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I. THE NEED FOR OPTACON MUSIC-READING -

s

Blind people are renowned for their love of music, and in comparison to sighted people, often find
music of greater fmportance to their lives "(Wiley, 1968). The reasin is twofold: music is highly
accessible to them, and it provides the blind with career opportunities that can be more rewarding
than most others, bpth financlally and spiritually (Wiley, 1968). To reap these benefits by participating

"In school music programs, studying music privately, or by pursuing a musical career, blind

individuals must overcome a major obstacle — reading music.
Problems of Brallle Music . : : 8

Traditionally, the Braille system of transgribing music ngtauori has made it possible for blind persons
to read music; however, it never has provided complete, easy, or Immediate access to the world of
written music of the sighted. In fact, the Brallle music system itself poses many barriers.

In Bralile, a limited number of dot configurations are used to represent the full gamut of signs used
in music notation. Consequently, one dot_configuration may have several different musical meanings,
and conversely, one musical sign may require several configurations. Need!ess to say, these features
make Braille music comglicated, confusing, and so difficult to learn that it Is mastered only by those
blind Individuals who have superlor Intelligence and a lion's share of determination. - '

Ancther disadvantage of Brallle Is that the score must be transcribed. The blind person's access to
music Is tharafore dependent upon whether a transcript Is available or whether a Brallle transcriber is
availabte to make one. Fortunately, a large percentage of the standard musical repetoire has already
been transcribed into Braille, and many scores are avallable for loan from Braille music libraries.
Nonetheless, a biind musician’s cholices are limited, and If a sore is not readily avallable, a Brallle
transcription is rather expensive to buy and time-consumirg to have made. Even when scores are
available on loan, the necessity of continuously borrowing music can be a real hardship; especially

 for those music students and professionals who regularly use a large number and variety of scores

within short periods of time. Additionally, the bulkiness of Braille scores makes them difficult to
store, mail, and carry around. ' ' .

Inconvenience aside, perhaps the greatest drawback of Bralile music Is that It Is a system of music
notation completely different from that used by sighted musicians. Braille not only uses different
notational signs, but also arranges these signs in different temporal sequences and spatial positions.
Consequently, the mental image a blind person gets from a Braille score is considerably different
from the mental image a sighted person gets from a printed score. Put another way, because a Brallle
score does not enable the blind person to feel what the printed score looks like, the blind person
conceptualizes the score differently. Unfortunately, this often creates important gaps or difficulties in
communication between sighted and blind Individuals which greatly hamper blind individuals in their
music studies and careers. :

y
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The Optacon ' A . .«
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In the e'arly 1970's, a new electronic device was devéloped for the blind, called the Optacon'or

OPtical-to-TActlle-CONverter. The Optacon converts printed figures into vibrating tactile sensations.
which allow the blind person to actually feel the shape or form of the figure. Through the Optacon, -
the blind person feels what 'the,s!ghted person sees on the page and Is thereby able to tactually read °

the same printed materials.

’ 3

As shown in the picture belo@v. the 'Optacon consists of three main parts: an eléctronlc'eye (or-.

camera) which picks up visual images on the printed page; a console (or tactile array) which converts
. the visdal images picked up by the camera into simulated tactile sensations; and a visual display

which allows a sighted person to see what tactile images the user Is recelving. To use the Optacon, .

the reader moves the camera across the line of print with one hand, stopping to inspect and identify
each flgure as s/he goes along, meanwhile, the index finger of the other hand is held-in the console
to recelve the tactile images being transmitted, Thus, the Optacon requires the simultaneous use of

both hands so that whatever visual images are being plcked up with the camera with one hand are felt_. .

through the console with the Ingex finger of the other hand -at the same time.””

\

Figure 1. The Optacon

Vigual Display

Camera

®Console
. -+ Vo ,}i
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Since the blind person now can tactually.read the. same printed material the sighted person sees,
Bralile transcriptions are not necessary. Potentiaily," all prlnted materlal Is readily avallahle to the

unsighted.

papers, personal correspondence, and bUusinéss materials. Studies have shown that reading speeds-
vary from eight to one-hundred words per minute, depending upon factors such as training, motivation,
and procedural approach. Even though this reading speed Iis slower than -that for Braille, most
Optacon users feel the rate is r.ot-so important as the independence. privacy, and accesslblllty the
Optacon affords them (Mason, 1978).

' ®rhe Optacon already has been useful in_allowing the blind to read textbooks, novels. job-related

Optaton Music Reading

[

Being able to read music print with similar independence has major educational and vocational

implications for the blind. By providing direct and immediate access to any score or musical example,

the Optacon- could ‘facilitate the inclusion and partiéipation of biind chlldren in regular music
classrooms and school programs that Involve or require score reading. Qn the College level, the
Optacon could be Invaluable in assisting blind- students take music examinations required for

admission and during their coursework, and could greatly facilitate their learning in the area of )

performance, aural and written theory, and history, as well as their participation in ensembles. As for
professionals, the Optacan could make 'countless scores easlly accessible, save enormous amounts
of time usuaily taken up with obtaining Braiile transcrlptlons, and enabie dIrect exchange of printed
music wlth other professngnals . >

Il. MUSIC-READING WITH THE OPTACON C e

H
4

Feasibility

The Optacon can extend the world of the blind musician to exciting new vlsta'sl' But there ajso are
new challenges -- learning how fo tactually perceive, dIscrimlnate, and interpret the " many

complexities of a musical score.

Readlng music wlth the Optacor is conslderably more complicated than readlng word print. Picture
for a moment how different a musicai score .is from a page of word print. Then, imagine how
differently it shouid feel to the fingertips. Aside from being mo.e crammed with print, music contains
a greater number and variety of signs than word print. Word print only .uses the alphabet in upper and
lower case, numbers, and punctuation marks, whereas music uses hundreds of different notational
signs. Music has the added complexity of superimposing these signs on five horizontal lines, thereby
making tactual discrimination considerably more difficult. Another difference is that words usually

appear In a single straight line, while the notes of a musical score zig-zag up and down moving by
step and leap in both vertical and horizontal configurations. Consequently, "tracking” and “'scanning” .

a musical score to find the notes is not so simple as following the straight iine of word print.

Moreover, since note progressions and configurations are less predictable than letter or word
sequences, the reader cannot quickly skim over anything in a musical score. Hence, music reading is
necessarily slower than word-reading. The process is slower because the hands are involved in
reading; it is impossible to read the score and play an instrument simultaneously as sighted
musicians do. Instead, the Optacon music reader reads a short passage, memorizes it, leaves the
Optacon, takes up the instrument, plays the passage . . . and then proceeds in the same fashion until

the end of the compositlon It is also Important to note then, because the reading process is slow

and segmented, it is Impossible to “sight-sing” or “sight-read” a score at a reasonable or steady
tempo. In short, music reading is a complicated, multi-step process.

Despite these seemingly overwhelming difficulties, blind individuals have demonstrated that it is
possible to read music competently through the Optacon. Homina and Muranaka (1978) reported that
after thirty-five hours of training, an eight year oid girl ‘was able to read beginner piano music.
" Telesensory Systems incorporated (the manufacturer of Optacons) found that an adult experienced
Optacon user wac abie to read melodies and simple plano accompaniments after only two hours of
training. Brand (1980) observed an adult musician read ‘'complicated” piano music. And finally, the

Q
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o present authors °(Bru§cia & Levlr;son. 1982) found that, upon cdmp’letlon of this curriculum, ten blind .
. Individuals ranging In age from 10 to 24 years achleved consliderable speed and accuracy in reading -
relatlvely complex musical scores (See Appendix A). ’ S -

.Proc'eddrul Considéraiions ~ . ’ ) . ‘ ) . .
) T . * - LY o . ' 7 “
Because musical scorus lodk so different from word print, and becausz they are so much more
difficult to read tgrough the Optacon, basic techniques for using the Optacon had to be either °
expanded or.adapted to °the musical situations. Of particular Importance are camera technlques or
¢ procedures for inspecting the printed page with the electronic eye. Four techniques fhave been

developed for, specl'flc use with Optacon .muslc-readlng. They are:

1. Scanning Is a basic Optacon technique which involves controlled quick movements of the

- electronic eye from one location or figure to another. When adapted to music, scanning Is a

‘ two-step process which precedes the actual reading of the score. In the first scanning, the reader

- skims horizontaliy:across the line of music to get a general impression of what the music “logks”

' like. In_the second scanning, the reader moves the electronic eye in vertical wave forms which
encompass the space below and above the fiye-liné staff. After these two scannings, the reader
has a better comprehension of what the score entalls and Is thereby able to plan specific raading
strategies. ' . :

2. Sequencing is a process wherein the reader détermines the order in which various parts or
segments of the ‘score are to be read. For example, when approaching plano music "using .two
staves, the rezder must decide whetheg to begin with the upper staff and then read the*lower staff
of whether to proceed in the reverse. Because word print usually proceeds in straight lines,
sequencing is not usually a procedural consideration. However, whenever the figures to be read are

' r spaced in an unpredictable or unusual way (as in a musical score) .sequencing is an important step

T . for the Optacon user. Another musical example of the importance of sequencing strategies Is

' counterpoint. When should the reader read one line at a time horizontally, or all lines simultaneously

or vertically? What is important to realize is that sequencing decisions [nust‘be made on the basis of

Optacon considerations as well as strictly musical matters."

" LI S

3. Tracking is a basic technigue Used In Qptacon reading wherein the reader systematically Inspects
a particular ' figure in order to identify it. Here again, because of the graphical complexity of
musical figures when compared to letters of the alphabet, tracking in Optacon music-reading is
.- considerably more complicated. Moreover, finding the most effective way of tracking musicald
- figures Is of cruclal significance in insuring the success of Optacon music reading. Throughout
the curriculum, various tracking techniques will ‘be presented and explainec.

4, Searching is a procedure invented by th'e auth‘ors-wherein the reader systematically Inspedts the
'score with the electronic eye in order to locate each figure. Again, because musical notes do not
proceed horizontally in a straight line as do words, a more elaborate procedure for finding each note
is needed. ' :

Id

Measures of Success

: .«
In field-testing this curriculum it was found that “speed” was the preferred measure of success in:
Optacon music-reading. Speed is defined as the number of figures® read per minute with 100%
accuracy. including the time needed to verbally report what was read. The authors found that neither
accuracy or time alone were sufficient measures. Most students will achleve 100% accuracy given the
time to do so, consequently only a combination of these factors provide a valid measure of success. -
It is important also to note that measures of speed are based on verbal reports rather than on musical
performance of the score. The reasons are many. Performance of the score requires memorization
skills and instrumental proficiency.- By contrast, verbal reports are quick, direct, and less
contaminated by such extraneous factors. : . '

Q *A figure is any notational sign that forms a separate visual-tactile entity regardless of its musical
ERIC significance. Examples are a single note, a bar line, a sharp or flat sign, etc.

10
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A New Curriculum . : ' : ) o

) The authors constructed the first éurrlbt]lum-dn Optacon music reading in 1978. Thé'orlglna| version

was fleld-tested, modified, and. re-tested untH the “present curriculum was written. The present

"

curriculum, then, is the result of four years of field-testing and _'res_e'arch. The project** was -

"'conducted by the authors at the Overbrook Educational Center, Program for the Visually impaired of

the School District of Philadelphia. Subjects for the project were ten legally blind individuals of -

average or above-average Intelligence who ranged in age from 10 to 24 years. All ‘of them had studied
a musical instrument previously, and all had a ‘working knowledge of basic musical coicepts. In.
addition, all subjects had been trained in using the Optacon for word print, and ail had demonstrated
basic tracking and scanning skills. ) ‘

. " '.‘

h:

. **The findinés of this research.°project regarding variables that influence Optacon. music-reading

success ‘are incorporated throughout the curriculum and are described in greater detail in Appéndix
o " o
ral

e}

It A,GUIDE TO THE CURRICULUM

Objectives b

This curriculum provides a systematic method for teaching blind musicians and students how to reac

music:print with the Optacon. More -_Sp“eciflcally, its purpose Is to enable the learner: (a) to track and
scan musical scores with the Optacon; (2) to tactually recognize and discriminate varlous notational
signs found in printed music; and (3) to translate these signs into their musical referents.

L

Delimitations o . - &
) * '

‘The lessons which follow are concerned with teaching an individual how to read musical notation

through the Optacon; it Is not concerned with teaching Optacon procedures, word-reading, or musical
concepts. It is important-to note, therefore,-that the student already should be able to track and scan
word print independently and be able to understand the musical concepts contairfed in each unit of
the curriculum: These materials still may be used successfu}ly by students without such preparation,

but only if additional instruction Is provided concurrently.

In keeping with the intended scope of the curriculum, all definitions and. explanations of musical
figures refer to notational rather than musical meanings, and all discussions are limited to
implications for the Optacon. Thus, for example, a vertical line from the top to the bottom of the staff
is defined simply as “bar 1ine" and explained as “the sign that marks off .or separates measures.” No
attempt Is made to explain what a musical measure is. Similarly, the sign “d " Is defined as a "half

note-stem up,” and compared to other note values only in terms of Optacon differences. An attempt

is not made to explain its durational qualities or relationship to other note values within meter.
contexts. . , ’
i»

Since the number of signs used in music notation is Immense — especlally when one Includes the
varieties found In different types of scores for different instruments, printed by different publishers —
it was Impossible to cover the entire gamut of music notation In the cutriculum. ‘Nevertheless,
because the curriculum is intended for blind musicians who play any instrument, an attempt was
made to precent all of the signs basic to all instruments. These basic signs are presented Iin the fi’st
four units. Then, in order to accommodate some of the notational differences between instruments, a
separate unit is devoted to piano music, and an index at the end of the curriculum inciudes a section
on signs unique towother Instruments. :

- -
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Format ' ’ < ' Lo - - . -
The curriculum is comprised of a manual and a packet of progress evaluatlér{ sheets for the teacher
and worksheets for the student. The teacher's manual contains an introduction_ to the curriculum, five
units ‘of “lesson plans, and an index or‘glossary of additional notational signs.. The student’s

. yvorksheets contain reading exercises for each ‘lesson (correspénding to the teacher's manual), and the:
index of additional notational signs. . « T K

*
- [

Units of the curriculum cover a particular area or aspect of musical notation (e.g., rhythmic nntation o
off the staff). Lessons within each unit deal with a particular notational sign or group of signs v thin
the unit area (e.g., eighth notes). In the teacher's manual, each unit begins with an overview of the
conten_g and methodological approach of the unit along with specific pedagogical suggestions.
_ Following this introduction are lesson plans with established goals, competéncy  objectives,
step-by-stgp teaching procedures, and a copy of the student's reading exercises.
By contrast, the student worksheets consist only of the exercises. Carefully tailored to each unit's
lesson, these exercises are lines of music notation which either (1) introduce a new notational figure .
in isolation (viz., In_troquctor_y exercises); (2) present the new notational figure With tactually similar -
or musically-related figures (viz., finding exercises); or (3) present the new notational figure within
musical contaxts that include all of the figures previously léarned (viz., identification, memorization,
and test exercisgs). Because these exercises have specific learning objectives, and because they had
¢ to be limited to include only signs aiready covered in previous lessons, it was necessary for the
authors to compose most of them. Unfortunately, especially in the beginning of the curriculum, it
was not alwa; 3 possible to make some of them musically meaningful. Later however, as more signs

have been covered, it was possible to use excerpts from the music literature in the “identification” . . .

Y

" and “test” exergises. N

The index of additional ‘notational signs, which appears in both the teacher's. marual -(see Appendix

B) and the studerit worksheets, Is & supplemental glossary of notational signs not previously '
presented Ini any of the units. These additional signs are divided into two rain sections, generic and
instrumental. The generic section contains thosé signs found in all types of musical scores; the
instrumental ‘section contains those found oniy in scores for certain instruments, Since_the index is
intended as a reference, it has been organized for the convenience of the Optacon reader. Hence.
signs are organized within each section according to their shape and location on:the staff rather than .
alphabetically according to their notational or musical meaning. Signs within the instrumental section
are further organized according to Instrument. family, Each entry in the index provides an example of |
the sign off the staff and/or within its score context, a description of its critical tactual features, and 'g
its notatignal meaning. ) . o : - %

A packet of progress evaluation sheet$ Is provided to encourage ongoing evaluation of the student's
progress. The evaluation sheets provide space to record the student's speed and accuracy in reading
v exercises at various points in the curriculum. Specific instructions for progress evaluation will be
.discussed in a later section. - . ? w
. Learning Sequence >

A major consideration in_designing the curriculum has been to establish’ a learning sequence that
leads to efficient and successful Optacon mpslc reading. Two interdependent questions were. *
involved: in what sequence should the various signs of musical notation be presented? And, what- -
sequence should be following in teaching various procedu?al operations? Considering those aspects

» of music notation that already impose a specific learning séquence, and based upon experiments on
the learner's readiness for various signs and Optacon skills, the authors have reached the following:
conclusions: v . ‘

1. Music notation is learned best for Optacon purposes in the following sequence: A
A. Rhythmic values ‘of notes ‘ ' *
B. Barlines and meter signatures
C.. Location of notes within five lines and four spaces
D. Accidentals and rests ' ' 12




E. Notes on leger lines
F. Expressive signs or directions at noteheads
G. Ex_presslve signs or directlons above or Lelow the staff

o

2. Tracking and scanning Is learned In the following sequence:

A. Single and beamed notes In a stralght horizontal row off the staff .
B. Meiody on three-line staff o
C. Melody on five-line staff
D. Melody on five-line staff with expressive marks '
E. Chords on one staff
F. Counterpoint on one staff
G. Plano music
3. Tactual recognition of a figure Is iearned in the following sequence: .
A. Detection of criticai tactual features of figure placed off the staff N
B. Discrimination from other tactually similar and/or musically related figures on the staff
C. Detection of critical tactual features on the staff
D. Discrimination from other tactually similar and musically reiated figures on the staft
E.

Recognitlon of figure within varlous musical contexts
L) * ° * . ) &

" The sequence. foimd for music notation learn' ng and for tracking and scanning determined how the-

notational signs were grouped and sequenced Into lessons and units of the curricuium; the srquence,
_ found for tactual recognition of figures determined the structure of the iessons themselves.

*_ The Instructional Model

in addition to prescribing a learning sequence for both content and skiil, the curriculum aiso
recommends a method for teaching Optacon music-reading. This method is Integraily related to the
learning sequence and can be discerned most readily in the step-by-step procedures used throughout
the curriculum, the sequence of learning experlences provided in each lesson, and the various types
of student reading exercises used. :

-
L

Toachlng Procedures. Three maln teaching ;3rocedures are used throughout the curriculum: Instruct,
Ask, and Elicit.

Instruct indicates when the teacher should give directionz, feadback, or information to the student. It
is used primarily to: (1) inform the student of his/her whereabouts on the page or line; (2) introduce
the content ot the reading exercise; (3) give Instructions on how to read the exercise; (4) state or
re-state the tactual characteristics of a notational figure; (5) direct the student's tracking; (6) inform
the student of the notational meaning of a sign or figure; and (7) acknowiedge, praise, reward, and
correct the student. Thus, under this heading in the curricuium, the teacher wlll find out exactly what
the student should be told at each juncture of the lésson. o ,
Ask telis the teacher when to pose a question to the student. It is used prime.ily to: (1) encourage the
student to tactually expiore the figure or line'{i.e., discovery Iéarning); (2) get the student to notice or
observe a particular aspect of the stlmulus sltuatlon (3) obtain feedback on what the student is
experiencing tactually; and .(4) test the *student’s understanding Thusg, under this heading of the
curriculum, the teacher will find exactly what the student ‘should be considering or thinking about at
various points in each- Iesson.
Elicit advises the teacher to expect or work towards a certain response from the student. The term
was selected because it implies:that the teacher does not wait passively for the correct answer or
response from the student, but rather actively guides and shapes the student's responses through
successive exchanges of questions anc siatements until the target outcome is reached. The Elicit
procedure is used primarily to: (1) inform the student of expected or target outcomes; (2) assist the
student .in-reaching the expected or ‘target outcome; (3) Insure that the material or skill is being
learned correctly; and (4) promote positive learning experiences. Since these procedures invoive
spontaneous interactions with the student that are unique to the circumstances, specific teaching
instructions cannot be given. Thus, under this heading of the curriculum, the teacher will find criteria

ERIC o 13
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for evaiuating student progress by expiaining exactly what the student should be doing or saying at
various points in each lesson. ‘ )
Student Exercises. The. effective use and sequencing of these three basic procedures Is of the
greatest pedagogical Importance in the introductory Exercises of each lesson. In these exercises, the
student encounters new notational figures for the first time. The following sequence is used
characteristicifly throughout the curriculum:

Instruct: inform student of contents of line (or lesson). ¢ v

Divect student to find figure to be read.
Ask: . Geta.ll‘eedback from student's tactual experience.
Elicit: Get student to verbalize what the critical features of the figure are. :
Instruct: inform the student of the name of the figure, its notational meaning, 'an& usage..
Direct student'’s tracking of second example of same figure.
Elicit: Get student to correctly track third éxample independently. . 9
* Ask: Get student to compare new figure with previously learned flgurés that are tactually

similar and/or musically reiated.

Elicit: . Get student to verbalize similarities and differences in critical features, traéklng,
and/or notational use, meaning. :

¢ ’

The Exercises which follow the /ntroductory Exercises are designed to extend skills. First are the
Finding Exercises. In these, the student reads silently and as quickiy as possible, and Is asked to
find and count a target figure. The purpose of Finding Exercises Is twofoid: to promote speed-in
* tracking and scanning and to Increase the abiiity to discriminate the new figure from ones previously
iearned. Now that the student has iearned the criilcat tactual features and tracking procedures for a
particular figure, (s)he Iis ready to develop some speed in recognizing and discriminating it from
others. ' - -
Identitication Exercises follow. These require the student to name-every figure in the exercise. Here,
the purpose is to place the newly learned figure into various musical contexts and to review
previously iearned figures. Thus, emphasis is given not oniy to speed and accuracy in recognizing the
" new figure, but aiso to acct{rate long-term recail for other figures.
N .

