruments are notated in one clef only, regardless of the many leger Clarinet Bass
nes required for very high or very low notes. Only a few instruments, such as in Bb Trombone
ns or cx.’,llos, permit the use of more than one clef to make such extreme Contrabass  -a—® .
tches easier to read. Clarinet w: Baritone b )
In the following chart, the third column shows the clefs customarily used in in Eb be G“"_f . EU =1 —
ansposed scores and parts. In C-scores one may be slightly more liberal with — lﬁi '(".'::“[;'b';"
ef changes, though only in C-notation of transposing instruments. Bassoon 7 ll 11 ) E ) -
Baritone 1 FEm——— p—
poritone!
ass-cle, 1 1
Table of Transposing and Nontransposing Instruments: Notation, Actual fﬂ""’“‘ notation
Sound (Concert Pitch), and Clefs Used (in Score Order) assoon
. . L . g
ir the notation of pitched percussion instruments, see page 213 ff. Tuba %=

. . Bb Soprano ! .
nstrument  Notation gctual Slct;;s) Instrument Notation gctux:il* ﬁlet}s) Saxophone % ¥ N M
ound* Use oun se
.(Slgprano‘ ) F{ - 4 " ] s Eb Allo P A . Violin @:E'_Ei%_*_‘ —
escan - e — —— —
Recorder M Flute :@?:l: ::t@: Saxophone Pt —He P —

0y} ) J o
Viola
Alto ) A _ A BbT. _ .
(Treble) - —— Oboe b iy g & o — Sax er:or A" —
Recorder —& o - — ! ) o i
. Cello =
Tenor § - AE English — A__ A—_ Eb Baritone : n,w T 8 H T 1 -
Recorder e A—— Horn :‘Tgﬁ S Saxophone P——"—
. [eradi-
T tradi- !
- [tional Eb . Bb Bass Bass ?1_ 8)i——1o ﬂkﬁ’
. s [ AU A B o s e — S - i —
Piccolo = v_l o E— 12 Clarinet ﬂ- o §: . axophone -

** Notation preferred by players.
(ransposing instruments only. t Scores (in C) should be notated in C (bass clef ); parts should be in C and in Bb (G-clef).
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Trill/Fremolo/Vibrato

Throughout music history there have been numerous interpretations of tremolo
and vibrato, while trills have been comparatively stable in their meaning. At the
present time the following interpretations are the most widely accepted:

A. Vibrato

Vibrato is a slight fluctuation of pitch, which should always be less than one
half tone from the main note (but see N.B. below). It can be modified in width
(molto ot un poco vibrato) and in speed (fast or slow vibrato). It may also be
canceled altogether (non vibrato).

Singers and performers on wind and string instruments normally produce a
rather narrow, moderalely fast vibrato, so that if any of the modifications men-
tioned above is wanted, this must be indicated and subsequently canceled with
the abbreviation ord., or the entire modified passage must be indicated by a
broken-line bracket placed above it and ended with a downstroke.

A vibrato is never writien out in actual notation, but in recent music, wavy
lines have come to be used to indicate its approximate width and speed and grad-
ual changes (see page 80).

B. Trill

The trill is essentially a half- or whole-tone vibrato, except that while the
pitches of a vibrato usually are vague, those of a trill must be exact. As for the
speed of a trill, it used to be as fast as possible, but in more recent music it is oc-
casionally modified (*‘slow trill’"). Also unlike a vibrato, trills are always indi-
cated in the notation. (For details, see Trills, below.)

C. Tremolo
The term applies to several quite different techniques:

1. a fast repetition of one or more tones (e.g., a violin tremolo or a drum
roll);

2. a fast alternation of two or more different pitches (e.g., a piano tre-
molo). This is related to the trill, except that the smallest tremolo interval
must be larger than a second. (In certain contexts, this rule is occasionally
broken; see Wide Trills, page 76.)

Perhaps the most versatile sound source for trills, tremolos, and vibratos is the
voice (see detailed discussion in the Voice section).
For details of durational notation, see page 147 ff; see also individual listings.

N.p.: In recent music, gradual changes of the width of a vibrato have gone
beyond the intervallic limit of less than one half tone. This has injected renewed
confusion into the terminology, since vibratos of such great widths should either
be called trills or tremolos. It would, however, be most impractical to change the
nomenclature in midstream. Therefore, for those who wish to be very meticu-
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lous, a pitch fluctuation that begins narrow might be called a vibrato regardless of
how wide it becomes later, while a pitch fluctuation that begins with a wide inter-
val might be called a tremolo regardless of how narrow it becomes later.

Trills and Trill Tremolos

Trills are notated with the abbreviation ¢ in ltalic type, followed by a wavy
line. A short stroke at the end of the wavy line may be used to indicate whether
the trill leads directly into the subsequent note or rest, or ends before it (see page
.

On single trilled notes the wavy line may be omitted, especially if the notes
occur in succession and there are no ties:

v o e

If, on the other hand, passages like the one above are to be performed molto
legato, a single trill sign followed by a long wavy line may be used:

p

n. ¥ X
e
. i { { T 1 17 y‘

A. Single-Step Trills

It is understood that one trills with the note above the written pitch or main
note, modified, if needed, by a small accidental just to the right of the r of the
trill sign or by a small, stemless note-head in parentheses, following the main
note:

See also Ending a Trill, page 77.
If a trill is to begin with the note above the main note, a grace note (the upper

pitch) should precede the main note: E‘{r

If a trill is to begin with two or more opening notes, small sixteenth notes with
a slash should precede the trill note: ot

I ‘l’.
e T
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Trills with the note below the main note are only rarely notated with a small,
wenthetical note showing the lower pitch. Instead, the main note is lowered,
eceded by a grace note showing that the trill begins with the upper pitch, or, if
iis obscures the true (harmonically primary) main note, it is notated as a tre-
olo:

istomary Rare
(not recommended)

FHE) o« I Ve

. Wide Trills (Trill Tremolos)
Any trill wider than one whole step is a *‘wide™" trill and requires a parenthet-
al note-head following the main note:

p lrem s~ brem>—~ trem .~~~ trem =~
o 1 | I lil?‘} H H:X ) | Y .IV AV ||
b A
S = i LB SR L S
\& (used in ~—
keyboard
music)

Since wide trills are the same as tremolos, they may also be notated as the lat-
T.

If the music alternates between trills and tremolos it is often advisable to notate
verything according to the same notational method, either all tremolos or all
ills. The first example shows the preferred notation:

il tremolos ﬁ
4

ther than

‘ixed notation

See also page 147 ff, and Voice, Tremolos, page 301 ff.
. Microtonal Trills

A microtonal accidental must be placed in front of the main note, or above the
of the trill sign, or in front of the parenthetical trill note-head, depending on the

:sired pitches: b
A ot o

See also Microtones, page 70 ff.
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D. Nonroutine Trill Openings

' Ifa trill is to begin with a tongue click, scratch bow, cracked tone, etc., verbal
instructions should be used: tongue click

g Mo~

E. Ending a Trill

The end of a trill should be indicated by a short vertical stroke cutting off the
wavy trill line. It is important to show whether the trill is to end just before the
next note or on the note. If the former, and if the next note comes after the
barline, the wavy line must end at the barline, regardless of the amount of space
between the barline and the next note:

gt i | pOr N

S

377 5.2 S | 1 1 )

1 1
+ t g

F. Afterbeats

If specific pitches are wanted with which to end the trill, they must be indi-
cated with small notes and slurred either to the preceding trill note (the main
note) or to the note following the trill, depending on the circumstances:

n tfre—~ v

G. Trill Continuing from One Line to the Next

End of one line Beginning of next line

= e =

H. Timbnral Trills

/. PRECISE RHYTHM, SPECIFIED FINGERING

3 o 3 o 3 18 o 3 o 9
b
Tbt‘lnn 441 1 1 1 %}}}I l} }
3

oJ

2. PRECISE RHYTHM, FREE FINGERING

(A.F. = Alternate Fingering)
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See also individual instruments where applicable, such as Brass, Percussion,
etc.

Unisons

Unisons are most common in reductions and in parts with two voices or in-
struments on a single staff. Whole-note unisons require two notes written close to
each other:

= e

r¥/

Stemmed notes do not require double-note notation as long as the unison con-
sists of either two black or two white notes (but see dotted notes, below):

ESESCIEfOS

Unisons consisting of two different types of note-heads require two note-
heads, with their up- and down-stems as close as possible as above:

) FEla=d 4 not e
Ezé_?ii:dﬁtﬁm‘_‘:__i _Ig‘:_:(
Dotted notes follow the rules given above, as long as both notes of the unison

are dotted: | | N o
o | A | e | tﬁ#ﬂ :n::
) | D | ) | N ¢ 1) 1 B |
' 1 4 1

Unisons consisting of a dotted and an undotted note require two note-heads,
with the undotted note preceding the dotted one, regardless of the position of the

stems: dot bet
heads closest not dot between
stems closest noteheads
together ‘(togelher
W {
- — not
il ; Iyl | t V

Double-dotted notes are treated the same as dotted notes.
For further details on dotted-note unisons, see Duration and Rhythm, Dotted
Notes, page 125 f.
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Unpitched Notes: Placement

A. Occasional Unpitched Notes

These should be written on an extra line added to the full staff. This extra line
must not be so close that it will be mistaken for part of the regular staff. The extra
line is placed either above the staff, between two staves (such as in piano music),

or below the staff. If it appears above or below a single staff, the stems should
point toward the staff.

1. INSTRUMENTAL MUSIC NOTATED ON A SINGLE STAFF
Here the extra line should, as a rule, be placed above the staff:

W.B.

Xyl. 7#1:4:#:&:1&#?

e

ri_
I

2. INSTRUMENTAL MUSIC NOTATED ON TWO STAVES
Here the extra line should be placed between the staves:

o)
s o ey

¥ ~

= . Y
1ﬂ ) - ——

Piano f3/ & b l -
Piano lid 3
st + -
et —
«

3. VOCAL MusIC
The extra line should be placed below the staff so that the note-heads are close

to the vocal text: P ~
Bass 4
spoken-——;}:~4~
Go! Leave me. Go a-way!

But see also Voice, pages 298 and 303 ff.

B. Extended Passages of Unpitched Notes in a One-Staff Part

This warrants temporary interruption of the full staff in favor of a single line,
which should be the continuation of the middle line of the full staff (see Horizon-
tal Lines, page 22).

—ZfF Woodblock

Let us dance! P cresc,
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Vibrato/Non Vibrato

A slight vibrato is normal for the voice and most instruments. It should not be
marked unless contrasted with molto vibrato or non vibrato (n.v.*), in which
cases the resumption of normal vibrato should be marked ord. or norm.:

A - ,mollo ¥ib. b o 0_"1‘, non vib. (orn.v.)
P’ AN 1 1 IT T ) ) P Jud ) T o 3 1 -1 1
Le | ) S T 1 i 1 17 4 { T Bl | 1 - 1
A e
¢ N g o 4
\__/

A. Marked Vibrato

If a vibrato indication is used to call for a slight increase above normal vibrato,
an unshaded wavy line should be placed above the music. The vib. at the begin-
ning of the wavy line is optional:

gig%iﬂ::i‘hd“:ﬁfgg#:ﬁi

B. Vibrato of Varying Width and/or Speed
If a vibrato of varying width and/or speed is wanted, the wavy line should
outline the desired fluctuations:

/. ONLY THE SPEED VARIES AN VWU

©

2. ONLY THE WIDTH VARIES

d. VIBRATO ABOVE THE PITCH a f
(Accidentals are optional.) L/”\/\Nv\
& 1}
= b
=
b. VIBRATO AROUND THE PITCH ~ AN~

3. SPEED AND WIDTH VARY

d. WITH OPTIONAL ACCIDENTALS L/“}N\/,,\\__\/
1

b. WITH GUIDELINE A L e

See also page 74 f, and Voice, Vibrato/Non Vibrato, page 304.

*n.v. is preferable to 5.v. (senza vibrato) because n is less likely to be misinterpreted.
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Prefatory Note

This section differs from all other substantive chapters in this guidebook in two
respects:

1. In all other chapters, the notational signs and procedures are presented
as isolated phenomena, divorced, with very few exceptions, from any
musical context. This cannot be done with rhythm. For rhythm to be per-
ceptible as such, a context is essential. Stated more simply: a sixteenth note
by itself is no more than a time-value; it becomes a rhythmic phenomenon
only in the context of what happens immediately before and after.

2. Considering the extraordinary complexity and diversity of the rhythmic
and durational characteristics of music in our time, and the problems of

81
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dealing with them notationally, it seemed inadvisable to present the various
phenomena in alphabetical order. Instead, they appear as follows:

a. a brief historical survey of rhythmic/notational trends in the twen-
tieth century, from Stravinsky's Sacre du printemps to the present;
b. a description of the most common rules and practices for the no-
tation of rhythms and durations in present-day music (under the
heading ‘‘Beaming’’);

c. a set of extended rhythmic and polyrhythmic phrases in various
notational interpretations (under the heading ‘‘Practical Applica-
tions'').

Rhythmic Trends in Twentieth-Century Music and Their
Notational Consequences: A Brief Historical Survey

In the music of approximately the last four centuries, rhythmic or durational
notation rarely presented any great difficulties, since meter, rhythm, and even
>hrasing were all bound up with one another. The fact that terms like syncopa-
ion or cross rhythm exist at all only proves that metric/rhythmic kinship was the
10orm, whether from part to part in a polyphonic texture, or within the individual
rarts themselves. Occasional irregularities thus could easily be recognized and
abeled.

This equilibrium was profoundly upset during the twentieth century. The first
najor innovative trend was characterized by a gradual emancipation of rhythm
ind phrasing from the confines of a steady meter. Notation coped with this in-
1ovation in a number of ways, depending on the style and structure of the music
it hand.

\. Irregular Meters: Changing Time Signatures

Music in which metric irregularities apply equally to the entire texture was
isually notated with frequent meter changes which generally followed the rhyth-
nic accents of the music (see facing page).

8. Beaming by Rhythms and Phrases; Polymetric Textures

Music in which the metric irregularities do not apply equally to the entire tex-
ure (i.e., music in which different irregularities occur simultaneously in dif-
‘erent parts) was often notated with the function of the beams changed from in-
ficators of metric divisions to indicators of rhythmic groupings and even of
shrases.

In the excerpt from Béla Barték 's Fifth String Quartet (1934) on pages 84-5, the
neter at the top of the page isﬂ . Note that at the end of the first measure of the
:xample, after the Piti mosso, triplets are introduced in the violins (though without
he identifying triplet number 3). Once the notation of the triplet motion has been

Fipise 13

Lgrie

noiaset

coint

DURATION AND RHYTHM:
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=i i |
bl B

o Igor Stravinsky: Le Sacre du printemps, Danse sacrale (1913), page 112 of
miniature score. (Copyright 1921 by Edition Russe de Musique. Copynght assigned
1947 to Boosey & Hawkes for all countries of the world. Reprinted by permission.)
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stablished, the customary three-note beaming is discontinued in favor of phrase-
«eams, and there are no further indications concerning metric divisions until the
hord at letter F. Here, since the beams no longer reflect metric divisions, the
layers are literally forced to count the notes to find out whether the triplet mo-
ion is continuing or has reverted to regular eighths—obviously not a very prac-
wcal solution.

Pil mosso
J- 150 120

o
1

T 7
P 1 —+
& 22! —1 i = S A S e S 4
i 1t 1 ] & i —g =
—

™
¥ s o &
7 4
7 T8 Las
R — N
3 \g‘f n
f * L 1 £ F—+ &
: 4 i
P —¥— ¥ ¥ - S k. g
8 Se——
P4 T
S
~—— ) S s e e e ~
. ——— e e —T—1-F 13 e  —— %
T i Bt o e ey e S s S e e e e e e .2
GERSSSEEEEE S as L ==t =

Béla Bant6k: String Quartet No. 5 (1934), first movement, mm. 119-26.
Copyright 1936 by Universal Edition; Renewed 1963. Copyright and rencwal
assigned to Boosey & Hawkes, Inc. (for the U.S.A.) Reprinted by permission.
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Anton Webern’s Second Cantara, Op. 31 (1943), presents a different problem
in that its entire sixth movement is polymetric: the fifteen vocal and instrumental
parts move simultaneously in four different, ever-changing meters (see page 86).
Fortunately, these meters have a common beat-unit—the half note—and are
thus easy to notate,* but it is virtually impossible for a conductor to give equal
attention to the indigenous characteristics of each of the metric progressions.

*for polymetric textures with different beat-units, see page 90 ff.
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u All three innovative methods—the frequent metér changes in the Stravinsky
o [ _ example, the beaming by rhythms and phrases in the Bartok excerpt, and the
T~ polymetric notation of the Webern movement—proved too inefficient to survive,
Soe ,'f, =i} especially in orchestral and ensemble music. Consequently, more and more
?f ] composers restored the beams to their former function as metric indicators
“ 'x:%‘ =13 = (beaming by beat-units), reduced meter changes to an essential minimum,
Bust/ | Y~y - i{

T

largely abandoned conflicting simultaneous time signatures, and instead used
accents and occasional rhythmic cue lines to show the different metric stresses.

C. Beaming by Beat-Units

A particularly interesting example of reversion from innovative phrase-beam-
ing to traditional metric divisions may be found in Stravinsky's own 1943 revi-
sion of the Danse sacrale from the Sacre du printemps. He also renotated the en-
tire movement with larger note-values—eighths instead of the original sixteenths
as the basic units—for greater visual clarity. Obviously, both changes were made
for practical reasons only: to make it easier to perform the piece.

Anton Webem: Second Cantata, Op. 31 (1943), sixth movc_:mf:nl.
© Copyright 1965 by Universal Edition A.G., Vienna; used by permission.
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Corresponding rehearsal numbers of the 1943 version:

BiE5= L3l ey FELES

i
L i

(PrzEid

————

Igor Stravinsky: Le Sacre du printemps, Danse sacrale, page 115 of the original (1921)
miniature score. (Copyright 1921 by Edition Russe de Musique. Copyright assigned
1947 to Booscy & Hawkes for all countries of the world. Reprinted by pemmission.)
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Corresponding rehearsal numbers of the 1921 version:
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Igor Stravinsky: Danse sacrale, revised version of 1943, published separately.
©Copyright 1921 by Edition Russe de Musique. Danse Sacrale, Revised version,
* ©1945 by Associated Music Publishers, Inc.; Renewed 1973. Copyright
and Renewal assigned to Boosey & Hawkes, Inc. Reprinted by permission.

D. Polymetric Combinations: Notation by Reference Meter

The next example—the opening of the second movement of Elliott Carter’s
Second String Quartet (1959)—not only shows beaming by beat-units instead of
by phrases, but also exhibits such polymetric diversity and independence in the
four parts—far beyond the Barték example above—that the time signatures and
the barlines for the most part have lost their musical meaning, functioning in-
stead as mere technical devices for the precise coordination of the different note-
values, i.c., as mere reference meters:
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Presto scherzando

(d = 175) (with rhythmic precision in all parts)
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* Alternate rhytheio notation for Violin 11 indioating how its part should sound, within iteelf. This
alternate notation alto indicaten the correct tength of resanance of each note, regardless of the

note - values which appear in the actual part.

Elliott Carter: String Quartet No. 2 (1959), beginning of second movement.
© 1961 by Associated Music Publishers, Inc. Used by permission.
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COMMENTS

A rhythmic analysis of this example reveals the following:

Violin 1 follows the metric divisions ofiand 2 with its fairly regular triplet
movement until, from the E-flat in m. 175 on, its own pulse speeds up to beats of
two triplet eighths, an example of Carter’s “‘metric modulation’":

Pulse: LJ)I L J
76 : ;

N o] Q
3 e 2
DL T Iz ';,34? NS -
AleE ey 3=
A% i i A——_" i ;
R e e e
» — 7 7] - P

At this point the gmeter becomes musically irrelevant: it simply turns into a
reference meter for keeping the players together.

Violin Il barely fits into the given time signatures, which have nothing to do
with its own pulse. An added rhythm cue shows that this pulse actually consists
of very simple eights and quarters in avgmeter at the rate of 4 = 140, as against
the J = 175 of the i andg meters.

The viola progresses without any discernible metric regularity until it intones
four beats in a pulse of three sixteenths, beginning on the F-sharp in m. 174, and
again beginning on the C-natural in m. 176.

The cello’s predominantly regular eighth notes seem to have suggested the
2 and 2 time signatures, since there is no conflict between the musical pulse and
that of the notation.

The following example from the same string quartet shows similar features in
a slightly more complicated context:

B, o) g
01— T R 1200 - - g
3 E L
oJE EF F g kT W
GE > T ==

® Viola: in measures 583 to 588, the four acoented Fy should be played as regular beats of NM-84.

@© 1961 by Associated Music Publishers, Inc. Used by permission.
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COMMENTS

This entire segment is subject to a carefully controlled accelerando beginning
with J = 101 and progressing via 120, 134, and 151 at the respective barlines to
168 at the beginning of m. 588 (not shown). Within this accelerando, the follow-
ing thythmic/metric progressions take place:

Violin I, after its septuplets and quintuplets, settles on a pulse of three thirty-
seconds (in mm. 586 and 587), adivision quite independent of the notated refer-
ence meter of 3.

Violin II plays triplets which at first fit into thej meter. Beginning with the
low A-sharp, however, it performs its own accelerando (within the overall acce-
lerando!), thus deviating musically from the notated metric beats.

The viola’s sixteenths seem at first to fit with the cello’s eighths, even though
the phrasing is quite different. In m. 585, however, slow but regular beats at a
metronome speed of 84 (see Carter’s footnote) appear, which are not of the
overall accelerando.

As in the first example, the cello fits the notated meter and probably deter-
mined it, since it is the only instrument in these four measures which does not
change its pulse.
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E. Aperiodic, Nonmetric Durations (Fragmentation)

/. ENSEMBLE MusiC: Luigi Nono, La terra e lu compagna

In the following example, the time signatures and beat-units are completely
without musical relevance, since the music has neither pulse nor patterns—only
sounding and silent durations, Coherence has given way to fragmentation. Even
the text has been split up into individual syllables which are scattered over the

divisi choral and solo parts, and at times the vowels are sung separated from their
consonants.

The text, at this point, reads:

Tu non sai le colline
dove s'é sparso il san{gue].

NON SAI LE COLLINE

~
-
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j
.|
i
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=
-

Luigi Nono: La terra e la compagna (1958) for soprano and tenor solos,
24-part mixed chorus, 4 flutes, 4 trumpets in D, 4 trombones, strings, and
percussion. (© 1959 by Ars Viva Verlag (Hermann Scherchen) GmbH.)
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COMMENTS

Although the durational units in the preceding example do not follow any
metric pattern, they are nevertheless made to fit into the coordinating

~ framework of meters (} during the excerpt shown) and beat-units (pairs of

eighths, rather than quarters, to judge by the rests). This notational procedure
causes the majority of the durations to begin on offbeats, as if the music con-
tained a preponderance of syncopations—a complete misrepresentation, since
syncopations are possible only as irregularities in a regular metric context,
which is quite alien to music of this kind.

2. soLo Music: Pierre Boulez, Third Piano Sonata—formant 2—trope

Realizing the notational incongruity demonstrated in the Nono example, Bou-
lez dispenses with meter and barlines altogether in order to have each duration
enter on its own terms, independent of its position even within a mere (meter-
related) beat-unit. The only musically irrelevant groupings still in use are triplets
and similar sets, which make occasional offbeatlike entrances unavoidable. Bou-
lez is, after all, still dealing with traditional durational notation—a system not
designed to serve problems of this nature.

A final observation: this is a work for a single performer, i.e., one that does
not involve the coordination of different musicians. Boulez’s notational approach
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could not be applied to the Nono work, which, to be performed accurately,
requires the help of some system of coordinating devices.

otite

S Ltdre

l'% ]

Pierre Boulez: Third Piano Sonata—formant 2—wrope, segment from
Commentaire. (© Copyright 1961 by Universal Edition (London) 1.4d.)

F. Spatial (or Proportional) Notation

With works such as those by Nono and Boulez, the culmination of measured
durational diversity has been reached, at least within the capabilities of tradi-
tional notation. Electronic sound generators can of course be programmed to
bring forth still more minute subdivisions, and especially combinations of sub-
divisions (like 15 against 17), as well as more complex rhythmic patterns which
are totally independent of any metric framework. But machines do not perform
from scores and parts!

Simultaneous with the tendency toward ever greater complexity, a trend has
developed in the opposite direction: less notational precision and ever greater in-
terpretive freedom. It represents a fundamental break with all previous nota-
tional systems: the change from symbolic durational notation (quarter notes,
eighth notes, etc.) to spatial (or proportional) notation in which durations are in-
dicated through horizontal spacing of sounds and silences. Measures (if any) rep-
resent units of time (usually one or more seconds or a certain number of met-
ronome clicks), but not meters.

Note-heads are placed at the approximate horizontal locations within a
“'measure’’ at which they are to be performed. Sustained sounds have durational
“‘extenders ' to show how long they are to be held. The extenders are either heavy
rorizontal tines following the (stemless) note-heads at the same vertical level, or
hey are represented by extended—usually single—beams.

The first of the two following examples shows note-heads with and without ex-
enders. The second example shows beam extensions.

/. NOTE EXTENDERS: Aribert Reimann, Rondes Jor String Orchestra

The duration of each page is about 6 to 7 seconds (according to indications
vhich appear elsewhere in the score). The texture varies between synchronized
naterial (marked with dotted vertical lines), and relatively free successions of
wotes. Short notes (mostly pizzicato, but also bowed, as in the cellos and basses)
1ave no extenders; sustained notes do.
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(This example continues on page 98.)
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The composition as a whole alternates between traditional (symbolic) dura-
tional notation and spatial sections like the segment shown. There are also
mixtures of spatial and traditional notation, primarily where prominent parts must
be performed with precision while the spatially notated material provides
contrasting, flexible background.
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2. DURATION BEAMS: Luciano Berio, Tempi concertati

The example on page 100, scored for principal flute and four groups of
instruments, shows beam extensions. The short, slightly slanted ‘‘beamlets’’
indicate short notes. The cornered fermatas mean long holds, and the wavy lines
between them mean ad lib. continuations of the preceding music. The arrows at
the beginning and again at the end of the flute part instruct the flutist to motion to
the ensemble to enter. (The first arrow is necessary because the flute had been solo
until the beginning of the excerpt.)

3. mixep NOTATION: Elliott Schwartz, Texture for Strings, Winds, and

Brass

A good example of simultaneous use of symbolic and spatial notion is shown in
the excerpt on page 101. It differs from the mixed notation described in connection
with the Reimann example in that the ensemble is divided into groups. These
groups are notated either symbolically or spatially, i.e., not mixed within any one
group, but they interact, alternate, operate simultaneously, and so forth.

Note also that Schwartz, unlike many other composers, has included complete
instructions as to which player cues in and cuts off other players. These instruc-
tions are in the text, not in prefatory remarks where reference is inconvenient
during rehearsals and impossible in performance. The same applies to all other
indications for coordinating the various performers and groups of performers,
such as the instruction for the woodwinds, *‘cut off at pizz."’ (upper right), or
subsequently, ‘‘Fl. cues'’ (meaning that the fiute gives the cue for the next
woodwind entrance). Because of these instructions in the music itself, the piece
can easily be performed without conductor. All players perform from the score.

G. Nonspecific Notation

The example on page 102 from the Impromptu fantasque (1973) by Kazi-
mierz Serocki, for 6 recorders, 3 (6) mandolins, 3 (6) guitars, piano, and 2
percussion groups, is representative of the large number of compositions that
depend chiefly on effects and contain large numbers of new notational signs
and symbols. These compositions often differ greatly in appearance, but they
all have one feature in common: extensive prefatory explanations of new nota-
tional signs. The present case is no exception: before the music begins, there
are five pages of instructions and explanations in Polish, German, and English.
The following are the instructions needed for the page reproduced here:

““The arrows at the top are conductor’s signals, numbered consecutively, like
measure numbers. Only those with thin arrowhcads (Nos. 2-6) are periodic, in-
dicating beats 2% seconds apart (or M = 24). The heavier ones are governed by
the number of seconds shown at the bottom of the score: arrow 1 initiates a
seven-second unit; arrows 8 and 9 subdivide the ten-second unit initiated by
arrow 7."" (Text continues on page 102.)
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A few explanations of details are needed for the reader to understand the score page
here reproduced.

The music begins with a maracas roll ppp—{ff—ppp. followed by the piano and the
gong of percussion group H. The arrow at the bottom of the piano’s clef indicates playing
inside the piano, on the strings exposed in the lowest section of the metal frame. The Z-
like sign denotes *‘rapid, dense tremolo'* [with the fingers rubbing back and forth across
the strings]; the broad band means *‘cluster,’" and below it, the symbol of the right pedal
followed by a horizontal line means that the right pedal is to be held down.

The gong is to be struck with a hard felt stick, in time with the signals.

At No. 7, guitar 1 and vibraphone enter.

Guitar: the semicircle at the bottom of the first (thin) vertical line indicates that the
strings are to be played between the fingerboard and the pegs. The notes and lines call for
free, aperiodic improvisation (“‘rapid groups of notes™). The subsequent curved and
straight lines are not explained but seem to mean short bursts of sound rather than continu-
ous playing.

The vibraphone is played similar to the piano: the tremolo is produced with wire
brushes instead of fingers; pitches to be used are indicated on the staff below the cluster;
the right pedal is held down.

Guitars 2 and 3 operate like guitar 1, except that the notes and lines suggest different
pitch patierns.

Needless to say, each page of the thirty-eight-page score presents different
sounds, techniques, and degrees of freedom or control. (Hence the multitude of
prefatory instructions.)
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Kazimierz Serocki: Impromptu Fantasque (1973) for 6 recorders, 3(6) mandolins,
3(6) guitars, piano, and 2 percussion groups. © 1975 by PWM Edition, Krakow,
Poland, and Moeck Verlag, Celie, West Germany. Used by permission of Moeck

Verlag, Celle, and Belwin Mills Publishing Corp., Melville, New York.
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As for notational standardization, the Polish publishers have brought out such
a volume of modern scores that many of the signs used have indeed become stan-
dard devices, at least in contemporary Polish music, and quite a number of them
have spread to the rest of Europe, as well as to America and Japan.

On the other hand, since many of these works live on unique effects, they
require a great deal of new notation in addition to the standard devices. Prefatory
explanations of new signs are therefore inevitable just the same.

From this point on in the development of graphic notation, ever greater musi-
cal indeterminacy and unpredictability has been paralleled by a proliferation of
new notational signs. Most of these have come and gone with the compositions
for which they were invented. The few that have survived and become standard
procedure, or are well on the way, will be found in the appropriate places
throughout the book.

H. Graphic Notation (Implicit Graphics)

For the sake of completeness, a few words must be added concerning graphic
notation, i.e., music notated with *‘implicit graphics,’” even though such nota-
tion does not fit into the present guidebook, being incompatible with any form of
standardization. The reason: graphic notation differs fundamentally from all
other forms of notation, because it is deliberately not intended to convey any spe-
cific instructions whatsoever—no pitches, durations, dynamics, timbres, syn-
chronization, or anything else.

The performers are provided with drawings, usually abstract, which are in-
tended to spark their imagination and inspire them to express in sound their reac-
tions to what they see in front of them. They may react differently from day to
day, or from hour to hour; nor are any two musicians expected to derive identical
inspiration from the same graphics. No two interpretations should ever be the
same.

The *‘scores’’ may be in black and white or in color; they may contain clearly
differentiated shapes, undefined, cloudlike washes, or blank pages; they may
even include an occasional word or musical symbol; and they may include ail
manner of instructions. But they are never specific, they are never ‘‘mere’’ nota-
tion. No other approach permits greater freedom of ‘*‘composition’” or interpreta-
tion.

However, notation which deliberately avoids not only all specificity but also
all forms of repetition obviously cannot be subjected to any kind of standard-
ization. All that is possible is to show a few manifestations, which may give sub-
stance to what has been described above.
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The following is a more recent example in which a certain amount of control
has been incorporated:

Adam Walacinski: ALLALOA (1970).

Instructions

The piece should be performed on the whole pisno, both on the keyboard and
on the inner parts (the sirings, soundboard, lid, eic.), using additfionally sticks
and wire brushes. Division Into three registers — high, middie and low ~ applies
only to the sounds produced on the keyboord and sirings. Percusslve sounds
shovid be produced on the appropriate dynamic level (the high regisier — the
highest dynomic lavel). The basic graphic symbols are assigned 1o the respec-
five sound cotegories, the remainder may be interpreted ad lib., according to
the following rule: the more Iniricate and ambiguous the graphic piclure, the
more complicated and diHficult to identlfy the sound effect. The piano may be
portly prepared, also contact microphones ond other electro-acoustic means of
translorming sound may be ulllized os well. Where the iradiflonal dynamic
indicalions havq not been given, the ployer should lollow the graphic suggestions.
Durotion Is optional, bul it shovld by no means exceed 8 min.

Notational details (see opposite page, upper half)

1) cluster
2) cluster reduced by degress 1o o single note
3) on the keyboord on the keyboard
4) mullled sound
5) short glissando
6) with the palm of the hand
7) with the sticks
8) with the fingers
9) sounds muffied In various waoys on the sirings
10) flvent unduloting glissando (e. g. with the wire brush)
11) sharp glissando (e. g. with the finger-nail)
12) sharp plzxicotos
13) combined sounds )
14~16) percussive sounds ad lib., inside the plana (metal or wood)
17) sounds ond noises produced away from. the planoc
18) oll cotegories of sounds (1—16), as ditlerentiated os possible, accelerando
and ritardondo
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© 1971 by PWM-Edition, Krakéw, Poland; Used by permission.
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I. Summary

Each new notational approach, each new sign and procedure shown so far in
this sampling, is valid under certain circumstances. All of them coexist in our
era,* together with traditional notation at one end of the spectrum, and entirely
new notational systems (such as Equiton**) at the other. The choice as to which
10 use depends, or should depend, exclusively on the kind of music and perfor-
mance situation involved. Notational ingenuity and daring are all very well, but
with the possible exception of implicit graphics, notation must never be confused
with the musical substance as such.

J. New Music versus Traditional Notation

It is obvious from the examples quoted that unconventional rhythmic and dura-
tional phenomena, especially when they occur in polymetric/polyrhythmic com-
binations, are more fundamentally incompatible with traditional notation than
practically anything else. Dodecaphonic pitch successions, for example, can be
notated without causing confusion, no matter how unsuited our diatonic staff, ac-
cidentals, and nomenclature are to such music.

Even microtones can be indicated quite satisfactorily with the help of a few
modified traditional accidentals or with *‘bent’’ horizontal lines and the like.

But the durational innovations of the music of our era constitute an as yet un-
solved dilemma. Fortunately, the excessively complicated, aperiodic, yet mi-
nutely differentiated rhythms typical of the '50s and '60s seem to have passed
their greatest flowering, perhaps because of the virtual impossibility of perform-
ing or perceiving them accurately. Thus, rhythmically speaking, one might say
that from around 1970 onward, the former diversity of trends has come down to
three basic nontraditional manifestations with which traditional notation must
deal:

1. music involving aperiodic, constantly changing durations of sounds and
silences, all governed or coordinated by nonmetric means {mostly seri-
alism);
2. music involving simultaneous motion at different rates of speed, in dif-
ferent meters, with controlled accelerandos and ritardandos, and with com-
plex augmentations and diminutions of rhythmic patterns and similar phe-
nomena;
3. rusic in which different meters and speeds, etc., as well as nonmetric
successions of durations are combined without any fixed or rigid coordina-
tion, but, rather, with deliberately flexible organizational instructions
*The fact that most of the examples hail from the 1950-60s shows that those were the years of great-
est notational innovation. Since then, the drive toward new notation has calmed considerably, which is

why the present book has become possible; it could not have been written while everything was still
in fux.

*» See Erhard Karkoschka: “Ich habe mit Equiton komponiert’” (Melos 29, July/August 1962, pp.
233-39).
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which usually invite the performer(s) to exercise varying degrees of in-
terpretive freedom.

The notation of aperiodic durations is relatively simple if one omits all metric
components, since, being alien to such music, they encumber the notation. Lack-
ing metric coordinators (or equivalents), however, such music lends itself best, if
not exclusively, to performance by a single interpreter. The Boulez excerpt
above is a good example of how to notate music of this nature.

The durational complexities of simultaneous speeds strain the capabilities of
traditional metric/thythmic notation to their very limits, though not beyond, i.e.,
such music can (and invariably is) notated by traditional means—symbolic note-
values, measures, and time signatures—and it can thus be performed accurately
by chamber groups and orchestras as well as by individuals.

The notation combining different meters, etc., is the simplest by far, since
such music does not require any precision comparable to the other two ap-
proaches. On the other hand, the music’s freedom has generated almost as many
notational presentations as there are compositions. One very moderate example
is that of Texture by Elliott Schwartz. But the field is so wide and varied—there
is no such thing as a typical example.

In contemplating this compilation of musical/notational trends, one can draw
three practical conclusions:

]. SPATIAL AND GRAPHIC NOTATION

The new systems of spatial or graphic notation and the equally novel flexi-
bility of synchronization are actually a good deal easier to work with than tra-
ditional notation, because they generally require only approximations, as
against the rigid precision demanded by traditional notation.

2. NEW NOTATIONAL SIGNS AND SYMBOLS

The multitude of duplications and/or ambiguities among the new signs and
symbols, no matter in which system they occur, is impractical and confusing and
should be reduced as much as possible.

3. THE ROLE OF TRADITIONAL NOTATION IN NEW MUSIC

The new ways of utilizing traditional notation for expressing new musical phe-
nomena (such as polymetric textures and controlled gradual speed changes, etc.)
necessitate a much more detailed study of notation’s capabilities than used to be
needed. The following discussion shows in which way this necessity might be
dealt with.

As the examples of traditional notation from Stravinsky to Carter have shown,
the use of beams is of crucial importance. When rhythmic irregularities first ap-
peared, beams were often used to show at a glance the difference between an ir-
regular thythmic group of notes and the prevailing (regular) meter. Irregular-
beaming, however, gradually changed to beaming by beat-units (i.e., from
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rhythmic to metric beaming) when the musical textures grew so complex that it
became more important to focus on the unifying metric beats than on the individ-
ual nonmetric rhythms, even though this procedure resulted in visually obscuring
most of the contrasting rhythmic groupings and polymetric strands.

In recognition of this, the next section deals with beaming, first methodically,
then applied to practical problems.

Beaming

N.8.: For the graphic characteristics of beams (thickness, etc.), see Beams, page
9.

A. Beat-Units

In general, measures should be divided into metric beat-units to help the per-
formers recognize the beats and the metric structure of the measures, whether
these metric structures coincide with the rhythm of the music or act as mere coor-
dinating devices. (But see Irregular Metric Divisions, below.)

The best method of identifying beat-units is through beaming (note-values per-
mitting); either single beat-units or pairs of them should be beamed together.

There are two basic types of beat-units: duple units and triple units, depending
on the meters (time signatures) in question:

Simple meters (4,2, 2, 3 etc.) have duple beat-units:
p 4493 P

R TR RN 318173

Compound meters (8, g.'SZ, 2’196' etc.) have triple beat-units:

TR SRR I3 =
SINTTRINTERIAIA ..

If rests occur, especially in rhythmically complex music, the beams should
cover them, so that the beat-units remain clearly recognizable. (For details, see
Extended and Bridging Beams, page 15 f.)

B. Simple Binary Measures

If simple binary measures contain four beat-units, such as ﬁandg measures,
the first and last pairs of beat-units may be beamed together, provided that both
units of each pair either contain only the same note-values (only eighths or only
sixteenths), or certain identical rhythms (see below). Such pairing of beat-units
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results in only two beamed groups per measure instead of four, thus making the
middle of the measure stand out clearly.
In the following examples, brackets show the two halves of the measures.

Identical note-values

PP PRPERl [ Brrr Prrel X NED Py 2 Il

4 —_—

Identical rhythms

VOO A 3T 0

In earlier days, unequal combinations of note-values were often beamed
together rather indiscriminately, just as beams often crossed the middle of the
measure or even the barline:

e T
A TTF.P'}HJJI =
\_34

This uncontrolled practice has become more regulated over the years, al-
though certain unequal beat-units are stilt beamed together if the rhythmic tex-
ture of the music is fairly simple. Of these, the following are among the most
frequently encountered:

VI ITTIONRET TR

The principle of showing the center of the (four-beat) measure also operates
if no beat-units are paired, or only the first or second pair is beamed together;

VIO BRI GLS0 BRA8)

Similarly, if a note-value lasts across the middle of the measure, it must be
split up into two notes, with a tie across the middle of the measure:

1 330 1 B s, ¢ 3530

C. liregular Note Divisions

/. TRIPLETS AND OTHERS
Triplets and other irregular note divisions are generally not combined into dou-
ble beat-units, but if they are part of a single beat-unit, they are beamed together.
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They must, however, be clearly identified through interruption of the secondary
beam(s) or through brackets, or through other appr()prizlle means:

4 JJJﬁ.WWJ.JJﬁU‘"JJ”jJ ﬁJ 3JJIJJJ|

\3_1

(Needless to say, the last septuplet is a “‘natural’” double beat-unit because it
cannot be broken up.)

