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Foreword

Rhythm - Advanced Studies is a textbook focusing on advanced rhythm
reading; it has been written mainly for teaching aural training at music
academies or other musical colleges, and on higher education courses.
Some of the exercises found at the beginning of the book can also be
used to prepare for studying music at higher education level. The book
is aimed at anyone involved with music at a professional level: music
students, instrumentalists, singers, composers, conductors, Tonmeister
and music teachers. As a result, a general familiarity with elementary
rhythm reading is necessary in order to be able to use this book
effectively.

The primary aim of this book is to further develop the student’s
technical and practical ability in reading rhythm, in order to ensure that
they will be able to meet the demanding requirements of the musical

world, which in this particular area are only becoming more demanding.

By working through the exercises and their corresponding notes, a wider
knowledge and understanding of the use of rhythm in classical music
will be acquired. The book can also be used as a reference book or
an additional self-study book for those who are already familiar with
the more complex uses of rhythm.

After many years of teaching aural training at the Royal Danish
Academy of Music, I have learnt to value the importance of variation
in the teaching materials that are used. This can be seen in the layout
of the book, specifically in its short chapters, each on their own subject.
Together, the individual chapters form an overall progression, which
is described in more detail in the Reading recommendations. Each
chapter has one or a few specific focuses, but the exercises in each chapter
are as varied as possible. For example, triplets do not only appear in the
chapters Triplets 1-4, but also in many other exercises found under

other sub-headings.



Unison rhythm exercises

The exercises are to be said out loud and practised with appropriate

conducting.

Exercises with melody can be sung or played on an instrument as well
as practised without the melody. Exercises without melody can also

be completed with self-composed or improvised melodies.

The two-part exercises in this section are to be completed in groups.

However, each part can, of course, be practised individually.
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2 Half note as beat-unit, alla breve 1
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3 Eighth note as beat-unit I

Andante J) = ca. 72

== 3
15 % B ' —w’%
3 “ou LY = £

10 3 3 | 1. 3 e |



4 Compound time signatures I
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9 Hemiola
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Duplets and quadruplets I
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17 Metric modulation I

Doppio movimento
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34 Septuplets I
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Change in beat-unit
K J =can2

35 Metric modulation I
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44 Duplets and quadruplets III
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45 Mixed time signatures VII
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46 Polymeter
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54 Polyrhythm on unstressed beats

‘ JI_ZI ca. 63 |_| (m 3)
I
3 3 P 1 . 1 3|_| M B [ B I
s fdda Tz Dy ST s JTIDJTI D2 By 1 JTIDJT]) Dig
(in4)
1 M M M
P 3 3 3 3 3 3 3 3

10 M M |
3 3 3 3 3 3 ——5——
LR, g I lJ)JJ)0D, ey o J)]]]ie

-5 r3-
- d=d -
AN M M M AN M (I | M 1 n AN
14 3 3 3 3 —5— 3
18

(sempre in 3) FAN FANNERVAN

o
wiatexa

121



57 Nested polyrhythm
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60 Mixed time signatures without irregular signatures
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61 Irregular time signatures

a. Fast in 5 — divided into two beats: K J = ca. 72 » ca. 144 | b. Slow in 5 - divided into five beats: D =ca. 967 ca. 144
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Exercise 1

The tempo is given at the start of each exercise, most often shown by a beat-unit and a metronome marking, as seen in this
exercise. A few exercises have tempo indications instead (e.g. exercise 65), whilst others have both a tempo indication and a
metronome marking (e.g. exercise 6).

A more detailed description of metronome markings, tempi and musical indications can be found in Appendix I.

Exercise 6

Two different types of notation can be used to write an upbeat. In music from the baroque and classical periods, where each
section often follows a conventional and regular form using repeat signs, the note value of the upbeat together with the note value
of the last bar will give the value of a whole bar. This form of notation can be seen in the following example, taken from

Johann Sebastian Bach’s Partita No. 3 for violin, BWV 1006. Notice how a repeat sign is not necessarily placed together with

a bar line, but can in fact be placed at any point in a bar.

Loure. 3

. . - e ] H__'_‘_" g e lo
& P 1 Y1 1 LY 1 1 — e 0 O L] | | 1 1 ] ———— 1 3§
1 i rl I I 1 I'l i1 — i - i £ i z T ! H 1 I '!

¥ 3

The other form of upbeat notation has recently become more widely used. In this form of notation, the note value of the last bar
is equal to the value of a whole bar regardless of the note value of the upbeat (see exercise 8). Composers seem to use the

two different types of notation at random. Both types are found, for example, in Edvard Grieg’s Lyrical Pieces Op. 43, No. 2 and
Op. 12, No. 7:

Allegretto semplice, H=116 rit. . -
= = /--___--—..\
— ; ] ————n
LR At e SR O A i
= ?“‘-:-:-J:S; S = n
~—
ille.grettlo’e d:)lcle_r_ -‘h: '=/"_‘l /- ﬁ
T —_ :
o |4 5
Plre 4R T M5 (5178
SESSS=S =S ; E !L;z= :

.._]

The time signature in this exercise is €, which is the same as 2 but derives from the medieval Mensural notation. In this form of
notation, the time signature was clearly specified by using four different symbols. C, which is the equivalent of € or z , indicates
two beats in a bar, with each beat subdivided into two. (= indicates two beats in a bar, with each beat subdivided into three;

in other words, a fast g (see exercise 23). The symbol O indicates three beats in a bar with each beat subdivided into two;

the same as 2 . Finally (») indicates three beats in a bar with each beat subdivided into three; the same as g (see exercise 41).

