
Unicode request for miscellaneous musical symbols

Gavin Jared Bala, gavinjared, gmail.com
Kirk Miller, kirkmiller, gmail.com 2025 January 3

This request is for various musical symbols, mostly ones that fill out incomplete sets in the
Musical Symbols block.

Thanks to the International Music Score Library Project (https://imslp.org) for facilitating 
access to public-domain music scores.

Characters
The proposed characters, along with their PUA points in the Standard Music Font Layout
(SMuFL) specification, are:

Barline
 U+1D262 MUSICAL SYMBOL HEAVY DOUBLE BARLINE [SMuFL E035]. Figs. 1–3.

System divider
 U+1D263 MUSICAL SYMBOL SYSTEM DIVIDER [SMuFL E007] Figs. 4–6.

Niente dynamics
 U+1D264 MUSICAL SYMBOL NIENTE [SMuFL E526] Figs. 7–9, 12–14.

 U+1D265 MUSICAL SYMBOL CRESCENDO WITH RING. [SMuFL E541+E53E] Figs. 9–10.
 U+1D266 MUSICAL SYMBOL DECRESCENDO WITH RING. [SMuFL E53F+E541] Figs. 9–11, 13.

(SMuFL decomposes these two characters.)

Noteheads
 U+1D267 MUSICAL SYMBOL DIAMOND NOTEHEAD WHOLE [SMuFL E0D8] Fig. 17.
 U+1D268 MUSICAL SYMBOL DIAMOND NOTEHEAD WHITE [SMuFL E0D9] Figs. 15–20.
 U+1D269 MUSICAL SYMBOL DIAMOND NOTEHEAD BLACK [SMuFL E0DB] Figs. 16–17.
 U+1D26A MUSICAL SYMBOL DIAMOND NOTEHEAD HALF-FILLED [SMuFL E0E3] Fig. 20.
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Holds and pauses
 U+1D26B MUSICAL SYMBOL TRIANGULAR FERMATA [SMuFL E4C4] Figs. 21–24, 26–27.
 U+1D26C MUSICAL SYMBOL DOUBLE TRIANGULAR FERMATA [SMuFL E4C2] Figs. 22–23.
 U+1D26D MUSICAL SYMBOL SQUARE FERMATA [SMuFL E4C6] Figs. 21–28, 31.
 U+1D26E MUSICAL SYMBOL DOUBLE SQUARE FERMATA [SMuFL E4C8] Figs. 22–24.
 U+1D26F MUSICAL SYMBOL HENZE LONG FERMATA [SMuFL E4CA] Figs. 22–23.
 U+1D270 MUSICAL SYMBOL HENZE SHORT FERMATA [SMuFL E4CC] Figs. 22–23.
 U+1D271 MUSICAL SYMBOL CURLEW [SMuFL E4D6] Figs. 22, 29–30.
 U+1D272 MUSICAL SYMBOL SALZEDO BREATH MARK [SMuFL E4D5]  Figs. 31–32.

Organ pedal markings
 U+1D273 MUSICAL SYMBOL ORGAN PEDAL HEEL [SMuFL E661] Figs. 33–35.
 U+1D274 MUSICAL SYMBOL ORGAN PEDAL TOE [SMuFL E665] Figs. 33–35.

Clefs
 U+1D275 MUSICAL SYMBOL G CLEF OPTIONALLY OTTAVA BASSA [SMuFL E057] Figs. 36–37, 44.

 U+1D276 MUSICAL SYMBOL DOUBLE G CLEF [SMuFL E055] Figs. 36–37.

 U+1D277 MUSICAL SYMBOL G CLEF OTTAVA BASSA WITH C CLEF [SMuFL E056] Figs. 38–39.

 U+1D278 MUSICAL SYMBOL C CLEF OTTAVA BASSA [SMuFL E05D] Figs. 36, 45–46.

 U+1D279 MUSICAL SYMBOL G CLEF QUINDICESIMA ALTA [SMuFL E054] Figs. 36–37, 40–43.

 U+1D27A MUSICAL SYMBOL G CLEF QUINDICESIMA BASSA [SMuFL E051] Figs. 37, 50.

 U+1D27B MUSICAL SYMBOL F CLEF QUINDICESIMA ALTA [SMuFL E066] Figs. 37, 49.

 U+1D27C MUSICAL SYMBOL F CLEF QUINDICESIMA BASSA [SMuFL E063] Figs. 36–37, 47-48.