Memorization Exercises are next. They consist of shorter lines of notation which frequently inciude a
musical pattern or repeat of some kind. The student is asked to read the entire line silently,
memorizing it as(s)he goes along, and then to give a verbal report or musically reproduce the entire
line. The purpose of these exercises is to develop the student'’s short-term memory for music which is
extremely important as the student begins to iearn how to play whatis)he is reading on the Optacon.

Following the Memorization Exercises is a Test Line which the student is asked to read and give a
verbal report of each figure. The Test Lines are constructed with the same rationaie as the
Identitication Exercises, and are ingluded to emphasize the importance of evaluating Student
progress at the end of each lesson. ' ~ '

<
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Teaching Suggestions : ‘ :
A Summary of Curriculum Features <, |
¢ Lessons are designed sequentlally to reflect skill difficulty and learning stages.

e Each unit (lessons and practice) reinforce cumulative learning. Sufficlent practical exercises
foliow lessons' to insure mastery.

« Supplsmentary exercises provide additional-reading practice with more difficult symbois and
procedures.

]

o Lessons are structured similarly to reduce direction-reading time and, therefote, to Increase
content emphasis. : :

e . A teacher copy of student worksheets are included with the curriculum.

e Line numbers in the teacher's manual correspond with line numbers on -student worksheets for
ease ot instruction, - - ’ /

¢ Each worksheet lists symbols, skills, and exercises for that lesson at the top of the page,
enabiing adults to work Independently and 4o progress rapidly through the curriculum. o

e A suggested teachlné script Is provided for each lesson. Completa testing materiais are inciuded.

3

3

Equipment Requirements

Optacon .
Student worksheet
Rubber mat

Table & chair*
Optacon on student’s
left; materiais to
his/her right

Visual Dispiay**
Curricuium

Progress Evaluation Sheet
. *Stopwatch (optional)
Table(desk) adjacent

to the student's

Y

N Y
L A

Notes:
*Furniture must be of appropriate size and
height for comfortable arm placement. -
**When teacher is biind, one repeater cable and
a second Optacon (s used instead.

[




_ Optacon Settings - - L

MAGNIFICATION: Minimum image size (adjust all the way toward the retinai. module cord). At this
) setting, three statf line (===) should be displayed on the array.

INTENSITY: " Range, from 11:00-2:00. s
THRESHOLD: Range, from 10:00-1:00 (depending upon the individual needs of the reader and
the quality and size of. the print notation).

instructional Procedures

Because students are independent readers, they start the lesson by setting ur the Optacon
themselves.* The appropriate student worksheet is placed on the rubber-mat, and reading begins.
Instructions for finding each exercise has been provided in the curriculum. Once students locate “line
1" and adjust the Optacon to meet their individual needs, they are ready to proceed with the day's
work. . )

While the learners prepare themselves, the teacher readies the instructional materials. A Visual
Display (or repeater cable and second Optacon) is' connected. The teacher curriculum, stydent
progress sheets, and an optional stopwatch are positioned on the desk.
Once the lesson begins, it is important for the teacher continually to monitor the student’s location
on the page through use of the Visual Display. Continuai teacher feedback is recommended.

The curriculym is designed to bresent each cohbept clearly and to provide sufficient practice for
mastery. If, however, a student develops a problem with a particular figure, the instructor is advised
to return to the exercise which addresses that concept —or for more complex symbols — to the

-

supplementary exercises. ' e

Sometimes a student wili encounter music symbols which he does not understand. When that occurs,

the instructor might consult a music dictionary** for clarification, or s/he may ask (or have the

student ask) the school music teacher. This curriculum does not teach music concepts, only the
* reading of music symbois. - ’

*Eor detailed instruction, consuit The Optacon Training Manual: “Teaching Guideline.” (Palo Alt3:
Telesensory Systems, inc.), 1977. _

**E.G. — Lee, Dr. William. Music Theory Dictionary. (New York: Charles Hansen/Educational Music
and Books), 1965 and 1968. '

In presenting Optacon music-reading materials, it is important to fuilow the curriculum sequence.
Skills are introduced in an order .appropriate to their difficulty and to the learning stage of the
student, and lessons are cumulative to reinforce retention of what already has been learned. Single-
line melodies from commercially printed music* can be given to students after Lesson 12, but care
must be taken to limit seiection to scores including only those symbols previously presented.

\
Playing the Score
The Curriculum features memorization exercises for strengthening student performance skills. Or
students may also work with commercially-printed music. Methods for presenting this type of practice
vary with student age, motivation, and proficiency. The exercises can be:

e Verbally stated or sung (best with younger students’.

¢ Repeated on a percussion instrumen‘.

e Piayed on student's major instrument'(full staff exercises, beginning with Lesson 11,




’

) Rep}oduced on a raised-line board with 'téacher-prepared tactual symbols — or — on a
tran"spgrency with four teacher-drawn staves (use primarily with students needing extra practice).

Whichever score is chosen, the use of magnets makes the reading task easier. Place a magnetic
board beneath the page; after the student has read and memorized a number of measures and is ready
to reproduce them, mark the gl'ace in the score where (s)he stops with a magnet.

)

Tests
) oY ) .

There are several applicaticns for the Progress Evaluation Sheets included in the curriculum. A
teacher may use them to record mastery of each exercise in each 'esson or to record only test scores
(i.e., only those of the final exercise In- each lesson). In elther case, directions for testing are
presented in-detail in—the-curiculum itseif. it should be noted that timing student responses (with a
stopwatch) is recommended. In addition, the teacher should also keep a careful anecdotal record of
student progress. Progress Evaluation Sheets have space for the recording of commentary in
addition to the date, lesson number, speed (optional), and number of errors. Neediess to say, a

review of test errors with the student wlll help to determine |f additional practice is needed before
advancing in the curriculum, -. . . . . .

*E.G. — Cole, Samuel W. Melodia, The Educational Plan Exercises written and selected by Leo R.
Lewis. (Bryn Mawr, Pa., Oliver Ditson Co., Theodore Presser Co.), 1903 '

o
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. _ FIGURES IDENTIFIED IN UNIT ONE:
\ | Rhythmic Noiation off the staff

~
Muslc -_ ' Critical _ ‘
Notation Name’ ‘ Features Tracking Comments '
whole note . open"lrcle ) L )
o «for ) © ne)> NG
) : open oval RNy
. C TN
half note vertical line (stem) N
J stemup ' attached to ) J . 1
~ | notehead going =P © e
up on right .
. half note ’ vertical line (stem)
_ stem down attached to -, r-’
f notehead going ‘
down on left ,
quarter note filled in same as
J 1 stem up notehead, stem half note

going up on right { (stem up)

quarter note filled in notehead, | same as

|' stem down ] stem going down | half note
on left : (stem down)
eighth note hook or flag same as
.h flagged or attached to half note
hooked end of stem (stem up)
eighth notes horizontal Iine -
D beamed connecting _’*Jf
stems
sixteenth two hooks or same as
ﬁ note flags attached half note
flagged to end of stem (stem up)
sixteenth two horizontal same as
’ ’ notes lines connecting beamed
beamed stems eighth notes
single single vertical
bar line line * -’
double two single > | i
I bar ling vertical lines

double one vertical
bar line line followed by ._’ I _’
I thick line :
' rectangle
| ( gle)
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UNIT ONE
'Rhythmic Notation off the staft
Music . Critical _
' Notation Name .Features Tracking Comments
. single dnt
dotted same as whole
O whole note note with dot to
right of notehead
dotted same as half note

| half note

with dot to right
of notehead

dotted
quarter
note

same as quarter -
note with dot to

right of notehead

same as
above

)

dotted
eighth

same as eighth
note with dot to

same as
above

note right of notehead
2 two-four | two = 2
4 meter four = 1
? three-four three = 3 same as
( metar four = see above jabove
2 two-eight two = see above: same as
8 meter eight = &3 above
g three-eight three = see same as T
meter eight = above above
2 four-four four = see same as
meter four = above above
6 six-four six = 6 same as
4 meter four = see above }J above
é four-eight four 4 = see same as
meter elght 8 = above | above
g six-eight six 6 = see same as
meter eight 8 = above [ above
. common C = appears ° - ¢ ==
C time as print “C” C
cut time * = appears as | same as

print “C"-vertical

line coming down

in middie

i e v et maal Ak Esiad  w AEe mmem me At

above
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" Recognition of whole notes ( ©) and half notes ( d r) off the staff.

GOAL

LESSON ONE

OBJECTIVES

Upon completion of this lesson, the student will be able to:

1. Detect open noteheads. ' :
2. Move from note to note In a straight line, and from line to line.
3. Detect vertical lines or stems attached to the left or right of noteheads.

. 4, Track whole and half notes. :

5. Discriminate between whole and half notes.
6. Discriminate between half notes with stems up and those with stems down.

INTRODUCTORY EXERCISES

LINE 1:

ooo'ol

Today we are going to begin reading music. We will be learning what whole and half notes look like.
First, move the camera magnification to the lowest setting. We will be reading all of our music at the
lowest magnitfication.

Instruct:

Ask:
_ Elicit:

Instruct:

Ask:
Elicit:

Instruct:

LINE 2:

Instruct:

\\ Ask:

Elicit:

~

\

Instruct:

Each exercise line begins with a number. Find the number “1”, Now move to the right and
tind the tirst figure on Line 1.

How would you describe this figure?
“Open circle”, ‘open oval" or “lower case 0."

This is the sign for a whole note, As you move across the line to your right, you will
find three more whole notes. Now, move to the right of the fourth note. -

What do you feel?
“A thick/heavy line.”
A thick/heavy line will be used in this book to tell you that it is the end of the_line or

exercise. To get to the next line, move backwards through Line 1, and then move straigh
down until you find the number “2", -

JJJJFFFF'

Find Line 2. Now find the first figure on the line.
How would you describe this note?

“Open circle/oval with a line going up on the right”, or, “whoie note with a vertical line,”
or “iower case d.”

This is the sign for a haif note. A half note has an open circle for a notehead and a stem
or vertical line attached to the notehead.

How can. you tell the difference between a whole note and a half note?

“A half note has a stem; the whole note does not.”

~

21



Instruct:

Elicit:
Ask:
Elicit:

Inst) uct:

Ask:

Elicit:

Instruct:

Ask:
Elicit:

Instruct:

Elicit:

Find the next half note on -thé line, Let’s practice tracking a half note. First, start at the
notehead (circle), then go up the stem (line) to the end. Now, reverse your tracks back to

.the notehead. When you get back to the notehead, you are ready to find the next note on

the line to read. Find and track the next two half notes by yourself,
START 1J&

Which way does the stem go on all of these half notes?

Correct tracking procedure.

“Up on the right.”
Now, tind and track the next note over.

What do you feel?

“A half note with the stem going down on the left. It aiso looks like a lower case ‘p’.”

Half notes may have a stem going up on the right, or down on the left. We will refer to the
first kind as a half note-stem up and the other kirc as a halt note-stem down.

How would you track a half note-stemm down?

“From the notehead, down the stem on the left to the end, and then back to the
notehead.”

Find and track the next three half notes-stem down.

Correct tracking procedure.

FINDING EXERCISES

LINE 3:

Instruct:

Elicit:

Instruct:

Elicit.

LINE 4:

Instruct:

Elicit:

instruct:

Elicit:

oJooJfoM

Find line 3. This line has whole notes and half nctes mixed together. Read it silently and
as fast as you can. When you finish, tell me how many whole notes are on this line.

“Four.”

Now read this line again and count the number of half notes you can find, either stems up
or stems down.

“Four."”

Find Line 4. This line has half notes with stems up and with stems down. Once &gain,
reed the line silently and as fast as you can. Then tell me how many half notes-stems-up
you can tind.

“Three."”

Now read it and tell me how many stems down you can find.

“Five."”

22



LINE 5:

Instruct:

Elicit:

Instruct:

Elicit:

Jopdodpol|
Line 5 has all the notes you have learned so far. Read it silently and as fast as you can.
When you tinish, téll me how many half notes-stem up you can find. " ‘

“Three."

Now read this line again, but this time tell me how many half notes-stems. down are on
the line, ) "

“Two.”"

IDENTIFICATION EXERCISES

LINE 6:

LINE 7:

Instruct:

Elicit:

-JfJOOf.Jl

o o oo J oo |
On the next line you will find all the notes you have learned so far. Read and identity each

note a&s you go along.

“Whole note", or “half note-stem up”, or “half note-stem down" as indicated.

MEMORIZATION EXERCISES

LINE 8:

LINE 9:
Instruct:
Elicit;
TEST

LINE 10:

Instruct:

Elicit:

J 4o |

o r o r l .

This is a memory exercise. Read the entire line silently, and as you go along, memorize
the order of the notes. Look for any patterns or repeats that might be there. When you
have learned the entire line, say (or play) it back to me.

Verbal report of note seguence (without stem locations) and any patterns or repeats:
and/or correct reproduction of rhythm pattern. '

Jleeodedy

Read this line as quickly and accurately as you can, and tell me the name of each note as
you go along. | will (will not).be timing you. :

Verbal report of each note and stem location.
. Pi a

<3



" TEACHER'S COPY
OF
STUDENT WORKSHEET

. ." LESSON ONE |
Recognition of whole note ( © ), half note-stem up ( J ), half note-stem down ( r).

INTRODUCTORY EXERCISES:
1. © o '0 o |

'2JJJJffff|

FlNDING EXERCISES:

eedeedped]

Ceder el
Tedepdedoel

IDENTIFICATION EXERCISES:

_G.Jf'Jo\ole
ppeddpee |

' MEMORIZATION EXERCISES:

dﬁe.‘JJol \\'

9.0f0f|

TEST:

10.JJ009J%J|
! |




o GOAL

- . e '
¢ - . L4 S Fi
.

LESSONTWO a e

Recognition of quarter notes off the staff ( J r ). . : :

OBJECTIVES
-'fhe student wiii be able to:

1. Detect “filled-In" noteheads.

-

2. Track and discriminate quarter notes with stems up versus stems down. . e
3. Track and.dlscriminate whola, ‘half, and quarter notes. '

. .INTRODUCTORY EXERCISE

e d 4099 o sl

lr'ns(truct:

Ask:
Eligit:
instruct:
Ellcit;
(Ask:
Elicit:
Instruct:
Ask:
Elicit:
Instruct:
ieit:
Ask:

Elicit:

[ 9

An Lesson One, we learned how to identify whole and half notes:‘ Today we will lear: hov'v
to read quarter notes. Find Line 1. Track the first note upward to the end of the stem, and
then return to the notehead. -

Py .

o —

¢

How would you describe this note? , I

“Filled In‘ circle with a stem gt_)‘lr;g 'pp on the right”, or "filled In half‘ note." ' 0 ¢
This is a quarter note-stem up. Find and track the next three notes. They are 'all the same.
Correct_tracking ‘procedure.

How can you tell the difference between a half note and a quarter note?

-“The ﬁ"é'fehead of quarter hotes are filled in; half notes have open noteheads.” .

Find and track the next (fifth) note on the line. .

Is there a stem? Where is it? *

“Yes, down on the left.” |

This is a quarter note-stem ‘down. Read the other three examples.on this line.
cOrrec't tracking procedure.

How are half and quarter notes similar?

“They both have stems going up or down.”

FINDING EXERCISES

werd 4401

Instruct:

Elicit:

On the next line, you will tind half and quarter notes with al| stems up. Read the line
silently and quickly, and then tell me how may quarter notes are on the line. '

“Five."

25



LINES':J J l' rr | B o

Instruct: On Line 3, you will find aII quarter notes. Read: lhe Iine sllemly and quickly and count the’
number of quarler notes-stem down .you can find.. -
~ / s " \ '

Elicit: “Four."” | ~ o ce T .

JJJrI.fJ| e

Instruct: Line 4 has various kinds of notes. S:Ienlly count the number of c?uarler notes-stem up
lhere are on the line.

LINE 4: r

o o . .
Elicit: “Two."” Y ‘ ’

LmesJ°Jrr J°I‘

Instrust: Line 5 has all the notes you have leaned so far. Read this line silenlly and as fasl as you
. can. Then tell me how many half notes-stem up you can find. :

Elicit: . “Two.”

‘LIN,EG:r . Jf rJ P I .
LINE 7: r . J r Jd o | *

Instruct: ~ Read and name each note as you go along.
Elicit: “Whole, halif, or quarter note; stem up or down”.

MEMORIZATION EXERCISES

LINE8 JJ '
ElNEg:J J J o I | ' -

uNE1oJ I I |
LlNE11JJJJ ) | ,

Instruct:  Silently read and memorize the entire line, then say (or piay) it back to me.

Elicit: Verbal report of note sequence (without stem locations) and any patterns or repeats;
and/or correct reproduction of rhythm.

TEST

LINE12:J . J o f J P JI

OO
S




L T

‘w . a 4

s
v

instruct: Read this last line as quickly and accurately as you can. Tell me the name of each note as
' you go along. | will (will not) be timing you. '

Y Ellclt:. . Verbal report of name of each note and stem locatlon.‘ |

© . - . I'{ o

£ t
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STUDENT WORKSHEET

é

LESSON TWO
Recogmtlon of quarter no)e -stem up ( J ), quarter note-stem down ( r ).

INTRODUCTORV EXERCISE:

JJJJrrr”

FINDING EXERCISES:

e 4 44

Jl
JJrJ e r|
/|
sdodpprael

IIDENTIFICATION EXERCISES:

JJfrJH
vrr Spede |

lJl
QJJJol
wd & dd e
wd d il

TEST:

¥ 28



GOAL

- LESSON THREE : ———

Recognition, of flagged and beamed eighth notes off the staff ( .b n ). ) ' .
‘OBJECTIVES

fhe student will be able to:

b~

-
-

oo

Detect single flags at end of stem.

Detect single beams connecting notes.
Track flagged and beamed eighth notes. '
Discriminate between eighth notes: stems up versus stems down; flagged versus beamed; slngle
versus grouped. . A
. Detect the number of eighth notes in a beamed group. . '
Discriminate among whole, half, quarter, and eighth notes.

[T

 INTRODUCTORY EXERCISES

LINE1‘hJ\5 'I S - R o

Instruct:

e Ask:

—Elcit

instruct:

Elicit:

Instruct:
| Ask;
Elicit:
Instruct:
Elicit:
Ask:
_Elicit:
Ask:
Elicit:

ez d ddeddd

Instruct:

In the last lesson we learned what quarter notes look like. Today we’'ll be Ieaming how to
read eighth notes. Find and track the first note on Line 1. ) ¢ ;

How would you describe this-note?

“Filled-in-notehead;-stem -up;-and-a flag/hook-at the end of the stem.” ™~

J

This is an eighth note-stem up. Find and track the next note, it is the same.

Correct tracking procedure. f J\ ‘

Find the next (third) note on the line.
How would you describe this note?
“Eighth-note stem down."”

Find and track the next-note. It is also an eighth note-stem down.

. Correct tracking procedure.

How .can you tell the difference between an eighth note and a quarter note?

“An eighth note has a flag/hook; a quarter does not.”
How are eighth and quarter notes similar?

“Roth have filled in noteheads; both have stems that can go up-or down.” '

el

So far we have dealt with single eighth notes. On the next line, you will find eighth notes
which have been joined together in sets. As you will discover, they are written somewhat

“ aifferently than single eighth notes. Find the first note on Line 2. Now, track it upward

past the stem, and find out where it leads you.



L

) ~Ask: Describe what you feel. '

° Elicit: ~ "“A filled In notehead, a stem going up, a horizontal line leading to another stem, another
" notehead.” S ‘ - ’

Instruct:  This is a set of two eighth notes.-The horizontal line that Joins the stems together is called

a beam. Thus, we wili refer to these notes as two beamed e¢ighth notes. Now let's practice

. tracking beamed eighth notes together. Find the notehead of the next set of eighth notes.

T Go up the stem to the beam; follow the beam and you will feel the stem of ghe next eighth
note intersecting with the beam. . e

Ask: : Now what happené?

— El'icu: “The beam ends.”:
Ask: ' How many stems have you come &cross So far?
Elicit: _ .“Two.” o

4

Instruct:  So, this is another set of two beamed eighth ‘notes. Now finish track'ing the entire Ilgu_}e. . |
Go-down the second Stem and find the second notehead. Now, raverse your tracks. Go up -+
the stem,. across the beam, and down the tirst stem to the first noteheac.

- '~ q ) . . ’.
>~ START = )J‘ )j | |

Ask: How can you tell Fow many eighth notes are Joined together with the same beam?

Elicit; “By going across the beam to the end and counting the number of stems that have
intersected with the beam.” . ' .

¢ : o

Instruct: Find and track the next set of eighth notes.

_Eliclt: Correct tracking procedure.
;FJ—J.;.
START «» t
Ask: How many eighth notes are beamed together in this set?
Elicit: “Three."” | ‘

Instruct: Find the first eighth note in the next set.
Ask: What do you feel?
Elicit: “The stem Is going down.”

instruct: Yes, beamed eighth notes can also have stems going up or down. Track this set of eighth
notes using the same procedure you have just fearned. :

Elicit: Correct tracking procedure.
Ask: How many notes are beamed together in this set?
Elicit: “Four.”

Q 30

[ T e s e ame P Ve am wertes



LlNea‘[\‘bm'pnj\I | |

instruct: On Line 3 you will tind fiagged and beamed eighth notes, all with stems going up. Read
’ this line siler..ly and quickly, and tell me how many tiagged eighth notes are on the line.

Elicit: “Four.” - y ' -

weeg P 0

instruct:  This line has all kinds of eighth notes. ‘Read it silently and quickly, and then tell me how
many sets of beamed eighth notes there are. '

Elicit: “Three.” | | .

Instruct: - This line has all beamed eighth notes. Count the number .of sets which have only two
eighth notes beamed together. ' :

' LINE 5:

t.mrss:J ﬁUJ P D : f J’D'

Instruct: This line has various kinds of notes with stems going in both directions. Read it
silently and as fast as you can, and tell me how many eighth notes you can find, either
flagged or beamed. ‘ ' :

Elicit: “Seven."

ﬂpJfJo'M’rq

* Instruct: On this line, count the number of quarter notes you can find.

