8/31/75

Dear Pauline,

I'm writing to remind you of my interest in TAing Musiec 2 this
year and to give you a bit of information about my musical background
and references. I know that any decisions regarding the TAships will
be on the basis of who is musically and rersonally most compatible
with the teaching assignment. So I wanted to remind you of my interest
and to refer you to some people who are familiar with my background
in music theory and musicianship so that I could feel that the decision
will be on the basis of good and complete information.

I attended UCLA for three years before I came to UCSD. I studied
Musicianship, Harmony (both for a year and a half) and 20th Century
Music, and Composition 2llwith Henri Lazarof. He still remembers me
and can tell you about my background in these regards. I left UCLA
in 1969 so I doubt that my other professors recall mueh about me.,

I finished my undergraduate work at UCSD. I studied Musie 102A
with Keith Humble; Heidi Von Gunden TA'd the eclass. I petitioned
out of Music 102B and studied Musie 102C with Will Ogden. I had
composition with Jean-Charles Francois—-these in addition to the
graduate courses I took last year. I know that if/you have any ques-
tions you'll feel free to talk to these people and/or to me.

i:ff;cerely,

David E. Jones




David E. Jones
March 24, 1976

COURLE OUTLING

Music 2B, Winter 1976

Topics:

i Dietation

Triadic dictation written and played each Tuesday on piano.
Additionally, each student wrote two dictations and presented
them for the class on their own instruments.

Materials included:

=192 zand«16 bar trisdie dictation
-~non-metric clapping
-me tronomic dictation

II Singing

Prepared Singing: (From Erikson's Musicianship book, through
the D major section.)

Performed and graded (generally each Thursday) on:
—continuity and flow (including rhythmiec accuracy)
-intonation

-phrasing and bresthing (according to their own prestated
analysis)

Sight Singing: (Practiced in class, tested on final.)
Strategies for approaching sight-singing

~scanning the music (taking in meter,
-settling in before beginning.

7/

key, clef, wide leaps etec.)

ITI Analysis
Most of the singing assignments were analyzed to relate the
performance to the analysis (and visa versa). The orchestra-

tion projects were analyzed by esr (no score) when played back
on tape (See IV below.)

The following aspects of analysis were discussed in class:

-breathing and phrasing in singing

—tonic/dominant/subdominant relationships (and hermoniec relation-
~ships generally were touched upon)

-motivic development znd/or interrelstions.

~high and low points of the melodies

~form (grouping phrases into larger meaningful units)

This guarter analysis was largely ungraded butwag instead




discussed very openly and extensively in class. Emphasis
was placed on beginning with individual intuitive under-
standings of the structure and finding ways to express
those perceptions in analytical ways. It was not implied
that there was one right answer, however, each student was
required to explain and defend his or her interpretation.
_This approach was presented initially so that individual
"fntuitive analysis can survive the introduction of a wide
range of analytical tools and approaches next quarter.

IV Orchestration

Assignment 1l: - Prepare a musical project or piece using
only the notes of the C major triad in two octaves or less,
written for three instruments or more. Instruments must
be available within elass. Approach (contrapuntal, homo-
phoniec etec.) is up to each individual, as is form ete.

The only limitation is that it must be rehearsed and per-—
formed (and recorded) within twenty minutes.

Assignment 2: (Assigned after orchestration projects were
written and performed.) Write a paragraph deseribing, if
possible: 1) What you intended to convey: the terms in
which you worked in writing the project for assignment 1.
2) How you view the form of your project.

Assignement3: In class we listened to the recorddng of each
orchestration project. The class then discussed: 1)What
instruments are playing? 2) TIh which'octaves are they
playing? 3) What do you hear as being the form of the
project? (How many sections, phrases within those sections
etc.) Other comments.

After this discussion, the composer of the progect read his

paragraph from assignment 2 and commented on the reaction to
his project.
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UNIVERSITY OF CALIFORNIA, SAN DIEGO

BERKELEY - DAVIS ¢ IRVINE + LOS ANGELES + RIVERSIDE : SAN DIEGO « SAN FRANCISCO 14 = J SANTA BARBARA - SANTA CRUZ

DEPARTMENT OF MUSIC POST OFFICE BOX 109
LA JOLLA, CALIFORNIA 92037

A CADE NI C OPENINGS 75106

The UGSD Music Departmenti-is{anticipating openingsiifor the
academic year 1975-76 in the Professorial, Visiting Professorial
and one-year Lecturen deries. The San Diego Camphis 6f the Uni—
versity of California'is on the Quarter System and the Department
ot Mulsiite @iEicrs bhey B AL - MOUASS S andl Pht. Bt deorecs

(1) A practicing composer capable of supervising graduate studies in
composition; with ability to instruct musicianship training and
practical theory; with professional and/or research experience in
one or more of the following areas: theoretical studies, music
history and literature, performance.

