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Words by G. Capurro
Music by E. Di Capua

Andantino

(G major)

(The part of voice with the Tonic Do/La solfeggio notation

on the Hexagram)

FOR VOICE WITH PIANO ACCOMPANIMENT

O Sole Mio (Neapolitan song)

Example 3.
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O Sole Mio

by G. Capurro & E. Di Capua, 1898
(Neapolitan song)

1. Che bella cosa na jurnata e sole,
n’aria serena doppo na tempesta!
Pe’ II’aria fresca pare gia na festa
Che bella cosa na jurnata ’e sole.

Refrain:

Ma n’atu sole
cchiu bello, oi ne’.
O sole mio
sta "nfronte a te!
O sole, "o sole mio
sta "nfronte a te,
sta "nfronte a te!

2. Lucene ’e llastre d’ "a fenesta toia;
‘na lavannara canta e se ne vanta

e pe’ tramente torce, spanne e canta
lucene ’e llastre d’ "a fenesta toia.

Refrain
3. Quanno fa notte e "o sole se ne scenne,
me vene quase "na malincunia;
sotto ’a fenesta toia restarria
quanno fa notte e 0 sole se ne scenne.

Refrain
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Example 4.

FOR CHORUS
(With the Tonic Do/La solfeggio notation on the Hexagram)

Frere Jacques (Brother John/Bruder Jakob/Fader Jakob...)

Canon. 1) 2)
A(F major) Do Re Mi Do Do Re Mi Do Mi  Fa Sol Mi  Fa Sol
1/ 4 | | | [7)
Soprano [(#ped ¢ o |, » ¢ , ¢ £ I o —
| AN YE=AY//ES 4 I I | I [ I | [ [ [ [ I T [ I [ T
A\ | I ! [ T | ! | | | T
)
Fré -re Jacques, fré-re Jacques, dorm-ez vous, dorm-ez vous?
/
1/ I I (7] I (7]
Alto e e e
N 2Y 4 I I [ I | [ [ I T T [ I T
A\ X } I I T | | | | T
)
(Fmajor) Do Re Mi Do Do Re Mi Do Mi  Fa Sol Mi  Fa Sol
H I I (7] I (7]
Tenor S s e S — - —— e i —
NV A | [ | [ |- | I | |- I T | [ | Ll
Il o — 1 I - I I I —
Fre -re Jacques, fré-re Jacques, dorm-ez vous, dorm-ez vous?
A | | [7) |
Bass e e F
e e = - e
3) 4)
Sol La Sol Fa Mi Do Sol La Sol Fa Mi Do Re Re Sol Do

£
i e e " } T } T |
v ! | [ ' | [ [ b [ I e
U . . . . . .
Sonnez les ma-ti-nes,  sonnez les ma-ti-nes.  Ding ding dong, ding ding dong.
Q ) I T | T i
F rr ! e .
€ T e e e e~ f —] . — o
U I I T I I I I
D)
Sol La Sol Fa Mi Do Sol La Sol Fa Mi Do Re Sol Qo Re Sol [I)o
= i —— s v g - i . ] a} i . I al
— e o .
Sonnez les ma-ti-nes, sonnez les ma-ti-nes.  Ding ding dong, ding ding dong.
OB trfre . Lt . — ] J e 1 Ji
ES — I I I — I I I I o I I |
! | [ ' | [ [ b [ I e
English:  Are you sleeping, are you sleeping, brother John, brother John?
Morning bells are ringing, morning bells are ringing, Ding ding dong, ding ding dong.
Italian: Fra Martino, campanaro, dormi tu, dormi tu?
Suona le campane, suona le campane. Din don dan, din don dan.
German:  Bruder Jakob, bruder Jakob, schléfst du noch, schil&fst du noch?

Horst du nicht die klocken, hérst du nicht die klocken? Ding dang dong, ding dang dong.
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Spanish:

Rumanian:

Portuguese:

Norwegian:

Finnish:

Swedish:

Danish:

Dutch:

Icelandic:

Latin:

Czech:

Russian:

Estonian:

Turkish:

Chinese:

(Mandarin)

Japanese:

Thai:

Vietnamese:

Martinillo, Martinillo, donde est&s? donde estas?
Suenan las campanas, suenan las campanas. Ding dang dong, ding dang dong.

Tu dormi inca, tu dormi inca, frate ion, frate ion?
Clopotelul suna, clopotelul suna. Clinc clinc clinc, clinc clinc clinc.

