HELLO!/!

THIS FILE IS A COLLECTION OF INCIVIPLAL SHEETS
COVERING A BUNCH OF LESSONS ON MUSIC THEORY.

IT'S NOT A BOOK --- YET. IT MIGHT BE SOMEDAY!
BUT AS OF RIGHT NOw, IT'S INCOMPLETE.

THE TRUTH 1S, THEY WEREN'T INTENPED 1O
BE A SINGLE VOLLUME WHEN I STARTED MAKING THEM...
THEY WERE 3JUST REVIEW SHEETS FOR MY OWN
THEORY STLUPENTS-

BUT THE MORE I MALPE,
THE MORE I REALIZED
THEY COULD BE COLLECTED
INTO A TEXTBOOK OF SORTS.---
EVENTUALLY!

I STILL HAVE A LOT OF WORK TO PO,
BUT I'VE COLLECTED THE ONES I'VE MADE
SO FAR INTO A SINGLE POCLUMENT TO
MAKE IT EASIER FOR THE FOLKS
WHO WANTED THEM ALL... BUT DIDN/T WANT
TO DOWNLOAD EVERY FILE INDIVIDUALLY!

SO UNDERSTAND IT'S A WORK IN
PROGRKESS... THE PROGRESS 1S SLOW
SOMETIMES, BECAUSE I TEACH MUSIC THEORY
AND ALRAL SKILLS DURING THE DAY AT THE
HUNIVERSITY OF PAYTON N PAYTON, OHIO;, SO IF YOUNVE BEEN SENT THIS FILE
AND THEN HEAD HOME TO SPEND TIME WITH BY SOMEONE, KNOW THAT THERE
MY WIFE AND SIX KIDS! MIGHT BE A NEWER VERSION -
OR MOKE FAGES -
AT TOBYRULUSH-COM.

BUT IF YOU LIKE THIS,
OR FIND IT USEFLL,
GREAT! FEEL FREE TO
SHARE \T, COPY |T, AND LSE IT.

NOW LET'S
LEARN SOME

JUST DON'T SELL 1T, CHANGE T, MUSIC THEORY!

OR TELL OTHERS YOU MAPLPE IT!*

@00

*FOR MORE INFO, SEE HTTP:=//CREATIVECOMMONS - ORG/LICENSES/BY-NC-NC/4.O/




MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RUSH

| ||
= MUSIC NOTATION 1S THE ART OF
- RECORPDING MUSIC IN WRITTEN FORM.
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MOPERN MUSIC NOTATION IS A PRODLUCT
OF CENTLIRIES OF TRANSFORMATION...
AND IT 1S NEITHER EFFICIENT NOR INTUITIVE!

FPITCH s THE HIGHNESS OR T
LOWNESS OF A SOLIND. 7

FOR EXAMPLE, A FLUTE HAS T
A HIGH PITCH, WHILE A THEBA .
HAS A LOW PITCH.-

PITCH

ANOTE IS A
WRITTEN REPRESENTATION
OF A PARTICULAR PITCH.-

NOTATION 1S BASED ON THE PIANO KEYBOARL;
LINES AND SPACES ON THE STAFF REPRESENT
THE WHITE NOTES ON THE KEYBOARD.

*

TO DISPLAY NOTES 9
OLUTSIPE THE "’Ln
STAFF, WE USE ANIV .
SHORTENED e) o = P=Y
STAFF LINES ]
CALLED TREBLE CLEF
LEPGER LINES. ALTO CLEF

THE CLEF DETERMINES WHAT NOTES EACH STAFF
LINE CORRESPONDS TO. THE FOLIR MOPERN
CLEFS ARE SHOWN HERE; THE NOTE DISPLAYED
ON EACH STAFF CORRESPONDS TO MIPPLE C-

TO NOTATE THE " THE POUBLE SHAKF RAISES THE
BLACK NOTES NOTE BY TWO HALF STEPS.

ON THE PIANO
KEYBOARD, WE UISE
ACCIPENTALS,
WHICH ALTER THE
NOTE BY ONE OR
TWO HALF STEPS.

A HALF STEFP IS
THE DISTANCE
BETWEEN TWO

A" N = o =

ACIACENT KEYS THE FLAT LOWERS THE
ON THE PIANO NOTE BY ONE HALF STEP.
KEYBOARD:
REGARDLESS

THE KEYS ARE.

OF WHAT COLOR I)b THE POLBLE FLAT LOWERS

THE SHAKFP RAISES THE
NOTE BY ONE HALF STEP.

THE NATLKAL CANCELS OUT
ANY PREVIOUS ACCIDENTAL .

)’4~/

THE SYSTEM OF MUSICAL NOTATION
WE USE IS ESSENTIALLY A STYLIZEDP
GRAPH OF PITCH VERSUS TIME.

[ fan)
NV

[y

THE FIVE LINES ON WHICH NOTES
APPEAR IS CALLED A STAFF.