UNE7:r

Elicit: “Three."

IDENTIFICATION EXERCISES

.DrﬂﬂfoJis.M
LINEQ:Jnrovﬁgavuol

LINE. 8.

Instruct: Read and identify pach note as you go along.
Elicit: “Whole, half, quarter, or eighth”; “stems up or down"; and “flagged or beamed.™

MEMORIZATION EXERCISES

w10



.:I‘..INE11:J .Dﬁ J\J’J I
UNEQ,:Errrf :,, r I:

Instruct: Silently read and memorize the entire Ime, then say (or play) it back to me.

Elicit: .Correct sequénce of note names (without information on stems), or correct reproductlon of
rhythm patterns. . .

LINE13:nuJﬁDrJ°J_JO '

Instruct: ‘Read this line as fast as you can, giving the name of each note as you go along. You need
not tell me where the stems are, or whether the notes are flagged or beamed.

TEST

L
oo
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Cwd

~ FINDING EXERCISES:

oo mnn

TEACHER'S COPY
OF -
STUDENT WORKSHEET

LESSON THREE -
INTRODUCTORY EXERCISES

mnmmﬂ

”_'m_rnl
.J]J]ﬂm“'EH
GJJU  $ rﬁﬂ|
rI'JUJrJoqu'

Nl PP

ginfooﬁJ5;Uol

MEMORIZATION EXERCISES:

1o.urur|

o
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'GOAL

‘_\ _

\\‘

- LESSON FOUR .

... . Recognition of flagged and beamed sixteenth notes off the staff ( .hﬁ ).

* OBJECTIVES

' Upon completion of this lesson, the student wll_l be able to:

1. Detect two flags or hooks at end of stem. - .

2. Detect double beams connecting notes. ' . -

3. Track and discriminate sixteenth notes: stems up versus stems down; flagged versus beamed,
- single versus grouped. : - E

4. Detect the number of sixteenth notes in a beamed group.

5. Discriminate among whole, half, quarter, eighth, and sixteenth notes.

-

INTRODUCTORY EXERCISES -

LINE 1: ﬁﬁg g I ._

Instruct.

Ask:

In the last lesson we saw that the eighth ndte has a single flag at the end of the stem.
Now, let's see the difference between the eighth note and the sixteenth note. Find and
track the tirst note on Line 1. :

How would you describe this note? R e

- Elicit: - ~=~ﬁF'iﬂed—in;notehead-,—stem-up,——and two-flags-attached-to-the end of the stem.”

Instruct:

Elicit:
instruct:
Ask:
Elicit:
Instruct:
Elicit:
Ask:
Elicit:

LINE 2:

Instruct:

Ask:
Elicit:

S RT

This is a flagged sixteenth note-stem up. Track the next note, using the procedure you
have already learned. This note is also a tiagged sixteenth note-stem up.

Correct tracking procedure.

Find the next (third) note on the line.

How would you describe this note?

“Flagged sixteenth note-stem down.”

Find and track the next note. It is the same.

. Correct. tracking procedure,

How can you tell the ditference between an eighth note and a sixteenth note?
“an eighth note has only one fiag; a sixteenth note has two flags.”

On Line 2, you will tind examples of how sixteenth notes are grouped together. Find the
first set of notes on Line 2.

What do you feel?

“Two beams joining one sixteenth to another.”

35
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. Instruct:

Elicit:
Ask:

- Elicit:
R "I_nstruct:
¢ Elieit:

Instruct:

Eiicit:

These are two beamed sixteenth notes-stem up. Find and track the next set of sixteenth

notes as you have learned previously.

Correct tracking procedure.

How many sixteenth notes are in this set?

“Two ."

'Read and Idenmy H;e next (third) set of notes.

“Three beamed sixteenth notes-stem up.”

Read and identify the next set.

_ “Four beamed $ixteenths-stem down.” ’

LINE 3: Joedes oF;—i |

Eighth and sixteenth notes can also be grouped together Into sets. Eighth and sixteenth
notes can also be joined together into the same set using the same beam. Find the first

Instruct:

Ask:
T Eleit:

note on Line 3, and track it upward to the beam.
Does the first stem .have a Single beam or a double beem?

“Single beam.”

&

© e
o ——
-

_ ~——nstruct: —So, the Tirst-note of this set is an-eighth note. Now move across the beam to the second

Ask:
Elicit:
instruct:
Ask;
Elicit:
Ask:
Elicit:
Instruct:
Elicit:
Ask:
Elicit:
Ask:
Elicit:

instruct:

stem,

What do you feel?

“A second beam starts.”

Track the beam and count the number of i~tersecting stems.
How many did you find?

“Two.”

How would you describe the en_flre set?

“An elghtﬁ\fqllowed by two sixteenths.”

Now find and track the next set.

Correct tracking procedure.

What happens after the second stem?

“The beam changuss from a doubie to a singie.”
How are the notes grouped together in this set?
“Two sixteenth notes followed by an eighth.”

Read and identify the next Set.



il
~ S,

Eliclt: “A sixteenth, followed by an elghth followed by a slxteenth "

FINDING-EXERCISES
LINE 4; ﬁﬁg ggggﬁl

Instruct: Count flagged sixteenth notes. |
SEREENTIXEEEY

Instruct: Count sixteenth notes, flagged or beamed.

UNEG:Jrr cbdhchﬁg J D ﬁ ol.

Instruct: = Count sixteenth notes, flagged or beamad.

¢

LINE 5:

IDENTIFICATION EXERCISES

L‘INE7: FJ e ﬁr J P |
LINE 8. J_T-F-JJJ rol
LINESJ ﬁhﬁﬁJJ EJJ|

- Instruct: /dentify each note as you read.

MEMORIZATION EXERCISES

LINEjozm ﬂ| | | o o
INET: dodd o o o |

Instruct: Memorize entire line, and say or play it back.

TEST

LINE12:JJm%JN}ng-IJ|

instruct: Read this line as fast as you can, giving the name of each note &s you go along. You need
not tell me where the stems are.
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Recognltlon of flagged and beamed slxteenth notes ( ,h ﬁ ).
INTRODUCTORY EXERCISES
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FINDING EXERCISES:
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S.mmwﬁﬁl

6. r . j ﬁ u J 5 F ol
IDENTIFICATION EXERCISES:
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MEMORIZATION EXERCISES:
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TEST:
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GOAL

H'ecognltlon of single and double bar lines. l “ | ll

LESSON FIVE

[N

OBJECTIVES | o | ' ,'

Upon compleuyé of thls lesson, the student will be able to:

¢ d

'R

1. ,Detect bar lines off the staff. I .
2. Discriminate between single and two types of doubie bar.lines. .

INTRODUCTORY EXERCISE

wer | I

Instruct:

Ask:
Elicit:

Instruct:

Ask:

Elicit:

Instruct:

~ Ask:

Elicit:

Instruct:

Ask:

Elicit:

Up to this point we have been learning how to read rhythm values. In this lesso.1 we are
going to learn the three types of bar lines. Find the first tigure on Line. 1, o

What do you feel?

“A vertical line.”

¢

A single vertical line is the type of bar line used to separate or mark off measures. We will
refer to It as a slpgle bar line..Now, tind the nex: figure over. It is a different kind of bar

line.

.. What do you feel?

“Two paralle! vertical liras close to each other.”

This is one of two types of double bar lines. Ii is used to signify a change of key or meter .

between contrasting sections within a movement or composition. We will refer to it as

. double lines. The next figure is another example of this type of double bar line. Now find

the next (fourth) figure on this line. :

©

What do you feel? .

“A thin and thick line” or “a single line and a thick line to its right.”

This is the other typé of double bar line. It is used to slgﬁlfy the end of a composition or.

movement. We will refer to it as a double bar.
Describe the three types of bar iines we have discussed.

“A single bar line for separating measures; double thin lines for.key changes; and a double
bar for ends of compositions.” .

FINDING EXERCISES

owez |||

°
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Instruct: Read this line sllently and quickly. Afterwargs tell me how many doublo lines are in the .
exercise.

Elicit:  “Two.”

Instruct: | Read the same line again and tell me how many double bars you can ?Ind,
. 4 ,

| .
Instruct: Read Lme 3 sllently and qulckly, searchlng for the bar Ilnes When you reach the end, tell
me ‘how many -measures are in the exercise. ] ' s

.

:LINE4:J J IrLrppoﬁﬁlo “.ﬁJJJIf f ll

Instruct: Read Line 4 as quickly 8§ you can, searching for the bar Hnes Tell me the name of the ™
' ﬂrst note of each measure as you find it. o

Elicit: = “Two."”

Instruct: . Read Line 5, searching for the bar hnes. This time tell me the narﬁe of the last note of
each measure as soon as you find it,

IDENTIFICATION EXERCISES

LINES:Jrr|J\JJ\f lo “mL‘DJrIO 'I R
mero [ddpppp]d d 4, RERFTIEY
Instruct:' Read a'nd identify all figures. )
Elicit: Names of notes and-type of bar' lines. ] ) -

MEMORIZATION EXERCISES

t.me.ss:‘ﬁ‘--'J n 'E—JJ II | ! ’- |
uNEg:n_n IJJ lmﬂ |J II

Instruct:  Silently read and memorize. the entire line. Then, say (or play) it back to me.

Elicit: Verbal report or musical reproduction. 4 0



u~r—.1o:..¢| J|J-J e e "J r mHJ J |ﬂ—j J |

Instruct: Read this line as quickly and accurately as you can. Tell me the name of each figure as
you go along. | will (will not) be timing you.

Elicit: Verbal report.
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TEACHER'S COPY
OF
STUDENT WORKSHEET

LESSON FIVE

Recognition of single and double bar ines. I “ l ll
INTRODUCTORY EXERCISE:

SN

FINDING EXERCISES:

SN Ny

s‘UlLfE_'F_-J’IJ PP

“ d o |ruwfﬁ’i|o ||ﬁ=3?JJJ|F - |l
s.JJ|EégFJ|J ERRIEN

G-J_rrl'““’f o T pdple I

e Er|JJ|| Jo |50

MEMORIZATION EXERCISES:

amnlﬁ—JJII
o JI LI J I 3T

w.lJlJ_J e m||JJ|mJ||

eeeele I
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LESSON SIX

* GQOAL |
, 'Recognltlon of’ potted notes.

OBJECTIVES

1. Detect single dot ( . ) which foliows whole (©¢), haif ( J.), quarter ( Jo), and eighth ( ‘D) notes.

instruct: Now that we have learned to read the basic note values, we are ready to learn one more
sign which is very important when reading music notation. Find the first note on Line 1.

Ask: What is its name? '

Elicit: “Quarter note.”

instiuct: Move a little to the right of the notehead. What do ybu feel?

Elicit: “A dot.”

Instruct: When a dot follows a quarter note, it is called a dotted quarter note. As you read across
this line, you will find dots following half notes and eighth notes. When you read these
notes, call them dotted halt or dotted eighth notes.

Instruct: Read and identify every figure.

Elicit: Name of notes and oar lines.

FINDING EXERCISES

LNE 2: & J\If qu

Instruct: Read this line silently and as fast as you can. Tell me how many dotted notes you can
find.

NES d o d o [J ) J\‘ JJd P |

Instruct: Read thic line as fast as you can. As you read, tell me which maasure(s) have dotted
notes. '

1FL3, 400

Instruct: Read this exactly as you read line 3. Again, teil me which measure(s) have dotted notes.

Q 43




N

- LINE &: n

IDENTIFICATION EXERCISES

UH““” gJ|fJ I
Lleemm|r r ||r UH JNIJrlJ l'

MEMORIZATION EXERCISES -

LNE & o JIJ J|JJJJ|0 [
LINE 9: g g|r g|rr|fll

o uNE1o:nJ|n J’|u L.’:"U . ||

UNE 11:p 0 0 li’ff |HHJ|0 [

TEST

LlNE12:Jr¢[—j l-ﬁJJ\rIJ r|° N

¢
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Recognition of single dot ( « ), gotted whole note (o), dotted half note (J. ), dotted quarter note (J.). |

dotted eighth note (.h.).
.INTRODUCTORY EXERCISE:

& 'le' |i_ﬂr..5|J. I
el M et T
“'J'ﬁJ'MUJFn'JEEQ‘J 144

o I3 I3 4y e I A1)

R P R AR
7.1_3.5.D|J_J95.|Jég|r.g|lﬁ|”||
o d d|a d|dddd|e |
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e
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rry irrr lﬁf“ |° I

! TEST:
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LESSON SEVEN
GOAL .
~+ Recognition of meter signature signs off the é_taff.
OBJECTIVES |

1. Recognize numbers and letters of meter signatures. :
2. Track numerical meter signatures (I.e., one number on top of another as in fractions). .
3, Discriminate two-four ( 3), three-four (2 ), two-eight ( g ), three-eight ( g ), four-four { 2 ),

| four-eight ( é ), six-eignt ( 8 ), Six-four ( ?), common ((C ), and cut (¢) meter signatures.

INTRODUCTORY EXERCISES

wevd 33§19

Instruct: Before we begin reading the lines and spaces, we need to learn one more aspect of
notation. So, today we will read meter signatures. You will see that they resemble the

fractions you read in math class. Find the first figure on Line 1 and start tracking it from

the top.
Ask: What do you feel?
Elicit: “A two over a four.”

Instruct: This'is the sign for two-four meter. The most important feature to remember about the
number 2 is the single curved line going down from right to left—going clockwise () ). To
remember the number 4, the most important features are the vertical and oblique lines
( ). Eventually these meter signs will be placed on the 5 lines of the music staff. These
lines will blur or obscure certain parts of the number. So be sure to remember the features
we just identified for two and four. These features will be what you can feel clearly.

Instruct: Move abross the line and read the next two meter signs. These are also % signatures.

Instruct: Find the next note over.

Ask: | What are these numbers?

Elicit: “A three over a four."

Instruct: This is called three-four meter. The number three should be remembered as two small

semi-circles going clockwise ( 3 ). Now, move to the right and read the rest of the line. As
you will see, they are all 2 .

2 2 3 3 3
L'NEZ=§88 8 88|

Instruct: Read the first nurabers on Line 2. Remember to start tracking the top number first.
Ask: Tell me the name of this meter signature.

Elicit: “Two-eight."

47




Instruct: Yes, the important features to remembqr for the 8 are the two sets of open semi-circles

facing each other. - .
e
>

. Now, read the next two meter signatures. They are also g meter.
Instruct: Move to the next meter signature and tell me its name.
Elicit:  “Three-eight.” |

instruct: Yes, remember the important features for the 3 and 8. Now, read the rest of the line.

TEST

mesF § 88383838 |

Instruct: Read and identify each meter signature.
Elicit: Numbers stated in terms of meter signatures.

IDENTIFICATION EXERCISE

meed 4 44 |

" Instruct: These are different signatures using the 'same numbers we have already learned. Tell me
the name of each meter signature on the line. -

Elicit: “Four-four; four-eight.”

INTRODUCTORY EXERCISE

e § § 688 §88991

instruct: Find the tirst meter signature on Line §.
Ask: What is its name?
Elicit: “Six-eight.”

instruct: Yes, the number 6 should be remembered as a curved line going down on the left 'a'nd
what looks like a whole note to its right. Now, tell me all the meter signatures on this line.

mee: ] 4§ § 484898
788448101

instruct: Read and identify all meter signatures.

11
1 |

LINE 7: %

43



INTRODUCTORY EXERCISE

UNES: C ,C C ¢ ¢¢ l I | L

Instruct: Read the first figure on Line 8.

Ask: thr do you feel?

Elicit: The letter “C".
Instruct:  In music, the letter C means commoan time. Read the next 2 letters. They are all common
time signs. , - . ' '

s

* Instruct: Read the next sign over.
Ask: How would you describe this figure?

Elicit: “The Iétter ‘C’' with a vertical line going through it.” '

Instruct: In music this is called cut time. Read the rest of the line and you will find more cut time |
signs. ' ©

’

TEST

LNES: ¢ C ¢ c ¢ ¢ C cC. |
Instruct:  Read and Identify all meter signatures.

i

~

B

EN

43
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LESSON SEVEN \

| , | \ .
.. Recognition of two-four meter ( % ), three-four meter ( 3 ), two-eight meter ( § ) three-elgh\meter ( g ),
four-four meter ( ﬂ), four-eight meter (é), six-four meter ( 2 ), six-elght meter ( g). common time = .

(C). cut time (¢).
INTRODUCTORY EXERCISES:
w543 8331
.3 %38 -8 8 8 I
TEST:

3188718318781

IDENTIFICATION 'EXERCISE =

4 4. 44 1 | ‘

-_INTRODUCTORY EXERCISE:

88858 $9999|

_ TEST:

INTRODUCTORY EXERCISE:

scce  ¢¢¢ |

TEST:

¢ c ¢ c¢¢coc |
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LESSON EIGHT

GOAL

Review of note values, bar lines, and meter signatures.
OBJECTIVES

Upon completion of this lesson the student will be able to:
1. Read all meter signatures.

2. Detect number of beats within each measure.

3. Identify all rhythmic notation.

IDENTIFICATION EXERCISES

wen 3444 4T ﬂ||3JJ_JJ|ﬂ IR
L.Nez=4J.r|rrJ|rJ [p & nrlr__c.gulJ I
B R L N N T RNl |
\ g & gmwu J’r p]J. J.'“gJ*g.MJ PN
wes ¢ dpdo|do djd o |4 LTI
wes: 4 JTT| |U5.P|ﬁ'7ﬁ7|uJ||

LINE 7: ¢r d ImJgr iJJr |° ll
LINEB:?JJ

rpd e rpld el dp

Iinstruct: Today you are going to read, as a review, all the music notation you have learned so far.
;Read and identify all notation. (Encourage the student to count beats within each
measure and tell him/her that the total number of beats in each measure must equal the
meter signature, Also, ask student at random intervals to count a measure out loud to
reinforce the importance of counting every measure silently.)

51
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)

" Elicit: 1. Name of meter signature
2. Name of note (including dotted notes)

3. Single, adjoining single, and double bar lines
4. Flags or beams

()
&o
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Revlew of note values, bar lines, and metar signatures.
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. UNIT TWO

~ Melodic Notatlon on One Staff

Muslc Critical -

otatlon - |'Name Features Tracking Comments

three horizontal three horizontal all threé lines:
T lines lines-parallel . snould come across. '
array simuitaneously -

notes on notehead T '
lines . goes ’
; through - ‘ s
line YV wp

_‘__:J:
notes in notehead | . -
! ’ g spaces ° .J located in same as above

\
spaces between
lines

five
horizontal

lines—
_ parailei . wip au
G clef or vertical line with -

' Trebie clef semi-circles to the
é E sign left and right of
» § line—semi-circle J———
above staff and

. hook under staff e -;

are important
to remember

' line 1: E | note goes through § same as for
0 1 + . line 2. G specific line—look § notes on lines
—¢——| line 3: B for line location as
e . line 4: D weli as rhythmic -
line 5: F value )

space under staff:D § notehead located in | same as for

0 ’ space 1. F spaces under, on, ¥ notes on lines
{tﬁ space 2: A and above staff —
> —— space 3. C look for space
) "~ | space 4 E location as well as
space above staff:G f rhythmic vaiue
notes under staff: small horizontal ~ Imodify tracking:
N line1: C . lines under staff— gbegin under staft
B d— —= space 2: B noteheads go :
1 T line 2: A through lines or i
i g space 3. G directly under
. them -

notes above staff: same as above— use modified

A » 2 & jlinet: A but above staff tracking: begin
v - T space 2: B : below staff and

ﬁ;u + line 2: C | continue above
D) space 2: D staff




UNIT TWO

_continued
usic Critical ' ‘
ofation Name Features Tracking Comments _
whole rest thick horizontal track same as
- line. (rectangle) for notes
p— attached to third
line and into hY
second space “
ﬁ half rest thick horizontal track same as
i line (rectangle) for notes
— attached to third
line and into ,
third space
— = quarter rest resembles .} track same as
3 backward for notes
IIZ"
— eighth rest resembles track same as
Y 2= number for notes
— ll7ll

sixteenth rest

same as eighth
rests with
additional line on
the left of the

track same as
for notes

L

sharp—vertical
and horizontal

vertical line -
sharp two horizontal search for sharps
:%: lines intersecting | either after
$ — two vertical treble clef sign
lines - (tic-tac-toe) ] or directly
left of note
natural similar to search for naturals

either after
treble clef sign

lines are or directly
shortened left of note
flat similar to search for flats
o lower case either after
b 5= “p” treble clef sign
or directly
left of note
— double sharp similar to appears
X o= an “X" directly left
I ' of note
o double flat two flat signs appears
bb “hb= - next to each directly left

99
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GOAL

LESSON NINE

A

Recognition of figures on three horlzbntal lines, In preparation for reading the musical staff.

OBJECTIVES

Upon completion of this lesson, the student wiil be able to:

1. Detect and track figures on a three-line staff.
2. Recognize note vaiues and figures occurring on lines.
3. Discriminate line location of notes.

INTRODUCTORY EXERCISE

Instruct:

LINE 1: =

Instruct:

Elicit:

instruct:

Elicit:

So far you have learned how notes of different durational value are notated in music. You
can now recognize whole, half, quarter, eighth, and sixteenth notes and rests, and can
read rhythm patterns in various meters. Starting with this unit, you will learn how notes of
different pitches are notated. In other words, you will learn how to identify the pltch of a

note and then read melodies. -

As you know, musical pitches are often described in terms of high/low or up/down.
Likewise in musical scores, the pitch of a note is notated by whether it is placed high or
low, or up or down on the five horizontal lines which make up the “musical staff.” In this
lesson, you will begin statf-reading by learning how to find and discriminate between
notes on a three-line staff. There are several reasons why it iS better to begin witn three
lines instead of five. First, because of the size of the musical staff in most printed music,
you will find that setting the magnitication for only three lines will be much better. Taking
in all tive lines produces a lot of “noise.” In other words, even after you have learned how
to read ali tive lines, you will still limit the magnification so that you are encountéring only
three at a time anyway. Another reason is that unlike reading rhythm patterns in a straight
line, or word print for that matter, 2ig-zagging the musical staff to find all the notes can be
pretty tricky. So it is best to establish some scanning skills on three lines first. Taking one
step at a time will make it much easier for you to learn properly.