 U+1D27D MUSICAL SYMBOL C CLEF QUINDICESIMA BASSA [not in SMuFL] Figs. 47–48.

 U+1D27E MUSICAL SYMBOL TABLATURE CLEF [SMuFL E06D] Figs. 36–37, 51–53.

Arpeggio

 U+1D27F MUSICAL SYMBOL ARPEGGIATO UP WITH ARROW [SMuFL E634] Figs. 54–55.
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Properties
1D262;MUSICAL SYMBOL HEAVY DOUBLE BARLINE;So;0;L;;;;;N;;;;;
1D263;MUSICAL SYMBOL SYSTEM DIVIDER;So;0;L;;;;;N;;;;;
1D264;MUSICAL SYMBOL NIENTE;So;0;L;;;;;N;;;;;
1D265;MUSICAL SYMBOL CRESCENDO WITH RING;So;0;L;;;;;N;;;;;
1D266;MUSICAL SYMBOL DECRESCENDO WITH RING;So;0;L;;;;;N;;;;;
1D267;MUSICAL SYMBOL DIAMOND NOTEHEAD WHOLE;So;0;L;;;;;N;;;;;
1D268;MUSICAL SYMBOL DIAMOND NOTEHEAD WHITE;So;0;L;;;;;N;;;;;
1D269;MUSICAL SYMBOL DIAMOND NOTEHEAD BLACK;So;0;L;;;;;N;;;;;

1D26A;MUSICAL SYMBOL DIAMOND NOTEHEAD HALF FILLED;So;0;L;;;;;N;;;;;
1D26B;MUSICAL SYMBOL TRIANGULAR FERMATA;So;0;L;;;;;N;;;;;
1D26C;MUSICAL SYMBOL DOUBLE TRIANGULAR FERMATA;So;0;L;;;;;N;;;;;
1D26D;MUSICAL SYMBOL SQUARE FERMATA;So;0;L;;;;;N;;;;;
1D26E;MUSICAL SYMBOL DOUBLE SQUARE FERMATA;So;0;L;;;;;N;;;;;
1D26F;MUSICAL SYMBOL HENZE LONG FERMATA;So;0;L;;;;;N;;;;;
1D270;MUSICAL SYMBOL HENZE SHORT FERMATA;So;0;L;;;;;N;;;;;
1D271;MUSICAL SYMBOL CURLEW;So;0;L;;;;;N;;;;;
1D272;MUSICAL SYMBOL SALZEDO BREATH MARK;So;0;L;;;;;N;;;;;
1D273;MUSICAL SYMBOL ORGAN PEDAL HEEL;So;0;L;;;;;N;;;;;
1D274;MUSICAL SYMBOL ORGAN PEDAL TOE;So;0;L;;;;;N;;;;;
1D275;MUSICAL SYMBOL G CLEF OPTIONALLY OTTAVA BASSA;So;0;L;;;;;N;;;;;
1D276;MUSICAL SYMBOL DOUBLE G CLEF;So;0;L;;;;;N;;;;;
1D277;MUSICAL SYMBOL G CLEF OTTAVA BASSA WITH C CLEF;So;0;L;;;;;N;;;;;
1D278;MUSICAL SYMBOL C CLEF OTTAVA BASSA;So;0;L;;;;;N;;;;;
1D279;MUSICAL SYMBOL G CLEF QUINDICESIMA ALTA;So;0;L;;;;;N;;;;;
1D27A;MUSICAL SYMBOL G CLEF QUINDICESIMA BASSA;So;0;L;;;;;N;;;;;
1D27B;MUSICAL SYMBOL F CLEF QUINDICESIMA ALTA;So;0;L;;;;;N;;;;;
1D27C;MUSICAL SYMBOL F CLEF QUINDICESIMA BASSA;So;0;L;;;;;N;;;;;
1D27D;MUSICAL SYMBOL C CLEF QUINDICESIMA BASSA;So;0;L;;;;;N;;;;;
1D27E;MUSICAL SYMBOL TABLATURE CLEF;So;0;L;;;;;N;;;;;
1D27F;MUSICAL SYMBOL ARPEGGIATO UP WITH ARROW;So;0;L;;;;;N;;;;;
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Chart
1D250 Musical Symbols Supplement 1D28F

1D25 1D26 1D27 1D28

0 ◌𝉐 𝉠 
1 ◌𝉑 𝉡 
2 ◌𝉒  
3 𝉓  
4 𝉔  
5 𝉕  
6 𝉖  
7 𝉗  
8 𝉘  
9 𝉙  
A 𝉚  
B ◌𝉛  
C ◌𝉜  
D 𝉝  
E 𝉞  
F ◌𝉟  

4



Double heavy barline
This extends the set of bars  (U+1D100–1D105).

