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Left Hand C Position

Place the LH on the keyboard so that the 5th FINGER falls on the C BELOW (to the left of) MIDDLE C.
Let the remaining fingers fall naturally on the next 4 white keys.
Keep the fingers curved and relaxed.

Notes for this position are written on the BASS STAFF.

The BASS STAFF also has Fingering: 5| 4 3 2 1

5 lines and 4 spaces. - — -

BASS CLEF SIGN: g!z l E E E ;E é é
The C played by 5, used for LH notes.
is written on the L T

second space of the staff.

Each next higher note is written
on the next higher line or space.
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LErT HAND WARM-UP )

Play the following WARM-UP Say the name of each note aloud as you play.
Repeat until you can play smoothly and evenly.
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When notes are BELOW the MIDDLE LINE of the staff, the stems usually point UP.
When notes are ON or ABOVE the MIDDLE LINE, the stems usually point DOWN.
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Arpeggio signs

;:;Arpeggio signs -

A vertical wavy line before a chord or
interval indicates an arpeggio (rolled
chord)

ARPEGGIO DIRECTION
The chord is to be played quickly from

bottom to top (no direction arm;;/

& played upward
Y (no direction arrow)

5

if the arpeggio is to be played from top to
bottom, an arrowhead is added to the
bottom of the wavy line

played downward
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with the interval of a 2nd

The stem is always placed between the
fwo notes of an interval of a 2nd, with the
upper note always to the right, the lower
note always to the left.

STEM DIRECTION

For notes on the middle line and above,
the stem is down.

For notes below the middle line, the stem

is up.
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STEMS

The reversion point is on the middle line (B in treble clef). Notes on and above the middle line have
downstems; notes below the middle line have upstems.
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‘When two notes share a stem:

a. If the interval above the middle line is greater, the stem goes down. gg
b. If the interval below the middle line is greater, the stem goes up. %ﬂ

¢. Ifthe intervals above and below the middle line are equidistant, the stem goes down.
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‘When more than two notes share a stem, the direction is determined by the highest and the lowest
notes. If the interval from the highest note to the middle line is greater, the stem goes down; if the
interval from the lowest note to the middle line is greater, the stem goes up; if equidistant, the stem

goes down:
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When two notes a second apart share a single stem, the higher note is on the right, regardless of stem

direction: .










Unit 2
The Staff

Lines and Spaces

The staff has five lines and four spaces. The lines and spaces are numbered from the bottom

to the top.
Lines Spaces

3

1. Number the lines on this staff. 2. Number the spaces on this staff.

Notes are written on lines or in spaces.

Line Notes Space Notes
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3. Write L for the line notes and S for the space notes.
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Up Stems Down Stems
Notes on or above the third line have down stems. |

Notes below the third line have up stems.
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4. Draw stems on these note heads.
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1 Triads in Root Position

1. A triad is in root position if the root is in the bass. A triad takes its name from its root and its intervallic struc-

ture. You may wish to review Parl I, Unit 6, for a discussion of qualities of triads.

1L, Voicing.

A. In keyboard voicing, soprano, allo, and tenor are on the upper staff; bass is on the lower staff.
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B. In choral voicing, soprano and alto are on the upper staff; tenor and bass are on the lower staff.
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HI. Directions of stems.

stem goes down; when the note head is below the center line of the staff, the stem goes up.
B. "T'wo voices on the staff: Stems for the upper voice go up; stems for the lower voice go down.

go in either direction.

only the rool is to be doubled. (See the example in II-A and 11-B.)

A. Single voice on the staff: When the note head is on or above the center line (third line) of the staff, the

C. Three voices on the staff (as in keyboard voicing): When at least two note heads lie above the center line
of the staff, the stem goes down; when at least two note heads lie below the center line of the staff, the
stem goes up; when the note heads lie equally above and below the center line of the staff, the stem may

Since the triad contains three notes and four voices are to be employed, one tone must be doubled. Initially,
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Rhythm and Meter

motivic material. If a syncopation is quite simple or if it is repeated, it is
likely to be notated as simply as possible, without showing strong beats in
cach bar.
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A more complicated example showing all strong beats.

Cross-accents are syncopations that may suggest some meter other than the
prevailing one. A hemiola uses cross-accents to establish a temporary sense
of duple in a prevailing triple meter, or a temporary sense of triple in a pre-
vailing duple (usually compound duple) meter. See examples below.

hemiola in 2 (perceived meter is duple)
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Stems, Beams and Flags, Ties, Vertical Alignment
Conventions for stem placement are as follows: In single-line music, notes
in the lower half of the staff have stems up. Up stems belong on the right
side of the noteheads. A note on the middle staff line may have an up or
a down stem. Above the middle staff line, notes have stems down. Down
stems belong on the left side of the noteheads. Up and down stems are also
frequently used to identifv two different parts on a single line.

In traditional notation, flags on single (unbeamed) notes are drawn to
the right only. Beams should connect small note values within the beat, and
across weak beats, but not across strong beats.

Ties are used to extend notes across bar lines and across strong beats.
A tie is often the notational means of showing the location of a strong beat.
Tie notcheads together, not stems. In chords, each note that is extended
needs its own tie.

Rhythmic notation is rarely exact in terms of spacing proportion
within each measure, but it usually gives more space to long events than to
short ones. Take care to align all simultaneous events vertically. Intelligibility
in notation depends on the eye detecting in general which events are longer
and shorter, and which are simultaneous.
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THE NOTATION OF RHYTHM

In compound meter the note value that represents the beat may be
divided into durations that are related to the beat by multiples of three.
For example:

beat = J.
compound division = )

The vast majority of music of the seventeenth, eighteenth, and nineteenth
centuries is constructed in measures that have either two (duple), three (triple),
or four (quadruple) beats to the measure. The chart below shows the most
commonly found meter signatures.

SIMPLE COMPOUND
DURATION DURATION
METER SIG. OF BEAT METERSIG.  OF BEAT

DUPLE HG) J g 4

3 J g

3 Py & iy
TRIPLE 3 J 9 J

i J g J

g ) & )
QUADRUPLE & J 2 J

i@ J % J

' > w0

PRINCIPLES OF NOTATION

The procedure for the notation of rhythm in music is very difficult to codify
because a given rule frequently has exceptions. One reason for these frequent
exceptions is that a common practice has evolved that is not necessarily the
outcome of a strict logic; another, that visual considerations overcome, in some
cases, procedures that may be theoretically more correct.

What follows, therefore, is an explanation of a number of principles that
constitute the basis for the notation of rhythm. One should remember that,
generally speaking, music is notated in such a way that the organization of the
beat and its subdivisions is clear to the performer.

Flags and Beams

All pitches of a duration less than a quarter note are made up of note
heads (), stems (| ), and flags ( Y). The stem is attached to the right of the note
head and points up if the note head is placed below the middle line of the
staff, and to the left, pointing down, if the note head is on or above the middle
line. The flag is always placed on the right of the end of the stem.
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