Irmaj Jorge, irmaj Jorge, dorme tu, dorme tu?
Ja' soam ossinos, ja' soam ossinos. Ding dang dong, ding dang dong.

Fader Jacob, fader Jacob, sover du, sover du?
Harer du ej klokken, harer du ej klokken? Bim bam bom, bim bam bom.

Jaakko kulta, Jaakko kulta, heréa jo, heréaa jo?
Kellojasi soita, kellojasi soita. Ding ding dong, ding ding dong.

Broder Jacob, broder Jacob, sover du, sover du?
Hor du inte klockan, hér du inte klockan. Ding dang dong, ding dang dong.

Mester Jakob, mester Jakob, sover du, sover du?
Harer du ej klokken, harer du ej klokken? Bim bam bum, bim bam bum.

Vader Jacob, vader Jacob, slaapt gij nog, slaapt gij nog?
Alle klokken luiden, alle klokken luiden. Bim bam bom, bim bam bom.

Meistari Jakob, meistari Jakob, sefur pa, sefur pa?
Hvad sleer klukkan, hvad slaer klukkan? Hun slar prjd, han sleer prju.

Quare dormis, o lacobe, etiam nunc, etiam nunc?
Resonant campanae, resonant campanae. Ding, dong, dong, ding, dong, dong.

Brate Kubo, brate Kubo, jest? spis, jest? spis ?
Venku slunce zari, ty jsi na polsta?i, vstavej jiz, vstavej jiz.

Bratez Jakow, bratez Jakow, spish li ti, spish li ti?
Slishish zwon na bashne, slishish zwon na bashne. Ding dang dong, ding dang dong.

Sepapoisid, Sepapoisid, teevad t6dd, teevad todd,
Toovad tulist rauda, toovad tulist rauda, paeval 66l, paeval 66l.

Uyuyor mursun, uyuyor mursun, kordes John, kordes John?
Sabah Canlari Caliyor, sabah Canlari Caliyor. Ding dang dong, ding dang dong.

Liang zhi lao hu, liang zhi lao hu, pao de kuai, pao de kuai!
Yi zhi mei you er duo, yi zhi mei you wei ba, hen gi guai, hen gi guai.

Nemuimo, Nemuimo, okinasai, okinasai ?
Asano kane ga, natte iruyo. Kin kon kan, kin kon kan.

Puak tur yu nai, puak tur yu nai, yu nai camp, yu nai camp?
Tam mai mai ma sanuk kan, tam mai mai ma sanuk kan. Din dan don, din dan don.

Kia con buom vang, kia con buom vang, xoe doi canh, xoe doi canh?
Buom buom bay tren cao vong, buom buom bay tren cao vong. Ra ma xem, ra ma xem.
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RESEARCH MATERIALS
AND SOME CONSIDERATIONS

General observations on proposals of music notation reform

A. During the past two centuries (specifically from 1789 to 1990), one can find 223 cases
of proposals of linear notation reform, from those of one line to those of sixteen lines
(with the exception of fifteen lines). From the point of view of their formal structure, all
of them are made up of groups of lines. Some are composed of single lines, double lines
or quadruple lines; some of continuous and broken lines, others of full and undulated
lines; some are formed of groups of equidistant parallel horizontal lines, while others are
formed of groups of parallel horizontal and vertical lines. The reform proposals of note
symbolism are even more numerous: there are some that use dots, curls, little triangles or
squares; still others that use different types of graphics, letter symbols, etc. All of the
research definitely seems to have been concentrated on formal structure, while a more
thorough study of logic and mathematics has often been neglected.

B. We can divide these 223 reform proposals on the basis of the number of horizontal
lines they use:

- 1line: 30 proposals;
- 2 lines: 14 proposals;
- 3lines: 40 proposals;
4 lines: 20 proposals;
5 lines: 41 proposals;
6 lines: 32 proposals;
7 lines: 20 proposals;
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8 lines: 7 proposals;
9lines: 2 proposals;

10 lines: 2 proposals;

11 lines: 6 proposals;

12 lines: 1 proposal;

13 lines: 2 proposals;

14 lines: 1 proposal;

15 lines:  no proposal as yet;

16 lines: 5 proposals.

