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Like the pulse(133)]), the beat may be defined as one of a series of regularly recur-
ring stimuli. The difference between pulse and beat is that for any given section of music,
pulses may be heard on various levels at various rates of speed, ranging from very fast to
very slow; beats, however, are heard only on one level and at a rate of speed that is ap-
propriate of “natural” for the particular piece of music. Sing a march or a college “flight
song”" and clap as you sing. You will probably find that you are clapping at the rate of
about 120 to 140 claps per minute. You are clapping the beat. At the same time, you can
be aware of pulses at other levels, both faster and slower.

Try singing “ Drink to Me Only With Thine Eyes” at various speeds, and you will
notice that you will tend to hear the beat on the eighth-note’ level(group of threes) when
you sing very slowly and on the dotted-quarter-note® level (group of twos) when you sing
very fast. At a moderate speed, you could hear the beat at either level.

No hard and fast rules can be made regarding beats. Indeed, the selection of the ap-
propriate level for the beat is one of the most difficult problems facing a conductor. In
general, we tend to hear beats in a range of approximately 70 to 140 per minute, but mu-
sical characteristics and individual preferences are sometimes just as decisive as the mere

speed involved.
To simplify matters at this point, we shall arbitrarily(E#i#h ) say that what we have
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called the slower level will be the beat level. What we have called the faster level will be

the division level; that is, pulses at this level will be heard as divisions of the beat.
2.Meter

Meter refers to the basic temporal (B [H] f) ) organization of a composition or a section
thereof . It is customary (15511 ) to designate( 5B ) meters with two terms. The first re-
fers to the division level and indicates if the grouping is by twos(simple meters) or by
threes( compound meters) . The second term refers to the beat level and indicates if the
grouping here is by two(duple meters) or by threes( triple meters) . In other words, duple

or triple indicates whether there are two or three beats in each measure.
3. Meter Signatures

Meter signatures’ are double numbers placed at the beginning of a section of music to
indicate the metric organization. They are similar to the pulse-group designations(ﬁ?%)
that we have been using until now, except that a number is used in place of a note value.

In simple meters, the bottom figure® indicates the note value representing one beat
and the top figure’ indicates the number of beats in a measure. Notice that measure lines
are now used only on the beat level. In some meters, beams(/}> 7%k )aid the eye in per-
ceiving beat groupings or divisions of the beat. However, in meters involving quarter
notes or half notes on the division level, the musician must grasp the grouping without the
aid of beams.

Simple meters that call for sixteenth notes® or whole notes’ on the beat level are rare-
ly used. The problem of representing compound meters is somewhat complicated if the
beat is a dotted note, for such notes cannot be translated directly into whole numbers.
Because of this, it is necessary to represent the division level in the meter signature of a
compound meter. Thus, the metric organization in next illustration would be represented
by the meter signature of 6/8, which indicates that there are six eighth notes in a mea-
sure.

Hlustration

Division level( %) JJ) T

Beat level (%) [ -

Compound meters that call for thirty-second notes'’ or half notes' on the division

level are rarely used.
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Now let us review your comprehension of meters and meter signatures. Remember
that meter signatures whose upper number is 2 or 3 indicate simple meters. In this case,
the upper figure indicates the number of beats per measure and the lower figure indicates
the note value representing one beat. The division level will consist of note values that are
half the value of the beat. These notes will be grouped in twos.

Meter signatures whose upper figure is 6 or 9 indicate compound meters. In this
case, the upper figure indicates the number of divisions in a measure and the lower figure
indicates the note value representing one division. On the division level, the notes will be
grouped in threes. The beat level will consist of dotted notes that are three times as long
as the note value of the division level. If the upper figure of the meter signature is 6,
there will be two beats per measure; if the upper figure of the meter signature is 9, there

will be three beats per measure.
4., Tempo

Tempo may be defined simply as the speed of the beat in music. In our discussion of
beat, we saw that it was possible to hear the beat at different levels, depending upon the
piece, the performer, or the listener. Since tempo is dependent on beat, it is possible to
have the same variety of perception of tempo.