PITCH —»

TIME ———

Ll

THE WHITE NOTES ON THE KEYBOARD
ARE LABELED WITH LETTERS FROM 4 TO &.

)
A —_—_——- ©
[y qi:
.4
TENOR CLEF

BAss CLEF

MIPPLE C 16 THE € THAT IS CLOSEST TO
THE MIPPLE OF THE PIANO KEYBOARD.

THESE SYMBOLS ARE PLACED TO
THE LEFT OF THE NOTE THAT THEY
AFFECT, AND THEY APPLY TO ALL THE

NOTES ON THAT LINE OR SPACE

FOR THE REST OF THE MEASLURE-

f |
P’ A f L |
7 5 = -] 1
(N~ o ) DD
ANIV4 T J

-~
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TWO NOTES WHICH HAVE THE SAME

THE NOTE BY TWO HALF STEPS. PITCH (FOR EXAMPLE, F SHARP AND

&G FLAT) ARE CALLED ENHARMONICS -
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MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RUSH

B - WHILE PITCH 'S PRETTY CLEARLY NOTATED ON A
VERTICAL AXIS, NOTE LENGTH 1S INDICATED LSING A
- SOMEWHAT ARCANE SYSTEM INVOLVING

NOTEHEADS, STEMS ANDP FLAGS.-

i
= & 1w =
8 W = iy b 9 0 «
W (= 1 0 = 0 £ z QZ
A 0 ‘6 z 9] z [0 T x X
Q z Z W z s 6 & D%
e |H| w O s T (= (0] o Zg
= Y w — ©= Z Q 3 3 Y
m 0 I b P m 0 Q o
1 I I % 9 > \ + b~
) 2 3 i X = P r 4
3 1\ X X O
8 & ® g
IN THIS CHART, EACH SLICCESSIVE TYPE OF NOTE 1S HALF AS LONG NOTE LENGTHS IN A PIECE
AS THE NOTE TO ITS LEFT. NONE OF THESE NOTES HAS A STANPARD | | ARE INDICATED BY THE TEMPO
LENGTH7 A HALF NOTE IN ONE PIECE MAY BE THE SAME LENGTH AS MARKING AT THE BEGINNING
AN EIGHTH NOTE IN A DIFFERENT PIECE. OF A PIECE OR SECTION.
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A REST S A PERIOD OF LUSUALLY RESTS ARE
SILENCE THAT A LENGTH i ——— —— :7 :{‘7 :7 PLACED ON THE STAFF AT A
WHICH CORRESPONDS TO A s PARTICLLAR VERTICAL
PARTICLLAR NOTE. Y POSITION AS SHOWN HERE.
THE AUGMENTATION POT 1S A DOT PLACED TO THE
RIGHT OF A NOTEHEAD. THOUGH SMALL, THIS DOT MULTIPLE DOTS CAN ALSO BE ADDED,
WIELDS SOME SERIOLIS POWER: |\T ADDS HALF EACH ONE ADDING HALF OF THE
OF THE ORIGINAL NOTE'S LENGTH! PREVIOUSLY ADDED VALLIE.
ACK!
GET IT OFF!
Jeded  Lededid Lededided
[ )
TIES ARE CLURVED MARKS WHICH CONNECT TO TIE MORE THAN TWO NOTES TOGETHER,
TWO NOTES TOGETHER TO CREATE DRAW TIES BETWEEN EACH NOTE; DO NOT
A SINGLE, EXTENDED SOLIND. LSE A SINGLE, EXTENDED TE.
P J)=l JJJ) JJJ.
A THUPLET 1S ANY NON-STANDARD DIVISION OF A MOST TUPLETS ARE SIMPLE DIVISIONS, LIKE
NOTE. THESE ARE LISUALLY WRITTEN AS A GROUP THE TRIPLETS TO THE LEFT. BUT ANYTHING IS
OF NOTES DELINEATED WITH A BRACKET AND POSSIBLE! CHOPIN, FOR EXAMPLE, WOLLD
A NUMBER SHOWING THE DIVISION BEING MADE. OFTEN GO TO TOWN WITH THESE THINGS.
by ftffEeeter:
3 FOR EXAMPLE, THESE AREN'T ot et HE
EXACTLY QUARTER NOTES; = WHA... GAH/!
J J J THEY ARE EACH A THIRD AS Ry i p ] CHOPIN, NO/
LONG AS A HALF NOTE. SER=E = POWN, BOY!
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MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RUSH

Notation: Meter

THERE ARE TWO TYPES OF BEAT UNITS: J
THOSE CONTAINING TWO LIVISIONS,
CALLED SIMPLE BEAT LNITS... D D

J
y

A FUNDAMENTAL FEATURE OF
MOST PIECES OF MUSIC IS A
CONSISTENT RHYTHMIC FULSE.

THIS PULSE IS CALLED THE BEAT,
AND A SINGLE PLILSE
IS CALLED A BEAT LINIT.

---AND THOSE CONTAINING
THREE PIVISIONS,
CALLED COMPOLIND BEAT LINITS.