_'} | —T - - T 1o ©— jl

e

.9

Find the three horizontal lines. If you cannot feel all of them at once, adjust the
magnification until you can. Before we start reading figures on this “three-line staff,” let's
number each staff line starting with the bottom as ﬂrst and the ones above it as second
and third. \

Our next task Is to establish a way of scanning or “sweeping” the staff to search for any
figures or notes that may be ‘here. To scan a three-line staff like this one, start at the first
or bottom line and move straight up to the third line, then move straight back down to the
first line /Afext move alony the first line slightly to the right and repeat the same
procedure across the staff.

Start scannir.g this line until you find the meter signature. _:—:#

o ” . I * )
Four-four.

Now find and read the first two notes that follow.

“Quarter notes, on the first line.”

90



Instruct: Now find the third note, and tell me what you feel.
Ellc'it:, “A half-note, on the flrst line.”

Instruct: Yes, half notes or whole notes occurring right on the line can almost feel as If they have
filled-in noteheads. After some practice, you will be able to tell the difference very easily.
Meanwhile, be careful, and always check yourself by counting the number of beats in the
measure. Now, read the rest of the exercise, and tell me the name of each note and its
location on the staff. :

§
/
{:

| IDENTIFICATION EXERCISE

| .
LINE 2: ﬁ;‘j"‘l’ﬁ—i — =

Instruct:  On this exercise you will find all quarter notes that Jump lines. Rearl it as fast as you can,
and tell me the line location of each note.

i
<21

—d

L

L TR
T..._

Elicit: “First, second, or third line.”

FINDING EXERCISES

> e | * — ﬁl l | | N o J
LlNEs:ﬁé-‘_l"_} I Jg—‘i"_‘j{' ], > JL,E‘I%, | |
. o —o ¢ T g I
o——@ - o -o—@ 1 o jl

"Instruct: Read as quickiy-as you can, and tell me how many notes are locateu on the (first, second,
or third) staff line.

IDENTIFICATION EXERCISES

LINE 5:
44— —— =1 I T —+ 2 O
- —’i_‘ o  ——— — 1 Z —e- 1 —
LINE 6: ‘
- miP | o P |
P ‘—*jr;r—%' P i {ﬁg ;;—f ———1 ‘1‘%—9‘—;—9—4—4&.

Instruct: Read and identity all figures.

Elicit: Names of figures and location of notes.
TEST
LINE 7:
| ~ . [ P
e o e o i ;_}_;_%fJ e [o—1
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]

Recognition of figures on thres horizontal lines.

INTRODUCTORY EXERCISE:

1.Z 1 I T
- o

o
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N

\
Il
"

IDENTIFICATION EXERCISE:

et e

| x|
FINDING EXERCISES: |
el . e I ]
3:3:;}?? P —F 4—;{;{44:4#,?4"' =—1
o o T [T e
. . m—" " R p _ ! " |
IDENTIFICATION EXERCISES: -
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w Lﬁ f F# 1 V -
TEST:
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GOAL

[

LESSON TEN

Recognition of notes In spaces of three-line staff. /

OBJECTIVES | | ,

Upon complétion of this lesson, the student wiil be able to:

1. Detect and track figures on three line staff. |
2. Recognize rhythmic value of notes occurring In spaces on three-line staff.
3. Discriminate space-location of notes. :

INTRODUCTORY EXERCISE

LINE 1: .
e S = e e e e e
‘. ' '\
Instruct: Find and read the meter signature on the first exercise. \
Elicit: “Four-four.” \
Ask: | How would you describe the first note to the right? \\
\
Elicit: “A quarter note below the first line.” |
Instruct: Yes, notes can be found not only directly on a line but also in the spaces surrounding the
lines. This note occurs in the “space” below the tirst line, “C". Read the next three notes.
They all occur in the same space. Now, read the first note in the next measure.
Ask: What and where is it?
Elicit: “A quarter note above the first line.”
Instruct:  Yes, let's call that the “first space” and name the other spaces above it second and third.

Now, continue reading this line and tell me the name of the note and the space .where it
appears. Remember, the exercise Is in four-four meter, so make sure you find four beats in
each measure.

IDENTIFICATION EXERCISE

=t J__-tgﬁr_i‘ﬁ_ﬂl:ﬁ:i@
LINE 2: 3

Instruct:

Elicit:

On this exercise, you will tind all quarter notes that jump spaces. Read it as fast as you
can, and iell me the space location of each note.

»Below first line, first, second, or third space.”

FINDING EXERCISES

LINE 3: ﬁ :J:iq:‘:p;; __-_Tq ql[

ne g
_—

-

oy

a3



Instruct: Read this exercise quickly, and tell me how many notes are located in the first space.

Elicit: “Five.”

LINE 4: ‘ | '
%ﬁ%ﬂ

Instruct: In this exercise, you will find notes on lines as well as spaces. Read 'i_t as fast as you can
and tell me how many notes are Iocgted in the second space. Y

Elicit: “Thirteen.”
IDENTIFICATION EXERCISES

LINE 5: — ,
3 ] ||| eep | -
q B O — — . O 1 17 : — ﬂ
T L I
e puasma——
LINE 6: —2 i J ii] = I ﬁ |J% |
j n J= e gwg o z—T1 ]}
Instruct: Read and identify all figures. .-i
Elicit: Names of figures and location of notes.
TEST | :
LINE 7: _
gji"_‘t"e“——iﬁj % J( 1 If % 1‘ T }l
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© LESSONTEN ) g

Recognition of notes in spaces of three-line staff. —

INTRODUCTORY EXERCISE:

-1, , _ . :
- + - 1 : r‘r—[_P_‘F'—‘L_I_Q_“ﬂ
: - { - —{b } i o) : jLﬁ__ -1 1 } _} 1 '

.IDENTIFICATION EXERCISE: .

9 —A—— L —-P——rﬁ—-‘l—_—.%' | ‘

FINDING EXERCISES: |

' -~ N L
3. T —t] 1 —
_ ~ 1

5' -] ! lﬁ"‘H T I I | I l
..¥ } jJ j~ ) 1 i % L'L l 1:
6. _o ™ -1 4 1
= T e—r—
TEST:
7.
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* LESSON ELEVEN

\
i

GOAL : a

‘ identification of notes on the five lines of the muslcal staff according to the “G" (treble) clef.
I

ppJECTI\Es ‘ ' .
Upon completion of the lesson, the student will be able to:

1. Detect and track figures on a five-line staff.

‘2. Recognize the “G" clef sign. S

3. Discriminate rhythmic values and locations of notes on five lines.

4. Igentify notes on lines by their pitch name, using the “G” clef (i.e., E, G, B, D, and F).

 INTRODUCTORY EXERCISES

t

0O NN

LINE 1: @H '
€ ©

Instruct: Now that you have learned how to identify notes on a three-line staff, you are ready to begin .
reading the conventional musical staff which has five lines. Find the beginning of the first
exercise and the five horizontal lines. Adjust the magnitication so that you feel only three of.
the five lines. Now start scanning the statf until you find the tirst figure.

Elicit: Up-down sweeps gradually moving to the right.
Ask: Describe the first tigure you find.
Elicit: “A vertical line with semi-circles to the right and left of the line. The line starts with a hook

\

under the staff and ends above the staff.”
Instruct:  This is the sign for the treble or “G" clel. You will always find the clef sign at the beginning of

each line of music. Read the rest of this exercise, and you will get more acquainted with this
sign. R

n [ o
- ——— '
LINE 2 ﬁ: 1 === |

Instruct:  Find the treble clef si¢n in the next exercise.

| 18R
=

Ask: What appears next?
Elicit: “Four-four meter signature.”

Instruct: Yes, at the beginning of each exercise or composition, you will always find the clef sign
followed by the meter signature. Now move to the right and identify the first note.

-

Elicit: “Quarter note on the first line.”

Instruct: Now that we have a clef sign, we can give this note a specific pitch name. Notes on the first
or bottom line of a staff with a treble clef are always “E” (just above middle “C") Notes on the
second, third, fourth, and fifth lines are “G, B, D, and F" respectively. To repeat, in the treble .
clef, starting trom the bottom, the line notes are “E, G, B, D, F."

W P

|




A

| Ask:  What's the nah:e of the next note in the exercise?
Elicit: "G’ quarter note.."
Instruct: Read the rest of the line. . | | o
Elicit:  Pitch name and ;hythmlc value of_n_ote.

ADENTIFICATION EXERCISES

LINE 3:
A
& —o—

i © ——— o — ——— o—]

), - -©- ©-

Instruct:  In this exercise, you will find all whole notés that jump lines. There is no meter. Read It as fast

as you can, and tell me only the pitch name. ,
. ’ ' l
Elicit: “g, G, B, D, orF."’

| U IR S R

. Instruct: In this exercise, you will find all quarter. notes that jump lines. Read it as fast as you can and,
tell me only the pitch name. '

Elicit:  “E, G, B, D, orF.”

Y

FINDING EXERCISES

Lmsszg"' ==m e S e S ===

e e o ote T o ———! !
- - ——¢- L= G
Instruct:  Tell me how many “G’s” are in this exercise. ¢
. Elicit:  “Elght.” |
'A | = h | lr —1 1 IL I—1 Jl‘
LINE 6: —jz——ki% ' T e e -t
t—

instruct:. Tell me how many “B’'s"” are in this exercise.
Elicit: “Five."

IDENTIFICATION EXERCISES
_N | ) ‘

1 -+ — & —~ ] ]
LINE 7: zé}jﬁ?‘ p e o et e e o
. T -4 ? 1
Instruct: Read and identify ali notation.
‘ 63
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MEMORIZATION EXERCISES

"
I

@
Y

Yl
o]
h

0 |———|

LINE 10: w oo

Instruct:  Silently read and memorize the entire line, tien say it back to me.

Elicit: Name of note, note value and bar lines in sequence.
TEST f
LINE 11:
) =  — =
€ e e e .
R J o+% 1 Jl - ©
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Identification of notes on five Ilnes of musical staff accordlng to “G" Mq
(treble) clef.

INTRODUCTORY EXERCISES'
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IDENTIFICATION EXEFICISES:
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LESSONTWELVE  °

- GOAL |
Identification of rl\otes in the spaces of the five-line staff according to the “G" clef. | .
OBJECTIVES | 2
" Upon completion, of this lesson, the student will be able to:

1. Qiscrlmlnate rhythmic values and locations of notes In spaces of musical staff.
2. tdentify notes in spaces by their pitch name, using the “G" clef.

INTRODUCTORY EXERCISE

e

Instruct:  In the last lesson, you learned the pitch names of notes on the lines of the musical staff;
* in this lesson, you will learn the names of notes in the spaces. ‘

. n ' ' - |
LINE 1: : : - —— i

1
'] T
t

Instruct: F ir;d the clef sign and meter signature I_n the first exercise.
Elicit: “Treble or ‘G’ clef, four-four meter.” ¢o
Instruct:  Find the tirst note, and tell me which space it's in.

— ¢ Elicit: “The space below the first line or staff.”

Instruct: The space below the first line is “D” (above middle “C"). Now find the next note over, and
tell me where it is.

Elicit: Firct or bottom space; or space above the first line. )
Ask: It the space below the staff is “D" and the first line is “E,” what do you think this note is?
Elicit: “F."

Instruct: Yes, the pitch names go up the lines and spaces in alphabetical order. “D" is below the
staff, then comes the tirst line “E," the first space “F," ghe second line “G," and so forth.
Since this lesson focuses on the spaces, let's learn them. Starting below the staff, the
spaces go up from “D” to “F, A, C, E” and “G" (which is above the staff). Read the rest of
this exercise. The notes go up and down consecutive spaces of the staff. Tell me their .

rhythmic value and pitch name. Q . ; g

IDENTIFICATION EXERCISES
f)

LINE 2: 7=

Y] ~

Instruct: In this exercise where half notes jump spaces, you must find and identity all notes. After
you tell me the meter signature, read the exercise as fast as you can, tell me only the
pitch names. :

Elicit: Correct scanning procedure, and pitch names.




LINE 3: —f0—g—t+—1 ' —
— - m—
Instruct: .. This exercise has all quarter notes. Read it fast and tell me only pitch names.

Elicit:  « Correct scanning procedure, and pitch names.

FINDING EXERCISES
A r—

LINE 4: g ' ] »
— —

[ A +
Instruct:  Tell'me how many “A's” are in this exercise.
Elicit: “Five.”
A ] - 3 .
. 9
LINE 5: , e e e e _
e ) . . ! ﬁ 3
Ask: ~ How many “C's” are in ihis exercise?
Elicit: “Four.” _
IDENTIFICATION EXERCISES  “Hot Cross Buns"
, ——0— 9 —9—
LINE 6: = ] et
- ‘ e +
LINE 7: ' S “Michael Row the Boat Ashore”
’ N ! A L ' 1 ! | L N
[») 1 - 1N ¢ i | c . .
EE=== = ==E
[a) \ .
o — —
—
e ~ .

instruct:  Read and identify all notation.

MEMORIZATION EXERCISES

'h { i 1 ﬂ ﬂ % 1
“LINE 8: ﬁg_{li*—.f ’ = =

. A ' )
LINE 9: &3 F e >5
, e
———

»

instruct: Silently read and memorize the entire line, then say it back to me.

Elicit: Name of note, note value and bar lines in sequence.

TEST
“Button, You Must Wander"
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[

Identification of notes in the spac3§ of the five-line staff _
according to the “G" clef. ' : ' ,

INTRODUCTORY EXERCISE:
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IDENTIFICATION EXERCISES:
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FINDING EXERCISES:
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IDENTIFICATION EXERCISES: . o ' “Hot Cro#s Buns”
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* LESSON THIRTEEN ‘

- GOAL

Identification of notes on leger lines (;L)and spaces (#)below ‘and above staff.

! OBJECTIVES
Upon completion of this lesson, the student will be able to:

1. Scan below and above the.staff;ﬁ :
2. Detect notes on leger lines and spaces below and above the staff.
3. identify leger-line notes by their pitch name, using the "G" clef.

INTRODUCTORY EXERCISE

Instruct: So far, you have learned to identity notes which occur direct!ly on the tive lines and spaces
of the musical staff. The lowest note you have learned is “D” which is in the space just
below the staff, and the highest note you have learned is “G” in the space just above the
staff." Today, you will learn how notes beyond this range are written. '

4

LINE1:ﬁ} = ; ] S .

Instruct: After identitying the cief and meter signature, describe the tirst note in this exercise.

Elicit: “G" clef, four-four meter. A quarter note underneath the staff with a small horizontal lire
going through it.”

~ [}
Instruct: The small horizontal line is called a leger line. Leger lines are like additional staff lines
' which have been shortened. What they do is extend the staff, so that additional notes
above or below the staff can be written. Just as regular statf notes, leger nntes can be
written on the line, or in the spaces between ther.. Although there is no limit to the
number of leger lines that can be used, notes which require more than three o! four leger
lines are generally avoided.

~

The note that’you have found/ is on the first leger line below the staff. Since the space
between this leger line and the bottom line of the statf is “D,” this note is “C." More
~.  precisely, it is “middle C.” As you read this exercice. you will tind more notes which
occur on leger lines and spaces below the staff. Even though you can figure out what each
note is, | will describe them to you before you begin reading. The note on the ftirst leger
. line below the staff is “middle C"; the note on the space below the first leger line is “8";
the note on the second leger line below the staff is “A"; and the note on the space below
the second line is “G.” Put another way, the notes on the leger lines are "C,” "A,"” and "F"
as you go down; the notes on the spaces underneath the leger lines are “8" and "G."” Read
the rest of this exercise and tell me the name of each note. Remember to scan the entire
staff.

FINDING EXERCISE

LINE 2:

of
el
i
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0 :

.‘—6;__ =g =
B — |
Instruct:  In this exercise you will find notes on the staff mixed with notes on leger lines and spaces

below the staff. Consequently, you will need to scan the entire staff and below it. Read
the exercise as fast as you can and count the number of “middle C's” there are.

/

Elicit: "Seven."
IDENTIF'CATION EXERCISE ' “This Old Man"
LINE 3. ' -
-—9—-‘6 - ’ - " .
16 — ! - o= N— ,ﬂ_“r K N —ﬁ:
e & #C I’.‘.i.r_#'y (1~ g~ .#‘)EJ##;‘ -
%_f‘" Nk
L) L4 l—‘-.ﬂ il ' i’ _-;
INTRODUCTORY EXERCISE "" _
y -
2 4,4' > £ }t F = — r la e .
LINE 4: A —4 11— —— |
ECEE .

Instruct: Now that you have learned to identify leger notes below the staff, let's move to the leger
notes found above the staff. After identifying the clef and meter, find the first note in the
| next exercjse.

‘

Elicit: Scanning above the staff, and detection of first note.
. Ask: If the note in the space just above the staff is “G," what is this note?
Elicit: “AL" \ , -

instruct:  Yes, the note on the first leger line above the staff is "A"; the note on the space above the
first leger ling is “B"; and continuing upward, the lines and spaces are “C,” “D,” “E," "F,” 5
etc. Read the rest of this exercise.

FINDING EXERCISES S
\
_P’Ff"_‘"fﬁ_}.‘; Lolar, £ £ =
LINE §: 22 e s e | ———— l
< =

Instruct:  In the next exercise you will find notes on and above the staff. Read it as fast as you can
and count the number of high “C’'s" you can find.

€licit: Correct scanning; “Five.”

LINE 6: gﬁ’: - - T

L 4= >.i._...- ...‘?:._i...: e

B ~ _:i""i———" LT




e

Instruct: /n the next exercise, you will find notes on, above, and below the staff. Consequently, you
will need to scan these areas thoroughly to tind all of the notes. Read the exercise as fast
as you can and‘count the number of “A’s” you can find, regardless of which octave.

Elicit: Correct scanning procedure. “Eleven.”
IDENTIFICATION EXERCISES
LINE 7: “Gypsy Love Song"
2 ' 2 ©
- . o 2 fT e o > |
o ! ‘ =
A \BY S
04 .
0 ' “Aura Lee”
LINE 8: e5— = : o
© JE@E 3 ¥ 49 ©
= nd #
49 (D] — F =F f- 1'- - % — j.
LINE 9: 1 ~—— — ——— e —
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¥
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IDENTIFICATION EXERCISES: “Gypsy Love Song"
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LESSON FOURTEEN

GOAL ,

Recogrition of whole (wr), half (), quarter ( ¢ ), elghth ( %), and sixteenth ( o) rests. -
OBJECTIVE |

Upon compietion of this lesson, the student wiil be abie to:

4

1. Detect signs for rests on the staff. .
2. Discriminate among wholx, half, quarter, -eighth, and sixteenth rests.

INTRODUCTORY EXERCISE

[
)] . , )
Instruct: /dentify the clef and meter, and then find the first figure in this exercise, Describe what
you feel. , )
Elicit: “Thick horizontal line attached to the bottom of the third staff line.”

instruct:  This is the sign for a whole rest. Move to the next meast're and find another one. Now
move to the right and describe the next figure’ over. ' .

Elicit: “Another thick horizontal line, Just like the whole.rest, but attached to the third line from
above instead of from below.™ :

Instruct: This is the sign for the half rest. As you can tell, the difference between the whole aré
half rest signs is whether the thick line hangs below the third line or above the third line.
Another way of describing the difference is that the whole rest is in the second space,
while the half rest is in the third space; both are attached. to the third line. Read the rest
of this measure, and you will find another half rest. Now find the'first figure in the next
measure and describe it. - .

Elicit: “A backward ‘2" oo

instruct:  This is the sign used for a quarter rest. Read the rest of thie measure, and you will -find
: more examples. ; Cem

IDENTIFICATION EXERCISE

LINE 2: | | . .
‘n" A% b - b - A : 3 hY _
ﬁ"‘ - ’___;.___;___;__.&___-_ - __sm = - '1_ — m ’(_ : -
[

Instruct:  This exercise contains all rests. Tell me whether it is a whole, half, or quarter rest.

°  INTRODUCTORY EXERCISE ' s
- ‘Q [»] el c. e Q. e & & /
UINE 3: By e )
\J =3 . h
L

Instruct:  Identify the clef and meter, and then find the first figure in the exercise. Describe what you
feel. . . : :

'241




L

Elicit: ~ “A fancy version of the number ‘7' which has a small notehead attached to the lef( top of
_ the number.” oo

Instruct: This Is the sign for an eighth rest. Read the next three tigures; they are all elghth rests
Now find and describe the first figure in the next measure.

Elicit: “An eighth rest with a small line in‘the middle of it."” .

Instruct:  This’ is the sign for a sixteenth rest. The rest of the measure contains more examples of
' this sign.

¢

FINDING EXERCISES

/

Y. VN 1

. _._r [» ] P é ol rl o b s il

LINE 4; B e e e e e
N7 ) LA AL A f t

Instruct: In the next exercise you will find only eighth and sixteenth. rests. Read it silently and
quickly, and count the number of eighth rests it contains.

Elicit: "Six."”

UNE 5 ST T i > =
LINE & (3 N ——— " [ S < o ﬁ'_'i [ S o — -
A
LY

Instruct: In this exercise you will tind all kinds of rests. Silently count.the number of quarter rests.

Elicit: “Six." ‘ _ ' .

%

IDENTIFICATION EXERCISES
LINE 6; '
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LESSON FIFTEEN

QOAL |
Recognition of sharp ( #), double sharp ( %= ), and hatural ( H) signs.
OBJECTIVES '

Upon completion of this lesson, the student will be able to:

1. Detect and discriminate sharp, double sharp, and natural signs on the staff.
2. Understand. thejr meaning withinn a key signature and when placed next to a note.

_ INTRODUCTORY EXERCISES .

- % 8
Lmeuﬁ; S 5
s .

Q .
instruct:  Describe the tirst figure to the right of the clef sign.

Eljclt: “Two horizontal and two vertical lines Intersecting, like a tic-tac-toe board.”