The only precise method of designating the tempo of a section of music is to indicate
the metronome( 174(1%% ) marking for a specific note value:

() =120, J =144, eic.)

We often use words as tempo indicators, but these are not as exact as metronome in-
dications and may be interpreted differently from piece to piece or from performer to per-
former. Still, it is important for a musician to be acquainted with these terms in at least
the four languages represented in the following tables. It is especially important to know
the Italian terms, for they are the most frequently used. Notice that many of the terms re-

ally refer to the character of a piece rather than directly to the speed of the piece/

Terms
English Italian German French
Slow Tempos
broad largo breit large
slow lento langsam lent
adagui getragen lent

heavy grave schwer lourd
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English Italian German French
Moderate Tempos

moderate andante gehend allant

moderato miissig moderé

Fast Tempos

fast allegro schnell vite

lively vivace lebhaft vif

very fast presto eilig rapide

Slight adaptations or modifications of these tempos can be indicated thus:

English ltalian German French

very molto sehr trés
somewhat poco or un poco ein wenig or etwas un peu
more pid -er plus

even more -issimo noch-er encore plus
not too non troppo nicht zu pas trop
less meno-ino, or-etto weniger moins

Tempo in music does not always remain the same. Sudden or gradual changes in tempo can be
indicated by the following terms:

English Italian German French
accelerate accelerando schneller werden accélérer
becoming faster stringendo dringend en pressant
faster piu mosso bewegter plus animé
retard ritardando langsamer werden ralentissant
held back ritenuto zuriickhalten ralentir
broaden allargando verbreitern élargissant
less fast meno mosso weniger hewegt moins vite
freely rubato frei liberé
gradually - poco a poco allm#hlich peu a peu
suddenly subito plotzlich tout & coup
decrease in calando nachlassen en diminuant
tempo and loudness
decrease in tempo smorzando verloschen en s’ effacant
and loudness dying away
decrease in tempo morendo ersterben en mourant

and loudness dying down

Return to original

tempo

a lempo or

tempo primo

erstes Zeitmass

premier tempo
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Taken from Introduetion to Music Theory(second edition) by Allen Winold & John Rehm. Engle-
wood Cliffs, Prentice-hall, Inc., 1979: 97-105.

Notes

1. flight song: IR

2. Drink to Me Only With Thine Eyes R BR RS 38 THF)
3. eighth-note: /\ 77 B 7

4. dotted-quarter-note : 7 £ P4 71 BT
5. meter signatures: {5

6. bottom ﬁgure:T@ﬂ@ﬁ? .

7 .top figure: | [ ELF

8. sixteenth notes: 737+ & A

9. whole notes: 2 & 1F

10. thirty-second notes: = 1~ 7F FFF
11. half notes: 7+ &

Exercises

[ . Decide whether each of the following statements is true(T) or false(F) according to the
text.

1. According to the text, levels of the pulse are either fast or slow.

2. According to the text, pulses can be either very fast or very slow; beat can only be one speed for a
particular piece of music.

3. Meter means the organization of a composition in time.

4. There are two numbers placed at the beginning of a section of music, one is at the bottom and the
other is on the top.

5. According to the text, a dotted note can be translated directly into whole numbers, so it must he on
the division level in the meter signature of a compound meter.

6. Usually, a metronome indicates a specific meter signature.

[l . Choose the best answer according to the text.
1. When the song Drink to Me Only With Thine Eyes is sung at various speeds you will hear that

A) the beat is on the eighth-note level when the speed is very slow
B) the beat is on the eighth-note level when the speed is very fast
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C) the beat is on the dotted-quarter-note level when the speed is very slow
D) the beat is neither fast nor slow when the speed is moderate
2. In which of the following level pulses will the divisions of the beat be heard?
A) Beat level.
B) Faster level.
C) Slower level.
D) Division level.
3. The term “beam” in the sentence “In some meters, heams aid the eye in perceiving beat groupings
or divisions of the beat” refers to
A) musician’s eye
B) bar lines
C) stem of a note
D) quaver note
4. If the upper figure of the meter signature is 6, there will be two beats per measure; these two beats
mean .
A) three eighth notes
B) two eighth notes
C) three quarter notes

