Reprint of article that appeared Lo The DUODECLHAL REVIEW NOS w2%-24, Since

first publication much practice has improved and simplified the method of music
notatlon, so Part 2 heas been revised accordingly.
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Thete are twelwve egual semitones In an octave. This has has been funda=
mentally true since the days of J. 5. Bach, when & form of tuning wmusical instru-
monts known ns "Equal Temperament” was devised, but as can be seen above musicians
stlll refer to notes by the archalc ides of one scale of seven notes to the
octave, with sharps {meaning "ancther up" or +1) and Flars (Tanother dewn” or -1}
to refer Lo the others,

But of course those who are not musicians want to know what the words

"semitone' and "octave" mean,
The two white keys O and 10 (C and C') above are an "octave" apart. {Count=—

ing up the whites keys you have to count the top C as well as the bottom one to
make It B, Thils leads to bad arlthmetie, for If you coumt up two ocktaves to the
next C you will find that twice & is fifteen; not sixteenl! and 3 octaves make
twenty Lwalll)
1f you play these two C notes together you will Eind that they sound
almost Like one single note. This is because the upper one doas two vibratlions
for each vibration of the lower one. An octave is a [MWBLE of EreaueuﬂE. Lf a
T

note is two octaves higher {ts Etequeng;"fﬁ'rgpiua-: “E'TT%EET‘:F e
octaves (2 x 2 x 2 =) 8 times. n ectaves up and the freguency ia 1" times the
lowar note.

A "semltone" of course 13 half a "tone", but the best definition of a
tome is to say that It {5 two semltones: For a semltone s the step from one
nota on the keyboard to the next one up, e.g. from note 0 to note 1 is & semi-
tome, froem 3 to &, 4 bto 5 and so on. As there are twelve of them to the octave
a_semitone is a ZENIDOUBLE of frequency. {Zeni- preflx meaning "one dozenth of"
31I|1-I?r|r Lo i'H-"rlr—" ?Er trnlﬂj. % [F

In the traditional system the step from C to C-sharp s called a "ghron-
atic semltona" because both notes contain the letter €, but that from C to
D-flat (which fs ldentlical in sound te C-sharp) is called a "distonic semitone™
because it goes up to the next letter of the alphabet!! C-sharp and D-flat are
called "enharmonics''—a word that means you change the names and manner of
writing of the notes without changing thelr scupd, In fact Hete B Ls the only
one in the scale that does not have three names, for there are also double sharpa
{+2) and double flats (=2). Then there are key eslgnatures that contaln so many
sharps or flats according to whleh note you call “doh", and so Lt goes on and on.

More beginners have been put off learning music by this complicated mad

rigmarole than by anything else.

How look at the keyboard pattern at the b T
. . eginning of this ticl
:it;cglthat Ldia th:iw?ite key Just left of a group of two hlacka;nqs E!:::
Ao and you bind there are a lot of these Cs shout. Tak of
H 5 hold
Jxmbs at the ends of the keyboard so that ¥our arms are EqualL; ;:ten::dtrzd
the C you find most directly in Front of your nose is called "Middle "
(It iaﬁrgglﬂ nearest the lock {f the plano has one ) ; .
e C i% the note that musicians .
2 count up and dowm from. Th
::dd;he E bnlur Middle €, or "the A-flat below the double uutzze hE:iﬂTPEﬂk
& L% or “the F-sharp in the third ectave up from Maddle ", ete,

lo dozenal let us call Middle ¢ "Hote 60"
above RIGATS-CT3Nota 70 (sevensany, o0  tho ars saramsyye on, the © en octave
:::v:::nj.tztc. Every time you go up an octave you add one to the dozenz Figure
indicn{Ey!“ymsnizudffegzrﬁ ;; :c:Tveltake :nn Tf[ the dozens figure, We can now'
mple number inszt =

used hitherto, The G below Middla precnmes Hote 5§a?f?:e::§ :::EnTinifgIETEESES
balew the double octave below Middle C becomes Hoke 38 {threezon qlthh d

the F-sharp in the third octave up from Hiddle C becomes Hote 598, -l B

How to play your first tune. Find Middle C {Hot
2 e 60) In the way d Ibed
above, then counting upwards te the right and dowmwardz to the !cfl,ypH::cihne
following notes {count both black and white keys as in the keyhoard Lablej:—.