Instruct: This is the sign for a sharp., A sharp sign is identitied according to the line or space on
which it is located. Since this sharp appears on the top line of the staff, it is “F-sharp”
just like the note jhat appears on the same line. Locate and identify the next sharp.

1

Elicit: “C-sharp".

-

instruct: When sharp signs appear like this, right after the clef sign and before the meter, they
' indicate what the key signature of the piece is, or which notes are to to sharped
throughout the entire composition. Based on what you have read so far in this exercise,
“£" and “C” should be sharped. This is the key signature for “D Major.” Now move to the
right and identify the next figure.

Elicit:  “Double lines.”
Instruct: Double lines are used to cancel or change key signatures. Read the next figures.
Elicit: ‘“F.gharp, C-sharp, G-sharp.”

Instruct: This is the key signature for "A-major.” Notice how this key signature is similar to the last
one because it begins with the same sharps, in the same order. First came "F-sharp,”
followed by “C-sharp,” and then the new one, “G-sharp.” As indicators of key signatures,
sharps are always presented-in the same location and sequence. It is very heiptul if you
memorize it. The sequence is:. top line “F,” third space "C," top space “G,” fourth line
“D," second space "A,” fourth space “E,"” and third line "B." Read the rest of this exercise.

LINE 2: ﬁé—?; : s

\NBY > ——t——F—

€ " M - T

Instruct: Read the clet, key signature, and meter of the next exercise. Before you begin reading the
melody, | want to alert you to the fact that sharp signs are also used to alter single notes.
That is, you will also encounter sharp signs immediately before a note. When placed next
to a note, the sharp sign indicates that the note should be sharped or raised throughout
the rest of the measure. With this in mind, read the next exercise. Don't forget that sharps
in the key signature are retained throughout the exercise, while sharps next to single notes
are retained only throughout the measure.
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LINE 3: !;., ' ’ 17 - f -~ l
e -

Instruct:

Elicit:

Instruct:

FINDING EXERCISE

2=
[,

LINE 4:

Instruct:

Elicit:

P T T e R PR X
SEE S Rk ST T . Qe L, T I3 : A

Frequently in music, there is a need to cancel the shaip sign. For example, if you change .
keys from D major to G ‘major, you will need ‘fo. cancel the “c-sharp " Or, within a

' measure, you may want to sharp “C" only once, and then cancel the sharp sign for the

remainder of the measure. A natural sign is used to do this. In the next exercise you will
tind both uses of the natural sign. First, find the clef and. meter signature. Then, describe
the new figure you encounter efter the double lines. '

5
,®

“Sharp sign with shorter lines on the bottom left and top‘,_rlgh't." ‘

That is the natural sign. In this situation, it means that you have changed keys from.

“D"” to “G" major, and that “C” should be “natural” instead of sharp for the rest of the |

exercise. Now begin reading the melody, and you will find more natural signs.

o

L X

NES
vy

1
|
1 !

> A

Read silently and quickly, counting the number of sharp signs.

“Five."

IDENTIFICATION EXERCISE

LINE 5:

Instruct:

4
e
- L 1 1 l L | i 1 1 : + -
\ g d . X —

Read and identify all notation.

INTRODUCTORY EXERCISE

LINE 6: hf#itx&‘:

LY

instruct:

Elicit:

Instruct:

n . 1.1

Find the first figure after the clef sign. Describe it.
“A small ‘x' before an '‘F’ quarter note."

This is the sign for a double-sharp..Like the sharp and natural sign, it is always ‘read
according to its line or space location. Read the rest of the exercise,

FINDING EXERCISE

n . . o] 3 .
T s '] N
uNEz.% = % == e

instruct:

Elicit:

= £

Read silently and quickly, counting the number of double sharps.

uFive"n

\;{
Q} .




" IDENTIFICATION EXERCISE

. LINE 8:

- g

=

v = = :
. | w— . a&%ﬁj_—'g_ _ = i
%ﬁ#‘“ f!f{r

l =
. [~
instruct: Read and identify all notation.

TEST
LINE 9: “Symphony #41 (3rd movement)” — Mozart .
5 :
herte s o
ﬁ ====SSsEssss Ea=—ca ==
] ) ‘ _
N . o
% " .
EE= =S
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LESSON FIFTEEN ‘

Recognition of sharp ( #‘),' double sharp ( x ), and natural ( | ) signs.

INTRODUCTORY EXERCISES: -

- ' #
1.% + e ——

v
e

'.— %
&l
tal
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?
ez =
Lml‘
&
g=8
Eyy
At
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FINDING EXERCISE:

o 7'1\1 L fix 'H‘L__

e

IDENTIFICATION EXERCISE:

di




TEST: | ' “Symphony #41 (3rd movement)"” — Mozart
< 0 by ' - ?_. —4ote-—o—
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Elicit: “Two flat signs close to each other.” .
< . .
Instruct: When two flat signs are close to one another, the/y,a:e/called double tiat. Move-to the
right, and you will find another example. ‘. ¢
* FINDING EXERCISE - e
‘ n L - bl
LINE 2 fo—F—F—h — =  — —— £
. & . = - ? R

.' | - LESSON SIXTEEN

GOAL
Recognition of flat (. | ) and double-flat ( bp ) signs. -
OBJECTIVES T o .

Upon completion of this lesson, the student will be able to:

1, Detect and discriminate flat and double flat _signs on the staff.

2. Understand their meaning within a key signature and when placed next to slngle notes.

INTRODUCTORY EXERCISE Lo
' 4 W —— \ “. L

LINE 1: (bbb
. Una C«

Instruct: Describe the first Figure to the right lof the clef sign.
Ellcit: “A polnted lower case or small ‘b"." |

Instruct: This is the sign for a flat. Flat signs are like sharps and naturals in “that - they are
identitied according to their line or space location. This flat is on the third line and is
therefore “B-tlat.” Flats are also used for the same purposes as sharps either as an
indication of the key signature or as a direction to ™flat” the note on_its immediate right.

. The sequence of flats for key signatures is: third line “B,” fourth space-'E,"” second space.
“A,"” fourth line “D,” second line “Z,” third space “C,” and first space “F ” Read the rest
of this measure, and you will tind a‘ris sequence. Again, it would be very helpful for you to

' memorlze [ AR

7,

Elicit: “B E, A, D G,C, Fflat "

Instruct: Find the figure to the nght of the double lines. Describe it.

Instruct: /n this exerzise€ you will find all kinds of accidentals, such as sharps, double shsrps, g

naturals, flats and double ﬂats,. Read it s:lently and quickly, and count the number of

5 double flats.
. LS

Elicit: . “Three."

IDENTIFICATION EXERCISES | \ ' N

L

82



Instrunt:  Read and Identify all notation.

TEST
LINE &: 3

N_1 a— k 1!'5* N .
£ah o — 7 é-‘F
.\ s | L 2 — !

S " 1e I T = e = o

2b o ' == —
B L D — ) = :
L)) -t E'lb‘l'# pou a‘ :ﬁ H

& -
SUPPLEMENTARY EXERCISE (OPTIONAL)

LINE 6: “Bagateile, 1I” — Bartok

-9 . - } b= v B i b
g—f fﬁg‘*‘.ﬂéfﬁrt_ ___qwg;xrﬁ:ugw_bj_ }EH

Insiruct: Read and identify all notation.
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LESSON SIXTEEN ; ‘\\

| Recognition of flat ( b ) and double fiat ( bb ). \
INTRODUCTORY EXERCISE: { \

s J Ll [ . '\

1. 4 }7 ¢ 1y J ” ' | 6

‘e -
%
|
]
11
t%
il
‘-lL!r—

Y
N ot O ot O B o
e e
.
TEST:
N1 - \ N
5 —1y — & = 41 ] — 1
5. G50 , e e =
¢ hE T bed ¥ =3
s EER A f— -—1 |
Do = —_— e o=
' ﬁ ﬁ - #— ; 143£ *i_‘ ! } i
Y ébbd- i - @ 7
SUPPLEMENTARY EXERCISE (OPTIONAL): “3agatelle, II" — Bartok
8| . . : . e RS N — )
e i o TY ‘H—'M—W—mj: T T 1 ==
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LESSON SEVENTEEN

GOAL

‘Review of notes on, below, and above staff, rests, sharps, flats, and natural signs; introduction of
additional related figures.

OBJECTIVES

1. Detect and identify by pitch name all notes below, on, and above staff.

2. Detect and identify rests.
3. Detect and identify sharps, flats, and natural signs.
4. Recognize dotted rests, thirty-second notes and rests, and suxty-fourlh notes.

IDENTIFICATION EXERCISES

LINE 1: ' “On the Beautiful Blue Danube” — Strauss
"'"pq — f&g hl_ 1 — T\" — @1 i l"
e T T s s S s e o e e e S
& ¢ & +° v v
- ‘n 11'. 4 1’——1' ? i 1 11,- r —
ﬁ:“* | o : +* —
e s &
LINE 2: : / “March Herolque” — Franz Schubert
:‘9:{7—" _ S - J1 ‘i l Y I f— \)r T30 .
et b FEET LT BEEEE R
L)
L popep s fhere £ be ,e,e,
g1 11 11 1 Y 1 1 } ._.}
i — Y ——4
A
LINE 3: . “Piano Concerto” — Schonberg
-4 ‘—va —} ‘ p— 1T
SRS S asEes ==l sl
; e T L

instruct: Read and identify all notation.

LINE 4. “Piano Concerto K491" — Mozart
N L

%E‘E%T R N iE= EETE T

l
I
|
13
[====

all
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il
o1

v




N . .0 .y v \

Instruct: This exercise is the first movement of “Mozart's C Minor Concerto.” In it; you will Iihd ‘a
type of rest that we have not talked about. When you tind this rest, try to name it.

Elicit: ~ “Dotted eighth.” . - ‘

Instruct: Rests, like notes, can be dotted. Théflﬁost common are the dotted quarter and the dotted
eighth rests. As with notes, the dot increases the durational value of a rest by one-hall.
In the next exercise you will find dotted quarter and eighth rests.

ts

A .
LINE 5: %ﬁ, 2o 5 — ! : S

Q,l',‘ - — 1 11 e "
LINE 6: £ “Piano Sonata Op. 26" — Beethoven
ﬁ“ﬂbj—i Lp | [ 1 —"' : } Jl >0 \1 g
EGEs St estsss =i -

.
—_— —f '_ [ 1 '
—F e : o

e s CEare= .

Instruct: In this exercise by Beethoven, you will discover a type of note we have not had yet. Try
to guess what the note is called. .

Elicit: “Thirty-second note.”
LINE 7: %ﬁ -?’7% i e ===
S S S 1 1= 0 -
A A e =i =

Instruct: In the next exercise you will find thirty-second notes and rests and sixty-fourth notes. You
~ will also encounter a new meter signature. Try to find and identify them.

SUPPLEMENTARY EXERCISE (OPTIONAL) * “Bear Dance” — Bartok
LINE 8: % —  ——— - p——— 1 =
N - . e o 4.;{. =" %_____,{_q._ —- —

e ‘T g

Instruct: Read and identify all notation.
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Review of notes on, below, and above staff, rests, sharps, flats and natural sngns, mtroductlon of
additional related figures.

IDENTIFICATION EXERCISES: » .

."*On the Beautiful Bilue Danube” — Strauss
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[4 1 4 u '(_ 1
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“March Heroique” — Schubert
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/ UNIT THREE

Expressive and Diacritical Marks

Music | Critical - 1
Notation Name Features Comments
| = e semmre s s =5
~ " ffermata semi-circle jocated above
* with dot staff
inside use modified ,
’ : tracking technique
: tie small curved
J J 1 line connecting fJ J f
VN ) one notehead ~—
' with another "P» -
) siur larger curved J :
-J J J J | line connecting J J J?
P one notehead N _
T—— with others S
- follow slur to
last notehead:
count number
of notes included
in slur while
" returning to first
: note — read in
J J J usual manner
]
— J | phrase long curved track In same
' line ... moves manner as
J J J _facross bar lines siurs counting .
J msasures instead.
S of notes
| J J grouping smali curved . tragk in same
o (triplet) lize connecting manner as.
N3~ notehead . . . slur. .. the
g number of grouped numberprlil "
notes written appear a3 you
f g "p above or below track
curved line
accent similar to use modified
J “V* on its slde tracking :
hd focated either technique
' abova or bslow
staff
! tenuto small horizontal use modified
o line above or tracking
- below staff technique
J staccato dot loéaiea use modified
X ' above ar beiow tracking
* staff tenhnique
{ y

gy ot

83




?

UNIT THREE

(continued)
Muslc : , Critical ' .
Notation Name Features Tracking Comments -
jstaccatissimo smail “filied in" use modified
J | triangle located tracking
" : | above or beiow technique
' | staff '
tenuto-  ° small horizontal  Juse modified
J staccato -+ | line with dot tracking
" inside . . . above or Jtechnique
= - | below staff
. martellato similar to . modified .
A smali “v" . tracking
v technique
short grace simiiar to track same i
. Ay | note small eighth as for notes
( (acciaccatura) note witha on staff
diagonal line directly left -
going through of note
stem
| long grace similar to track same
‘ Note small eighth as for notes
J‘ M J (appoggiatura) Jnote...may ~ Jonstaff...
S : have a small directly left
: curved line of note
connecting itto
foilowing note
trilis | a“tr” followed modified -
L. e ranann ; by zig zag line — ] tracking
b - may have a technique
rnnas ‘Y flat sign or .
g' . sharp sign
above the “tr’ —
. located above
or below staff
upper two inverted modi‘ied
2 mordent . §"v's" located tracking
§ .above or below technique
“ staff
L% .
extended three inverted modified .
‘L upper “v's" located tracking
mordent above cr below j technique
‘i" aff
we Jlower or similar to modified
b inverted upper mordent tracking
w5 mordent , with diagonal technique
§ ' | line going
¥ through it




Music
Notation

(ry

UNIT THREE
(continued)

Critical | '
| Features

Tracking -

Comments

A exténded -gimliar to modified
b lower or extended tracking
v A inverted upper mordent technique
mordent with diagonal :
$ line going
A through it
: turn ... similar to same as for )
J J between _letter “s” on notes on
n notes side - located staff
— between notes
- turn ... same as modified
J above note above. .. located | tracking
above staff technique
. turn ... same as modifled
J below note above . . . located. | tracking
b below staff technique
S inverted similar to modified
' turn “backward . tracking _
J s" ... located techniques
above staff
crescendo two diagonal modified
' lines moving tracking
= outward . . . technique
a large “V"
on its s'de —
located under
staff
decrescendo similar to modified
—— diminuendo crescendo tracking
moving technique
inward
_ﬁ __

| O




LESSON EIGHTEEN

GOAL ' " )

; Recognition of the fermata( A ) tle( J J ), slur (J-/J ), phrase ( J J J J ), and grouping
( J J J L : -
OBJECTIVES

Upon completion of this lesson the student will be able to:

1. Detect curved lines over a single note. —
2. Detect and track curved lines connecting two notes and groups of notes within measures or across
measures.

3. Discriminate among ties, slurs, fermatas, rhythmlc groupings, and phrases. -

INTRODUCTORY EXERCISE _ .
. 7~ .
N QIO
LINE 1: —fag 1% i i 5 N .
T.V I b ! P

Instruct:  This lesson begins a new unit which covers a wide variety of notational signs, most of
which are found above or below the staff. Since we have already covered how to read notes
and rests, what remains is a large number of expressive marks and £igns which give other
kinds of musical directions. Unlike previous lessons, the lessons in this unit include
several signs, which though related from an Optacon standpoint, are somewhat unrelated
musically. For example, today's lesson deals with various kinds of curved lines that you
will find in musical scores. Edch one means something entirely ditferent musically; yet, for
an Optacon reader, they are tactually similar and therefore must be carefully distinguished
from each. other. ' -

Find the curved line above the first note. You will notice there is a dot inside the curved
line. This is the sign for a Iermata. Now move across the line and look for addrnonal
fermata signs.

Ask: In what measure or measures do you see fermata signs ?
Elicit: “Measures three and four."”
_ IDENTIFICATION EXERCISE . > “Dark Eyes" — Russian Folk Melody
' N

n.___ = |
LINE 2: %ﬁ;ﬁﬂ—‘—i—"‘ 5 g

" Instruct: Read and identify all notation.

INTRODUCTORY EXERCISE : /

n T :
T 1 L ~ T FES
LINE 3: b T - . [ . 1 1
. b - ———‘ 1 T et L. L]
Same” 1 T ~ -

Instruct: Find the curved line under the first notehead. Follow it to the next note. As you can see,
both notes are “F.” When a curved line connects two notes of the same pitch, it is called a
tie. Now, find the next curved line. Describe this curved line and the note it connects.

9o



"

~

Elicit: “Tie which crosses the bar line and connects two ‘C's'.”

’

Instruct;  Yes, ties can occur within & measure or across bar lines as you just read. Move along the
line and stop when you come ‘to the next curved line. Describe this curved line and the
note it connects. '

Elicit: “The curved line looks like a tie, but the notes h'71ve different pitches.”

Instruct: That's right. When a curved line connects one br more notes of difterent pitches, it is
called a slur. Move along the rest cf the line, and you will find more notes that are slurred. ,

L8

IDENTIFICATION EXERCISE )
LINE 4. From “Song Without Words" ~ Mendelssohn

.

| e e e B ‘
%&E&W-—L o] |

e . . AN
instruct: Read and identify all notation. - ) N

4
INTRODUCTORY FXERCISE :
LINE 5: ' “Theme from Sonata” — Mozart
= N S
A e, e et P
e " - ————

Instruct: Scan the melody to the double bar as quickly as you can. Now, go back and find the
curved line above the staff. Follow it to the end. This is a phrase sign. To find out exactly
how many measures are written within a phrase sign, find the notehead where the phrase
sign begins and then quickly move across the bottom staff line to the first bar line, move
up to the phrase.line, back to the bottom staff line to the second bar line, and so on until
the phrase sign ends. :

T

After you count the number of measures, return to the tirst note and read the exercise,
\/-, 0

Ask: In this exercise, how many measures are included in this phrase sign?

Elicit: “Four measures.”

- INTRODUCTORY EXERCISE .
LINE 6&:

AN

e .':%l:-‘t:___zg_:;fz:; e

e ————— —_

Instruct: Scan the melody to the double bar as quickly as you can. Now go back and find the space
right above the staff lines &nd move io the right.
t\ .

*
i When you come to the first figure, describe what you feel.

4 a

Elicit: “A tie or slur with the number ‘3’ inside."

o } 093



When a number appears inside a curved line above or below the staff, it indicates that the -

Instruct:
' notes Inslde belong to.a rhythmic grouplng.
Now go back to the first note and read the exercise. Remember to track abcve and below
the staff lines in order to find groupings. : .
Ask: How many groups of trlplers and quintuplets are written on this line?
Elicit; “Two groups of triplets and one group of quintuplets.”
TEST . ' ' -~ . E _
LINE 7: , ' “On the Beautiful.Blue Danubg” — Strauss
, n el T [ | 1 .
___ét - _J ¥ | 4 . | S W o = — )| 3 1 i :'_g - |
@ ] - j& I S 3{ iﬁ D —" p— 1 i, i\ /i +—1
LY, ,_s . ' r / > ! & _7 - T _
) N —
Gty '
Gl :
N3~/ : . .
SUPPLEMENTARY EXERCISE (OPTIONAL) . t -
LINE 8: : “4th Symphony” — Brahms
—— ’ — p— ‘S ¥
ﬁ:ﬁ — [g = %Jé £ Ca— . S
- 7\% + ——— i e e—— ——— =
Q’ ? ’ . Y)
—~ .
\ L o 1?-"—\'\\ E oS
- r— -2
£ - + ] : 1 } 1 _—
— e

'1— ', . . ) 4 .
b o

. — ' !

Instruct: Read and identify all notation.

/
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INTRODUCTORY EXERCISE:
7~

Recognltion'of fermata, ( F ),‘tie ( J J ), slur ( J-/J ), phrase ( 4 J J J). and g;ouplng

o ~
= =
1. 48 " ——+—t6* - \
) R : |
| ( IDENTIFICATION EXERCISE: ° C “Dark:Eyes” — Russlan Folk Song -
’.' ' ) 7™ ,'o\ : . ' . . .
. Ny ——— |
B == ——c==icEeresee /
INTRODUCTORY EXERCISE: ' . . .
' fa) : — ' 1 p— . -
. T‘ _8m 1 z i 1___1_ i ﬁ ,
3 B et et Mo ..
. <~ ; IR ~
g , . B e :6\' i
) {DENTIFICATION EXERCISE: . “Song Without Words” — Mendelssahn
. %g - @_m [ P S I -
' ‘?é:"-? . O i T -
e : [J i ' =
N :
1 B .
—4%—1 ‘
& \ .
INTRODUCTORY EXERCISE: “Theme from Sonata” — Mdzart ~~ "
- 5 __—__n.,#—n .’/—. s — _{, . JI ;‘! -‘\\ _ )
e e e s S S D e s Sy e
.J__L a1 Y T i T ——F " T ‘
mrnJDu;tonv EXERCISE: "
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o BT e e
“TEST: | , .‘On the Beautiful Blue Danube” — Strauss
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LESSON NINETEEN

L]
P J

GOAL

Ftecognition of staccato (o l ), staccatissimo ( J ), tenuto ( J ), accent ( J), and martellato ( J).
o [ .

OBJECTIVES

Upon completion of this lesson, the student will be able to:

P

1 Detect and track signs fos note attacks found abuve or below notes.

2. Discriminate among staccato staccatissimo, tenuto, accent, and martellato signs.

INTRODUCTORY EXERCISE

I,INE'.1: J fJ _J_

Instruct:  This lesson deals with note-attack signs, or signs that tell you how a note should be sounded.
As such, it will teach you how to read various types of staccato, tenuto, and accent signs. The
first exercise consists of three quarter notes off the staff, with a different sign under each one.

