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Preface

Who is this book for?

This book is designed for a one-semester course for two groups of stu-
dents: (1) Nonmusic majors who are taking a course in music because they
want to write their own music or are simply curious about how music is
put together; (2) Aspiring music majors who need some extra work in fun-

damental topics before beginning a sequence of theory courses for music
majors.

What topics does this book cover?

This book covers the traditional fundamental topics in tonal music theo-
ry: pitch notation in bass and treble clefs; rhythm and meter; major and
minor scales; intervals; triads and seventh chords; simple harmonic pro-
gressions and cadences.

What makes this book different?

1. Musical literature. This book is immersed in musical literature. It
includes an anthology of core works in diverse tonal styles (both in
score and recorded on CD), and these are the source of all of the musi-
cal examples and many of the written exercises. Each musical excerpt
is thus understood in its larger context; there are no isolated snippets.
The theoretical concepts and musical works are integrated with each
other. As students learn each basic concept, they see how it functions in
music of high artistic quality. At the same time, they use their newly
acquired theoretical ability to come to an intimate understanding of a
small group of fine works. They learn the concepts through the musical
works, and the musical works through the concepts.

2. Flexibility. The book is organized into six chapters: (1) pitch;
(2) rhythm; (3) scales; (4) intervals; (5) triads and seventh chords; and
(6) harmony. This transparent organization provides instructors with a
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significant degree of flexibility. For example, teachers who prefer to
teach rhythm before, or simultaneously with, early work in pitch nota-
tion will find it easy to do so. The book, with its extensive, imaginative,
interactive exercises, is designed as a set of flexible resources for the

teacher rather than a prescribed curricular sequence that must be fol-
lowed in lockstep.

3. Written exercises and assignments. For each concept, there are
extensive written exercises, both in traditional written and electronic
formats. Many of the exercises incorporate music from the anthology
and many encourage creative composition. There are far more exercis-
es than any one class could do; the instructor will thus have a wide
range of choices. Many of the exercises also work well for in-class drill
and study.

4. In-class activities. Each lesson is accompanied by suggested in-class
activities, including singing, dictation, and keyboard exercises. These
activities do not comprise a course in sightsinging, dictation, or key-
board harmony; rather, they are designed to supplement and reinforce
the theory lessons. The goal of these activities, and of the book as a
whole, is to bring beginning students into close, intimate contact with
musical materials, not only to understand them intellectually but to
embody them in some way. At every stage, this book emphasizes that
music is to be heard and made, not merely seen and contemplated in
the abstract.

What is the goal of this book?

Learning music is like learning a foreign language. Some hard work is
required to master the basic grammar and vocabulary. But once you gain
a reasonable degree of fluency, a whole new world opens up to you. You
can express yourself and communicate in a new language, and you can lis-
ten with far deeper understanding when others speak to you. Mastery of
the basic material of music described in this book will enable you to write
your own music in a more thoughtful way, enable you to talk with and
learn from other musicians, and give you insight into the uses that master
composers have made of these basic materials. A great adventure lies
ahead of you in the following pages!
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1 Pitch

Lesson 1: Staff

In this lesson vou will learn about the five-line stalt, pitches and notes,

ascending and descending motion, steps and leaps, ledger lines.

Music is written on a five-line staff: five parallel lines separated by four spaces.

Fifth line

Fourth
Fourth line\ / Ol'lr space
| : Third line 7 ~Third space
Five-line stall e 3
Second line7 o fzcon space
i i First space
First line

A pitch is a musical sound at some particular point along the continuum
from the lowest to the highest audible sound. A pitch is written as a note
placed either on a line or in a space of the five-line staff. A notehead, which
specifies where on the staff a note is to occur, is an oval shape that may be
either open or filled in.

Open noteheads Filled-in noteheads
on a line in a space on a line in a space

=—=—

Use the staves below to practice writing noteheads. They should be oval
(not round) in shape, and tilted to the right. Noteheads in a space should just
touch the lines above and below; noteheads on a line should fill half the spaces
above and below.