C is still used today, although not as widely as before. It is rarely seen in music with mixed time signatures (compare exercise 63
with exercise 289). g time signatures can sometimes be found - especially in vocal music - notated as C . For example in

Johann Sebastian Bach’s Loben den Herrn, alle Heiden, BWV 230:

- L oe, —
—4 { T p— I T _;a'*f’—'ﬁ—‘
e e Lt Eea e L S E T o Pt
:Hs =T ; : —_—T —— " ==
Lo - - - = bet__ den—Herrn, al - le, al-le Hei -

3 ! e s i  — - — o — T rom—

el r=y & —d—-.'—é——d :1 i ! : i | n‘l ;: = ; )

% time signatures can also be notated as ¢ (see comments to exercise 13).
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Exercise 7

The solution to the notation exercise:

gDJ- J\-JDH 2 MITTT ) Db, D
L . ; Y
| e s ) I Y Y O RV )
Correct & I } ¢ 2) S ‘ -
Notation g J g : D
3 3
WFERIEl o W« TR o T30 b
3 —3—
(8 B B 0 Y T S0 o B - s s A T o o B
4) 6) 7)
Corec RA] s ITREN
Notation BSTERIR SR g T o e T
5)
34 31
TS dde 1D JITT)I Dy JFRD] ] bhe] |
=T e s = T R ¥ =)
i 8) s 5 10) 12)
1 T3 Doy LI T v b s THeb)] J B 5 4
Correct S i o 9) S T 1:] N 0
Notation [ J_-l__’ {—]H ™ 1
1)  The third beat in 2 cannot be hidden. The only exceptions are found in simple notation such as d J )
and in syncopation throughout the whole bar (see exercise 27), and also Jean Sibelius’ Symphony No. I, Mvt. 4.
Other exceptions can be found in certain polyrhythmic passages (see exercises in chapter 53 and 54).
2) ¥ canbereplacedby tand ¥.
3) ¢in Z can only be used on a stressed beat.
4)  The figure on the second beat becomes more distinct when divided into two, the primary beam therefore becoming
the only consistent beam throughout the figure. If the beat-unit is an eighth note, the figure can be written
without consistent beams.
5)  If the beat-unit is an eighth note, the four sixteenth notes can be divided into two.
6)  The figure on the second beat can have a consistent secondary beam if the figure consists of identical elements.
7)  Brackets should be used on the third beat to clearly identify the triplet.
8) J\/ s replaced by d . The original version could be used e.g. if the dynamics needed emphasising:
L
—f
9)  The triplet on the third beat should be notated without brackets, as the beam replaces their function.
10) Dotted rests should only be used on stressed beats. However, some composers use ¥+ on unstressed beats instead of
the more correct notation: 7.
11) Unnecessary use of ties.
12) = isnotused in 2 . Notice that ¥ can be used on stressed beats in § .
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Exercise 10

Triplets and other irregular subdivisions can be notated in different ways, as seen in this exercise. In the first two lines the triplets

are notated using brackets, the version that is most often preferred:

The notation in the last two lines should be avoided:

3 3
See also the note for exercise 29.

An example of a mixture of these different notation forms can be found in Gustav Mahler’s Symphony No. 5, Mvt. 5, Reh. 21-22

(most apparent in Edition Peters’ Kritische Gesamtausgabe, first edition).

Exercise 11

As a result of formatting, bar 6 in this exercise is divided equally over two lines. Only time signatures in two or four, including
e.g. 1%, can be divided over two lines in this way. This should not occur in irregular time signatures or time signatures in three.

See also the note for exercise 93.

Exercise 13

The time signature % can also be notated as ¢ and is referred to as alla breve. It is also common for ¢ to refer to é

(the great’ alla breve), which can be found in Johannes Brahms’ Ein deutsches Requiem, Mvt. 3:

- 3 © — —_— i ' 1.—'1‘. —_ i
— - i o | B —
¥ 1 1 1 1]
L4 | - | 1
hof = fe,—— ich hof - fe auf— dich. Der Ge-rech-sten See-len sind in— Got-tes Hand und kei-ne

There does not appear to be a systematic approach to when composers choose to use € and €, or 2 and % The 15t movement

of Jean Sibelius’ Symphony No. 6, Allegro molto moderato, is in % _ while the 4t movement, Allegro molto, is marked C.

Notice the use of both % and ¢ in this extract of Arnold Schoenberg’s Kammersymphonie Op. 9:

sehr heftig
J:ca, 160 219 (J:Jaberetwasrascher) J:J trh J:J
T 1 T N Y
e S =:iS===
9 P TP o T kB ki 3
e

© Mit freundlicher Genehmigung der Universal Edition A.G., Wien/UE 17013

There are other less common ways of notating é; Robert Schumann and Johannes Brahms use CC , while Franz Schubert uses

the alla breve symbol, seen here in Impromptu Op. 90, No. 3:

I L il aligiailigiadid jaadln;
i . .
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Exercise 14

All two-part exercises in the main chapter of the book (exercises 1-350) should be practised in two groups, the first singing the

upper voice, and the second the lower voice. Each voice can of course be practised individually.

Exercise 22

The solution to the notation exercise:

Correct
Notation

Correct
Notation

Correct
Notation

1)

2)

3)

4)

= ?ﬁﬁﬁ%

& —F—F —F—F

L4 L o L i i & & & & - L e

-—--v-—

-

—

As a main rule, a beam cannot be used to join notes through a main beat. Some of the exercises in chapter 39 show
examples of exceptions to this rule.

The fourth beat is divided into two eighth notes, where the last eighth note is isolated. The first eighth note is then
divided into two, each part representing a sixteenth note, which are then joined by two beams.

If it is preferred that the last sixteenth note is joined to the other notes in the beat, the secondary beam can be
shortened (to ¥). In this way, the division of the beat into two is clearly shown. Other examples of this can be found in
exercises 250 and 251.

Another possible solution, in which all eighth note beats are shown.

Exercise 24

Regarding notation of duplets and triplets, see page 39.

Pitt mosso (Fr. ‘plus animé’, Ger. ‘bewegter’) = more movement, faster.
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Exercise 26

The solution to the notation exercise:

bl M odb Ll L AAMMIN

Ll by

e Dl L b MTIL L L by ., AT
Corr?ct — 2) 3)
Notation g g g ﬁ ;J J J _J J;

COMBDDMADL DDD D DD DN AL RO NS,

L 8

i .J =[ j .]V.J.jéé.] * D D 3 =h=| . :l_J.J\_;H._J . JH_____J.J)-; 5
Correct 4) 5)
Nowion W T T . e g3 3 T -

—

1)  The second main beat in g cannot be hidden. An exception to this is a hemiola written using quarter notes:
J J J (see also the note to exercise 158). Chapter 9 concentrates on hemiola.

2)  The rest can be notated eitheras ¥ ¥ oras ¥ .

3)  Ifawhole bar is syncopated then the primary beam can continue into the second beat.

4)  Thelast two D. are joined by a beam. It is often seen that all three D, are joined, but this should be avoided and only
used in Z

5)  The hemiola should be tied over into the second beat.