2. IRREGULAR NOTE DIVISIONS ACROSS A BARLINE

If irregular note divisions extend across a barline, the beam(s) or bracket(s)
should also cross the barline, even in cases of beaming by beat-units.

In the following excerpt from Elliott Carter’s Symphony of Three Orchestras
(1976) a quintuplet begins on the last beat of a measure and ends at the end of the
subsequent first beat:

@3 1d=6 3~lzbiramenlel‘ . ., .
.@ﬁﬁ E=iiie ik AT ChpEE

The quintuplet could have been notated broken up and tied:

Gt Tt
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but it is not recommended. A single, continuous beam is clearer.

3. OFFBEAT IRREGULAR NOTE DIVISIONS
If irregular note divisions occur in offbeat positions in the measure, it is rec-
ommended to add a thythm cue to help the performer. The follawing occurs in
Milton Babbitt's Composition for Twelve Instruments (1948/54):
3

J
WIRTR)

fol -
lep F I — 1
3 -3
—31 —3-
A B
p be i’ :
Vin =k
J 3 7
mf<=f w
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D. Shorter, Simple Binary Measures

In shorter, simple binary measures (2,2 ) the rule that the middie of the
measure should always be recognizable is not always adhered to. Such measures
are short enough to be grasped as a single unit unless one deals with very short
note-values, i.e., with many notes in the measure. Thus § [7) J7)| may also be

notated: § |, and 3 J3 | may bc changed o § [FT3| On the other

hand, a measure such as: % [ l should definitely not be

beamed together, since this would make it too difficult to perceive quickly.
If a two-beat measure is not beamed together, the rule that the middle of the
measure must be clearly recognizable must be adhered to:

¥ oas ol T eeoinn 3 B MPTTRNAIT

CIC

E. Simple Temary Measures
In simple ternary measures (3, 3, etc.) it is customary to combine one pair of
equals (if there is one) and leave the remaining beat'unil separate:

EET.'JIJTTIJIDJ'JTIW mﬁﬁﬁlﬂﬁlﬂl

Beats: |
pair smglc smgle palr smgles

Even if the thythms are more complicated, the principle of beaming by beat-
units remains the same:

1. )BT SR
R

If all notes are of the same value, or all three beat-units have the same rhythm,
the entire measure may be beamed together, but this is recommended chiefly for
3 measures:

or, il metric
ST i mumﬁﬁnmgﬁmm II

(separate beaming)

F. Compound Measures
In compound measures, unlike simple measures, pairing of beat-units is not
permissible; all beat-units must be notated separately:

"BpiunlpiPmsbmalnss|l Brsrlpmsini szl

beams must
show the
subdivisions



114 MUSIC NOTATION IN THE TWENTIETH CENTURY

G. Imegular Metric Divisions within a Measure
Beams may be used to indicate irregular metric divis*ionS'

IO T S BTN M)

efc.

Note that the time signature shows smaller unit durations (in this case, eighths)
than the beat-units which would normally divide a measure containing eight
eighths (4,3.C , or € ). In other words, the § signature indicates that the eighths
are grouped into irregular beat-units, and the beaming shows how they are
grouped. Such meters are called composite meters (see pages 118 f and 135).

Time signatures of this kind are suitable for binary meters only. ln lcrnary me-
ters, they become misleading, since a change, for instance, from 4tog implies a
change from three regular (simple) beats ( § ) J5 J | ) totworegular (compound)
beats ( § j7JJT31), i.e., not a change from regular to irregular beats. (See fur-

ther under Time Signatures, page 158 f.)
The problems of regular versus irregular metric divisions do not arise in meters
such as 2, g, Z, and g , since these are by nature already divided asymmetrically.

§ T I NI
Spplpep]BppaloplBpPoplniBpplopi

It is unfortunate that notes of longer duration than eighths do not have beams
or equivalent devices for the indication of the desired rhythmic/metric divisions
and phrases. If a composer plans a work with complex rhythms and is not set on
particular basic note-values he would be well advised to use beamed notes, rather
than longer values—for example:

§ ST a8 42010 D0 T01

H. Rhythmic versus Metric (Neutral) Beaming

As mentioned at the beginning of this chapter, beaming by beat-units is gener-
ally preferred in rhythmically complex textures, but there are situations in which
irregular beaming (as well as irregular time signatures) may be better suited to in-
dicate the rhythm of the music.

When a composer is confronted with the question of which system of beaming
to choose, he should be guided by the following considerations:

I. If the rhythms of a given composition suggest irregular groupings of
otherwise regular note-values, it is generally best to follow these groupings
with matching time signatures and beams, for example:
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TS MAMRE DL DT

2. If the composition contains different irregular groupings in different
parts to be performed simultaneously, or if the composition’s sounds and
silences are ametrical (aperiodic), or if two or more parts proceed at dif-
ferent speeds or at gradual changes of speed, it is best to use a neutral
framework of regular meters divided into regular beat-units, and then fit
the different irregular durations into it (see the examples by Carter, pages
91, 92-3, and Nono, pages 94-5).

3. In music for a single performer, the notational method is of course less
crucial than it is for ensemble music (see the Boulez example, page 96).
4. In all the situations mentioned above, dotted barlines may be helpful for
clarifying irregular metric divisions of measures.

Practical Examples

In the following examples, the problems described above are dealt with in some-
what greater detail and applied to a few specific examples.

A. Cross Rhythms
These are rhythms which go against a prevailing meter.

/. CONSTANT METER
The beams show the rhythmic units, regardless of the prevailing meter (bar-

e § M T M|

This method helps the performer musically but is apt to make him lose the
beat, and thus his piace in the ensemble. It should therefore be employed only in
music for a single performer, although there are certain exceptions (see Choices
1b and 2b below).

2. CHANGING METERS

Although the beaming remains as in |1 above, the meter now changes in ac-
cordance with the irregular rhythmic groupings, i.e., beaming and meter no
longer contradict each other:

T NRMTIR N ITIE N ML

SUMMARY

Both of the above methods have advantages and drawbacks. Choices must be
made from case to case. Particularly in ensemble music one must always keep in
mind that the performer who has the cross thythms must be able to relate his part
to the ensemble and to the beats of the conductor (if any).
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B. Polymetric Textures
This concerns different meters and rhythmic patterns performed simulta-
neously. The pattern above is to be combined with the following rhythmic pat-

AOINOTIN ST IR

Several methods of combining these two patterns are available, and although
none of them is entirely satisfactory, some are more practical than others:

/. THE ORIGINAL METERS ARE RETAINED
The two patterns are notated one above the other, each retaining its own metric
divisions:

;D_um J_Jv.}g:]-—mm .’ij JU J’L/J ||
QDITJ_.M —m wmm P 5] 134

This method was used quite frequently in the early days of twentieth-century
polyrhythmic experimentation, but in spite of its musical clarity it was aban-
doned as being too impractical in actual performance.

2. ONE OF THE ORIGINAL METERS SERVES BOTH LINES
The problem is to determine which of the two metric divisions functions best
as common denominator (i.e., as a reference meter) for both patterns.

CHOICE |
The original ﬁ meter of the first rhythmic pattern (A/: Constant Meter) be-
comes the common denominator for both.

a. Both patterns are beamed according to the regular beat-units of the meter;
articulation marks are added to clarify the two conflicting patterns:

3L 0] J.J J_m . DeBY Jodd

/3—\ /3\c“‘“3*ﬁ

B Ionbuil-fuwd Su inpIE NN

* The slurs have been placed above the notes to distinguish them from the ties, which appear in their
regular position at the note-heads.
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b. The same superimposedg meter, but now each pattern is beamed in accor-
dance with its own rhythms, whether they coincide with any i beat-units or not
(most of the time they do not):

g 13170

2 STV IR

Neither of these two notations is entirely satisfactory, because the 3 meter of
the first pattern is so alien to the second pattern that it is difficult to perform it
properly. This is particularly noticeable in the triplet in measure 2, which has
become unnecessarily difficult in this metric context.

CHOICE 2
The original metric notation of the second thythmic pattern (B /) becomes the
common denominator for both.

a. Both patterns are beamed according to the 3--3 beat-units; articulation
marks are added to clarify the two conflicting patterns:

grnﬁnnpzrjﬁ 24 )

Qady
\.4/

,3\ ,3 I"—‘
SIS AT ST Ty

b. Both patterns are beamed according to their respective rhythms (i.e., not
according to the beat-units unless they happen to coincide with the rhythms):

SoBnBnsleBrsiunit SN TS

'\4/.,'
= =3 I3
3TN DTN T ) gy

Neither of the above solutions is ideal; each is a compromise at best, demon-
strating the dilemma of our time in the field of rhythmic notation, as elaborated in
the following analysis:

The 3 meter as common denominator causes less distortion of the first thyth-
mic pattern than the gmeter did to the second pattern. One could conclude,
therefore, that in choosing a meter suitable to two different rhythmic/metric pat-
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ems, the meter of the more complex pattern may be better suited than that of the
impler one (in this case the first pattern).

Expressed differently, one might say that a simple pattern is likely to remain
ecognizable even in a more complex metric context, while a complex pattern is
:asily lost in a metric context not its own. Even so, one must nol consider this
ybservation a hard and fast rule; music is too diverse to permit generalities.

Since in most polyrhythmic textures it is virtually impossible to find a common
Jenominator equally suited to all the different rhythmic progressions and patterns
nvolved, it is advisable occasionally to add rhythm cues wherever a patiern
»ecomes unrecognizable even when equipped with accents and other articulation
narks.

¢. Choice 2a with an added rhythm cue:
O IO S T T

SO N 0030100 My

>/3\ 3
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SUMMARY

Two polymetric parts are best notated in the metric division of one of them—
)ften that of the more complex one. If needed, a metric cue line showing the
yroper metric organization of the relatively obscured other part may be added
wherever it can help to clarify the rhythm.

As for the treatment of polymetric and polyrhythmic textures in general, one
-ule is of principal importance: In polymetric or other rhythmically irreguiar en-
;emble music, and especiaily in music requiring a conductor, all parts should
jave the same time signature(s), if at all possible. Furthermore, all beaming
;hould be done in accordance with these common time signatures. Articulation,
stresses, etc., which used to become apparent through the notes’ positions within
the measure and through the beaming, must now be taken care of by accents and
other articulation marks.

3. COMPROMISE METERS (REFERENCE METER)

If neither metric scheme of two different rhythmic/metric lines can accommo-
date both lines satisfactorily, a third, compromise meter must be worked out to
coordinate the incompatibles with a minimum of distortion. Wherever possible,
this compromise meter should match at least one of the lines’ own metric divi-
sions, i.e., intrinsic divisions should be given preference over compromise divi-
sions wherever possible.

DURATION AND RHYTHM: PRELIMINARY SURVEY [[9

The following is an example from Leon Kirchner’s Concerto for Violin, Cello,
Ten Winds, and Percussion, first movement, mm. 114-17.

Line I (flute) as it might have been notated by itself, according to its intrinsic articula-

tion [140]
PR Bl g g L g

o |34 D

Line 2 (violin) as it might have been notated by itself, according to its intrinsic articula-
tion

3538 }Dl‘gﬁﬁmhmﬁﬁﬁé_dqw

cresc,

Lines I and 2 combined under a common ‘‘compromise’’ meter, as notated in the score
of the Concerto

— S
W3 MRS SRR | SRmATL
~ S

2 S 31 I
2;) - :;J?,,#___*

* This syncopated entrance has been changed 10 a strong first beat in the **might-have-been™” versions
above because in a metric context of constantly changing time signatures, syncopations cannot really
be perceived as such by the listener.

C. Different Rates of Speed

The foregoing examples all show how different rhythmic patterns and metric
divisions can be combined under a common metric denominator, because all of
these patterns have some metric unit in common—usually a rather short one,
such as an eighth or sixteenth. The chief difference lies in the stresses.

The following examples are marked by a notationally more irreconcilable dif-
ference: the individual parts do not only have different metric divisions, but they
proceed at different rates of speed, so that there are often no common metric
units by means of which one can arrive at a common metric denominator.
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Although several methods of dealing with this problem are available, none is
entirely satisfactory if absolute durational precision is wanted.

The most precise method is that demonstrated in the excerpt from Elliott Car-
ter's Second String Quarter (opening of the second movement, quoted on page
91). The violin Il part, which has a different tempo from the other three parts,
was broken down into very small note-values, and groups of these small units
were then made to fit approximately into the metric framework of the other parts.
Absolute accuracy could not always be achieved. Besides, the part's simple
rhythm (only eighth notes) looked so complicated that an explanatory footnote as
well as a rhythmic cue line with a different time signature and metronome indica-
tion had to be added to prevent any misinterpretations.

In order to operate with finer divisions of note-values than those provided by
our rather crude traditional geometric progressions (1, 2, 4, 8, 16, etc., meaning
whole, half, quarter, eighth, and sixteenth notes for bipartite values, and the
equally unwieldy tripartite progression of 1, 3, 6, (9), 12, etc.) it is necessary to
become equally familiar with two additional progressions, to be used singly or in
combination. They are:

1. the nonnotational “‘trick’’ of gradually changing metronome speeds;

2. arithmetical rather than geometric progressions of note-values (1, 2, 3,
4, 5, etc.) as shown on the facing page.

With the durational *‘raw material"’ shown on page 121 as a basis, a very
large number of polymetrical problems can be solved, and if the notation be-
comes too complicated, a thythm cue here and there will help the performer.
Admittedly, it is not easy. Traditional notation, obviously, is not ideal for poly-
metric textures. But it is the only system in general use, and we have to make
do with certain compromises if no other possibilities are available.

For a particularly good example of a wealth of polymetrics, controlled acce-
lerandos and ritardandos, and metric modulation, see the score of Elliott Carter’s
String Quartet No. 3 (1971), published by Associated Music Publishers, Inc.,
New York.

SUMMARY

In polymetric and other rhythmically or durationally disparate textures, all
parts should have the same time signature(s), i.e., a common reference meter.

Since it is unlikely that the different elements comprising such textures are ar-
ticulated in accordance with the prevailing reference meter(s), dynamics, phras-
ing slurs, and other marks of articulation must be notated carefully. The beams,
however, should not be used for articulative purposes; they must follow the refer-
ence meter (beaming by beat-units), thus acting as an aid to synchronization.

If a reference meter and the note-values of a given part obscure the indige-
nous musical thythm and/or phrasing to such a degree that correct performance is
endangered, metric/rhythmic cue lines should be added to the part in question for

clarification.
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Similarly, if the necessarily complicated notation of a controlled accelerando
or ritardando does not readily convey to the performer that a smooth increase or
decrease of durations is intended (what Hugo Cole calls a “‘tempo glissando''*),
a broken slur ending in an arrowhead and covering the entire passage in question
should be used:

pf rTe prrerel

D. Spatial (or Proportional) Notation .

If the music’s rhythmic complexities do not require the kind of precision per-
formance that necessitates the highly invoived and subtle symbolic notation dis-
cussed above, spatial (proportional) notation will serve udequatel‘y .arfd.
moreover, is a great deal easier to work with. Furthermore, if the music is in-
tended to be performed somewhat freely, this type of notation actually is prefera-
bie to symbolic notation.

Examples from the literature have been discussed above (page 96 ff).

Detailed instructions for the use of spatial notation will be found in a separate
chapter below, beginning on page 136.

* Hugo Cole: Sounds and Signs (see Bibliography).

1v. Duration and Rhythm: Individual
Items
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see page 22 fn.
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Beamed Accelerando and Ritardando

Accelerandos and ritardandos occurring in individual parts of an otherwise
regular, metered context should be noted as follows:

w § STRRI TR ST

canes 30 L O3 T T PR EST |

If the accelerandos or ritardandos extend beyond a single measure, the beams
should be lengthened accordingly:

1 L MNFFFL i)

elc.

b

3 ‘T—\ )
4 M—r
Note that beaming by beat-units has here been replaced by longer beams, since
the accelerando and ritardando flexibilities take precedence over any exact beats.
Besides, the gradual increase or decrease in the number of beams makes exact in-
dications of beat-units impossible. o ‘

If beamed accelerandos or ritardandos are to be performed within a specific
duration—for example that of a quarier or half note—the respective note-value

should be placed at the beam side of the group, the same way as, for example, a
triplet numeral, though always enclosed in horizontal brackets:

) i —1
4 T 1
1 1 1
111 ]
qer
ey
Beamed accelerandos and ritardandos of tremolos: _
T4 1
= &p'

Accelerando and ritardando beaming is occasionally found in scores notated in
spatial notation. This is not recommended, since durational spacing of note-
heads in spatial notation makes such beaming redundant. .

One sometimes finds such beaming in spatially notated music for a single
player. This, too, is usually unnecessary, because in solo music th.cre is no
problem of synchronization, the problem for which such beaming was invented.

DURATION AND RHYTHM: INDIVIDUAL ITEMS [25

Dotted Notes
A. Dot Positions in Double-Stemmed Two-Part Notation

1. If an upstemmed note is on a line, the dot should be placed in the space

above the line: —
?‘ =

2. If a downstemmed note is on a line, the dot should be placed into the
space below the line:

The reason for these rules will be apparent if the following example is consid-
ered:

Correct placement of dot Incorrect

In the first notation, the low dot clearly shows that the lower note is dotted.

In the second notation, where the dot appears above the line, it is not clear
whether the dot refers to the upper or the lower note, unless the system of lower-
ing the dot for a dotted downstem note is adhered to, in which case the dot must
belong to the upper note. For additional examples concerning this problem, see
page 165.

B. Dot Pasitions in Dotted Unisons
If the note-values of the two parts are the same, the rule for single-stemmed

notes should be followed, namely to use only one dot for both: %

The rule is not ideal, since obviously it would be clearer if one were to use two
dots—one below the line and one above. But since this would only be possible
for unisons on a line and not for those in a space, it is not done in either case.

C. Dot Positions in Unisons of a Dotted and an Undotted Note

In traditional music it was customary to use only a single dotted note-head,
even though one of the two parts of the unison is not dotted. The performers are
expected to figure out whether the dot refers to the upstemmed or the down-
stemmed part by scanning the notes that follow the unison. Since rhythm in tradi-
tional music of the seventeenth to early twentieth centuries largely conforms to
standard patterns, this is not as difficult as it may seem:
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rotted unisons in a space

‘otted unisons on a line

In music of greater rhythmic complexity, however, it is more practical to use
vo note-heads instead of one, with the undotted note-head preceding the dotted
ne. This is especially helpful for unisons in a space, since such unisons do not
ermit up or down positions of the dot. Following, you will find the examples
bove renotated with two note-heads:

L =f } N T

Horns :hj:ij_# o > efc.

n o) % 1711 {' == 1

Bassoons lll *  — L efrc.
] b 1 b 1

A more involved. passage, typical of much recent music, demonstrates the
bsolute necessity for two note-heads instead of one. In the first version, the uni-
ons are notated in the traditional manner with a single note-head. The passage is

Imost impossible to read: . ——
==

. B =R

K s

The same passage notated with two note-heads for each unison consisting ofa
otted (or double-dotted) and an undotted note:

3>

For general rules for unisons, including undotted ones, see Pitch, Unisons,
rage 78. For dotted rests, see page 134.

Note that double dots are treated the same way as single dots.
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Durational Equivalents

A. Different Durational Units (Beat-Units)

/. IN THE COURSE OF A LINE

Center the equal sign over the barline, place the preceding note-value before
the equal sign, place the new note-value after the equal sign, add small arrows
right and lefe:*

Either Or, to make doubly sure

«J‘:J-» 4—}):):72—»

I | }

== =1

2. FROM ONE LINE TO THE NEXT

End of line Beginning of nextline

Note that the equal sign in line-to-line equivalents is not centered over the
barline. At the end of the line it usually appears above the new time signature; at
the beginning of the next line it generally appears just before the new time signa-
ture.

B. Identical Durational Units (Beat-Units)
If the note-values of the equation are identical , no arrows are needed:

DD

Ky
@2a=

A still better procedure is to use only one note, with arrows to both sides:

<-¢h->
s 1 1 O o
% 18 0
y § 133
e & Y

*The arrows are advisable o avoid confusion with the traditional practice of placing the new note-
value first and the preceding note-value after the equal sign, followed by the ltalian word precedente
(preceding) or without any verbal indication:

Either Or without precedente
J2 D) precedente

===

(I.e., the quarter note equals the preceding dotted eighth.)

Note that the indication is placed at the beginning of the new measure, not above the barline. This
method is not recommended.
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C. Metronome Marks
It i1s often advisable to add metronome marks to the new note-value:

— 8

<..h = Jh (J=84)->

A selection of durational equivalents

—38— 4-1]:@—»
<_J‘:J\_, <.J:J.> (<—J—»)

ER M e lgildsaliingidint
nf 33—
(In complex music, repeat metronome in parentheses on each new page.)

2120 2N dem .
EAR GRS g L aSdtan e add S
3 3 5 5 =g

D. L'istesso Tempo
The term !’istesso tempo (the same tempo) should be avoided because it is too
ambiguous in the context of twentieth-century music.

Fermatas, Commas, and Double Strokes

A. Fermatas

These prolong sounds or silences. They may be placed above notes, rests, com-
mas, and other signs indicating pauses, and in empty spaces of scores in spatial
or free notation.

The progression from short to long fermatas runs as follows:

traditional (relatively short): o

longer:

specified duration (by seconds): 2"
™

approximate durations: 2" 2" 2"
= rm =

B. Commas and Double Strokes
These indicate silences only:

short: *
longer: &1
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As mentioned above, both of these signs may be modified for longer duration
by placing a fermata above them: /& f;‘ etc.
b

Hemiola

A hemiola may be defined as a temporary slowing of a triple pulse to twice

St U IR NN PR

Hemiolas were used a great deal from the fifteenth century into the eighteenth,
and again sporadically by Schumann and frequently by Brahms. Although they
are rarely used in lwentieth-century music, they do figure in our current efforts to
revive music of the Renaissance and Baroque.

Editors of new editions of old music are divided with respect to the notation of
hemiolas. In the early days of publishing new editions of old music, the notation
of hemiolas was modernized according to Brahms's music:

PRIV P I PPN

This notation, however, implies syncopations—a different concept from the
original idea of merely *‘stretching’’ the regular three beats.

Since the notation at the top (which includes the change of meter) often causes
difficulty in rehearsals of amateur choruses, and since the modernization distorts
the composers’ intentions, a compromise is suggested:

thythm cue §—d—d—— 443
votion 3 4 4 41031 013 1)) )]

S

Irregular Note Divisions

Our durational notation operates with bipartite and tripartite units, i.e., with un-
dotted and dotted notes, respectively. The bipartite units divide into two parts
(one half note into two quarter notes; one quarter note into two eighth notes,
etc.), while the tripartite units divide into three parts (one dotted half note into
three quarter notes; one dotted quarter note into three eighth notes, etc.):

d-4d.0:7) d.-ddd. L. JT]

If a bipartite or tripartite unit is divided irregularly, such as a half note into
three parts instead of the regular two, or a dotted half note into two or four parts
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nstead of the regular three, we have irregular note divisions, or triplets, duplets,

ind quadruplets, respectively:
Duplet Quadruplet

——d—

Triplet
—2=

). 7] 5 51

The charts in the following two sections (A. Septuplets, and B. Duplets) show
he notation of all bipartite regular and irregular divisions, as well as that of their
ripartite equivalents. The only controversial imregular divisions are septuplets

nd duplets, as explained below:

1. Septuplets
The predominant practice is to retain the note-values of a regular note-division

or the faster, irregular pattern, until the next, shorter regular division, and thus
he next shorter note-value, has been reached:

lipartite progression Tripartite progression

Regular divisions g J Regular divisions

JF N R Y

J J «4—————quarter notes J J(nor )”

3
J J J J ] j<————eighthnotes
4
J j ] ]4——eighthno(es J J ] J
5

,_‘,,,1 5
J j j ] ] j ﬁ-ﬁﬁo—sixteenth notes
7 7
IPPPPER) TF575
8

b .
W«ﬁxtumh notes J j 3 j 3 j j j
e rETY }

W+thinyucond notes
ete. efc. ‘

Septuplets in bipartite progressions, as well as quintuplets and octuplets in
ripartite ones (all marked * above), are occasionally notated with the next
horter note-values (see the next example). Proponents of this notation argue
hat, for example, a septuplet in a bipartite progression is closer to the regular

DURATION AND RHYTHM: INDIVIDUAL ITEMS [3]

sixteenth notes than to the regular eighth notes, for which reason it should be no-
tated as a group of sixteenths, rather than eighths:
Tripartite progressions

Bipartite progressions

Regular divisions J Regular divisions

J J cighths — m

eighths —s
The quintuplet

5
J_J_m is closer to the 5
regular sixteenths ﬁ
6

than to the

m regular eighths
llx(ceiﬂh:———» J 3 j 3 j 3

The septuplet
is closer to the 7 7
regular sixteenths W
than to the J 3 3 j 3 3 3
The octuplet is 8

regular cighths
six(c'tnlhs-» J 3 j 3 J 3 3 3 ucll‘(:tcu;::)y(hcreg; 7 Jﬁ

than to the

re.
efe regular sixteenths
thirly-séconds-»J 3 a ] 3 3 J 3 3

efc.

This compromise is not in general use today, and it is not reccommended.

B. Duplets

(See ** on page 130))
If, in tripartite progressions, eighth notes are used for duplets whose total

duration equals one dotted quarter, it would mean that eighth notes occur before
as well as after the regular eighths (duplets—regular eighths—quadruplets-
—quintuplets), i.e., eighth notes would represent durations both longer and
shorter than regular eighths, plus regular eighth durations as well, an obvious
source of confusion. It is recommended, therefore, that only quarter notes be used

for such duplets:
Not recommended Recommended

J. J

2 2=
Eighths are slower : J
than regular eighths —a e VEIIUS ey
Regular eighths ——s m
4 Inpp

Eighths are faster 5

h 5
than regular eighths <m m
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Another alternative, favored by French and French-influenced composers, is
to use two dotted notes for a duplet:

J J. 2
bupes—d & LD I ..
JJi T

This notation is as efficient and *‘correct’" as that recommended above, except
that performers generally perceive the ‘“‘irregularity’’ of duplets more readily if
they see the telltale numeral 2 and the truly irregular note-values, rather than a
pair of dotted notes.

For arithmetical progressions of note divisions, see Practical Examples:
Different Rates of Speed, on page 119.

C. Specifications

/. SINGLE NUMERALS
Traditionally, small numerals (italic type) are used to indicate irregular note-
values (2 for duplets; 3 for triplets, eic.).

2. EQUATIONS—NUMERALS ONLY

As rhythmic complexity has grown, it has become necessary to identify not
only irregular note-values, but also the number of regular values that would nor-
mally comprise the group. For example, the equation 7:5 in the following ex-
ample means 7 irregular eighth notes or rests in the normal time span of S regular

sighths: g j_ﬁ ;Eﬁj j'h |

Both numerals must always refer to the same note-values. The first numeral
refers to the irregular values; the second to the regular ones.

Itis suggested that the customary colon be replaced by an equal sign: 7 irregu-
lar values equal 5 regular ones, i.e., 7 =5.

3. EQUATIONS—NUMERALS AND NOTES

If the rhythmic texture of the music becomes so complex that it is not easy at a
glance to grasp which note-values the equation refers to, small notes should be
used for clarification:

6h=8 )

I 7h=5 )
§ M3 ) RTTITR

or even more explicit: =3 =3
r 7h=5) 1
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Small notes (instead of numerals) may also be used to show the total duration
of an irregular group: 5= 7h=l.

ah=)
FrR 1 BTLAT

The last-mentioned method is particutarly useful where septuplets are notated
in sixteenth notes instead of the more frequent eighths (or equivalent situations).
If instead of a mere numeral 7 the group is identified as 7hod oz N

depending on the composer’s preference) all ambiguity is eliminated.

(fffyrr gefeaes
i\ 7h:

4. NOTES ONLY

In approximate notation, where the specific individual durations (notes and
rests) of a particular group are indeterminate, a small, bracketed note should be
used to show the total duration of the group:

e R— —d— ——oe——

3 ]Bif_g@ e e |

127 B f 1= RS
e

See also Beamed Accelerando and Ritardando, page 124.

Rests

A. Positions in the Measure

]. SYNCOPATED RESTS

Rests should not be placed in syncopated positions, the only and recent excep-
tions being dotted eighth, sixteenth, and thirty-second rests, etc., in binary con-
texts:

Traditional More recent

8 TNy | 8 T4 |

N.B.: Syncopated rests should not be used in larger note-values, i.e., from dotted
quarter rests up. :

2. BINARY METERS
In binary meters, rests should not cross the middle of the measure:

Corect 2 Dyl 4Je el B+ ITI
e 30N - 1 Bar T
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3. TERNARY METERS
In ternary meters, no two-beat rests are used; each of the three beats must have

PraJldedl By bl § dvver JT0N

b= Jl0=- 1 &e e RAe ¢ [T

4. DOTTED RESTS
a. SIMPLE METERS
In simple meters, dotted rests lasting 1'% beats should not be used at the

.ginning of a measure:

wrrect

R RPN 1210 D

correct

g M 3 M 1 M e

Dotted rests lasting 1%z beats may be used on the second beat of iand on the
ird beat of 4:

DR PREN 1JJ8 M4 -

Such rests must, however, not be used on the second beat of j}bccause they
suld then cross the middle of the measure:

' ERPUN| 100 M

COMPOUND METERS
In compound meters, the same principle must be followed:

ywrect Incorrect

g‘k' 7n"m-. g‘ ﬂ"m.
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¢. COMPOSITE METERS
In composite meters, the rests must conform to the respective subdivisions of

the measures:

('orrc('l(3+2) )
B & ¢ ” or g ¢ ”
Incorrect
g - ¢ ” or g & = " or g I I8 .’” ete.

B. Full-Measure Rests

Whole rests are used as full-measure rests for all meters* less than‘%(see page
136).

All whole-measure rests must appear in the center of the measure, regardless
of all other notes and rests above and below in the same measure. (This rule does
not apply to the whole note, which is centered only if no shorter note-values ap-
pear simultaneously):

Whole note just Whole note in ' ]

left of center: rhythmic position: @f_.—f_.::i
1

Y T —

F——=

If two parts are written on the same staff, whole rests for the upper part should
hang from the top staff-line; those for the lower part should hang from the bottom
staff-line: t

| X
T D o " | i

) § ) od
wr 1 I

* A number of composers have tried during recent years to replace the *‘universal’’ whole-measure
rests with rests that represent the measures’ actual values, but these efforts have thus far failed to gain
widespread acceptance (see page 46 f).
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As shown in the examples above, whole rests are used for a full-measure rest
gardless of the measure’s actual duration (gin the previous cxample;i in the
ie before that). If, however, the total value of a measure reaches eight quarters
measures), a double whole-rest should be used:

. Full and Multiple-Measure Rests in Parts

ngle measure Two or more measures
== ===

. Vertical Alignment of Rests
All rests must be aligned vertically (i.e., rhythmically) with the notes or rests
sove and below. Only whole-measure rests are centered:

7i erc.

Incorrect

patial or Proportional Notation

. Definition

Spatial or proportional notation is a system in which durations are “‘transla-
d’* into horizontal distances instead of duration symbols (as in traditional nota-
), so that if, for example, the duration of a half note is made equal to one inch
" horizontal space, a quarter note equals half an inch, and so forth:

'mbolic notation (spread out as if it were spatial notation)

SRR = S

c r Tt (ree

ches: ! ! !
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In short, all durations must be notated in spatial relationship to each other.
Consequently, all duration symbols (white and black note-heads, beams, flags,
prolongation dots, rests, etc.) become irrelevant. Note-heads now are needed
only as pitch indicators (black note-heads are preferred), and only one kind of
horizontal line (either a single beam, or an extension line at the level of the note-
head) is needed to show the durations of sustained notes. Blank spaces mean
silences (rests).

The spatial example above shows black note-heads and (single) duration
beams. (For extenders at the note-head level see page 139.)

B. Spatial Notation versus Traditional (Symbolic) Notation

I. MUSICAL ASPECTS

The musical advantage of spatial over traditional notation is that the number of
durations which can be notated is not confined to the available symbols, but is
unlimited. Thus, spatial notation is ideally suited to smooth accelerando and ri-
tardando passages, as well as all other aperiodic progressions difficult or impos-
sible to express in symbolic notation.

The following example shows a written-out ritardando (Flute 1) and accel-
erando (Flute 1), to be performed simultaneously:

o]
Flute | |FA— P4 Fbe I -
e | f —

0
Flute I [,r,,{ b B
i 11

Performances from spatial notation are never as rhythmically precise as those
played from traditional, symbolic notation, because counting regular beats is far
more accurate than judging distances:

TIITITTT e 3 0000

To summarize, spatial notation is the ideal graphic vehicle whenever rhythmic
flexibility or durational vagueness is desired, while symbolic notation must be
used whenever rhythmic/durational accuracy is needed.

2. PRACTICAL ASPECTS
The following two examples show the same music notated symbolically and
spatially:
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a. Symbolic notation

0)

?
1
1
1

[T Te
TN

In example a., the extra horizontal space required for the two sharps does not
affect the durations of the sixteenth notes, since they are not governed by spacing
but by the ‘‘symbolic’’ sixteenth beams. Neither does the subsequent half note
require more than a token space to show that it is longer than the sixteenths.

In example b., the distances between notes of equal duration must be equal
throughout. Since extra space is needed for the two sharps on one of the sixteenth
beats, all other sixteenths must also be spaced that far apart, and the (former) half
note now requires eight such sixteenth spaces.

Obviously, the symbolic system of durational notation is much more economi-
cal. Moreover, its horizontal flexibility is particularly practical for page layouts
because it can be expanded or contracted without impairing rhythmic clarity,
which means that good page turns in performance materials (a very important
consideration) can generally be achieved quite easily.

Spatial notation, by contrast, depends for its durations on absolute rigidity of
horizontal spacing. This inflexibility is not only uneconomical, but also creates
serious problems of practical page turns, especially since spatial notation is al-
most always performed directly from the score. (For details concerning perfor-
mance materials see page 142 ff.)

C. Duration Beams
The durations of long (sustained) notes are indicated with duration beams: the

longer the beam, the longer the note: C [

Uninterrupted progressions of notes are connected to the same duration

T T

Interruptions of duration beams (gaps between beams) mean silences (rests):

(f (¢t
'

4 L

If the last note of a beamed progression of two or more notes is too short to

warrant a duration beam, or if a short note occurs by itself, unconnected to a
beam, a vestigial, slanted duration beam (beamlet) is attached to the right side of
the stem, similar to a flag:
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B R S )

Beamlets (and their stems) may be omitted altogether, so that only note-heads
appear, a procedure favored for extended passages of disjunct, short notes, as is
shown at the end of the example below.

Articulation marks, such as slurs, staccato dots, tenuto lines, etc., are the
same as in traditional notation.

The following example demonstrates in context the various items discussed
above:

oy

}
1 b.
v

et

et
| S—

; j e —— — P T fdim. -

D. Note-Head Extenders

The rules governing duration beams are equally applicable to note-head ex-
tenders (except for a few additions listed below). The foliowing is an exact
transcription of the duration-beam example immediately above:

F

? P = T P = fdim. "%

This method of notation is best suited for vocal music or music for single-tone
instruments. It becomes troublesome when used for close-textured intervals and
chords because the extenders are likely to run into each other.

Moreover, the lack of stems makes clear graphic distinctions between two or
more parts on the same staff virtually impossible unless vertical connectors are
added to show the progress of the individual parts in cases of voice crossings or
other ambiguous situations:

‘f< $ﬂ mf?-(—i/ m '
5 ﬁg _:; L l 1x ﬂ'ﬁ

As the example shows, however, the connectors are not always possible: while
one can connect the first, sustained F-sharp to the lower G, the same can not be
accomplished from the G to the high grace note A because the G, being short,
has no extender to which the connector can be attached.

Thus, although the extenders do possess a welcome graphic immediacy, they
should be used only for simple, single-line parts, such as occur in the example of
the Rondes by Aribert Reimann, page 97.
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The following example, written with duration beams, depicts the voice leading
of the music above much more clearly:

-_—"_ S
S == Sfx mf) f i ~ —p
Ay Syl ==
1 L H 4!
mf P mw—==f th
5. Details
1. curt-oFrs

Since the durations in spatially notated music are approximate, it is necessary
o indicate precise cut-offs where wanted. A short vertical stroke at the end of the
luration beam or note-head extender will serve:

Oof —@——roy—

S——

2. NOTES HELD FROM ONE LINE TO THE NEXT LINE OR PAGE
The duration beam or note-head extender shouid end with an arrowhead at the

‘nd of the line: or TmE==x
% aw p—===

nd begin on the next line or page a little before the held note, whose note-head

hould be placed in parentheses: H ,
s L —

I_ ﬁ

Some composers use ties, but these are redundantin combination with duration
eams or note-head extenders.

3. GRACE NOTES
Grace notes are used in the traditional manner. In slurred passages they should

e included under the slur (see page 21 f):

g =
The difference between grace notes and the unstemmed note-heads mentioned
sove is that grace notes belong to a main note, while the unstemmed note-heads
¢ generally independent short notes.

Grace notes could be written as small unstemmed note-heads, but such nota-
on has proven to be unclear:

ot recommended

P o allss

) i PR S M faa—
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Another solution is to use an extra beam with slash for grace notes:

o) &liss,
Y 'Y s 3
S tf # Elp
| — |

This notation is more legible because all note-heads are equally large. Its
drawback is that full-size grace notes generally take up more horizontal space
than they should in spatial notation.

4. TREMOLO
Wide-trill notation (see pages 76 and 147 ff) is recommended, but with

full-size note-heads and tremolo bars: E trem.
— 1 J‘i !
AS jr 4 L%
=

o {®) bp
-y
Ny

5. ACCELERANDO AND RITARDANDO BEAMS

e == [ 2 S = ¥ A S

Theoretically, accelerando or ritardando beaming should not be necessary in
spatial notation, since the horizontal spacing of the note-heads takes care of such
matters. However, the spreading and diminishing beams are so expressive of
what is wanted that one should not be too dogmatic about banning them al-
together from spatially notated music.

For their use in the context of symbolic notation, see page 124.

6. CHANGES FROM SPATIAL TO TRADITIONAL NOTATION AND VICE VERSA

From spatial to traditional notation (0 = spatial)

Ob.

v

l!n.zj Y
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The ‘‘zero’’ time signature should be used only in music that alternates between
spatial and traditional notation.

7. BLACK AND WHITE NOTE-HEADS

A fair number of composers have been unwilling to forego white note-heads
altogether, since the psychological effect of white (relatively long) versus black
‘shorter) and cue-size (very fast) is undeniable and can be very useful:

. 2 .

——

y % X2
Cello )

fl
2 Do
Ad

— o

The obvious drawback of this system lies in the ambiguity of the terms “‘rela-
tively long’’ and ‘‘relatively short.”’ It has been included, however, because of
its advantages mentioned above. The final choice should rest with each com-
poser.

8. MIXED NOTATION

It is possible to create a framework of measured notation, filled with dura-
tionally free or at least flexible sounds or silences. The example below covers
several possibilities. With these as a basis, others can easily be accommodated.

The passage is organized in regular beats indicated by arrows pointing up-
ward.* Above each svent is a brief characterization.

Yiolin (short (undulating  (improvise with
(semi-free)  (metered) (free) notes) legato) boxed pitches)
> = >

33 S L N N

—MM 40—

The arrows may also be placed above the music, pointing downward, depending
on the general setup.

F. Performance Materials

I. SCORES

Spatial notation is best performed from the score, so that all participants may -

see how their durations fit spatially into the total rhythmic/durational texture.

N.B.: Playing scores must be transposed, i.e., not “‘in C."’