D) two quarter notes
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Scales

A scale is a series of ascending and descending pitches. Musicians use a scale as a
convenient( /7 {f [¥] yway of displaying the tones used in a melody or harmony. Although
an infinite( JGFRAYJ) variety of pitch combinations are available, the following scales re-

present those in most common use during the past 200 years.
1. Diatonie Seales'

Diatonia( literally “across the tones” ) defines a scale of mixed hall and whole steps
(and an occasional step-and-a-half) in which each individual tone plays a role. The first
tone( the tonic) of a scale is a point of rest and is considered to be the most stable. Other
tones lead toward or away from it creating varying degrees of tension('% 7K ) or relaxation
(#A5th) . Since the tonic(the first note) is the focal point of the scale, the most stable
note, and the point of greatest relaxation, diatonic melodies are frequently shaped by
composers to end on the tonic note. At times the word “diatonic” is used to indicate a
tone that is part of a particular scale pattern—as distinguished([X.43") from a nondiatonic

tone that does not belong to the scale pattern.
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A . Major Scale® The major scale is a scale of seven different pitches with whole
steps separating adjacent (F] 2 [¥)) tones except for half steps between the third and
fourth degrees and between the seventh and eighth(or first) degrees. The eighth pitch has
the same letter name as the first and thus is treated as a duplication(FEE ) . Since all ad-
jacent keys(black and white) on the piano are a half step apart, the following illustration
shows that by beginning on C and playing in order only the white keys to the next C, a C

major scale results.
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This same major-scale pattern of half and whole steps can be duplicated at any
pitch. Such rewriting is called transposition(¥%3) . In the following example, the major

scale is transposed so that its first tone is G and it is called the G major scale:
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From the preceding illustration of the G major scale, it can be seen that a sharp( Jt
H)is necessary if the major-scale pattern of half and whole steps is to be carried out in
the transposition. The following chart provides a convenient way to memorize the sharps or
the flats(f% %) needed when the scale begins on various pitches. The arrangement of the
necessary sharps or flats is called a key signature( %5 ) and appears at the beginning of
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each staff ( 71.2% 1% ) in a composition. Notice that each successive tonic, or beginning
note, is a perfect fifth, or a P5(five scale degrees), above the previous tonic. A new
sharp is added to the key signature for each succeeding P5, and in the flat signatures, a
flat is dropped for each succeeding P5.

Circle of Fifths

Bb Major(2b) D Major (2#)

Eb Major (3b) A Major (38)

Ab Major (4b) E Major (4#)

B Major (5%)

Db Major (5b) Cb Major (7b)*

C# Major(7#) F# Major(6#)
Gb Major(6b)

B . Natural Minor Scale’  The natural minor scale is a scale of seven different
pitches with whole steps separating adjacent tones except for half steps between the second
and third degrees and between the fifth and sixth degrees. lIis pitches are those of the
white keys of the piano from A to A.

C. Harmonic Minor Scale’ The harmonic minor scale is the natural minor scale
with a raised seventh degree. The added impetus( 51 77) of a raised seventh degree gives
more melodic thrust(#EZN 71) toward the tonic and provides for a major dominant triad.
Raising the seventh degree causes a step-and-a-half to develop between the sixth and se-
venth degrees and a half-step between the seventh and eighth degrees. Accidentals used
to raise the seventh degree do not appear in the key signature.

D . Melodic Minor Scale’ The melodic minor scale appears in both an ascending
and a descending form. The ascending form includes raised sixth and seventh degrees,
producing half steps between the second and third and seventh and eighth degrees. The

descending form coincides( --+—%]) exactly with the natural minor.