6) J is not used in g

Exercise 29
Triplets (and other irregular subdivisions) can be found notated without numbers. This is most often seen when there are
repeating triplets or when the written music is relatively simple, e.g. in the last movement of Ludwig van Beethoven’s

String Quartet Op. 74:

lVlo]moI. e e F e =
e = — =
g rrres ssrrrr sesspr eoesrrirre '
e o w—— i — L |
—
—
Viala p— ! . — === e —
1 ] i} "y x| 1 Il — | S — 1] — 1 L
—p—P—F—"—-F—P—F—'!——d:j:iﬁ:_.—’:—;:l‘:l‘:tIcﬂ':li
1 11 1 1 ]
7 1 : J i L
=

The specific form of triplet notation in exercise 29 can also be found in Benjamin Britten's Cantata Misericordium, Reh. 28:

legato
J=96 i T = 2 £ o ———
& r-_-_-‘_‘_-_‘ 1 Ik\ I 1 1 I. — 1 IF = I !_ ‘!_ |P. 1] 1’ l. ; ] .':_-___-___‘ = = |
e e e e e e e e e e
N — - ¥ P ny X — h) 1 v i i I 1 I I 3 T I i T 1
Un-de es  gen-ti-um? Quis es? Sal - vus quo - mo - do ti - bi gra - ti - as re - fe-ram  di- gnas?

© Copyright 1964 by Boosey & Hawkes Ltd.

Meno mosso (Fr. ‘moins vite’, Ger. ‘weniger bewegt’) = less movement, slower.
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Appendix I

Metronome markings and other common tempo and musical indications

Italian French German
fast MLM. (e.g. o) = 168 Presto
1 Vite Lebhaft
Vivace
Vivo Vif Schnell
Allegro Animé
Bewegt
Allegretto
Moderato Modéré MaibBig
Andantino
MiBig langsam
Andante Allant
Adagio
Lent Langsam
Lento
Larghetto
Largo Tres lent Sehr langsam
Grave
Y
slow M.M. (e.g. J.) =40 Adagissimo

It is traditional to link tempo indications to certain metronome markings. As this is not specified in the tempo overview above, it
should most often not be taken literally. The list of tempo indications should also be treated cautiously as it is not abnormal
to find that composers and musicians can have different opinions.

For example, an Adagio can be perceived as slower than a Lento, whilst an Allegretto can be perceived as faster than an

Allegro. One reason for this may be that tempo indications can be just as much understood as musical indications.

Allegretto, for example, is in fact most often used as a musical indication rather than a tempo indication. There is no doubt that
composers have very different opinions of Allegretto as a tempo indication: Igor Stravinsky writes Allegretto J.=60in
Petrouchka, whilst Leo§ Janaéek writes Allegretto J=152in Sinfonietta.

The famous Allegretto from Ludwig van Beethoven’s Symphony No. 7 has no metronome marking, neither in the manuscript
nor in the first printed edition. In later editions the marking J = 76 has been added, but in performances the tempo of this

movement can famously vary drastically from this.

Tempo and musical indications should always be understood in relation to the context in which they are found, taking both
the beat-unit and the time signature into account as important factors. The composer can also use tempo or musical indications

to describe not only the tempo, but also the expression, the emotional content, the timbre, the character etc. of a piece.

The use of musical indications is rare in the baroque period, and the metronome we know today was developed in the
beginning of the nineteenth century. There are neither tempo nor musical indications in Johann Sebastian Bach’s manuscript for
Prelude in D major, BWV 850, from The Well-Tempered Clavier, whilst Ferruccio Busoni in his edition of the same piece clearly

indicates his own opinion of the piece’s tempo and character:

221



Johann Sebastian Bach’s manuscript (1722) Ferruccio Busoni’s edition (1894)

Allegro con spirito e molto scorrevole (Quasi ,,alla breve”)
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As seen in the example above, tempo and musical indications can be combined in many different ways. A peculiar example

of this is the Kyrie from Ludwig van Beethoven’s Mass in C major, Op. 86:

Andante con moto assai vivace quasi Allegretto ma non troppo.
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Appendix IT
A further explanation of polyrhythmic figures

The polyrhythmic figures in the diagram on the next page are ordered from the slowest note value to the fastest.

As a starting point, o has been chosen as beat-unit. The left column shows the polyrhythmic figures where the note values are

slower than 4, and the column on the right shows the polyrhythmic figures where the note values are faster than J.

Polyrhythmic figures are notated as ratios, in which the first number indicates the number of subdivisions, whilst the second
number indicates the number of quarter notes the polyrhythm covers. The polyrhythm 3 against 4, 3 triplet-half notes against
4 quarter notes, is therefore notated:

— 84—

i 4

The decimal numbers beside the polyrhythmic figures indicate the length of each individual note value in relation to the starting
point, which is the beat unit o with a value of 1. For example, 0.43 is written beside the polyrhythm 7 against 3. The number
indicates that a septuplet-eighth note is equal to 0.43 of the length of a quarter note.

The polyrhythmic figures 7 against 6 and 6 against 7, 8 against 7 and 7 against 8 and 9 against 8 and 8 against 9 are not included in

the overview, as they are so close to each other that it can often be difficult to tell the difference.
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General index

Both the appropriate exercise number and page number are given respectively. Exercise numbers

are in bold, whilst page numbers are written as normal.

Common topics that appear throughout the book (e.g. 4/4, half note, ties) are either not included

in the index at all, or are included followed by ‘>’ after the number of the exercise in which the topic

first appears, e.g. 4/4, Exerc. 3 > .

Titles of quoted works are written in ifalics, as are polyrhythmic figures.

A
accelerando
- in the further explanation of polyrhythmic figures 216
—written 144, 244, 341; 197, 200, 205, 215-216
Adeés, Thomas
- Asyla 207
— Piano Quintet 209
Alain, Jehan
- Aria 199
alla breve 8- ;185
— ‘great’ alla breve 185
attacca 143, 156, 224, 317, 344; 197

B

Bach, Johann Sebastian

— Lobet den Herrn, alle Heiden, BWV 320 183

— Partita No. 3 for violin, BWV 1006 183

— Partita No. 4 for piano, BWV 828 190

— Prelude in D major, BWV 850, from The Well-Tempered
Clavier 221-222

bar

- divided equally over two lines 11 - ; 185, 192

- numbering 37; 188

— where the first beat of the bar is hidden 214 [in a music
excerpt]

- without a shown time signature 318; 199, 212

barline 183,211

—dashed 109-110, 117, 159, 161, 198, 221, 233, 278, 282,
289, 343-344, 374, 385, 433, 449; 194, 205