#See also Scores and Parts, Conductor’s Signs, page 158 f.
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a. PLANNING THE SCORE: SHORTEST NOTE(S)

The first step in preparing a definitive score is to examine the entire composi-
tion or movement for the shortest note(s), in order to arrive at the proper mini-
mum unit of horizontal spacing. (Note that accidentals take up horizontal space,
too, and must therefore be included in the durational measurements.) All longer
durations are multiples of the shortest note(s).

b. TEMPO AND TIMING

The next step is to decide on the desired tempo or timing devices (horizontal
brackets, vertical arrows, barlines, etc.). (See page 158 f for conductor’s signs.)
N.B.: Vertical lines must not take up any space of their own.

c. TEMPO CHANGES
If the music alternates between fast and slow sections it may become advisable

to change the spatial proportions along with the tempos. In such cases the chang-
ing proportions must be indicated clearly and prominently:

Distance between arrows remains the same; duration of beats changes

(prevailing duration
e I

|

——meng---
-l
‘—

of beats | second)

Distance between arrows changes; duration of beats remains the same

"

e L

Distance and duration change

r---(m"hl l b ----- | |

d. PAGE TURNS

Since music notated spatially does not possess any horizontal flexibility (see
page 137 f), it may be necessary occasionally to forego consistent widths of
right-hand pages in order to create workable page turns for the performers. How-
ever, there is generally very little leeway for such changes. (Vocal parts need
not be considered, since a singer’s hands are free to turn pages.)

In the following example, the normal page turn would be at arrow 17, but this
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s awkward for Flute 1I; therefore it would be better to end the music just before
rmow 17, at the Flute I cut-off:

-
-l [ )
I e e
g =1 :
7Is. S P cresc. _ N4
=73 ===
Dj S Lvt:%— = y; -
R . ”;
pizz. nf J S
{3 1 v z 7
).B. {" ,11 — 7 7 T
8 1 O & o
S Best spot for
a page turn

€. SYNCHRONIZATION . .
Simultaneous entrances or cut-offs should be marked with dotted vertical dou-

le arrows (centered on the note-heads or cut-off strokes, resp.):

!

t1}
Py =
) o 1
1 — 1
T ) SV
t =
|
e
+— 1
|

|

r
.,}_‘ L L
ﬁ’.

bl

Dotted arrows are also useful to bring other events, especially entrances and
-ut-offs, to the conductor’s attention.

Furthermore, dotted arrows may lead from instrument to instrument (in which
:ase they may be slanted or vertical, depending on the situ.ation). to coordinate
‘ntrances or cut-offs that depend on certain events in other ms(nzmo;nts‘

Y

Sometimes the white arrows for subdivisions of main beats ; may be pre-

erred to the double arrows shown above (see lowest example on page 145; see

dso page 159 f). )
For still other cuing devices and procedures in scores, see page 160 ff.
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Jf. PARTIAL SCORES

If the score is too large and unwieldy for use by all performers, partial scores
must be made. Each such score will include a selection of parts, depending on
the character and instrumentation of the full score. A constant cue line with the
most audible music of the remaining parts, notated on one or two staff-lines,
must also be included so that the performers can see their respective roles in the
total durational context. (See also page 172.)

2. PARTS

If possible, individual parts should be avoided in spatial notation, since they
invariably require elaborate cuing. Parts should be used only when the music is
characterized by a predominance of regular beats or, conversely, when it calls for
great independence of execution with only occasional conductor’s signs indicat-
ing changes from one playing mode or event to another.

(9)
E 1 2 3 4
[cue size) ‘ - ¢ * > v i
Snare Drum Xk > Lr—x—x XX —x
- s s b 11— 1 I
e O — J< ——— P
A B ] > !
Violin P ¥ —F : =% :
1 1 = -t U
4 mf/P—=of2
or
8 ' . 9 ]
improvise
* s:gc::)ato T ¢ T T ‘
Tbn.giih'ji. .,E 5 J;d ij - — - i
P=———f = Pf P=——¢f% f— mw

The discussion above pertains to relatively controlled scores. With increasing
indeterminacy of notation, fewer and fewer of the listed precautions become nec-

essary, just as standard notational devices become increasingly inappropriate as
music becomes more aleatory.

Tempo Indications

When tempo indications were introduced into music, the languages used were al-
most exclusively Halian and, to a lesser extent, French. Generations later, com-
posers began to substitute their native languages to express some of the finer
shadings, and often all indications.
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In the present century, when music is performed and studied more interna-
tionally than ever before, composers should use terminology that is as widely un-
derstood as possible. Often a return to the basic traditional Italian terms is useful
where there is a choice (for example, Allegro/Fast/Schnell/Vif, etc.), especially
since most verbal tempo indications can be accompanied by clarifying met-
ronome marks or with beat-indications in seconds, wherever appropriate.

Of course, verbal instructions of this kind may be omitted altogether, as long
as metronome or beat-indications are used, but it is definitely more evocative to
refer to an Adagio passage or a Vivace section than to a quarter-equals-48 move-
ment.

Concerning verbal modifications of basic directions, the best thing to do is to
exercise restraint.

For proper placement of tempo indications, see page 32.

See also Spatial or Proportional Notation, page 143, b and c.

Ties
As a rule, ties should lead to the nearest main beats of a measure rather than pass

over them, even if this makes an additional tie necessary. The following ex-
amples will illustrate this complex-sounding rule:

U rtesrr aF Tt et
10 1L 150t
1L b TR

g

1 2 3
gLerr oor |
See also Slurs and Ties, page 36, B, ff.

Time Signatures (Meter)

A. Meter Changes (Placement)

I. AT A BARLINE ' . .
If a meter change takes place at a barline, the new time signature is placed

after the barline: W
LI

11 T 1
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2. FROM LINE TO LINE

If a meter changes from one line to the next, a warning time signature is placed
at the end of the line after the barline (which should be placed a little to the left of
the end of the staff-lines), to signal that the next line begins with a new meter:

3. FROM METERED TO UNMETERED (FREE OR SPATIAL)

If a metered section of music changes to an unmetered one, a cancellation sign
={o- should be used (see page 141 f).

Compare Clef Changes, pages 46 and 57.

See also Scores and Parts, Time Signatures, page 177 ff.

Next line gy
Il L 1
=7

i

B. Reference Meter
A reference meter is one that acts as a metric common denominator in a
polymetric texture (see pages 90 f and 116 f).

Tremolos

A. Introductory Note

The term tremolo (trembling) and the different kinds of tremolo notation in
present use are a source of frequent confusion. (For specific definitions see
page 74 ff.)

There are two durational tremolo categories, and two pitch categories. The
durational ones are:

measured tremolos and unmeasured tremolos

The pitch categories are:
repeat tremolos and trill tremolos

A further complication lies in the fact that measured tremolos are not true
tremolos, but actually represent a form of shorthand for repeated or alternating
notes—a notational convenience which is in the process of going out of fashion
in “‘serious’’ music.

The unmeasured (*‘as fast as possible’") tremolos—repeat tremolos as well as
trill tremolos—continue, however, to be an important component of our nota-
tional resources, even though the notation of the trill tremolo is somewhat per-
plexing, as will be seen below.

It is suggested that the various tremolos be dealt with as follows:

/. MEASURED TREMOLOS
Although their usefulness is limited in today s art music, they are of true value
in entertainment and show music, as well as in opera-vocal scores and similar
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keyboard reductions. Thus, measured tremolos should be used, but only where
they are truly appropriate.

2. UNMEASURED TREMOLOS

Here, the repeat tremolo presents no problem. As for the trill tremolo, the
traditional notation continues to be the *‘safest,"’ although wide-trill notation is
gaining ground (see pages 76 and 151 for wide-trill notation).

B. Details: Measured Tremolos

/. REPEAT TREMOLO

For a regular repetition of a note, interval, or chord, short, slanted tremolo
bars are drawn through the stem, or centered above or below a whole note de-
pending on the stem direction if the note had a stem.

The note shows the duration of the tremolo, while the tremolo bars show the
note-values of the repeated notes.

The tremolo bars should be a little thinner than beams, and as long as or a little
longer than the width of a note-head.

A single tremolo bar = eighth note repeats . pre——
—d—— : A

Other examples

g

SEEFESEF

- 5=
===

3

W“%"‘Tﬁﬁ i HH

On beamed notes the tremolo bars usually slant slightly more than the beams:

E . @ o.-downward:%é ] @

‘Note that the tremolo bars always slant upward, regardless of the beam-slant.)
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= £ i LB

BROKEN TIES
If a tremolo continues without break from note to note within a measure or
across a barline, broken ties should be used:

efc.

(When joined by broken ties, accidentals must be repeated from measure to
measure.)

2. TRILL TREMOLO

The notation of a trill tremolo is an anomaly in that its total duration is given
twice. For example, if a tremolo is to last one half note, two half notes are writ-
ten, with tremolo bars between them:

Total duration Notation

T Y I R)

* The first notation {one connecting bar) is preferred, though all three are cqually valid.

Other total Notation Resulting tremolos

o - o= « 3 . TR
I TR
) . = 773
) . = Ieoz)
y . B . FF

Only half notes, because of their white note-heads, permit being connected by
one or all tremolo bars without thereby changing their value. If quarter notes
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were connected in this way, they would appear to be shorter note-values. For ex-
imple, J’J would become ﬁ . The same is true of beamed notes: only their

»wn beam(s) can connect them: if the tremolo beams were to do so, the note-
values would change, for example, from Jﬂ to ﬁ .

The following is a systematic list of tremolo bars and corresponding note-
values:

Number of Different main notes Resulting note-values
tremolo bars ' I
— ) o
1 o= ° J J (J J J J ] ] ] eighths
o—
—
ox J H J jj j 16ths
: “o fr
—
3* °So J’J J= J‘ Jjga 32nds
=

* Actually, thirty-second-note tremolos are so fast that they are rarely if ever considered “‘meas-
ured,"”’ except in very slow music (see Unmeasured Tremolos, below).

C. Details: Unmeasured Tremolos

I. REPEAT TREMOLOS

The rules governing measured repeat tremolos also apply here, except that the
number of tremolo bars should always convey a relatively fast tremolo, from two
in fast music to a maximum of four in very slow tempos.

In addition, the abbreviation rrem. may be placed above the first tremolo in an
extended passage. trem.

-
v

s

Violin @%ﬁ =HiET

trem. Z
CC"O ‘E"=§_"’-_il—
33—y 7o T [ & 1

2. TRILL TREMOLO
The same rules apply as above.

Chord tremolos Single-note tremolos

trem,

j o}
j# )

—
12
\E _ \“

m
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3. WIDE TRILL

As mentioned on page 76, single-note trill tremolos may also be notated as
wide trills. Thus the total duration of the tremolo is represented only once instead
of twice.

Single-note trill tremolos notated as wide trills:

tren , sasasannsnnn
rem, Rather trem.
r Al § 1 s

Fa———Hr than

4 1

D. Additional Items

/. RHYTHMIC ALIGNMENT

If trill tremolos occur simultaneously with nontremolo notes, they must be
placed into proper rhythmic alignment;

3 3
:,h —1 - — " om-tom - ~~m—j'j]
g‘g‘gir_fzzighﬂghﬁ ' 3 M

O e '_
F 1

-

I

El‘l;é e ey 19§ ' v
= Bl i g o

2. STEM DIRECTIONS
In general, the stem direction should be the same for both notes of a tremolo,

upstem and downstern combinations are acceptable if the interval is very wide,

such as an octave: EE

3. TWO-STAFF NOTATION

If trill tremolos occur in two-staff notation and go from one staff to the other,
the tremolo bars should be placed between the staves:

¥s) o e o]
N

) - AN 1 ra

- N

=

5N X
oy : : 3 oy g —Hr
A— b \[24 Z-4

For tremolo notation in spatial notation, see page 141.
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Alternative Events (Choices)

Alternative passages (phrases, rhythmic patterns, pitches for improvisation,
etc.), to be chosen by the performer(s) on the spur of the moment, should be no-
tated above and/or below the ‘‘regular’’ music and enclosed in fairly heavy
frames or boxes:
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Alternative notation:

152
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N.B.: The location of the alternatives—above, below, or on the regular staff—
does not constitute preference. Each alternative is equally valid.

General Observation

The heavy box is not only used for choices, as above, but has other functions
as well. For example, in piano music, such boxes may be used to distinguish
music to be played inside the piano from regular notation (see page 263).

Boxes are also used for choices of different playing modes or dynamics (see
below), or for different pitches, etc., with which to improvise (see page 156),
and so forth.

If different kinds of boxed events occur in the same composition, it is recom-
mended that boxes be used for one type of event only, and that other means be
devised for the other event(s). For example, if a composition includes choices
such as those above, and also contains boxed pitches for improvisation, the latter
may be boxed, while the former can be distinguished with vertical brackets con-
nected by broken horizontal lines:

Above the staff Below the staff

Choices (Other than Above)

In general, a heavy box drawn around elements indicates that the performer is to
choose from the material in the box. The elements may consist of a selection of
pitches, rhythms, signs of articulation, dynamics, or tempos. In addition, entire
phrases or similar events may be boxed, thus becoming alternate versions to
choose from.

Articulation (selection)

Dynamics (range)

Playing modes

Ipizz.. col legno, arco, spiccato, behind the bridgel

Tempos Iaccel., rit., accel., rit., e(c.] Ercsto»Modcram]

See also Indeterminate Repeats, below.
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Indeterminate Repeats

Indeterminate repeats are used to create a mixture of controlled and chance ele-
ments. Usually, each part repeats different material (see below for a selection of
types of material). An indeterminate repeat passage might look as follows:

15— .

Horn ~ w1} —

inF ;n' . Vr 1} —
f>

The curved flanges at the repeat signs serve to distinguish them from ordinary
repeats.

The total duration of a repeat passage is usually given in seconds, but it may
also be ended at the conductor’s discretion or, in metered music, at a particular
measure. Thus not all indeterminate repeats have the same kind of indications of
their total duration. If, however, the duration is given in seconds, this informa-
tion should be located at or near the beginning of the passage (not at the end,
where it is frequently found).

If indeterminate repeats run beyond a line or page, arrowheads should be
drawn at the ends of the duration line and the duration bracket (if any):

17
'-_> o)
Tobn. -
2= I ==
N/a

Different Kinds of Repeats: a Selection

If the elements are ordered, such as given successions of pitches and/or short
rhythms, repeat signs are used. If the material is unordered, i.e., if the performer
must make his own choices from within a given pitch range and/or from a selec-
tion of note-values or thythms, dynamic degrees, etc., these basic ingredients are
placed in a heavy box followed by the usual duration line, and if applicable,
topped by a duration bracket, as will be seen in the following specific examples.

N..: If complete phrases or patterns are given, the last repeat may occasionally
go slightly beyond the cut-off point. If completion is desired regardless of the
cut-off, the duration line should be prolonged slightly as a broken line with an ar-

rowhead: emmmm——{ - - ]
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/. ORDERED ELEMENTS

Regular phrases

—= 2§ 1
ﬁ > M e =9 ’ﬁ{; p
Soprano . » T
Rl [ A '
What's new? What's new? Ah!
cresc. sempre.
A - ’ f)})
Ao eI b i} ——x
o8 (S i -
An -y - bod-y dead? Ah!
I)) .ﬂ; b A ’ ‘g‘ o
Tenor ﬁl Lams § P I . —i }r {
7} Hear ye, hear ye! Si - lence!
dynamics ad. lib. ’_ s J>F
Bass et I ] ik b
Noth -ing but trou-ble! Ah!

The four phrases differ in rhythm, duration, dynamics, articulation, and text.
Each of them is to be repeated for 25 seconds. The tempos as well as the time in-
tervals between the repeats are ad lib.

Pitches and text syllables are given; rhythm, articulation, tempo, elc., ad lib. The
rhythmic patterns may be repeated or changed.

{/
,.i {— i
(g8 Lo r D

da day deedo
Rhythmic pattern is given; pitches, etc., ad lib.

Shar Ltk

JL

Rhythmic pattern is given; pitches are to be chosen from a given range

(T3 .

X w
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2. UNORDERED ELEMENTS

nprovise on given pitches (in any order)

r 20 - al

W

‘ay open strings slowly, alternating playing modes (pizz., arco, col legno, etc.) in ran-
im order. Strings must follow each other according to given connecting lines, but the
'me string(s) may be repeated. Change dy ics ad lib.:

E SR
e A g -—
Violin b | 4
ot .

1provise on three given rhythms (in any order)

Watch for conductor's
Perc. cut-off signal

{instru- . “ 9 . ‘_q’ o~ - o -
i) 5 43@

If pitched instruments are used, vary pitches ad lib.

.8.: Boxed selections or ranges of other elements, such as dynamic degrees,
gns of articulation, playing modes, etc., may be added to any of the above ex-
nples.

3. MULTIPLE CHOICES
Multiple choices from the material to be repeated are indicated by horizontal
b-divisions within the box:

15" )

v

Sizzle Cym. EA{ ’g 79 7’£'

Gong scrape ad lib. 1

ast ’ g s
: VA
o lozers
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If there are three players, each performs one box. If two or one, choose.

Instead of boxes followed by duration lines, the boxes may be continued with
broken lines for the entire duration:

(£ A st

Either type of box may be used, but once decided upon, the same type must be
used throughout a given composition.

While the elongated boxes may be more self-explanatory, they are less versa-
tile in cases of approximate endings and of indications to complete the respective
patterns after cut-off.
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Conductor’s Signs

A. Time Signatures with Specified Subdivisions
If specific beat-patterns are desired, parenthetical numerals and plus signs are

generally preferred to beating signs:

158

SCORES AND PARTS 159
(4+1)
Freef

(3+2)

8 (3+2+3) lg(z«a)
frrrf

ddgdddddindA e

§AUA  FUL w

not. |

See also Time Signatures: Placement, page 146 f.

If dotted barlines are used to show subdivisions of measures, they must all cor-
respond to the specified conductor’s beat patterns. Cross rhythms (if any) must
be indicated by other means.

B. Metronome Marks

/. IN SYMBOLIC NOTATION
The usual indications should be used, but large enough for easy reading.

2. IN SPATIAL NOTATION
Black arrows should be used for main beats; white arrows for subdivisions:

I4-M.48-«>|
1

v & 4§

1 1 ] 1
S E 5 E

Metronome indications should be centered between beats, with arrows to each
side, as in the preceding example.

C. Beats or Other Subdivisions in Seconds (Spatial Notation Only)
Durations are marked from arrow to arrow:

—— 22" )

16 17

v

Note that all arrows are numbered consecutively, the numerals functioning as
rehearsal numbers.

D. Free Subdivisions
White arrows with heavier frames than the subdivision arrows should be used.
A numeral inside the white arrow indicates the number of unspecified beats or
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gestures (subdivisions) desired. These arrows may have to be drawn quite large
so that the numerals inside are clearly visible: 5

v

)
'
]
)

E. Free (Unconducted) Passages
If the conductor is to stop beating altogether, the following sign should be used
to show the end of a conducted passage: ,

Any other conducting instructions should be given verbally.

Cues

A. Entrance Cues in Parts (Traditional)

When choosing an entrance cue, one must always bear in mind that it is more
important for the performer to be able to hear the cue clearly than that the cue be
musically significant. For example, a trombonist in a large orchestra is more
likely to hear the snare drum than the English horn, especially in a loud passage.

Al cues must be in the same tuning (actual sound or transposed) as the partin
which they occur. For example:

Passage to be cued Hom 1 =
inF
S

In the Flute -
Fl.
Hn.
f
In the Bassoon Hn 1 g *
Bsn. -
In the B-flat Clarinet LTl i
in Bb j: —¥—
Hn. If
. Ha.l
InHorn Hin F Ho.
inF XPo

SCORES AND PARTS [6]

B. Playing-Cues for Missing Instruments or for Reinforcement

It may sometimes be expedient to have an instrument which is not playing fill
in for a missing instrument or reinforce a part. Such playing-cues are notated like
traditional entrance cues (see above): cue-size notes predominantly stemmed in
the wrong direction, and full-size rests, with an instruction saying either “‘Play in
the absence of- ,”" or *‘Play at conductor’s discretion.”’

If the two instruments in question happen to have different tunings, the
playing-cue must of course be transposed. Thus if a B-flat clarinet is to play an
oboe passage, that passage must be transposed into B-flat:

Original 0 3 s
Ob. W 0 .%th—ﬁﬁ pp——
part w‘, :‘gﬁx ) e o 1, 0 e e |
L__L—J L4 | 4 A

eJ
"y‘
Substitute qfl’l-y in absence of Ob. I
part Ve hd TN s
°d A P . ¢ e | M )] 1 T3

d
f |

L

WRE S

<

I
e i==rs

In the score, such playing-cues need not be written out. It suffices to direct the
conductor’s attention to the fact that the part of the substitute instrument contains
the respective cue:

Fso s S —— "
ob.m | <
AN AR ® §
Q} mfl' 1 )| lI'I 1 1§ Ty]l 5 —
I
g ¥/ = = —
o Jref—
(12) | J = Ob. M cve----------onoqgeceens =
B )4 1} 1
n R s o = =
L@ ] 1
14

C. Rhythm Cues

See examples on page 91 (excerpt from Carter’s Second String Quartet),
page 112 (excerpt from Babbitt’s Composition for Twelve Instruments); and
page 118,

D. Signals from Player to Player or to and from the Conductor

]. IN PERFORMANCE SCORES, PARTICULARLY THOSE IN SPATIAL NOTATION
A medium-sized arrow pointing to a performer’s staff indicates that a signal is
to be received from the conductor or another performer: Cond.

=

Bsn.
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A medium-sized arrow pointing away from a performer’s staff indicates that a
signal is to be given to another performer or to the conductor: Cond,

Bsn.

The arrows must be heavier than those denoting microtonal inflections ( § ),
but not 5o heavy that they could be mistaken for conductor’s beating signs.

The arrows referring to the conductor should always be above the staff; the
others should be above or below the staff, depending on the position of the in-
strument or voice on the score page.

Unlabeled arrows are useful in music such as Texture by Elliott Schwartz (see
excerpt on p. 101), but in small combinations (instrumental duos, songs for voice
and piano, etc.) they are superfluous.

2. IN PARTS, SPATIALLY OR OTHERWISE UNTRADITIONALLY NOTATED

Use the same kind of cues and signals as described above, but with one excep-
tion: All arrows should appear either only above or only below the staff, since the
up and down positions on the score page do not apply to separate parts.

Group Stems

If, in a score, some or all parts form a homorhythmic progression, they may be
stemmed together, especially in spatial notation, as shown in the example on
the next page. In traditional notation, group stems are equally possible but
rarely employed.

Conductors are far from unanimous in their reaction to this notation, their
frequent objection being that there are too few duration bars to make the charac-
ter of held chords sufficiently apparent. (The author agrees.)

Parts: Miscellaneous Details

A. Mutes

Brass: when mutes are to be applied it is helpful, as a warning, to add the in-
struction “‘take mute’’ or simply ‘‘mute’’ following the end of the last unmuted
section. The same applies to the end of a muted section: *‘mute off.”’ (Such in-
structions do not appear in scores.) At the beginnings of the muted or unmuted
sections the instruction must be repeated: ‘“‘mute’’ and ‘‘open.”’

Bowed Strings: Use the same procedure as for brass, except that ltalian equiv-
alents are customary: sord. (sordino) and via sord. (‘‘mute off *’). At the begin-
ning of the unmuted section the instruction is senza sord.

SCORES AND PARTS [63
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B. Page Turns

As mentioned elsewhere in this book, good, practical page turns are of the ut-
most importance. (In divisi parts it is sufficient if one of the players at the same
desk has enough rests to turn the pages.)
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C. Tempo Indications

Metronome indications need not be included in orchestra parts (i.e., in con-
ducted music) as long as the verbal tempo indications appear. If there are no
verbal indications, the metronome marks must of course be included.

Parts: Divisi (Two or More Parts on a Single Staff)

A. Instrumental Parts

/. TWO DIFFERENT PARTS

If two different parts, to be played simultaneously, are written on a single
staff, they must be for identical instruments, such as Flutes 1 and II, not Flute and
Oboe, and never, of course, for instruments having different transpositions.

If both instruments have the same rhythm, single-stem notation is acceptable,
but double stemming is generally preferred.

2. VOICE CROSSINGS

Occasional crossings in two-voice parts writien on a single staff are permis-
sible. In intervals of a third and wider, the note-head of Part Il (see below) must
be lined up slightly to the left of that of Part I so that each stem touches one note-

head only:
1 i
'—#“-?

1R © o o e s
[ Lamed

In intervals of a second, the note-heads must be a little farther apart than nor-
mally so that the stems will not run into each other:

I —t g =l

A

If accidentals are involved, they are placed in front of the stems, except in in-
tervals of a second where the position is normal:

-~

—

T
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In seconds in which only one part is dotted, it is not always clear to which part
the dot refers unless certain notational rules are suspended, as follows:

Correct AV TN 2 L[N 4
1l ‘QE* 11  § — — |
14

oJ "4 ~
Incorrect P> N i 1 |
! —— or
1] - 1 1 -t |
) =" Yy ¥

1. Dot on D up, even though it is the lower part.

2. Upper note before the lower note to indicate clearly that the dot belongs to
the lower note; in the second incorrect solution, the notes are too far apart.

3. No compromise needed.

4, Although the note-heads are separated by the dot, the preferred solution
clearly shows that the dot belongs to the D.

If both notes are dotted, there is no danger of ambiguity.
For other dot positions, see Dotted Notes, page 125 ff.

3. THREE DIFFERENT PARTS

If three different parts are to be written on a single staff, they must be very
simple rhythmically because only two stems are available to accommodate them,

i.e., at least two of the parts must go on one stem. Thus, either the upper or the
lower two parts must have the same rhythm:*

Permissible  Fiutes I, I, M

| | | Y N et — B
a2
The limit of
permissible
complexity

B. Choral Parts _

All divisi places should be written with double stems. The same goes for regu-
lar double parts (Sopranos I and II, Soprano and Alto, etc.), unless they are in
unison. If a part divides into more than two, an extra staff should be added unless
the texture is very simple and the divisi passage very short.

* More sophisticated stemming is of course possible, but it is not practical for use in instrumental
parts and choral music.
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Tenors and basses require separate parts unless the tenors are notated in bass
clef. This, however, is never done in open score—only in two-staff notation,
such as in church hymnals.

Alternations between open score (with tenors in G-clef) and close score (tenors
in bass clef) are not desirable, although the vocal scores of some larger church
works do sometimes have choral movements in open score and chorales on two
staves.

C. Accidentals and Cancellations

/. ONE PLAYER

In double-stemmed notation for a single player (keyboard, etc.), accidentals
and cancellations apply to all identical notes (same octave, same clef) in the same
measure on the same staff.

2. MORE THAN ONE PLAYER

In divisi parts, i.e., parts combining music for more than one performer on a
single staff, each line must have its own accidentals and cancellations, even
though this may at times look rather redundant:

For piano (right hand)

For Oboes I and 11

To assure correct reading, it is necessary, in divisi parts, to use accidentals and
cancellations where none would have been required if the parts had been written
on separate staves (see notes marked with an asterisk in the following example).

Oboes lll i

Notation on separate staves P
D —

Single-staff notation
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D. Slurs and Ties

1. SINGLE-STEMMED DIVISI
Single-stemmed divisi passages, whether for a single player or for two or more
performers, require only one slur, but all tied notes must have their own ties:

~

2. DOUBLE-STEMMED DIVISI
In double-stemmed divisi passages, slurs must be placed above as well as

below:

When, in a divisi passage, only one part has a tie, or in a three-part divisi, only
one or two parts have ties, the tied and untied notes should have separate stems:

Two parts TN

P
P iF—— 148 .
. '==.|— - R not:

U \J/ T )] t ‘ 1

Three parts

It is best to begin and end the double stemming in accordance with a short pat-
tem or phrase. The following versions of the examples above look awkward
because they both change back to single stemming before the end of the slurs
(marked with an asterisk): ’

Do not use Do not use
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Rehearsal Letters/Rehearsal Numbers/Measure Numbers

A. Rehearsal Letters

Rehearsal letters should be used only in extended compositions where they
serve to flag passages likely to require attention in rehearsals and lacking other
identifying features such as new tempo indications. If the composition has more
than one movement, the letters should continue through all the movements. If
more letters are needed than are contained in the alphabet, double letters are used
(...X,Y,Z, AA, BB, etc.).

B. Rehearsal Numbers
Rehearsal numbers are less practical than letters because they are easily con-
fused with measure numbers, for which reason they should be avoided.

C. Measure Numbers

Measure numbers are the most practical rehearsal aids. Counting begins with
the first complete measure (upbeat measures are not counted). The customary
method is to mark every fifth measure by placing a numeral above the barline at
the beginning of the measure to be designated:

o)

iy

bt

..
o
L
L

Boxed measure numbers are placed above the barline or slightly to the right:

Once in a while one finds the five-measure (or ten-measure) segments marked
1, 2, 3, etc. This usually avoids three-digit figures in extended works but never-
theless should not be employed because of the inevitable confusion with measure
numbers.

There is little agreement about numbering the measures of first and second end-
ings in repeats. The most practical (although rather illogical) method is to ignore
the fact that first and second endings are involved and simply count all measures,
regardless of repeat signs, eic.:

?
1

L

E
P
o
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WEEE
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bt
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If repeats are written out in the score and not in some or all parts (or vice
versa), the last-mentioned method will invariably cause serious confusion in re-
hearsal. Score and parts, therefore, must either follow identical repeat proce-
dures, or must use rehearsai letters or numbers instead of measure numbers, and
mark written-out repeats by using the same letter or number over again, followed
by a small *a.”’

|. PLACEMENT OF MEASURE NUMBERS

Orchestra scores: above the score and above the strings;
Band scores: above the score and above the brasses;
Vocal scores: above the voices (if more than one) and above the piano;

Choral scores with accompaniment or keyboard reduction: above the
voices and above the accompaniment or reduction.

If a measure number coincides with a tempo indication or other instruction
appearing above the staff, it is placed above such instructions.

If it is found desirable to frame the measure numbers to make them more
prominent, a square or rectangular frame is more practical than a circle, because
it can be widened as the numbers grow in width: (B s} [i1g

2. MEASURE NUMBERS IN PARTS

These must of course match those in the score. This means that multirests
( V24, A4, etc.) must not be longer than five measures if the measures are
numbered in segments of five, and ten measures if numbered in segments of ten:

Allegro 3 4| 5 Allegro 9 (1]
e e s e e =
ot 32 52 32

3. MEASURE NUMBERS AT THE BEGINNING OF EACH LINE OR SYSTEM

This is another method often encountered. In scores, such numbers should ap-
pear just right or left above the first top clef of each brace (though not on the
opening measure of the movement), and in the parts, the numbers may either
appear above the clefs or in front of each line, i.e., in the left margin. (Note that
this system permits longer multirests.) Needless to say, the actual numbers will
be different from part to part.
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POSITIONS OF MEASURE NUMBERS

In scores 20

Picc. e

T
O

In parts

Score Setups

A. Traditional Orchestra Scores

The traditional organization of a score page reflects the classical orchestra’s
division into choirs: woodwinds, brasses, and strings. Anything that does not
belong in these three basic groups is placed between the brasses and the strings.

A word of advice: the first page of the score should show all instruments
needed for the entire composition. If the orchestra is so large that the page is not
high enough to accommodate a complete listing, the complete instrumentation
must appear on the page preceding the music.

All subsequent pages may contain only the instruments actually playing.
Nonetheless, the barlines must continue to be governed by instrument families,
i.e., according to the system established on the first page of the score.

In more recent music, the orchestra is often treated as an ensemble of individ-
ual instruments of equal importance instead of choirs of instrument families. This
change in attitude has brought about a variety of novel arrangements on the score
page. Most of these, however, have not proven to be more practical than the
traditional setup, and by now tradition has largely won out.

The example shows a typical score for a large,
conventional orchestra (Anton Webern, Passacaglia,
Op. ).

The piece has a key signature of one flat in the C
instruments, which means that the transposing in-
struments have different key signatures: B-flat
instruments—one sharp; F instruments—no sharp or
flat. (Although the English horn is an F instrument, it
is not customary to mark it *‘in F.’’) Nontonal scores
have no key signatures to tell whether the score is in C
or transposed. For this reason it is doubly important to
indicate ‘‘Transposed Score’’ or ‘‘Score in C.”’

A few details: in the original score, the timpani ap-
pear directly below the tuba, followed by the rest of
the percussion.

Until quite recently, few percussion details, if
any, were indicated in the score. The names of
the respective instruments only appeared at their
points of entry. The present score represents a slight
improvement: the percussion instruments required
are listed on a separate page as triangle, cymbals,
tam-tam, and bass drum. The number of timpani is
not specified, nor does the mere word cymbals re-
veal that a suspended cymbal and a crash cymbal
are required. (For details concerning percussion
scores, see page 215 ff.)

This score setup does not contain solo staves (as in
concertos) or vocal and/or choral staves. All of these
would go above the violins. If tempo indications ap-
pear above the violins, the solo or vocal staves are
placed above such indications.

Note that the barlines connect the major families of
instruments: woodwinds, brass, strings. Instruments
appearing between the brass and string sections are
generally barred individually, but certain circum-
stances may make connecting barlines for some of
these instruments preferable.

Trumpets
in Bb

Trombones !

rombaones 1

Bass Trombone
Tuba

Percussion

Timpani

Harp

Violins

Viola

Cello

HH Tt

Tt

T

-ttt iaaan]

-+

l2ana;
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B. Scores for Chamber Ensembles

Chamber scores are organized along the same principles that govern the
grouping of instruments in orchestra scores, except that practically all small
chamber ensembles containing a piano or other keyboard instrument are notated
with the keyboard instrument at the bottom.

C. Special Score Setups

If two or more orchestral or choral groups are to perform in different locations
of the hall, they should be notated separately in the score, one above the other(s).
Good examples are Elliott Carter's 4 Symphony of Three Orchestras, and many
of the works of Henry Brant.

If two or more conductors are used for different groups, and if the total score
thus becomes 100 large to be manageable, each conductor should have a partial
score showing his own ensemble in full, with the other ensemble(s) indicated
by one or more cue lines. A good example, written in spatial notation, is
Witold Lutoslawski's Trois poémes d’Henri Michaux, for twenty-part chorus
and orchestra. (See also page 145.)

D. Extraneous Designs

It has once again become fashionable occasionally to arrange the staff-lines in
such a way that they form either abstract designs (circles, spirals, rectangles,
crosses, and more elusive shapes) or pictographs (hearts, bells, crucifixes, etc.).
While such designs can be quite ingenious and even beautiful, they usually are
troublesome for the performers.

Only in a few circumstances are unconventional designs of practical advan-
tage; for example, circular arrangements of events that are to be performed
clockwise or counterclockwise, beginning with any event chosen at random. The
events may be pitches, durations, rhythms, or completely written out fragments,
etc. In all such arrangements, the music should be written horizontally to avoid
having to rotate the page:

Preferable

1
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Impractical

E. Band Scores

Unlike orchestral scores, band scores are not yet completely standardized. As
shown on page 171, orchestra scores are divided into three basic families—
woodwinds, brasses, and strings, with percussion and ‘‘odd’’ instruments or
voices between the brass and the strings.

Band scores also begin with woodwinds—flutes, oboes, and English horn—
but since the clarinets in bands are so numerous, they form a group of their own.
The bassoons are placed either below the clarinets, but barred separately, or
below the English horn, barred with the upper woodwinds. Over the years, the
latter solution has become the preferred one. (See example of band score on
page 174.)

Next are the saxophones, which bridge the gap between woodwinds and bras-
ses, being a bit of both.

The brass instruments follow, but their order differs from that in orchestra
scores: The positions of the horns and trumpets are reversed. The trumpets,
moreover, are often interchangeable with cornets, in which case they are marked
*‘Bb Cornet (or Bb Trumpet)'’ or ‘‘Bb Cornet/Trumpet.'’ If comets and trumpets
have separate parts, the cornets are placed above the trumpets.

The baritone is occasionally placed between the horns and trombones, but
since it often doubles the tuba in the upper octave, its preferred position is above
the tuba and below the trombones. The proper notation of the baritone is also in
question: whether as a B-flat instrument, notated in G-clef, transposing a major
ninth down, or as a C instrument, in bass clef, at concert pitch. The C notation
has become preferred in scores, but the parts usually include both notations, at
the player's option.



As the example shows, the top of the brass
group in band scores is equivalent to the top
of the strings in orchestra scores. Solo in-
struments appear above the brasses, as do
tempo indications and rehearsal numbers or
letters. However, band scores have no stan-
dard place for *‘odd "’ instruments, except for
keyboard and/or harp parts, which are gener-
ally placed at the bottom of the score, below
the percussion.

The example shows a fairly typical score
with a key signature of three flats in the C
instruments, and appropriately different sig-
natures in the various transposing instru-
ments.

In nontonal music there are no key signa-
tures, regardless of whether the score is
transposed or in C.
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Solo/Tutti Indications
The term solo has three different meanings:

1. a “‘true’’ solo, i.e., the solo part(s) of a concerto or concert aria, etc.;
2. a passage in which one or a few instruments are exposed because the
balance of the ensembie has rests;

3. a passage which must be given prominence.

In solos of the first kind, the indication Solo must appear in score and parts; in
the second and third meanings, Solo need only appear in the part(s).

In addition, there are situations which call for only one player of a section or one
desk or stand, for reasons of balance, etc.

To avoid ambiguity, the following nomenclature should be used:

A. In Orchestra Scores

Solo: a single player has prominent material. For the strings the foltowing
refinements are available:

One Solo: a single player. (Solo without One could mean that an entire sec-
tion plays prominently.)

Two Soli: two players have prominent material.

One player; two players; one desk; etc., are indications of balance, rather
than of solo material.

In general, no indications are given to show the end of a fuli-section or single-
instrument solo.* However, if the solo was played by fewer instruments than the
full section, the word Turti must appear when the full section resumes playing.

When the section is divided between one or more solo strings and the other
players, the latter group is marked gli altri or the others.

When a string section is divided equally, it is marked div., and when it re-
sumes playing in unison, it is marked unis. (nota 2). However, if the strings play
double stops, then play two notes divisi, and then play double stops again, they
should be marked non div., rather than unis.

When two similar instruments, such as two flutes, are notated on a single staff,
they must be marked as follows:

a 2 if they are to play in unison;
div. (divisi) if they are to play different parts.
For three instruments the markings are a 3 and div. a 3, respectively.

*But sce Levels of Prominence, page 17 f.
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N.B.: Although the Italian words have been italicized above, all these terms cus-

tomarily appear in roman type in the music, italics being reserved for expression
marks and dynamics. Thus:

Solo, Tutti, a 2, div., non div., unis., gli altri, etc.; but espressivo (espr.),
marcato (marc.), crescendo poco a poco, etc.

It is strongly suggested that these two different typefaces be maintained, be-
cause musicians have become accustomed to them and quick reactions are essen-
tial for good musical performances.

B. In Band Scores

Unlike the instruments in orchestra scores, which are usually identified with
roman numerals (Flute II, Horn 1V, etc.), band instruments generally take arabic
numerals for identification (2nd Flute or Flute 2; Horns 3, etc.). As a result, a
clear distinction must be made in band music between numerals that identify in-
struments (1, 2, etc.) and spelled-out numerals which indicate the number of
players (one, two, etc.).

Thus, instructions such as the following should be used:

A 2. one Solo
Flutes ; - One second flutist plays solo
mf espr. '
3. Solo (all)
Horns i All available third horns play solo
o o
mf
Solo (all) g No need for a numeral since the baritones
Baritones have only one part, but the word all after
Solo indicates that all baritone players
s stz have a prominent phrase
Other typical indications:
one player 1. two Soli div.
two players one stand

the others (The Italian gli alrri is not used in band scores.)

Exception: In spite of what has been said above about spelling out the number
of players, the instruction a 2 must have a numerat 2.
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Time Signatures: Placement
(For irregular subdivisions of measures, see Conductor’s Signs, page 158 ff.)
A. In Scores

]. TRADITIONAL PRACTICE

The traditional practice is to put the time signatures into all staves of the score.
They are thus quite small, and in printed scores, which are usually reduced ver-
sions of the original ‘‘master copy,’’ the individual signatures are invariably too
small for conductors to read during performances. Fortunately, however, the
meter in traditional music rarely, if ever, changes, so that the size of the time sig-
natures is not crucial.

In more recent music, however, this is no longer so: the meter usually changes
a great deal, so that the conductor must be able to spot and read the signatures
more easily. Consequently, larger signatures have been introduced.

These new, larger signatures may be written in one of two ways: 1) between or
through the staves; or 2) above the score and, if it is a large score, again further
down, usuaily above the strings.

The signatures that go between or through the staves, although quite popular,
have the disadvantage of interrupting the horizontal flow of the music; those
going above the score have only the nonmusical disadvantage of requiring
extra vertical space. If space permits, the latter placement is preferred.