IN MUSIC, BEATS ARE ORGANIZED INTO PATTERNS OF ACCENTELD AND LINACCENTELD BEAT LNITS.
IN FACT, IF YOU LISTEN TO A SEQLEENCE OF REPEATED NOTES, YOUR BRAIN WILL PROBABLY START TO
PERCEIVE THE NOTES AS GROUPS OF TWO, THREE, OR FOLIR, EVEN IF NO ACCENTS ARE PRESENT!

> > >

P & & & T & & & &

THE ORGANIZATION
OF BEAT UNITS
AND MEASURES IN
A PIECE IS CALLED
METER- METER IS
DESCRIBED BY TWO
NUMBERS PLACED
AT THE BEGINNING

THESE GROUPS ARE CALLED MEASLIRES, BARLINE MEASURE
AND THEY ARE DELINEATED WITH BARLINES.
SIMPLE TIME SIGNATLIRES ARE EASY.
THE TOP NLIMBER (@ @ @ ]

INDICATES THE NLMBER

A

OF BEATS IN A MEASLIRE.

THE BOTTOM NUMBER
INDICATES THE TYPE OF
NOTE WHICH SERVES AS

THE COPE FOR THE BOTTOM NOTE
IS PRETTY EASY: 4 REFERS TO
A QUARTER NOTE, 8 TO AN EIGHTH

OF THE PIECE:
THE TIME SIGNATURE -

THE BEAT LNIT.

NOTE, 16 TO A SIXTEENTH NOTE,

AND SO ON.

COMPOLIND TIME SIGNATLURES ARE KIND OF LYING TO YOLU.-

THE TOP NUMBER INDICATES THE NUMBER
OF DPIVISIONS IN A MEASLIRE. TO GET THE
NUMBER OF BEATS, DIVIDE IT BY THREE-

THE BOTTOM NUMBER INDICATES THE TYPE OF

NOTE WHICH SERVES AS THE LIVISION.-

TO GET THE BEAT UNIT, USE THE NOTE THAT
1S EQUAL TO THREE OF THESE NOTES.

IN A COMPOLIND METER, THE BEAT UNIT IS

] IN FACT, WOLLLDN'T TH/S BE
AN EASIER WAY TO NOTATE
COMPOLIND METERS?

NLMBER OF THE TIME SIGNATURE,

ALWAYS A POTTEDP NOTE!

BY LOOKING AT THE TOFP

YOU HAVE TO DO IT
THE OTHER WAY.

YOU CAN TELL TWO THINGS ABOUT

THE METER: WHETHER IT'S SIMPLE
OR COMPOLIND, AND HOW MANY

BEATS ARE IN A MEASLIRE.-

" SIMPLE COMPOLUND

iz 2 |6 e

g 3 3 9

§ 4 4 12 =

NOTES THAT HAVE FLAGS CAN
BE GROUPED TOGETHER BY LSING
BEAMS IN PLACE OF FLAGS.

> J

SORRY... THE MAN sAYS

;‘i 4 1\ 1\ AY

HOWEVER, BEAMING 1S ONLY LUSED TO GROUP NOTES WITHIN BEATS.-

FOR THE MOST PART, YOU SHOULDN'T BEAM NOTES BETWEEN BEATS,

NOR SHOULD YOU TIE NOTES WITHIN BEATS.

[y
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MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RUSH

‘s  SPARKY = MUSIC THEORY DOG.

. Dear Sparky:
c I understand that we’re supposed to beam rhythms to show the organization of
beats in the measure, but is there an easy way to beam complex rhythms?

{‘: WOOFT* A Owatonna,

\ . NOTES SHOULD BE BEAMED IN GROUPS THAT ILLUSTRATE THE
TRANsLAT,ON' METER- FOR SIMPLE RHYTHMS, THIS IS PRETTY EASY TO DO;
SIMPLY GROUP ANY NOTES THAT CAN BE BEAMED (EIGHTH NOTES AND SMALLER) INTO
GROUPS THAT ARE EQLAL TO THE BEAT LUNIT OF THE CLRRENT METER.-

f)
p” AN ] P” A) ]
2t ——
] ] ] ] ] ]
[y [y

FOR COMPLEX RHYTHMS, HOWEVER, THINGS CAN GET COMPLICATED... WHEN A RHYTHM INCLLUDES THINGS
LIKE SYNCOPATIONS OR OTHER OFF-BEAT FIGLIRES, ILLUSTRATING THE METER MAY INVOLWVE PIVIPING
NOTES ACROSS BEAT LINITS WITH TIES. FORTUNATELY, THERE IS A STEP-BY-STEFP SYSTEM FOR CORRECTLY
BEAMING THESE COMPLICATED RHYTHMS!