C. The 32 reform proposals that make use of six horizontal lines can be divided
analytically as follows:

1) Six proposals that place C (Do) on the first line, followed by the other notes in
ascending order, generally separated by an interval of one semitone for each level (line or
space):

-1789, Johannes Presbyter
“De musica antiqua et moderna”, Diphthérographie musicale 1, p. 396

- 1883, August Wilhelm Ambros
Das System Ambros

- 1910, Karl Laker
Vereinfachung der Notenschrift und der Einflhrung in die Musiklehre

- 1948, Velizar Godjevatz
The New Musical Notation

- 1968, Thomas S. Reed
Equalized Music Notation

- 1968, Franz Herf
“Das Chromatische Tonsystem”, Musikerziehung 21, 5, pp. 219-220
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2) Five proposals that place C (Do) on the first line, followed by the other notes in
ascending order, generally separated by an interval of a whole tone for each level (line or
space):

- 1886, Kalo Morven
Notation-Morven

- 1925, Arnold Schoenberg
“Eine neue Zwolftonschrift”, Musikblatter des Anbruch 7, 1, pp. 1-7

- 1961, Harry Bruce Armstrong
Interval System of Musical Notation

- 1964, Hilbert Howe
Howe-Way 6-3-3 Notation System

- 1973, Ralph G. Cromleigh
Musical Notation and Actuator System

3) Four proposals that place C (Do) in the first ledger space below, followed by the
other notes in ascending order, generally separated by an interval of one semitone for

each level (line or space):

- 1811, Johann Friedrich Christian Werneberg
Allgemeinen Plan fr eine neue viel einfachere Musik-Schule

- 1838, Francois Ange Alexandre Blein
Principes de mélodie et d’harmonie déduits de la théorie des vibrations

- 1838, Michel Eisenmenger
Traité sur I’art graphique et la mécanique appliqués a la musique

- 1860, Josiah Warren
Written music remodeled and invested with the simplicity of an exact science
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4) Three proposals that place C (Do) in the first ledger space below, followed by the
other notes in ascending order, generally separated by an interval of a whole tone for
each level (line or space):

- 1840, Emmanuele Gambale
La riforma musicale riguardante un nuovo stabilimento di segni e di regole
per apprendere la musica

- 1911, August Unbereit
“Ein neues Notensystem von August Unbereit”, Blatter fir Haus- und
Kirchenmusik XVI, |

- 1984, Louis Appell
The Novox Piano Notation

5) One proposal that places D (Re) on the first line, followed by the other notes in
ascending order, generally separated by an interval of one semitone for each level (line or
space):

- 1952, Parry Hiram Moon
“A Proposed Musical Notation”, Journal of the Franklin Institute 253, 2,
pp. 125-144

6) One proposal that places D (Re) in the first ledger space below, followed by the other
notes in ascending order, generally separated by an interval of one semitone for each
level (line or space):

- 1870, Gustave Decher
Rationellen Lehrgeb&ude der Tonkunst

7) One proposal that places D (Re) in the first ledger space below, followed by the other
notes in ascending order, generally separated by an interval of a whole tone for each level
(line or space):

- 1832, Treuille de Beaulieu

“Résumé d’un nouveau mode d’écriture musicale”, Revue Musicale de Fétis
XII, p. 281
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8) One proposal that places D (Re) in the second ledger space below, followed by the
other notes in ascending order, generally separated by an interval of a semitone or by two
intervals of semitones for each level (space):

- 1837, Anonymous
Nouveau systéme de notation musicale, suivi d’un essai sur la nomenclature
des sons musicaux, par un ancien professeur de mathématiques

9) One proposal that places E (Mi) on the first line, followed by the other notes in
ascending order, generally separated by an interval of a whole tone for each level (line or
space):

- 1947, Herbert Rand
The Trilinear System of Musical Notation

10) One proposal that places G (Sol) in the first ledger space below, followed by the
other notes in ascending order, generally separated by an interval of one semitone for
each level (line or space):

- 1936, John Leon Acheson
A Douzave System of Music Notation

11) Four proposals that place A (La) on the first line, followed by the other notes in
ascending order, generally separated by an interval of one semitone for each level (line or
space):

- 1851, F. A. Adams

The Octave Staff; Diatonic and Chromatic; Reducing the Different Staves to
One; Furnishing an Exclusive Place for Each Tone, without Flats or Sharps

- 1914, Arthur Eaglefield Hull
“Duodecuple Staff ”, Modern Harmony

- 1934, Marguerite Roesgen-Champion
“L’écriture musicale nouvelle”, Le Courrier Musical 7/8