Large signatures going through or between the staves are placed after the
barlines:

a. Time signatures through the staves

” .
) =
V. 1|H t {le tg —
1 } W ¥ S 11 ) |
X 3 ve —-d————'""__ﬂ-
A S i
M &R,
w1 | e D O
n 1
0 e
DA IS F LSS = s T

| —
B — ﬂ
‘fx‘ | e e =
f % Y 1 ) . i |
vl —rr ;
S iy
———mT T

(In example a, the large time signatures are at best an unnecessary en-
cumbrance: since the music is for string quartet, a conductor’s concern with legi-
bility is not at issue. Yet one encounters such notation quite frequently.)
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b. Time signatures between the staves - 4 3
N e e
ErAR T
0 s i Y
Ob'lmﬁ\gv_—‘l:fi :}:
Yo oyl ¥
Jo) ] o
o l=err =
(] (o e B
S=13f
Bn. l.._ P
1
Hn.
(F)

C.B

Large signatures going above the score and, if possible, above one or two sec-
tions below, should be placed just to the right of the barlines or centered above
them. Examples will be found below and on pages 179 and 180.

NUMERALS ONLY:

{d-n)

e Horma
H-HH oo

DR
HrHoo

2. OTHER PRACTICES

If vertical space is limited, the two numerals of the time signature may be re-
placed by one numeral and a note, placed next to each other. The numeral repre-
sents the number of beats; the note indicates the beat-unit.

(Continued on page 181.)
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From Hans Werner Henze, Versuch iiber Schweine (Essay on Pigs) for Voice and
Orchestra (1969)

34

© 1970 by Schott's Sohne, Mainz. Used by permission.
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Another example of this style of notation:

From Elliott Carter, A Symphony of Three Orchestras (1976)

B NN -

8. PR~

A
S Y
§ ) lurrmem o

amp

© 1978 by Associated Music Publishers, Inc. Used by permission.

See also the examples on pages 94 f, 101, and 284 f.

SCORES AND PARTS

THE SAME METERS NOTATED WITH NUMERALS AND NOTES NEXT TO
EACH OTHER: (Note the changes in the compound meters!)

44=12, 70 24 ah 8d
1 I 1 ) | 1
= | = E
A score page notated in this style: *
From Milton Babbitt, Composition for Twelve Instruments (1948/54)
n
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© 1964 by Associated Music Publishers, Inc. Used by permission.
*See also page 217.
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€. AT THE PAGE TURN

In scores of thythmic complexity and frequently changing time signatures, it is “I\‘j 8 ) «4 =2JJ"
strongly suggested that the prevailing time signature be repeated in brackets at Al 13 : o (3+3+2) e
. . | A 1 3 6
the beginning of all left-hand pages: =5 =18 18 ] =
End of right-hand page AN Bassoon < (3+43+2)
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-+ ! 1 1 1 . 1 possible; or break a measure in half ( g+g , or 433 , etc.), either with a double
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B. In Performance Scores

If the music is performed directly from the score, the traditional time signa-
tures within the staves must be retained so that each performer (reading horizon-
tally) has all signatures in his own part:



Part Two: Specific Notation
[ S

For easy reference, the instruments (or instrument groups) in this
section appear in score order, and the subheadings in each
chapter in alphabetical order.



vit. Wind Instruments: General Topics

T

Air Sound or Breathy Sound 186 Tonguing 188
A. Pitched Sounds 186  a. Single Tonguing 189
B. Unpiitched Sounds 186 8. Staccato Tonguing 189
C. Tongued Air Sounds 187  c. Legato Tonguing 189
. Breathing In and Out 187  v. Double Tonguing 189
E. Combined Effects 187 k. Triple Tonguing 189
Bending the Pitch 187 Transpositions

Flutter Tongue 188 sec page 71

Humming While Playing 188  Unpitched Sounds 190

Air Sound or Breathy Sound
The generic symbol for creating a breathy sound by blowing air through an in-

strument is: p l |
____¢.__

A. Pitched Sounds
Sounds that are to be more pitch than air are notated as follows:

Specified Approximate
pitches pitches

Articulation syllables may be added.
B. Unpitched Sounds

Sounds that are to have more air than pitch are notated as follows:
With articulation syllables '

(tuh - t)
(tuh - ¢ hu - t)

FEs -

]
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With words (whispering) *

A whisper whisper
e EEE———t

G = oo - :
e 4}"}’&““*-{" I T re - mem-ber  well

re - mem-ber  well

C. Tongued Air Sounds (tuhh and whht)
The word air and the syllables need only appear at first occurrence. The player
exhales, unless inhale is specifically stated, either verbally or with INe-,

in- ex >
g — p— p
F 2% I 1 i ) §
10y

oV
Y ghtwhh-t  tuhhh tuh

N.B.: The stem indicates the exact metric position of the ‘‘t'’ sound; the duration
of the wedges is approximate.

D. Breathing In and Out
For quick alternations of inhaling and exhaling, IN< and EX—> should be
used (see Voice, page 295).

E. Combined Effects
The effects described above—especially the tongued air sounds—may be
combined with others, such as the key slap:

tuhh tuhtuh  whh--t
air:

Fl.

X X ) | 1T — 1

key slaps

Bending the Pitch

A *‘contour’’ line is drawn at the level of the note-head:

* A stem going through a round note-head always indicates that air is blown through an instrument, as
differentiated from vocal whisper notation, where the stem does not go through the note-head (see
Voice, Whispering, page 304 f).
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Flutter Tongue

For individual notes, tremolo bars should be used:

Flute

(The addition of fl. for flutter tongue is optional.)
For approximate pitch notation, such as the following, the abbreviation fl. fol-
lowed by a wavy line must be used because there are no stems on which to place

tremolo bars: flonassnsasanaanananst (ord.)
~ ~

p<'ﬂ' >—.P = gl
(approximate pitches)

Flute

For other tonguing techniques see Tonguing, below.
See also Brass Instruments, Growl, page 199.

Humming While Playing

To indicate hummed pitches, small notes should be used, along with the verbal
direction hum. (The instrumental notes remain full-sized.)

If specific octave positions for the hummed pitches are desired, and if such
pitches are very far from the instrumental ones, an extra cue-sized staff should be
added. Preferably, however, the octave position for hummed tones should be left
to the performer, since vocal ranges vary greatly.

The humming notes must appear in the same transposition (if any) in which the
instrument is notated.

or
Jl ) § J. 1
Trombone G —bp——
M B g 11 3 1
S

|
b of
hum T Siy

Tonguing

No special signs need be employed, since the traditional notation is entirely suf-
ficient.
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A. Single Tonguing
Music written without slurs or other articulation such as staccato dots or ac-
cents, calls for single tonguing.

B. Staccato Tonguing
Same as above, with staccato dots.

C. Legato Tonguing

Two or more different, tongued tones played with one breath may be
notated with slurs and staccato dots or with slurs and tenuto lines, the former
being a littie lighter in character:

L2 § 1 1T 1 )4 1 1 . |

D. Double Tonguing

A series of quickly repeated (or successive) tones, played with one breath, and
with a tongue movement similar to pronouncing ta-ka.

Double tonguing should be notated cither with slurred staccato dots (for a
rather light form of double tonguing), or with slurred tenuto lines (for a slightly
heavier version). The written-out notation of dotted repeated notes may be fol-
lowed by an abbreviation: single notes with two slurred dots each, as shown
below. Successive notes and notes with tenuto lines can not be abbreviated.

E. Triple Tonguing
The same as double tonguing, but for three notes (tongue movement similar to
pronouncing fa-ka-ta*):

For flutter tongue, see page 188.

* If different kinds of tonguing (hard to soft) are wanted, they should be indicated: ta-ka—¢ta-ga—da-
ga, for example, and for triple tonguing: ta-ka-ta—ta-ga-da—da-ga-da, or ta-da-ga.

As for the vowel, a is more universal than the u found in much American music, because unlike the
u, 8 short a sounds quite similar in most |
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Unpitched Sounds

Unpitched sounds should, as a rule, be notated on an extra line outside the regu-
lar staff (preferably above).

Most unpitched sounds should be notated with x-shaped note-heads and iden-
tified verbally, since the large number of possible unpitched sounds makes iden-
tification by individual symbols impossible.

The verbal identifications should be spelled out at first occurrence and abbre-
viated at subsequent entries.

If several different unpitched sounds are to be produced simultaneously or in
quick alternation, different stem directions should be used and/or extra lines
added. The extra lines should always be farther apart than the normal staff-lines.

If unpitched sounds are used for protracted periods, the regular staff should be
discontinued and replaced by a single line (as a continuation of the middle line of
the regular staff) or by as many lines as needed.

See also Air Sound or Breathy Sound, page 186 f; Key Siaps, page 192,
Smacking Sound or “Kiss,”" page 195 and 203; Fingernails, page 198; Valve
Click, page 204.

viir. Woodwinds

D

{ 191  c. Mixtures of Precise and
Air Pressure . Approximate Pitches 194
Alternate Fingerings . Approximate Pitches 194
see Trills (Other than Conven- £. Cluster Notation 195
tional} | page 196
. - Muted 195
Embouchures (Lip Positions) 192
A. Single and Double Reeds 192 Octave Sign 195
B. Flutes 192 ’
Fingering Smacking Sound or *‘Kiss"' 195
see Multiphonics Sub Tone (Clarinets) 195
Harmonics 192 '
192 Trills (Other than
Key Staps Conventional) 196
Multiphonics 193 A. Double Trill 196
A. Fingering 193 8. Timbral Trill 196
B. Precise Pitches 194 c. Trills with Harmonics 196

Air Pressure ‘ -
Verbal instructions generally are considered preferable to signs or abbrcw?uo'ns.
However, if air-pressure variations occur frequently, the following combination
of abbreviations and signs should be used:

Pr = pressure. The abbreviation should be cancelled with ord. or norm.
or simply n for natural.
+ Pr = much pressure (molto), i.e., more than normal
— Pr = little pressure (poco), i.e., less than normal -
< Pr=increasing pressure
Pr> = diminishing pressure

191
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Embouchures (Lip Positions)

A. Single and Double Reeds

5 =normal lip position
D =lips at the tip of the reed(s), or toward the tip
Q =lips at the base of the reed(s), or toward the base

B. Flutes

No trend toward specific symbols has emerged, nor are signs for lip positions
on the flute used with sufficient frequency to warrant suggestions for standard-
ization. If such signs are wanted, it is recommended that they be based on those
for mouth positions in the voice section of this book, i.e., that rectangles and
squares be used and that circles be avoided because they are likely to be mistaken
for harmonics or fingerings, etc.

Harmonics

In traditional notation, crosses (+) as well as cirgles (o) above the notes are used
- . . Py Tarer L.

to signify harmonics. resent-day notation, howexer it is st ed
gnify ha ‘ .ln present-day ..7/3} on, however, itis s rongly. Sg&%?g‘fma

to use only circles, since they have increasingly bécomé the genericsign for

harmonics, while crosses are now frequently used to signify other effects:

oty

o ord.

Flute
SfZ

(The note indicates the sounding pitch.)
See also Trills (other than conventional), page 196.

Key Slaps
The generic symbol for key slaps is an x or an x-shaped note.

Pitched key slaps key slaps

(The sounding pitches are indicated*.)

* The pitches indicated by the x-shaped notes in the staff sometimes require fingerings different from
those which would produce these pitches as regular tones. (In transposing instruments, these *‘sound-
ing pitches*” are notated in transposition, the same as the regular pitches.)

WOODWINDS /93

Unpitched key slaps key slaps

- — key slaps

Regular tones beginning with a key slap or a key slap grace note

key slaps
x X
%H:hﬁ%ﬁ“:zj
ry T

Key slaps with embouchure hole closed (flute only)

keyslaps ¢.”""""

Flute
(#=)
Add on first occurrence: ¢. (= closed or chiuso)

. b ] 4
Key-slap trills A P (e A b‘:a' d

. o ¥ I

A i
I 1
1 | 4

For half and whole notes the x is encircled.

Multiphonics

A. Fingering ' o ' o

Since the playing of multiphonics involves certain variations of timbre, it is
often necessary to indicate fingerings to insure the desired sound. Th‘esc should
be indicated with representations of the holes and/or keys, and with letters,

rather than with numerals or words. .
The graphics for diagrammatic representation are:

o= open
® = closed*
In addition, there are the two following symbols:
o= half-open
& =rim only
* Composers and arrangers who are faced with having to mark s great number of fingering indications

are advised to draw an open hole in black ink and have a rubber stamp made. They can then stamp the
hole wherever needed, filling it in as required.
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Right- and left-hand holes are separated by a short line, either horizontal or
slightly slanted (see below).

Extra keys may be indicated with symbols (for example, in flute fingering) or
pitch letters with accidentals, if any (such as in oboe fingering). ldentification of
extra keys by numbers is not recommended because there is too little uniformity
in the meaning of such numbers.

B. Precise Pitches

1. FLUTE
Double stops Triple stop
g ¥z (#e)
2. OBOE
Double stops Triple stop
il
- ” A_»
=i 3
f3% 1 L v
oJ
I 3
i\(‘.’ % (‘,' % BI’
B RE :

C. Mixtures of Precise and Approximate Pitches
Only the precise pitches are notated; the wavy lines cover areas of indeter-

minate sound. -
Flute r—

AR

D. Approximate Pitches

The lengths of the wavy lines and their positions on the staff show the approxi-
mate areas of sound. In order to signify half notes and whole notes, encirclings
should be used, the way x-shaped note-heads are encircled for the same purpose.

WOODWINDS 195

1’(, 7 m
Flute =Y

RN AR &

J

E. Cluster Notation

The notation of indeterminate or approximate clusters is in the process of
becoming the preferred notation for approximate multiphonics as well. This
would make the last example appear as follows:

[ =

Muted

Since the quick alternations between muted and open, typical for brass in-
struments, are not at all typical for woodwinds, there is no real need for a sym-
bol. A verbal instruction, possibly with an explanation concerning how to mute
the instrument, would be most practical. If, however, signs are wanted, the fol-
lowing should be used:

+ = muted
o = open

Octave Sign

Very high notes in the flute should be written out (if vertical space is available)
instead of being notated with an 8 sign. There is no rationale for this rule other
than a strong tradition and the fact that flutists are used to reading notes
with many leger lines.

Smacking Sound or ‘‘Kiss”’

The notation for a smacking sound (double reeds only) is as follows:

saon T

Sub Tone (Clarinets)

Notate sub tone on the clarinet as follows:
Clarinet i
Q; S

sub-

tone
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Trills (Other than Conventional)

A. Double Trill

Alternate fingerings enable the player to produce very fast double trills, but
their number is limited and varies from one instrument to another. Before writing
such a trill, it is important to ascertain whether it can actually be realized.

Hoann

fraxy
2
¥ 0
Oboe 1 1 t or
B—y g ——} e

alternate right alternate right
& left F keys & left Gh keys

bt

(The addition of fingering is optional.)
B. Timbral Trill
Timbral trill (unison trill), or trilling with the same pitch, is notated as follows:

Harmonic to normal Two different normal fingerings

"0 o h o~ b

(The addition of fingering is optional.)

Pox ole o*

C. Trills with Harmonics

Two harmonics fr e

3.(b2)

Oboe i%h

See also Pitch, Vibrato/Tremolo/Trill, page 74 and Brass, page 203.

1X. Brasses

. . !
“ " 1€ 197 ¢ Grid Notation 20
Cracked™ Tor p. Hand Stopping (Horn) 201
Fingering 198  E. Rhythmic Muring 202
] il 198 Portamento (Trombone)
Fingernatls see Glissandos, pages 19 and 63
Growt 199 Rip 202
Half Valve 199 a. Broken-Line Notation ggg
A. Glissando Effect ;g’; B. Stur
’ vi T : ; (K] H »
B. Individuual Tones Smacking Sound or *“Kiss 203
Transpositions 199 . )
Horn P Timbral Trill . 203

1 d 200
Mouthpiece Pop (Hand Pop) Tongue Positions (for

Mutes 200 Changes in Timbre) 204
A. Mute Designations 200 .
B. Mute Manipulations 201 Valve Click 204

*‘Cracked’’ Tone
Add a bold, upper-case K to the dynamic marking:

1
1 T

53
Trombone —J* lb‘l

|
o)

2K p———— MK

\luﬂ

)
M
- o
-

If too little space is available to place the K after the dynamic mfirking, it may
appear above the note or below the dynamic. (The K should not be too far from
the note-head.) K

B i el
fhamm— S S L
Y:-pP
K

Notes may be cracked above or below the given note. If the composer wishes

- to specify the direction, the symbols are: K 4 K+

197
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Fingering

Diagrammatic representations of the valves are preferred to numbers, letters, or
words. The valves should be indicated by the following symbols:

O =open valve
e = half valve (but see the entry Half Valve for glissando effects)
® = closed valve

o— e and ® — o = gradual changes from open to closed valve and vice versa

& =valve trill
Valves and corresponding fingers Specific examples
g o o
[+ o -
8§ % 38
2 thumb A frose
Hom: ; Hom in F .
o3 i 'u
° =] [ ®
L ] [+ [+] o]
L] -4 o >0
fr ~~~t
Trumpet: ; Trumpet in 8P wgﬁz
03 i A
» o o .
1 11 I ] m
1 -
r e p F
Trombone: ©=F-valve Trombone i) 2 & r—r—p
_
2 S 3 2
o o . ~
ol r
'S Lk SUOmS S SR ~—
T 32 S ESE=sEmi =
o3
| 4 T | 4 1 ¥
Fingernails

The unpitched sound most frequently encountered in the brass section consists of
tapping the bell of the instrument with fingernails. This should be notated:

fingernails on bell

Tuba

Pl
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Growl
Growl refers to a low-pitched flutter tongue (usually pedal tone). It may be no-
tated on a specified pitch with the word grow! added: growl

g

if the growl is to sound more like a noise than a discernible pitch, an x-shaped

note-head is more appropriate: growl - - g
S—— -

—— >

Half Valve

A. Glissando Effect

Diamond-shaped note-heads and the verbal instruction %v. (half valve) should
be used. The %v. need not be repeated, except as an occasional reminder. The
abbreviation ord. should appear after the completion of the half-valve effect.

Yav.
W R N

N é/\/\/\__

B. Individual Tones

If individual tones are to have half-valve timbre, they are notated as above:
diamond-shaped note-heads and the verbal instruction %v. For approximate
pitches in full staff notation a verbal indication is recommended:

'

Y.

Horn Transpositions

While G-clef notation is always written a fifth above actual sound, bass-clef no-
tation used to be written a fourth below actual sound, and often still is. It is
becoming common practice, however, to write a fifth above in both clefs. To
avoid confusion regarding the intended transposition in bass-clef passages, a
small numeral should be added to the bass clef, as follows:
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To sound To sound Actual sound
a fifth lower a fourth higher in both notations
(now preferred)

4

2= D=

If verbal instructions are preferred, a clear wording would be ‘‘Horn sounds a
fifth lower, regardless of clef.’’

Mouthpiece Pop (Hand Pop)

The foliowing notation for mouthpiece pop should never be used without
verbal identification at first occurrence.

Pitched sounds Unpitched sounds
5 oo 1 g """ [ 3
Mutes

A. Mute Designations
The names of the mutes, rather than pictographs, should be used. They should
always appear above the music.

Trumpet and trombone mutes:

[}

*‘straight”’ or *‘straight mute’"; after first occurrence, use “'st.
“‘cup mute,’’ followed by “‘cup”’

**harmon mute, "’ followed by *‘harmon’’

**solotone’’ (no abbreviation)

“‘plunger’’ (no abbreviation)

Horn and tuba: “‘mute’’ (do not confuse with hand-muting of the horn)

N.B.: ““Wa-wa'' is not a mute but an effect produced with a harmon mute or a
plunger.

For removing the mute, the term open should be used, unless a succession of
relatively rapid changes, or half muting, is desired (see below).

BRASSES 201

B. Mutc Manipulations

/. SYMBOL KEY FOR ALI MUTES

(but see Hand Stopping, Horn, below):
+ = muted (closed)
@ = half closed
O =open

4+ > 0 and 0> + = gradual changes from one mute
position to another
O+ and +| O = sudden changes

2. SPECIAL SYMBOLS FOR THE HARMON MUTE
+ = mute in; hand over stem-cup (i.e., closed)

4 Of - =mute in; stem-cup half closed
+ =mute in; stem-cup open
O = mute out (open)

3. ““WA-WA'' EFFECTS

+T+ = *“wa."" Instead of the symbols, the word ‘‘wa’’ may be used.

Wa W

FURPOP— ===

N.B.: When the special symbols for the harmon mute are used, they must be
explained in the performance instructions or at first occurrence. :

C. Grid Notation
If more subtle mute manipulations are desired, a grid should be placed above
the staff and the mute positions indicated between the lines representing ‘‘open’’

and ‘‘closed’”: o
Plunger
-

8

) - 1
;S 21 >
T o

1 1

T i

D. Hand Stopping (Horn)

+- =stopped
® = half stopped
O =open
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N.B.: Horns require the verbal indication ‘‘mute’” unless hand-
stopping is wanted.

E. Rhythmic Muting

Muting symbols may be combined with small notes for precisely specified
rhythmic muting. The symbols and the notes should be placed above the staff,
but no extra staff-line is necessary for the rhythm-cue notes:

Rip
The rip is essentially an arpeggiated glissando. It is notated either with a broken

line (to symbolize the rip’s irregular succession of pitches) or with a slurlike
curved line.

A. Broken-Line Notation
The broken-line notation, which should include a slur and the word rip, is used
for rips between two regular notes: rip

e

™

Solid-line notation is also used but is not recommended because of its similarity
to glissando notation: tip/ A

1k

B. Slurlike Notation
The slurlike notation, which also includes the word rip, is used for quick,
rhythmically somewhat indeterminate whipping or sighing lip glissandos:

The gracelike rip with specified pitches g rip
The same with unspecified opening pitch g rig g
The rip from a main note with specified pitches rips ]
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The same with unspecified final pitch rips
The forced rip to the highest possible pitch, shriek

usually called ‘‘shriek’’

Smacking Sound or ‘‘Kiss"’

A smacking sound is notated as follows:
Horn

Timbral Trill

Timbral trill (unison trill), or trilling with the same pitch, may be notated as
follows: fro~

More detailed notation, with fingering added Fingering ad lib.

Alternate fingering—

3.0_3_0_31520
3

3

(If fingering is ad lib., the instruction alternate fingering should be added at
first occurrence, and the abbreviation alt. fing. thereafter.)

N.8.: The timbral trill is not actually a trill, but a repeat tremolo, inasmuch as
the pitch does not change (see Pitch, Vibrato/Trill/Tremolo, page 74). However,
since ‘‘trimbral trill”’ is the designation by which it is most widely known, any
attempt to change it would only add to the complexity of present-day notation.
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Tongue Positions (for Changes in Timbre)

Different vowels are used to indicate different tongue positions. It is suggested
that the International Phonetic Alphabet be used. If not, the language must be
specified to assure the intended pronunciation.

'
Jo] T e
Trumpet 2 -~ o —
1 L r—1
) . 3

(ah-e-ah-ai-ah-) §f2
{Engl. pronunciation)

Valve Click

As in the following example, there should always be a verbal identification for
valve click at first occurrence. If the effect recurs after a lengthy interval, the ab-

breviation v.c. should be used. valve click

=

X. Percussion

Instrument Abbreviations and ¢. Beater Indications 220

Pictograms 205  D. Short-Decay Instruments:
. Rhythmic (Durational) Notation 220
Stick, Mallet, and Beater E. Long-Decay Instruments: Rhythmic

Pictograms 210 (Durational) Notation 220
, F. Gong versus Tam-Tam Notation 220
Ranges of Percussion G. Marimba 221
Instruments with Definite 213
Pitch Effects and Techniques 221
. A. Brush Swishes 221
Score Order for Instrument B. Circular Rubbing or Scraping 221
Families and Mixed ¢. Dead Siick 221
‘Ensembles 215 b. Grace Notes 221
A. Single Instruments and Instrument E. Gradual Changes of Location and
Families 215 Other Gradual Changes 222
B. Mixed Groups of Instruments 216  F.Locations on Cymbals, Gongs, etc. 223
% C. Traditional or Typical Setups 219  G. Locations on Drums 224
H. Ride-Cymbal Technique 224
General Practices 219 1. Rim Shot 224
“ A. Instrument Specifications 219 1. Rolls 225
B. Note Shapes 219 K. Striking with Two Beaters 225

Instrument Abbreviations and Pictograms

The instruments are listed on the following pages in the order in which they
should appear in the score.

.- Allinstruments used in a given work should be listed on a prefatory page in the
score. In the parts, all instruments of the percussion section should be listed in
score order at the top of the first page of music, together with their abbreviations
or pictograms. If there are several percussion sections, the part(s) of each section

should list that section’s instruments.

In the music, the name of each instrument should be given in full at first occur-
rence, with the respective abbreviation or pictogram added in parentheses if the
instrument plays again later on. Thereafter, the abbreviation or pictogram is suf-
ficient. For example:

First occurrence: Suspended Cymbal (), or Suspended Cymbal (S. Cym.)
Subsequent occurrences: .1 or §.Cym.

205
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In deciding whether to use pictograms or abbreviations (or fully written-out in-
strument names) one should bear in mind that although verbal indications are still
more commonly used than pictograms, the latter are more universally practical

because they do not depend on any specific language.

In each category or family, the instruments are listed from high to low (ap-

proximately).
Glass Wind Chimes (Glass)
Metals Triangle*

Crotale(s)**
or Antique Cymbal(s)**

Finger Cymbals**#*

Sistrum

Sleigh Bells
Cymbal Tongs
Sizzle Cymbal*

Suspended Cymbal*®

Crash Cymbals*

High-Hat Cymbals*

Cowbell(s)

Herd Bell(s)
or Almglocke(n)

W. Chimes

Trgl.

Crot.
Ant. Cym.

Fing. Cyms.

Sist.

Si. Bells

Cym. Tngs.

Sizz. Cym.

S. Cym.

Cym.

Hi-Hat

Cowb. or C.B.

Herd B.
Almgl.

*Sce also General Conventions, Note-heads, page 30 f.

** Suspended; struck with metal beater.

*+* Rim against rim or clashed (with two fingers).

I
LRV

= N or =An

il

b
E:

Y

O D - =

. Woods

Bell Plate(s)

Bell(s)

Handbell(s)

Flexatone

Chinese Cymbal

Vietnamese ‘‘Hat’’

Brake Drum(s)

Tam Tam (without
dome)

Gong (domed) (also
called Nipple Gong)

Gong (without dome)

Claves

Board Clapper (Whip or
Slapstick)

Sandpaper Blocks

Ratchet

Guiro

Bell P

Beli(s)

Handb.

Chin. Cym.

Viet. Hat

Brake Dr.

TamT.

Gong

Gong

Claves

Bd. Clp.
Slapst.

Sandp. Bl.

Ratch.

Guiro

PERCUSSION 207

£\ o

Jdo >t <9 o =

O

=
U= & N\ Noio

:



208 MUSIC NOTATION IN THE TWENTIETH CENTURY

Maraca(s)

Cabaza

Wood Block(s) or
Chinese Block(s)

Temple Block or
Korean Temple Block

Slit Drum

Log Drum

Orchestra Bells
or Glockenspiel

Pitched

Keyboard Glockenspiel

Celesta

Xylophone

Vibraphone

Marimba

Chimes
or Tubular Chimes

Mar. ? or

T.B. or Temp. Bl.
Slit Dr.

Log Dr.

Orch. B.
Glsp.
Glsp. (Kbd.)

Cel.
Xyl.

Vib. or Vibes

Chimes
Chimes

=

10o 0-0°8

39 €

*The symbol is the same for the different types of Glockenspicl. The prefatory list must indicate

which type is wanted.

Membranes

Effects

Tambourine

Bongos

Timbales

Conga Drum

Snare Drum
(with snares on)

Snare Drum
(with snares off)

Military Drum

Tenor Drum

Tomtom

Bass Drum (upright)

Bass Drum (on side)

Police Whistle

Slide Whistle

Bird Whistle
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Tamb.

Bongos

Timb.

Conga

S. D.
(w. snare) or (w.s.)

-,

S. D.
(sn. off)

IN

[«]
=

Do=]1a 32310

P

Mil. Dr.
or Mil. D.

Ten. Dr. or T. D.

Tomt.

:
:
J 0ol

B.D.

Pol. Whistle

S1. Whistle / or

(no abbreviations for T
effects from here on)
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Duck Call

Wind Whistle or Mouth Siren

Siren

Klaxon Horn

Auto Horn (Bulb Horn)

Gun or Gun Shot

Lion's Roar

Yy YR e 00

Wind Machine

Thunder Sheet ﬁ\

Ami o7
PLEN

Timpani Timpano (Timpani) Timp.* SZQ or

1]

Stick, Mallet, and Beater Pictograms
Snare Drum Stick h or ﬂ Snare Drum Stick with Plastic Tip ﬂ

When the beaters are drawn upside-down, it means that the player is to strike
with the handle.

* The abbreviation Timp. is generally preferred, while the pictogram with the indication of the size of
the drum is often used in prefatory diagrams showing the instrumental setup.

PERCUSSION 21/

Spoon-shaped Wooden Mallet / Bow ﬂ

Wire Brush Fingernail A4

Hand, Fist /// "
Coin @

Chime Hammer T
Metal Hammer "

Pictograms Showing Degrees of Hardness and Other Characteristics of the
Heads of Mallets and Beaters

Triangle Beater or /

Knitting Needle

Guiro Scraper

= — b —€

Rubber and Plastic Heads for Xylophone and Orchestra Bells, etc.

P et

soft medium hard brass

String- or Yarn-Wound Heads for Vibraphone, Marimba, and Suspended Cym-

bal, etc.*
hard

soft medium

¢ Although **woolly’" heads are frequently used, it has been found that such heads are often mis-
taken for poorly drawn round heads, white a **hairy'* head will always be distinctive.
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U

soft medium hard wood

Timpani Mallets

If timpani mallets are used on instruments other than timpani, round note-heads

with letter T. may be used:
Y.T T.T r,'[

Bass Drum or Tam-Tam Beaters

ey

soft medium hard steel two-
core headed

(used
on
tam-tam
only)

Pictograms Showing Combinations of Beaters

N.B.: The pictograms are boxed to show that the beaters are to be used by a single
player. The boxes must not be too heavy, so as not 1o be confused with choice
boxes (see Indeterminate Events, page 152 f).

One beater in each hand: T \f
Two beaters of the same kind in each hand: y y
Two different beaters in each hand: y y

PERCUSSION

Strike with handles (the beaters are drawn upside-down):

Indications to Add or Omit a Beater, Mallet, etc.

Add: Omit:
+T _ T

Ranges of Percussion Instruments with Definite Pitch

Almglocken: same range as Cowbells

Antique Cymbals: same range as Crotales

()
Bell Plates = sound: as notated
r—
Bells B sound: as notated
;/
P
Celesta % sound: as notated
(=
Chimes (Tubular) i sound: as notated
D r
(=)
(e)
* ,!,/ =
Cowbells M: sound: as notated
' ',(:)

Crotales i;% sound: 2 octaves higher

Finger Cymbals: same range as Crotales

*The pitches of the lower register are quite indistinct.

213
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Flexatone
(=)

Glockenspiel Z ——

»

_9‘ F |
Gongs (domed) R d— é—:_
g —_ o
@y *

Handbells: not standardized
Herd Bells: same range as Cowbells

gva
-

Keyboard —
Glockenspiel
R
sva
<2
Marimba %

Orchestra Bells: same range as Glockenspiel

gve
Pt

Slide Whistle %

sound: as notated

sound: 2 octaves higher

sound: as notated. If no specific pitches are
wanted, gongs should be notated on single
lines, like tam-tams.

sound: as notated

sound: 1 octave higher

sound: as notated

sound: as notated

D Timp. G Timp. C 'Timg. A "Il'i’mp.
32", 30" 29", 28" 26", 25" 23" o (fie)
0 . 7% .
Timpani s O - - Se——3 sound: .y
— b
14 as notat

7‘@ Large Small Piccolo ; *

L low — high

Vibraphone

o
e
L
tie

sound: as notated

PERCUSSION 2]5

gva
-

Xylophone ﬂ . ———  sound: | octave higher

Score Order for Instrument Families and Mixed Ensembles

A. Single Instruments and Instrument Families
One instrument: use a single staff-line, note-heads on the line, stems up or
down (upstems are preferred because they bring dynamics and articulation closer

to the note-heads):
Angsﬁﬂ%&#—]

BY FAMILIES
Two instruments: use a single line, note-heads above and below the line:

S,Cym,::ﬂ-- Y

et

or use two lines, bracketed in front:

X ¢,
S.Cym. U d \.u/ 2

P —<f

Three instruments: use three lines (preferred), bracketed in front:

e

SR L
3 Tomt. mH}|-€—#-} 411 or
LW

- f >>p sub.

or use two lines, bracketed in front:

3 Tomt. x?.[ "#@ﬁ] or mfﬂi—_rﬁﬂ:

>psub. T p sub,

S >> p sub.

or (rarely) one line:

3 Tomt. {A%e—&ﬁﬁ{

S =P sub.
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Four or more instruments: for more than three instruments of the same family a
regular five-line staff, rather than a four-line grid, should be used. Performers
can grasp positions on regular staves more easily than on four-line staves, and

especially on four-line grids:
low to high

1 -
$ Metals J— g1 tS.Cym.t—mcdium
t —farge
VTomlom

All stems should point in the same direction in single-line notation as well as
in grids of widely spaced lines, but on regular staves they should follow the gen-
eral rules of stem directions, up and down, space permitting. Membranophones
(drums, etc.), when notated on a regular five-line staff, should be placed in the
spaces, while nonmembranophones should be notated on the lines.

B. Mixed Groups of Instruments
Percussion groups of mixed instruments should be scored in the following

order from top to bottom:

glass, metals, and (most) hanging objects

woods (nonpitched)

pitched instruments in keyboard arrangement

membranophones (nonpitched)

effects (auxiliary instruments)

timpani (may alternatively be placed at the top of the percussion since their
mmusical material is often related to the bass instruments above the percus-

sion)

In general, each type of instrument should be notated on a separate staff-line or
staff, while instruments belonging to the same family should be notated on grids.
The lengths of vertical brackets at the beginning of the lines, as well as that of
the barlines, must be decided from case to case; percussion scores are too di-
verse to permit rigid rules. There is, however, one principle which should
never be ignored: No matter which kind of notation and score order has been
chosen, it must be adhered to throughout a given composition or movement.*

*The Handbook of Percussion Instruments by Karl Peinkofer and Fritz Tannigel (Clifton, N.J.:

European American Music Distributors, 1976) contains an exceptionally comprehensive sampling of

percussion notation and score setups.

=

{

h
'3
=g
(

S ’T'U"I

Wind Chimes L : Y
N
Triangle # ¥—3 ¢ _Y 1}
mf v
Sizzle Cymbal 1 14[' i y ¢ Y -113 ]
2 Suspended Cymbals m;‘: 1= - “F‘-f l#y . - 1?:7
Pcresc. p J’ U VA
Cow Bell H—3= L -
e b 3T
Brake Drum ! —% A g -
R - |
m;
L 2 Tam Tams large [ 1] = C ——_ {#\f
_ J
2Wood Blocks  Jame =T — . >
2 Temple Blocks m;lel -]
mf ? e
_ &1 mﬁ", =
Glockenspiel ';’ mf .
' 4 e Y
et =gt =
d A
9 T e g
Xylophone WW _%
oJ r— o=
Vibrapt £ = } =
ibraphone (G ; ¥—F |
Y N e ——
) R
N e == —
Y ,f> } !
y/) |
B Chimes s - —F r 1
]
< ! 1
m
=72 f-)
2 Snare Drums m;lel 1 —‘l v] ‘[ ] ‘I -] ‘l F .j ] IF j
Tenor Drum = 1] — b4 g
P cresc. poco 3% poco 3
3 Tomtoms EE E &3 14 o m
I.r!° 'y mf ; B
B Bass Drum L H—y J 'l J ' J 5§ '] ¥ _I
mf cresc. poco a poco
 Thunder Sheet H—e ll J ) J
P mollo cresc. S —— —_— 7 1
[somun — | f == 1
. . ¥ 3 -
§ Timpani Xy Jhd—y ey iy ]
T yi |
M= e

*This kind of time signature is discussed on page 181.
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SAMPLE PERCUSSION SCORES

The sample percussion score on the preceding page demonstrates the princi-
ples suggested on page 216. Musically speaking, this arrangemcm‘ is by far the
most explicit, but in large scores (such as the sample), which require more than
one player, it fails to show the conductor how the instruments are dxhstnbuted
among the performers. Such scores, therefore, are better broken up }nto sub-
groups—one for each player—and the parts extracted accordingly. .l;ach sub-
group score, however, must still follow the same general principles of instrument
succession.

If unrelated instruments are played as a unit by a single player, adjustments
must be made. For example, while cowbells and snare drum normally appear
rather far apart in the score below, if a phrase occurs like the two-line passage
further down, they should be notated as if they belonged to the same family:

Complete score Modcrato

Suspended Cymbal - 4~‘£‘\—;}——‘—————_-——A },——JC_L%

S
Cow Bell 4!4 _P—;%_#_-L;M_%
Wood Blocks '8! [“%:‘t—ﬁ}:—_.__; 2
nf

Ee=—1

Xylophone

eonm [t
Bass Drum Lﬂ—“———i—}—— A—a—l——}———a-
Continued with cowbell and snare drum passage
S. Cy";hj )
S AL =t
mp = 2 s’ =P
or '
S. Cyn;;ﬂﬁ :
st Vg toghefap feg i R
mf - 3 _J3 -
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C. Traditional or Typical Setups

The following three setups are among those considered standard. Given the
diversity of twentieth-century music, however, the situations in which standard
setups are called for are quite rare.

Traditional mixed groups consisting of snare drum, bass drum, and cymbal are
usually notated on a five-line staff:

Cym.
SD. =
B.D.

Cymbal

R S S} wi-dgprtdi]

General Practices

A. Instrument Specifications
Instrument specifications may be placed in the left-hand margins or above the

pertinent staff-line(s), depending on the complexity of the notation and the avail-
able space.

Specific identifications, such as sizes or pitches, may be added to the pic-

tograms, preferably inside if possible: : /—\ ﬂW

e
Ab

B. Note Shapes

Because percussion groups differ from score to score, more pictograms or ver-
bal indications are required than in other instrument categories. A limited but
helpful reduction of this clutter of indications can be achieved by using different

note shapes for certain instruments. Two of these have become more or less stan-
dard:

Triangle: triangular note-heads J —A _3 .
- or —r—rT

Cymbals: x-shaped note-heads for black notes; open diamond-shaped note-
heads for half and whole notes:*

*But see pages 30-31.
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C. Beater Indications

Beater indications should be placed above the pertinent staff-line(s). They
should be rather small and boxed.

If rest measures appear before a new beater is to be used, the beater indication
may be placed ahead of the entrance of the actual music, i.e., above the rest
measure(s). In such cases it is necessary to precede the indication with the word

take (e.g., take ), and always to repeat the indication at the beginning of the

pertinent passage of music.

D. Short-Decay Instruments: Rhythmic (Durational) Notation

It is neither practical nor, in fact, possible to notate exact durations of short-
decay instruments. For these reasons, relatively simple rest- and note-values
should be used, especially in complex, syncopated rhythms:

_gﬁ;ﬂ.ﬁjy|
FUIN N o

If very short durations (quick damping) are wanted, staccato dots are prefera-
ble to additional rests.

rather than:

E. Long-Decay Instruments: Rhythmic (Durational) Notation
Exact note-values (exact durations):

QJ—J—J\—_&M:J% 1]

(For damping, V, ¥, or ¢ may be used instead of 4}.)

Indeterminate durations: @ yA4_d: Lv I I I |
4 -
mp

S

(l.v. is optional.)

F. Gong versus Tam Tam Notation :
Gongs should be notated as pitched instruments (five-line staff) unless no spe-
cific pitch is wanted, in which case normal notes on a single line are equally ac-
ceptable, depending on the overall score setup.
Tam tams should be notated as nonpitched instruments (one-line staff or, if a
five-line staff is used, with x-shaped note-heads).
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G. Marimba

For the kind and number of beaters needed, see the pictograms under In-
strument Abbreviations and Pictograms, page 211.

For the many playing techniques special to the marimba, such as ripple rolls,
mandolin rolls, single-bar rolls (with one hand and with two), interval rolls,
bowing, and so forth, it is best to use verbal instructions and their abbreviations.
The field of sophisticated marimba playing is still fairly new, and very little
marimba notation has as yet emerged that is used widely enough to warrant en-
dorsements for eventual standardization.