Py
P I [#) | -
o= 1 7 1 o ——
ol 1| [#] | o =
1 7 1 St

Notcheads =
=

&
—<

Too small Too big Wrong shape Just right

2 1
]

T =,
I © =
[ ] 12} 1 - ©
| 1

77— &

 —

Write 15 filled-in noteheads on the lines and spaces of this staff

Writing
notcheads  Write 15 open noteheads on the lines and spaces of this staff

To move from a note to a higher sounding note, you ascend on the staff.
To move from a note to a lower sounding note, you descend.

noteheads,



2 Chapter 1: Pitch

Ascending Descending

i z

I |
1] |
1] 1 o) [#]
1T 1

¢

Ascending =

and descending —w—®

]

|
|
JI (o]

There are two kinds of melodic motion: by step and by leap (also some-
times called a skip). A step involves motion from a line up or down to an adja-
cent space, or from a space up or down to an adjacent line. A leap is any

motion bigger than a step. Steps and leaps may be either ascending or
descending.

Steps Leaps

— S S— T T &

Steps =y e
and leaps @1 g w1t | i

[+
[#]

7 =
S

|
1
|
|

)]
]

[#)

For notes that lie above or below the staff, the staff may be temporarily
extended by ledger lines. These lines function and are spaced just like the lines

of the staff, but begin just before an individual notehead and end just after it.

Notes above the staff Notes below the staff

1.

o
o E j—

Ledger lines

v

9]
9

Use the staff below to practice writing noteheads with ledger lines. Notes
in the spaces above the staff need ledger lines below (not above) them; notes
in the spaces below the staff need ledger lines above (not below) them.

Incorrect ledger lines

Should be Should be Too long Just right
above, below,
not below not above
Writing = = ; ——— . Lo — =
ledger { { 1
lines - - : —— —» o m—— -
Use ledger lines to write notes Use ledger lines to write notes
above the staff below the staff

Lesson 1:

In-class activities

1. Singing. The instructor will play or sing a note. Sing the note you
hear.

2. Dictation. The instructor will play two notes in succession. Identify
the melodic motion as ascending or descending, step or leap. Sing the
notes.

3. Dictation. The instructor will play three notes in succession. Identify
the melodic motion as: (a) low-middle-high; (b) low-high-middle; (c)
middle-low-high; (d) middle-high-low; (e) high-low-middle; (f) high-
middle-low. Sing the notes.
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Name:

Date:

Instructor’s Name:

Lesson 1: Exercises

1-1. In these melodies, identify each motion as an ascending step (AS),
descending step (DS), ascending leap (AL), or descending leap (DL).
Ignore any unfamiliar notational symbols and focus only on the
noteheads. Remember that a step involves motion on the staff from
a line to the adjacent space, or vice versa. A leap is any motion big-
ger than a step.

a. Arlen, “Over the Rainbow” (the first three notes of the melody
describe a melodic shape that occurs two more times).
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b. Rodriguez, “La Cumparsita” (the melody involves a contrast
between leaps and steps).
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d. Mozart, “Dove sono” (the melody begins mostly with steps and
ends mostly with small leaps).
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e. Bach, Fugue in g minor (the leap in the middle is flanked by
steps before and after).

. *
ra v = 5'. r ]
i — % =
f. Lang, Song (leaps at the beginning are balanced by steps at the
end).
0 1 . . , . —
G > T—_ P Iy o ]
oo o5 i

)
1 il ] 1
D) \/ \/V |\/é\/ \/I
g. Ellington, “It Don’t Mean a Thing” (the melody consists mostly
of small leaps).
A 1 . : | :
i | —— —— E—— 7 — =
A3 — e m——_ e — o——1 T —e 1o —
e ' I ' [ ; T
h. Mendelssohn, Piano Trio (the leaps are usually followed by steps).
s : —il I ! — ——— e r—
hil . |74 1 1] i j l j 0 i i ]
: r
AV AN VA VRV NV OV
1-2. Write ascending or descending steps or leaps. Remember that a step
involves motion on the staff from a line to the adjacent space, or
vice versa. A leap is any motion bigger than a step.
a. Write an ascending step above each of these notes.
I I | - [ T ©
7 1 I }
. ) - 1 1 1 1 T
- o
b. Write an ascending leap above each of these notes.
4I__|_. T - I T © I
|
. I = i = i ro
c. Write a descending step below each of these notes.
- o
[ | I I I T
T —ot l ! I I f
| 1 > 1 - 1 §) 1 1 P
d. Write a descending leap below each of these notes.
- i ©
e ——— ] Fo
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