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1, RETENTION OF THE STAFF

The retention of staff notation is recamended tecause of its convenience
apd upiversality. The deficiencies which this system .rreserts fcr the pctatico
of folk music can be overccme by the use of supplementary signs. lhis is all the
more necessary because-a notation tepding to mathematical exactitude must

ngcessarily depend on physical principles and would therefore enptail tie use of
signs intelligible only to specialists.

Multilinear notatiom, proposed by ¥.A.D.FOKKER (Holland), would seer; 1o te
impracticatle for this very reason.

2. PITCH

Vihen intervals unknown 10 the Western classical system occur, they must te
clearly divided into two iypes : a) those that remain constant thus implying the
existence of a definite scale; bl those that vary.

a) In the first case it will be necessary 10 ipdicate the exact pitch,
preferably ty a surerscription in tde form of a note or staff giving in pumters
the exact interval or the numbers of the vitrations of the sounds, provided '
these indications rest on measurements made by irrefutable mechapical means. When
several sounds belonging to a given scale are represented on the staff ty one ard
the same note, a diacritical sigm, such as an asterisk, should te used so as 10
differentiate them. This procedure would obviate the excessive variety of signs
employed until now #/2, p/2, +, =, DOLES with a stroke through them, accidentals
used in Byzantine notation, signs used ty the Musée Guimet, etc. ett.ls

t) In the case of sounds of unstatle pitch, a sign indicating the variatle
pature of this deviation shall be used. The most appropriate sign would seem 10
be an arrow placed over the staff pointing upwards or downward§ according to the

. direction of the deviation. It can equally well be used during the piece for



sporadic accidentation as for indicating degrees which are unstable by nature.
In certain cases it would be useful to measure the amplitude of the deviation
with precision. It is agreed to maintain the established principle of a key
signature for indicating permanently modified notes. In order to prevent this
signature from evoking the idea of a Western classical tomality, al) no accidental
shall be shown affecting a note which does not appear in the written 1ext; .

t) accidentals shall be used in the ascending order at the actual pitch where
they occur. Ex,:according to cases :

&

N £ |~ I
y” 4 ) o4 VAR P o X &4
e | P y & T 7 —

1 0 1 e — 17 X 2 O L | FanY 7  J

7 T = P 4 2

J V &7 bl ) 7

Nevertbeless, accidentals shall not be placed outside the staff. I1f the
notes affected by an accidental are 1o be found op the staff in two different
octaves, the accidental shall only be marked once in its usual place in the
upper part of the staff. '

When, in a given system, a note is patural or accidented according 1o the
octave in which it is found, it were best 1o abstaip from indicating it in the
key signature. The superscription referred to in paragraph 2 will be sufficient
1c draw attention to this peculiarity of the scale used.

3. . ROYTHM

Tbe precautionary measures necessitated by the retentior of the staff are
equally imperative with regard to rhythm so that the conventional sigms can
indicate rhythmical sysiems founded on principles unknown 10 ¥Western classical
theory. -

Simple and regular bars - In the case of simple and regular bars (groups
of 2 cr 3 beats), whether the beals be even, in the Western manner, OT uiéver
ipn. the camonly called kulgarian manper, these bars shall be separated by bar-—
lines. In the case of tars oif uneven beats, the subdivisions used in Western
potation only indicate the aggregate of the camponent values and are incapable
of showing the number and rhythmic nature of the beats. It seems therefore
preferable to discard these subdivisions and to indicate the actual camposition
of the bar by a superscription above the beginning of the staii, preferatly
using inpstrumental potation for this superscriptiom. Thus, instead of indicating

5/16, one will write down, as the case may be : l\ l. ou 'l I

Composite bars — In the case of composite bars, ‘that is to say of groups
formed of several bars of simple time with two or three beats, the bars shall,
be separated by prorer Lar-lines and the simple bars of which they are coms-




‘or by a superscription as in the case of bars of simple time with uneven teats. -

tituted bty cotted bar-lines. The structure of these regular composite bars can,
according to the case, be expressed either by fractions when the beats are evel,

\E

Ex. : .
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In vocal music, when non-periodical rhythms must be noted down, it is recamended
that the elementary rhythmic groups (simple time bars) te locked for, tasipg this
search on a careful study of the metrical composition of the texts. In this case
the groups will be separated by dotted bar-lines and the rhytbmic periods ty '
double-bars. When the caesura which separates two rhythmic groups precedes an
anacrusis instead of an accent, it could be indicated by a small double-tar
placed over the staff.