Effects and Techniques
A. Brush Swishes

S.D.- II% rl:‘fm—v—

B. Circular Rubbing or Scraping
This pertains to any instrument with a sounding surface that permits circular

rubbing or scraping: . mwmnwnf*)

Gong -4 §—de—fd— ||

P cresc.

C. Dead Stick
Press down stick so it will not rebound: i . :g ¥ ,'F >
But see also Striking with Two Beaters, page 225.

D. Grace Notes

Single (flam) D)

g or 2
Double (drag or ruff) A n D
Mutiple By By o m.Dma.h

Use either ¥ or ﬁconsistenlly throughout a composition. If both are used in

the same piece they imply a durational difference which is virtually never in-
tended.
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The short, slanted stroke is optional and often omitted.
Grace notes should not be notated with ties to the main note unless such ties
are actually intended to produce a single stroke immediately before the beat, and

>

none on the beat itself:
-

See also General Conventions, Stems: Grace Notes, page 21 f.

E. Gradual Changes of Location and Other Gradual Changes

If the beating surface of a percussion instrument produces different sounds
when struck in different locations (such as the center versus the edge of a drum
head or a gong), a location line moving between two fairly widely separated
staff-lines should be drawn above the regular staff or staff-line. The movement of
the location line will then show which location is to be struck.

Gradual changes of location on xylophone bars

of~ /L’\
Node =

Xyl —+

Gradual changes of location on a drum head

In isolated instances, changes may be indicated without extra staff-lines:

2,2

mf<f gfe=>=p

T.D

N.B.: If such locations are clearly separate, such as the rim or shell of a drum
versus the drum head, no gradual changes are possible and individual staff-lines
must be drawn for each location (see below).

The location line is also used for gradual changes of timbre produced by
methods other than moving across the beating surface, such as the gradual open-
ing and closing of the two hi-hat cymbals:
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4L

SN =ay

Tl . or +

i 7 S A

Gradual changes of the pitch of a drum head may also be notated with a loca-

tion line, but when produced by controlled hand or elbow pressure on the drum
head, the use of note-heads between the two lines is preferred:

change pitch
with hand pressure

high

w. " [E@

F. Locations on Cymbals, Gongs, etc.

Hi-Hat

Dome (or cup or bell) of suspended cymbal or domed gong / é’
Center of flat gong, tam-tam @

Play near the edge @

Play on the edge O“

Combinations and alternations of locations

o
Gong O[
©

m

8.[5 P II Jv 1 ij_1

Gradual changes from one location to another
o m b

X P | -+
N B T
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Actually, there is no genuine need for the pictograms shown above; verbal in-
dications would do just as well. It should be noted, however, that the edge and
near-edge locations are placed above the center location, in accordance with the
approximate pitches which should always descend from high to low.

See also page 222 .

G. Locations on Drums

Head: play near the center (=) Or verbal instruction center

Head: play near the edge (%) ©f verbal instruction near edge

Play on the rim (use extra staff-line above): . Rim .
PRS- ANy

Rim shot: see below.

Play on the shell (use extra staff-line below): »{WT—W

Combinations or alternations of locations (rim, normal, shell):

H. Ride-Cymbal Technigue

¢ 0 ¢ O ©
—_—

guNEy

Alternation of dead and ringing strokes on suspended cymbals

N.B.: Add verbal instructions on first occurrence:

+ = damp*
o=let ring
1. Rim Shot

gt wm ped

*In general, the sign for damping or muffling should be -¢ However, since the damping in

ride-cymbal technique does not stop the sound but only mutes it, the + is actually more appropriate (cf.
muted brasses, for example).
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Both notations are employed. The second has the advantage in that it can-
not be mistaken for a crossed-out note.

It is advisable to add the words rim shot at first occurrence.

J. Rolls
Slanted tremolo bars should be used:

- N r

-

Note that broken ties are used if a continuous roll is wanted. When there is no
tie (see the last two notes above) the note after the roll is separated slightly from
what precedes it. If rolls for tuned instruments (timpani, xylophone, etc.) go
across a barline and the note to be rolled has an accidental, that accidental must
be repeated at the beginning of each new measure:

- -
PSS i1 P 3 had~ W

Timp. ﬂ!ﬂr—t%iﬁ:ﬂgzﬂﬁ
1% . '
N.8.: Use only slanted bars for rolls; horizontal bars should be reserved for use as

abbreviations for fast metered strokes: ‘g‘;‘— = m

Some composers prefer the trill line (wavy line) to tremolo bars, especially in
spatial notation where the wavy line shows the duration of the roll more graphi-
cally. If the wavy line is used for rolls, the initial #r should be omitted:

Single-pitch roll

et s ol Araaaaan baasaaa| ~\v~|>’
ST e _grre e
SPp—<<f— == mf %

Only in real (two-note) trills should the tr be used. See also page 75 ff.

K. Striking with Two Beaters (Sticks, Mallets, etc.)
(both sticks)

o o -

f

mp
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Aeolian Rustling (S)
see Rustling Glissando, page 238

Aeolian Tremolo (S)
see page 250

ArpeggiolNon Arpeggio 228
Bending the Pitch 229

/

Bisbigliando (Whispering) 229

Brushing the Strings, Hand
Slides
see Whistling Sounds, page 255

Clusters 231
A. Plucked Clusters 231
B. Hand-Slap Clusters 231
Damping/Muffling (Etouffer) 231
A. General Damp Sign 231
B. Damp All Strings 232
c. Damp Only the Low Strings 232
D. Damp with Both Hands 232
E. Damp at Specific Points 232
F. Damp Specific Strings 233
G. Damp Specific Pitch Areas 233

H. Damp All Strings below the Written
Note 233

1. Damp All Strings from the Small
Note on Down 234
1. Damp in a Patrting Motion 234
K. Isolated Sounds (S) 234
L. Repeated Pattern Indication 234
M. Staccato Damping 234
Fingernail Buzz 235
Fingernail Plucking 235

226

Glissandos 236
A. Cluster Glissandos 236
B. Two-Tone Glissandos 236
c. Glissandos for Three or More
Tones (Fingers) 236
D. Fingernail(s) 236
E. Combinations 237
F. Gushing Chords (S) 237
G. Non Glissando 237
H. Rustling Glissundo 238
1. String Noise 238
Half Pedal 239
Harmonics 239
Isolated Sounds (S) 234

Laisser vibrer (1.v.): Let
Vibrate 240

Metallic Sound (S)
see String Noise, page 238

Muffling
see Damping, page 231

Muting 240
A. Mute Near the Sounding Board 240
B. Mute and Pluck Near the Sounding

Board 241
C. Mute and Pluck In or Near the

Middle of the String 241
p. Harmonics 241
E. Muting with the Fingernail 241
F. Muting with Foreign Objects 241
G. Muting with the Tuning Key 242
H. Snare-Drum Effect (S) 242 .
Non Glissando 237

Pedal Buzz
see Half Pedal, page 239

Pedal Noise 242
Pedal Slide 243
Pedal Trill 243
Pedals 244
A. Pitch Letiers 244
B. Pedal Diagrams 244
C. One Foot, Two Pedals 245
D. “‘Wrong'' Foot 245
Placement of Playing

Indications 246
Plectrum 246

Présde la Table (Play near the
Sounding Board)
see pages 248 and 253

Prés des Chevilles (Play at the

Upper Ends of the Strings)
see pages 250 and 253

Range 246
Scordatura (Abnormal

Tuning) 246
A. Actual Sound (*'Concert Pitch'’) 246
B. Transposed 247

Scraping a String
see Measured Scraping, page 253

Slap Pizzicato 247
Snare-Drum Effect (S) 242
Sounding Board 248

Striking the Body or the
Sounding Board 248
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Striking the Strings 249

Strumming 250

Tam Tam Sound (S)
see Striking the Strings, page 249

Thunder Effect (S)
see String Noise, page 238

Top (Upper Ends of Strings) 250

Tremolos 250
A. Aeolian Tremolo (S) 250
B. Thumb Tremolo 251
Trills 251

Trilling (Vibrating) between
Two Strings 251

Tuning, Abnormal
see Scordatura, page 246

Tuning-Key Slides 251
Vertical Locations on the
Strings 252
A. Changing Vertical Locations 252
B. Playing near the Bottom 253
C. Playing near the Top 253
Vibrato 253
Whistling Sounds (S):
Fingernail Scrapes 253
A. Measured (Slow) Scraping 253
B. Very Fuast Scraping 254
Whistling Sounds (S): Hand
Slides 255
A. Measured (Slow) Vertical Slides 255
B. Damping 255
c. Very Fast Slides 255
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Preliminary Remarks

Much of the notation recommended in this chapter hails from Carlos Salzed:
virtually clairvoyant L' Etude moderne de la harpe of 1918, including his color
terminology for many of the effects. Wherever this terminology has been :
tained, it has been identified with a parenthetical S.

The large number of effects, their notational devices and practices included
this chapter, and the abundance of practical information for the actual producti
of these effects—an expansiveness not found in most of the other chapters—is
tributable not only to the considerable versatility of the harp, but also to the wic
spread ignorance of its resources among otherwise well-informed musicians.

Arpeggio/Non Arpeggio

For general instructions, see page 3 f.

All unmarked chords and intervals are played arpeggio or non arpegg
(**fat™’) at the discretion of the harpist. Traditional practice, especially
romantic music, favors a slight rolling of the ¢hords. In twentieth-centu
music, unrolled playing has become more common. To avoid ambiguities it
strongly suggested that clear instructions be given concerning the desired sty
of playing, as follows:

Indicate at the beginning of a composition or movement either sempre ¢
peggio or sempre non arpeggio, unless no predominant style of playing is ¢
sired.

In a piece marked sempre arpeggio, no additional arpeggio signs need
marked, except:

I. When the direction or speed of the roll is specified (see page 4);

2. When occasional non arpeggio intervals or chords appear. These must
be marked with non arpeggio brackets ([}, and as a precaution, an arpeggio
sign must be placed before the first chord or interval (in both hands) when
the prevailing arpeggio style is to be resumed. (The cautionary arpeggio
signs serve the same purpose as the words ordinario or normale in music
for other instruments.)

. P e

G =SS =

v sempre arpeggio [b’ [lg ”
-

Ty b 1 1 [ : b

1.1'."; 0 1

Cbnversely, in a piece marked sempre non arpeggio, no additional non &
peggio signs are needed, except when occasional arpeggio intervals or chords a
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pear. These must be marked with appropriate arpeggio signs, and a non arpeggio
bracket must be placed before the first chord or interval (in both hands) when the
prevailing non arpeggio style of playing is to be resumed.

+ T
1 1. 1
1 He

3 ]

BLRPESSHEISS

) i 1
hid & b

bdtg
i“ryil

Note that harp music frequently combines non arpeggio in on¢ hand and ar-
peggio in the other. These playing modes must be marked meticulously:

5 200N oI SO SUUW WY VNN SN S
K" 1 1 1 | 4 X T £ r 4 ) 4
- b4 { 1 & & i 4 " A L &
{ LI S G SN SUDS SN S
3 4 y . ) & | 4 y | ¥ 4 ) o | od
L" 1 I 1 L & ) ; ol 4 1 ) ¢
- { * L L r A L & | & 1 1
AT (S SV A SN S S
12 3 4 5 6 7 8 9 101

In 1, 4, 5, 6, and 7 both hands play together;
in 2, 3, and 10 the left hand precedes the right hand,
in 8, 9, and 11 the right hand precedes the left hand.

Bending the Pitch

The player is to insert the wooden part of the tuning key between two strings,
then pluck one of them and twist the key so as to raise the pitch slightly. Always
indicate whether the tuning key is to be inserted near the sounding board (p.d.1.t.

= prés de la table) or in the center of the strings. pdlt.
i (bend tone)

' T

Bisbigliando (Whispering)

This-is-a-form-of tr&molo for two hamds:
The notes for the right and left hands are notated either in the same staff, with

up- and downstems, and with tremolo bars above or below: 5

f—
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or on the upper and lower staves, with stems, if any, pointing toward each other,
and tremolo bars as shown:

Whole notes Half notes Quarter notes

As demonstrated above, the arpeggio signs should have arrowheads to indicate
the directions. The most common directions are down for the right hand and up

for the left.

If arpeggios for both hands go in the same direction, one hand after the other,
it is best to notate the chords above each other, with one continuous arpeggio
sign, and with tremolo bars above or between the chords, depending on available

space:

AN\N

If specific starting and/or ending notes are desired, grace notes should be
placed before and/or after the main notes, and a slur should be added:

If three-note or four-note chords are to be played in an order other than rolled
up or down, the order must be writien Dut:

| — !
o J
A =
@ ‘
bisbiglianin -

If the notes are to be played in random order, the pitches should be notated
with note-heads only, in parentheses, with tremolo bars placed between the

staves:

HARP 23]
J
=
*, bish. Z
Gl
N8 It is advisable always to add the word bisbigliando or its abbreviation
bish.

Clusters
(For a general discussion of clusters, see page 57 ff.)

A. Plucked Clusters
These should always be written out, i.e., treated as ordinary chords (which es-

sentially they are). They should not exceed four notes per hand: %

B. Hand-Slap Clusters

These are most effective in the lowest registes-of the harp. Here pedal settings
become immaterial because-the pitches can no longer be-heard clearly.

~

In the upper registers, hand-sfap ctusters will become audible only it the
strings are struck with a very short rubbing impact. Pitches are more likely to be
heard in the upper registers than in the bass.

It is advisable to add the words hand-slap cluster on first occurrence.

Cluster glissandos, see page 236.

Strummed clusters, see Muting: Snare-Drum Effect, page 242, and Strum-
ming, page 250.

Damping/Muffling (Etouffer)
A. General Damp Sign

The sign ¢ is usually placed close to the note(s) or rest(s) involved: right
hand—above; left hand—below: A b &

T

-
1

r 4 1

£ TAX
+

Sk ¥

L ¥ 17
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B. Damp All Strings

The sign is placed between the staves:

C. Damp Only the Low Strings

The s1gn$ may be placed between the staves, or below the lower

staff:

~~~
o] Qs
Lt T
4 1
¥ a1
x i
o ~— o

:

P

D. Damp with Both Hands
The sign used: p¢

or

{1
I
++

E. Damp at Specific Points

It is not always possible to damp at every rest. Therefore, arrowed signs

(%; ér should be used where damping is essential:

szoisﬁséé

ord.

—

E’——ew TR,
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F. Damp Specific Strings

Three strings

5.

One string Two strings

N

The sign is placed near the note(s) involved:

LI R
£ L.i Pt £ % =
%&:PF: =5§ s 3 T _%- 1

/A - o
n e |yl (=g ——7
haf T Ad 4 r}ﬂl
S | 1 ks e bfﬁ-}gf £ }jﬁ-’%"
ord.
p.d.lt.

G. Damp Specified Pitch Areas

The sign used: }‘
(=)

9 \» § 1/
P « G * § L
l
T FY/
s 1 7
'l“u 17 -
-l A i 7.
I3 a
7

" €

H. Damp All Strings below the Written Note
I.e., keep only the top note ringing:

n Pl P o) |
]A'l v I
L 24 "
i v f=¢A
Y J -
Z=ae s =
< L3 @ :
ép 1 1 _l €B
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1. Damp All Strings from the Small Note on Down
The sign used: é

J. Damp in a Patting Motion
(Gradualty muffle the strings upward or downward according to the short hori-

zontal strokes after the damping sign.)

First damping sign: after the first glissando, damp low strings upward to
the small note-head;

Second damping sign: after the second glissando, damp strings from any
pitch downward.

A
z

o) _—
g 3; --:3:3‘”; &-
o -z

K. Isolated Sounds (S)

Damp each sound simultaneously with playing the next, so that no sounds run
together: & 5 —  ord.

(Put ordinario [ord.] at end of arowed passage.)

M. Staccato Damping
This is distinct from other forms of damping.

Thumb Staccato dots. If special techniques are desired, verbal

Second-Finger Staccato} All staccato effects are notated with staccato
Two-Handed Staccato instructions must be added:
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D L

,LME‘I: IL ! _

thumb

See also Muting, page 240 ff.

Fingernail Buzz

The p.laycr places the back of a fingernail against the middie of a vibrating string
(best in the low register). The nail may be moved lightly against the string and
away, in rhythm.

a‘

skl [ ke
g%l'

5. =

N.B.: The nail symbol here assumes the role of a note-head—black and white,
and in the second measure, dotted.

Fingernail Plucking

Since fingernail plucking requires a bit of time to place the nails in the proper
position, the most practical use of this technique is on single strings, although in-
tervals and chords are also possible. Unmarked intervals and chords are played
“flat.”* Even so, it is advisable 1o specify the playing mode. Arpeggio with
fingernails is difficult and should be avoided.

p N = bhicd n L hrd
g —Fr— —ffn—} " & ¥
3 } =2 :@ﬁ@:«{g,—;-:
se—1g—Hp
A tT
¥
1>

The fingernail symbol may also be drawn: A
‘For other fingernail effects, see Glissando: Fingernail(s), page 236 f; Muting:
with Fingernail, page 241.
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Glissandos

For a general discussion, see pages 19 ff and 63 f.

A. Cluster Glissandos

The harp does not lend itself to regular clusters, because its pitch resources are
diatonic and sound essentially tonal, especially in glissandos, where the
sequence of pitches always remains the same.

Thus the broad bands of sliding, chromatic clusters used for the notation of
cluster glissandos in string sections or string ensembles in Polish and Polish-
influenced music of the 1950s and later are not useful for the harp. Instead, the
starting pitches of glissandos and the pedal settings should always be written
out.

It should also be borne in mind that on the harp, one- and two-finger glis-
sandos are more resonant and louder than those played with three or more
fingers.

B. Two-Tone Glissandos

One hand p .
o e e Y —]
z 14 I 1
:)y bc g ‘L\ )
e
8"1
Two hands y - e F\ T P "
e S 1
k') L4 \ -
r a
g~ 7t L —
A1~ i 4§ 1
¥ & g

p RHMAAY
Near the -_f’:}‘_—_—_“;:}::}
sounding ﬁ A } 1

LH\AAY

Instead of \AAAAY , p.d.L.t. (prés de la table) may be used.

C. Glissandos for Three or More Tones (Fingers)
These follow the same notational principles as those for two.

D. Fingernail(s)

For fingernail glissandos, only the back of the fingernail is used. Upward glis-
sandos thus can only be played with the back of the thumbnail, while downward
glissandos are played with the fingernails.
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One finger Thumb

=t

Back of thumbnail

Back of nail

(The instruction Back of nail is optional.)
o
g

Back of thumbnail plus (regular) second and third fingers

Two and three fingers

E. Combinations

3
E:gmbé_._‘

Back of fingernails of second and third fingers, plus (regular) thumb

ESESSE S8

(hLmb X
Ly SIM..
IF-.a

F. Gushing Chords (S)

These are very fast glissandos: Short * * Held*

e e
L L'4 N

3 ;
If the final note is to be plucked, this must be indicated verbally.

G. Non Glissando

.Occasionally it is desirable to begin or end a glissando with a fingered scale.
Such portions should be written out and marked non gliss.
Non gliss. may also be added in other situations, to avoid ambiguity.

accel. hH

n >

on gliss. 13- non gliss.
%ﬁ — e die—frr—
_ﬁ} P — 3__.__”4_‘[4_;__

The note-value indicates the duration of the resonance.
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In spatial notation: non gliss. #
non gliss. 1188 s n £

[

;f}‘-

‘fTTf

H. Rustling Glissando

This is a glissando played with the open hand (ail five fingers, spread apan),
which gradually moves upward or, less frequently, downward, resulting, as its
name implies, in a rustling sound. It is notated with a random number of shont,
curved lines between the glissando lines, or with short arrows (for the effect
shown in the second example below):

Upward; final “Up-up-up’’ from Upward to Up an{l down;
pitches not the same pitches specified final pitches
specified pitches not specified
e poa . . {9} 't\
3 B = edz—aZ <d< <} s | S L Y
e SR R R e
oL
=
1. String Noise

/. METALLIC SOUND OR THUNDER EFFECT (5)
This is a rapid, forceful glissando on the wire strings, causing them to strike
against each other:

With specific string indications With approximate string indications

Thunder effect Thunder | .
' Lo | T . re 1 effect r d-———
> o s — C B——
) i S———— ot Fm————
Ly, %
= =
M Ni/d

(same as strumming)

It is suggested to add the verbal instruction Thunder effect on first occurrence.

2. NONMETALLIC SOUND
Same as above, but the pitches must lie above the wire strings and the verbal

instruction must be String noise instead of Thunder effect:
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it\ring noise string noise
S
¥iid
Half Pedal

Hold pedal halfway between two notches to allow the string to vibrate against the
tuning gear. Then proceed in one of two ways:

1. Set pedal(s), then pluck

One string Two strings

Dhab

2. Pluck first, then slur into half-pedal effect }

_Q(d I
o Al
AL

This effect is possible only on low strings, because they have the long
vibration time required.

For extended passages with the pedal(s) moving the tuning notches against and
away from the string(s), see Pedal Triil, page 243.

Harmonics

Three harmonic pitches are used: the octave, twelfth, and seventeenth. (The last
two are usually referred to as the fifth and the third, respectively, in spite of their
actual distance from the fundamentals.)

The octave harmonic is notated with a full-size note-head for the string to be
played (the fundamental), and the familiar small circle above.

The other two harmonics are notated as follows: The string to be played (fun-
damental) is notated full size with a diamond-shaped note-head; the sounding pitch
Is notated with a small regular note-head in parentheses. The small circle and the
numerals 5 or 3, resp., may be added above for instant recognition.
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Octave ° ° Sounding '__%_L
2 S S

SPE S O A

appe 7o
Twelfth (Fifth) optional:~ (s 5|
(D (D

Seventeenth (Third)

LAPEEY giagd -
N.B.: Because of the general lack of uniformity in the notation of harmonics, it
is strongly suggested that the notational system used be indicated at the begin-
ning of the composition.

Laisser vibrer (I.v.): Let Vibrate

In symbolic notation Ly Ly
= = =

~ L ! &

(The Lv. is optional.) .

In spatial notation, the duration beam should be extended to the length of
desired audibility; then, a short slur is added if no actual cut-off (damping) is
wanted.

:p—‘___._"—o,:.Eﬁ
1

-/

Muting

It is necessary to indicate exactly where the string is muted and where it is
plucked, as follows:

A. Mute Near the Sounding Board
Pluck in the middie of the string {**Xylophonic Sound’’ (8)]:
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Iy}

Gdg ——

or p.d.lt.

B. Mute and Pluck Near the Sounding Board

p.dit.
A O \ANAANAANS

»5 I Y _l 1‘[:

A3
Gdg——
Dj &

or pd.lt.

C. Mute and Pluck In or Near the Middle of the String
This mode of muting can either produce harmonics or avoid them, depending
on the position of the muting finger.

D. Harmonics A o o No harmonics ~_ ,

LESE=SC

) o

o= &
ol

E. Muting with the Fingernail
Mute by placing the back of the fingernail lightly against the middle of the
string: ;v ...
© & !
t q

== =£F

F. Muting with Foreign Objects

Muting by weaving a strip of paper, material, yarn, tin foil, etc., into the
#trings or by placing objects between the strings requires somewhat lengthy
operations. For this reason no signs or abbreviations are needed—verbal instruc-
tions are sufficient.
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G. Muting with the Tuning Key

Pluck the notated strings; then hold the wood of the tuning key against the
vibrating strings, thus producing a percussive effect and a considerable change of
timbre. (The moment of contact must be notated rhythmically.)

See also Muting, Snare Drum Effect (S), below.

H. SnareDrum Effect (S)

]. MUTING WITH PALM OF HAND
Mute low strings near the top with the palm of the left hand; produce a short,
forceful strum upward with a fingertip or the back of a fingernail of the

. . -
right hand: e ¥
g 4
topof _
strings [,
&3 11
D=t
_@ ____________

2. MUTING WITH TUNING KEY .
Instead of the palm of the left hand, hold the wooden part of the tuning key

against the strings (see above): - L=

top of _V V

strings | 7}

Syt

Z o

[ R

Pedal Noise
This refers to motion of the pedals only, i.e., without plucking the respective
strings.

When notating such pedal motion remember that the highest position of the
pedals flattens the pitch and the lowest sharpens it. This fact is often miscon-
strued, since musically it would be more logical to equate a sharp with up and a
flat with down.
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Y] b
E ~ AN et or Anypedals) NN,

) (*)

N.B.: This effect is controversial not only because the sound can be negligible

(though it might be strengthened electronically), but also because some harpists
contend that it is damaging to the mechanism.

Pedal Slide

The pedal position is changed without replucking the string. This is notated as

follows: The lines show that a

pedal slide is wanted.

(B4 g

The slurs show that the
string is not re-plucked.

The pedal slide has to be made rather quickly, so that the aural effect is almost
noslide at all. if the pedal is moved more slowly it creates a buzz, which is a sep-
arate effect (see Half Pedal, page 239).

Pedal Trill

This effect consists of fast, repeated pedal slides (see Pedal Slide above). Since
the trill is rather slow, the sound is likely to die out before much trilling has taken
place. It is of longest duration in the low register.

As in the pedal slide, the string is not replucked.

Short, thin lines must connect the notes. They must slant up or down, accord-
Ing to the direction of the pitch changes. A final note must be indicated if a speci-
fied final pitch is desired:

Trill with lower note Trill with upper note

B . e
:’:t\y#::ﬂw:
q AT q

See also Half Pedal, page 239, and Vibrato, page 253.
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Pedals

Pedal indications are properly the province of the individual harpist, particularly
because harpists rarely agree on when to change which pedals. Moreover, many
composers are not truly familiar with the most practical strategy of harp pedal-
ing. In general, therefore, it is best not to indicate pedaling, but to leave ampl.c
blank space below the music or between the staves for the harpists to mark their
own pedaling.

The following rules and practices thus should be considered with the caveats
mentioned above in mind.

Pedal settings are indicated either with pitch letters and accidentals or with
pedal diagrams.

A. Pitch Letters .

These are given in the order of the pedals—the four right-foot pedals .abovc,
the three left-foot pedals below. All letters are followed by their respective ac-
cidentals or natural signs. For example:

b F¥ cf Al
Dt cb B

B. Pedal Diagrams
Pedals are shown left and right of the dividing line.
The three basic positions are:

Flats (b cb Bb Eb Fb Gb Ab)
[ T O T
1
Naturals (Dh ct BY , EY Fh Gh AY)
e At ——
Sharps ¥ c¥ ¥ e FHGH AY)

R LR

Here is a pedal diagram showing the same pedal setting as in the pitch-letter
example above: ' i
[ ™ 1
same as: Eb Fi G¥ Al
p# cb BY

Complete pedal settings should appear at the beginning of a com.position
(preferably below the bottom staff), at or preceding glissandos, and at likely re-
hearsal stops. Ideally, each line of music should begin with the pedal setting
needed at that point.
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Pedal changes should be indicated with pitch letters (placed below the bottom
staff or—less desirable—between the staves), regardless of whether the complete
settings are shown with letters or with diagrams.

Although pitch letters and diagrams are equally useful for complete settings,
the preferred system consists of a combination of both methods: diagrams for
complete pedal settings; pitch fetters and accidentals for changes of one or more
pedal positions between complete settings. For exampte:

First setting (beginning of (;‘,hange:h D%Tn":e,\h Cﬁh?;g(f.h Second complete setting
s composition or movement)| F# to F to Dband APl then to Gb (first rehearsal stop)

e £k Db Gh— b ] Bt S
michBl b F G# AR) Ab (obch BY EP FiGPb Ab)

Each diagram shows the complete setting at the point of its appearance in the
music. (Needless to say, the parenthetical pitches that appear below the diagrams
in the above example would not appear in actual practice.)

Occasionally, another compromise may prove practical: the use of diagrams
only, with the changing pedals encircled:

A practical suggestion: In order not to lose track of the pedal settings when
marking a composition, it is helpful to draw a line on a sheet of paper and place
coins where the short strokes representing the pedals appear in the diagram, mov-
ing them up and down as the pedals change.

C. One Foot, Two Pedals
One foot changing two pedals simultaneously with one motion is notated with
asingle bracket in front of the pedal indications: o

ch

The bracket must be quite heavy so that there is no doubt that the pedal change
is to be carried out with one foot only.

D. “Wrong” Foot
A pedal change with the **wrong’’ foot, i.e., the foot that would not normally
be used for the pedal in question, is notated with boxed pedal indication:

This indication should be used only if many such instances occur in the respec-
tive composition, and even then there should be an explanatory note on first oc-
aurence.

Sec also Half Pedal, page 239.
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Placement of Playing Indications

If possible, all playing indications for the right hand should appear above the top
staff of a system, and those for the left hand below the bottom staff, regardless of
whether they are symbols or verbal indications.

Plectrum
Plucking the string with a plectrum is notated as follows:

Be careful to round the corners of the symbol for the plectrum, so that it will
not be mistaken for an accent v.

Range

The range of a full-size concert harp is:

Note that the pedals do not affect the top G and the bottom C and D.
The wire strings of the harp range from g_;j? down to the lowest string.

Scordatura (Abnormal Tuning)

If one or more strings are tuned to pitches other than the normal ones, a tuning
chart is placed at the beginning of the music, for example: Tuning:

Such tunings are callec scordatura.
Music that includes scordatura may be notated in two ways:

A. Actual Sound (“Concert Pitch”)

All notes are notated according to their actual pitches, regardless of the abnor-
mal tuning of some of the strings. The pedal settings are notated according to the
mechanical actions the player must perform, again regardless of the resulting
pitches, but in order to remind the player of the discrepancies between the pedal
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settings and the notes in the music, the discrepant pedals are repeated in paren-
theses above the notes.
The following examples operate with the scordatura given above:

(o
(DR)(AY) (Ab;
o) N
3 o T
@d — “q l J of jrj o ]
q'j i
=i 3
= ¢ b
_ Eb Ab
"'I""atng

B. Transposed

All scordatura notes are notated according to what the player must do to
achieve the desired pitch. The actual pitches are added in small notes outside the
staff, near the notes to be played. The pedal settings, too, are notated according
to the mechanical actions, rather than the actual sounds.

Here is a second version (transposed) of the previous example:

0

*MI =[1ﬁ';

L& HERE
b n

Eb Ab
- g ol
The first method of notation (actual sound) is preferable because

1. The music can be read easily, without knowledge of the notational
complications resulting from the scordatura tuning;

2. It is simpler to draw the additional discrepant pedal settings than the
small staves, clefs, and notes.

N.B.: Scordatura should be used with great discretion. It had its just place before
the invention of pedals. In our era’s music it should be resorted to only if certain
effects are impossible to produce by regular means.

Slap Pizzicato

Plucki.ng the string prés de la table, so that the finger slides forcefully to the
sounding board, creates a sharp, knocking sound in addition to the pitch: ¢

I
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Note the similarity with the sign for the ‘‘Barték pizzicato'” in bowed string
instruments, where the string is to be plucked vertically from the fingerboard,
slapping the wood as it is released—an effect not too different from the sound of
the slap pizzicato of the harp, i.e., a string/wood combination.

Sounding Board

The symbol for the sounding board is a bold T (from the French table). For play-
ing near the sounding board (prés de la table), p.d.1.t. is the most commonly
used abbreviation, but a wavy horizontal line is almost equally common:

NANAA

either

Al
a {ord) . p N

AR ==

or

dredp 1] Jrp==j7| 8L Tl By v |

ry) o
D ==ic = T ol Bl =

p.dlt ord.

See also Striking the Body or the Sounding Board, below, and Vertical
Locations, page 252 f.

Striking the Body or the Sounding Board

Use B for body and T for sounding board (table), and give verbal instructions,
such as strike, slap, tap, knock, drum, etc. Indicate knuckles, fingertips, etc.

If mallets, etc., are to be employed, use pictograms (see Percussion, page
210 ff) but identify the pictograms in the front matter or on first occurrence. if
no pictograms are available, use verbal descriptions.

Harpists will strike, scratch, rub, etc., the most resonant part of the body or
sounding board—ususally around the center—unless directed otherwise.

Notate all effects (striking, tapping, etc.) with x-shaped* notes, either be-
tween the staves or above the top staff, for example:

* Actually, Salzedo’s large, round note-heads outside the staff are more familiar to harpists, ﬁ

but since the tappings and strikings of all other instrument bodies, etc., are notated with x-shaped
notes, it is desirable 1o have the harp follow suit.
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B pprp Tx ppy
lFmgcrtiBl! : —
8 . : : x T[‘ u D b or [Fingertips]
F——Slepf——— t——:|l'(nuclda——
T=sp ¢ TS
—E"'—_‘ —?—? 1
: —— 1
fres~~

mg—_— ] part) revy
pif

o

N.b.: The sounding board produces not only more volume but also more timbral
variety than the body of the harp.

Striking the Strings

Strike a low string with a flick of a fingernail or other implement (pencil, ivory
stick,* etc.).
Use verbal instructions on first occurrence.

Specific strings strike
‘Ligk [ﬂ (1)
Any (low) string(s) s

* Salzedo calls this **Tamtam Sound."’

$*For further pictograms see Percussion, page 210 ff.
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Strumming

Short, rapid strumming on consecutive strings (actually clusters) are noted
as follows:

(up) i | (down)

For small clusters j
A

e

)

For larger clusters

(Same notation as for Gushing Chords, see page 237.)
For muffled strums see Muting, Snare Drum Effect, page 242.

Top (Upper Ends of Strings)

To indicate playing at upper ends of strings (preés des chevilles), it is best to use
verbal indications instead of the abbreviation PC, which is not known beyond
harpist circles. (*‘Play near the screws'” is not recommended because it is unclear
whether to play above or below the screws.) For a symbol, see page 253.

Tremolos

A. Aeolian Tremolo (S)
Rub strings (between notated pitches) very rapidly, back and forth, with open
hand, fingers pointing up:

N.b.: It is important that pedal indications for the strings be given between the
notated notes.

B. Thumb Tremolo
Brush strings rapidly back and forth with the side of the thumb: ;ﬂb

2r
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Trills

With one hand (use single stem) With two hands (use double stems)

A one-handed trill is necessarily slower than a two-handed one. Harp players
will usually perform a two-handed trill wherever practical, often despite the nota-
tion. It is recommended, therefore, to leave this particular decision to the per-
formers.

Trilling (Vibrating) between Two Strings

Verbal instructions should be used, with or without the wavy line.* (This effect

is quite soft.)
vibrate with heavy
nai} between strings

IE<>

Note the curve showing the up-and-down motion of the playing implement.

vibrate with pencil
between strings

Again, note vertical motion.

Tuning-Key Slides

The following effects can only be produced with old-fashioned tuning keys of
uncovered wood and metal.

* Indicating the changing vertical locations of the implement is optional. If the wavy line is used, it
should be drawn as close to the music and/or instructions as space permits.
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1 tuning-key pictogram.* (For single-
string slides, the metal part of the key
is used; for two-string slides, the
wooden part.)

© r D indicates that the string is plucked and
specifies the rhythm of the plucks, in-
cluding the duration of subsequent
sliding motion(s) (if any) of the key.
The notes are stemmed down to free
the area above the note-heads for the
slide indications.

N indicates the vertical motion of the
tuning key along the string(s).

(o) indicates approximate pitches (if de-
sired). The pitch of the slide will
always be at least one third higher than
the string plucked.
indicates instantaneous, fast slides

% 'I (here the note-values show the dura-
tion of the resonance).

indicates a two-string slide (the

/ﬂ‘ wooden handle of the tuning key is
T: inserted between two  adjacent

strings).

An example showing these devices

Vertical Locations on the Strings
A. Changing Vertical Locations
Gradually move to a higher location on the string while playing:

*The symbol for the tuning key must not be reversed when placed below the left-hand staff, because
this would change it into a T. It must always be L.
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Gradually move to a lower location on the string while playing:

3

TR
M

N.8.: This effect is best suited for the lower strings.

See also Sounding Board, page 248.
B. Playing near the Bottom
Abbreviated p.d.1.t. (prés de la table), this effect is indicated:
VAAAAAANAS

C. Playing near the Top .
The indication for this effectis:  AAAA/\/ but see page 250.

Vibrato

Insert the metal or wooden part of the tuning key between two strings and imme-
diately after plucking vibrate it against the notated string;

1 vibrato

4 vib.

See also Pedal Trill, page 243.

Whistling Sounds (S): Fingernail Scrapes
One or two wound strings are scraped up or down with one fingernail per string.

A. Measured (Slow) Scraping
The pitches of the notes indicate the strings to be scraped, not their normal
pitches, since these cannot be discerned during the scraping action. (It is for this
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reason that the note-heads are placed in parentheses.) The note-values indicate
the durations of the scrapings; the slanted arrows or contour lines show the direc-
tions of the scraping. The fingernail symbol ( =) is placed below the staff, and
the Pan-pipes pictogram ( m*r ) below the fingernail symbol.

If a succession of scrapings occurs, a dotted extension line should be used.

I

-4

&

J

L AN,
). -
T W oep
N - mmmmmmmmmeee e A

If implements other than fingernails are to scrape the strings, the nail symbol
must of course be replaced with a different one or a verbal indication.
If two adjacent strings are to be scraped simultancously, two notes must be

written, with one vertical line for each: - /
Je ya
v 4

C gl

N.B.: The longest strings are the most suitable ones for scraping.

B. Very Fast Scraping

This is notated with an arrowhead on the vertical lines that rise from the note-
head(s), and without a slanting arrow. Furthermore, since the strings now are left
to vibrate after the scraping, their normal pitches become audible. The note-
heads are therefore drawn without parentheses, and the note-values now include
the scraping and the reverberations. (To avoid misunderstandings, it is suggested
that /.v. be placed where appropriate.)

¥4 Y]
y I
” 4
Ly.
Fa V) re
; I 4
v 4 y

N.8.: As with the measured scrapings, verbal explanations must be present at first
occurrence.
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Whistling Sounds (S): Hand Slides
Hand slides are best executed on low, wound strings.
A. Measured (Slow) Vertical Slides
These go along the wire strings, either up or down:
] hand stops abruptly,
% P, « p‘ N \mm‘nln; on strings.
‘L L '4 II ‘\ II 1\ ] ‘X r
‘\\l /11 “‘77 AW 4 \: &
b

The note-heads must be well away from the staff so they will not be mistaken
for pitches. The note-values indicate the duration of the sliding motion, not that
of the reverberations. Up and/or down directions of the slides are shown with
arrows or contour lines after the vertical double line. The Pan-pipes pictogram,
although strictly speaking superfiuous, should be placed at the bottom because
harpists recognize it readily. If a succession of slides occurs, an extension line
should be used: mr ----------- '

B. Damping

The hand may stop the sound abruptly at the end of the slide by remaining on
the strings. There is no generally recognized notation for this effect. A comma
and a verbal instruction such as ‘‘hand stops abruptly, remaining on strings’’
must be added, since the effect is quite different from ordinary damping.

C. Veary Fast Slides

*hand stope abruptly,
remaining on strings.

The notation of the fast hand slide differs from the stow slide (see above) in the
following details: The note-value shows the duration of the reverberations, not



256 MUSIC NOTATION IN THE TWENTIETH CENTURY

that of the sliding motion which must be as fast as possible. An arrowhead is
drawn through the vertical double line to indicate that a very fast slide is wanted,
as well as its direction.

I. NON L.V.

The hand may stop the sound abruptly at the end of the slide by remaining on
the strings, which should be indicated with the verbal instruction non lv. (A
staccato dot is not recommended, since it implies raising the hand.)

2. NON STACCATO '
The hand leaves the strings at the end of the slide, letting the sound ring. This

need not be notated, since it is understood, but an [.v. may be added.
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Braces and Barlines

A. Ordinary Two-Staff Notation

o

~,g el
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B. Three- and Four-Staff Notation
This is to be used for very complex textures only.

If the distribution of the music between left and right hand is regular, the barlines
may be interrupted to refiect such regularity.

C. Four-Hand Music

Traditionally, four-hand piano music (piano duet) was notated on facing pages
(preferably of oblong format), the left-hand pages marked Secondo, the right-
hand pages marked Primo:

" Secondo Primo
fs)
[ N
B £ 1
| &
0
N
) £} P o8
AN *4
[3)

With the growth of musical complexity, notation in (upright) score format has
become the preferred method:

Primo

T

B B

©

Secondo

NI

PIANO 259

Two-piano music is also usually notated in score form. When the two pianos
are part of an ensemble, each pianist often plays from a separate part, thereby

reducing the number of page turns by one half. The two pianos are marked 1 and
II, rather than Primo and Secondo.

Clusters *
(For a general discussion of clusters, see page 57 ff.)

A. Specified Pitches

The note-heads of the outer pitches of a cluster are connected in the center with
a heavy line.

The stem (if any) is attached to the top or bottom note, according to the rules
of stem direction. Ties should connect only the top and bottom note-heads.

For white-key clusters, natural signs are placed above the right-hand clusters
and/or below the left-hand ones.** For black-key clusters, sharps or flats are
placed above and/or below the clusters:

by

'
=
MB_B -
Bag
5—4’)"
L ‘ﬂ"l

"jb -

=

5
ht

4 »

Y

v

L 2

e
= i

B. Chromatic Clusters

Chromatic clusters do not require accidentals, since it is generally understood
that clusters without accidentals are chromatic. If, however, a composition in-
cludes only one type of cluster (in keyboard music usually white-key clusters), a
note should be placed at the beginning of the music or at the first cluster, stating
which type of cluster is wanted, thus making further identification unnecessary.

It is desirable to indicate whether the clusters are to be played with the fist—
tightly closed or relaxed—palm of hand, edge of hand, forearm, etc. Clusters
may also be played with suitable objects.

All such special instructions must be given verbally.

* Notation invented by Henry Cowell.

** White-key and black-key clusters may also be identified by large natural signs or accidentals, re-

spectively, placed in front of the clusters: mﬁbfiﬁFg

This notation obviates regular-size accidentals in front of the top and bottom notes. On the other
hand, the large accidentals are not only rather unwieldy, but take up more horizontal space than ordi-
nary accidentals, which can cause problems in spatial notation.
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C. Indeterminate Boundary Notes; Approximate Pitches

Narrow vertical boxes replace the boundary note-heads.

The length of the boxes indicates the approximate width of the clusters.

For black-key or white-key clusters, accidentals or natural signs are placed
above or below (or large ones in front—see preceding footnote).

Chromatic clusters do not require any accidentals.

If still greater indeterminacy of pitches is desired, single-staff-line notatiodt
may be used:

Indeterminate clusters such as these need not be provided with accidentals.

D. Spatial Notation
In spatial notation the duration of the clusters is shown by the length of the du-

ration bars. Durational elongation of the cluster boxes themselves is not recork
mended. It needlessly interrupts the otherwise consistent notation. Besides, it is

inappropriate for instruments such as pianos which have tones of short duration.

For use of elongated cluster boxes, see Pitch, Clusters in Ensemble Music, page
58 ff.

Crossing of Hands

Music is too diverse to permit rigid rules for the notation of crossing hands. In
general, however, the notes of both hands should remain in their respective
staves during hand crossings. The word sopra (above) may be added for clarifi-
cation, and in the less frequent cases where a hand is to cross below the other, the
word sotto (below or under) should be used.

PIANO 26/

From the first movement of Beethoven’s Piano Sonata, Op. 57

{Allegro assai)
=
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cr::Sic:gns;: ;nuations t(;xe notational picture becomes clearer if the notes of the
are moved into the other hand’s staff, showi i

: , showi i
cally, as in the following example: ne the crossng graphi-

End of Mazurka, Op. 63, No. 3 by Frédéric Chopin
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Harmonics

n'l'h:tk:ysdr.lotawd with diamond-shaped note-heads are depressed silently by the
ght hand; the left hand then plays the regular staccato notes. This will create
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harmonics (resultants), which are shown with small parenthetical note-heads
topped by the harmonics circle:

-]
° i) () o

oo} TX

£

(The small note-heads showing the resultants are optional but advisable.)

Another method of creating harmonics is to touch the appropriate node of a giycn
string inside the piano lightly before playing it. The string is notated full size,
while the resultant is shown with a small, parenthetical note-head topped by the

harmonics circle: touch
string node

(49

-

The verbal instruction need be added only on first occurrence. (The string node
is not notated—the player must find it before the performance and should mark it

with chalk.) .
A third method is the same as the one just above except that the fundamental is

played first and the string node touched subsequently: ! y LEL—
EE

Inside the Piano

A. Preliminary Remarks

/. IDENTIFICATION OF STRINGS

As long as piano manufacturers do not provide black and white dampers to
duplicate the keyboard, pianists should either attach labels to the dampers of the
specific strings to be used (using masking tape to insure easy removal) or mark
all white-key dampers with white tape for general orientation. This would not
only aid performances but also reduce the need for notational explanations.

2. STRINGS COVERED BY METAL BARS .
The metal frames of different makes and vintages of pianos vary considerably
with respect to which strings are covered by cross bars, and there are other struc-
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tural variations which make it extremely unwise to call for specific pitches and
effects as if all pianos were identical. This should be borne in mind when con-
sidering the following notational suggestions, whether additional warnings are
included in their descriptions or not.

3. BOXED INSTRUCTIONS

Instructions for playing inside the piano can be reduced considerably by draw-
ing heavy black boxes around the word Inside or around certain pertinent in-

structions, such as , etc., depending on the context.
If an intermittent effect (such as a fingernail pizzicato or a sweep across the
strings) is called for in an otherwise ordinary texture, the specific instructions and

the staff with the pertinent notation may be placed in a box. This would obviate
the boxed words Inside and the subsequent normale or ord.

Inside Piano

3' pizz. (l ‘t
btz Y Y] W F&_# fingertip
¥ e

1/ 3. 1
& A 1 1
Z. 1 ) 7. 9 = i | i vd 4
L& § .5!' q‘l!
m
p i - mf S g p
T — !/——. 1 T
FJE 3y \d o1 - 1 1 1
Z 2 1.av Ul P $4 {
1SN is O v Al 1
D or 1\/ 5—
——— = h
Zed. ) L i

N.B.: In spite of what has just been said about labeling, the meaning of the boxes
must always be indicated at least once, because boxes are also used for choices.

If all boxes in a given piece are used for playing inside the piano, or if all
boxes enclose choices, only the first box needs a verbal explanation. However, if
the meaning of the boxes changes from box to box, each must be labeled. (If the
boxes are rather small, a fairly large / for *‘Inside’’ or C for ‘‘Choice,’’ with an
explanatory note on first occurrence, may be preferable to the spelled-out
words.) :

B. Finger Damping 7
Damp the string with a finger after playing: pizz. &

If the note is played on the keyboard, but damped inside the piano, a verbal ex-
planation is needed. In the example above, both events—the playing and the
damping—take place inside the piano.

*The fingemnail symbol may also be drawn: & .
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In the following example, the note is played on the keyhoard and damped in-
side the piano:

'l?amp.w.
igertip —
I S W |
—d—¥— o Y-
SSESAE S SHE

(See Harp, Damping/Muffling, pages 231 ff. for similar but more detailed sit-
uations.)

C. Glissandos
(For a general discussion of glissandos, see pages 19 ff and 63 f.)

/. GLISSANDOS WITH SPECIFIED PITCHES

A glissando, naturally, can be performed only on an unobstructed set of
strings. Therefore, the pitch range of a glissando must be considered carefully
because of the different kinds of metal frames used in different makes of pianos.

The note-value of the initial note shows the duration of the glissando, but not
the total glissando’s reverberations. These are expressed in the second note (note
of destination). An open tie and/or the abbreviation /.v. may be added. A pedal
indication can also show the desired duration of the sound:

Inside the Piano ~ .f,ﬁ.‘
X

AN
\‘

e e
e ¥
N/a o Ay —_—
D sk
Z 1 =
rd
b | é1’//
18- 4 A Il

2. GLISSANDOS WITH INDETERMINATE PITCHES
Indeterminate glissandos are actually the ‘‘safest,’” considering the variations
in metal frames.

[y —
10 -
Inside the Piano d, -
 BEEEE @
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4 I
mf cresc. N/
glls:.’ two handstl.v. ﬁ .
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3. GLISSANDOS WITH FINGERNAIL (USUALLY BACK OF FINGERNAIL),
THIMBLE, OR OTHER IMPLEMENTS

The fingernail symbol (v) or appropriate pictograms should be used (for per-

cussion beaters, see Percussion, page 210 ff), with a verbal explanation at first
occurrence.

With a fingernail

D. Muffle or “Stop” the String with a Finger (Before Playing)
‘-

E. Pizzicato

1. FINGERTIP PIZZICATO
Abbreviation: pizz.

The dampers may be raised in three ways:

by playing the note on the keyboard and holding it;
by depressing the key silently (diamond-shaped notes);
by raising its damper (along with all others) with the pedal.

The following example shows the three methods in context (with boxed expla-
nations);

Inside the Plana

pizz. ln) i I, N p‘ll.l N b .
&g ol £ sub
sub.
"?' ~ == (depress silenth N ﬂh
T - n= y 5
&.’\—//4 I )
—_—————)
r:ijsc damper the rafse d
ordinary way (by with silontly | [ralsc dampers
playing the C) depressed key llith pedal —l

2. FINGERNAIL PIZZICATO
(Damper notation as above.)

% Extended passages T
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If a pizzicato passage extends to the next line, repeat pizz. in parentheses.

Plucking with plectra, thin knitting needles, and other suitable implements
must be dealt with on an individual basis, but the beater pictograms in the percus-
sion chapter would prove useful. These must be explained, however, because
they are usually unfamiliar to pianists.

F. Scraping Up or Down One or Two Wound Strings

Fingernails or wooden or metal implements should be used. For fingernails,
the wr sign should be placed at the top of the vertical line(s); other implements
require verbal indications.

/. MEASURED (SLOW) SCRAPING

a. WITHOUT PEDAL

The pitches of the notes indicate the strings to be scraped, not the resulting
pitches, since these cannot be discerned during the scraping action. (It is for this
reason that the note-heads are placed in parentheses.)

The note-values indicate the durations of the scrapings; the slanted arrows
show the direction of the scraping.

Scrape with fingernail along string
7 7{ 5

BESES
o

senza ped.

If two adjacent strings of the same pitch are to be scraped simultaneously, two
thin, vertical lines must be drawn. If two different pitches are wanted, two notes,

each with its own line, are required: 7 4 A,
s 15 7 ey
y 4 I’ \\
@ b N

N.B.: The lowest strings are the most suitable ones for scraping.

b. WITH PEDAL

In this technique, the strings are left to vibrate after scraping, which means
that their normal pitches become audible. The note-heads are therefore drawn
without parentheses. The note-values, however, still indicate only the duration of
the scraping. The reverberations must be indicated with pedal extension lines of

with Lv. (or both).

Scrape with fingernail along string

4.
N

A Y

X

\

/N

_—h

I
g £

U
) &1
T

o2

|

g——uul
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2. VERY FAST SCRAPING

This is nofated with an arrowhead on the vertical line that rises from the note-
head, and without a slanting arrow.
) F:nhermore, since the strings here are left to vibrate after scraping, the note-
cads are drawn wnhoyi parentheses, and the note-values now include both
scraping and reverberations. (To avoid misunderstandings, it is suggested that

Lv. be placed wherever appropriate.) Inside the Pian
O

Very fast fingernail scrapes
4

N.B.: AS lth (he measured scrapt io mus c
M w Si plngs, Vefbal explanati ns 1st b
. P added at ﬁrSt

G. Striking the Strings

l. WITH THE PALM OF THE HAND (RINGING SOUND)

The hand bounces off the strin iki i
gs after striking to allow the stri -
ate (first chord in the example below). ® sinngs to reverber

2. WITH THE PALM OF THE HAND (DAMPED SOUND)

The hand remains on the strin iki i
. gs after striking, thus dam
chord in the example below). ’ pine the sound (second

Verbal instructions must be added; pedal indications are essential.

Inside the Piano

Palm of hand strikes strings

g —t by

ﬁl Ly. f'@ l

Fo._____ )

3. WITH OTHER IMPLEMENTS

If the strings are to be struck with other implements, such as percussion

bfmlcrs, verbal lmstructions or pictograms should be employed. The beater
pictograms require verbal explanations on first occurrence.

4. STRIKING DIFFERENT REGIONS OF STRINGS

Although different makes of pianos have differently shaped metal frames,

there generally are five reasonably simi ithi i
y similar areas within which the stri
struck (or plucked, etc.). eh the strings can be
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iti is as-
If several specific regions are to be struck, it is advisable m‘nolatg sgich Ef
sagcg in tablature* and add a drawing that shows the regions with their identity

ing numerals:

|y

viv
n il le,,, -

mf

actually becomes a percussion In-

i iz if pla in this way, n
Since the piano, if played in this way e e 205 M1 for pic

strument, the reader should turn to the Perguss :
tograms of beaters and for other notational information.

H. Strumming

ion; i accom-
The notational symbol is borrowed from harp notation; it must be
panied by a verbal indication at first occurrence: I

]. CHROMATIC STRUMMING
Dampers are raised by keys

Inside the Piano

strum p. . 0 £

St

ilent] depress silently

depress silently pre

@%‘ﬁ or -—‘—_M%
=

2. NONCHROMATIC STRUMMING
Dampers are raised by keys. Although the
only the undamped ones will reverberate:

finger strums across all the strings,

. . s,
* For further details conceming this kind of tablature notation, see Bowed String Instruments, page
37t
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- upper pitch ad lib.
(any string above the Bb)

senza ped.

For slightly slower strumming, the arpeggio sign should be used, with an
arrow above or below showing the direction: I 1

L Sweeping Back and Forth with Fingers across the Strings

A vertical line is drawn between two pitches to indicate the approximate range
of the sweeps.

The note-values indicate the duration of the sweeping motion, not that of the
reverberations. If reverberations are desired, they can be indicated with open ties
from subsequent notes (see example), or by adding /.v. Pedal markings, which
belong to this effect anyway, also show the desired duration of the reverbera-
tions.

A verbal instruction must be added, such as “*sweep back and forth {across
strings],”’ as well as indications for dynamics, pedaling, and the number of

fingers to be employed. m

iz
i

JF A~ and forth
Ll :‘With 3 fingers

Pedals

A. Abbreviations and Signs

42 = damper pedal. (Do not use for any other pedals, including pedals
on other instruments, such as organ or vibraphone, where the abbrevia-
tion Ped. in ordinary roman type is customary.)

Sost. Ped. = sostenuto pedal. (Although the shorter abbreviation S.P. is
used quite often, it is undesirable because it might be mistaken for Senza
Pedale.)

U.C. = una corda.
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B. Order

The vertical order of pedal indications should be as given above.

C. Depression and Release

The traditional method of placing R followed by # below the music is
often too vague for twentieth-century music. Besides, if more than one pedal are
employed simultaneously, it is not always clear to which pedal the release star
refers.

To remedy the situation, it is suggested that extension lines be used for all
three pedals, with various graphic devices for indicating different ways of pedal
depression and release, as follows:

|. DAMPER PEDAL
B A A A 4

Note that only the first occurrence begins with % . All subsequent indica-
tions within the same movement may omit the 4a. sign and begin with a mere
downstroke.

Note also that the depression begins at the letter € (and at the letters § and U
for the other pedals), rather than at the beginning of the extension line.

2. OTHER PEDALS

Precede the extension line with Sost. Ped. or U.C., respectively. Repeat the
abbreviations as often as necessary to avoid ambiguity. (The abbreviations may
be further shortened, after their first occurrence, to S. for sostenuto pedal and U.
for una corda.)

3. PEDALING EXTENDING FROM ONE LINE TO THE NEXT
The damper pedal generally needs no identification; the other two pedals do:

Fay _A )L ]
Sost, Ped.____
— A |
Beginning of the next line:|

r —(S.)
‘i_'__(Sost. Ped.)
D. Half Pedal

- %
N S VN B T

Since the difference between full and half pedal indications is not easy to see,
the % should be repeated at each occurrence of the half pedal, and if it continues

Tremolo

PIANO 271
from one line to the next, a

"
e om0 in parentheses should be placed at the beginning of

: —
E. Gradual Pedal Depression, Change,

and Release

If a gradual depression begi
f S gins after a i 3
begin the dotted line high enough: ‘fgp\% T care must be taken to

T —

If it is found desirable to nota i
te the precise end
a small corner bracket may be used: | P " ()-t:'? pradual pedal reease,

If the duration of a gradual pedal movement is to be m

. easured ex
Or more notes in parentheses should be used: actly, one

For catching staccato reverberations with the

ations, page 272. pedal, see Staccato Reverber-

F. Pedal Sound Only
Use diamond-shaped note-heads on a single line.

Single attacks o]

]

i

3%
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accompany a pedal-sound effect. Tied Notes from One Hand to the Other

Verbal instructions should always
d since the strings reverber-

Electronic amplification of the sound is suggeste Ambiei
mbi
guity as to whether such notes are to be played again or merely taken over

ate only very softly. by the other hand can be avoided by notating th e
the point of transfer: A B fhem Wl!h‘;\lamond-smped notes at
Silent Depression of Keys _@;g?a‘—;_g % AA,;;" gg T
This is notated with diamond-shaped, full-size notes: DH U : ],/ — T’Ar‘u
28 Y

depress If further ties are needed after the transfer, normal notes are resumed:

silently
- o —
SR \\\ 0¥ e ‘/}J
LA SN 27 3 — it
SnfS Y X by == { p——
S—— .
mf ) = I’,\\
e 2 o
RS Yey———3
S — o N - .

See also Harmonics, page 2611, and Inside the Piano: Strumming, page
268 f.

Staccato Reverberations
Catching the vibrations after a staccato attack may be effected in two ways:
By silently redepressing the key(s) ﬁ ‘b J

1]
senza pedale

(The senza pedale is optional but advisable.)

By depressing the damper pedal immediately after leaving the key(s) ca_l‘chh st:iur;d
with peda

A
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Braces and Barlines

The barlines must be interrupted between the manual and pedal staves.

%18

Ll
——

Clusters

For short, rhythmic clusters, see Piano: Clusters, page 259 f. There is as yet no
preferred style of notation for sustained clusters. It is suggested, however, to
use the “‘Cowell system,’’ including its indeterminate extensions (as shown in
the chapter on Piano: Clusters), since it has proven to be the most efficient.

Keys (Held and Released)

A. Held Keys

GRADUALLY FILLED-IN CHORDS OR CLUSTERS

Each note or group of notes to be held is connected with a vertical line from
the center of the note(s) to a heavy, horizontal ‘‘continuation bar.’’

274

ORGAN 275
B. Release of Keys

The notes (keys) may be released separatel

: y or all at once. i
shown with x-shaped note-heads: The release i

1. siMuLTAN EOUS RELEASE

All keys are 1o be released at once; the continuation bar ends with Dh :

hold all keys until Db

Man,

_U:;I_,,_* .

. Iflithe continuation bar above must be interrupted because it proceeds from
ne line to the next, the held keys are shown in square brackets at the beginning

l { p .

0‘ tlle new ime (in [Ile resent case it 15a Clustel) AISO ﬂle C()Il"’"uat.() hal elldS
’ on

wﬂh an a“OWhCad at the Cnd Of ‘he ﬁlS‘ llne.

End of first line

hold all keys until w

%E

Beginning of next line
3”
) M
R & e
i =
Man, S—
S 1] 1‘%
e A ¥ s
E?‘L]
3Il

2. GRADUAL RELEASE

The keys are released one by one; x-shaped note-heads indicate which keys are

tobc relCaSCd at [he labl key to bc rejease: € continuation .
’ l S d, lh
bal' ellds wl'll an x

tmuation bur ys played are also held, i.e., connected to the con-
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End of first line

hold all keys connected

P “’,'hc continuation bar

LEEEISTIIE

Beginning of next line

release )hkeys

o) N
RN iE e
Y 4 4

— A " X

) - -
e ¥ PN sald *7 prews 'y
= release D-kcys

In the example above, individual note-heads appear in the bracket at the
beginning of the new line, unlike the example on page 275, which showed a clus-
ter.

C. Mechanically Secured Keys and Their Release
The keys are held down by placing weights on them or by inserting wedges or

pencils between them and the headboard. In general, this has to be done with as- -

sistance.
The notes to be held are notated with diamond-shaped whole notes. These are

connected with heavy vertical lines (which should not actually touch the notes)
from the center of the notes to a heavy, horizontal continuation bar, which con-
tinues as long as any of the held notes is still secured. The words *‘secure ¢-keys
[with weights or wedges]'’ should be placed above the top staff or wherever con-
venient.

Dotted vertical lines may be drawn from the held notes to the regular ones to
aid synchronization, but unless the texture is thythmically complex these lines
may not be necessary. (They do appear in the example below.)

To release the keys, x-shaped note-heads are placed at the point of release.
These, too, are connected with vertical lines to the continuation bar. At the
ast key to be released, the continuation bar ends.

Since the mechanically held notes (keys) are usually played on a manual other
than the regular one(s), each manual should be notated on a separate system.

ORGAN 277

_secure o-keys with weights or wedges

release x -keys
npaal

—

spenueg

=

Manuals

The number of manuals varies from organ to organ—from a single keyboard to
‘s(ee;;r(l)z(i:f;ry rare). Most organs have two (o four manuals, in addition to the pedal

The manuals are identified either by roman numerals or by their names. Since
the nu_mcrals alone may be ambiguous, however, the names—in full or
abbreviated—should always accompany them at the initial indication of required
man.uals. This indication should appear at the upper left of the first p:?gc of
music, .Thcreafler. i.e., in the music proper, numerals suffice to indicate the
fespective manuals. (For further details, see Registration, below.)

The following list shows the manuals and pedal of a typical five-manual
organ—first written out in full, then in the customary abbreviated form:

Manuat I: Great Organ 1(Gt)

Manual II; Swell Organ I (Sw.)

Manual 11I: Choir Organ HI (Ch)

Manual -IV: Positive Organ IV (Pos.) or (Solo)
(sometimes Solo Organ)

‘Manual V: Echo Organ V (Echo)

Pedal Organ Ped.

Each manual indication, as well as the pedal, should be followed by a list of
the stops 1o be used (again, see Registration, below). .