- 1962, Marshall Bailey
“Duodecuple Notation”, American Composers Alliance Bulletin 10, 3, pp. 12-14
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12) Four proposals of reform, based upon the Pentagram system, which make use of six
lines only in order to unify the reading of the notes of the “Treble staff ” and of the “Bass
staff

- 1850, William Striby
Universal System of Music Notation

- 1940, Bernard L. Bonniwell
“Sixline Music Staff ”, The Journal of Musicology 2, 1, pp. 24-26

- 1958, Fang Jisheng and Zhao Songguang
“The Presentation of the Sixline Music Staff ”, The Beijing Songs, pp. 28-29

- 1968, Traugott Rohner
Musica: An Improved Modern System of Music Notation
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How to evaluate the need for Pentagram notation reform

A. The development of Pentagram notation has already reached its acme. Today, on
account of historical evolution, its technique has difficulty keeping up with the demands
of musical development.

The reform is an inevitable consequence of this.

B. Pentagram notation has limitations, such as the need for an excessive use of ledger
lines and substitute signs in order to respond to the demands of application, this causes
difficulties in study, practice, and publishing.

The need for reform arises also from demands for efficiency and timesaving.

C. The note-reading system of Pentagram notation has non-identical laws. In particular
the “Alto clef” presents continuous variations that cause difficulty in study and usage.
Not having unified and standardized rules to apply within the score, one often incurs
inevitable contradictions and erroneous impressions concerning the relations between the
vertical and horizontal elements of the score itself, as between listening and reading,
which add confusion and effort in practical application.

The reform is in conformity with the expectations of musicians.

D. In the attempt to standardize rationally the abstract and expressionistic notations that
have emerged with contemporary and avant-garde music, the formal method of the
Pentagram system has not succeeded in finding rules that are always valid. The more
abstract the expression, the greater is the requirement for rigorous logic and law, which
cannot be achieved with the Pentagram system.

The reform is also useful in the encounter with new reflections and research.

E. The formal and mathematical structure of the Pentagram system, having neither
unified laws of variation nor a rational logical nucleus, also causes limitations in the
modernized scientific application of technical musical development. For example, it is
impossible to create simple and efficacious software using the Pentagram system. The
universal application and diffusion of such programs also proves to be difficult.

The reform is a necessity of the progress of our times.

F. The more than 200 proposals of reform advanced over the past two centuries, even
though unsuccessful, reflect demands widely shared among musicians, and amply
demonstrate the inevitability of the reform of Pentagram notation.

The reform by now represents an inevitable historical mission that aims at
recuperating the heredity of the past and creating a breakthrough towards the future.

67



How to evaluate the possibilities of Pentagram notation reform

A. The Pentagram notation has been in use for more than five centuries. By now it has
been developed to the point of having become a worldwide musical ideography. In the
face of such a vast range of usage and such longstanding customary application, it is
necessary first of all to ponder the possibilities of accomplishing a reform.

The proposal of Hexagram notation is based upon ample research, with full respect for
the above-mentioned considerations; it inherits and preserves the theoretical and artistic
achievements of Pentagram notation and its customary application. It adopts a
methodology that modifies the formal and mathematical logic, but does not change the
way of reading and writing the notes. Having thus found a keystone — a logical formula
and a unified rule that is simple, versatile, and multifunctional — it does not involve
beginning again from zero, but concerns instead only a conceptual conquest and a process
of transformation.

Once musicians have understood the basic concepts of the Hexagram system, they can
all master it immediately and be ready to soar again in flight from the ground of
Pentagram theory.

B. The reform of Pentagram notation inevitably influences the categories of musical
theory, performance, education, and publishing. All illustrious musicians and famous
works are inseparable from the Pentagram. This is a social reality that the reform must
confront.

Hexagram notation is a natural and rational evolution of Pentagram notation, all the
achievements of the Pentagram category can be expressed in a way that is more correct,
simpler, and more efficacious. The “Great staff ” of 13 lines of the Hexagram comprises
the “Great staff ” of 11 lines of the Pentagram, it is also a combination of and a reciprocal
complement to the system of reading the notes on the three lower lines of the “Treble
staff” and the three upper lines of the “Bass staff ”. Thus the relations and reciprocal
transformations between the two systems turn out to be very natural and harmonious, they
can for a certain period be used together without any problem, and the transition from one
system to the other can be accomplished gradually.

Only by means of actual application and comparison can the possibilities of reform be
realized.

C. The artistic form of Pentagram notation has by now entered our hearts. It is perfect and
harmonious and represents a gem produced by musical culture. This is an aspect that the
reform must respect and defend.