A

When the transcribter camnot find any definite underlyirpg rhythm, it is rececm-
mended that he.abandon all use of tar-lipes with the exception of the double-bar
at the end of a period. When a regular rhythm beccmes modified by the artitrary
shortening or lengthening of one of its components, it will be sufficient to
indicate the shortening by the signw., and the lengthening by the sign m or &,
according to whether this lengthening is less or more than the duration of the
note value which it affects. It will sametimes be useful, especially in the case
of the second of these signs, to measure these alterations exactly, indicating
the actual duration in brackets over the diacritical sigms. In other cases it
would seem preferable to note them in the staff in actual values, with an indi-
cation such as sic to underline the change in their character from that of the
time indicated at the beginning of the staff.

Polyrhythm - In the case where simultaneous parts produce different rhythrs
(whether a constant unity of duration recurs in multiple rhythmic patterns,
whether each part makes use of a unity of special duration, or whether ceither a
constant unity nor an exact pattern can be discovered), it will be imevitatle,
so as to establish a score, to resort 10 a spatial notation on a more OT less
closely squared paper, Or any other procedure which would accurately recall the
special character of the transcribed music. The camittee strongly urges vocal
notation in preference to instrumental potation for the tramscription of tunes
carrying words, and recamrends that the sign —ishould be used to bind the
constituwent elements of a rhythmic group in cases where there could bte a

misunderstanding.

4. INTENSITY

The notation of intensity is not indispensable except whem it is not ac-
cidental but characterises the style of the piece in question. Given the lack of



_q_._

precision of current signs in Western notation, and as long as the precedents of
mechanical measurement are not genmerally applicable, it would be desirable for =«
the signs employed to be completed by a description or graphic representation of
the characteristic phenamena. It is recamended that only the more usual of the
classical indications or signms (f, p, cres., dim.....) bte used, and where aecents

are concerped only the three following signs, ranging from the simple tenuto

stress to an exceptiopally marked intemsity : — ,> , A .

5. SPEED AND ITS MODIFICATIONS

The tempo should be given by a metroname mark. In certain cases it would be
as well to camplement this indication by a term indicating the general speed of
the movement. As long as this does not entail difficulty in reading (resulting
for example from the use of notes of too small value) it is preferable to
transcribe melodies of the same rhythmic structure by means of the same time

ugits (crochet or quaver) whatever the tempo, which the metronome mark is suf-
ficient to establish, may te.

g Ty

All measurable modifications of tempo should be given a metroncme mark. When
a modification of tempo is progressive, it will be sufficient to indicate the
speed reached at the end of the acc. or rall, Nevertheless, when this process
extends over a long period it will be found useful to insert intermediate metro-
name marks. In the case of a modification which is too short 1o be measured, the
following signs, in the sense established in paragraph 3, shall be used : U, A
/. VWhen this modification covers several notes, recourse could eventually be
had to the signs w——— and ~— (corresponding respectively to piu

mosso and meno mossol), which should nevertheless be given precision, as far as
possible, by a metroname mark. ’

6. DETAILS OF VOCAL AND INSTRUMENTAL EXECUTION

al As a rule it is preferable to write out ornamentation in full. However,
when tpese ornaments are identical with those of Western music, the traditiorpal
atbreviations can bte used as in the following cases :
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Even in these cases it could te useful, in order to make the execution of
these orpaments precise, to tramnscribe them in detailed notation at least once. -

" Drawn out appogiaturas shall te given in actual values; short appogiaturas
by small barred quavers.

L4

.‘b) The effect produced by a very light periodic modification of fitéh and
intensity, called in Western terms a vibrato, can be indicated ty 2n ucdulated
horizontal line m~~r~~ .

Portamento lor glissando) shall usually te indicated ty an otlique line
between the sounds wbich it conmects. When the pitch of cme cf these sounds can-
 pot be ascertained, only.the direction of the glissando and its aprroximate 4
starting or ending points shall te shown. In the case of a very rapid and light
portamento which is really only an exaggerated form of legato, this duration shall
be considered as negligible. In this case it will be indicated by a short dash.
In the case of a slower and definitely perceptible portamento, its total dura-
tion shall be given in brackets above the staff. This will be deducted from the
duration of the preceding note, and will be expressed by an undulating line.

When notes of a definite pitch can te heard during a portamento, these shall te
poted. down and joined up by ome or another of the portamento signs.

c) Legato and staccato - The tie shall be reserved in vocal music for
such passages where it 'is desired to 'underline the characteristic quality of
legato vocal line. When this legato quality extends over the whole piece, it
would be preferable to indicate this at the beginning by the word legato or ben
lesato. In instrumental music this sign shall te used in conformity with current
ly-used bowing or wind instrumeat slurs. It should not be employed 10 indicate
phrasing acd is superfluous in vocalises.’

The staccato dot over a note indicates that it is detached fram ilke pext
one by a rest of less than hali its duration.

_ = ==
°

The portato sign E—E—r indicates a series of notes slightly accentuated
and “separated fram one another by a very short tut perceptitle silence.