Experienced teacher-performers to conduct instrumental and vocal
pro-seminars at some effective percentage of parttime commitment
(average 20%).

A music scientist engaged in research in psychoacoustics and/or
related areas with a second area of teaching capability in one or
more of the following: composition, theoretical studies, music
electronics and computer music, performance.

A music humanist with ability to supervise research and thesis at
the M.A. and Ph.D. levels, whose research interests emphasize
aesthetics and/or music criticism; whose active musical interests
include composition and/or performance; who can offer courses in
music literature and/or ethnomusicology.

A nusic electronics specialist with proven professional ability to
design circuitry; one with active musical involvement as a composer
and/or performer.

All resumes, appropriate scores,; and other documentation should
be sent to:

Music Department Search Committee
111 Mandeville Center (B-026)

R0 Bex 109

Unitversity of Callifornita = San hilcae
ey Jellle . Calili, 92087

UCSD is an equal opportunity, affirmative action employer; women
and minorities are encouraged to apply.
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Alpheus Music Corp

Hollywood, Calif .
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- Correct and revise the following excerpts from a Beethoven piano
sonata with regard to the placement of dynamic markings, wedges,
and terminology:

‘ /

/‘_\

)

-

el ;uh—l’v e 5;7' Dl
: =
T
{

—

b7
—=. [lﬂ‘rj.
KINIR D D =
s 1 BE

/__.\&J
T
T

{ ]’"
I [




Bt
~9

4 al Aol .

@ 5.5 . porr the forfowing meloctii

””” S7 ”rﬂi“.?rzv?‘rn?“ ) PREPARED S8 SRIKSIU = 64, pieki{one |

ank HopKias ’
2 J m o

o)
&

¢ &
“\
\
, B
v o
)
R
]
S
L)
L}
T
$
$
1
(\
Gy
Ny
<)
Q

- P @> - s
Scotts F—bmbu)
= oo P ; \
@ W — >
. @

[ 4 r- 4 ) & o
F 21 P

g
eyl i
W

~

N

3
j T
(YW — .

™ Susag Wl

*_,##_3_", ﬂr
e
5 4 P
J TP

Jovanko, Aouin
) =

f: 2o
G
o < .

-

| =

%

§
Q
A

%
Y
LY

r'd

|}
¥
i |

b, Yl




MUSIC 2 8B CHen  WOTAT 0N  EE. Szacples
ASTER.




I90%
1G0R SrEdi)Astey

3
o

)

= . ,

= e 1:«;‘{ g &
T o B P Y
ST AT e | S R S £ GO

o A R

=

e
b oy » 3

{
<A
[ed

PR RSV 0@ pp0 SETREE Loy Sofd.




s

T
e

I
|
ean

'3

¥

P

B Py W

PR

i

——
—-
e

po g

V!

T
"
{
1
=
g
l\mw
\
e
3¢
ti)@

2
[y
g

=]

o d
q

>

=

3l
TS ol ]

il

L
ﬂ.: -oH
NN ANCE

MEL&
- | P
AL

¥
[
Pe

|

]

&}
“‘3

N il
1

!
e
z.

I3
&

ZN
&

LY K
-

430









LA W 43r

£23

1N e
i3
5
)
: 3

2 J.wv ¢

sed @

: AN ] WEE <
3 A 4 .,J [ Lt *Lx,«.
A9 1 5 H -t 3 i b [
-1 ki IR iT L 3
\(u«riuuﬁw bg

y,
™

k3

518 R >Tx§...1/_ Illiw

a1
WEie=rT
B £
T
;.
e VA - B ool

)
4

£
7

o

_—

gy ed o

o g

%

=i

RS

=

-

R

]
=
2y
e
=

{
= <4

L
I
[
¥
’ &

N
) "
(L T3
A

Ve
rg
P
]
.
. 8
e
FAK
1
)
s
<
i
3
-
=il
=
e

5

Ex)

|
&
07‘
TR
!
i
i
(i<
+
" E ¢ B
32 ght
3
>
T w | NP
>
t
P W4 W% 3
¥ A 2
%
78
i

2
7
3 R W

i
A7)

4
B
e

Aed

¥ o

s



& ¥ Ve ¥

Pa g o 1>

NP L ]

>y

s P

T B Meaiind

-

I A A O 4




e

EaE i)-

e — o

Teror

IO

&S

ﬁ;_,gu_@..__@)—

4

»t .
J




Music 2B Chen -0/ verss MiD-TERM $XA.. 'Fd‘&/

&

Wads oat ap/o.n»M -s:j;u#w.. G Hass notes fe Thos potlowing

Rarmowm iC Padgiession3  ( en Al s Given sovasal Lirme ijif_gb_g_ﬁ

e

o

[N
.