FOR EXAMPLE, LET'S
TAKE THIS RHYTHM, o
WHICH IS WRITTEN /l ]

] yi ] Vi yi
WITHOUT BEAMING. 4 Z Z 7 4 Z Z

STEP 1- FIND THE SMALLEST NOTE VALUE USED, AND FILL A COMPLETE MEASLURE WITH THIS TYPE OF
“~ NOTE, BEAMED IN GROUPS THAT ARE EQUAL TO A BEAT UNIT IN THE CURRENT METER.

S ——————————

STEP 2- ADD TIES BETWEEN INDIVIDUAL NOTES TO RECREATE THE ORIGINAL RHYTHM. MAKE SURE THAT
“ EACH TIED GROUP CORRESPONDS TO A NOTE IN THE RHYTHM YOU STARTED WITH!

YES, | KNOW IT f

LOOKS WEIRD... > —9 9 0 0 0 0 0 0 0 0 0 0 0 0
BUT WE'RE NOT

DONE YET!

ORIGINAL RHYTHM: ‘Z—D—D—r—g—g—g—p—g—r

STEP 3- FIND EVERY GROUP OF TWO OR MORE NOTES THAT ARE BOTH TIEDP TOGETHER AND
° BEAMEPD TOGETHER, AND REPLACE THEM WITH A SINGLE NOTE OF EQUIVALENT VALLIE.

IF YOU HAVE NOTES A

THAT ARE TIED OR _ > -

BEAMED, BUT NOT ﬁ_' — A —— o
BOTH, THEN LEAVE o) =& e e =

THEM ALONE/

¢ ¢ A CORRECTLY BEAMED RHYTHM MAY INCLUDE TIES, BUT IT WILL
D p u u= r VERY CLEARLY SHOW THE BEATS IN THE MEASLIRE... WHICH, IN
DON'T HANDS YES... TURN, MAKES IT EASIER FOR THE PERFORMER TO READ!
TOLICH! OFF! SIMPLIFY IT!

POING STUFF THE SPARKY WAY 15 ALWAYS FUN!

LICENSED LINDER A CREATIVE COMMONS BY-NC-NP LICENSE - VISIT TOBYRUSH-COM FOR MORE



MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RUSH

B ONE OF THE REASONS THAT A PARTICULAR PIECE OF
e alnr ca e MUSIC SOLINDPS THE WAY IT POES HAS TO DO WITH THE
GROLUP OF NOTES THE COMPOSER DECIDED TO LISE.

] ]
Arrrrir BT ;
U —
TAKE THIS MELODY, FOR EXAMPLE...
LET'S FIRST REMOVE ALL THE DLPLICATE NOTES, REGARDLESS OF WHICH OCTAVE THEY'RE IN.
’_Iﬁ_. >
o —
[Y)
NEXT, LET'S PUT THE NOTES
? iy IN ALPHABETICAL ORPER, !
A= : o—.—i STARTING ON THE NOTE
\‘Qj’ THAT THE MELODY SOLNDED o
LIKE IT WAS CENTERING ON.
WHAT WE END LIP WITH
THERE ARE ACTUALLY MANY
IS THE "PALETTE” FOR DIFFERENT TYPES OF SCALES,
A THIS PARTICULAR PIECE... EACH WITH A DIFFERENT PATTERN
o @ OF WHOLE STEPS AND
é P [ ) @ HALF STEPS.
o) A HALF STEP 1S THE
DISTANCE BETWEEN
LIKE THE BOA4ARLP ON WHICH A PAINTER HOLDS TWO ACIACENT KEYS
BEING CREATED. REGARDLESS OF COLOR.-

IN MUSIC, THIS “PALETTE" IS CALLED
A SCALE. THOUGH WE LSLUALLY WRITE
SCALES FROM LOW TO HIGH, THE ORDER IS ACTUALLY
LUNIMPORTANT; 1T'S THE NOTES CONTAINED IN THE
SCALE THAT HELP MAKE A PIECE SOLIND
THE WAY IT DOES.
THIS PARTICULAR
ARRANGEMENT, WHERE
HALF STEPS OCCLIR BETWEEN
STEPS THREE ANDP FOLR AND BETWEEN STEPS SEVEN AND EIGHT
(OR BETWEEN SEVEN AND ONE, SINCE EIGHT AND ONE ARE THE
SAME NOTE), 1S CALLED THE MAJOR SCALE.

S G U W—

P ® #%¥
P [ ] - HALE A WHOLE STEP \S THE
a2 | wHoLg WHOLE STEP EQUIVALENT OF
maE WHOLE  step  STEP TWO HALF STEPS.

WHOLE gTEP STEP
WHOLE STEP
STEP (THIS SCALE, BY THE WAY, IS CALLED THE
G MAJOR SCALE, BECAUSE IT STARTS ON G.)

KNOWING THIS FORMLILA, YOU CAN CREATE A MAJOR SCALE ON ANY NOTE!

THE P FLAT MAJOR SCALE

A THE F MAJOR SCALE A |
7 ‘ e ———— BUT REMEMBER. ..
) I W WITH
GKEAT POWER
p THE B MATOR SCALE A THE G FLAT MAJOR SCALE COMES GREAT
7 = — | RESPONSIBILITY!