Most organs have couplers which make it possible to add the stops of one man-
ual to another or to the pedal. Such couplings are marked Sw. to Gt., Gt. to Ped
and so forth. In the music, these couplings would be indicated 11 t;)' I, l. to Pcd::

‘and so forth.
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Pedals
The traditional signs for heel and toe should be used:
Heel: v Toe: A
Markings for the right foot go above the staff; for the left foot, below.

Changing from heel to toe or vice versa on the same key: WA or

Sliding from key to key: AA N
Dt o o

Registration

Since hardly any two organs are alike (except electronic instruments), it is

suggested that composers who provide exact registrations also show the

strongly
other organ-

specifications of the organ for which they are intended. In this way,
ists can adapt the required registrations more easily to the resources of their own

instruments.
The following represents the most commonly used groupings when more gen-

eral registration indications are sufficient:

Flues Soft
Strings Full (or Tutti)

Reeds (Solo Reed)

If possible, these indications should include pitch-levels (octaves) for regular
stops as well as for mixtures, etc. For example:

Flues 8' 4' 2§’ Soft 16’ 4’
Strings 8' Ped. 16’ 8’
Solo Reed 4’ Full (or Tutti)

When notating an organ piece, the required manuals (see Manuals, page 271
and their stops should appear in the upper left of the first page of music, for ex-
ample:

I (Gt.): Reed 8’

1 (Sw.): Flues 8' 4’

I (Ch.): Flues 8' 23" 13" to ]
Ped.: Flues 16’ 8’

If the stops remain the same throughout the movement, they are not mentioned

again in the music itself; if they change, this must be indicated. For example, the

ORGAN 279

Swell of the example above mi i
: , ight begin as I1 8’ T
begin 11 8’ 4, followed by —4’, and so forth » followed by +4’; or it might

]f manuals a to l)e coupie p Sho
e pl d, a IUS S1
) . gn h Uld be Used n [he music. C()Up.

The following exam
ple shows several changes i
phrase to demonstrate the method: B (elescoped nto  very shon

1(Gt.): Reed 8’

Il (Sw.): Flues 8' 4’

M (Ch.): Flues 8’ 2’ '
Ped.: Flues 16’ 8’

¥o| I ?
u ns
Al —

¥

*ﬁf:iﬁxﬁt_:j:lf‘* =

Stops

The following recommendati
’ ions apply t i i
while the organist holds down keys?p 719 (he operation of stops by assistants

A. Individuat Stops
Tal ion i
e :)tl)z:\l,l:ethno:almn 1; recommended. In the orgar'l part, the tablature must ap-
€ top staff so that it can be seen in col i
: ntext. For the assistants -
ever, only a stop part with proper entrance cues is needed. how

. in sesquialtera
4" out 2P —
p f I uu

Tpt. 8’ in
out

Diap. 8' in
out

sesquialtera

FLa in

3 . ~
outdr Ur

.
. ittty
Tpt.8'o‘ﬂ .
' er
T

|
Diap. 8’ in PN | .
p.8 out %T’L l" | r r

Py

S
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Manual or pedal information must be indicated. Switching from one stop to
another should be shown in the same manner as, for e?(ample, swnche; from
flute to piccolo in a flute part (see switch to Sesquialtera in the example above).

B. Stops by Pitch . '
Verbal instructions must be given, such as:

Gradually add 2’ stops.

! i ible.
Add 4' stops as quickly as possib '
Add stops from 4’ up (may be abbreviated after first occurrence to 4°.7).

Add stops from 4’ down to 16’ (may be abbreviated to 4 "4).
Subtract all 8’ stops gradually.

If such manipulations are to take place in specified rhythms, a ((z;blau:eazl.mllar
to the one above should be worked out. Arrows may also be used, such as:

Add any stops at the arrows T T 1 ? f ?

C. Stops by Timbre

Verbal instructions must be given, such as:

Add (subtract) all Reeds as quickly as possible.
Add Mixtures, one every 2 seconds.

Xtv. Keyboard Reductions

“

Choral Scores 281  Orchestra Scores 289

Choral Scores

The sole purpose of keyboard reductions of choral music is to enable a rehearsal
accompanist who is not able to play from open score to do a serviceable job.
Consequently, such reductions should be kept as simple and ““pianistic’’ as pos-
sible, even if the voice leading is obscured here and there. Since the open score
always appears above the reduction, it can be consulted for clarification when-
ever needed, and if individual parts are to be rehearsed, they can be played di-
rectly from the score.

Although it is impossible to cover all eventualities, especially in complex
music, the following thirteen rules might serve as very general guidelines.

1. Notes of equal duration should be on the same stem (for each hand)
wherever possible, but changes from double to single stemming should not
be made within a beat (see * in first measure of the Hindemith Credo.
page 282 and the upper example on page 287).

2. Tacit parts need not be accounted for with rests unless this results in
“‘dangling"* note-values (see left-hand staff of same example).

3. Notes of different durations must never be on the same stem:

t

4. Tied notes should be stemmed separately from untied notes, even when
their durations (not counting the ties) are the same:

5. Voice crossings with equal note-values and in the same hand should be
disregarded in the reduction (first measure, bottom of page 282).

6. Voice crossings with different note-values make double-stemming un-
avoidable, in which case the stems may as well show the crossings. How-

281
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Paul Hindemith, Credo from the Mass, measures 9-11
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© 1963 by Schoit’s Séhne, Mainz. Used by permission.

ever, if notational simplification is possible, it is preferred (second measure
of example):

Soprano 1

Soprano 11

Reduction:

Simplificd versions:
2 @‘

* Although the last version is the most distorted, it is exactly as helpful for the chorus as the other
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7. If notes of the inner voices go too high or too low for the respective hand
to reach, the notes should be moved to the other staff and played by the
other hand. This is preferable to using brackets or arrows to show which
notes are to be played with which hand. Thin, slanted lines should indicate
the change from staff to staff:

Hindemith, Benedictus from the Mass, measures 28-32
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© 1963 by Schott’s Sohne, Mainz. Used by permission.

The following, more complicated example is from the author’s edition of Dol-
cissima mia vita by Carlo Gesualdo (c.1560-1613), measures 4-16. In this ex-
cerpt some of the slanting lines that show the voice leading are omitted in order
to prevent too much clutter. In other instances, ties serve the same purpose as
lines (see measure 16).

At times, the distribution of the notes between the two hands is so complex
that indications of voice leading have to be reduced to a minimum or abandoned
altogether (see, for example, measures 15 and 16).

(This reduction also shows many other features which are discussed in the
tules that follow.)

two, and it is by far the easiest 1o play. For further examples of voice crossings, see the second ex-
ample under rule 9 and the one for rule 12.
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ses, since the pianist should produce an attack for the untied note. (See
measure 16 of the Gesualdo example above. The situation is particularly

. ' . awkward here because the tie also serves as a voice-leading guide in lieu of
if the two notes are of different duration, the shorter note should be a slanted line.)

8. If the right and left hands reach a unison, one of the notes should be
placed in parentheses, depending on the following criteria:

!n parentheses; ' ' 11. In general, if a note ends before the barline, the rest(s) may be omitted
if the two notes are of equal duration, the one less convenient to play if another voice can seemingly continue where the first ended. Otherwise
should be parenthesized (see measure 15 of the preceding Gesualdo rests must be used (last measure):

example);
if it is a matter of two voices singing a unison passage (i.e., not S r - "_»  s—
merely an occasional note) only one of the voices needs to be no- %EE = l > = — See also Rule 2, page 281.
tated. 0, v
(The example for the next rule also includes situations described above.) P;g—,r~—;§’1';:‘—m?‘—_;‘j
9. When a voice reaches a pitch already held by another, the long note of ! re but
the first voice should be split into shorter values so that each subsequent P e ;4‘1‘ | L
voice entrance is made audible by a new attack. At the same time, the @%ﬁifbﬁjﬂ [ *' T s - bé i r”j
voice that enters the unison is also notated, to clarify the voice-leading. 4 | ¢

The shorter of the two unison notes should be placed in parentheses.

12. Accidentals must be used in accordance with the needs of the reduction

E le: the tenor, and then the bass, R
xamp n only. Thus, if, for example, the alto has a sharp, followed by another sharp

enter on the C held by the alto; later on,

the alto reaches the B-flat held by the

for the same pitch in the soprano (in the same measure), there is no need to
repeat the sharp in the reduction.

Example: the tenor reaches the E bass. (This example also includes some
held by the alto voice crossing.) Similarly (continuing the above hypothesis of the sharps in the alto and
soprano), if the measure that follows contains the same note without a
sharp but in a different voice, a natural is required in the reduction.

In the following example, at the* in measure 1, the alto’s sharp before
D is not repeated in the reduction; and in measure 2 at **, the natural

before D appears only in the reduction, not in the tenor part:

M
| T

£ o} Jrmp——— p—— A
>® 8-}'*&_' T %I % { } % A )’ 2R 1 t T T
v . VY . L
) r JVJ., :d\ 40V e T ; ,Lxltg‘ qi _ﬁ“”“*_*“'l l‘ﬂ*‘n—}—*' ¥
(gibab)lbd
L3 TR+ -1 T.Jf
7 o g o Y ll;j’ | i e
A 4

See also the Gesualdo example, measure 4: alto D joined by soprano II;
measure 11: soprano II G joined by soprano I; etc.

10. If two voices reach a unison, one being tied over from the preceding
note, the other not, the tie should be either omitted or placed in parenthe-
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The Gesualdo example also provides numerous instances showing the proper
treatment of accidentals. It should be noted, however, that in older music can-
cellations of accidentals are often self-evident, so that the rules recommended
here need not always be followed as strictly as they should be in twentieth-cen-
tury music.

13. Dynamics and articulation should appear in the reduction whenever
possible, but reduced to a minimum (for example, if voices enter one by
one, each having its own mf, the reduction requires only one mf at the
beginning of these entrances). Syllabic slurs should not be included be-
cause they do not represent phrasing, but if the score contains genuine
phrasing slurs, they should be included in the reduction.

Most of the examples above show some dynamics and articulation, but
few show syllable slurs. None contains phrasing slurs, since these are
rarely found in choral music.

A final note: While the choice of single versus double stemming is a mere mat-
ter of style or practicality in music up to four parts, it becomes a necessity as
soon as five or more voices are involved. Obviously, the arranging of reductions
becomes more difficult as the number of polyphonic parts increases. Only if the
texture is predominantly homophonic is it possible to reduce multivoiced scores
satisfactorily.

Furthermore, it is much easier to deal with traditional harmony than with more
complex systems of pitch organization, because the harmonies permit the omis-
sion of certain chord tones if they are hard to reach, without distorting the music
(for example, the fifth in a seventh chord). Also, multivoiced homophonic music
contains many doublings that need not be included in the reduction.

All this is quite different in more recent music. For example, it would be ut-
terly impossible to produce a truly representative and practical reduction of the
excerpt from Luigi Nono's La ferra e la compagna which appears on page 94 f.
There, all six tenors sing on the same pitch, but their entrances occur at ex-
tremely subtly differentiated time intervals and with many timbral minutiae.

Quite another problem would be the reduction of a multivoiced twelve-tone
choral piece, with each voice singing a different version of the row both as to
rthythm and succession of pitches. There are no tones that permit omission, not
are there generally any doublings.

In short, choral music, especially if it has more than four parts, generally per-
mits reductions for a single piano only if its tonal organization and texture are
somewhat traditional (and not too polyphonic). Two-piano reductions, on the
other hand, may be quite practical even if only one pianist is available: he or she
might play the two parts in alternation each time the chorus repeats the piece or
section. Certainly this is better than no reduction at all.

The example on page 290 shows an extreme case of multivoiced choral writ-
ing: the opening of the Symphonia sacra **Nunc dimittis’’ by Giovanni Gabrieli
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(cl(aj.1555~l612)-threc 'choirs; a total of fourteen parts. Of course, the music is
ol and thus does permit doublings and omissions. A similar score in an atonal
idiom would not be reduceable for a single piano.

(The small notes in the reduction may be omitted.)

Thf: final exaanle, for four-part chorus divisi, is relatively homophonic, but it
contains no doublings-—each tone counts:

Emnst Krenek, opening of Holy Ghost

J:ca.72
mf -—
S —— —— —— i
&r _Esm I Y 1 o . "If -— o
5 { ! ; - 1 - ;h N
5 1 u';g 1
) "Zf< =
H - dlv._ ”’0-—* unis "If< !
A ‘ % s e — -
e e e i
mf == - O "0 Ho-
== =
A div ——
T Ty - ) — }Q‘Tj‘gnﬂ’l
T e -
mf&: >p
div "lf< = h ] -

mf—== =—p
J:ca. 72
o~ Sal =
x# 19 RN |
2 — 1(1 [ 6 ) L & ) H 1.
T l"’\\,‘/““'\./‘ lq y
o | L TR =
Sy :; 0 ‘hJ(\J
'_ T X¥ [ § ]
i

© 1965 by Birenreiter- Verlag, Kassel, Used by permission

Orchestra Scores

'llhhc problems .mvolvcd in reducing an orchestra score are basically the same as
ose concerning choral scores, except that they are more complicated. It is

therefore of great importance to realize the purpose of an orchestral reduction
before one even begins to produce one.



Giovanni Gabrieli, Opening of the Symphonia sacra, Nunc dimittis
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In the days before recordings it was customary to publish every symphony in a
piano version to enable music lovers to play the work at home. If the piece was
sufficiently popular, reductions for four hands, two pianos, and even violin and
piano would also be issued.

Today, piano reductions are no longer a source of enjoyment for music lovers,
but of practical necessity, chiefly in the two areas of ballet and opera. Ballet
reductions may eventually be replaced by a recording, but reductions of opera
scores remain an essential part of rehearsals.

It is almost impossible to provide guidelines because of the immense dissimi-
larity of musical styles and attitudes of our era. Not only are twelve-tone and
serial works difficult to reduce, there is virtually *‘irreducible’’ music too, such
as scores with large, prominent percussion groups and/or electronic devices, i.e.,
music consisting mostly of timbres and few, if any, definable pitches. Still other
scores may involve indeterminate sections which cannot and, for that matter,
should not be *‘petrified”’ into an inflexible keyboard reduction.

In all such cases it may occasionally be possible to work out some sort of a
skeletal piano sketch, but this can only be decided from case to case.

If, on the other hand, a score does lend itself to the production of a keyboard
reduction, two general observations might be worth considering:

1. If in doubt whether to include certain secondary material or not, it is
usually best to omit it or place it on a smaller staff outside the keyboard
part proper. As in the considerations for choral reductions, one should
always be guided by the fact that the reduction must be played, often at
sight, by a rehearsal pianist, not by a virtuoso.

2. Wherever convenient, instrument abbreviations should be included in
the reduction. They greatly help both singers and dancers when the actual

orchestral sounds are heard for the first time after long periods of rehearsals
with piano.

For examples, compare full scores of operatic and choreographic music with
their reductions. This is not always easy, since full scores are rarely published
these days; but some music libraries have a few.

To conclude: We have an arsenal of notational devices, old and new, to cope
with a large number of musical situations, but when it comes to keyboard reduc-

tions, it is often the music itself which makes reductions impractical (if not im-
possible).
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Aspiration

The aspiration of a sound should be indicated with the abbreviation asp. and can-
celled with ord.: '

292

VOICE 293

: ord.
o) P g
y T . NS e 1 ot 1-F
A= —r
’—Ja %. > | I
Ky - ri-e e- lei - - son

Beams versus Flags

The traditional system of beaming and flagging vocal music according to text syl-
lables has been replaced almost universally with instrumental beaming, i.e.,
beaming according to beat-units or other metric divisions, with slurs indicating
whenever more notes than one are to be sung on one syllable:

Traditional system

(This system is particularly helpful in music with highly complex rhythms.)

Falsetto

Diamond-shaped note-heads should be used to indicate falsetto voice.
The word falsetto should be used at first occurrence, it should be spelled out
not abbreviated.

espr. falsetto P sub,
¢ o A—— S, e e
Y'ou u-c my prince, my.__ sov - er-eign!

Flutter Tongue

It is generally more practical to write the sound of flutter tongue into the text than
to use special notation. For an accented attack, trrrr should be used; for an unac-
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:nted entrance, rrrrrr. Certain text words are also suitable for flutter tongue,
ich as grrreed, crrrrrawl, tarrrrr-get, etc.

P cresc. f=—— mf

—_——
baT e e 3w ,;
S b T Y 7
— S § -
4 1 HE— » a—
Trr - ue fove, trr-trr-trm - ey T

If the sound is not incorporated into the text, the notes should be written as
emolos and the words flutter tongue added on first occurrence (f.r. in sub-
squent places if deemed necessary). This notation is most useful in passages of
ure vocal sounds without text:

v A bi(edyrr - d hs

If an unvoiced sound (tongue only; no vocal cords) is wanted, x-shaped note-
eads somewhat away from the staff should be used, and the rrrrrr-sounds writ-

‘n as text: A P=f3. Yp )
y A L8 iuu = - T __]
Gra=—=}] L

1 )4
. » B
‘rr sh ot mm

lighest Note/Lowest Note

lighest notes % i %Ai

.B.: The stems go to the center of the notes.

owest notes

‘uick slide to the highest note %
‘rdinary (measured) glissando to the highest note §

‘ree naum'dn (no staff-lines required) T
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Inhale/Exhale

A. Voiced (Pitched) Inhaling and Exhaling
The inhale and exhale signs should be placed above the music or, in spoken
passages, above the text:

Pitched == Ex+— Spoken In<« Ex-»
g s ba Ha! Ooh!

o i 1 (&)
B —’
© Hal_ Ooh!

B. Unvoiced Inhaling and Exhaling (Air Sound)

The notation should be the same as for whispering (see Whispering, page
304 f).

C. Instrumental Notation
In certain situations, the use of instrumental air-sound notation may be a good
solution (see Wind Instruments: General Topics, Air Sound or Breathy Sound,
page 186 f): Ex—+ In«
ar pr p— — 4
1 1 1 )i

tuh tuhhh whh - t wht

Interpretive Markings (Articulation, Dynamics, Expression
Marks)

In vocal music, unlike all other music, dynamics, expression marks, and most ar-
ticulation marks are placed above the music so as not to interfere with the text.
Only staccato dots and tenuto lines, i.e., signs that take up very little space, are
generally placed at the note-heads regardless of whether the heads point up or

down: fp— molro
s ,f = -
. P11 T
- : LE—\ q—_/
Al - dle-hu - - ia!

Mouth Positions
The following symbols should be placed above the notes:

Closed - Open ] Pursed [
Slightly open @ Wide open (]
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When no signs appear, normal mouth position is implied.

For the continuation of one specific mouth position, a broken extension line
should be used. The line should end with a short down-stroke which obviates the
use of ord. ornorm.: [w """ 1 rD """"""" 1

For gradual changes from one mouth position to another, an arrow should be

used: D
) =s > > - ord.
e B
':f Ah mm Y

Nasal Voice
The symbol A should be placed above the notes.
Notations for continuation, cancellation, and gradual changes match those dis-

cussed under Mouth Positions: ord—> D —— ord.

Phonetics

Text-sounds without linguistic meaning, as well as transliterations, should be
spelled by means of the International Phonetic Alphabet, or a footnote should in-
dicate the language on which the spelling is based, for example: *Italian pronun-
ciation; *English pronunciation; etc.

Portamento

The notation of a vocal portamento consists of the same thin line as used for &
glissando. Consequently, the abbreviation porr. must always accompany the line

(not only at first occurrence): #_HT*_T___’
D@1

e 1
- 1)
ah,

H

o

1
I
m

N.B.: In music in which both glissando and portamento are used, it is best to add
abbreviations for both sound productions throughout. (No verbal identification is
necessary if only glissandos occur.)

For short, quick portamento slides, see page 20, bottom.

Slurs

Although the slurring of notes sung on a single syllable is essentially superfluous
if the text is positioned properly, the custom of doing so should be upheld. The

VOICE 297

glance how to group the notes, which is very helpful.

lfor the(jsh;s are the same as the general ones given in Gen-

» Slurs and Ties, page 35 ff. The few exceplions concem
ac-

cents and the numerals and brackets of irregular note divisions. These should

generally be placed above the notes regardless of the stem directions, so that they

will not interfere with the text (S i
\ - (Staccato dots and tenuto lines i
in these exceptions.) e ot included

slurs do convey at a
Most of the rules

Occasional deviations are permissible if the notes lie so high that there will be
enough s.pace below them for accents, numerals, and even brackets without
cncmthlng on the text. This is especially useful if, as in two of the triplets of the
following example, the note-heads are sturred and the numerals can thus be got-

ten out of the way:
- :’E_\EE >

Ky -r - e__ 7~ lei-, e - lei - son.

Sprechgesang, Sprechstimme, Spoken
The first two of these three t
speaking:
Sprechgesang (German for speech-song),
closer to singing than to speaking;

Spfechtvtimme (German for speaking voice but actually meaning speechlike
voice) is closer to speaking than to singing.

ypes of voice production lie between singing and

or Sprechton (speech-tone),* is

A. Sprechgesang or Sprechton

The notated Pilchcs are adhered to, but only initially, after which the voice as-
sumes speech mpbre, and the pitch, which is now indefinite, may rise or fall
Notation: traditional notes with an x through the stem: .

IE=r—

D
Ky - ri-¢e

*The term used by Amold Schoenberg in Pierrot Lunaire (1912).
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B. Sprechstimme .
Tlgc voice has speech timbre throughout, but rises and falls as notated.

Notation: x-shaped note-heads to indicate that the pitches are spoken and thus

are largely approximate: 4 _— e
o .
%ﬁ‘jﬂﬁﬂ:
Ky - ri-e

C. Spoken or Speaking o .
Di[f)l?crcm fro:]a:)rdinary speech only in that voice inflections (usually only

high, medium, and low) and/or thythms are notated. (There are no precise pitch

specifications.)
Notation:

/. WATH VOICE-INFLECTION GRID AND RHYTHMS (DURATIONS)

(ERESIEE

2. WITH RHYTHMIC INDICATIONS ONLY

Ky - e -le-i - son

N.B.: If short, spoken interpolations appear in an otherwise staff-notated context,
the ideal notation would be:

S T e

Fare -well, Miss Nick-el-son, Do___

The elimination of superfluous staff-lines for such brief phr.ascs, !xowever: is
time consuming. If, therefore, the spoken phrases are n.o(ale.d ‘wnhout |n5enup(mm§
the full staff, the word spoken must be added to avoid misinterpretation of

x-shaped notes as speaking-voice pitches:

Fare - well, Miss  Nick-el-son, Do
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Text Placement under the Music

A. Centered or Flush-Left Alignment

A fine point of text placement—a tradition now frequently ignored—is to
make a distinction between single-note words or syllables and those sung on
more than one note:

single-note words and syllables are centered below the note;
multinote words and syllables are aligned flush left with the initial note.

(See the example below which incorporates these conventions: [1] = cen-
tered; (2] = flush left.)

B. Extenders

If a monosyHabic word or the last syllable of a multisyllabic word is to be sung
on more than one note, an extension line or extender is drawn at period level
from the end of the word or syllable (or from its punctuation mark, if any) to the
last note. (Obviously, if the last of these notes is no farther to the right than the
end of the word or syllable, no extender is necessary.) (See (3} for extenders.)

_ﬂ m ) B} o I + T
Noné____  tem - po—_ tem-po
oK B @ Rl B W
N.B.: Extenders stop at the last note; they are not drawn to the end of its sound:

P L) odl e 3 1) 2

Hail! Hail!

Punctuation must appear in its normal position, i.e., not at the end of the extender.

C. Articulation of Final Consonants

If thythmically precise articulation of certain final consonants is wanted, it is
important to spell each syllable out completely at its initial location to prevent
mispronunciations. The articulated consonant should then be repeated in paren-
theses at the point of its exact rhythmic occurrence, for example:

(k)
(n)

Other methods of division can cause confusion:

sake
moon,

Incorrect sa - ke or sa ke
(Divided this way, the one-syllable sake turns into a two-syllable Japanese
drink!)
In other words, splitting up a syllable renders vowel pronunciation ambiguous
and must be avoided.
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D. More than One Line of Text
If the two texts differ in the number of syllables and/or in syllabic placement,

it is generally clearest to resort to double stemming in the passages in question,
with upstems and up-slurs for the upper text line and downstems and down-slurs
for the lower line:

04 p lm
ye Y 1 4 H 13 )] & 1 1 j . .
7 {x | 4 1 1 ng .l ¥ {‘Y — . h.__ —
g—h—‘*——?-f—‘—f/ —kf\—/ @ ¢ —
go - n-fi - «ca - - > mus
Let us sing Thy_ glo - - ry, Lord

If the differences in text placement, etc., are very great, such as in the fol-
lowing example:
]} | | | ; | |
Q‘?_—__‘Mq:ﬂz hp:i:p.i_ ) B !
! lYI - Sl xid 7 I ﬁ— 1l - -
i - rse, di - es it - la;
tre -

mor est fu- tu - - ra

1. Di - es
2. Quan - tus

it is better to write out both verses separately, one after the other.

Text Presentation

A. Adherence to the Original Presentation of Poetry or Prose

Ideally, it should always be possible to restore the original form of a poem
from the way it appears as text in a musical composition. For this reason, the
original system of capitalization and punctuation should be reproduced exactly as
it appears in the source. If different editions of the same poem show different
styles of capitalization, a version in which each line begins with a capital letter
should be used, so that the original structure of the poem remains recognizable
even after the poem has been transferred into the music.

If the poet does not use capitals (for example, e. e. cummings), short, raised
strokes may be used to mark the line breaks, and a footnote should be added to
explain that the strokes are editorial additions to clarify the poem’s structure.

B. Repeats or Partial Repeats of Text
If a complete line of a poem is repeated in the music, and the line begins with a

capital letter, the repeat should also begin with a capital. A comma should be
placed between the lines.

If only part of a line is repeated, and the repeat consists of the beginning of a
capitalized line, the capital may or may not be retained in the repeat, depending
on the sense of the passage in question. The same applies to the editorial strokes
in uncapitalized poems.
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C. Syllable Division

lf ta poss I (l l‘ Space perm t muit: y I C W v ded
a “ 0 lb €(1.¢., its), l I
) S abl ()ldS Sll()uld be dl 1

1Ll )1y

poor: Love - liest of trees th
. e
preferred:  Love - li -est of trees, the :I:I:::-yy :gv'v .
or
; 2704 M) M
or: Overwrought with grief; iri
grief; de - spairing,
preferred:  O-ver-wrought with grief; de - sp‘;ir-ing.

Multiple hyphens should be used sparingly and should be well spaced:

N.8.: Care should be taken that hyphens do not i
: . appear directly below a note,
that they will not be mistaken for tenuto lines. ’ noese

D. Foreigr} Languages and Translations

‘If texts in foreign languages are used, accents and umlauts, etc., must be re-
tamed.exactly as they appear in the original. Accents in Romance languages may
betor[n{ntted from capital letters, but the umlauts of the Germanic languages must
not. However, German capital letters with umlauts may be ch (A
tode, O t0 O¢, and U to Ue. ’ wned s follows: 4
b If forelgn-languag'e texts and their translations into singable English are com-

ined under the music, the upper language should be in roman type and the lan-
guage of the lower line in italic type (see pages 284-5).

Tremolos

In addition to the basic tremolos dealt with on pages 74 ff and 147 ff, there
a few forms peculiar to vocal music, as outlined below. ' v

Three methods of producing vocal tremolos must be disﬁnguished'

The gut.tural or repeat tremolo (the repercussio gutturis of ages [')asl which
hns. made its reappearance in the music of our time). It consists of more' or less
rapid repetitions of a single tone.

The hand tremolo, which is akin to alternating muted and open sounds of brass

instruments: moving the hand back and forth in front of the i
changing the pitch. o but withou
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The trill tremolo, which is actually a wide vibrato (see Pitch,
Trill/Tremolo/ Vibrato, page 74).

A. Guttural Tremolo or Repeat Tremolo
It may be notated like a single-tone string tremolo (with a verbal explanation at

first occurrence): N trem.

It may also be notated like the Bebung (Ger. for tremor) in clavichord music
(again with a verbal explanation at first occurrence):

A o

_l Ls 3 T ¥ l‘ 1 T ]

EEEE=IT=E
I

a -cri -mo - sa

If the rate of the tremolo-beats is to change (for example, increase or decrease
gradually), the tremolo should be written out, but the abbreviation trem. should
always be added to indicate the intended vocal technique:

A r,,_t_J - A  (trem. ) )
e rrrer P o G LT
? g ) | e e e R R B N e =

Ia -cr - mo - sa la - cri - mo - - - s

B. Hand Tremolo
Since this effect is similar to the brass effect of quickly alternating stopped and
open tones, the notation should be the same also, with the verbal indication hand

trem. at first occurrence: hand trem.
O+O+ete, """ " """ q
B3
;l' ﬁ b{l:
. | 2~
one__________ and all _

C. Trill Tremolo
In general, wide, wavy vibrato lines should be used (suggesting approximate

pitches):

Constant width trem.
A N NN
ks | 3 Tho 1 - |
) & § j#1 ) 17 H .|
. { A 1 ¢ ) I ¢ N - |
LS 3 T‘ ) 1
la cri - mo - sa
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Changing width vibrato/trem.

!
£
o

M3
& TN

[ YRS

With changing speed trem.

by
K

& 4]

| 1B S
HH

If exact pitches are wanted, the instrumental tremolo notation should be used:

Traditional
A [trem]
j . .
Ia - cri - md - sa
New (often preferred) " trem. e
ADA } -
T
la -cd - mo - sa

For further details, see Pitch Notation, page 76, and Durational Notation,
page 149 ff.

Unvoiced Vocal Effects

In accordance with analogous instrumental sounds, unvoiced vocal effects, such
as tongue clicks and lip smacks, should be notated with x-shaped note-heads on a
line outside the staff, on a single line, or on a register grid.

The effects should be labeled in full because of their relatively rare occur-
rence. Phonetic indications may be added where appropriate.

tongue ao
dicks “ ’ Iﬂrf{"H I l:* - tongue clicks
[ c E E:C:Ir i; ¥y
4 r clock cluck cluck cluck click or Ijﬂ .A_Higg:

b §

If specific pitches are desired for the tongue click, the x-shaped notes are

placed inside the staff: p  tongue clicks

EEEEEREE =
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If lip smacks or tongue clicks are to be produced as grace notes to normal sing-
ing sounds, or simultaneously with them, they should be notated as follows:

t. click slr:gck clicks smack
P
s

ah____ a a ah

Vibrato/Non Vibrato

All ordinary singing has a slight vibrato. If a more pronounced vibrato is wanted,
it should be notated with a wavy line above the music, ending with a short ver-
tical stroke. (Unlike the wavy line for trills, the vibrato line should not be
shaded.) vibrato

Do - na no - bis

If more convenient, the wavy line may be replaced by the verbal instruction
vibrato, which must be cancelled with the abbreviation ord. or norm.:

vibrato ord.
0 o =3
7 T3 &t 1 » b |
D e e e =
_\!.Y b 1 } T I b“} 1 { } } 4% s}
Ky - e e - lei - son, Ky-ri-e

Non vibrato (which is not identical with *‘ordinary’’ singing) should be indi~
cated with the abbreviation n.v. (This abbreviation is preferable to s.v.—senza
vibrato—even though the latter is found quite often.)

If more than one note are to be sung non vibrato, the n.v. should be followed
by a broken continuation line which must end in a down-stroke. There is then no
need forord. or norm.: npv.----------- 1 ‘

Whispering
The notation should be the same as that for Speaking (see Sprechgesang etc.
page 297 f), except that broken lines should be used for stems:

whisper w'hispe.r
3123“*::}:&* or —4 %' o  S—
Watch it!
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If pitch inflections are wanted, the notes may be placed on, above, and below
the single line:

whisper
: H ‘\ o
u% o f)(- = g *# —
speak  soft - ly; whis-per

The instruction whisper should always be added at first occurrence.

.Whispering should not be notated in the full staff, since specific pitches are
virtually impossible to achieve,
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Preliminary Note

The techniques and special playing modes needed to produce particular form‘sh of
articulation and other effects on bowed string instruments are so numerous a:
most of them are better expressed verbally than by means of new notationa

devices. . . ]
It is for this practical reason that signs meant to convey specific playing tech
niques have been kept to a minimum.*

sFor an excellent, detailed discussion of such technigues and (!\cir notation, see Orchestration
by Walter Piston (New York: W. W. Norton, 1955), Chapter I: Stringed Instruments.
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Abbreviations
col legno battuto  clb ordinario ord.
col legno tratto clt pizzicato pizz.
divisi div. sul ponticello s.p.
non divisi non div, sul tasto s.t.
normale norm.

Body of Instrument

A. Tapping or Striking

If occasional tappings, etc., are wanted, they should be notated with x-shaped
note-heads on an extra line below the staff: ———

An indication should be added whether to use knuckles, fingertips, or finger-
nails. (There are no abbreviations or pictograms in general use.)

If percussion beaters are to be employed, pictograms should be used (see Per-
cussion, Pictograms, page 210 ff). Explanations of the pictograms must be
added on first occurrence because string players are less familiar with them than
percussion players.

If a specific location on the instrument is to be tapped, verbal instructions must
be provided. If several places are to be tapped, it is advisable to notate such pas-

sages in tablature and add a drawing to show the desired locations, as explained
below.

B. Tablature Notation

The number of lines of the tablature staff depends on the number of spots on
the instrument that are to be struck, etc. The following example has a four-line
staff, with the spots labeled A through D, and a drawing which shows where the
spots are located on the instrument(s). Furthermore, the spots are divided be-
tween the left and the right hand. (If other media for sound production are
wanted, such as the wood of the bow or a drumstick, they must of course be
specified.)

Since all sounds produced in this fashion are short, only relatively short note-
values should be used unless, as in the example, there is a tremolo.

® i

R D=
3
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Other tablatures are also possible, such as the following:
Strike with bow

s SE T rs L REOS) A

Tail Piece

For further details, see Bowing behind the Bridge, below.

Bridge

A. Bowing behind the Bridge -
The sign of a curved *“‘bridge’* should be used, regardless of the notational
method employed (see below). The note-heads should be x-shaped.

I. ORDINARY FIVE-LINE-STAFF NOTATION .
The sters must be fairly long, especially those with flags, to provide enough
space outside the staff for the bridge symbol to be clearly visible:

rﬁ\ A

]

v/

Nt

If several consecutive notes are to be bowed behind the bridge, a broken
continuation line may be used: AT

¢

2. TABLATURE NOTATION '

The lines of the tablature staff, to be used only for extended passages or engre
movements, represent the strings of an instrument, rather than consecutive
pitches as in the ordinary five-line staff. The top line r.cpresents the highest
string. It is recommended to label the strings at the beginning of each staff.

Note that the lines of a tablature or string staff must be drawn farther apan’ th'an
those of an ordinary staff, so that the two kinds of staves are clearly distin-
guishable, especially when alternating.

A, 4

Violin

OT»m
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3. NONSTAFF NOTATION

Since pitches are unpredictable and, in a way, almost immaterial in behind-
the-bridge bowing, the staff may be omitted. This notation has greater visual im-
mediacy because the lines representing the strings can be run across the bridge
symbol. The method is best suited for use in spatial notation, because it requires
no note-heads; the durations are expressed by the length of the beams.

The strings may be labeled. If they are not, the choice is left to the performer.

A AE (=play both strings
I " together)
With unlabeled strings
7T,

B. Bowing on Top of the Bridge

For details, see Bowing behind the Bridge above.

Observe that the bridge symbol differs somewhat from that for bowing behind
the bridge.

The pitch is indeterminate, although the sound changes from string to string.

Fingering does not affect it. ‘D L

£
V. ﬁ 5
D)

With labeled strings

S Su—

I+

p

N.B.: This notation must not be confused with ponticello playing, which actually
means next to the bridge, rather than on top of it.

Chords

Solo players break a chord as they see fit. If, however, a specific break is wanted,
square brackets should precede the chord to show which of the tones are to be

played as double stops: [ t
_—JA rr - ;"‘ !’d

b rhd thd—b
ST

Individual orchestra players customarily do not play ali the notes of a chord
unless specifically instructed. Instead, the outside players of a desk play the
upper note(s); the inside players the lower one(s).

It no double stops are wanted, the chord(s) must be marked div. a 3 ordiv. a4,
respectively, followed by non div.
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If the chords are to be broken, one tone after another without double stops, an
arpeggio sign may be used (see Arpeggio, page 3 f), but it is bes.t to write out
such effects. Arpeggio chords occur chiefly in solo parts, but a continuous up and
down arpeggio may also occur in a section, in which case it, too, is i.Jesl written
out. If such passages are fairly long, the initial written-out arpeggios may be
followed by regularly notated arpeggio chords marked erc. sim.:

efc. sim.
g ety d 4
A tesHid—rid—
A d—fd A Sl pd——1{pd—]
v 3/ 3 E: o

The double-arf)cggio signs may also be omitted, since erc. sim. should be suf-
ficiently explicit.

Damping (Etouffer)
Damping the string(s) after playing (unlike muffling while playing—see Muf-

B =
Esiis

Double Stops
What was said in the section on Chords, above, also applies here:'individual
orchestra players usually play a double stop divisi (divided), the outside players
of a section playing the upper note; the inside players, the lower one.

If double stops are wanted (i.e., all players playing both notes), a square
bracket should precede each such double stop:

% is played divisi; E: is played as a double stop.

Prolonged passages should be marked non div. or div., respectively:

non div. div.
m . ! ud \
N T § V8 1Y N ——*
Viees E=SFEEE
¢ 4 4 ﬁ ¥
~———

mf cresc,

Unison double stops (playing the same pitch on two strings) are identified
either with double stems or with double notes. Both notations are acceptable, but

+

they should not be mixed in the same composition: 1y
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Fingering without Bowing

Specified pitches ® ®- oo |
o —d=E |
Nia
Random or approximate pitches ®. - 9

Fingernail Flick

Rlick the right-hand thumb from the second finger, or the second finger from the
thumb, so that the nail will strike a string:

An explanatory note on first occurrence should be given,

Harmonics

A. In Scores

All harmonics, whether natural or antificial, should be notated at sounding
pitch, topped by a small harmonics circle. (A zero should not be used, since it
denotes an open string rather than a harmonic.) gva

8
o “”

To avoid confusion, it is advisable to mention at the beginning of a composi-
tion that all harmonics are notated at sounding pitch.

The notation of natural harmonics usually does not indicate the string on which
to play the harmonic, nor where to touch it to produce the desired pitch. These
details are generally left to the player. If a specific string is wanted, however, it
should be indicated either by its roman numeral (counting from the highest string
down) or by sul D, sul A, etc.

If it is found desirable to include the tablature notation for artificial harmonics
(for example, as a guide for the copyist extracting parts, or if the score is to be
used for playing), the tablature notes should be added; where applicable, with

small note-heads and in parentheses: g %%
ve)
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Double-bass harmonics are occasionally notated at sounding pitch, in G-clef,
even though the regular notes are notated one octave above actual sound. If this
is done, the words actual pitch (or suono reale for international convenience)
must be placed at each occurrence, or a general footnote put at the beginning of
the score: suono reale

B. In Parts

Natural harmonics should be notated as in the score.

Antificial harmonics should be notated in tablature (full size) and the sounding
pitches with small note-heads in parentheses, either above the tablature or imme-
diately behind it, as space permits. (Note that the diamond-shaped note-heads of

the tablature are always open.) _ (be)

Double-bass harmonics must be notated at the same pitch as the regular notes.
The sounding pitches of tablature notation are best omitted because they are
usually too high for proper bass-clef notation and thus too cumbersome to ac-
commodate.

Muffling

Bowing on one or two open strings while the left hand muffles them (without

creating harmonics!):
Cello

&

(Compare the use of the same sign in Damping, page 310, where the strings
are muffled after having been played.)

Pizzicato

A. Barték or Snap Pizzicato
The string is plucked straight up from the fingerboard, between two fingers, so

that it snaps back sharply: & 4
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B. Buzz Pizzicato

The string must rebound and vibrate against the fingernail.  (buzz pizz.)
© °

E==

To assure proper execution, verbal instructions should be added on first occur-
rence.

C. Fingernail Pizzicato
The string is plucked with a fingernail: v

The fingernail symbol may also be drawn: A

D. Left-Hand Pizzicato

In combination with bowed notes, the cross must appear at the note to be
plucked: +

N.B.: The plus sign (+) is so well established as the sign for left-hand pizzicato in
string notation that it would be unwise to change it even though it is also used as
the sign for muting, especially in horn notation.

E. Pizz.Finger
Pluck the first note; finger the second note without plucking:

finger
pizz. only

Vel.

[o>g

(The second note is full size, unlike the second note in pizzicato glissando.)
- An explanatory note must be provided on first occurrence.

F. Pizzicato Glissando
Pluck the first note; immediately begin to slide the left-hand finger to the indi-
cated pitch (small note) or, in the second example, to a higher pitch ad lib.:
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Specified final pitch and duration

pizz.

Free

pizz.

(The second note is small, unlike
the second note in pizz./finger.)

G. Strumming (Fast Arpeggio)

If a chord is marked pizz., the player understands that the chord is to be
strummed (arpeggiated) from the bottom up. If the chord is to be strummed
downward, a small downward arrow should be placed above it.

If a fast succession of the same chord is to be strummed, the player will ar-
peggiate it up and down. Small arrows may, however, be placed above the
chords to assure proper execution:

IR O |
pizz. pizz. bt
WIHINE W ipr
fd 44 4 Mf e f

See also Arpeggio, page 3.

H. Two-Finger Pizzicato
If two strings are to be plucked simultaneously, precede the notes with a
square bracket: pizz.

Ei=iE

This playing mode is best suited for cellos and basses, as in the following
example:

solo arc

H b=
&
N
N
pas s
v
13>
)
by
R
——
-
|

Cello

T

) |
f ’ & & 1 ¥
T 1 1 I

N.B.: It is advisable to add the verbal instruction 2 fingers in orchestral parts. For
solo players, the bracket should prove sufficient. (See also Double Stops, page

310.) pizz.
(2 ﬁ’qgers)

SLE ==
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Slapping the Strings

A verbal instruction, such as slap with palm of hand, must be added on first oc-
currence:

With specified pitches With unspecified pitches

AN A R
VC"Q?:?Z&: T —] v = =]
G -

This effect requires that the hand bounce off the strings immediately, or they
will not reverberate.

Because of the need for very short slaps, no long note-values are involved, and
thus no need for white “‘note-heads’’ to express half and whole notes. It is
suggested that only flagged notes with rests be used.

If the hand is to remain on the strings after slapping them, no pitches need to
be indicated, since different fingerings will not affect the sound. A verbal in-
struction (strike strings with palm) and notes with x-shaped note-heads, placed

above the staff, should be used:
strike strings w.

patm of hand

f! )

I T K
[ N 1r
I -

Tailpiece
To indicate bowing on the tailpiece, draw wedges through the stems. The note-

heads should be x-shaped and placed either on a single line, or on a separate line
below the staff, with the stems extending above the staff.

Single-line notation

tEF tE

Staff notation
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Electronic Notation
In the field of prerecorded or taped sound, notation serves four purposes:

1. As a composer's worksheet.

2. As a visual aid to the listener’s understanding of the music. These *‘lis-
teners’ scores'’ may omit a great deal of secondary or background material
in order to focus more effectively on important ‘‘themes’’ or other primary
ingredients. In other words, such scores need not be (and in fact seldom
are) complete records of all occurrences.

The notation of a listeners’ score may range from very freely invented
graphics (which reinterpret the taped sounds, with or without the aid of col-
ors) all the way to highly controlled and detailed drawings, such as graphs,
calibrations, curves and other lines and shapes, letters, numerals, and ab-
breviations, plus an arsenal of symbols which occasionally even includes
conventional notation.

3. As entrance cues for performers (musicians, actors, dancers) of works
in which taped sounds and performance actions have to be coordinated.

4. As permanent graphic documents for use by theorists and students who
wish to reenact the process of producing a tape from a composer’s nota-
tion.

The least frequent use of electronic notation, at least at the present state of de-
velopment, is for instant, live performance, and since this guidebook deals ex-
clusively with notation for live performance, electronic notation is covered rather
briefly and selectively. The following chapter concentrates on the third of the cat-
egories above.
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Cuing of Taped Sounds

The virtually unlimited possibilities for taped sounds preclude any universally
appropriate system of notation. This, in turn, presents problems regarding en-
trance cues for the performer of any live music that has to be synchronized with
the taped sounds. The choice of the notational method for such cues must always
be decided from case to case, depending on the particular kinds of taped sounds
involved and the kinds of interactions required for the performance.

A. Notation of Sounds

/. ORDINARY PITCHED SOUNDS
Cues are notated the same as cues for ordinary live music.

2. UNCONVENTIONALLY PITCHED SOUNDS (MICROTONES, SLIDES, ETC.)
See the section on Microtones, page 67 ff.

3. APPROXIMATE PITCHES OR PITCH LEVELS
X-shaped note-heads or headless stems are best suited (encircled x’s for half
and whole notes):

Symbolic notation =
M Nv T T ]
g1y SRS H
P A Ry =
or
2. rxy NP | e
. B I A o =
Spatial notation - _ ’
X o i)
1 N X T )
#H= - it
S - —

4. INDEFINABLY PITCHED SOUNDS

These are bands of sound, gradually rising or falling, growing wider or nar-
rower, vacillating between definable and indefinable pitches, but without rthyth-
mic impulses or patterns. Lines or bands suggesting expansions and contractions,
as well as up and down movements, should be used. Degrees of density, pitch
definition, and other characteristics, can be suggested by changing the bands’ in-
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side areas from blank, via hatching and cross hatching, or via different degrees of
grey, to black. Dynamics should be placed below the staff. Verbal descriptions
should be added. In short, visual analogues must be created which trace the
changing sounds:

Dancer: rise slowly raise r. arm
low pitch cluster turning into white noise } b
£3: . N SED SN
¥ JIITITT =

oo

L S

N
JF dim. poco a poco movendo mf ¥ —~= £

Y~ [low arrows for pianist ]

It is helpful to use arrows to indicate points at which live sounds or actions
should enter, coincide, or drop out.

5. WHITE NOISE AND RELATED SOUNDS

White noise is a hissing sound consisting of an infinitely close, equidistant
*‘cluster’’ of frequencies through the entire audible sound spectrum. White noise
is best represented by a broad horizontal band, blank or hatched. (Solid black
bands, such as are used for instrumental cluster notation, have been found to be
less effective for instant recognition because their darkness contradicts the con-
cept of “‘white’’ noise. The band should be labeled White Noise, and dynamics
should be added below.

Abrupt or gradual modifications, such as norrowing the overall range, or
stressing the higher, middle, or lower frequencies (*‘pink noise,” *‘blue noise,"’
etc.), or changes from discernible pitches or chords to white noise and vice
versa, should be shown with changes in the width of the band and/or with
changes in the density of the hatching, along with verbal indications.

6. OTHER SOUNDS

Most other electronic sounds are more elusive and do not even fit into the
vague categories of shapes and “‘fillings'’ of bands mentioned so far. Appropri-
ate analogues must be invented from case to case and supplied with verbal
descriptions if at all possible, to help the performer recognize the sounds with
which he must coordinate. As mentioned before, labeled arrows for proper coor-
dination are always useful, too, unless the taped sounds are sufficiently obvious
in character to make arrows unnecessary.

Concréte sounds, especially if not too distorted, present fewer cuing prob-
lems, if any. If distorted beyond recognition, they will automatically fall into the
categories dealt with above.

TAPED (PRERECORDED) SOUND 3/9
B. Notation of Rhythm and Meter, etc.

1. ORDINARY METRIC/RHYTHMIC ORGANIZATION
Cues are notated as in ordinary live music.