/1
=




(Cvl“t:lﬂ) HLL'SO‘C Z B H'D TERM SZA }.)2 ‘l

“5‘ ljﬁ'fj rNﬁ_—zkd\a SToslal wWas 9iven Ow SRovt s/ ock ,_::f:o_*?ﬁtﬁfjf;_jir

e e (wwzt». 39‘-’ Juot“wd*v‘dtm{’ Mm&y Fo Avs or At /f?j_:.
- and ohe }A-OH Sl cKson .Q)N} Bwd wno. + — 45 ol avclom ‘

5 e e = ‘V“‘;:”’“fﬂfj~;
I PRI R & o ; P r

&
&

\

N\

9

aaa%ugan*
e

I}

t
i

lddddddddd




»
| |

o

S1AReH 13 4

FINAL SXA

cethoven piano

ynamic markings, wedges,

£XA.)

r
g excerpts from a B

acement of d

e

1
1

Chen - Ol veros

#ﬁ ?LJTL&L

WON : I TAKR HoME

1. Correct and revise the followin

gard to the p

B e

‘minolog

Cy
(O3

Masic 2B
- MOTAT

sonata with re

and ¢t

B
i

\\rl&)w

ppp AR

<5
9




;@ = LT 5
4";@55‘:’(4?”‘ ‘}E[‘_&l J\f JY < @Tj ?KEPARED—:S—:S ,_‘___,i‘;@fzkﬂu_.wj_: ,,&.{j;wp ;‘,c,@{b;.gﬂ_ i
G ( =R ; e T
= al Aonclgen. .
~ \
~» @ 5.5 . porr th forlowing Mmaloclid, ? |
5 - = meccas =t
=1 e
o 0 oor : N - = =
: 2 14 & =
Y ‘ = ]
=) -4 e s £ o ® e ¥ PAT ) £ 3 - i
B ' @ s
B 3
<9 Scottu F-a&m?/v
‘# = ’;": ‘h Losioe Y B ™
1 B~ ] )
NN @ & 2! 7 ry =
2 pY 4 PR ) a__ﬂr_v‘m @ &2 ° &
5 > 7 7,' w — &
Feff
9 =
< 4 P
) D AT [ P
: o - > o b p- &
kY
- Abbie pixe
- = 1
.ﬂg ﬂ“dP—lP—g :1
= A I
N ®— 05 P > | B @ s j
< Frank Heafsr
. ) 2 \‘] N e g
¥ = : )
e -+ & . o7 5
R
k) Susag Wl 7
= o .
AR 2L =
G L, P el o o P - T S ' A
Kt ¥ 'T Y ) & & & d_' Q,
¥ J v
kv ) Jovanka, cjoa N
> g - - -
:s '@? Y P & 7 & 2 V‘T
) %J 4. et . CEE e - Rl Foe e
» g ° '
' 14
) - = = i
AP e {ih



- mi-num, et

=
S
E
0
O

X
T
&
o
A
I
Lo}
o~
4
n
=
X

. 21 48

SId: =

cla

me,

SnsemBlE ~ Duety

e -xau -di -vit




in
in -

N

la -ma -

VEen -ire
ven ~ire

nuim,c

-mi
-
de

- Vi

¥
I
g

—

o
|
1 _EEEeE _i
N~ =
et

Ies=ar

1€

o o e 7 S

]




- sti

&
a3

1
=
-xau -di

=
€

=
et

ViO: =

e -xau - di - sti
e-xau-di - sti

ven-tre

de

cla-ma -




_—

——

-{am, cla -ma -
T
1

¢

me

it
[~

==
=

-am, vo -|cem

am,

{,
=
=

I

! -
,_Fﬁh_ >

SICEM" JNE

g

- CEm

L
ﬁ
il
Rl

s

il

=
cla -ma -

5
i
S~——

cem Ime

L

cla-ma-




I=TIO=T1

te - st

m

= U

me

cor

Inclina cor meum




Mis . HANDOULs
Hol o i@ - 72 B hent




278 THE ELEMENTS OF NOTATIOX

EXAMPLE 16-2. TABLE OF TEMPO QUALIFICATIONS

EXPRESSION MEANING As IN SIGNIFYING

accelerando poco a

poco becoming fastes
accélerez peu a peu little by litthe
allméhlich schneller

werden

It. a poco a poco
Fr. peu a peu little by little
Ger. allmdhlich

presto assai or
molto presto
very, much, quite trés vif very fast
sehr schnell or
ganz lebhaft