;!
9
()
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MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RUSH

= fH . | b
Key Signatures - ===+
XSS S

IF YOU START WRITING MAITOR N
SCALES AND pPaY ATTENTION TO A f ! ! ! I FCc &
THE ACCIPENTALS THAT OCCUR, -
YOU ARE GOING TO START

J
b
NOTICING A PATTERN... #W_,_}L,—p—ﬂ—Ff—
Bb e ———— BE
FOR EXAMPLE LOOK AT THE FLAT W
KEYS, STARTING WITH THE KEY 4 e ———— FcerA

THAT HAS ONE FLAT, ALL THE

WAY THROUGH THE KEY WITH
SEVEN FLATS: THE FLATS ACCRUE

N A SPECIFIC ORPER. < GBSy e e e TP FFACSCE
SAME WITH THE SHARP KEYS! !
ol %\%_‘I_‘I_i'_"_)‘::g
SO IF YOU LOOK FOR A KEY THAT | I

HAS ONLY A P FLAT, YOU WON'T
FIND IT: IF A KEY HAS A P FLAT,

IT MUST ALSO HAVE A B FLAT, ct W FCcePAES
AN E FLAT AND AN A FLAT! I

h f | |
oh A— f o ——— BEAD G

SINCE WRITING AN ENTIRE PIECE IN —
C SHARP MAJOR WOLLD HAVE \
BEEN A SURE-FIRE WAY TO GET 7— n , ; i T e
CARPAL TUNNEL SYNDROME WITH e ——
ALL THE SHARPS INVOLVED, ro
COMPOSERS PRETTY QUICKLY CAME A o |
LUP WITH A WAY TO SIMPLIFY THINGS: B A BEA
KEY SIGNATLIRES - —
A KEY SIGNATLRE 1S A GROLP OF A o
ACCIPENTALS PLACED AT THE E i ———r—— # FCcar
BEGINNING OF EVERY LINE OF MUSIC, e
JUST TO THE RIGHT OF THE CLEF,
THAT INSTRUCTS THE PERFORMER H
TO APPLY THOSE ACCIDENTALS TO F B
EVERY CORRESPONPING NOTE IN ry) i I ! ' :

THE PIECE LINLESS SPECIFIED

OTHERWISE. e S u. -
Fi FCGPAE
FOR EXAMPLE, THIS KEY T T I 1 t
SIGNATURE INDICATES THAT ' '
1 1

EVERY F, &/ AND &G IN THE
PIECE SHOULD BE SHARPELD,

REGARPLESS OF OCTAVE! &Sh

> .
OH, AND ANOTHER THING: THE A

ACCIDENTALS HAVE TO BE PLACED & _é"_‘;_i'_,_p—p—ﬁél':b F
IN THE CORRECT ORPER; AND —

THEY NEED TO FOLLOW A
PARTICULAR PATTERN OF

PLACEMENT THAT VARIES SLIGHTLY % %E %

DEPENDING ON THE CLEF BEING USED!
IF YOU DPEVIATE FROM THIS, YOU, AS

A COMPOSER, WILL BE MOCKEL! % %
TENOR CLEF SHARPS! WHAT'S
YOUR PROBLEM?Z? YOU NEED TO

CONFORM! HA HA... NEVER!
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-I-III e circle nf Fiftlls THEORISTS FIND IT CONVENIENT TO

ORGANIZE ALL THE POSSIBLE KEY SIGNATLURES
INTO A CHART THAT SHOWS THEIR RELATIONSHIP

TO ONE ANOTHER-
THIS CHART, CALLED THE CIRCLE OF FIFTHS,

DISPLAYS EACH KEY AS A SPOKE ON THE CIRCLE,
BEGINNING WITH & MATOR AT THE TOP AND
APPING ACCIPENTALS, ONE AT A TIME, TO THE
KEY SIGNATURES AROUND THE PERIMETER. WE'LL RETURN TO THIS CHART
AS WE CONTINLIE LEARNING ABOUT
HOW COMPOSERS LSE KEYS.

AS YOU MOVE CLOCKWISE AROLND THE
CIRCLE, YOU ADD SHARPS TO THE KEY SIGNATURE.
AS YOU MOVE COLNTERCLOCKWISE AROLIND,

YOU ADD FLATS TO THE KEY SIGNATURE-

TO DETERMINE THE KEY

SIGNATLRE FOR A KEY, LOOK TO

SEE WHICH "SPOKE” OF THE CIRCLE
IT'S ON TO DETERMINE HOW MANY

WHEN ADDING FLATS TO
A KEY SIGNATURE, ADD THEM

IN THIS ORDER:
FLATS OR SHARFPS IT HAS, AND b -
E l) @ ADD ACCIPENTALS TO THE KEY
SIGNATURE APPROPRIATELY. BE A péc @ A
< 8
FOR EXAMPLE, WHEN ADDING SHARPS,
E FLAT MAJOR USE THE REVERSE
HAS THREE FLATS, OF THE ORPDER ABOVE.
SO IT SHOULD

LOOK LIKE THIS:

THE KEYS DOWN HERE LINE UP
ENHARMONICALLY... FOR EXAMPLE,
THE KEY OF P FLAT MAJOR WILL SOLND
JUST LIKE THE KEY OF € SHARF MATOR.