In  standard musical  notation,  there  are  two common kinds  of  double  barline.  A  normal
double  barline  (two thin  bars,  U+1D101)  tends  to  indicate  a  section break,  or  perhaps  a
change in time signature or key signature, whereas a final double barline (a thin and a heavy
bar, U+1D102) is usually used for the end of a musical work.

However,  sometimes  multiple  levels  of  section  breaks  are  desired,  or  alternatively,  the
breaks between movements are not  considered to be final. In such cases the final double
barline is often used for a higher-level section break than the normal one, and the end of the
piece is denoted by a double heavy barline.

System divider
This symbol is used, especially in orchestral scores, to clarify the division between different
systems of music. Depending on how many instruments are playing, the vertical space taken
up by a system can be very variable, and so such a clarification is useful.

This  symbol should not be confused with the similar-looking two-slash fingered tremolo
(U+1D16B), which must go between two notes; or the caesura (U+1D113), which has a steeper
angle. SMuFL provides long (U+E008) and extra-long (U+E009) variants of the system divider,
but these are conceptually the same symbol.

Niente dynamics
This extends the dynamics  (U+1D18F–1D191).

The letter n, often typeset in the same style as p (piano), m (mezzo) and f (forte), is sometimes
used to stand for Italian niente “nothing.” Such a dynamic makes sense as the endpoint of a 
change in volume. Sources vary on whether the n should be followed by a full stop; Dorico, 
SMuFL, and MuseScore all have it without.

As alternative notation for the same concept, a small circle or zero is sometimes used. It 
connects to the endpoint of a crescendo (U+1D192) or decrescendo (U+1D193). SMuFL handles
these with a separate circle character (U+E541), but we have been advised in discussion to 
treat them as separate precomposed hairpin-with-ring characters.
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Diamond noteheads
This extends the noteheads  (U+1D143–1D15B).

These are used for many purposes, such as to represent string harmonics or silently 
depressing keys in piano music. Both white and black diamond noteheads are encountered, 
as well as noteheads that are half white and half black. See Gould (2011: 11) for a discussion, 
reproduced as Fig. 15.

These should not be unified with the mensural noteheads U+1D1B9 and U+1D1BA, which are 
also diamond-shaped. Diamond noteheads in standard musical notation are drawn with the 
stem attached to the notehead’s side, whereas mensural notes are drawn with the stem 
jutting from the midpoint.

Additional holds and pauses
This extends the holds and pauses  (U+1D110–1D113).

Non-standard shapes for fermatas have been used by twentieth-century and later composers
in order to give increased specification on their lengths. The most common such shapes are
square and triangular fermatas, respectively for a longer or a shorter pause than normal.
The square and triangle can be doubled to indicate very long or very short pauses.

The German composer Hans Werner Henze (1916–2012) used distinct shapes for the short
and long fermatas. Since Dorico and MuseScore support both the square/triangular shapes
and Henze’s shapes, we propose both.

Older references sometimes give different meanings for the fermatas, so we propose to name
the characters for their shapes.

Unicode and SMuFL support both up- and down-pointing versions of the standard round
fermata. However, the symbol is the same either way: it simply flips over when under rather
than over a note (or barline,  breath mark, etc.). The same situation holds for the  marcato
sign, and indeed for flags attached to 8th notes and shorter, and in these cases Unicode does
not encode separate up- and down-pointing characters.  Consequently we do not request
separate up- and down-pointing variants of these additional fermata.

A similar fermata-like symbol, the  curlew, is used in the works of Benjamin Britten (1913–
1976), who invented it. It indicates that a performer should wait until the next bar-line has
been reached (Gould 2011: 612). There is also a fermata-like pause symbol by Carlos Salzedo
(1885–1961), in which a comma replaces the usual dot.
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Organ pedal markings
These traditional markings are used for organ music, to clarify which notes played on the 
pedalboard should be played with the heel or the toe. Gould includes a variant circle shape 
for the heel, and the option to invert the toe symbol; but Stone does not mention this, and 
even Gould only illustrates the traditional form.

Further clefs
This extends the clefs  (U+1D11E–1D126).