Eg :g 62  5E 662  ,BE  G6A 65 64 BZED
65 &5 :g EE B4 62 72? 55 0k 1 b5 0 e
B : & &5 b4 62 60 64 65 67,

IE guu Play it in the right thythe, roughly indicated by the spacing of the
T:mk::!,t;ou will play our national anthem. With a Little practlce you will get
AUmher:. e pattorn of the keyboard In respect te the unlts flgures of the

How play the tune egain but this time add 1 to each n
] ote numbar so that

you play the next note up. It stfll sounds like "God Save the Guean", ﬂnen#ft
it? but a h&t higher ugs You have pow done a mest wonderful thing: you have

trnnaanﬁd it fruﬁ. the open key of C major" which has ne sharps or flats
Into ﬁhu remote key™ of D-Flat which contains Flve flats in fts "kay sign-
aturﬁ v and at the same tlme even eleverer into the "enharmonic equivalent”
the "key of C-sharp major” which contains seven in fta "signature"!!! A remark-
able feat that you would never perform until you had had one or two teems of
Llessons in traditional teaching,
SCALES

L
How Eind your Wote B0 again and play up the white koys in order:-

60 62 LT &5 67 64 GE 70, It spunds like
Doh, ray, me, fah, aoh, lah, te dohy doesn't 1t?

This L& known traditionally as the "scale of © major"., Since the Mote 0
sounds like the doh, let us cell It the scale of 0O-doh (pronounce: ﬁh—ﬂoh}:
Play the scale again, this timE=:JHIEE=§=?E‘:;EH number, Again it sounds
like doh, tay, ma, etec (the same tune) hut it is now Hote 2 (62, 72, etc) that
sounds like doh. This is the scale of "D major” or 2-doh, s
And 20 we gpo on lur_ETt_iH;-EFﬁEF=§E;};§?=ii?t;t-ﬁajor ls the scale or
k§{ of 8-doh, the scale of F-sharp major or G-Flat malor is the scale of f-doh.
Ta :zri:ir :!:+t:::8121meant by “"the scale of G-flat major" is that your doh
The explanation of hew those major scales cama about, with thelr steps
of sometimes 2 zeniDoubles and sometimes I, will be given later. All you have
te remember to play a major scale ls, that it consists of thtes even nuwmhars
0 2 & then four odd ones 5 7 9 € and finally back to even at zen {10). Just
add to these your key number:- :



doh, ray, me, fah, soh, Lah, te, doh
Baslci= 1] 1 g 5 T ] E ::03
For key J=doh, +3: 3 % 1 & T 10 12

With a L1ittle practlee you get to know that in O-doh (the white keys)
{t Lz the Hote 5 that sounds like fah, the Hote © that sounda like te, and 33
ong so when playing in J-doh, Lf the tunme you are p:aying :?Tit}i; {:uhﬂiﬂ
"H te 8, for te a
4 though Lt goes to fah, you play (54 3= Ho ¥ te
E:d ﬁ:géet 'I:.Ec right nn;.ea, Most mistakes by beginners when learning to play
:n k{ys ather than G major are due to siscounting semitones caused by the queer

way of counting by sharps and flats.
How play ancther scalei-
1] 3 3 5 7 B £ 10 which sounds

like tah te doh ray me fah =e lah.

Thie sounds more solemn or serious than the bright major scale and 1t.3
called the "minor scale". Tt Eounds most jike a finish when wa stop at :n & =t
lah, so we call thia the scale §:|' Di']'-ﬂE (€ minor). i‘o; ugy -irtherlni?u:.he;r‘:d &

Ynote [lahj: Ls 4=la minor is 7-lah,
1] te number of the keynote [lah}: E minor "
a;31:i :1 or 7 respectively bo the scale nushers you can play these scales

without learning anything about sharps and flates

The scale of é—lah, add 4 & & 7 9 E IO g l_f;
S o1 gw T=lahy 4, F¢ 7 9 T % 3
DLEFERENCE NUMBERS or LINTERVALS".

wWhen we added & to a scale or tune to shift it & zeniDoublas up,hm :“i
doing what in traditlonal language 1s “yransposing up by a major lhirdli :Eth
as they counted octaves up the white keys and made lil':l.harde: by coun ugf o
the top and bottom noles, so also with othﬁr "lnte:v;IZ {aa theirwzu:;rzi “::_

i ! lso E was one b
»5), C D E was one two three a thizrd"; a

i:i:rulal of a third®, We sep immediately in dozenal that 7 (note G) wi;:ah? -
(note E) is 3 zeniDoubles, whereas 4 {note E} minus 0 {note G is 4 zen ou B85,
Finding that they had two different sorts of thirds tnaf called one the "major
third” (4 zeniDoubles) and the other the "minor third" (3 zanmo:.lthlﬁaL T'heyd
have all sorts of Fancy names "perfect fifth", "diminished fifth", “augm.ent:d
fiEth" {7, & or B zeniDoubles tesp,), and *anharmonic aqulvallienth augment 2
second” and "minor thied" both being 3 zeniDoubles, while a "diminished thir

is the =ame as & "major second” (2 Ph}.