- to show structure and/or phrasing 212

- where there is use of polymeter 188, 208-209

Bartok, Béla

- Concerto for Orchestra 197

- String Quartet No. 4 205

226

beams
—across a barline 252-254, 267, 280, 335, 383, 388; 197,
205
— dashed or dotted barlines 275
—in cases of polyrhythm 316, 326, 334, 389; 217
- French 75-76,122, 164, 204, 231, 431; 191
—notation 22; 184, 186-187, 194
- primary and secondary 184, 186-187
— through arest 250-251; 205
beat-unit 183, 189-191, 194-195, 199, 206, 208-209,
221-222
- 5 eighth notes 208, 211, 224, 226, 273
- 5 sixteenth notes 210, 226
-7 eighth notes 226
- 7 sixteenth notes 212
- eighth note 15>
- dotted eighth note 43 >
- half notes 8 >
- dotted halfnotes 24 >
— quarter notes 1>
- dotted quarter note 23 >
- sixteenth note 229-231, 254, 279, 310, 386, 432
- dotted sixteenth note 239, 309, 432
- triplet-quarter note 299
—whole note 206, 208, 273
Beethoven, Ludwig van
— Mass in C major Op. 86 222
- String Quartet Op. 74 187
- Symphony No. 7 221
- Symphony No. 9 201



Berg, Alban
—Lulu 198
- Melodrama 208
- Wozzeck 192, 203,217-218
Berio, Luciano
- Epifanie 209
bewegter 186
Boulez, Pierre
~ Improvisation sur MallarméI 213
— Le marteau sans maitre 210
- Notations 212
- Rituel 209
- Sonata for piano No. 2 212
— Sonatine pour flilte et piano 192
— sur Incises 192
Brahms, Johannes 185, 190
— Ein deutsches Requiemn 185
— Sonata for piano and violin No. 1 198
- Symphony No. 4 203
Britten, Benjamin
- Cantata Misericordium 187
Bruckner, Anton
- Symphony No. 7 195
Busoni, Ferruccio 221-222

C
Carter, Elliott
- Concerto for Piano and Orchestra 201
Ciconia, Johannes
- Le ray au soleyl 208
Coda 54,188
come sopra 91; 192
compound time signatures 23 > ; 206
- notation 187
conducting patterns
- diagrams 175-179
—uncommon 177,179, 211
Corelli, Arcangelo
- Concerto grosso Op. 6 No. 7 190
courante 190

D

Dal Segno al Fine 32, 186; 188

D.C. al Segno [Da Capo al Segno] 44, 187; 189

Debussy, Claude

—Jeux 195

— Préludes, 2° livre 191

Doppio movimento 194, 195 [in a music excerpt], 207

- change in beat-unit 118-120, 123, 128, 181, 224, 248,
344

- change in tempo  121-122, 227, 274, 310

- Doppio lento 121, 253, 266; 195

- Doppio meno vivo 128, 319; 195

— Meta tempo 195

- quasi doppio pitilento 218

dotted rhythmic figures
- double-dotted rhythmic figures 3 > ;195
- earlier notation 198
- in quadruplets 194
—in quintuplets 307-308
- in triplets 162, 194, 205, 302, 328
- quadruple-dotted rhythmic figures 195
- reversed dotted rhythmic figures (Lombard rhythm)
- double-dotted rhythmic figures 18 >
- single-dotted rhythmic figures 6 >
- triple-dotted rhythmic figures 122>
- single-dotted rhythmic figures 1->;195
- triple-dotted rhythmic figures 121 - ;195
double barline
- to form sections 24, 29, 129, 224, 232, 361, 427; 197
— together with D.C. and D.S. 32, 44, 54, 186
- where there is a repeat sign 5 >
— where there is metric modulation 45, 49, 77, 81, 107,
118 - 189, 191
D.S. al Coda {Dal Segno al Coda] 54, 188; 190
duplet 186, 193, 203
-2 against 3 100 » ;214-216, 223
- in beat-unit subdivided into three 108, 158, 228, 339
- in fast irregular time signature 188
- notation
—French 103 ;39,216
- German 100 > ;39,216
- in general 39
- mathematically correct form of notation 102 - ; 39
- subdivided (identical to quadruplet) 101, 120
-2 against 5 195, 287, 339, 383, 385; 200
- in fast irregular time signature 337-338, 340, 412; 214
- 2 against 7 in fast irregular time signature 412; 217

—over one beat 24, 44
—subdivided 277

F
Fibonacci sequence 216
Fine 32,186; 188

G
G.P. 39,187,251; 188,204
Grieg, Edvard
— Lyric Pieces Op. 12 No.7 183
— Lyric Pieces Op. 43 No. 2 183

H

hemiola 49,55 > ; 190, 198

—notation 26, 56, 158; 187

- subdivided with dotted rhythmic figures 55 >

house 92 ->;192, 196, 205, 212

- extended version 137-138, 237-238, 294, 302, 317, 340,
196
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I

inuno 127, 206-212, 224, 226, 273; 196, 212

-allauna 212

irrational time signatures 210-211

— lower numeral shown using 3, 6, 12 or 24 (e.g. 5/12)
296-300, 321-322, 325, 389; 210
- diagram 108

— lower numeral shown using 5, 10 or 20 (e.g. 3/10)
321-323, 325; 210, 213
- diagram 117

- lower numeral shown using 7, 14 or 28 (e.g. 4/7) 325-326
- diagram 118

- upper numeral shown using fractions, with 3 as the lower
number (e.g. 12/3/8) 298, 302-304, 309, 324; 210

- upper numeral shown using fractions, with 5 as the lower
number (e.g. /5/4) 324, 344; 213

- upper numeral shown using fractions, with 7 as the lower
number (e.g. 1'/7/4) 344

irregular time signatures 84 > ; 192, 208

- notation 90-92, 109-110; 191-192, 194

- sub-grouping shown in the upper numeral 109-110, 115,
176, 205, 223, 239, 243, 260, 276, 278, 323, 325, 336, 344,
346, 375, 380-381, 430, 435; 194, 211

- sub-grouping shown using dashed barlines 109-110, 117,
159, 161, 198, 221, 233, 278, 282, 289, 343-344, 374, 385,
433, 449; 194, 205

- upper numeral shown using decimal numbers or
fractions 289-291; 208

- without a shown time signature 318; 199
- bars which vary in length 212

Ives, Charles

— Symphony No. 4 214,217

J
Jandclek, Leo$
— Concertino 191
- Sinfonietta 221
Jolivet, André
— Concerto for Ondes Martenot 204