The double bass and contrabassoon switch from bass to tenor clef in their higher registers. 
When the convention of writing at pitch with an octave clef is used, this necessitates a C-clef 
with 8 below. We have however been unable to find a C-clef with 8 above.

Double-octave modifiers, using “15” rather than “8”, are found on both sides for the G and F 
clefs. The most common of the four is the G clef with 15 above, for glockenspiel, crotales, and
garklein recorder. The others do not have similarly standard uses, but they do occasionally 
occur, and are such obvious extensions that Sibelius and MuseScore support them anyway. 
For the C-clef, we have found the use of 15 below for the subcontrabassoon, though this is 
not in SMuFL.

There is also a treble clef with the 8 in parentheses, which is occasionally used to indicate 
that a vocal part may be sung either at pitch or an octave lower (e.g. by soprano or tenor 
respectively). We also propose an old notation for the treble clef with 8 below, which is to 
overlay the hooks of a C clef on the right of the treble clef. A second old notation, a doubled 
treble clef, is supported by Sibelius and MuseScore. This is due to Otto Goldschmidt in the 
“Bach Choir Magazine,” though even in 1905 John E. Borland noted that his example had 
“not been much followed” (Borland 1905).

We also propose the tablature clef, which is used for parts written in tablature. It is the 
letters “TAB” stacked vertically, and may be sized differently depending on how many lines 
the staff has (e.g. four for bass guitar, and six for guitar).

Arpeggiato
In some scores the arpeggiato up symbol is marked with an explicit up-arrow. Since this can 
be contrastive with the unmarked arpeggiato (e.g. in cases where there might be some doubt 
because of a preceding arpeggiato down), we propose it as a separate character.
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There is also a symbol indicating that a chord should not be arpeggiated, illustrated in Figs. 
57–58, but it can be encoded with the ASCII bracket ⟨ [ ⟩ or the mathematical half brackets.

References
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Figures

Heavy double barline

Fig. 1. Franz Schubert, Octet, D 803 (Op. 166). Completed 1 March 1824, pub. Breitkopf and
Härtel,  Leipzig,  1889  (ed.  Eusebius  Mandyczewski).  The  ends  of  the  fifth  and  sixth
movements. The fifth movement ends with a normal final barline, since it does not end the
piece; but the sixth and final movement ends with a heavy final barline.
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Fig.  2. Ludwig  van  Beethoven,  Septet,  Op.  20.  Composed  1799–1800,  pub.  Breitkopf  and
Härtel, Leipzig, n.d. [1862–1890], and reprinted by Dover Publications, Mineola, 1999. A final
double barline used as a section break (top excerpt, between two variations), and a heavy
double barline used to end the piece.
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Fig.  3. Charles-Valentin  Alkan,  Concerto  for  Solo  Piano,  3rd  movement  (Op.  39  No.  10).
Richault,  Paris,  1857,  reprinted  by  Dover  Publications,  Mineola,  1995  (ed.  Marc-André
Hamelin). The complete first page (showing two levels of section breaks marked by normal
and final double barline respectively), and then the ending (with a heavy double barline).

System dividers

Fig. 4. Gould (2011: 29). System divider.

12



Fig. 5. Pyotr Ilyich Tchaikovsky, Symphony No. 6 (Op. 74). P. Jurgenson, Moscow (ca. 1901).
Reprinted by Muzgiz, Moscow (ca. 1930).
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Fig. 6.  Wolfgang Amadeus Mozart,  Sinfonia Concertante, KV 364. R. Gerber (ed.), Eulenberg,
Leipzig (1935).
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Niente dynamics

Fig. 7. Jack Laidlaw, This Isn’t Natural for clarinet trio (pub. 2020). Niente dynamics marked 
with script n. escholarship.org/content/qt58z7m89n/qt58z7m89n.pdf.

Fig. 8. Discussion of different variants of the niente letter marking, by user “Walter” on 
Music Stack Exchange (music.stackexchange.com/questions/95452/correct-abbreviation-
for-niente).
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Fig. 9. Discussion of the two standard variants of marking niente, by user “shakily3734” on 
Music Stack Exchange (music.stackexchange.com/questions/135126/is-there-a-way-to-put-
a-niente-into-sibelius).

Fig. 10. Discussion of niente from Gould (2011: 108), clarifying that the circle should be 
attached to the hairpin.
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Fig. 11. Examples of the decrescendo with ring, by user “bekkodavis” from Music Stack 
Exchange (music.stackexchange.com/questions/127053/meaning-of-the-small-circle-at-the-
end-of-the-decrescendo/127088).