Husle teachers actually clrcumnavigate thelr own jargon by expl;lnin%;:rat
4 minor third ls one with 3 semitones, a malor third ene with §. Could any b ng
he a better recommendation for the adoption of a system of numbering notes by

seml tones (ZeniDoubles)?®

is that you
A1l you have to learn sbout this in dozenal i
Subtract ane Note-number from the gther to flod the Ilaterval’ in genilosbles-

Just out of curiesity fhere la a table showing the traditional names For
these simplicities on the nexl page.

HARMONY

£ i i

How have & go at playlng two note

the top Line, hold your finger ower it
Lline, then !,:iu}' both together, Do the same with the next palr,

64 B4 B4 BT b5 64 64 6l 60 KL 69 67 66 62 67 6
&0 57 &0 57 St 60,56 56 36 57 % 56 60 60 5% 57

s at a time; Find the note indicated in

while you find the cme ln the bottom
and tha next...

This 1s known as two-pari harmeny.

,‘3:!,

The Hote differences are YERY IMPORTANT, Melody 1= going wp or down by the
right amount from note to note, Harmony 1s being the right amount up or down
from other notes played at the aame time, 5o Lwo notes together with thelr diff-
erence we call a SPAN, and speak of ONESPANS, TWOSPANS, THREESPANS, atc.

Table of SPANS or "Intervals"

ZenilDoubles Dozenal name. Traditional names.

{aemitones)

0 Houghtspan, or Unison, Unison, Diminished second.

1 Onespan Semitone, Hinor second, Augmented unisan,
v Twospan Tone; Major second, DIminished thircd.

3 Threespan Minor third, Augmented second.

1 Fourspan Major third, Diminished fourth.

5 Filvespan Perfect Eourth; Augmented third.

6 Sixspan Auvgmented fourth, Diminished Eifth.

7 Sevenspan Perfact fifth, diminiszhed sixth,

8 Elghtspan Minor slxth, Augmented ELfth.

9 Kinespan Major sixth, Diminished seventh.

{4 Tenspan Minor seventh, Augmented sixth,

E Elvspan Major seventh, diminlshed octave,

10 Zenspan Octave; Augmented seventh, Diminished nineth.

CHRDS_and_ARPEGGIOS

For three and four part harmony, full orchestra; etc.; you play or sing
three or more nobes at the same time. These are called chords.

L 67
Pley: b this 1£l3 the ;Elmtﬁ now play: 63 this .1.3. the r.!:vrd
60 of "C majlor"; &0 of "C minoc™.

How add 7 to all of these numbers, and play the answers, and you have

played the chords of "Gmajor" and "Gminor" resp.

Te play a major chord; select any note, count 4 zeniDoubles wp, then another
3, making 7, and play the three notes arrived at. We can thus call a "major
chord"” a FOUR-SEVEN CHORD. O 44 and 7 is the chord of "Cmajor"; 744 and 7 i.e,
Hotes 7, £ and [2 is the chord of "G major", ate,

The minor chord ia a THREE-SEYEM CHORD, 4+ 3 and 7.

Tradltlonal names Meaning in Dozenal name,
zeniDoubles

Major chord, Malor triad + &y T A four=seven chord
Minor chord, Minor triad + N7 A three-seven chord
Dominant seventh chord + fy Ty T A four-seven-ten chord
Mminlashed aeventh chord + 3y By 9 A three=six-nine chord
Augmented triad + & A A four—-eight chord
Dominent major nineth chocd + &y T, Ty 12 A 4=7=f-2 chord

or 4+ &4 T 12
(NB In the more complex chords some of the lower motes get omitted as In the
last example. ZeniDouble notation makes the structure quite clear without
ambiguity,)

Dominant minor nineth chord + &y T, Iy 11 A 4—7-I-1 chord

vi  eleventh chord e R N et ahard

I minar thirteenth chord + &y T, 18 A G-E-8 chord

33 major thirteenth chord + Gy By 19 A 4=T=9 chord
Chord of the added sixth (major) + &y Ty 9 A 4=7-9 chord