Hexagram notation preserves and fully develops the artistic form of Pentagram
notation. It cannot induce in musicians any sensation of extraneousness or any attitude of
contrast. The reform does not violate the intellectual and emotional habits of anyone. It is,
on the contrary, an innovation that can be easily adopted.

68



INDEX

PRESENTATION, by Franco Mannino
PREFACE, by Zhao Feng
AUTHOR’S PREFACE
INTRODUCTION

THE FORMAL STRUCTURE AND THEORETICAL FOUNDATIONS
OF HEXAGRAM NOTATION

THE HEXAGRAM NOTATION STAFF SYSTEM AND RULES

FOR ITS APPLICATION

The “Great staff ” of 13 lines of the Hexagram

The “Complete staff ” of the Hexagram

The relationship between the “Great staff ” and the “Complete staff ”of the Hexagram
The “Middle staff ” (“Alto staff ” and “Tenor staff ”) of the Hexagram

The “Transitional staff ” of the Hexagram

The “Inferential staff ” of the Hexagram

The “Demonstrative staff ” of the Hexagram

The notation of the 24-tone equal-temperament system

The new order of Hexagram notation and rules applied in the full score
The Tonic Do/La solfeggio (relative solfeggio) notation and the applicative
modality of the generalization on the Hexagram

SCCIETMUO®P

THE FUNCTION AND MEANING OF HEXAGRAM NOTATION
CONCLUSION

APPENDIX (1)
Synopsis of the diagram of musical instruments and human voices, with the notation in
the respective keys and with real sounds, referring to the frequencies on the Hexagram

APPENDIX (2)
System of the keys-signature in Hexagram notation

APPENDIX (3)
Unified “Complete staff” of 27 gradual lines

Example 1.

FOR PIANO

(With the unified “Complete staff” of 27 gradual lines of the Hexagram notations)
CONCERTO N°1 IN BP minor Op.23, by Peter Tschaikovsky

Example 2.

FOR PIANO

(With the “Great staff” of 13 lines of the Hexagram notation)
PAGE FROM ALBUM: “For Elise”, by Ludwig van Beethoven

11

13
13
15
18
19
20
21
22
23
25

26

31

33

37

47

49

51

53



Example 3.

FOR VOICE WITH PIANO ACCOMPANIMENT

(The part of voice with the Tonic Do/La solfeggio notation on the Hexagram)
’O Sole Mio (Neapolitan song)

Example 4.

FOR CHORUS

(With the Tonic Do/La solfeggio notation on the Hexagram)
Frére Jacques (Brother John/Bruder Jakob / Fader Jakob...)

RESEARCH MATERIALS AND SOME CONSIDERATIONS
General observations on proposals of music notation reform

How to evaluate the need for Pentagram notation reform

How to evaluate the possibilities of Pentagram notation reform

56

59

61
61
67
68



FURTHER INTRODUCTION AND CONSIDERATIONS
Wu Dao-Gong*

Hexagram notation is the outcome of the rational evolution and comprehensive development of
Pentagram notation. It is a system with applications of multiple functionality and adaptable versatility,
composed of twenty illustrations of notation and two theoretical frameworks of special application,
together with instructions for the generalization of the “Tonic Do/La solfeggio notation”. Being a system
made up of the unity of opposites, its application has just one single rule and one logical formula, which
can be unfolded from the microcosm to the macrocosm, from the interior towards the exterior, always
beginning again in an endless cycle, capable of infinite variations without detaching from its principle.

Hexagram notation has fully inherited the theoretical and artistic achievements of Pentagram notation, of
which it thoroughly respects the traditional knowledge and preserves the applicatory uses. Its practical
aspects are: to derive the logic of the music theoretical development; to unify and simplify the system of
writing and reading of the notes; to expande and complete the range of notation; to reduce or eliminate
the use of ledger lines; to determine the “Middle-c clef” (the “Alto clef” and “Tenor clef”); to correct the
notation of inversion and of modification; to resolve and allow the overcoming of the contradictions and
erroneous impressions concerning the relation between vertical and horizontal elements of the score, as
also between reading and listening, to achieve a reciprocal unification based upon formal and
mathematical logic; to simplify the page of the score, moreover the notation proves to be greatly
rationalized and standardized, more practical to use, and of greater efficacy and precision. Hexagram
notation, given the direct and efficient means and method, lends itself also to an use of generalization and
computerization. The creation of the notation of registers beyond practicable use, and the particular
categories of imaginative frequency, open a vast prospect for scientific use and a modernization of
musical technique. Hexagram notation possesses the function and meaning of the heredity of the past
together with the inspiration of the future and also of the avant-garde.