Fig. 12. A variant of the niente with following full stop, from Tim Davies’ blog 
(timusic.net/debreved/parlare-del-niente/).
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Fig. 13. Discussion of niente notation, from the Dorico SE Help 
(steinberg.help/r/dorico-se/4.3/en/dorico/topics/notation_reference/
notation_reference_dynamics/notation_reference_dynamics_niente_hairpins_c.html).

Fig. 14. Niente with full stop, from Stone (p. 18).
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Diamond-shaped noteheads

Fig. 15. Gould (2011: 11). A discussion of diamond noteheads.
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Fig.  16. Arnold  Schoenberg,  Pierrot  lunaire (No.  3  “Der  Dandy”),  Op.  21.  Composed  1912.
Universal Edition, Vienna, 1914, reprinted by Dover Publications, Mineola, 1994. Diamond
noteheads used for silently depressing keys on the piano. Note that the noteheads are black
or white depending on the duration of the note: black for the quarter note, and white for the
whole notes.
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Fig.  17. The same Schoenberg excerpt,  discussed by Gould (2011:  338).  Note that  here a
separate diamond notehead style is used to distinguish whole notes from half notes.

Fig. 18. Niccolò Paganini, Variations on ‘I palpiti,’ Op. 13. Composed by 1828. Editio Musica
Budapest, Budapest, 1968 (ed. Tibor Ney). Diamond noteheads used for violin harmonics. In
this usage, the duration of the notes is not followed; only white noteheads are used.
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Fig.  19. Francis  Poulenc,  Sinfonietta,  FP  141.  Composed 1947–1948.  J.  &  W.  Chester,  Ltd.,
London, 1951. Undifferentiated white diamond noteheads for violin harmonics.

Fig.  20. Gould  (2011:  424).  Half-filled  diamond  noteheads  for  half-stopped  harmonics,
contrasting with the usual white diamond.
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Fermatas

Fig. 21. Gardner Read, Music Notation: A Manual of Modern Practice (2nd ed., Taplinger 
Publishing Company, 1979):  p. 108. In this earlier resource, the square and round fermatas 
are swapped compared to modern usage. Note also how the fermatas can be placed over a 
breath mark or caesura.
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Fig. 22. Types of fermatas, including Britten’s curlew. From the Dorico notation reference.
steinberg.help/r/dorico-se/4.3/en/dorico/topics/notation_reference/
notation_reference_holds_pauses/notation_reference_holds_pauses_types_fermatas_r.html  .  
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Fig. 23. The articulations in a palette from the MuseScore scorewriter. Both Henze’s and the
square and triangular fermatas are included.

Fig. 24. Gould (2011: 188). Triangular, square, and doubled square fermatas.
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Fig. 25. Stone (1980), pp. 128–129. The square fermata.
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Fig. 26. Jack Laidlaw, This Isn’t Natural for clarinet trio (pub. 2020). Square and triangular 
fermatas. escholarship.org/content/qt58z7m89n/qt58z7m89n.pdf  .  

Fig. 27. José Luis Torá, wq. 132 à creux perdu for prepared and amplified tenor saxophone 
(2017). Square and triangular fermatas. wq.132-acc80-creux-perdu-josecc81-luis-toracc81-
2017-2.pdf  .  
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Fig. 28. Francis Poulenc, Sonata for Clarinet and Bassoon FP 32a (1922, revised 1945). J. & W. 
Chester, Ltd., London, dated 1919 but clearly from 1945 or later. Square fermatas used for très
court (very short) fermatas.
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Fig. 29. Benjamin Britten, Curlew River (Op. 71). Preface (p. ix), explaining the “curlew” sign
in  text.  Faber  and Faber,  London,  amended impression 2008  (perusal  score  consulted  at
fabermusic.com/music/curlew-river-1440/score).

Fig.  30. Gould  (2011:  612).  Discussion  of  the  curlew  sign,  with  an  example  taken  from
Benjamin Britten’s Third String Quartet.

Fig. 31. Carlos Salzedo (1921). L’Étude Moderne de la Harpe (Modern Study of the Harp), p. 25.
G. Schirmer, USA. Square fermata and Salzedo breath mark.
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Fig. 32. MuseScore palette for breaths and pauses, including the Salzedo breath mark.
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Organ pedal markings

Fig. 33. Gould (2011: 347–348).
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Fig. 34. Stone, p. 278.