Find the first one. The dot you feel underneath the notehead is the sign for staccato. Now
move to the next note, and underneath its notehead you will find the sign for staccatissimo. It
resembles a esmall, filled-in triangle. Now find the sign under the third note. The small but
thick horizontal line you feel is the sign for tenuto. Let’s review: the staccato is a dot, the
staccatissimo is a mangle and the tenuto is a small heavy line,

What can be tricky about these signs is where they appear in scores from different publishers.
> As you will discover, music printers can differ greatly in their-style of notation, very much, like
book printers. Here are three pointers on where to look for these signs: they are almost
always found near the notehead, rarely however, they can be found at the end of the stem.
They always appear above or below a note, never on its side. Finally, they usually appear
above or below. the staff, though in some scores, you might find them inside the staff.

“Ecossaise” — Beethoven

IDENTIFICATION EXERCISE s
J i ¢ S » == > —— 41
LINE 2: :@.—5—'23”“’"———?_‘5_‘_ A — “o =
1 B [] 1 [ \—v [
— =

Instruct:  Read and identify all notation.

INTRODUCTORY EXERCISE . .

LINE 3: i J ?

Y

_Instruct: In this exercise, a few more signs are presented above or below notes off the staff. Find the

tirst note. Underneath it you will feel a letter “v" turned on the side. This is the sign for an
accent. Under the second note, you will finc another “v”. This one is right-side-up. it is the
sign for martellato. Now move to the third note, and scan above the notehead. This upside
down “v" is another version of the martellato. The "v" of the nartellato sign always has its
open end towards the notehead. In any event, whereas the martellato is an upside-dcwn or
right-side-up “v", the accent is always a “v" on its sidg. Although these signs are usually
found near the notehead, they can also be found at the end of the stem.
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IDENTIFICATION EXERCISE S “Knight Rupert” — Schumann

A.A'>>>
AL o % o o 9O
1 _+r— T& 1 1.1

e o e

Instruct:  Read and identify all notation. .
TEST : + “Moment Musical" — Schubet
. —— o ‘ /-:_ >'. - '- )
P e e o e s et B e e e e
| S -“b'.__ Z,"L__-='""" o~ s ! TH 11— —
F e : e J————— .
il
L}
O
SUPPLEMENTARY EXERCISES (OPTIONAL)
LINE6: | : “4th Symphony" — Tchalkovsky
Y e : "
] ! .

o

“Popular Hungarian Song I"" — Bartok
o ‘ /‘3 \ ~

Te SHARE LR e i » 3
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Recognition of, staccato ( J ), staccatissimo ( J ), tenuto ( J), accent ( J), and martellato { J)

]

INTRODUCTORY EXERCISE

LINE 1: o JJJ

k)

IDENTIFICATION EXERCISE: ' “Eccdssalse” — Beethoven
e e i e S e e EEET~ L Y N e S RN

LINE2: P g —e—¢ o IS¢
Oy ~ ' ' .

_ INTRCDUCTORY EXERCISE:

LINE 3: " J J A C S . .
. A S r

. - IDENTIFICATION EXERCISE: “Knight Rupert” — Schumann.
. 2 A. - = — ° . [ -
"\. A ' -—g__
e —
“Moment Musical” — Schubert
Db ffp o o F g oo
LINE 5: b—5— e —— e { . s -
Y = e —— ——— |
SUPPLEMENTARY EXERCISES (OPTIONAL) ,
LINE 6: ) “4th Symphony” — Tchaikovsky
' — —_da,;_._._.____,é - ‘_}“ e~ s - S
éb?&" B e e SEmr=s]
O - e =R PESETSIE
“Popular Hungarian Sony 1" — Bartok
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LESSON TWENTY - °

"GOAL . . ' ' g

Recognition of acclaccatura or short grace note (—f’) and éppoggiatu'ra or long grace note (Jiﬁ J). .

¢

OBJECTIVES - , | : B

o
L

_Upon completion of this lesson the ‘'student will be able to:

o

1. Detect smalf'eight‘h notes to the left of standard size notes. - -
2. Discriminate between long and short grace notes.

INTRODUCTORY EXERCISE | ,- C
. n L b/ . ' . ..Q . ) ' . v
LINE 1: R * i

L

Instruct:  This lesson deals with two kinds of grace n‘ogtes. Find the first slur sign in this exercise. Look.
" at the note above it. You will see that'the note Jooks like a small eightk note with a diagonal
line going through the stem. This is called an acciaccatura or short grace note. This grace

note is a “Bb."” Read the rest of the line and find all the grace notes.

-+ IDENTIFICATION EXERCISE ) “Tulip” — Lichner
’ | ey o £ )

. - T e .

Instruct: 'Read and identﬂ all notation. ? v
INTRODUCTORY EXERCISE ° a N L .
) S v
¢ < r— A - =
LINE 3: o 4 o '-h" : e—
. | .. '

Instruct: Move across the line until you come to the first slur sign. Notice there is a smail sixteenth
note "F” slurred to a “G” of normal size. This is an appogglatura or long grace note. Now,
move to the next measure and describe what you feel. .

Elicit: “Two small sixteenth notes, ‘E,’ ‘F’ slurred to a ‘G’ haif note.” ©

Instruct:  These are long grace notes also.

IDENTIFICATION EXERCISE W - . “Turkish March" — Beethoven
] A. 'A. - rd \/
'F- I’- p':f- 1’- P SO I -
LINE & = e ]
" : 1 ) ] T N A
) . I I l * . ®

Instruct: Read and identify all notation.

TEST “Mazurka" — Chopin

H ] A S — m—— A - s ' l. l i
.. LNES: %’jﬁ" : 1 - !
Q ‘ J .
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Recobnition of dcciaccatura or short grace note (—f”) 'énd appoggiatura or long grace note (ﬁn J)
. ) o ’ T N

INTRODUCTORY EXERCISE: . o oy
. Tn + f)’ JL ~— : ‘ ?
LINE 1: Z&°H g~ ! ]
*  IDENTIFICATION EXERCISE: . o “Tulip” — Lichner
. #_J ) con— % vl ) - e £ :
2 féﬁ—.%;-ﬁr*ﬁ e
) =‘-——:_»-———- n
INTRODUCTORY EXERCISE: . . . . .
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LESSON TWENTY-ONE -

‘Hecognltion of 7llls (Zrvanann ), nOrdents (.aa aaa K A ), and turns ( wj ).

§BJECTIVES

" Upon completion of thls lesson, the student wtll be able to

1. Detect and track ornaments above.. below, or between notes. . :
2. Discriminate-among trills; upper mordents; extended uppér mordents; lower or inverted mordents;
exte'tded lower mordents, turns between above, and below notes; anq inverted turns.

INTRODUCT‘ORY EXERCISE

' . . lr~rnn
LINE 1: ﬁ

Instruct:

Elicit:

Instruct:

Elicit:

Instruct:

Elicit:

Instruct:

Elicit:

Instruct:

Elicit:

Instruct:

s

N

VA

“

wn (7

¢

5'

———

,ax,‘/
=

—d

o—]

‘&

-

oy

o

This lesson deals with various kinds.of omamentatlon Flnd the first note in this exercise and
scan above it. Describe what you feel. .

“The Iettqrs ‘tr' with a zig-zag line.”

This is the sign tor a trill, You will tind a}';bther example on the next note. Mo ve on to the next
measure and find the ornament sign above the note. This zig-zag line is,@ mordent. Notice that

_ it has tive small diagonal lines. Compare this to the ornament over the next note.

“This one has seven diagonal lines Instead of five."”

This is called ar extended mordent. To review, the regular mordent is five zig-zag lines and the
extended mordent is seven zig-zay lines. Now, describe the ornament sign over the tirst note
in the next measure. It is another kind of mordent.

) .
“A regular mordent with a vertlcal line cutting through it.”
Yes, five zig-zags with ah vertical line is an inverted or lower mordent. Over the next note, yo ;;
will tind an inverted extended mordent. As you can guess, this type has seven zig-zags
avertical line cuttlng through it. Find the next note and describe what you feel to the right of
it.
“An ‘S’ turned on its side connecting the first note of the measure to the second one.”

This is called a turn betwaen notes. In the next measure you will find turns above or below the
note. Now find the ornament over the note in the next measure. Describe it.

“A backward ‘S’.”

This is an example of the inverted turn.

IDENTIFICATION EXERCISE

LiNE 2: “Gavotte” — Handel
. . h ° 0 o ;‘ ) F. '. d ® . i . w1, o o
S S o S s e i a— - T———+ i 2
L ‘ [ 1 1 ] 1 I 1 R 1 1
i i L M | M R . 1 - 0 1T
Y] 1 T — * N ! S i O
[

P NP



D it e~ . o . .
- i ~—— 1 = s e S —jip_:ﬁj
A\ J l i 11_[ ) T ~—’ < —.t} 1'—‘1 _‘l” T r——_ﬁ_-:"_:;."
o :  — .
’
. — = : /", -
. o /—\‘ . s { A —
— -g-—__r._ 3 ] 1— ! 1 1 JJP'—J ':'—“’—IF i t 1
X i e ot “e——]
9)' 1 . T T —r—- ’
L 4 N
-_— a [~ § >
. - - ~
[} ) N ] ) %
o, ' Bl . " ’ ’ ’
Instruct: *Read 'and identify all notation. ,
SUPPLEMENTARY EXERCISES (OPTIONAL) -
LINE 3: L . " ' “Violin Concerto" — Beethoven
$ ] > - - _:..#.._0_3_...__ °
-3 : e —_ — pa——— k]
s - .4 —1] ; N _L Y i_. | 1— { ) } }_ 1 ___u_:}
OR . A O g & o
#J . __/ ~— ‘ g » (g
7 LINE 4: . ‘ “Bach Theﬁ\e" — Goldberg Variations
| e R N S _
A & b— l } "-’ } ! 1 T
X5 ' —o" O ]
Q. ° e =
LINES5: " . “tallan Concertc" — Bach |

. “ |

P

e rEEe s srrfiteerrte ) | -

Al = ] S
e =

Instruct: Read and identify all-..otation.
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Recognition of trills (£"~~~*>~), MOrdENts,  aane oL ax4 ) 80D turns ( oy ).
" - INTRODUCTORY EXERCISE: ' | N .
LINE 1. ﬁ ",i - .

-

ALY : 6 i 4
S —
IDENTIFICATION EXERCISE: . K h
LINE 2. , . : . “Gavotte” — Handel
Loy [ T — * o ° ' . . : !
=) ,__FPJ -9 — f R pope e e
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- 1 1 ¥ - ¢
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SUPPLEMENTARY EXERCISES (OPTIONAL): ' : .
LINE 3: ) e ' "“Violin Concerto” — Beethoven
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' . 4 . .
‘ e __ LESSON TWENTY-TWO o
. “ ' ) . ’
GQAL' . ce . v _ . L,
. Recognition of crescendd( —=z—"__), and decrescehdo ( >T, or diminuendo ( —— ) signs. :
OBJECTIVES -« '
. . 7 . ¢
Upon completion of this lesson, the student wlil be able to:
. 1. Detect and track dynamic markings below the staff.
. 2. Discriminate among crescendo and decrescendo or diminuendo. . .
. INTRODUCTORY EXERCISE '. ' - ' e ° »'
LINE 1: | L “Merry Widow Waltz" — Lehar -
—_— . | . | . . . L
s e e e o
s ——_— = - - e O ~—w—]
¢ e —— . e . ' .,
. . ) 8 - . ] ?_____\——-'- —-:.;:t:
. .’. . . e
" po——

) .
]

! Instruct: Fird the tirst note and then move undér:the note. Move to the right, staying ynder the staft,

and you will teel a new sign. - '
Ask: “What do you feel? @
Elicit: “A long 'V’ on its side . . . or two diagonal lines moving outward.” . 3

instruct: 'This sign is called a crescendo. Since this sign’will always bo located under the staff, you
musi now modify your tracking procedures to include scanning under the- staff. When a
crescendo sign Is present, scan quickly rcross the entire sign so that you get a general idea of
‘ ’ its length. Then, return to the beginning of te sign, move directly up.to identify the note.
Move to the next note, identify it, scan under the staff (the crescendo sign should be moving
wider). Return to the same note and then move to the next note. Continue this procedure until

" crescendo sign ends. ‘ A
. ———1—]
. . Q/ft I o
ﬁ- .

Ask: . In what measure does the crescendo sign end?

: s :
Elicit: “The second measure.”
Ask: . Under which note does the crescendo sign end? g

K Elicit: "B

Instruct: Read the third, fourth, and fifth measures. Remember to scan quickly under each note to
check:for a dynamic marking. | ' " -

Instruct: Fead the fi.st note in the 'sixth measure. Remember to scan under the staff.

1]

ERIC L 10g
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Ask: . How would you describe'thfs sign? " - - . o

" Elicit: “Another ‘V' on its slde but It is reversea The wide openlng comes first and then It moves
together "G s

-~

. Instruct: * This sign is called a decrescendo or diminuendo. Your tracking procedures are exactly the
‘same as the crescendo Finish reading the exercise. Remember to search for dynamic marks. -

-'IDENTIFICATION EXERCISE . : ST
LINE 2. : o L : " “Minuet” - OId French
-+ *—1---#51 o — — ———F -
— )| 1| : 4 L
p— :_j—_- _..,L ‘_t_'?q%:ﬁ:ﬁ_q_j * ot —y— -
" . ]-mz"'\"": >_ . ,
[ 1Y . '
P P* = «
$ M T '4
, R -_——_. 2

‘)

‘o Instf,uct: Read and identify all notation. Remember to scan quickly under each note as you mov2 along.

- rd
L] * ]
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Recognltlon of crescendo ( =<=———"), and decrescendo (: ___._=-) or dlmlnuendo ( —-'—‘-==— ) sngns

¢ INTRODUCTORY EXERCISE: . ' ' “Merry W(dow Waltz" — iehar

: B —— - | - } 4 e 1
. LINE1: S —— a4 — —— e -
. . | ‘i . — . :—..‘——'—‘l- q’
= " ! - =
—F ' =
) T 2 - — —
' - . ' — ' .
[ LR .
IDENTIFICATION EXERCISE: : “Minuet” — Old French
: . |
J"O'_‘ 1 ) t ——
LINE 2: :t_‘_‘ ———] ﬁ — w‘-—:ﬁ‘
S e i o ———
' ‘ 4 . ] . - R .
-t o 1n 'J‘ ) v?’ | . [ : ~ . e
2 ! ——m— i — it
‘%V‘ ‘ | ! 1] i
—I —F .
¢ ' . ‘ .. .
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o 1 .
s
&
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: LESSON TWENTY-THREE

GOAL
Review the fermata, tie, slur, phrase, grouping, note attack$, grace notes, ornamental signs, and
dynamic markings.

kl

“Confidence” — Mendelssohn

IDENTIFICATION EXERC!SE .
[ 1 [
\‘_J I} l." ‘l ) 1
L s —t‘/—;,
L4 _\_————?";.-
1
—~ ~ )
e -
—
) \
4 1 1 -1 ~——1 oo B
f=soEEresT e e
) S’ ; 1 — et 1 ~ T
L] Q-‘ o
ﬁ ) _gu— P | » )
" (] 0 7 _l — ~1 7 1
e e e e
(D) h | el = - —— . e—
. Q

I
:&L
:

e

Instruct: Read and identify all notation.
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LESSON TWENTY-THREE ..

Review the fermata, tie, slur, phrase, groupings, note attack, grace notes, ornamental signs, and

¢ °  dynamic markings. ’ ;

IDENTIFICATION EXERCISE: ' “Confidence” — Mendelssohn
= ;'J 11 l 7 [ < o h] lLf i = { }
~ e e e o F I d e g g
L S . } ,,..Tyd B LA——
. =5 D ' C ——
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UNIT FOUR ,
Double Stops, Parallel Chords, and Counterpolint

“s o . 'on One Staff
Music : h(T:rltlcal .
Notatioi Name Features Tracking Comments
—F S E—— i = —% —
double two noteheads start reading
— '} stop attached to lower note.. . .
, same stem  move up the
e stem . . . second
. ’ note comes
. . . across array
' : ' . continue reading 2
as previously
learned
. _ oarallel three noteheads | -same as: ’
't chord attached to above
: e " | (three note) same stem
n‘ | l .| counterpoint two individual = | read lower each voice
b A (two voice) setsofnotes. - | voicefirst...one - § mustbe
X€ ‘ moving on same- measure at a "~ § memorized’
. | staff time. Return measure by
® ‘ _ . to first note measure
: and move to
. higher ncte.
Readone
measure at |
: a time B
i i .
: , J] e




: LESSON TWENTY-FOUR -
GOAL
Recognition of two and three notes attached to single stem on one staff (double stops and paraliel
chords). ‘ : .
OBJECTIVES

——— - Upon completion of this lesson, student will be able to: _ L

1. Detect two and three notes attached to single stem on one staff.
2. Track double stops and chords. .
- 3. Discriminate one note from another.

INTRODUCTORY EXERCISE ’ ~ Four Landlers No. 1 From “Hommage aux Belles Viennoises”

LINE 1: ‘ : — Franz Schubert
“' -
o —— I D e o

ﬁ%‘ EEemm== st . ST
s =EESE = .. | | S
Instruct: . Find and identify tirst note and then move up the stem.

’ Ask: \What do you feel?

L)

Eifcit: “Another note . . . an ‘A’.”_

Instruct:  Yes, the first note you read was an “F#" and the second note was an “A”, As you see, they are
attached to the same stem. This is called a double stop. Since they are joined together by the ~ -
same stem, they have the identical rhythmic value. To track double stops, always read the
lower note first and then follow the stem up or down, searching for the second notehead.
Reimember to continue identitying rhythmic values, also. Then return to the lower notehead

and move to the next note. .

4

instruct: Now, read the entire exercise.

IDENTIFICATION EXERCISE
LINE 2: TN “Silent Night" — Franz Gruber

N

K
o|e
3

e e oo

= s __‘__;_iiat__‘__ = = :

18 [7)




instruct: Read and identify all notation.

INTRODUCTORY EXERCISE X “Minuet From Don Juan" Part | — Mozart
" * LINE 3: - ' . : ' )
T s e

. sy | . ‘ :
o —— ' 7 - —

| # ¢ 1 o E——;———;—
Instruct: Read and identity the first note. Move up the stem as you did for double stops.

Ask: Describe what you feel.

Elicit: “There Is an ‘F# and above the ‘F# Is an ‘A’." . , ' o

Instruct: You have just read’a three note chord and as you have just done, the tracking procedure is '
exactly the same as double stops. Before reading the rest of this exercise, move quickly to the
last chord of the seventh measure. You will notice that the second notehead is on the right *
side of the stern and the other noteheads are on the left. This is how noteheads are written

. when there are two adjoining notes. In this case there is a *D" followed by an “E”. Now, let's
return to the beginning of the exercise and read these parallel chords. Be on the lookout for
rests and single and dotted notes. ' o ' ’

© “

IDENTIFICATION EXERCISE “Minuet From an Juan" Part Il — Mozart
LINE 4: - i ' . .
* ‘ | 1 [ ) Y 1 1 ) { q- I
° ﬁ == : 2 e s
C - ]

ity
La

_' | . . L

Instruct: Reéd and identify all notation.
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-

Recogmtion of two and three notes attached to slngle stem on one staff {double stops and parallel

® chords).
INTRODUCTORY EXERCISE: Four Landlers No. 1 From “Hommage aux Belles Viennoises”
LINE1: ) C 8 , . ) — Franz Schubert - -
L lod - %m':.—%'nﬂ e ||

L

i 1 -
© jﬁr - - HEH:SZ | - [H_?:_:

i s e

=S=E
. > ..
IDENTIFICATION EXERCISE _ ) . . “Siient Night" — Franz Gruber
LINE 2: S | - |
e ) i . — N -0
: & : — g — S e s 3
) o, . : . * . I"‘i"‘_
4
INTRODUCTORY EXERCISE:- “Minuet From Don Juan” Part | — Mozart
LINE 3: o o .
| 2t ] == =—rmo==—: =
' . - C = | _é_"_' -
I NI : _ ] -
e/ . .
ﬁ __4;#_-1 - ( —
[) /i > 1 [ o [ -
e -+ v . K
IDENTIFICATION EXERCISE: P ,
LINE 4: ‘ “Minuet From Don Juan” Part il — Mozart
%} ‘ [ I l ‘____ 0 I\ 1 q .
= . X  — n 1 y
& B ' . ¥
[aX) . X l l I
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, | . LESSON TWENTY-FIVE | - ' )

.. @oAL ¢ .

. , Recognition of two voicee moving lndependent!y on one staff (tWe voice counterpoint).
OBJECTIVES |

Upon completion of this leseen_, ‘the student will be able to:

1. betect two voices moving independently.

2. Track and discriminate voices. | W

INTRODUCTORY EXERCISE — - . | Russian Folk Séng
n [N Y T Y L Y N Y T
' e e e o Tgtywiy e g o

L'NE1 - ? 41— - r:g ( »
| | - o

[ ]

-

Instruct: Find and identify 'the first note. Move straight up.

Ask: Describe what you feel. |

Elicit: “Another note—it's a.'C’ eighth note.”

—~ -instruct: In this exercise, as yousee,"you will find two notes, sometimes one above the other. They wfll
not only have different pitches but they also may have different rhythm values. In addition,
most of the notes will move independently (not attached to same stem).

. To track two independent voices consider each voice as a single line melody. First read ore
measure of the lower voice, return to the first note, then move straight up and read one

measure of the higher voice. After reading one full measure, either say or play the entire
measure. Move to the lower note of the second measure and repeat the same procedure,

-»-»-»
- 5

il .
< —r——

Instruct: Continue readmg the exercise. Remember to read one measure at a time, starting with the
) lower voice. Then say (or play) each measure after reading them.

IDENTIFICATION EXERCISE : “The Reason Why" — German Folk Song
. i JL [ A RO B N I I
LINE 2: fﬁ\‘ ,—5*’% s — == = =
'_j A4 - l

. Instruct: Read and.identify all notation. Remember as you read, you must memorize.
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Recognition of two voices moving independently on one staff (two voice counterpoint).