SO couLp you
CONTINLE THE
ENHARMONIC

DEAL AND HAVE
THE KEY OF
NOTICE HOW THAT

F FLAT MAJOR?
seavace e Db Ch Foiyos
POPS LIP ALL OVER # IN YOUR

THE CIRCLE OF 5
iy G b KEY SIGNATLIRE::
WEIRP!

~Geoooe) $5
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AN INTERVAL S

Diatonic Intervais

THE MOST BASIC WAY WHICH WE
IPENTIFY DIFFERENT INTERVALS IS

BETWEEN TWO NOTES.

THE DISTANCE N PITCH

SMALLER
INTERVALS

BY COLNTING THE STEPS BETWEEN

THE TWO NOTES.

SPECIFICALLY, WE
COUNT SCALE PEGKEES,
BUT THE EASIEST wWAY TO DO IT IS
TO COUNT LINES ANP SPACES
ON THE STAFF.

@:4'—_ LARGER :%

INTERVALS

WHEN COLINTING
THE LINES AND

. SPACES, WE
CAN SAFELY
| 7 P WHEN COLINTING, IGNORE ANY
5 ECB’ET?ONMWSS ;;EA . ACCICENTALS.
I 3 ONE AND COUNT THIS INTERVAL
e LINTIL YOU REACH 1S ALSO A
P THE TOP NOTE. SEVENTH. ..
WE'LL DISCLISS
HOW IT'S
THIS INTERVAL
DIFFERENT
IS A SEVENTH! VERY SOON/
Q@ Y
g <
& & & ¢ & o’
0 \ QO Q\
K Q&

.

\)e_\b
Q)i

TWO NOTES ON
THE SAME LINE OR
SPACE 1S CALLED
A LINISON.

—F r?

THAT'S LATIN FOR

AND THAT’S LATIN
"ONE SOLINP"!

FOR "EIGHT"!

r

THE DISTANCE FROM
A NOTE TO THE NEXT
CLOSEST NOTE WITH

THE SAME LETTER NAME
IS CALLED AN OCTAVE.

AND WHEN YOU SWAFP THE TWO NOTES
(MOVE THE LOWER NOTE 4P BY AN OCTAVE
SO IT BECOMES THE HIGHER NOTE),
THAT IS CALLED INVERTING THE INTERVAL.

WHEN WE ARE TALKING ABOUT
INTERVALS WE SOMETIMES DISCLUSS
HARMONIC INTERVALS AND
MELODIC INTERVALS.

o) |
0 5 _ —" . = TAE RUILE
,‘ |
—@—P J NP 7TH
Y, l IT'S HELPFUL TO REMEMBER  9KFP 6TH
HARMONIC MELODIC THAT SECONDS ALWAYS INVERT  4TH 5TH
INTERVAL INTERVAL O SEVENTHS, THIRDS 1O
SIXTHS, AND SO FORTH... 9TH 4TH
A HARMONIC INTERVAL IS SIMPLY STH sep
TWO NOTES PLAYED SIMULTANEOLISLY THE FACT THAT EACH OF
A MELODIC INTERVAL 1S ONE NOTE 7TH 2NpP

THESE PAIRS ADD UP TO NINE
IS KNOWN TO THEORISTS AS
"THE RULE OF NINES.”

PLAYED AFTER THE OTHER-

OF NINES
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MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RUSH

Perfect Intervals

INFLECTION IS A BIT HARPER TO LINDERSTAND, PARTLY BECALISE
IT PEPENDS ON THE TYPE OF INTERVAL. SO LET'S START BY
LOOKING AT LINISONS,; FOLIRTHS, FIFTHS AND OCTAVES.-

THE PISTANCE OF AN INTERVAL 1S ONE PART OF ITS
NAME, BUT THERE'S MORE: EVERY INTERVAL HAS ANOTHER
QUALITY TO IT: WHICH WE'LL CALL INFLECTION.

SOME THEORISTS USE
THE TERM QUALITY FOR
THIS... THAT'S COOL TOO.

>~ >

C

ANV

Y

FT 7

LUNISONS ANDP OCTAVES
ARE THE EASIEST TO LABEL: IF THE
TWO NOTES ARE THE SAME (FOR
EXAMPLE, B FLAT AND B FLAT),
THEN THE INFLECTION IS PERFECT:
SLICH AN INTERVAL IS CALLED A
PERFECT LINISON OR A

r r 7

rr

|

FOLIRTHS ANP FIFTHS
REQUIRE A LITTLE MORE EXPLAINING.