assai, molto

tres
sehr, ganz

avec verve with spirit
schwunguoll

meno vivace
moins vif not so fast
weniger schnell

meno
moins
weniger

non troppo

pas trop

nicht zu

largo non troppo
pas trop lent slow, but not
nicht zw langsam in excess

not too much

pit vivace
plus vite faster
eileger or lebhafter

pit
plus

suffix er

pochissimo
un peu
etwas

pochissimo rit.
cédez un peu
etwas zuruchhalten

a very little a slight retard

poco, un poco
un peu
ein wenig

poco adagio
un peu lent
ein wenig langsam

a little, somewhat somewhat slox

|
:
;
z
-
;
%

quasi like, almost moderato quasi moderately, liie

andante an andante

*In German, the expression itsclf is altered to embody the idea of mit (“with™

slurs, and accents—at the beginning of the composition or at appro-
priate points during the course of the music. The initial letter of the
term (usually a capital) cus’omauly is aligned over the meter signaturt.
or—if none is present—over the first notational element of the mes
sure, such as note-heads, accidentals, repeat signs, and so on. (See b
ample 16-1, below, and Examples 17-3, 18-24, 26-1, 96-2, 26-15, and
26-17 as well.) In older music the metronome mark in parcnihtw

11010 AND EXPRESSION MARKS

EXAMPLE 16-3. GLOSSARY OF TEMPO TERMINOLOGY

T I T

eccelerando
arerl.)

yila hreve

eflargando
aflarg.)

Earora
& (e o

wéder
seme prima

Weme m,)m
!
| ; :
ysppiio movimento

$utesto {or
¢ atesso) lempo

MeEno M0SSo or
w-:- lento

3
ifehallegro
piu animalo
$i4 MOsso

frester

«allentando
ieall )

sitardando
liert )

sitemulo
Heat, riten.)

rubalo

titinpendo
‘n"inkj)

e ho riuslo

i
ot

S pa primo
§ }rn!u) l° )

i

freltennto
tirelt)

Quickening; a gradual speeding-up of the tempo

Duple time with a half note as the unit; same as ¢

Broadening; sometimes interpreted as a combination of
ritardando and crescendo

Still more; used generally with tempo indications, as ancora
meno mosso (“still more slowly”)

In tempo; reestablishes original speed after accelerando or
ritardando

French for poco ritardando; a slight helding-back
As at first:
As above; much the same as come prima

Twice as fast; usually used in conjunction with C changing
to

The same tempo, indicating that the beat remains constant

when the meter changes, as:§ to g —previous | now cquals J

Less motion; slower. May be qualified by poco (a little less)

Faster

French term for “quicken”; same meaning as accelerando

Same as ritardando; a gradual slowing-down of tempo
Slowing down; a gradual holding-back of the tempo

Frequently confused with ritardando; mcans a sudden slow-
ing-down, in contrast to the gradual holding-back of rallen-
tando

Literally, to “rob” the time-values by holding back or speed-
ing up at will to color a phrase

. e ;
Pressing forward; sometimes erroneously interpreted as a
combination of accelerando and crescendo

In strict tempo (non-rubato)

Original tempo

Holding back (same as rallentando) with the addition of a
sustained quality (sostenuto)

=
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used in Baroque music (such as that of Handel and Bach), but have
since become obsolete. Likewise, the so-called “French violin” clef,
which placed g’ of the treble clef on the bottom rather than the second
staff line, is no longer in use. Nor is the baritone clef found in modern
notation; this placed the f of the bass clef on the middle line (rather
than on the fourth). The Table of Clefs (Example 4-2) shows all of

EXAMPLE 4-2. TABLE OF CLEFS

“French violin” clef
(now obsolete)

Soprano clef
(now obsolete)

Mezzo-soprano clef
(now obsolete)

pA

B

Z

=

-

&~

g

€3] f\

q

2 D
j=

= (
<3

: N
-/

B

@)

=

p—t

)

<

=

ilireble clef

e

Bass clef

EXAMPLE 4-1.

Alto clef

£.r
G

C
<

Tenor clef

F (bass) clef

Baritone clef

(now obsolete)

S A
G (treble) clef -(9—6? g/ WV ?/ &

C (alto-tenor) clef
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EXAMPLE 4-1.
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F (bass) clef

C (alto-tenor) clef C C ; E t ‘g‘—‘

G (treble) clef

NOTATION CLEFS

used in Baroque music (such as that of Handel and Bach), but have
since become obsolete. Likewise, the so-called “French violin” clef,
which placed g’ of the treble clef on the bottom rather than the second
staff line, is no longer in use. Nor is the baritone clef found in modern
notation; this placed the f of the bass clef on the middle line (rather
than on the fourth). The Table of Clefs (Example 4-2) shows all of

EXAMPLE 4-2. TABLE OF CLEFS

“French violin” clef

(now obsolete)

Soprano clef
(now obsolete)

Mezzo-soprano clef
(now obsolete)

Treble clef

Bass clef

Alto clef

Tenor clef

Baritone clef
(now obsolete)
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