* INTRODUCTORY EXERCISE:
LINE1: | ’ Russian Folk Song
N NANN AAN, AN ANANN NN
1 '_‘_ I '] 1\’ v d 7 Ly Tt 1] ‘l

S S S i A B G

IDENTIFICAT«ON EXERCISE:

LINE 2: “The Reason Why" — German Folk Song |
PR NN [N It

oy Vo ¢ o

. \ILV A & —— n ¥

(Y v\,_h___/v r ‘
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LESSON TWENTY-SIX
GOAL | S 3
_Review of double stops, paral.lel chords, end two voice counterpoint on one staff.
OBJECTIVES
Upon completion of this lessoh, the student'. wili be able to:
1. Detect two and three notes attached to one stem.
2. Detect two voices moving lndependently

3. Read all notation,

IDENTIFICATION EXERCISE

LINE 1: | - “Gavotte” — Old French
-9 | |+ : N e
Do : 5 =

OB ¥ f 'r' f | el |

n_ [ J o

g = e
ﬁjﬁfa = hTﬁ

e et ¢

—

lnstruct_: Read and identify all notation.
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LESSON TWENTY-SIX
Review of double stops, parallel chords, and two voice caunterpoint on one staff.

N1

IDENTIFICATION EXERCISE:

LINE 1: . o _ | “Gavotte" — Old French
Cha “_frf;_l_'.._.y_l
o [TT1| ] s o BT
- - : e ~
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Music
Notation

UNIT FIVE

“ Two Stavss . .. Plano Music

Name

bass cief or
“F' clef

Critical -
Features

Tracking.

Comments ..

similar to
number “9"
with two dots
to right. (The
two dots are
located in

third and
fourth spaces.)

same as for
‘notes on staff

bracket or
brace

large curved
lines with
pointin
center: located
to left of

grand staff . . .
connects one
staff with the
other.

. point -of
bracket will
come across
array first. .
Quickly scan

straight down -
and thenup, =

returning to
point.

long bar line

Vi,

long bar line

1 . ..connecting
one staff with

d the other.

qulckly scan up

to top of staff

| and then to
bottom. Con-
tinue reading
same as for
notes on staff.

single notes
moving paraliel
on two staves

" each sign and -

music notation
should have
been learned
and therefore
read without
difficuity.

begin reading
treble clef
first . .. one
measure at a
time. Move to
bass clef and
read same
measure.

memorizing
each measure
is critical.

double stops
in treble clef
and single
voice in bass
moving parallel

same as above
®,

same as above

same as above
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UNIT FIVE . .
(continusd) '

" Music - ,:/, - Critical - o -
, . [notation - Features Tracking ‘| Comments B

moving indepen-
dently (counter-
point)

é - doubie stops in same as above 'same as above’ same as above !
? both clefs . ,
+ | mgving parailel : ‘
: , .
single notes same as above same as above same as above

double stops same as above same as above same as above
in both clefs

moving indepen-
dently (counter-

point) .
N
four voices same as above same as above same as above

moving indepen-
dently on two
staves

. EE—# (counterpoint)

¢
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* .. 7" LESSONTWENTY-SEVEN ,

GOAL )

-

_' Recognition of double.stops and chords moving parallel on two staves.. -

'OBJECTIVES o | | °

L4

Upon completion of this lesson,~ studentﬁ will be able to: . ; e

Identify the bass or “F” clef sign.

Detect long vertical bar lines, connecting one staff with the other. .
Detect single.line melody moving parallel on two staves.

Detect two parallel voice {double stops) in treble clef and single‘line melody in bass clef (three paraliel
voices).

Detect two parallel voices in treble clef and two parallel volces in bass clef (f0ur parallel voices).

Track these voices.

Discrimtnate one staff frofiY'the other. :

Discriminate one voice from the other(s). " b

DNDO BN

INTRODUCTORY EXERC!ISE B ;

g - ' . ¢

LINE 1: =%} : )

\.,i

L
&

Instruct:  Move to first sign.

Ask:  What do you feel?.

Elicit:  “It looks like the number ‘9"." !
Instruct: Now move sligh}Iy to the right. | o

Ask: What do yc;u feel? .
| Elicit: “Two dots."a | |

Instruct:  This sign which looks like a “9” with two dots to its right is called the bass or “F* clef. Read
across line and find three more bass clef signs.

INTROD_UCTORY EXERCISE

LINE 2 %:

Instruct:  Find the first sign.
AsKk: How would you describe it?

Elicit: “A large bracket.”

121
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. Instruct: Now, move to the right and find the first vertical line. Follow it down and qulckly return. Move
. to the right and you will feel the treble clef sign. Move ‘straight down and find the bsss clef
sign. As you can see, the bracket and long vartical bar line connect the treble and bass clefs.
In piano muslic, all bar lines connect one staff with the other - ‘
INTRODUCTORY EXERCISE ) "Ah\Vousdlrals-emanan" — French Folk Tune
LINE 3: R
) . 3 _pme— '
~fr—— — 1T =+ a
1 n | I g“ i g : ‘
o= = ).
» . . . - Y . ‘ “ - . )
o " . ] N ‘
| = — = —;f i
B © 3 ' '\

instruct:  Find the bracket, vertical bar Ime treble and bass clef -signs, key signature, and meter
. signature, Now find the first note in the treble clef and read the first measure, ‘memorizing as
you go along.
Ask: Tell me \that you read. ‘ ‘ ! " ey
t- . 7 ~
Elicit: “‘G', ‘F#, eighth notespearqed." A ' : .
Instruct: Move back to the tirst note and then move straight down and find the first note in the bass
clef. Read the tirst measure and memorize as you read. . '
Ask: Tell me what you read. »
A ] V
Elicit:  “'B', 'D', eighth notes beamed.”
N e
Instruct:  Tell me the entire first measure . . . treble and bass clefs, or play the first measure on the
piano. . ’
Continue reading this exercise, measure by measure, treble clef first, and memorize as you .
. read. Remember to say or play each measure by memory.
INTRODUCTORY EXERCISE “Soldier's-March” — Robert Schumann
LINE 4: C _ _
\ D -
E=== = -
‘ v v - & ﬁ +
——R = o e
Yy,
Instruct:  Find and identify bracket, bar line, treble and bass clef signs, key and meter signatures Move

to the tirst note in the treble clef. As you move up the stem you will find a second notehead
. attached to the stem which, as you know, is called a double stop. Read, memorize and say

this measure, then, move to the bass clef and read the tirst measure in the same manner as
you did in the previous exercise. Remembe to say (or play) the entire measure before moving
on. Finish reading this exercise.
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INTRODUCTORY EXERCISE

[~

LINE 5: “Adeste Fideles” — Reading

y ! i ] I ‘ ] |

i ;3:}‘ r—,ﬂ—-'. == ry fi “Hd—l‘ g —e—

Sy e d g dol o
=S===s: ==t

Instruct:  Find the first note in the treble clef. Follow the stem up and you will find it is a double stop.

. Read the first measure and then move to the bass clef. As you see, there are double stups in

the bass clef also. Now, as you have done before, read this exercise measure by measure,
treble clef tirst.

IDENTIFICATION EXERCISE

LINE 6: French Nursery Song
I S S N L B S W
qﬁ;;g——g-—a r T3 e ot ‘r :
o rrTrrrr.ﬂ'f‘TlT'
: — £ ——--
e
] T ' 1 "
instruct: Read and identify all notation. Y

i23




LESSON TWENTY-SEVEN

TEACHER'S COPY *

OF

sruoéﬁw WORKSHEET

é

_ Recognition of double stops and chords moving parallel on two staves.

4

" INTRODUCTORY EXERCISE

LINE1i:# Sy 4} fj:

INTRODUGTORY EXERCISE:

124

* -LINE 2:. % ’
*

INTRODUCTORY EXERCISE: “Ah! Vousdirals-emanan" — French Folk Tune
o b e , ' T

LINE 3: ' J__,l' o — ! Jf 03 9

/ =)
ﬁ = —— 2
INTRODUCTORY EXERCISE: e “Soldier's March” — Schumann
-] /’
= N NN A
LINE 4: %&1 — = *.,_:Eq__f"‘%q:
- — ik [ - 1 . :
. \ v{ v :

//. R’ .

' 2 . an
~ ’ £ e e o e e s A 1'1 —®

INTRODUCTORY EXERCISE: “Adeste Fideles" — Reading

% _ . 1|t ||
Y = + o——]
LINE 5: ?% = = 1 e =
# ] — - ) 4 -
SEEE =" ===: =

1 | T



~

French Nursery Song

LINE 6:
e ———
T r'.r-fTr : T
s = +If—f++ £
" —t |
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LESSON TWENTY-EIGHT

G,QAL

Recognition of independent melodies' and chords on two staves.
3 OBJECTIVES

Upon completion of this lesso;\. student will be able to:

Detect single line melodies on both staves moving Independently (counterpoint). ¢

1,
2. Detect double stops oif two staves moving independently.
3. Detect three and more voices moving independently on two staves.
4, Track these voices. -
5. Discriminate voices in the treble clef from those in the bass clef.
" INTRODUCTORY EXERCISE Lo
LINE 1: ) . “Theme from Andante Surprise Symphony” — Joseph Haydn
%‘ : 1 ‘1 1 : ) e roul ‘ : . — T—T
ot . — ! —o——
. " f-. . L ® - s [} . e i*i’; f’?“o o. ° o;
- » * > . .
- , : I I
S g ey A gty
T
H [T——
% — = = '
—
: .“"'lr 14 ;ﬁ"*—

Instruct: In this exercise you will tind single line voices in both the treble and bass. As you will see,
. each voice is independent from one another. Begin reading as you have learned, treble clef
first, measure by measure. Be on the lookout for staccatos, accents, and rest signs.

INTRODUCTORY EXERCISE

LINE 2: . “Signs of Autumn” — George Wright
| j |
e
5 =
f. Q , ; a o P
XY
EES 4 12




14 {. ¢
~

Instruct:  /n this exercise you will find double stops in both the treble and bass clefs. As in the previous
-exercise, they will be moving independently. Read the entire exercise. ¢

INTRODUCTORY EXERCISE .. I
LINE 3: , ’ “March” — ‘3.A. Grant-Schaefer

IR I R N N S I R
=225 B
J

2
) JdJld |44 ] 4 J
SES== ===t EE2

instruct: In this exercise you will find four independent voices moving on the two staves. Read the
exercise in the same manner as you have previously learned. -

1
13

b
oo
-




L TEACHER’S COPY
: " OF
STUDENT WORKSHEET

LESSON TWENTY-EIGHT |
Recognition of independent, melodies and chords on two staves.

INTRODUCTORY EXERCISE: : .

~ LINE 1: A ~ “Theme from Andante Surprise Symphony"” — Joseph Haydn
1 1 - 1 ) % 1 - j
18 1 1 ] i 1 g o—o- )
A AR A A A EE R IE AR
, [ [ >

/. ,
——w 1
o — e e S
> A -
A
v &
INTRODUCTORY EXERCISE: - | .
LINE 2: ' “Signs of Autumn” — George Wright
| | i
() _A_a;
a (2 F- a .
==
b INTRODUCTORY EXERCISE:
LINE 3: “March” — G.A. Grant-Schaefer

'_.}lllkllljij—f_d}‘_%
‘ = [

2 LJJ
Si2s 5 =S=SEES0

adn
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o -, | ' LESSON TWENTY-NINE
GOAL - | - - .
.. Review of parallel chords and counterpoint on two staves.

 OBJECTIVES

1. Detect two, three, and four.note parallel chords on two staves. .
2. Detect two, tpree, and four note voices moving independently (counterpoint).

' INTBODUCTORY EXERCISE
LINE 1: | | . “Roses from the South” — Johann Strauss
-~ | L]li [» ] : ’ - i
X (] . - 1 % ‘gl'L
T T I T
[ j L ] ; [ [N (W [\ j‘ » Y N I -

. — e e e e e e e e e e =,
-9 v : v+

_Instruct: Read and identify all notation.




TEACHER'S COPY
OF
STUDENT WORKSHEET

LESSON TWENTY-NINE

Review of parallel chords and counterpoint on two staves.

INTRODUCTORY EXERCISE:
LINE 1: ' ) “Roses from the South” — Johann Strauss
B> - ~— =< - :
l A # - . 1 3“ — m p—
3 =y - B B ) T
& r r 1% & r r 3 -
3 I I l [ [y } 0y ! !;- }\-‘ | § 1 ' s
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APPENDIX A:

CLINICAL FINDINGS — DETERMINANTS
- OF OPTACON READING SUCCESS

Several factors determine how successful one wlll be at Optacon muslc-reading. For purposes of
discussion, these factors can be classifled as either subject (student-related), score, procedural, and
instructional varlables.

Subject Variables -~ It is generally agreed that, before even attempting to read music through the
Optacon, one should have basic proficiency in using the device, a basic knowledge of music, and a great
deal of motlvation (Homma & Muranaka, 1976 Bruscla & Levinson, 1982 Telesensory Systems
Incorporated). Contrary.to Meltzer's speculation (1980), the present authors have not found knowledge of
Braille music notation to be a pre-requisite for Optacon muslic-reading. As for the effects of other subject

_variables, our own research (Bruscia and Levinson, 1982) showed that:

1. There Is a positive but-statistlcally Insignificant correlation between chronologicai age and reading
speed ( A = .45; p 9 .05), which suggests that older subjects may tend to be faster music readers.

2. There is a slightly higher degree of assoclation between Optacon proficiency and reading speed
(r = .48), suggesting that faster word-readers may tend to be faster muslc-readers. Here again the -
correlation was not high enough to be statistlcally significant (p » .05).

3. There is very little association between reading speed and the amount of training recelved in Optacon
music reading (r = .15). Although this seems somewhat surprising, It should be noted that each
subject proceeded through the training at his/her own pace, consequently the number of training
hours completed does not reflect the number of lessons completed or the amount of information
covered by each subject. Also, because the lessons became progressively more difficult, reading
speeds were more likely to decrease as training proceeded.

Score Variables. Since there are so many different types of musical scores for different instruments and
their combination, and since these scores present such dlfferent problems for the Optacon reader, several
variables have potential effects on success of Optacon music-reading. To identify which variables are
most influential, it Is necessary to /ook at the difficulties of reading various types of scores from an
Optacon perspective. Consider only how it would feel to the fingertips, not its ditficulty musically.

The most obvious difference one can see between scores is the number of musical figures contained or
its density. Some pages of music look blacker than others because they are more densely populated with
musical figures. Sometimes, sighted musicians do not reallze that whereas they can look at several
figures all at once often grasping an entire measure of music in an instant, blind music readers, whether
using Braille or Optacon, must take one figure at a time, and literally re-construct and.re-integrate the
score in their Imaglnatlo\n. ’

in order to examine how score density affects reading success, the authors compared three and four
voices. The results of our research (Bruscia and Levinson, 1982) showed that on single staff exercises,
the subjects displayed greater speed when reading two voices than when reading one voice (single-line
melodies), and upon observing an Optacon reader tackle scores of differing density, an explanation of
this finding emerges. As voices are added, the. musical figures tend to appear in clusters, stacked on top
of each other, or in very close proximity to each other. Because the notes or figures are closer together,
the reader spends less time inspecting the staff in search of the next figure to be read. Consequently,
more figures can be read in a shorter time. in other words, as density increases, “search’ time decreases,
and overall reading speed increases. Undoubtedly, there is an upper limit for density beyond which other
reading problems arise and speed begins to decrease; however, we do not know what that iimit is.

A second score variabie of considerable interest is what we term figure complexity. From an Optacon
standpoint, some notationai signs are more complex than others because they contain more critical
tactual features. A critical feature Is any unique element or part of the actual figure which must be
perceived in order to identify it accurately. To count the number of critical features in any figure, simply
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count the number of tactual discriminations or decisions that must be made before the figure can be
identified accurately. For example, a whole note on the staff &%==) can be regarded as having three
critical features: the unfilied (rather than fliled) notehead, the lack of a stem, and the line or space upon
which the note is located. An eighth note (=3) has five critical features; the notehead, the stem, the
direction of the stem, the beam at the tip of the stem, and Its location on the staff. Our research (1982)
shows that figure complexity does affect reading speed. By comparing mean reading speeds of subjects
on exercises which differed in the total number of critical features, we found a significantly high negative

correlation (r = —.34). Essentially this means that the fewer the critical features, the faster the reading,

speed. .

Although figure compiexity does have predictive value for reading speed, the authors have aiso found that
some musical figures are easier than others to identify, regardiess of the number of critica: features.
Usually, this can be explained by the uniqueness of their shape or location on the staff, or by the relative
discriminability of the critical features contained. For example, although a G clef ( } ) has five critical
teatures, its unique shape and location make it more easily identifiable than an eighth note, which
although It also has five critical features, can be easily confused with quarter or sixteenth notes. On the
other hand, a flagged eighth note ( d ) Is easier to identify than beamed eighth notes whenever the beam
co-incides with a staff line (@Ee==. In order to account for these differences between figures, the
authors developed a measure of “figure difficulty” which was computed by estimating the uniqueness,
tactual discriminability, or difficulty of a figure according to a four point scale (1 = least difficult; 4 =
most difficult). Upon comparison of mean reading speeds to this measure, we found a significantly high
“negative correlation (r = — .47), which suggests that as figures become more difficult, reading speed
decreases. . : :

The last two score variables that we examined were musical texture (chords versus counterpoint)and

number of staves. Our findings can be summarized as follows: :

"1. Disregarding the number of voices, reading speed varies according to how the volces move in relation
to each other. Chords (simultaneouslv moving voices) are read with greater speed than countersoint
(independently moving voices). Here again, “searching” and “tracking” are implicated. In chords,

, voices are stacked on top of each other and attached to the same stem ( qd ) trgus when one voice is
found the others are located simply by tracking its stem. in counterpoint, the voices are not
necessarily stacked vertically; thus, finding one voice gives no Iinformation on the location of others,
and z search must be undertaken for each note. As for tracking differenc s in reading chords, tracking

* one stem provides information on the rhythmic values of several notes at once, whereas in
counterpoint tracking, one stem provides rhythmic information on only one note.

2. Reading speed was not found to vary according to the number of staves in the score, so long as the
‘same 1eading procedures were used. That is, when two-stave exercises were read like two one-staff
exercises (one staff at a time and measure by measure), significant differences were not found in
reading speeds for one and two-staff exercises. However, when two-staves were read simultaneously
(vertitaliy) rather than separately (horizontally by measure), speed decreases significantly.

Reading two-staves one at a time did prove more efficient than reading both staves simuitaneously.
It should be noted that this finding pertains to Optacon speed rather than musical efficiency:.
Depending upon the construction and style of the music, and theoretical kncwledge of the reader,
there will be instances when reading two staves simultaneously will be more musically advantageous
than reading them separately, regardless of the additional time invoived.

Table | shows the mean reading speeds obtained for various types of scores in terms of figur 2s per minute
or FPM's. As score variables are explored in depth, one begins to discover how inter-related subject,
score, and procedural variables are. This is particularly noticeable on those score variables related to
musical meanings or interpretations of the score.

Before leaving our discussion of score variables, one more comment is necessary. Although all of the
above measures provide what seems to be a thorough description of how musical scores vary, in using
them we discovered yet another variable — a powerfui one that eludes measurement. Some musical
scores are more predictable than others, from a purely musical standpoint. The predictability of a score is
a function of numerous factors such as style, texture, harmonic conventions, tonal considerations,
rhythmic rules, notational configuraticns, etc. Certainly, when the reader is knowledgeabie of these
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_factors, they formulate expectations for upcoming musical events. Consequently, there aré instances
when some aspect of the next figure can be predicted, and time can be saved in either searching or
tracking. Unfortunately, though the effects of “predictability” can be readily observed, it Is an extremely
difficuit score variable to rneasure. :

Procedural. variables. Procedural variables refer to the reading process. As such, they deal with how the
reader goes about finding everything in the score, how the reader moves from one figure to the next, and
what sequence the reader follows in reading various parts of sections of the score. In short, the important

procedural varlables deai with how the reader uses the electronic eye to locate and Identify figures in
various score contexts. . '

Several different approaches have been advocated in the past. After observing one subject progress from

zig-zag to u-shaped, to staircase, to trapezoid, to wave styies of “tracking"”, Homma and Muranaka (1976)
recommended the wave style going from notehead to notehead. It is unclear however, how or when the!

reader inspects.the note stems to idéntify the rhythmic vaiue of the note. Other observers report success '

with horizontal narrow “u” tracking (Telesensory Systems Incorporated); while Brand (1980) observed an
Optacon music reader use vertical tracking starting on the staff and then going above and below the staff.

The present authors have conciuded from trials that a new combination of procedures is more etfective.
They are iliustrated in detail throughout the curriculum. =~ * .

t
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] .. TABLEl - o
Mean Reading Speed for Various Types of Musical Scores
Lt - Score Type _
- . - Group Mean Speed *
— . . C
#Staves - #Voices Movement. Example s
One One | . ) —F 'J: 8.2 FPMs
J 1 I ' -
. ' ¥ .
One TWo - Simultaneous : i" 12.0 FPMS
[} . '
N i - | g
One Two independent s h‘*: 8.9 FPMs
. . ' e) r E' | ] t ¢
s * ' . A ; ﬂ a
One ' Three : Simultaneous o] 134 FPMs
. i Y
A o
Two ‘ Four Simultaneous ¢ 12.4 FPMs
——4— —]
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APPENDIX B: |
INDEX - . ,
Instrumental Signs : . .

Critical
Features

H

note with.