B i +i fminor) + 3 Ty 9 A 3-7-9 chord

Meapolitan sixth + 3, B A three-eight chord
ltalian sixth + 4, € A four=ten chord
Fronch sixth + &y 6By I A four-six-ten chord
Garman sixth + By Ty T A four-seven-ten chord



To wnderstand how to use them is, of courfe, another story, but all you

have to do bto hear what they sound like with no Follow-up is to play the notes
g% shown by the numbers,

Most instruments and volces have a bottom mote and a top note below and
above which they cannot go. The range of notes they can play or sing Ls called
their COMPASS. A full compass plano usually runs from Hote 29 to Hote 0 and
pianc-makers could express thal as a compass 29-I0, 1t ls obvious from this
{20 = 29 = 73) that it comprizses seven and a quarter octaves,

The compass of a seng can be quoted on the front cover by a simple pair
of dozenal numbers, e.g. 62-72. The soprane singer about to purchase it and
knowing that her vitsl statistics cantabile are 60-79 would ask Lf the shop held
another copy in a lower key——that is as long as the sccompaniment i= written
in # form nol easily transpaesed. With a change of notatlion dozenal can probably
solve this alse.

The strings of & violin are tumed te the Hotes 57, 61, 69, 74 (all at
intervals of 7 zenlDoubles, aren't thay?), and these of the telle to 40, 47, 52,
59; add zen {10 to those of the "cello and you have the strings of the viola,

When two imatruments or singers are performing out of tunme there i3 a
difference of frequency mech less than one zenilouble Letween them. To get the
best quality performance it is essentlal that instruments are made to give exact—
ly the same number of vibrations for the same note. There is an internationally
agreed standard that Hote 59 (A above Middle C) vibrates at #A440 cycles per
second. An instrument, tuned to this, gives for Mote 78, *100;2536 vibrations per
guedriour {hour divided by the fourth powaer of the dozen), and Hote 68,
*#10M;2536 vibrations per queniDay {(day divided by the fifth power of zen,

So the dozenal standard for Musical Eiich is:
Hote 78 {A=flat about an octave and a half above Middle C) = *100 cf Hr.

which 15 the same as:
Hote 68 (A-flat above Middle C) = *100 cycles fcDay

Instruments tuned to this and playing with others tused to the internat-
jonal pltch are so close that only professional tuners could tell the difference,
and only then when high notes were played slowly, The best orchestras and singers
are more out-of=tune than this most of the time.

RHYTHH is another aspect of music that spdrns tens counting end falls right
into the dozenist's lap, @o let's talk about that in another article, shall we?
Meanwhile, here {s "Beautiful Dresmer" in dozenal:-

70 BE 70,67.. Oh..362 61 62,69, .....367 BE 69,69 67 63,65 64 62;64...... i
0 6E 70,67.. 466..762 61 62,69...,..167 6F 69,69 67 65,63 64 62;60......4
67 65 62,50, . 69,.360 67 64,60......370 bE 70,69,, s72. T046E T0 69,670, ... .
70 BE 70,67.. o04..562 61 62,60......367 6E 69,69 67 63,65 64 63364...... i
69 6E 70,70 67 by 65 64 62560 c0ursennranes

Sweet dreams!
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Thanks for all the letters! So you llke Mus-al-Doz, and want more of it
Thenks also for the many suggestions for methods of staff notation without
shaxps and flata. The trouble that we all ram Into Ls, that {f you use one Line
or space pet note, the music wanders up and dowm excessively, sven mare so than
the old ataff notation. Another thing is that notes ta be played simultansously,
cherds, etc get toc spread out and not so easy to read. Why clubtter up the page
with lots and lots of lines? We want to see the pleture, not the Frame!

The system shown sbove 1s one that I evolved many years of trial and errer
experiments, wrltlng pages snd pages of complex stuff like the first smovement
of Beethoven's Sonata Pathftique, overtures from G & § operas, eke, Fregquently
1 had to scrap the lot and think of another idea, as the firet bright {deas Il
proved not so good in practica,

Some of the many advantages arei=

1} Of course, no sharps, flats, keysignatures, etc.

2} Ho need for specially ruled manuseript paper. This system can be done
on any ordinary ruled feimt. The omission of all those horizontal lines of the ||
traditional method, leaves an open score, where notes, dots, and other marks
can be clearly seen.