IF YOU LOOK AT ALL THE FOURTHS AND FIFTHS YOU
CAN CREATE UISING ONLY THE WHITE NOTES ON THE
PIANO KEYBOARD (IN OTHER WORDS, LUSING ONLY NOTES

PERFECT OCTAVE- WITHOUT ACCIDENTALS)-
f) | | I J
yan ' o o
= r e £
) r ’ r | ! EACH ONE IS
PERFECT EXCEPT
FOR THOSE WHICH
A . | | o USE F AND B
P4 |
A = » e
o £
) r | I

r

WELL, IF YOU WERE TO COUNT THE HALF-STEPS THAT MAKE UP

WAIT...
WHY ARE THE
B TO F INTERVALS
PIFFERENTZ

EACH INTERVAL, YOU'D NOTICE THAT ALL THE OTHER ONES ARE
E®UAL IN SIZE, BUT THE B TO F INTERVALS ARE NOT: F TO B 1S
A HALF-STEP LARGEK THAN A PERFECT FOURTH, AND B TO F

IS A HALF-STEP SMALLER THAN A PERFECT FIFTH.

WHICH RAISES THE QUESTION:= IF THE INTERVAL IS NOT PERFECT, THAN WHAT /S IT?

AN INTERVAL THAT IS A HALF-STEP
LARGER THAN PERFECT IS CALLED
AN ALIGMENTED INTERVAL.

fe o) e

YOU CAN GO FLIRTHEK,
TO POUBLY ALUGMENTELD AND
POLBLY PIMINISHED INTERVALS,
BUT... DO YOU REALLY WANT T1O?

O | O |
A
ﬁ%
DI o
ds

AND THERE'S

NO SLCH THING As A
P/M/N/SHEP uN/s'ON.,,
PERFEBT
JUET LIKE TWO THINGS

CAN'T BE NEGATIVE TWO FEET
AWAY FROM EACH OTHER!

AN INTERVAL THAT IS A HALF-STEP
SMALLER THAN PERFECT IS CALLED
A PIMINISHED INTERVAL.
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MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RLUSH
WE'VE TALKED ABOUT UNISONS, FOLIRTHS, FIFTHS
AND OCTAVES, BUT WHAT ABOUT THE REST? ARE
THESE OTHER INTERVALS SOMEHOW IMPERFECT?
;4” 2
& [ it

SF * £ r r r T T

WELL, YES, BUT NOT BECAUSE THEY ARE SOMEHOW INFERIOR TO PERFECT INTERVALS...
SECONPS, THIRPS, SIXTHS AND SEVENTHS JUST WORK A LITTLE PIFFERENTLY!

FOR ONE THING, THE INFLECTION FOR THESE INTERVALS IS NEVER PERFECT;
a IT Witk BE EITHER MAJOR OR MINOR- MINOR INTERVALS ARE A HALF-STEP SMALLER
THAN MAJOR INTERVALS. LIKE PERFECT INTERVALS, THOUGH, THEY CAN ALSO BE
ALUGMENTED OR PIMINISHED; AUGMENTED INTERVALS ARE A HALF-STEP LARGER
THAN MAJOR, AND DIMINISHED INTERVALS ARE A HALF-STEP SMALLER THAN MINOR.

HOW DO WE KNOW IF AN INTERVAL 1S MATOR OR MINORZ WE CAN ACTUALLY
USE THE MAJTOR SCALE TO FIND OUT. NOTICE THAT, IN THE MAJOR SCALE,

INTERVALS FROM THE TONIC UP TO ANOTHER SCALE DEGREE ARE MAJOR.-
9 |
(A ] .
f rr r r r
- - MATOR MAJOR MATJOR MAJOR
™M IND R SECOND  THIRD SIXTH ~SEVENTH
LIKEWISE, INTERVALS FROM THE TONIC POWN TO ANOTHER SCALE DEGREE
ARE MINOR .
fH | | | | | | |
o # » 2 o 2 )
N3V | e
crdStED — T
' MINOR  MINOR MINOR  MINOR
SECONP THIRP SIXTH SEVENTH

KNOWING THIS, WHEN YOU ARE CONFRONTED WITH A SECONLD, THIRD, SIXTH OR SEVENTH, YOU CAN
FIND ITS INFLECTION BY THINKING ABOUT THE KEY SIGNATURE OF THE TOP AND/OR BOTTOM NOTE.

WE KNOW THIS 1S A MATOR SIXTH J AND THIS 1S A MINOR SEVENTH
BECALUSE £, THE TOP NOTE, IS IN BECALSE B, BOTTOM NOTE, IS IN
THE KEY OF F MAJOR ® — THE KEY OF 4 MAJOR

(THE BOTTOM NOTE). (THE TOP NOTE).