L
Le Jeune, Claude
- La bel’ Aronde 212
Ligeti, Gyorgy
~ Etudes pour piano 205
— Hamburgisches Konzert 199
- Magyar Etiidék 209
Listesso tempo 49, 295; 189, 195 [in music example]
- Lo stesso tempo  287; 189, 195 [in music example]
- Stesso tempo  270; 189
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M

Mahler, Gustav

- Das Lied von der Erde 207

- Symphony No. 3 202

- Symphony No. 5 185

- Symphony No. 9 195

méme Mouv' 195 [in a music excerpt]

Meno mosso 29, 228, 271, 293; 187, 206 [in music
example]

- Ancora meno mosso  228; 204

- Molto meno mosso 274

- Poco meno mosso 361

mensural notation 183

Messiaen, Olivier 212

— Le Verbe fra La Nativité du Seigneur 212

— Poémes pour Mi 196

- Quatuor pour la Fin du Temps 212

- Sept Haikai 197

metric modulation 194-195, 207

— see also Doppio movimento

— see also Temps = temps

- change in beat-unit 81, 131, 143, 151, 153, 159-160, 163,
204-205, 208, 210-211, 220-228, 238, 242, 244, 250, 273,
283, 286, 299, 301, 315, 317, 326, 337, 348, 374, 405, 431,
435

- changes in tempo and pulse
- with the ratio 3:2 264-269, 293, 295, 301, 320, 347,

388; 207

- with the ratio 4:3 270-274, 325-326, 389, 435; 207
- with the ratio 5:2 319
- with the ratio 5:3 319, 331, 435
- with the ratio 5:4 319, 337, 345
- with the ratio 6:5 319, 337
- with the ratio 7:3 320
- with the ratio 7:4 320

- notation 195, 201, 204, 206-207
- previous beat-unit = new beat-unit 195

metronome 221

metronome markings 183, 190, 194, 221

- as a fraction or a decimal number 199, 218

- calculate the 107, 123, 223, 226-227, 273, 319-320, 342,
431, 435; 193, 196, 199, 202, 204, 207, 212-213, 215,
217-218

—rounded 218

mixed time signatures 189, 205

- 1 beat in a bar, see in uno

- beat-unit ratio 3:2 (e.g. 6/8 - 3/4) 58 -

- beat-unit ratio 4:3 (e.g. 9/8-3/2) 151, 204, 271, 274, 306,
315, 382, 421, 431, 434; 211

— similar to hemiola 190

— with irregular time signatures 84, 89, 132 ~

- without irregular time signatures 58 >

- without irregular time signatures, with the same beat-unit,
28 >



MM (Maelzel's metronome) 189, 221
moins vite 187

Mozart, Wolfgang Amadeus

— Don Giovanni 208

N
nested polyrhythm, see polyrhythm
Nielsen, Carl
— En skjon Plads i Ispahan from Aladdin 209
nonuplet
— see also triplet with triplet subdivision
- 9 against 2 200, 223
- 9against4 343-344; 223
- 9against 5 344;223
- 9 against 7 345;223
- 9 against 8 in two-part exercise 124
notation exercises
—in general 7,26
- in irregular time signatures 88,93, 115
— irrational time signatures 296, 301
— metric modulation 224, 228, 272
- notation of beams 22
—polyrhythm 339-340
_solutions 184, 186-187, 191-192, 194, 202, 210
note values
— approximate 203
—breve 36,228, 237, 320; 188
Norgérd, Per
— Trepartita 218

¢
octuplet
- see also 4 against 3 with subdivisions
- 8 against 3 197,249, 346; 200, 223
— in connection with 5 against 2 249, 346
_ in connection with 5 against 2 and 7 against 3 263; 200
[in a music excerpt]
~ 8 against 5 346; 216, 223
— over one beat 207

P

Piti mosso 24, 228, 264, 271, 295, 347, 389; 186, 206

— Ancora piti mosso  228; 204, 206 [in music example]

— Poco pitt mosso 232

Plus animé 186

polymeter 39,124, 288, 292-295, 327, 350; 188, 192-193,
208-209

polyrhythm

_ see also duplet, triplet, quadruplet, quintuplet, septuplet,
octuplet and nonuplet

- a further explanation 216, 222-223

_asaratio 196,200, 236, 241-242, 244, 247-248, 274,
282,292, 310, 313, 328, 336, 350, 432; 200, 222-223
- notation 200, 205

_ as a ratio where the note values are shown 243-244, 254,
283, 316, 323, 344, 432
- in irregular time signatures 159-160, 171, 173, 238, 253,
265, 295, 299, 322, 337-338, 340, 348-349, 415
—nested 199-201, 207, 216-217
_ subdivision of duplet 347; 216 [in music example]
_ subdivision of quadruplet 284-285, 287-288, 347-349
— subdivision of quintuplet 306, 349
- subdivision of septuplet 350
_ subdivision of triplet 178, 204-205, 227, 230, 267, 276,
281, 285, 288, 343, 348, 427-428, 435; 199
—triple  348-350
—notation 10, 29-30, 196; 193-194, 199, 211
_across a barline 197, 205, 211
_ where the first beat of the bar is hidden 197, 214 [in
music example], 214
~ French quadruplet notation 99 > 193
— French quintuplet notation [unofficial expression] 242,
244, 431
— French septuplet notation [unofficial expression] 244
_ on an unstressed beat  331-336, 346; 214
— similar to hemiola 190
_ similar to polymeter 208
— untraditional polyrhythmic figures
- 13 against 8 346;216
- 21 against 13 216
Prokofiev, Sergej
— Sonata for violin and piano No. 1 188
pulse 208-209,218