2. SEPARATION OF RHYTHM AND SOUND

Because of the frequent difficulty of notating the sound of taped music ef-
ficiently and convincingly, metric/rhythmic notation often emerges as the most
dependable means of cuing. In such cases, the sounds are notated separately
from the rhythm: the sound notation usually consists of quite free visual ana-
logues with or without descriptive matter, while the rhythmic notation is placed
underneath or above (using x-shaped note-heads) and must be as explicit and
precise as the sounds permit, whether in symbolic or spatial notation.

3. ARROWS

If the taped sounds do not lend themselves to any rhythmic interpretation, they
must be examined for other clearly discernible phenomena. If such can be found,
arrows should be drawn at suitable places in the score, pointing to the per-
former’s (i.e., live) material and serving as guideposts.

4. "‘BEAT-STROKES'® OR ‘‘BEAT-BARS’

These graphic devices (usually measured in half seconds or seconds) are most
effective if used with a metronome or a click track, at least during practicing and
rehearsals. Without the help of audible devices, beat-strokes naturally are less re-
liable, because the musicians are unlikely to count long periods of silent beats
with sufficient accuracy to reach certain points in their music at exactly the same
moment as the tape.

5. FERMATAS

If the music permits, fermatas are ideally suited to help coordinate entrances of
either the tape or the live music or actions. (They can also help “‘lost’* per-
formers to find their places!)

C. Place of Tape Cues in Scores or Parts

_ Itis best to place cues above the music. In piano music and other music no-
tated on two staves, certain cues—especially rhythmic ones—may be placed be-
tween the staves as long as they do not interfere with dynamic markings, etc. In
full scores, tape cues should be placed in the solo area above the strings.

If the tape sounds come from two or more speakers, cues are often separated,
appearing above and below the music. This is not recommended for scores,
where all cues, regardiess of the number of speakers they represent, should
always appear above the strings, on as many lines or staves as necessary.
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In case of an unusually large number of speakers and cue lines, decisions will
have to be made from case to case. No universally appropriate practices have
been developed as yet.

Continuous versus Interrupted Tape

From a purely practical point of view, continuous tape is preferable to interrupted
tape because it obviates the need for coordinating the tape operator(s) with the
performer(s). Even so, certain tape events must be cued into the live music to as-
sure proper synchronization.

If, on the other hand, the taped sound includes prolonged silences, one or
more tape operators become necessary. In such cases, all tape entrances and
stops must be cued carefully with identifying letters or numerals, on the tape
leaders as well as in the score.

Appendix I: Neumatic Notation
(Plainchant or Gregorian Chant)
and Later Developments
L

The earliest music notation of the Christian era dates back to the ninth century
and consists of neumes (from the Greek word meaning melody). Neumes are
signs which, according to one hypothesis, derived from conductors' hand mo-
tions tracing the up and down movement of melody lines. Neumes generally
were placed above the liturgical texts intended to be chanted.

Unlike modern notes, early neumes showed neither exact pitches nor dura-
tions. The imprecision of pitches was overcome when the neumes were placed
on, above, or below horizontal lines which increased in number and eventually
became standardized as the four-line staff still in use in modern publications of
Roman Catholic plainchant (Gregorian chant).

While exact pitch notation was thus accomplished, no durational information
was ordinarily conveyed. Whatever durational signs and interpretations are
found in modern editions of Gregorian chant are usually recent additions.

The neume signs themselves became more and more stylized, until by the thir-
teenth century they had become the square- and diamond-shaped note-heads
which to this day are found in publications of Gregorian chants, such as the Liber
Usualis (LU). This collection, issued by the Benedictine monks of Solesmes,
was first published in 1904 and represents the presently most widely accepted
version of many chants.

Twentieth-century musicians must familiarize themselves with plainchant no-
tation if they wish to deal with the music it represents, and especially if they wish
to incorporate plainchant material in a composition. *

The following charts show the neumes as used in the Solesmes editions, and
their modern equivalents.

* Even though the Roman Catholic church has moved away from using traditional plainchant in the
service, chicfly because of the recent change from Latin to vernacular languages, the music itself con-
tinues of course to be of undiminished historical and musical value.

321
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Clefs

The clefs indicate refative pitch only. There is no absolute pitch for plainchant.
The choice of clefs is purely practical—to prevent the notes from going beyond
one leger line at the top or bottom of the staff.

Felef  ——
T—

C clefs

T

Neumes

SIMPLE NEUMES CONSISTING OF ONE, TWO, AND THREE NOTES AND
HAVING INDIVIDUAL NAMES

Early Square
Names of (St. Gall) (Roman) Modern
neumes neumes neumes notation

SINGLE NOTES

Punctum

| —

. e P

TWO-NOTE NEUMES
(Neumes consisting of two or more notes are also called ligatures.)

Ascending:

Pes orPodatus [/ E § FEEPE

Descending:

Clivis ot Flexa /’ / E
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THREE-NOTE NEUMES

Ascending:
Scandicus

Descending:
Climacus

Observe that the
descending notes are
diamond-shaped.

Second note higher than the others:

Torculus / % %ﬁ@i%ﬁi

Second note lower than the others:

Porrectus . /)/ t%

Note the oblique
two-note signs.

COMPOUND NEUMES (More than three notes)

Pes or

Podatis = S
subpunctis or '~/ - -
subbipunctis

Porrectus %
Sflexus /17
Porrectus
subpunctis or /7/ . i_.mI

subbipunctis
Scandi —

s ooy SEEED
Torculus £ —pr— -
—— e EFTHTE

There are many more compound neumes, but once the principle of such com-
binations is understood, all of them can be read easily.
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DOUBLE AND TRIPLE NEUMES

There is no certainty concerning how these neumes were intended to be per-
formed. Present-day custom is to sing them as long notes, equivalent to the total
duration of the respective note-heads, possibly with a very slight stress at the out-
set and on each subsequent note:

Biviga  f——a+—— % —
f—or- it

Distropha

Tristropha

Oriscus

Pressus

LIQUESCENT NEUMES

There are two major categories: notes of small size, which are to be lightly
touched only, and the quilisma, which may have been intended as a slight inflec-
tive tremolo or slide (it normally represents the middle tone of an ascending
third).

Small-note Neumes

Epiphonus or 5-5—: -
. Liquescent

Podatus -
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Cephalicus or E_.—_ = *ﬂj

Liguescent - — up---4--
Clivis —

Liquescent E¥ : ,;3"’, 3:
Scandicus - 'j, -

Ancus or %_.___ _

Liquescent e
Climacus EE—

Liquescent — -
Torculus f— e
Liquescent E——_N— B ——
Porrectus e %WEE—F
Quilisma

Many transcriptions into modern notation indicate the quilisma with the com-
mon zigzag ornament known as trill, rremblement, Schneller, etc., but the sign is
used merely to denote ‘‘ornament’’:

—— S=

—_— L

Accidentals

Flats and an occasional natural are the only accidentals used in plainchant no-
tation.

The fiat is placed before a neume or group of neumes that includes the note(s)
to be fowered; i.e., the flat does not necessarily appear directly in front of the re-
spective note(s). The flat must be repeated before subsequent groups of notes.
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Wherever there is doubt concerning whether a flat is o is not still valid, another
flat or a natural appears.

For examples see Compound Neumes above: the Pes or Podatus subbipunctis
has a flat directly in front of the note to be lowered; the Porrectus subpunciis has
a flat in front of a neume whose fourth note is to be lowered.

The Solesmes Editions (Liber Usualis or LU )
The most prominent additions found in the publications of the monks of So-
lesmes concern the ictus, and variations in the durations of the notes.

THE ICTUS

The ictus—a short, vertical stroke or episema above or below a note—is in-
tended to assure the chant’s subdivision into an irregular, ever-changing mixture
of two-note and three-note grouplets, regardless of the syllable stresses of the
text, and without actual accentuation or prolongation of the notes thus marked.*
In general, the ictuses appear only sporadically. Those that are not indicated are
considered self-evident.

The following example shows the ictuses as quite independent of the text, as
well as of the neume groupings (see, for example, the ictus on the last note of
térra):

Xv. c.
8. b= - | B A
e e
Lé-ri- a in excélsis Dé- o, Etin térma pax homi-
¢ t PO | Bl . i -
s E— | E— o Svu—

nibus bdnae volunti-tis. Lauddmus te. Benedi-cimus te.

DURATIONS

A tenuto line or horizontal episema above or below a note calls for a very
slight prolongation (but not an accent). If several successive notes are to be
prolonged in this way, the tenuto lines are connected, forming one line, as at the

end of the following example: =
== &_’_;».'_ﬂ

mi-se- ré-re no- bis.

* The monks’ invocation against stresses and prolongations—in opposition to the dictionary defini-
tion of an ictus—makes the proper interpretation seem somewhat mysterious, but the singers’ mere
awareness of the ictuses does scem to infuse the music with a fascinating rhythmic life.
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A dot following a note doubles its duration. The example above (Gloria)
shows several such dots. If both notes of a two-note neume are dotted, the dots
are aligned vertically, as at the end of the following example:

N N ERT . )]
b ', (I E [ X}
Hosianna in excel-sis.

PAUSES
In general, a combination of a tenuto line and an ictus on the same note ——

may act as a breath mark. A comma == s also found.

Longer pauses are indicated by a quarter barline == orahalfbar =

Sections are subdivided by a full bar = oradouble bar -

Transcription into Modern Notation

It has become customary to use eighth notes, so that neumatic groups can be
indicated with beams, while individual notes are written with flags, as shown in
the following examples. (The chant is taken from the Liber Usualis and the
transcription from the Saint Andrew Daily Missal issued in 1962 by Dom Gaspar
Lefebvre and the monks of St. Andrew’s Abbey, and published by Biblica,
Bruges, Belgium):

THE PLAINCHANT NOTATION (Liber Usualis version):

XI. ¢

. 4
My ad—o - alo

A an

b. Py »
Ml JO o] L -
.S Anctus, * Sdnctus, Sin-ctus Déminus Dé- us

2 '
BN A I - M PR
1 b e ol - N - e [ DA — - by
I ¥ A PO B
S4-  ba-oth. Plé-ni sunt caé- li et tér-ra gld-ri- a
— 2
[ EPCEE ol N B | a—a .
v T Ry i P B Il
| L A , ] ‘* e | - r. [}
ti- a. Ho- sinna in excél- sis. Benedictus qui vé-
; 3
CO — 8 a o | 24 N .
[ o A AN =
a—{n ¥ — LR oS R NP |
nit  in némine Démi-ni. Ho- sinna in excél-sis.
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The St. Andrew Transcription into modern notation:

- Al » [ " N L XI.I.A
D 1Y ~ B ol
5' N r & r 4 1 1
o !
San- ctus,*San-  ctus,San- ctus Dé-mi-nus

De-  usSi- ba- oth. Ple-ni sunt cz- 1i

sin- m in ex-cél- sis. Be-ne- di- ctus
—J
qui ve- nit  in né- mi- ne D6- mi-ni. Ho-
o A N
P \ - 11 I ; }}
- u —
sin- na in ex- cél- sis.

The numeral 5 at the beginning (of both versions) means that the chant is in the
fifth mode (also called Lydian).

At the very end of each staff (except the last) in the LU version, a vestigial
note-sign appears: the custos. It shows the first pitch of the next line and is
intended to help the singer keep his pitch while going from line to line. This
practice continued to be used in every kind of music, right into the Baroque
era.

The accents (A) are not found in the Liber Usualis version.

The slurs substitute for beams in combinations that cannot be beamed be-
cause they involve quarter notes.

Liquescent notes are rendered as small eighth notes.* (Note that they are not of
shorter duration; they are merely different in character.)

*The liquescent note on sdn of the first Hosdnna is here full size—no doubt a misprint. The second
time it is correct, but this time the slur begins too late—on B-flat instead of the preceding C.
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Tenuto lines (horizontal episemas) have been added occasionally where the
LU has none. The elongated tenuto line covering more than one note has been re-
tained even though it is not *‘modem.”’

The quilisma appears as a zig-zag of a staff-line, rather than as a separate or-
nament,

An eighth rest has been added at each complete barline (placed rather inconsis-
tently either before or after the barline). In the LU this rest is only implied.

NOTE-HEAD TRANSCRIPTION

Another approach to modern notation is to use black note-heads and no stems.
Neumatic groupings are then indicated by slurs instead of beams. This method
prevents the performers from being influenced, at least subconsciously, by the
unintended metric rigidity implied by eighth and quarter notes.*

e : Fw s = !
5. fy— i o = et o R 3
o to)ms w ) s
San ctus, * San - ctus, San ctus
P PN
g Y % wi Wy b w
o N + - bo—g-ho-

Dé-mi-nus De - us S4 - - ba - oth. Ple-ni sunt_ .

Text

Note that the LU version has accents on all stressed syllables, while the more
recent St. Andrew version has accents only on words with more than two sylla-
bles. This latter method has also been followed in the note-head version. Both
the LU and the St. Andrew versions have a single hyphen directly after the
hyphenated syllable, while the note-head version follows the present-day prac-
tice of centering one or more hyphens between the syllables, and to use extenders
on single or final syllables if sung on more than two notes.

Asterisks (*) in the text mean that the subsequent passages are to be sung by
the full chorus. (By implication, the music preceding an asterisk is sung by one
to four solo voices.)

*Note-head notation is also found with a four-line staff and with old clefs. Once one transcribes the
neumatic notation, however, one might as well go all the way and not retain purely technical vestiges
for the sake of lending ‘‘archaic flavor’" to the renotation.
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The Historic Development of Notation
(greatly simplified)
from Square Neumes to Modern Notes and Rests

BLACK WHITE
SQUARE MENSURAL MENSURAL MODERN
NEUMES NOTATION NOTATION NOTATION
(flzNCE (c.1250 (€. 1400 (SINCE C.1600)
™ —c. 1450) -¢.1600)
CENTURY) Notes Rests Notes  Rests
Maxima E e ;ﬂ?
= L Ip == G Low
SE Brevis | T SEE 2= Brevis tH= I
T now rarely used
= Semibrevis = = = Whole =—Z— ===
Minima == ;_—E_ = Hif D= ==
*
Semiminima EE E ;‘——? Quarter % =
*used till c.1900
Fusa = gf__t % Eighth ﬁ% ==
Semifusa 3 == Sixtcenﬂlﬁ ==
—_ = etc. — —
Tablature ‘

During the fifteenth century, when instrumental music began to gair.l indepen-
dence, notational systems (called tablatures) were invented which, instead of
indicating pitches, showed how to manipulate the instrument to produce them.
Particularly prevalent were several systems of lute and keyboard tablature. )

With the exception of lute tablature, which persisted to the end of the eigh-
teenth century, most tablature notation faded again in the seventeenth century,
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when composers began to use pitch notation for all music, vocal as well as
instrumental,

In twentieth-century music, the only vestiges of tablature notation are the
guitar and ukulele symbols used in popular music. In music for bowed strings,
the notation of artificial harmonics is also a form of tablature in that the
diamond-shaped notes indicate finger positions rather than the desired pitches.

While the twenticth-century musician may have to read and transcribe plain-
chant notation, he is not likely to be exposed to tablature, unless he specializes in
the period in question. Most of the music originally notated in tablature is now
available in modern notation.

Scordatura is also a form of tablature. For details, see pages 246 f (Harp)
and 311 f (String Harmonics),



Appendix Il: The History and Operation

of the Index of New Musical Notation

and the International Conference on
New Musical Notation

T S

In the late 1960s, the author, together with Richard F. French, then professor of
music at Union Theological Seminary in New York (and presently at Yale Uni-
versity), applied to the Rockefeller Foundation for the funding of a research proj-
ect to survey the notational scene and to find out if some form of standardization
might be possible, at least for those new signs and procedures that permit stan-
dardization. (As mentioned elsewhere, intentionally ambiguous notation was not
to be considered.)

Our application was endorsed by four American composers representative of
the major stylistic rends of contemporary music at that time: Earle Brown,
Elliott Carter, Bernhard Heiden, and Gunther Schuller. Furthermore, The Li-
brary of the Performing Arts at Lincoln Center, New York, in the persons of its
chief, Thor Wood, and head of its music division, Frank C. Campbell, offered to
house the project.

In 1970, the Rockefeller Foundation granted funds for a three-year operation
(iater expanded to four years), and the Index of New Musical Notation was es-
tablished with the author as its director.

Before initiating the actual operation of the Index project, it was ascertained
that no similar efforts toward notational standardization were underway else-
where. Next, a full-time assistant was found—Gerald Warfield, then of Prince-
ton University—and procedures were worked out for the notational analysis of
scores and parts containing new devices and methods, etc. The ‘‘Notation Analy-
sis Form,’" (see pages 334-5), was the outcome. It includes twenty-three
categories, of which only the first six are actually spelled out (box in upper
right of first sheet) because they pertain to all music, unlike the remaining
seventeen (Nos. 7-23), which change from piece to piece. These seventeen
items cover the following criteria:

7. Tempo and Time Signature(s)
8. Microtones

332
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9. Timbre
10. Articulation
11. Sound-Descriptive Notation
12. Manipulative Notation
13. Unconventional Sound Source(s)
14. With Tape or Electronics
15. Notational System
16. Multi-Media
17. Theatrics
18. Score Layout
19. Signs for Instruments or Equipment
20. Symbols Peculiar to Specific Instruments, Instrument Types, or Voice
21. Performed from Score
22. Ambiguities
23. Cross References

An x in the right-hand margin at a particular numeral shows that the score con-
tains innovative material of that numeral’s category. In this way it was possible
1o see at a glance the kinds of new notation contained in any one score.

The notational innovations were also incorporated in a card file arranged ac-
cording to musical phenomena, instruments, and voice. Thus all new signs, etc.,
were recorded from two different vantage points:

1. by context, as they appear in a given composition;

2. isolated from the context of specific compositions, to show all symbols
used for the same musical phenomena.

In addition to the above, a file of signs and symbols was set up to show which
symbols were used for more than one musical phenomenon,

Realizing that all examinations up to this point had dealt only with scores and
parts already in existence, i.e., with the past (be it ever so recent), an cight-page
Notation Questionnaire was worked out to elicit opinions and suggestions con-
ceming notational preferences for future compositions.

This questionnaire (in English, French, and German) was distributed world-
wide (on request). Roughly 1,000 copies were sent out, and about 300 were re-
turned. These were classified as exceptional, adequate, and insufficient (the last
category gratifyingly small).

The answers in the first two categories were incorporated in the files and all
findings processed statistically to determine which devices had already achieved
sufficiently widespread acceptance to qualify as candidates for standardization.
For example, signs such as the square fermata for long holds, or the Bart6k piz-
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TLSHCHENKO, Boris (b, Leningrad, 1939). The Third Symphany (1970}, WY3DIKA

23
Degrees of ']g e
detersinacy 5@ % H
) MACRO-TORM _ IX| | 1
2 'acro-Fomm 2 wicro-rors _ 1x1x] ] 2T
Y DURATIONS X 3
Material for isprovisatory sections is given in boxesa as in the FITCHES x1x % o
brass and parcussion parts below, or is dcawn from the contents |'STINTENSITIES X s
of chord clusters as in the pianc part: & SINCHRO, X 6
{p.54) —
TN x ry 1A N 71X
. =FEe - A= \rororuy P
| By, g AU SHEA | Wi [Py -
p—_ft1 L ¢ Y ket quumAA"Z ol 91X
Trdm =T ¥ T -
v T Lo ~ S g rmpreriai X
T T et %) WuUW | 10X
- | === 1
Fij TUY U i gy 12
P f
H{T s \
Couss ( \/
l'-- wwprmisets [ (B olle barvts 398-331 V.
Toe [‘
Tre
]
s {]
| S | b am—
]
Plene vV
3 = A M

wmpeoirete QY alle bainn 3gy. 3gp = fon rocp -

con W
Note that rhythaic cmﬂfunuun are sometimes given,as in the case of the horn
in.

part above. The jagged
tions,
A similar indication for continuation is shown in #9b--first exasple,
3 DURATIONS
= ritardendo and accelerando, respectively; the total duration
of the figure is at times explicitly indicated by the usa of
& “time signature” (asbove or below the fiqure) end & bracket
which extends for the length of the notes in questioni

es spparently suggest the contour of the ilmprovisa-

{p.1, pno.}
¥ =2  the sccelerando must take
place within the time of five sixteenth-notes, or

orT (p.1, ob.)
- the accelerandc takes place within
the tisme of a quarter-note,

—

4 PITCHES
Clusters are notated as in the ecample for #2 and as an p.471

] TEMPO AND TIME SIGNATURE(S)

Time signatures only occur sporadicslly. If thay are within parenthesss they are
the one measurs only, and subsequant measures without time signatures must be perforwed
cording to the durations of the individusl notes.

9 TIMBRE
a) r = on the rim (in the parcussion perts),

b) An sxaggerated vibrato in the violin parts is indicated as on p.501
flrsands smpre .

T mem— PP (0

A similer configuration appears for the horn:
®Ges livsanda swmpr

10 ARTICQULATICGH
Le” 7T~ « gradual change from non legato to legato.

20 SYMBOLS PECULIAR TO SPECIPIC INSTRUMENTS, INSTRUMENT TYPES, OR VOICK

Perc., see #9a.

22 NBIQUITIES

In the plenc part, in sddition to regular note-heads, x-shaped note-heads snd even head-
less stems are used (see #2--example, planc). It 1s asmmed that both indicate some type
of pitch approximations.

In scme other spots, whare groups of pitches appsar in a box and where rhytimic pattecns
are given for thelr perforsance, the mmbear of pitches and the mmbar of notes in the pat-
tams do not match, and there are o instructions for desling with such situations.
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zicato, are already in universal use, while the notations of microtones or even of
percusion rolls have by no means achieved comparable uniformity.

In cases of insufficient data the members of the Index * exercised their own
judgment.

The Ghent Conference

When Mr. Jan Kestelyn of the music division of the Belgian Ministry of Cul-
ture came to New York, he visited the Index project. Through his good offices,
contact was initiated with Professor Jan L. Broeckx, director of the Seminar for
Musicology at the State University of Ghent, Belgium, and his principal assis-
tant, Dr. Herman Sabbe.

The outcome was the International Conference on New Musical Notation,
which was held in Ghent, October 22-25, 1974, as a joint undertaking of the
Ghent University and the Index project. The Conference was sponsored by the
[American] Music Library Association and the Belgian Ministry of Culture, as
well as the State University of Ghent, assisted by the staff of the Centre Belge de
Documentation Musicale (CeBeDeM) in Brussels, and especially by the untiring
efforts of CeBeDeM's scientific advisor, Dr. Diana von Volborth-Danis, who
had been interested in the Index project almost from its inception.

American financial assistance was derived from the extension of the Rockefel-
ler grant mentioned earlier and a Ford Foundation grant which enabled the Index
to hire additional help for the preparation of the Conference and, later, for sum-
ming up its results.

The Conference was attended by over eighty active participants from seven-
teen countries (see list on page 337 ff).

Prior to the Conference, the Index had prepared close to 400 proposals for new
signs and procedures to be considered for endorsement by the Conference. All
participants, regardless of their musical specialties, received copies of all pro-
posals. They also received copies of the Criteria for the Selection of New Nota-
tional Signs and Procedures. These had been worked out and used by the Index
and were subsequently adopted by the Conference:

NOTATION SUITED FOR STANDARDIZATION

1. Proposals for standardization of new notational devices should be
made only in cases where a sufficient need is anticipated.

2. Given a choice, the preferable notation is the one that is an.
extension of traditional notation,

3. The notation should lend itself to immediate recognition. This
means it should be as self-evident as possible.

* By this time three part-time research assistants had been added to the staff—Frances Barulich, John
Epperson, and Bruce J. Taub—and Gerald Warfield was promoted to associate director.
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4. The notation should be sufficiently distinct graphically to permit a
reasonable amount of distortion due to variations in handwriting and
different writing implements.

5. Given a choice, the preferable notation is the one that is spatially
economical.

6. Given a choice, the preferable notation is the one that has
already received relatively wide acceptance.

7. Analogous procedures in different instrumental families should, if
possible, be notated similarly.

8. The notation used should be the most efficient for the
organizational principles that underlie the respective composition.

NOTATION UNSUITED FOR STANDARDIZATION

1. Graphic notation which is unique to the composition in which it
appears, i.e., notation which is an integral part of the creative
effort.

2. Notation specifically designed for nonstandard situations.

3. Notation of procedures or effects so rarely used that verbal
instructions would be more efficient.

The participants were divided into groups, each charged with a special subject.
On the last day of the Conference, the spokesmen of each group reported their
findings and proposals to the full assembly for general acceptance or further de-
liberation.

All accepted signs, etc., are contained in the complete Conference Report pub-
lished in Interface (see Bibliography).

Participants in the International Conference on New Musical Notation
Ghent, Belgium, October 22-25, 1974
(Affiliations, etc., as of the time of the conference)

Ammann, Benno (Composer, Basel, Switzerland)

Anderson, Ronald (Trumpeter, New York, U.S.A.)

Bartholomée, Pierre (Conductor, Pianist, Composer, Brussels, Belgium)

Beckwith, John (Dean, Faculty of Music, University of Toronto, Canada)

Bengtsson, Ingmar (Prof. of Musicology, Uppsala University, Sweden)

Bemstein, Giora (Prof., Pomona College, Claremont, Calif., U.S.A.)

Blatter, Alfred (Horn Player, Composer, Editor Media Press, Urbana, III.,
U.S.A)

Blauvelt, Frances (Singer, U.S.A.)
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Bosseur, Jean-Yves (Composer, Musicologist, Paris, France)

Broeckx, Jan-Lea (Prof. of Musicology, State University, Ghent, Belgium)

Brown, Earle (Composer, Conductor, New York, U.S.A )

Bruzdowicz, Joanna (Composer, Paris, France)

Bukspan, Yael (Musicologist, Tel Aviv, Israel)

Campbell, Charles (University of Miami, Coral Gables, Fla., US.A)

Caskel, Christoph (Percussionist, Cologne, Germany {F.R.])

Castaldi, Paolo (Composer, Milan, ltaly)

Coppens, Claude (Composer, Pianist, Ghent, Belgium)

Crumb, George (Composer, University of Pennsylvania, Philadelphia, U.S.A.)

De Meester, Louis (Composer, Ghent, Belgium)

Dempewolf, Jiirgen (Musicologist, Berlin, Germany [F.R.])

De Smet, Raoul (Composer, Antwerp, Belgium)

Dianda, Hilda (Composer, Diisseldorf, Argentina/Germany [F.R.})

Elias, William (Editor, Composer, Managing Dir. Israel Music Institute, Tel
Aviv, Israel)

Epperson, John (Staff Member, Index of New Musical Notation, New York,
US.A)

Fleming, Larry (St. Paul, Minn., U.S.A.)

French, Richard F. (Editor, Prof. of Musicology, Yale University, U.S.A.)

Godjevatz, Velizar (Author, New York, U.S.A.)

Goethals, Lucien (Composer, Institute of Psycho-Acoustics and Electronic
Music, Ghent, Belgium)

Gottwald, Clytus (Choral Conductor, Musicologist, Stuttgart, Germany [F.R.])

Hambraeus, Bengt (Composer, Musicologist, McGill University, Montreal,
Canada/Sweden)

Harris, Russell G. (Prof., Hamline University, St. Paul, Minn., U.S.A.)

Haubenstock-Ramati, Roman (Composer, Editor, Musikhochschule, Vienna,
Austria)

Jenni, Donald M. (Composer, University of lowa, U.S.A.)

Kabalewski, Wladislaw (Vice-Pres. Polish Authors’ Society, Poland)

Kalish, Gilbert (Pianist, New York, U.S.A.)

Karkoschka, Erhard (Author, Conductor, Composer, Stuttgart, Germany {F.R.])

Kimbell, Michael A. (Clarinettist, Johnson State College, Vermont, U.S.A.)

Koenig, Wolfgang (Trombonist, Buir, Germany [F.R.])

Lebmann, Hans Ulrich (Composer, Zurich, Switzerland)

Lobaugh, Bruce (Chairman Dept. of Music, University of Regina, Canada)

Malec, Ivo (Composer, Delegate SACEM, France)

de Marez Oyens-Wansink, Tera (Composer, Genootschap van Nederlandse
Componisten, Holland)

Makedonski, Kiril (Musicologist, Skopje, Yugoslavia)

McCarty, Frank L. (Percussionist, Composer, Electronicist, University of
Pittsburgh, Pa., U.S.A))
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Meier, Gustav (Opera and Symphony Conductor, Eastman School of Music,
Rochester, N.Y., US.A)

Mutsaers, Henry (Canadian Music Centre, Toronto, Canada)

Nergaard, Per (Composer, Copenhagen, Denmark)

Papineau-Couture, Jean (Composer, Pres. Canadian Music Centre, Canada)

Parent, Nils (Composer, Université Laval, Québec, Canada)

Pépin, Clermont (Composer, Delegate Ministére des Affaires Culturelles du
Québec, Canada)

Raes, Godfried (Composer, Ghent, Belgium)

Read, Gardner (Composer, Author, Boston University, U.S.A))

Reeder, Krystyna (Editor Universal Edition, London, England)

Reynolds, Roger (Composer, Dir. Center for Music Experimentation, University
of California at San Diego, U.S.A.)

Rosseau, Norbert (Composer, Ghent, Belgium)

Rudzinski, Zbigniew (Composer, Delegate Polish Authors’ Society, Poland)

Sabbe, Herman (Musicologist, State University, Ghent, Belgium)

Sandresky, Margaret (Prof., Salem College, North Carolina, U.S.A.)

Schernus, Herbert (Choral Conductor at WDR, Cologne, Germany {F.R.])

Schmidt, A. Warren (Waverly, lowa, U.S.A)

Schudel, Thomas (Dept. of Music, University of Regina, Canada)

Schuyt, Nico (Composer, Delegate Stichting Donemus, Amsterdam, Holland)

Schwartz, Elliott (Composer, Bowdoin College, Brunswick, Maine, U.S.A.)

Schwartz, Francis (Composer, Dir. Music Dept. University of Puerto Rico,
Puerto Rico)

Sommer, Jiirgen (Editor Birenreiter- Verlag, Kassel, Germany [F.R.))

Souffriau, Arséne (Composer, Electronicist, Brussels, Belgium)

Steuermann, Clara (Pres. [American] Music Library Association; Archivist
Arnold Schoenberg Institute, California, U.S.A)

Stone, Kurt (Editor, Author, Musicologist, Dir. Index of New Musical Notation,
New York, U.S.A)

Stricz, Erich (Editor Universal Edition Vienna, Austria)

Szentkiralyi, Andras (Composer, Fleckeby, Germany {F.R.])

Taub, Bruce L. (Composer, Staff Member, Index of New Musical Notation,
New York, U.S.A)

Tomaszewski, Mieczyslaw (Editor, Dir. Polish Music Editions, Cracow,
Poland)

von Volborth-Danys, Diana (Editor, Delegate CeBeDeM (Centre Belge de
Documentation Musicale), Brussels, Belgium)

Vouillemin, Sylvain (Composer, Dir. Conservatoire Liége, Delegate, SABAM,
Brussels, Belgium)

Warfield, Gerald (Composer, Author, Assoc. Dir. Index of New Musical
Notation, New York, U.S.A.)

Weisberg, Arthur (Conductor, Bassoonist, New York, U.S.A)
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Wood, Joseph (Composer, Oberlin College, Ohio, U.S.A.)

Wuorinen, Charles (Composer, Pianist, Conductor, New York, US.A)
Wyner, Susan Davenny (Singer, New Haven, Conn., U.S.A))

Zukofsky, Paul (Violinist, New York State University at Stony Brook, U.S.A)

A fair number of additiona! people attended the plenary sessions as observers.

Appendix I1I: Facsimile Reproductions
L ]

A growing practice in the field of music publishing is to issue new music in fac-
simile reproductions. Although these have value as examples of the composer’s
own handwriting, such reproductions are almost always inferior in legibility to
engraved or otherwise professionally produced editions.

Facsimile reproductions have become necessary for two reasons peculiar to
our era:

1. The difficulty, if not impossibility, of reproducing most new notational
signs and symbols with existing mechanical means, such as engravers’
tools, music typewriters, transfer type, stamping, or electronic devices.
Only autography is capable of dealing with new notation because it is in-
dependent of *‘prefabricated’’ dies, type, labels, etc.;

2. The negligible earnings from serious contemporary music, which make it
almost impossible to retrieve the considerable cost of autography or any
other method (typewriting, engraving, etc.), regardless of the notational
system used.

In view of this double dilemma, the composer is well advised to strive toward
meeting as many of the external requirements for a publishable manuscript as
possible. Among the most important of these are the following:

1. Legibility, consistency, and uniformity in the sizes of the notes and the
various signs and verbal instructions. To arrive at the proper proportions of
the various sizes one should consuit good engraved editions of standard
music. At the same time one must remember that manuscripts are usually
larger in format than the printed editions made from them, so that verbal
instructions and vocal texts must be drawn or typed fairly large in order not
to become illegible after reduction.

2. Uniformity of the format of the image area, i.e., the proportions of
width versus height throughout a given score or set of parts. If the musical
substance makes it unavoidable to produce an oversized page—usually
necessitated by a temporary increase in staff-lines—great care should be
taken to retain the format by way of increasing the width in proportion to
the height of the oversized pages. This is usually accomplished with the
help of a proportion wheel (available in larger stationery or art-supply
stores), so that photographic reductions will result in an image area equal
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to that of the regular pages. (Beware of first pages! The music must be con-
densed in height to make room for the title and the copyright notice, etc.,
because both must fit into the same image area.)

3. The horizontal spacing (width) of each line or brace of music should be
sketched out first with light-blue pencil (which will not reproduce in photo-
offset) to assure a good, proportionate distribution of the notes, etc., and to
make sure that all lines end flush right. No music or verbal instructions
should ever extend into the margins. (See also Spacings, page 44 ff).

4. In all music except conductors’ scores and choral music, the planning
must aim at practical page turns. Pages should be numbered properly: even
numbers for left-hand pages, odd numbers for right-hand pages. If this is
not done, right-hand pages spaced out for easy page turns may turn into
jeft-hand pages because the printer was unaware of the significance of the
intended layout.

5. If deshon paper (*‘transparencies’’) is used for music intended for fac-
simile publication, rather than for Ozalid reproduction only, the notes must
be written on the staff-line side of the paper. It is advisable to use paper
with staff-lines printed on both sides, because erasures can be made with-
out having to restore erased staff-lines. The lines on the other side of the
paper will be sufficient for reproduction by the Ozalid method. For
photo-offset, however, the staff-lines must be restored, or the publisher
notified that some of the surface lines are damaged, and special pro-
cesses must be employed for making offset negatives or plates.

6. India ink or equivalent should be used, as well as a ruler and other
graphic aids wherever possible. For typewritten texts and instructions, the
use of a carbon ribbon is preferable to ordinary ribbons. (Electrographic
pencils on transparent music paper are useful for Ozalid reproduction, but
their imprecise outlines are not satisfactory for offset reproductions.)
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a2, a3, etc., 175-176
abbreviations, 3
Perc., 205-213
Strgs., 307
abnormal tuning (scordatura), harp, 246-247
accelerando beams, see feathered beams
accents, 4-6, 42-44
accidentals, 44-47, 53-56
cancellations, see naturals
cautionary, 55
at clef changes, 54-55
double sharps and double flats, 54
microtonal, 67-71
note-for-note, 55-56
in scores, 55
tied, 54-55
accidentals and cancellations in divisi parts, 166
aeolian tremolo, harp, 250
afterbeats, 77
air pressure, woodwinds, 191
air sound, winds, 186
aperiodic durations, 92
appoggiatura, 22
approximate pitches, 66, 70-71
arithmetrical progression, iii, 120
arpeggio, 3-4
arpeggio/non arpeggio, harp, 228
arrowheads, 122
arrows, 24-25, 99, 142-145, 161-162
for durational equivalents, 127
for dynamics, 17
for microtones, 67, 70
arrow-shaped note-heads, 31
articulation, 4, 6, 27
repeated, 33
signs in context, 42-44
syllables, 186187

Babbitt, Milton, 112, 181}
Bach, Johann Sebastian, 35
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band score, standard setup, 173-174, 176
barlines, 6-9
dotted, 8, 115
double, 8-9
vertical alignment, 8
Baroque music, 22
Barték, Béla, 82, 84f, 86
Barték pizzicato, strings, 312
beaming, 27-30, 109-110, 113-114
by beat-units, 14, 85, 109-110, 120, 124
compound meters, 110
cross rhythms, 115
irregular metric divisions within a measure, 114
irregular note divisions, 26-30, 111-112
polymetric music, 116-119
rhythmic versus metric, 114
by rhythms and phrases, 82
simple binary measures, 110-113
simple meters, 110
simple ternary measures, 113
syncopated entrances, 15
in two-staff notation, 12-14
beams, 48, 50
bridging, 15-16
corners, 13-14
extended, 15-16, 28-30; see also duration beams
fractional, 12
graphic aspects, 9
metric divisions, 14
slanted, 10-12
versus flags in vocal music, 293
with different time-values, 13-14
with stemlets, 15-16
beater indications, percussion, 220
beaters, pictograms, see mallet pictograms
beat-units, 14, 85, 109-110, 127, 178
Beethoven, Ludwig van, 261
bending the pitch
harp, 229
winds, 187
Berio, Luciano, iv, 99-100
bipartite progressions, 129-132
bisbigliando, harp, 229-231
bocca chiusa, voice, 25
Boulez, Pierre, iv, 95-96, 109
bowing, 35, 308, 315
boxed pitches, 142
brackets, 23-24
versus slurs in irregular note divisions, 26-29
Brahms, Johannes, 129

INDEX

Brant, Henry, 172
brass, notation, 197-204
breathing, winds, 35
breathy sound, winds, 186-187
broken lines, 25

slurs, 122
Brown, Earle, iv, 104, 332
brush swishes, percussion, 221
Bussotti, Sylvano, iv, 105

Cage, John, iv
Carter, Elliott, 35, 86f, 90ff, 109, 112, 120, 172, 180, 332
chance, 154
choice, iii
choices, 152-153
Chopin, Frédéric, 261
choral music, 55
divisi parts, 165-166
choral scores, dynamics, 32
clef changes, 46, 57
clefs, 44-45, 56-57
in horn notation, 57, 199-200
in scores and parts, 72-73
transposing, 71-73
clusters, 57-63
ensemble music, 58-63
fast, rthythmic, 62-63
harp, 231
organ, 274
piano, 259-260
woodwinds, 195
Cole, Hugo, 122
commas, 128-129
common denominator, 120
composite meters, rests, 135
compound meters, 121, 181
compromise meters, 118-119
conductor’s signs, 158-160
conventional notation, see traditional notation
Cowell, Henry, 259, 274
cracked tone, brass, 197
cross rhythms, 82, 115
C-scores, 71-73
cue lines for glissando, 21
cues, 49, 71
for missing instruments, 161
in parts, 160-162
for reinforcement, 161
cuing taped sounds, 317-318
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da capo, 34-35
dal segno, 34-35
damping, harp, 231-235
dead stick, percussion, 221
decibel levels, 16
diamond-shaped note-heads, 30-31, 219
divisi (div.), 175-176
divisi parts
accidentals and cancellations, 166
choral, 165-166
instrumental, 164-167
slurs and ties, 167
dotted barlines, 8, 115
dotted lines, 25
dotted notes, dot positions, 125-126
double barlines, 8-9
double sharps and flats, see accidentals
double stems, 49
double strokes, 128-129
double trills, 25
drag, percussion, 221
duplets, 129-132
durational equivalents, 127
duration beams, 96, 99
durations, 81-110, 124-147
nonmeltric, 92
dynamics, ii, 16-19
absolute, 16
by note-sizes, 18-19
placement, 31-32

editions of old music, 129, 327-331
clectronic music, see taped sound
embouchure, woodwinds, 192
cquiton, 108

étouffer, harp, 231

expression marks, 32-33

facsimile reproductions, vi, 341-342
falsetto voice, 293
feathered beams, 23, 124
fermatas, 43, 128-129
cornered, 99
fifteenth transpositions, 25
final barlines, 9
fingering
brass, 198
strings, 311
woodwinds, 193-194
fingernail

INDEX

buzz, harp, 235
glissando, harp, 236-237
plucking, harp, 235
fingernails, brass, 198
flags, 49
flam, percussion, 221
flat (non arpeggio), harp, 228, 235
flutter lips, 25
flutter tongue, 25, 188
voice, 293-294
foreign languages, 3
in vocal music, 301
four-hand piano music, 258-259
fragmentation in contemporary music, 94
French, Richard F., 332

Gabrieli, Giovanni, 288
geometric progression, iii, 120
Gesualdo, Carlo, 283ff
Ghent Conference, i, iv—v, 336-340
participants, 337-340
gli altri, 176
glissando effects, brass, 199-200
glissandos, 19-21, 63-64
dynamics and timbres, 64
harp, 236-238
gong/tam-tam, 220
grace notes, 21-22, 42, 49-51
graphic notation, 103-107, 109
Gregorian Chant notation, see neumatic notation
grids, 23, 215
group stems, 162-163
growl, brass, 199
gushing chords, harp, 237

half pedal, harp, 239-240
half valve, brass, 25, 199
hand pop, brass, 200
hand stopping, horn, 201-202
hand tremolo, voice, 25
harmonics, 65

harp, 239-240

piano, 261-262

strings, 311-312

woodwinds, 192
harp

notation, 226-256

pedals, 244-245

range, 246
Haubenstock-Ramati, Roman, iv
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Haupistimme/Nebenstimme, 18
Heiden, Bernhard, 332
hemiola, 129
Henze, Hans Werner, 179
highest note, 65
Hindemith, Paul, 281, 283
historical survey of new rhythmic notation, 82-108
history of notation, 321-331

table, 330
horizontal lines, 22-26
horn

stopped, 201

transpositions, 199-200
humming while playing, winds, 188

ictus, 326
implicit graphics, iii, 26, 103-107
improvisation, iii
indeterminacy, iii, 152-157
indeterminate pitches, 66
clusters, 61-63
repeats, . 154155
Index of New Musical Notation, i, iii-v, 332-340
instructions, 32f
placement, 26
International Conference on New Musical Notation, see Ghent Conference
irmegular note divisions, 41-42, 129-133
duplets, 129-132
positions of numerals, etc., 26-30
septuplets, 129-130
specifications, 132-133

Karkoschka, Erhard, iii, 108
keyboard reductions, 281-291
key signatures, 44-45
key slap, winds, 187, 192-193
Kilar, Wojciech, 60
Kirchner, Leon, 119
kiss

brass, 203

woodwinds, 195
Krenek, Emst, 289

laisser vibrer (1.v.), harp, 240

languages, 3

legato, 27

leger lines, 30

Liber Usualis (Solesmes Edition), 321-329
see also neumatic notation

lip positions, woodwinds, 192

INDEX

listeners " scores (electronic music), 316
l'istesso tempo, 128

lowest note, 65

Lutostawski, Witold, 172

Mahler, Gustav, 36
mallet pictograms, percussion, 211-213
manuscript, requirements for facsimile reproduction, 34 1-342
marimba, 221
measure numbers, 168-169
Mendel, Arthur, 35
mensural notation, ii, 330
meter

changes, 8, 46, 146-147

common denominator, 120

composite, 135

compound, 110

irregular, 82

reference, 90f

simple, 110

simultaneous speeds, etc., 108-109
metric divisions, 14
metric modulation, 92, 120
metronome, 120, 128, 159
microtones, ii, 67-71, 70-71, 76
mixed notation (old and new), 99, 142
mouthpiece pop, brass, 200
mouth positions, voice, 24
muffling, harp, 231-235
multiphonics, woodwinds, 193-195
mute positions, brass, 24
mutes, brass, 200-201
muting

harp, 240-242

woodwinds, 195

nasal tone, voice, 25, 296

naturals, 53-66

neumatic notation (neumes), ii, 321-329
transcription into modern notation, 327-329

niente, 18

non arpeggio, 4

non div., 175-176

non legato, 5-6, 27

Nono, Luigi, 92-93, 288

non vibrato, 25, 80

notation
suited for standardization (Index criteria), 336-337
unsuited for standardization (Index criteria), 337

Notation Analysis Sheet (Index), 332-335
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Notation Questionnaire (Index), 333
note-head extenders, 96

notes and rests, rhythmic alignment, 46-47
note-shapes, other than normal, 30-31, 219, 248

octave sign, 44
in woodwind notation, 195
octave transpositions, 25

orchestra score, standard setup, 170-171

organ, notation, 274-280

page tums, 46, 163, 182
in spatial notation, 142-143
partbooks, ii
parts, 183
divisi, see divisi parts
mute indications, 162
page turns, 163
in spatial notation, 145
tempo indications, 164
transpositions, 71-73
p.d.Lt., see prés de la 1able
pedal
effects, harp, 242-243
indications, harp, 244-245
indications, piano, 25, 269-272
tones, brass, 65
Peinkofer, Karl, 216
percussion
abbreviations, 206-209
beater indications, 220
effects and techniques, 221
instrument specifications, 219
locations on instruments, 222-224
long-decay instruments, 220
notation, 205-225
note-shapes, 219
pitched, ranges of, 213-215
score order, 215-219
short-decay instruments, 220
slurs, 35
performance scores, 71, 182-183
phrasing, 26-27, 35-36
piano
clusters, 259-260
harmonics, 261-262
notation, 257-273
pedaling, 269-272
playing inside, 262-269
reductions, see keyboard reductions

INDEX

pictograms, percussion, 206-213
Piston, Walter, 306
pitch, 52-80
inflections, ii
pitches
indeterminate or approximate, 66
notated on a grid, 66
pizzicato, 312-314
plainchant notation, see neumatic notation
playing cues, 161
playing instructions, 32-33
playing scores, see performance scores
polymetric textures, general, 82, 116-120
common denominator, 117
compromise meter(s), 118-119
rhythmic or metric cue lines, 118
polyrhythmic textures, 118
pop, brass, 200
portamento, general, 20
voice, 296
precedente (in durational equivalents), 127
preés de la table (p.d.1.1.), harp, 229, 236
proportional or proportionate notation, see spatial notation

quarter-tone accidentals, 67-72
Tartini system of quarter-tone sharps, 68-69

ranges of pitched percussion, 213-215
Read, Gardner, iii
reductions (keyboard)
choral music, 281-291
orchestral music, 289ff
reference meters, 86-87, 90, 116ff, 120, 147
rehearsal letters/numbers, 168-169
Reimann, Aribert, 96-98
repeat bars, 34
repeated chords, measures, sections, 33-35
repeats, general, 154-155
repeat signs, 33-35
rests
full measure, 135-136
one or more measures in parts, 135-136
positions in the measure, 46-47, 133-134
rhythm, 81ff, 123-151
aperiodic, 108-109
cues, 120, 161
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ride cymbal, percussion, 224
rim shot, percussion, 224
rip, brass, 202-203
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Risatti, Howard, iii

ritardando beams, see feathered beams
rolls, percussion, 225

Ross, Ted, 10, 44

ruff, percussion, 221

running-heads, 35

rustling glissando, harp, 238

Salzedo, Carlos, 228, 248-249
Schoenberg, Arnold, 4, 18, 297
Schuller, Guather, 335
Schumann, Robert, 129
Schwartz, Elliott, 99, 101, 109
scordatura, harp, 246-247
score notation, details
accidentals, 55
conductor’s signs, 158-162
spatial notation, accel./rit., 122
spatial notation, general, 136-145
time signatures, placement, 177-183
score notation, succession of instruments
band, 173-174, 176 ’
chamber ensembles, 172
orchestra, 170-172, 175-176
percussion ensemble or section, 215-219
special setups, 172
septuplets, 129-130
Serocki, Kazimierz, 99
shaded lines (trills), 25-26
signals from player to player and to or from the conductor, 161-162
simile, 33
simple meters, 121
slapping the strings, string instruments, 315
slap pizzicato, harp, 247-248
slides, 19-21
into a note, 64
slurred chords, 39-41
slurs, 35-44
dotted, 35-36
versus brackets in irregular note divisions, 26-27
versus ties, 35-41
in vocal music, 296-297
smacking sound
brass, 203
woodwinds, 195
snare-drum cffect, harp, 242
solo, 175-176
spacing, 44-47, 341-342
spatial notation, 24, 61, 66, 96, 99, 109, 122, 136-145
arrows, 142-145

INDEX

beam extensions, see duration beams
beat indications, 159- 160
black and white note-heads, 142
changes from spatial to traditional notation and vice versa, 141-142
cut-offs, 140
duration beams, 96, 99, 137-142
feathered beams (accel frit.), 124, 141
grace notes, 140-141
note-head extenders, 96, 139-140
notes held over from line to line, 140
page turns, 143-144
performance materials, 142-145
scores, 142— 145
tempo, 143
tempo changes, 143
tremolo, 141
versus traditional notation, 137-138
Sprechstimme, Sprechgesang, elc., 297-298
staccatissimo, 4-5
staccato, 6-7, 43-44
staff-lines, 22-23
standardization of new notation (Index criteria), 336-337
stem directions, 49-51
stemlets, 15-16
stems, 47-51
stick pictograms, percussion, 210-213
Stockhausen, Karlheinz, iv
Stone, Kunt, xiii, xviff, 284, 332ff
Stravinsky, Igor, 82-83, 87, 88ff, 109
striking the strings, harp, 249
string noise, harp, 238-239
strings, bowed, notation, 306-315
subito dynamic changes, 19
sub tone, clarinet, 195
syllable division in vocal music, 301
symbolic notation, 66, 99, 136-138, 141
syncopated entrance (beaming), 15
syncopation, 12, 82, 95

tablature, 330-331

strings, 307-308
tailpiece, strings, 315
tam-tam/gong, 220
tam-tam sound, harp, 249
Tannigel, Fritz, 216
taped sound, 316-320
Tartini, Giuseppe, 68-69
tempo

changes, 9

different simultaneous speeds, 119-120
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tempo (continued)
glissando, 122
indications, 32, 145-146, 164
in spatial notation, 143
tenuto, 4-6, 43-44
text in vocal music, 24, 299-301
thunder effect, harp, 238-239
ties, 35-41, 43, 146
in chords, 39-41
in notes with accidentals, 54-55
timbral changes
brass, 204
indications, 24-25
trills—brass, 77-78, 203
trills—woodwinds, 196
timbre, ii
time signatures, 44-45, 146-147
changes, 46, 82; see also meter changes
conflicting, simultaneous, 85f
with half beats, 183
placement in scores and parts, 177-183
with specified subdivisions, 158-159
0 (*‘zero’’ time signature), 141-142
Tishchenko, Boris, 335-336
tongued air sounds, 187
tongue positions, brass, 204
tonguing, winds, 188
traditional notation, i, ili-vi
in new music, 108-110
see also symbolic notation
transcription from neumatic to modern notation, 327-329
transposition
clefs, 71-73
in C-scores, 71-73
horn, 199
in parts, 71-73
in performance scores, 71
iremolo, 74-76, 147-151
accel./rit., 124
hand, voice, 25
lines, 26
measured durationally, 148-150
rhythmic alignment, 151
two-staff notation, 151
inangular note-heads, 31, 219
rills, 25, 74-79
afterbeats, 77
endings, 77
from line¢ to line, 77
with lower note, 76

INDEX

microtonal, 76

nonroutine, 77

timbral, 77-78, 196

wide, 76

woodwinds, 196
trill tremolo, 75-76, 149

percussion, see rolls
tripartite progressions, 129-132
triplets, etc., see beaming, irregular note divisions
tuning key, harp, 229, 242, 253
i, 175-176
typefaces, 176

unpitched notes, 79
unpitched sounds, wind instruments, 190

valve click, brass, 204
vibrato, 26, 74, 80
vocal music
irregular note divisions, 27, 42
notation, 44, 55, 292-305
slurs, 35-36
texts, 24, 300-301
unpitched sounds, 79
voice crossings in single-staff notation, 164- 165

Wagner, Richard, 36
Walaciriski, Adam, 106-107
wavy lines, 25-26
wa-wa effects, brass, 201
Webern, Anton, 36, 85f, 171
whispering

harp, 229-231

through an instrument, 187
whistling sounds, harp, 253-254
wind instruments, general notation, 186-190
woodwinds, notation, 191-196

x-shaped note-heads, 30-31, 219
xylophonic sound, harp, 240

*‘zero’’ (0) time signature, 141-142
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