Some reflections and considerations elicited by the Hexagram notation:

A. The history of the evolution of human civilization and the course of development of human
knowledge do not allow for any arbitrary human interruption. Thus if one seeks to completely overcome
the past, it is necessary to fully retrieve its heredity. In academic research one cannot invent anything
new, extraordinary, or unique that is without precedents that premise its future, much less can one invent
something from nothing or elaborate conclusions that are without foundation. Hexagram notation
rigorously respects these principles.

B. The truth is simple and natural. The search for truth requires an honest and straightforward attitude,
even at the risk of not obtaining any precise and perfect result, it is preferable to present oneself as hypo
rather than hyper, simple rather than complicated. Otherwise too much is too much and one strays further
from the truth. Hexagram notation always refers back to the above reasoning.

C. “Each thing concurs in the good of every other”. All things interact among themselves and influence
each other. Cognitive developments are even more communicative among themselves. The integration
and reciprocal complement between Western and Eastern cultures, can find new inspiration and
stimulation in the search for a common civilization and a collective progress. Hexagram notation is the
result of the integration and reciprocal complement of these two different cultures.

D. All existing things come about as a unity of opposites, this is the law of nature, from which nothing,
from the atom to the cosmos, is excluded. Things are interdependent upon each other, but they also
change. Hexagram notation presents itself as a complete formality, from the microcosm to the
macrocosm, from the interior towards the exterior, from its integrity to the parts of a structure composed
of the unity of opposites. This structure proves to be a unit divided in two, but also a group of two.



E. Music is an art, but also a science and a philosophy, for which music is a resonance of physical,
mathematical, and philosophical theories; it is a tuning of time and space, as also of the body and soul.
Music must therefore be sentimental and rational, or it will lack vitality. Hexagram notation is a
completely rationalized applicative system.

F. The evolution of modern civilization has demonstrated the following rules: the more advanced the
theory, the more concise the concept; the more developed the science, the simpler the operation.
Hexagram notation corresponds to these requisites.

G. Evolution/degeneration and metabolism are inevitable laws of nature. The evolution of human society
is like a ship going upstream, it goes backward if it doesn’t go forward. When people languish in self-
satisfaction and laziness, then regression and degeneration begin without their realizing it, whereas the
hope of humanity lies in proceeding constantly with the search towards evolution. The appearance of
Hexagram notation aspires to be a valid contribution to the universal development of the world’s musical
culture.

Wu Dao-Gong
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*Author Wu Dao-Gong: Professor of violin and traditional Chinese violin, as well as composer, he graduated from the
Anhui Academy of Arts and subsequently performed there as a concert artist. Since 1983 he has lived in Rome, where he
has pursued advanced and specialized studies with the eminent violinist Maestro Arrigo Pelliccia of the National Academy
of «Santa Cecilia», and conducted extensive research on the ideographic aspect of music notation. The achievement of the
innovative model is the result of a felicitous encounter between elements of tradition and rationality typical of Western
musical culture, and several themes that originate in Chinese culture and act as a catalyst, while respecting the basic
framework of universally widespread music notation.

The definitive text of the Treatise on the Hexagram is an enlarged and updated version of the first edition published in 1990,
and the outcome of re-examination and research performed over a period of twelve years. The Hexagram system is a
practicable one that is independent of any tendency and particular school. It can both fulfill the evolutional demands of
contemporary and avant-garde music, and satisfy the need for the dissemination, promotion, and development of classical
and traditional music. It adopts a methodology that modifies the formal and mathematical logic, but does not change the way
of reading and writing the notes. Having thus found a keystone — a logical formula and a unified rule that is simple,
versatile, and multifunctional — it does not involve innovating again from the beginning, but concerns instead only a
conceptual conquest and a process of transformation. Once musicians have understood the basic concepts of the Hexagram
system, they can all master it immediately and be ready to soar again in flight from the ground of the Pentagram theory. This
system is not only in effective accordance with professional application, but it also provides an efficient applicative modality
for the popularization of singing activities and a simple method of musical education in primary and secondary schools. In
fact, the appearance of Hexagram notation is neither the result of a momentary fashion nor the sign of an ephemeral trend,
but rather a painless birth and peaceful revolution.