3) Zenspans or "octaves" look like the same thing only higher up. Compare
the last four notes in the example above with the first four. In the old system
the octave above a note en a line wes in & space, and vice versa L

&) 0dd notes are stroke—heads; and even notes round-heads, and thers are
tws kinds of each, which glves scales and chords, etc characteristlec aspects.
Things that sound similar leck similar, things that do not look different.,

Tha keynote can often ba seen in the pattern of the notes,

3) Having only ene line per zenade ("octave” consldered as a serims of
tyelve consecutive numbers, compars decade) avolds the escalating difficulties
of rampant leger lines. Zensdes can be stacked in twos and threes to sult the
nature of the music, though for most instruments a ene—zenads staff will sufflea,
Hotes written outside the staff up te half a fenade are easily recognlsed,
making the total compass two zenades,

6) The complications of base— and treble— and somatimes varlous £- clefs
ate done away with. By prefixing different zenade numbers any instrument or
velce can ba sccommodated. The nole on the line 1s always Hote 0 (Transposing
Instruments later}.
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Everything iz counted from

the Cardinal Hotes: | ™ L
Y U T o e
& 8

Cardinal Positlcns: on line & third the way uwp  two thirds up
S A e (1o fast weltlng avold half way up}

Odd Notes start In cardinal positlons and slope up or down (left to right),
according to whether they are abeve or below the cardinal Hote.

o .} i = & I
1 3 3 7 9
2 o]
6 [4
Positions: Above and Smack in Hamging and
touching the middle. touching.

(Musiciang please note that note-heads are concerned only with pltch and HOT

durntion,}

(ne, two, thres or more zenades ("octaves") of staves can be used accord=
Ing to the nature of the music, The zeénade number (dozend figure) is writtem
in front of the staves, and the line for Hote 60 ("Middle C") i& thickened.

h{' [ 7

¥
]

B h t hm

EmmxioEmE e

The basic unit of chytlm is the BEAT. (Traditional nmotatlion did not recog=-

nise thls at first, but started with notes of different durat “5 "gl:hg were
all

than strung together to form all sorts of different "times'. i1

being basically three in a bar. A note that stood for one huni 1&. ona p?ccu

could stand for two beats or a half, s third or a guarter beat in other pleces),
BEATS are grouped In twos, threes, or fours (aometimes flves or sevens)

to form BARS. The end of a bar is shown by the BARLINE.

|
e L2 |

i

Staff Notationi 6]4x r L | »
I

usbet Hotationr Llpy o 2 5o A Dot b B FoB e ) RSty y =]

All those are examples of four beats in a bar, indicated by the Tims
5-’;5““‘“1& 4. The' followlng are in 2x and 3x. &

T 502 Nl i ) LY [ N [N ELEY

I?U:2|h:ﬁ1?:-l9:ilﬂ1-|-: " I:ﬁ:‘?l"h :9"?: :ﬁ|51|2|

Most of it 1s self-explanatory, but just a few comments:-

1} A dot after a note adds half as much again to itz duration (as In the
old notation). See the I-heat note near the end of the first line.

1) A stem without a note-head means a beat without a sound,
or rest, For longer sllences we havei-

Jllﬂ—bentl: .lrIZ—bl‘.Iar: ﬂ.l—htl- or I'l —bE |} or "l ﬂ—hnrl 141 ] &-—har] 18] |

L.e. a sllence

3 T B 1 (1] (4] 11 ] E t %  » ample 1s
} 115 TALE L] J inil B thi las WO notes of the 2% ex F'l iz ¢ 1led
[ ight 1 alle

a TIE. I
E means that the sound continues unbroken through to the and of tha last
;; : gfu?ta I:qr]ine marks the and of a section or plece
Aln stem mesns the note lasts f orm
YEEY [:';r ;J;:r:e:;lnns} on the left, the stark ::dlutlft:fép;:qnﬂrmlly A G
S rhytmemr:ftﬂ NETJ.TIDH ls evolved from the exafiples in the Last articl
M e “brsamo;rnwd frm the Tonie-sol-fa system. A alwrt.dmh w
& contlnued unbroken, & : .
the space hetwean Punctuations blank, S R e R L

PULSES. PEATS are subdivid
LSES ed again and again by two d
3:3 :L;—do““} Into shorter notes called HJLS'ES. S:n:: 2:1;?—&: t;he st i
v Bte beats get divided by the f-:-tTEEEE numbers:- S