Q
quadruplet 186, 200
~ 4 against 3 99 -3 193, 203, 205, 207, 214, 223
_in beat-unit subdivided in three 108, 191, 203, 221,
223, 256, 286-287, 292, 339
- notation
—French 103> ;39, 193-194, 203, 205
—German 99~ ;39,193-194, 203
—in general 39,193
_ mathematically correct form of notation 102> 39,
193,203
_ across a barline 127, 150, 163, 203, 206-207, 210,
221, 252, 319, 333
- on an unstressed beat 331,333
- together with 3 against 2 105>
- together with syncopation 104
— with dotted rhythmic figures 194
_ with subdivisions 192-194, 197, 220, 227, 233, 249,
255, 262263, 269, 279, 284-288, 319, 333,427,
433-434; 207
-4 against 5 195-197, 202, 245, 248, 266, 319, 340-341,
432; 200, 223
— in irregular time signatures  337; 214
— 4 against 7 340; 215 [in a music excerpt], 223
- in irregular time signatures 338, 340; 214
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quadruplet (cont.)
-4 against 9 339; 215, 223
—over one beat 24,41 >
- in irregular time signature 319
- on an unstressed beat 332
- with subdivisions 208, 237, 313
quintuplet
- 5against 2 146 > ; 199-200, 206, 213, 223
—across a barline 134, 150-151, 211, 241, 246, 256, 276,
305, 311; 205
- in beat-unit subdivided into three 347
— where the first beat of the bar is hidden 334
- diagram 51
- in beat-unit subdivided into three 151, 158-159, 183,
198, 225, 228, 272, 295, 305, 311, 319, 324, 349
- in beat-unit subdivided into three, with further
subdivisions 305, 311
- notated as 5:4 200
- on an unstressed beat 344
- with dotted rhythmic figures 307
— with subdivisions 152, 305, 307, 311
—-5against 3 139 > ; 196, 199, 201, 206, 213, 216, 223
—across a barline 134, 206-207, 241, 243, 311; 205, 211
— where the first beat of the bar is hidden 336
- diagram 49
- in beat-unit subdivided into three 143, 159, 242, 247,
271, 340, 349, 421, 423, 429, 435
- in beat-unit subdivided into three with subdivisions
(= 10 against 3) 306, 309
- in beat-unit subdivided into three with triplet-
subdivisions 306
- in connection with 3 against 2 139 >
- on an unstressed beat 336
- with dotted rhythmic figures 308
- with subdivisions 307-309, 311-312
- with triplet subdivisions 323
-5 against 4 245-249, 305, 310, 321, 349; 205, 213-214,
217,223
— diagram 88
— in beat-unit subdivided into three 345, 435
- in connection with 4 against 3 245, 247
— over 2 beats in a two-part exercise 429, 435
- with subdivisions 305
- 5 against 6 over 2 and 3 beats in a two-part exercise 431;
223
-5 against 7 341; 215,223
- in irregular time signature 338; 214
-5 against 8 342;215, 223
- in irregular time signature 337; 214
-5against 9 340; 215 [in a music excerpt], 223
- notation
- dotted rhythmic figures 312, 323; 211
- French [unofficial expression] 242, 244, 431; 205

230

—over one beat 148, 150, 210, 324, 334, 425; 213
- on an unstressed beat 334, 336
- with dotted rhythmic figures 312

R
Ravel, Maurice
— Piano Trio 208
- Lindifférent from Shéhérazade 193
— Sonata for violin and piano No. 2 198
— Valses nobles et sentimentales 190
repetition signs  5-6, 13, 18 >
-notation 183
- repetition of a single bar  37; 188
- repetition of two bars  40; 188
- where the is metric modulation 270
- with Dal Segno al Fine 186
- with volte [prima volta, secunda volta] 13 >
Respighi, Ottorino
- Belkis 207
— La fontana di Trevi al meriggio from Fontane di Roma 201
- Un Sogno from Quattro Liriche 204
rests
—an empty bar 34 ->; 192
-G.P. 39->;188,204
—-vuota 238; 204
- multiple bars 36 > ; 188
- notation 184, 187, 191-192
ritardando
— in the further explanation of polyrhythmic figures 216
- written 144, 244, 340-341; 197, 205, 215, 217
ritmo di 3 misure 207; 201 [in a music excerpt]
ritmo di 4 misure 207; 201

S

Schoenberg, Arnold 190

- Gurre-Lieder 198

- Kammersymphonie Op. 9 185

Schubert, Franz

- Impromptu Op. 90 No. 3 185

Schumann, Robert 185

- Schneeglickchen Op. 79 No. 26 198

septuplet

-7 against 2 218-220, 244, 263, 311, 312, 325-326; 223
- across a barline 434
—diagram 78
- in beat-unit subdivided into three 261, 310, 312, 320,

347,432

-7 against 3 259-263, 274-275, 304, 310-311, 320, 326,
329, 343-345, 350, 432-433; 200, 206, 222-223
- across a barline 311;211
- diagram 93
- in beat-unit subdivided into three 261, 311-312, 435
- in beat-unit subdivided into three with subdivisions

310-311



— in connection with 5 against 2 259-260, 263, 274, 311,
343
- in connection with 8 against 3  262-263
- notation 211
- 7 against 4 213-220, 251, 263, 311, 325, 344, 346, 350,
430; 201, 206, 223
—across a barline 311, 316; 211
- diagram 76
— in beat-unit subdivided into three 261
- in connection with 5 against 3 213-215, 219-220, 311,
344, 430
— with subdivisions 311, 346
-7 against 5 345;223
-7 against 9 341; 215,223
- notation
- French [unofficial expression] 244, 320; 202, 205
- with dotted rhythmic figures 312, 326; 211
- over one beat 320
sextuplets
— see also triplet with subdivisions
-6 against 5 388; 217,223
Sibelius, Jean
- Symphony No. 1 184
— Symphony No. 6 185
simile [sempre simile] 90, 127, 208; 191-192
Strauss, Richard
~ Salome 189
— Sonatine fiir Bldser 216
Stravinsky, Igor
- Dumbarton Oaks 199
— Le Sacre du Printemps 195
— Les Noces 189
— Perséphone 195
- Petrouchka 193-195, 200, 221
- Piano-Rag-Music 212
- Symphonies  206-207
~ Threni 179, 204
syncopations
—in irregular time signatures 113, 116 >
- in quadruplets 44
- in quintuplets  305-307
—in triplets 308
- notation 184, 187, 191
— over a beat-unit subdivided into 2 27 >
— over a beat-unit subdivided into 3 43 >
— with beams across a barline 252-253