Comments

on or above stringed

fractioning

136

and tremolo dots above staff. instruments
: or diagonal lines .
going through
stem :
v up bow similarto a above or below stringed
" ‘ staff instruments’
- down bow an open above or below stringed
square staff instruments
o open stringor - similar to above or below stringed
natural harmonic -§ whoie note staff instruments
pizz. pizzicato read 'as in above or below stringed
literary print staff , I instruments
gliss. glissando “read as in: above or béldw strlhged - \
, literary print staff instruments
4’ thumbon similar to above or below é“tringed
violincello whole note staff instruments
with vertical -
line going
through it
f j ; Z on string same as above above or below stringed ’
staff instruments -
breath similar to above or below wind
’ sign = * comma . _ staff instruments
v’ full breath similar to above or below wind
’ check mark staff instruments
ped. ‘pedal down read as in above or below keyboard
) literary print staff instruments
* ., pedal up similar to above or below keyboard
star-series or staff instruments
diagonal lines
R(m.d.) right hand ‘read-as in above or below keyboard
Ilterary print staff instruments
L(m.g.) left hand read as in above or beiow - keyboard
literary print staff instruments
, arpeggio azig-zag on staff — keyboard
ﬁ? line to left to left of instruments
. - of chord «<chord



-— -

INDEX
Instrumental Signs

Muslc
Nofation | Name

above or below
staff

similar to
‘upside down
“v" below note

left toe

above or below
staff

similar to slur
below note

above or beldw
staff

similar to
upside down
‘v above note

.
A
A 1§ left hgel
F right toe

r right heel simllar to slur above or below
above note staff
ch choir read as in above or below

literary print staff

above or below
staff

read as in
literary print

gt . great

S.W. swell

read as In above or below
literary print staff
. alternate heel two open above or below ° organ
P and toe — squares staff .
same foot
P charnige toes two triangles above or below
_on pedals with horizontal staff

line in middie

slide toes

v_p two triangies above or below
e on pedals with curved staff
line in middle

filled in circles
on fret lines —
name of chord
1 either above or
to the left of chart

above or beiow guitar
staff

(54 guitar

—— .__'ilqi__ chord
% —— § marking

on staff . guitar

f guitar chord markings
@: chord read as literary
print

marking

: order of sharp signs on staff sequence:
ﬁéﬁ sharps — treble going through F, C. G,
> S— clef specific lines D,A E B
' and spaces




~ INDEX
instrumen.al

Critical . ~
Features o Tracking Comments

3

order of sharp signs on staff sequence:

sharps — bass - goling through ) : F,C, G, D,

clef , specific lines A E B
a)nd spaces -

order of flats — flat signs on staff - : sequence:

trebleclef ~ . goling through B,E, A D,
speclfic lines L | G.C,F
and spaces

order of flats — flat signs on staff .| sequence:
bass clef going through B, E, A, D
- speclfic lines 1. . GC,F
and spaces




INDEX
Generic Signs

Critical
Festures

rhythmic value

. Imculng“

= 60 ~} metronome . above staff .
7 =120 1 setting (note . . . equal
J sign . . . number)
gva...... one octave number 8 va above staff
higher followed by
dots .
1. ! first ending open rectangie. . . ébove staff
number inside
left hand corner
ra. | second ending openrectangle...] above staff
. : number inside
left hand corner ,
. . repeat double bar line on staff
ll | section with two dots
. either to right
or |eft of bar
lines
.y o repeated note foliowed by - | on staff
J < notes * dot-dlagonal line-
) dot '
1,2 ,3,] full measures numbers with on staff
- I - I - | - I rest whole rest
underneath
A 1 2 8 .
v 1 fingering numbers written above staff
@:lﬁt marks above notes »
‘ F clef or two semi-circles on staff
E tenor clef connected by
smalli vertical
line
thirty-second similar to on staff
note an eighth
note with
three hooks
& thirty-second similar to on staff
‘/ rest an eighth
rest with
three hooks
sixty-fourth similar to on staff
note an eighth
note with
four hooks



\. \I

Generic Signs
Music - Critical’
Notatlon _I|Name Features Tracking Comments
. sixty-fourth simllarto on staff
.7 rest “an sighth
rest with
four hooks
D.C. dacapo all notation all signs
Is written written
in literary above or
form below staff
D.C. Al fine ‘
D.S. dal segno same as above same as above
Fine same as above same as above
cresc. crescendo same as above same as above
decr. decrescendo same as above same as above
dim. diminuendo same as above same as above
f forte samz as above same as above
ff fortissimo same as above same as above
fff fortississimo same as above same as above
mf mezzo-forte same as abbve same as above
sf sforza:o same as above same as above
p pianc same as above same as above
pp pianissimo same as above same as above
mp mezzo-piano same as above same as above
rall. rallentando same as above same as above
rit. ritardando same as above same as above
riten. ritenuto same as above same as above
acc. accelerando same as above same as above
l_ 1

INDEX
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APPENDIX C:

PROGRESS EVALUATION SHEET

LESSON #

STUDENT'S NAME : DATE

LINE # SPEED ERRORS COMMENTS
- —— %
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APPENDIX D:

ABOUT THE AUTHORS

Sandra Levinson, M.Ed., is a teacher of music at the Overbrook Educatinnal Center, School District of
Philadelphia. A speclallist In music education for the visually handicapped, she additionally serves on the
faculties of Temple Unlversity and the College Of The Performing Arts (Phlladelphla) and is an active
in-field lecturer. Ms. Levinson, a certifled music therapist, also Is a Director of the American Association
for Music Therapy. . :

Kenneth E. Bruscla, Ph.D., Is Professor and Coordinator of Music Therapy at Temple Unlversity College of
Music (Phlladelphla}. Dr. Bruscia has authored numerous professional articies on music therapy and
muslc education for disabled persons and has delivered lectures and chaired workshops internationally.
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. STUDENT WORKSHEET

LESSON ONE

Recognition of whole note (o ), half note-stem up (J ), half note-stem down ( F ).

LINE1:. ©¢ © © o I

wex 444y U
e o o o'J_f . I
wee 4 popdpop
wes 4o p dod oo
wes: d o d oo p 4|

. LINET:

Q. T 0

. LINE 8.

Q_ T 0O
o

LNES: o p o fl
LlNE10:JJooPJFJ|
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‘STUDENT WORKSHEET

LESSON TWO

"~ Recognition of quarter note-stem up (J ), quarter note-stam down ( r ).

‘UNEtJJJJrrrrI

UNE2: .o J J J J J J J |
LINE 3: J J r r r r | ' .
LINE 4/ r J J J r J ' |

. LINE 5: J o J r r f J o- I
LINE 6: p o J J P . J ¢ '

LlNE7:rr’oJrJJ°l
uNea:JJJI

wes 4 4 4o |

LlNE1o"J¢IJJo|-
uNEnJJJJ JJ'

LINE12-J.rJorJrfJI
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Q@ LINE13: ¢ ‘ r

STUDENT WORKSHEET

LESSON THREE
- Recognition of eighth note-flagged( J\ ), eighth notes-beamed( J_J ),

UNET: o ha ) |
uNezﬂnmE::,l

wes JXITIITDY
N & 'PFUL_I'Dl
LNE 5 J_JT]DJTTLLL_H _
Cuee dd dp g d BT
N 7: ,J"JgJ . )
wee 30 T3 004

p o I
57|

...UNEQ:JnfODJ’J;ﬁ-ﬂ,oI

Llh{E10: U r U r I
LINE11:JJS JSﬁJ\’Ji

LINE 12: rorftt[rfl
. J.DMJOJJq 14



STUDENT WORKSHEET

LESSON FOUR - -~

Recognltlon of flagged and beamed sixteenth notes ( ‘h ﬁ ). o

 LINE 1 ﬁﬁ
. LINE 2: ﬁﬁoﬁﬁ

ggl |
g=g|

e 3 ﬂ?ﬁ?ﬂ"’ﬂ

LNE & .Mgﬁgg”fﬂ
NE 5 J‘Hm wﬁ"‘?‘i |
LNE s r.P ﬁ f""*o|

Cower 5 .f’f_ﬁrﬂJ“

LINE 8: J JJJJJJ ~o|: |
LINE 9: a ﬁaﬁﬁJJ HJJl

UNE10: o o o o o |
LINE 11: .ﬁ ﬂ . I

LINE12:JJm J’J’ﬂ '
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. STUDENT WORKSHEET

LESSON FIVE
Recognition of single and double bar lines. I ” I |I

el

anez || L

UNE4:d o lf[_fﬁﬁﬁﬁ|° ||ﬁJJJ|f i ||

'LINEG:‘J rrlJ\J.br slo lm

Lmss:JJl%. ﬂ|J IDJIJ || -

_rJr|o
44 ddp |57J

LUNE7: o |JJE‘.rr

| -LINEB: m n ‘m . ll

L.ng;ﬂn IJJ |J-Jﬂ lJ II
LINE1O:JJ|nLr “er”J J |ﬂ_3J ||
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STUDENT WORKSHEET -

LESSON SIX
Recognition of single dot ( . ), dotted whole note( ‘©s ), dotted half note( J ), dotted quart..r note |

| J ), dotted eighth note ( ,h ).

LUNE1: 4. ‘lef |J_3|. DlJ ||
ez &g IE.J’C_-J’IFJ Tl e b
wes d S0 820N T el

7 uNE4JﬁJ¢h|qun|J%J |JJ || ’

LINE 5: m

"~ LINE ;O: n J

u”lr“lrg”ﬂ Jdo
wes ST pp g pld el
wer L30T gp 1 eearlp gl Pl
unes: d J|d JJJJ|0 I

wes g ple gleele

InJluulqul
LINEH:rrflrrf'ﬁnJ‘o I'

| LlNE1é:JrnLr'ﬁJJ\r'J rl ||
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o . STUDENT WORKSHEET

e

fi'1 LESSON SEVEN .7 -

ﬁecognltl&rg-_of two-four meter ( % ), three-four meter ( 3 ), two-eight meter ( %))‘ three-eight meter

( g.). four-fou; meter ( ﬂ ), four-eight meter ( g ), six-four meter (.3 )s slx:eight meter ( g )

common time ( C ), cut time ( ¢ ).

341 1171

wez § 8 3 IRER
wesd 385838381
weedq 441 -
w8 8888 999881
wesf 489484984 |
SRR EERRREER
mesccc ¢ ¢ ¢ |

wes ¢ c ¢ e g ¢ ococ |
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- STUDENT WORKSHEET

" LESSON EIGHT

. Review of note values, bar lines, and meter slgnatures

,_L.NE12JJ|JjJJ|ﬂﬂ”8JﬂJ|ﬂ DJ"
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.
STUOENT WORKSHEET
LESSON NINE ' - :
Recognition of figures on three horizontal lines. ___;__A._J__
-
LINE 1:
, i i
= ; % IL I o - l 1 -~ T
s — = ] 1
LINE 2: N\
IS IS NN [ NI S
e i g 1
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LINE 7: —
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STUDENT WORKSHEET

LESSON TEN -
: P
Recognition of notes in spaces of three-line staff. ;_‘:A_L

LINE 1:
. L
—4— E— S====. o e e e |
LINE 2:
S SR S R - '!J*r—nli
__&__‘_il dl; qu I 1t
LINE 3:
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T L F T
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LINE 4:
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LINE 6:
g
LINE 7:
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STUDENT WORKSHEET -

LESSON ELEVEN
)

Identification of notes on flve lines of musical staff M

according to “G" (treble) staff. e |

} )

n_n
LINE 1: GG
¢ ¢ ¢
N ] |
= T =
LINE 2: ﬁ; T ‘Li;ﬂ

[4)

© r~ ‘A
LINEG:? © . ——— g —o o
J e
LINE 4: e e e e S
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N ot
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LINE 8: 5° e = o —]
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e e —— I
LINE 9:
S
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LINE 10: =
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} lﬁl o4 o o
LINE 11: 55 — 1 £ —F——
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STUDENT WORKSHEET

‘LESSON TWELVE

fa)
| Identification of notes in the spaces of the five-line staff, : !
~according to the “G” clef. _ )
H y i ol r +
LINE 1: ! ! %
H 1
o =
LINE 2: _\QﬁLF
_ﬂ J J 1 [ .__’

“Hot Cross Buns"

LINE 6: ﬁ i ] e P S e e e _?_31'

“Michael Row the Boat Ashore"
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LINE 8: S
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STUDENT WORKSHEET

LESSON THIRTEEN
et £ £
 Identification of notes on leger lines and spaces below % t - :
and above the staff. , e _J- ;i- ;II-
4]
LlNE1:ﬁ% e — ] —
Ny
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s e s s e e e s St e '
LINE 2: IS o - S—(— o
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“Gypsy Love Song"
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STUDENT WORKSHEET

p

LESSON FOURTEEN

Recognition of whole ( w ), half ( = ), quafter.( )’ ), elghth (¢ ), and sixteenth ( .‘/ ) rests.

h T
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LINE 2:
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0

LESSON FIFTEEN

STUD_EN'I:'\VIORKSHEET

Recognition of sharp ( #), double sharp ( ), anq“\\na ral ( § )signs.

LINE 5:

—o

“Symphon\y #41 (3rd movement)" — Mozart
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STUDENT WORKSHEET

LESSON SIXTEEN |
Recognition of flat ( b ) and double flat ( bb ) signs.

O .
LINE 1: m ,
| i bh—55

e

Egu by bb.
LINE 2: +—h—B ——P —=
B R

LINE 3:
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LINE 6: “Bagatelle |I” — Bartok
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STUDENT WORKSHEET

LESSON SEVENTEEN

" Review of notes on, below, and above staff, rests, sharps, flats, and natural signs; introduction 'of
~ additional related figures. ' -
*On The Beautiful Blue Danube” — Strauss

¥ N ‘ - ) .__L :
o ey Tt
LINE1: = et et ===
ﬁQ 1. )l o P i ol
e o o e e e
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“March: Heroique” — Schubert
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“Piano Sonata Opus 26" — Beethoven
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STUDENT WORKSHEET

LESSON EIGHTEEN

Recognltlon qf the fermata (r). tie ( J J), slur ( J J), phrase (J J J J), and grouping

‘JJJ’

'nY 0 0\
(> So— ! T
LINE1; @:—gg—m o s
. '~ ,T y X “Dark Eyes” — Russian Folk Melody
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> LINE2: 3
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“Song Without Words"” — Mendelssohn
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“4th Symphony" — Brahms
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STUDENT WORKSHEET

>
LESSON NINETEEN : -
Recognition of staccato ( J ), staccatissimo ( J ), tenuto ( J), accent ( ¢ ), and martellato ( ¢ ). .
: . A ' . - - v

¢
'

LINE1:J 4 J

‘ v
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N | —— | | e e Eccosaise” — Beethovan
of D ¢ 1 e 1 - ! ! H . .
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=
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“Moment Musicai” — £~hubert .
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“Popular Hungarian Song 1" - Barték
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STUDENT WORKSHEET

LESSON TWENTY:

Recognition of agciaccatura or short grace note (f’), and appoggiatura or long grace note .

(ﬁ@n)-

4 Aol h’
LINE 1: ‘;lq 1
% ——

o> “Tulip” — Lichner

,’—\. ﬁ ‘ \. s :b:
© LINE2: = o ~Fie T
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STUDENT WORKSHEET

/

LESSON TWENTY-ONE .
Recognition of trills ( frsasass ), mordents ( a~ ~an o< a4 ), and turns ( e~ § ).

LINE 1:

it
H
§
o
E
§
)
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LINE 2: . T ! “Gavotte” — Handel
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’ STUDENT WORKSHEET

LESSON TWENTY-TWO
Recognition of crescendo ( === ), and decrescendo ( ——am '), or diminuendo ( — )

igns.
LINE 1: “Merry Widow Waltz" — Lehar
" . | . ]
3 ] = : = :
ﬁ — ¢ o \‘ /o
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LINE 2: | : “Minuet” — Old French
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“  STUDENT WORKSHEET

LESSON TWENTY-THREE

Review the fermata, tie, slur, phrase, groupings, note attack, grace notes, ornamental signs, and
dynamic markings.

L]

LINE 1; . “Confidence” — Mendelssohn
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" STUDENT WORKSHEET

LESSON TWENTY-FOUR

Recognition of two and three notes attached to single stem on one staff (double stops and péralle,l
chords), '

LINE 13 ' “Four Landlers No. 1 From Hommage aux Belles Viennoises”
» . ’ - Franz Schubert
I — = R | =
bt P S
J—J.i' 1— I
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LINE 2: , ' “Silent Night” — Franz Gruber
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LINE 3: : “Minuet From Don Juan” Part | — Mozart
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STUDENT WORKSHEET

. LESSON TWENTY-FIVE

Recognition of two volces moving independently on one staff (two volce counterpoint).

LINE 1: ' : Russian Folk Song

n NP:\& h,\,%%} L AN ‘ngn LEE =
5 e I B B B
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LINE 2: | : .- “The Reason Why" — Ge_rma;1 Folk Song
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STUDENT WORKSHEET

LESSON TWENTY-SIX

Review of double stops, parallel chords, and two volce counterpoint on one staff.

LINE 1: o T “Gavotte” — Old French
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STUDENT WORKSHEET.

- . LESSON TWENTY-SEVEN

Recognition of double stops and chords moving parallel on two staves.
LINE 1: —‘}k ﬂ‘ ‘)i 6)4

“Ah! Vousdirais-emanan” — French Folk Tune
p— : e peuem
— l — ? ﬁ‘_ : : : - 1
LINE 3: o — T e
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STUDENT WORKSHEET

LESSON TWENTY-EIGHT

Recognition of independent melodies and chords on two staves.

LINE 1: “Theme from Andante Surprise Symphony” — Joseph Haydn
— 11 t ] 1 ! "
1 1 _H — 1 i_ T 1
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, [ ] [ ] il
75 — N = ro N
2ESS==rim=Sas S==:
-

~

LINE 2: | | «Signs of Autumn” — George Wright
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LINE 3: ' “March” — G.A. Grant-Schaefer
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STUDENT WORKSHEET

LESSON TWENTY-NINE
Review of parallel chords and counterpoint on two staves. I
LINE 1: . ' “Roses from the South” — Johann Strauss
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INDEX
Instrumental Signs

Music Critical
Notation Features Tracking Comments
o' fractioning note with ! on or above striiiaed
' ﬁ ) £ , and tremolo dots above staff instruments
8 or diagonal lines
going through
stem
v up bow | similarto a above or below ! stringed
i “y" staff instruments
- down bow an open above or below stringed
square staff _Instruments
o open string or similar to above or below stringed
natural harmonic | whole note staff ‘lnstruments
pizz. pizzicato read as in- above or below stringed
literary print staff instruments
gliss. glissando read as in above or beiow stringed
literary print staff instruments
¢ thumb on similarto above or below stringed
violincelio whole note -~ staff instruments
with vertical
line going
through it
¢ .
g’ J ; Z on string same as above above or below stringed
. ' staff instruments
: breath similar to above or below wind
' sign comma staff instruments
v’ full breath similarto above or below wind
check mark staff instruments
ped. pedai down read as in above or below «eyboard
literary print staff instruments
# ‘pedal up similarto above or below keyboard
star-series or staff instruments
diagonal lines
R(m.d.) right hand read as in above or below keyboard
literary print staff instruments
L(m.g.) left hand read as in above or below keyboard
A literary print staff ' instrumsents

arpegglo

a zig-zag
line to left
of chord

on staff —
to left of
chord

keyboard -
instruments
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INDEX
Instrumental Signs

- Critical
Features

Tracking

similar to
" upside down
“v" below note

left toe

similar to slur

left heel
' below note

similar to
upside down
‘v"' above note

right toe

similar to slur
above note

right heel.

read as in
literary print

choir

read as in

great
- literary print

' read as in
literary print

swell

alternate heel
and toe —
same foot

two open
squares

two triangies
with horizontal
line in middle

change toes
on pedals

slide toes
on pedals

two triangles
with curved
line in middle

filled in circles
on fret lines —
name of chord -
either above or
to the left of chart

guitar
chord
marking

guitar
 chord

chord markings
read as literary

e marking print
order of sharp signs
-§ sharps — treble going through
_\‘e‘jl clef specific lines

and spaces

4
V
G

above or below
staff

above or below
staff

| above or below

staff

above or below
claff

" above or below

staff

above or below
staff

above or below
staff

above or below
staff

above or below
staff

above or below
staff

above or below
staff

on staff

on staff

iy -

organ

organ

organ

organ
organ
organ

organ

organ

organ

organ

guitar

guitar

sequence:
F, C, G,
D,AEB

-



INDEX
instrumental

Critical
Features

2rey

order of
sharps — bass
clef

“order of flats — .

treble clef

order of flats —
bass cief

“sharp signs

going throu

™

Tracking

on staff

gh

specific lines

and spaces

flat signs

- going throu

on staff
gh

specific lines

and spaces

flat signs

, going through

on staff

specific lines

and spages

Comments

sequence:
Fl d L GI D'
A’E, B '

/sequence:
/B,E,AD,

| G, C, F
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Music N
Notation Name

v

—Le,

L3
metronome
setting

one octave
higher

first ending

second ending

repeat
section

repeated

notes

full measures
rest

fingering
marks

"F clefor

tenor clef

thirty-second
note

thirty-second
rest

sixty-fourth
note

INDEX
Generic Signs

Critical
Festures

rhythmic value
(note . . . equal
sign . . . number)

number 8 va
followed by
dots

open rectangle. ..
number inside
left hand corner

open rectangle. . .
number Inside
left hand corner

double bar line
with two dots
either to right
or left of bar
lines

note followed by
dot-diagonal line-
dot

numbers with
whole rest
underneath

numbers written
above notes

two semi-circles
connected by
emall vertical
line

similar to
an eighth
note with
three hooks

similar to
an eighth
rest with
three hooks

similarto
an eighth
note with
four hooks

Tracking

abeve staff
above staff
above staff
above §taff

on staff

on staff
on staff

above staff

on staff
on staff
on staff

on staff




o INDEX
Ceneric Signs
Music ; *FTcrlucal T
Notation |Nama Features Tracking Comments
& sixty-fourth similar to on staff
J rest R an eighth

rest with

four hooks
D.C. da capo all notation all signs

1S written written

in literary above or

form below staff
D.C. Al fine :
D.S. dal segno / same as above same as above
Fine same as above same as above
cresc, crescendo same as above same as above
decr. decrescendo same as above same as above
dim. diminuendo | same as above same as above
f forte same as above same as above
ff fortissimo same as above * same as above
fff fortississimo same as above same as above
mf mezzo-forte same as above same as above
sf sforzato same as above same as above
p plano same as above same as above
pp planissimo same as above same as above
mp mezzo-plano same as above same as above
rall. ralientando same as apove same as above
rit. ritardando same as above same as above
riten. ritenuto same as above sameﬁ above
acc. accelerando same as above 3ame as above

-t
~2
b,