Benk: 1
Primos, 2.3
Secundos: & & 9
Tertios; E 10 18 23 {
Humh i
Quattes: 14 20 30 46 69 u?r:au:ﬁ:‘;fﬂml'

W '

Huaicia:; :ﬂ- ::: L:y;na to make life awkward! That (s Juat how music does

S diildinc bn arithmetic [n theory, but in practice they a.re. r-ﬂu:ui

Sl s v ihs ﬂutsth::q::dup :nt;xact fractions including from time to Eime Effiha
3 notation d ;

makeshift methods For thirds snd nt:::a.ealannd only to divide by twos, with

A $[R.|'LI.GIFTI‘ [ICE RCTOES A slem me g2 divisl b " () ICK b three
. L an ivi on ¥ two. A CURVED ¥
e L EE il Pt Fepd
: SESsoonaw==

A third of a half is & sixeh
= ot : v and a half of & third i= i
sygr{r:; E:Eslht:i. :i Hh—di-b-d;,thile the Latter g0 DA-di Da-di ;Afdfth"l‘h:uot];hq
ame Bymbel for both, whieh "
(American) or "_genj_—quamr{Engllah},rH‘iLh l:h:a:i:&.s;e:ﬁ:: :U[g:ttlf— i
Thirds of halvesxi Halves of Ehirdsr% 'F

tick
cks shows the PEDLGREE of the note, The STEM has s FREE-END and n KOTE EHD

« The enries of

The tick
nEiEthur:El:ﬁ::hthe note=end shows the grouping of the mote with {ts immediat
e ::l'le tun::czne'qi tw]_m one of three, The tick nearsst the fioe en: :
or 5 heat la to b il
Broup into a half or a third of u“be:gri"tdiﬁ ded: Do we have to squeeze the

F &
,k :F Lﬂ‘ §unt‘ter boats we put the t* stralght ticks In the form of a CTO88]

and a0 ong Ejghth!% fE N'J'_nethszk * EE' fn and the
zenibeats: quarters of rhlrda* * % f thirds of quarters% * J{ f
and halves of thirds of halyes i f i § Dneaénnfnurths% % * 1?

To put the Pedigren on gach individ
s ual stem clutters u
t;:E:h::eb:u:dG;EEP’E;nes. S0 notes that belong to the same h:a:h:asnizrg:;:;nr
a1 "fﬁ:'"gs Jolning their free-ends, and subgroups can have n mepond
i ¥ pedigree is then put on the groupling betwaen the first and
ﬂr For division by two itmn[icienl te thicken the l.lne:n

Halwves n Thirds Quarters

Slxth

mx L EL EI EL EighthafiE[EEthr
te and ticks can be used withi . |

C after a third makes Ewn Lhi.rrj:s\uft a4 HH J:_L LG-L—L
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Fifths Sevanths {Always IHSIDE the corner).

Musicians please note that these symbols and Eractions rafer to the divi-
sion of the BEAT, whether guick or slow, and net to the Amerlcan "Whole-Hote"
(= English "Semlbreve"), nor to the E:tglrish "Crotchet" (mari:i_im "uarter-Hote" ).
(#] } '

The traditional | e M o]
<J = T
in Husic & la Dozen all become | dx I P

The rapldity or Lempo can be shown by a mumber after the Ix, Ix, ete
glving the duration of the beat in TGM Tims, 1.e. 6 = | second. Jx6 means 3 beats
of 1 second sach = L bar = *1& Tm, B bars of which lasts #100 Tm or 15 seconds,
%o twelve sectlons of B bars each takes 0jl Hr or 5 mlnutes. 3xl is three times
as quick and will take only a third of the time, They are only o gulde, not to
bo taken too preclsely. Words Llke "Lento', "allegro" etc can still he used.

Enough talk! Let's have scme Lunes.