T

Takemitsu, Toru

- Rain Coming 208

Tchaikovsky, Pyotr

- Symphony No. 5 196

tempo 183, 189, 194

Tempo I° [Tempo primo] 121-122, 228, 248, 264-265,
295, 319, 389, 435; 218

Tempo giusto  31; 188
tempo indications and musical indications 183, 221-222
—French 75-76,203-204, 231, 431; 221
- German 78-79,171-172, 178, 427; 221
- Italian 6, 15, 18, 23, 43, 53, 55, 65, 100, 106, 121,
130-131, 135, 143, 150, 159-160, 169, 180, 199, 206, 224,
252, 283, 288, 314, 356, 360, 364, 370, 392, 402, 410, 413;
221
— Adagio 221
- Allegretto 221
- Allegro 221
— Allegro molto moderato, Allegro molto 185
- Lento 221
temps = temps 45, 49, 77, 124128, 160, 180, 200,
204-205, 210-211, 225, 270, 273, 286, 288, 407, 414; 189,
193,196, 208
ties, French  317-318; 212
time signatures
- see also in uno
— see also irrational time signatures
— see also irregular time signatures
— see also mixed time signatures
-1/1 206,273
-1/2 210,221, 268
-1/4 127,319
- together with other time signatures 276, 344
-1/8 187,205, 286, 304; 192
~ together with other time signatures 278
- 1/16, together with other time signatures 329
-2/2 8,185
-2/4 2->;183,193
- 1beatinabar 159,211,293
- subdivided (4 beats in a bar) 19 >
-2/8 203
- 1beatinabar 223
-2 beatsinabar 61>
— 4 beatsinabar 229,254,386
-2/16
—1beatinabar 209,273
- 2beatsinabar 254,279, 386, 432
-3/2 10~;190,211
_ subdivided (6 beats in a bar) 131, 225, 247, 302, 308,
319-320
-3/4 183,187-188, 190-191, 203, 205, 213, 216
-1beatinabar 55~
—3beatsinabar 1>
- irregular in 2 beats 328
— subdivided (6 beats in abar) 18>
-3/8
- 1beatinabar 57>
-3 beatsinabar 16~
—irregular in 4 beats 329
- subdivided (6 beats in a bar) 229-231, 239, 254, 386

231



time signatures (cont.) -7/8 179,192, 208

-3/16 192 - 1beatinabar 226
- 1beatinabar 66 -2 beats in a bar (3+4, 4+3) 315;211
-3 beatsinabar 229-230, 254, 279, 291, 309, 337, 386 -3 beatsinabar 89>
-3/32,1beatinabar 230,279, 389 -7beatsinabar 131>
-4/2 9->;183,185 - alternating with 3/4 135
- subdivided (8 beats in a bar) 130, 267 —irregular in 4 beats  327; 213
-4/4 3->;179,188,191-193,196-197, 211, 213-214 -7/16
- subdivided (8 beats inabar) 17 > - 1beatinabar 212
-4/8 15,197,211 -3 beatsinabar 92>
- subdivided (8 beats in a bar) 229-231 —7beatsinabar 279,310
-4/16 239,279 -7/32,3 beatsina bar 254, 279, 309-310, 386, 432, 435
-5/2 162,197,237, 345 - 8/4
—5/4 -3 beatsinabar 159,256,330
~2beatsinabar 95,159, 184, 197, 220, 228, 256, 268, -8beatsinabar 176, 189, 449
277 -8/8 197,206,214
—5beatsinabar 129 - -3 beatsinabar 153 >
—irregular in 3 beats 328 -8beatsinabar 190, 196, 204, 282, 342, 451
—subdivided (10 beats in a bar) 281 -8/16 197
-5/ 191-192,210 -3 beatsinabar 153>
—1beatinabar 208,211, 224,226,273,319 -8/32,3 beatsinabar 254, 309, 435
~2beatsinabar 84> -9/4
-5beatsinabar 131> -3 beats in abar 128, 143, 203, 221, 232, 237, 256, 345
- alternating with 2/¢ 132 -4 beatsinabar 232,237,345
—irregular in 3 beats 327, 331 — 4 beats in a bar and subdivided 280, 283, 449
-5/16 208 -9 beatsin abar 166, 189, 280, 319, 341, 449-450
—-1beatinabar 210,226 -9/8 183,199, 211
-2beatsinabar 87 > -3 beatsinabar 41>
-5 beatsin abar 279, 432 -4 beatsinabar 171 >
—irregular in 3 beats 346 -4 beats in a bar alternating with 4/4 171
-5/32,2beatsina bar 254, 279, 309, 386 — 4 beats in a bar and subdivided 282, 451
-6/2 345 - 9beatsinabar 164 >
_6/4 196,198 - alternating between 3 and 4 beats in a bar 173, 227
—2beatsinabar 24> —irregular in 5 beats 331
-6 beatsinabar 70> -916 206
— alternating with 3/2 64, 68 —3beatsinabar 43 >
-6/8 183,187, 192-193, 198, 203, 205, 216 —4beatsinabar 172,180,227, 233, 269, 286, 317
—1beatinabar 208,211 ~ 9 beatsinabar 229-230, 310
— 2 beats in abar 23> - alternating between 3 and 4 beats in abar 172, 227,
-6 beatsin abar 69> 233
—irregular 327, 331; 213 - 9/32
—6/16 - 1beatinabar 435
—2beatsinabar 43 - -3 beatsinabar 254, 258, 304, 309, 432, 435
- 6 beats in abar 229-230 -4 beatsinabar 239
- alternating with 3/8 126 ~10/4
- 6/32,2 beats ina bar 254, 279, 309, 386, 435 —4beatsinabar 232,237,256
_7/2 345 — 4 beats in a bar and subdivided 283, 450
77 -10/g 204

3 beatsinabar 98> ~4beatsinabar 234,238, 244,250, 317, 322, 325, 344,

-7beatsinabar 130> 429 .
—irregular in 4 beats 328, 341 - 4 beats in a bar and subdivided 281-283, 451

- alternating with 5/4 234
- 10/16, 4 beats in a bar 233, 236, 272, 286, 339
-10/32, 4 beatsin abar 239, 279, 432
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- 11/4 — polymeter in two-part exercises (e.g.3/4and 9/8) 39,