Fig. 35. Johann Sebastian Bach, Organ Sonata No. 1 in E-flat major, BWV 525. Composed c.
1730. S. Bornemann, Paris, 1939 (edited and fingered by Marcel Dupré). The pedal part is
marked with the heel and toe signs.
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Further clefs

Fig. 36. The clefs available in Sibelius, from the Sibelius Reference (cont.)
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(cont.) resources.avid.com/SupportFiles/Sibelius/2020.1/Sibelius_Reference.pdf.
This shows the G clef 15ma, the C clef 8ba, the bassclef 15ba, the treble clef with optional 8ba,
and the double treble clef (an old notation for the treble clef 8ba).

Fig. 37. The clef palette in MuseScore. This shows the same clefs as in the Sibelius manual,
with the addition of a treble clef 15ba and a bass clef 15ma, and the removal of the C clef 8ba.
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Fig. 38. Giuseppe Verdi, La traviata (the “Brindisi,” “Libiamo ne’ lieti calici”). Ricordi, Milan,
n.d. [c. 1883]. Vocal score, piano reduction by Luigi Truzzi and Emanuele Muzio. Treble clef
with overlaid C-clef hooks for treble clef 8ba.
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Fig.  39. Vincenzo Bellini,  Norma (“Meco all’altar di Venere”). Ricordi, Milan, n.d. [c. 1920].
Vocal score, again showing the form of the treble clef 8ba.

Fig. 40. Gould (2011: 506). The treble clef 15ma, used by glockenspiel and crotales.
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Fig. 41. Gould(2011: 276–277) with the same recommendation and an example.

Fig.  42. Table  of  ranges  of  the  recorder  family  from  English  Wikipedia,
en.wikipedia.org/wiki/Recorder_(musical_instrument). The treble clef 15ma is used for the
garklein recorder.
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Fig.  43. Fingering  for  F7  on  the  garklein  recorder,  from  Richard  Bobo’s  YouTube  video
(youtube.com/watch?v=vw5Pz5Mp0-4). The same pitch is notated both in the usual treble
clef and in the treble clef 15ma.
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Fig. 44. Gavin Jared Bala, Reeds, Op. 11 No. 4 (composed 2023, pub. 2024 on IMSLP). Treble clef
with optional 8ba for the vocal part, to indicate that either soprano or tenor is acceptable.

Fig. 45. Gould (2011: 254). Tenor clef 8ba recommended as an alternative for the high range
of the contrabassoon.
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Fig. 46. Gould (2011: 393). The three 8ba clefs used for double bass. (As Gould notes on the
same page, explicitly writing out the 8 in this case helps to clarify the sounding pitch of
harmonics.)
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Fig. 47. Remark on the usage of 15ba clefs for the subcontrabassoon, with the F and C clefs
15ba pictured. subcontrabassoon.com/explorer.html  .  

Fig. 48. F and C clefs 15ba, in an arrangement of “Silent Night” for two subcontrabassoons.
From the channel of Richard Bobo (inventor of the subcontrabassoon), youtube.com/watch?
v=9innP474tko  .  
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Fig.  49.  G  clef  8va  with  F  clef  15ma.  From  Reddit  sub  r/pianolearning  (asked  by  user
“Stellar_Para11ax”),
reddit.com/r/pianolearning/comments/khab64/sorry_im_new_to_the_piano_what_does_the
_number_on/  .  

Fig.  50. G  clef  15ba,  from  a  Music  Stack  Exchange  answer  by  user  “leftaroundabout.”
music.stackexchange.com/a/64774  .  
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Fig.  51. Francis  Cutting,  Pavan.  Arranged  for  guitar  and  published  by  Meg  Noah,  2024.
Tablature clef (TAB).

Fig. 52. 真夜中のドア/ Stay With Me. Score for guitar solo in both standard notation and
tablature. From Miyawaki Toshiro’s channel, youtube.com/watch?v=MSdhkOZaRLw  .  

Fig. 53. CCR - Have You Ever Seen the Rain. Bass guitar standard notation with tablature,
from the Yellow Tabs channel. youtube.com/watch?v=GkhZfHU5_fM  .  
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Arpeggiato signs

Fig. 54. Gould (2011: 131).
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Fig. 55. Carlos Salzedo (1921) L’Étude Moderne de la Harpe (Modern Study of the Harp), p. 9. G. 
Schirmer, USA.

Fig. 56. Gould (2011: 132). The non-arpeggiato bracket, at far right. Illustrated for reference; 
not currently proposed for Unicode. See also the preceding figure.
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