T H L ST R i . - Stephen Foster

oo " —— e
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Peaublful dresmer, wake untome, Starlight and dewdrops are waitlnf_&:jr::a-:,

ko [~ e - L ™
1 T 1 LI W R R
T T e | = e—
Sopunds of the rode world heard in the day, Lulled by themoenlight have all passed a-
i = - ) i [ I ¥ Dhu
et (TLTF- TOLITT t

=wayh Beautiful dreamer; queen of my song, List while [ woo thee with

[} i I~ __p [ | B fom -
ool (g R T |
soft me—lo—dy; Oone are the cares of 1ife's bu-sy throng
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Beautiful drepmer, awake unto me! Beautiful dreamer, a-wake unto mel
Rlne Dpn b Walack L
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Sl.borher Kelly's Doorsta 43

Words and music by Oeo. A, Stevens

AT LT T, g=|,i,!" f'l-rl”* S

OnHother Kelly's doorstep, down Paradizre Row,

1'd =it along o'

i 58 1 3 9 0 0

Helly, she'dsitalongo' be.She'dgetalittle hole in

her frack, hole {n her shoe,

177 ' 22—
3 T Y e r i T ]
Hole in her sock, where her ton peeped  through,

But  HWell
tit=—T7 t
T
smattest down our alley. On Mother Kelly's dooratep, 1'm wondering now—

< e A O O | O 12 i

LE L1'] 1 Hel=ly—-—
gal Hel=ly remembetrs Joe her beau, And does she love me

Sl 2 23 O .2 g 5 1

like she used

to, On Mother Kelly's doorstep, down Paradise Row,

1a_the Shade of the 01d Apple Tree

Worde: H. W. Williams
i Husic: Egbact van Alstyne

ik 0 P F n i
L0 40 W O 0 L 5 e, o i 0 1 0 o
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In the shade of the old apple tres i

When the love In your eyes I could

S 3 Y34 N T 0 0 4 e =i

— . ;
BE When the volee that 1 heard , Like the song of the bird , Seem"d to

. | - il

020 2 e 1

whisper sweet music to me---- 1 could hear the dull buzz of rlhe hen—— Tnl_:hn

i 1

8 o 0 0 3 T 0 2 o o

hl:ssums a8 you sald to mom=- “EIE hLarL‘ r.hlat Iis true, T'11 be walting f
O 8 0 ] R B A

== —

YOU——mmm——— v In the shade of the old apple trep——=————-

or

& or N & traditional sign meaning pause or dwell
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(Words in parentheses refer to the traditional system and are given for reference}
The four types of notehead glve scales and chords characteristic patterns.

In the ALL-HOTE SCALE (chromatic) round noteheads for evens alternate with

.q!opersfnr!-hl!ﬁddﬁil LLLLL i’Lrlr rrrrl

(There are sixteen different ways of writing r.ha:.‘ﬁ the ¢lassical, all very
complicated, yet all "enhsrmonically" equivalemtili:)

'l'h_e- TM}J-STEP SCALE {1:02: scale) has eitht.'."r alll evens or all nids:-
e M i o e I R e
1Y | |

DOH-5CALES {major) have three of one followed by four of the other, here
shown with thelr DOH-CHORDS (tonfc) and SOH-CHORDS ({dominant}i-

O-poh (€ major) 1-Poh (CH or Dblmajnr}
{Wr = . = i | S
4 7% 9 O 0 o S 5 P O
= : _
Dibd B T A e iEﬁ;;d Eﬁ:_md S g e iﬁﬂm

chaorid
I-poh (D major) i=Doh (Eb major)

010 2 O 5 WL

The changeovers shew the beginner quite clearly where he must 8o up nnty Unﬁ:t
not two, notes {a nasty little seeret in the old code causing wrong notes a
O-f.ah {C-minor) '

Frithrrh ooty

5 - Llah= 1 £t d © m £ el 1 He=
ol ke B8 K Ifﬁnrd clamrd chord

CuTEeS ).
LAH-5CALES 1 —

chord

2=Lah (D minar)

's-[..lh II|:[:|1=||= or Eb minor}
Wavaanw NN 10N

The PRIMARY SPANS, Four-, Elght- and Zen-spans have two pob

o s
|1
L]
pheads alike:=
Py

|-ai:7 |E_>__,| | L T

f=Spans (major thirds) A-5Spans ( r sixths) Zenspansl (octaves).

D4,
The frequency ratle of the zenspan s 2:1, of the fourspan 2 12 I,ii.e.lflla
cube toob of Lwo,= l;::.l_‘uz,,tl,ﬁ’-}'a.aciasa to the slmple ratio 5Lﬁ.r 8. 133
The [reguency of the elghtspan is 2°3%, = 1.5874 close to 1.6 = B2 3,
The other EVEH-SPANS, Twe—, Slx=, and Ten-apans have either two avn: or
two odd heads but of different kinds; a black and an open, or upsloper an

downs loper = E E
2 7 g P52 4 (R 401
2-Spans (tones,major Inds) é-Spans{aug.&th,dim.5th} UZ;Spnns(mln.?th,aug &)
2214158 98w iple 2030 e 1488 715 = 15497 205 - a7 Tia= 139