_4beatsin abar 237,256 124, 288, 350, 407, 414
— 4 beats in a bar and subdivided 283, 450 _in connection with tempo indications and musical
—5beatsinabar 237,450 indications 221
~11/g 204 —in Mensural notation 183
_4beatsin abar 235,238,317, 429 — notation
_ 4 beats in a bar and subdivided 282-283, 451 _ lower numeral shown using beat-unit 255-258, 274,
—5beatsinabar 317,345 291; 206
— 5beats in a bar and subdivided 283 _ without lJower numeral 38, 316; 188, 207, 211
_11/16 _ without lower numeral but with changing pulse 275,
_4beatsinabar 236,257,273 277,317; 211
- 5beatsinabar 314 — upper numeral shown using decimal numbers (e.g. 3-5/4)
—11/32 289; 208
—3beatsinabar 317 — upper numeral shown using fractions (e.g. 2 112/4)
_4beatsin abar 239, 384, 432 290-291, 304; 208
- 5beats inabar 432 _ see also irrational time signatures
-12/4 — where there is use of polymeter 208
-4 beats in a bar 232,237 tremolo misurato 40; 188
_12beatsinabar 167, 280, 283, 450 triangle 92 - ; 192, 196, 205, 212
-12/3 185,192,196, 198 _ extended version 137-138, 237-238, 294, 302, 317, 340;
—4 beatsin a bar 42> 196
—12beatsinabar 165-166, 179, 387, 451 triplet
—irregular in 5 beats 317 -3 against 2 45 189, 196-197, 216, 223
-12/16 — across a barline 54 >
—4beatsinabar 43~ —in fast irregular time signature 159-160, 171, 17 3,238,
_ 4 beats in a bar in connection with 6/8 in 2 beats 270 253, 265, 295, 299, 322, 348-349, 415
— 12 beats in abar 229 - with subdivisions 299
- alternating with 4/8 83 —on an unstressed beat 335, 346, 349
_12/3, 4 beatsinabar 239, 254, 320,435 — with dotted rhythmic figures 162, 194, 205, 302
_13/g,5and 6 beatsin abar  313; 179 _ with subdivisions 160 > ;199
_13/16, 5 beatsinabar 314 _ with triplet subdivision (9 against 2) 204-205, 227,
1332, 3beatsinabar 317 230, 267, 276, 281, 285, 288, 427-428, 435
_14/g, 6 beatsinabar 317 _3against4 52,80,81 > ;191,203,215,222-223
—15/4,5beatsinabar 203 - across a barline 203

— in beat-unit subdivided in three 83
—_ over 2 beats in a two-part exercise 416-417
- with subdivisions 343
— with triplet subdivisions 343
- 3 against 5 200-202, 205, 266, 319, 340-342, 387; 200,
215,223
— across a barline 205

_15/g,5beatsinabar 199-200, 242, 274, 302, 313, 349
—15/16, 5 beats in abar 198, 236, 314, 319, 339
—15/32
- 5beatsinabar 320
— irregular in 3 beats 317
—17/16,7 beatsin abar 314;179
—17/33, 4 beatsina bar 317
_18/g, 6 beatsina bar 199,242
—18/16, 6 beatsina bar 225,274

_in irregular time signatures 337-338;214
-3 against 7 339; 215,223
- in irregular time signatures 338; 214

~20/8 179 —notation 10, 29-30; 184-185, 187
-21/g,7 beatsin abar 199 _over one beat 13223
-21/32,3 beats inabar 274 _ 3 against 2 in two-part exercise 396, 399, 402 >
~2416 199 — on an unstressed beat 331-332, 335-336, 346
- combinations — where the first beat of the bar is hidden 214 [in a music
— alternating (e.g. 3/4 - 4/4) 31, 350, 402; 188 excerpt]
— ambiguous (alternating between 3/2 and 6/4) 68; 190 — with subdivisions 34 >
- gathered into one (e.g. 2/4+5/8) 276, 278,291, - notated as tremolo misurato 40
303, 323, 329, 343, 385, 433; 207 - with triplet subdivisions 178, 204

- sub-grouping shown in upper numeral 211
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two-part exercises \4

—in groups 14, 23,39,57, 82,112,117, 124, 154,175,179, volte [prima volta, secunda volta] 13 > ;199
188, 190, 199, 207, 238, 263, 288, 292-295, 300, 327, 350 vuota 238; 204
- singing/clapping 139-140, 146-147, 213-214, 245,
259-260, 337-338, 390-435 w
- tapping 351-389 Webern, Anton
- Cantata No. 2 188
U weniger bewegt 187

upbeat 6 ;183
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Index of symbols

Both the appropriate exercise number and page number are given respectively.

Exercise numbers are in bold, whilst page numbers are written as normal.

Irregular time signatures
92 »; 192, 196, 205, 212

137-138, 237-238, 294, 302, 317, 340; 196

Metric modulation and other beat-unit transitions
58 ;190

59 >;190

204, 271; 200

45,123 > ;189,195

45,119 ~ ; 189, 195, 201, 204, 206-207

Polyrhythm

29-30; 187

196, 200, 236, 241-242, 244, 247-248, 274,282, 292, 310, 313, 328, 336, 350, 432; 200,
222-223

243-244, 254, 283, 316, 323, 344, 432

244

303

178 > ; 199-201, 207, 216-217

Repetition signs

5-6,13,18 >

13 >

32, 44, 54, 186-188; 188-190
54, 188; 190

37,188

40; 188
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42 4 2
b—— t—— etc.
'.'_ - _Q)‘_\_.

efc.

P e
@|w

CC

¢e
CcO0O

R+3

2“% etc.

4 (without lower numeral) etc.
g- etc.
35

2é/ 2 etc.

152 etc.

1143 etc.

ISPy

236

8 etc.

i etc.

Rests

36> ;188

Temps = temps

127,208

Time signatures

6> ;183,185

13 > 183, 185, 196-197
1 beatin a bar 208

185

185 [in a music excerpt]

183

109-110, 115, 176, 205, 223, 239, 243, 260, 276, 278, 323, 325, 336, 344, 346, 375, 380-381,
430, 435; 194, 211

276,278, 291, 303, 323, 329, 343, 385, 433; 207

38, 316; 188, 207, 211

255-258, 274, 291; 206

289; 208

290-291, 304; 208

296-300, 321-323, 325-326, 389; 108, 117-118, 210, 213

298, 302-304, 309, 324, 344; 210, 213

Tremolo

40; 188



In Rhythm - Advanced Studies, Erik Hojsgaard, composer and
professor of aural training at the Royal Danish Academy of Music,
provides a detailed guide to reading and understanding advanced
use of rhythm. The 451 exercises and their corresponding notes
allow those professionally involved with music to further develop
their technical and practical skills in this specific area. The book
also includes exercises aimed at developing modern composition
techniques.

Danish professor and composer Per Norgédrd writes:

The many aspects of aural training in this book by Erik Hgjsgaard
have been inspired by his deep insight into western music and its
thousand-year-old traditions. Written with a clarity that allows for
rhythm and polyphony to be presented in an understandable form,
Hojsgaard’s book is both musical and entertaining. There is no doubt
that one gains new insights and musical joys after working through
the book’s exercises.

J = 144 (J =T2) Meno mosso (Tempo II°) J =108
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