Ereathing marks are te te indicated ty a comma atove the staff. Whenever
this taking of breath introduces a noticeable break, it should te accampanied
by a corresponding rest. It will sometimes be useful to distinguish the cases
where the singer only snatches a breath. :

d) For cases of parlanda, the heads of the notes should be replaced by
crosses as.long as their pitch can accurately be noted. In other cases stems
without heads should be used and durations longer than a crochet shall be
expressed by pauses with the duration given in brackets @

(4) (d)




Sounds emitted in falsetto voice shall bte distinguished ty a small circle
over the note. ¥hen the whole of the song or a long part of it is sung in this

voice, it should be indicated by the word falsetto..
EB or ty

In the same way, hurmirg shall be indicated euther Ly the sign

the term bocca chiusa.
frall notes shall Le kert for rerresentipg sounds of a very faint nature

or those scarcely auvdille, such as the whispered acacrusis (Flister-Auftakte)
descrited by Eartol.

When the trapscriter has recourse to diacritical signs so as 1o express

he must te careful to define them with exactitude

certain details of emission,
and must avoid employing signs already used for other purposes

observations

General
be nlaced

The additicns cr interpretations of the tranmscriter shall

could te used.

between [] .
In cases of doutt the interrogation sign (?) shall be used. When the doubt
be an exclamationm, a cut, ,a

concerns a whole rassage the sign 7
All additions to the poetic text (wether lhey
cr a refrain preper) shall be written ip italics or

caiplementary syllatle,
ucderliped ty a contiruous line.

7. NOTATION OF VARIANTS
If the number of strophes lor of instrumental reriods) and variants to

lranscribe is restricted, it will be possible to note the variants by numbers
referring to footnotes (Eartok, Volksmusik der kumanen, p. 35, No.s1),
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. woman's voice ($). In the case of a tenor the

he stropheste rutlisaec

and when toth varied and upvaried passages alterpate, it is pre-
emain unchanged. Variations of inptcpation.

n be given by their respective signs without using a staff 1%,

If the contrary is the case, 1t is recocrmended that t
in a column,
feratle to leave blank those which T
apd rhythm ca

A

Example (Brailoiu, Rocete din Cas, Eucarest, 1938, fix. 2 d.). y
zd ) -
. BOINESTI
2918 wh.iMarica $tat
graush D en
a - XY a4 N A [
% e R e = = T
B4 . if i ' j 84 1 4 ) L4 ya 4 l = 1 2 § O S S
N v v v v Vv = 'g ._‘ j_, u.‘ * ‘J"' J‘
Le gaga.du.ka,gzjaz.dzt - ka, Le i.sabumaividu.u. k&

BE A hi Yy g Jii- %)’ J ) yi1
b.“ [%

Bu -m.&b-m m*cgg}zdu _ta?

As:

v
~ % f— A — )

5.8 F Jog2 s TR ol
_L_’:;ﬁ De spu-nk, gaz.du. ka dul - Ze, de Pe ka.re dru-mubi.i du - &g

—_—0 — —1 o — = i D]
= ——— ) ry = BT i Pyyy
2 Db m.a go ~Wi un dor e .. %, nde Un.dksi c'a;h;:;:ko-u.ri.
"] ¢ v ) e
boovon i) B~ b P
de Bu.nu..lk'o ru m‘l:u: ’u.&l-kz) Dt dte-&' t&;i.:.t.un. ko - 1y

* N

?Eﬁgq D_s ¢+ 0 )P
a 8i te ui-tl. la na.ve.du % Bumo vi.ni’ la pro- hs. du

It goes without saying that i1 will scretimes Le necessary tie trafiscsits
the whole piece.
is coamposed of relodic upits which altersate in an irreg-

te each of them cnce crly, accorrany-
arc

~ Yhen a long piece
ular . order, it might be an advaptage 10 no
ipg it with the variants which it presents duripg its further arreararces,
10 give the succession of these upits by an indéxed series of letters AR T a7

DEE2 A3 ...

g PRESERVATION OF TEE ABSOLUTE PITCH OF THE PERFORMANCE

The absolute pitch of the performance shall be maintained whez trapscritiig
it, using the clefs of F and G. In vocal music the use of these clefs will rake
i1 immediately aprarect whether the case is that of a man's voice (A or of 2
6 is admissible tut 8% should te

avoided as much as possitle. 3

(1) This method of notation will be equally useful for the comparison of differing versions of the sare iune
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In order to avoid an accumulation of accidentals,

| | . tuqe§ can be transposed
a semitone at the most, either upwards or downwards,m candition that the exact

ritch and time of the original are specified. A tramsposition to a conventional
key cannot te countenanced except when the putlication im which it appears

rresents the form (even if only on a particular point!

of a comparative analytical
study.