Fi
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ODpSPANS ulf course have one nvenl andj anmlodd notehonds =

b
ol O S [ 92 ) (SR L7

T-Spans(parfect fifths} #-Spans(major 6tha, dim 7eh) E=Spans{major 7ths)
i I

| 1 " 1 ]
oy,
EE S Ly b k& ] 501 ) P
S—SEans{perfEct fourths) '!-SEnn5{mtn-:-r Irdsyaug Inds) 1-Spans(zemltone)
z°f5= L4569 3/2 = 1;6 2% 7. 15822 573 = 148 29b o gizrT w13/8=1520
27w 14803 /3 = 134 032 15233 645 - 15242 2™ = 1087 357 16=1 00

Whon noteheads get too close, put the even on the "wrong" side of the stem
80 that the odd still slopes frem [ to R.

When two parts have the one same note, the pitch difference is nought, so
this is called a UNISON or WOUGHTSPAN, To show two volces, two notcheads can he
used, and Lf the rhythms are different, two stems or & little gap may be necess—

. b s _to E 9
ATY LDne‘af ‘t [ |I|;ui:d heads h a‘t t_a [ ML ESLOFPER frEu he stem o.r_ j:iin
0 P ,tL qEEtF ]-:E?;L:E: |
F a3
Play the top note of b span a kenade ("octave") lower and the character of

sound is hardly changed. The new span's number iz *10 - Ny .. & T=span INVERTS
to a S-span, an B-span to a 4-span, mtc. They are called THVERSIONS of each other,

TH TUHE means that the frequencles of the notes are an exact simple ratio,
L/L the Unlson, 2/1 the Zenspan, 3/7 the T-apan, &/3 the S-span, 5/4 the 4=span,
53 the 9-span, 6/5 the d-span, B/5 the B-span, so that they hlend in CONCORD.
When a non-divizible number Like 7 {and upwards} comes into the picture, the
blending L& not so simple and glves the effect called DISSONANCE,

Cloee to, but not exactly, a dimple ratlo,gives a slow wavering that is
sometimes explolted for its pleasing affect, a SLIGHT OUT-0OF-TUNEMESS, ldeally,
for music as opposed to "noisic”, all motes should be in falrly simple ratios to
each and every other, which 1= arithmotically {mpossible, THE TWELFTH ROOT OF THO
comes to the rescue, for Lt Is fact, that its powers fun pratty close——the 7th
and Sth powers very damned close—to all the simple ratlos. This i3 a_little-
known_property of the dozen, not found in any other number (except multlples of
TﬁE“En:EHE‘.’“'““ ====22500. 00 S 2UNC 20 any otber number

That is the meaning of EQUAL TEMPERAMENT: Equal spans to be equally a litkle
out, so that ALL spans can be tolerably {n tune.

The pLL RE Cherd{dug.Triad) The ALL-THREES Chord (Dim.; 7th)

d
e
Twp more chords: &£ .‘ T

il

T. Pendlebury

S Heppt. . Ihought
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EEEEEEEE-EEE‘E-EEEEEﬁ-EEEEEE-{-ﬂEE L. wvan Beethoven
Grave
0-Lah Ip
4x
-3 bl e
T %
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attacca sublto
l ﬁ—ﬁ il Allegro
I B v 0=Lah
. L
Allegro di molto e con brlo ~1 e R
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and so0 on, and now cross hands:-

JEHN
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™ e
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The second Movement:-—

7a-bob ___——1"
RH |Ix L.
r

b

Information at a glance Ls the aim. Pltch by typical noteheads. Division
of the beat by group lines; these have nothing to do with phrasing, which is
showm by the conventicnal slurs. Firat lines cover a complete beat and no more,
second and third, the respective subdivisions. Stems terminate on thelr relavant
group line.

The long line in the "Allegro di molte” is a REPETITION TAIL; meaning
"repeat the motlf shown again and sgain for the duration of the Llime", Tt saves
the performer from having to scrutinise every note of the fully written Eorm,
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el U T c 8 W, A, Hozart
Allegretto
I 1
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al segno 8
Prelude 4n 9-TDuah F. Chopin, Op.28 W7
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Andantine, dolce
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Small notes on fromt of stems to be played very quickly in succession before the
maln note. | means depress damper pedal, T release it. Motes an First barline:
another way of indicating the dob— or lah-nete (helpful but net essential).