IF THE TOP NOTE 1S IN THE MAJOR KEY OF THE BOTTOM NOTE, THE INTERVAL 1S MATOR -
IF THE BOTTOM NOTE 1S IN THE MAJOR KEY OF THE TOP NOTE, THE INTERVAL 1S MINOR-

WHEN THE NOTES OF THE INTERVAL HAVE ACCIPENTALS, THE ASSOCIATED KEY SIGNATURES CAN
BE MORE COMPLICATEL... SO IT'S EASIEST TO TEMPORARILY IGNORE THE ACCIDENTALS,
DETERMINE THE INTERVAL, AND THEN APP THE ACCIPENTALS BACK ONE AT A TIME AND

TRACK HOW THE INTERVAL CHANGES!

ADDING BACK ADDING BACK

ACK! WHAT 1€ Nty P THE FLAT MAKES THE SHARP
THAT? LET'S wellle THE INTERVAL MAKES IT EVEN
FIRST HIDE THE THIS 16 A SMALLER, SO SMALLER.-.
ACCIDENTALS. .. MATOR SIXTH IT'S NOW A A PIMINISHED
. MINOR SIXTH... SIXTH!
M6 m6 d6
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MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RUSH

‘s  SPARKY = MUSIC THEORY DOG.

. Dear Sparky:
o Since we are supposed to use different approaches for identifying perfect and
imperfect intervals, can you summarize them all into one system?

{‘:w T T, Staten Tsland,

\ . THE FOLLOWING CHART SHOWS AN APPROACH FOR IPENTIFYING
TPANSLATION' ANY INTERVAL. A SIMILAR APPROACH CAN BE LISED WHEN YOU
NEED TO WRITE A PARTICULAR INTERVAL ABOVE OR BELOW A GIVEN NOTE: FIRST, ADD
A NOTE ABOVE OR BELOW THE GIVEN NOTE AT THE CORRECT PISTANCE, THEN FOLLOW
STEPS 2 THROUGH 4 OF THIS CHART TO /PENTIFY IT. THEN, IF NECESSARY, ALTER THE
NOTE YOU APPDED WITH AN ACCIPENTAL TO CREATE THE INTERVAL CALLED FOR.

CONTINUE UNTIL YOU

] DETERMINE THE PISTANCE OF THE INTERVAL
(] BY COUNTING LINES AND SPACES.-
REACH THE TOP NOTE.

B covER UP ALL ACCICENTALS. é
STEP 2: —

@ CETERMINE THE INFLECTION OF THE INTERVAL IN FRONT OF You
B (THE ONE WITHOUT ACCIDENTALS!) AS FOLLOWS:

COUNT THE BOTTOM
NOTE AS ONE, AND

IFITISA
IFITISA IFITISA
LINISON OR OCTAVE: FOLIRTH OR FIFTH: el
IF THE INTERVAL LISES "fTTH";E Mrgzgigf g,
THE INTERVAL SHOWN THE NOTES F AND 8, THE BOTTOM NOTE,
s A Iy 1 AR N THE INTERVAL 16
L sy ALUGMENTED FOLIRTH MATOR.
OR A
PERFECT OCTAVE- PIMINISHED FIFTH.
IF THE BOTTOM NOTE 1S
IN THE MAJOR KEY OF
REALLY. OTHERWISE, THE THE TOP NOTE,
T JUST IS. INTERVAL 1S THE INTERVAL 1S
PERFECT. MINOR.

ADD THE ORIGINAL ACCIPENTALS BACK, ONE AT A TIME, AND TRACK HOW
. THE INTERVAL CHANGES INFLECTION.
0 ﬁ % %
7\@& * -‘- -lll- * N oo e
M M6 m6 dé

REMEMBER: ACCIDENTALS CAN NEVER AFFECT THIS METHOD MAY SEEM COMPLICATELD AT FIRST,
THE PISTANCE OF AN INTERVAL... ALL THEY CAN BUT IT BECOMES EAS/IER AND FASTER WITH
EVER DO IS CHANGE THE INFLECTION/ PRACTICE--. AND IT GIVES YOU THE CORRKECT

ANSWER EVERY TIME!

POING STUFF THE SPARKY WAY 15 ALWAYS FUN!
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The Minor Scales

THERE ARE ACTUALLY TWO THINGS THAT DEFINE A KEY=
THE KEY SIGNATLURE 'S THE MOST OBVIOUS ONE, BUT
ANOTHER IMPORTANT PART OF A KEY IS THE TONIC...
THE NOTE AROLIND WHICH THE KEY CENTERS.-

THIS KEY 1S DEFINED A
BY A KEY SIGNATURE

OF NO SHARFPS AND > [ ]
FLATS, BUT ALSO BY N3V, ) L 4 [

THE FACT THAT IT Q) & [ &

CENTERS AROUIND C.

BUT WHAT IF WE CHANGE THE TONICZ? WHAT IF WE LUSE THE SAME NOTES FOR THE KEY SIGNATURE,
BUT CHANGE THE NOTE THAT THE KEY IS CENTERED AROLIND?

IF WE CENTER THE KEY AROLIND THE SIXTH SCALE PEGREE OF THE MAJOR SCALE,
WE GET A NEW SCALE: THE MINOR SCALE.

t g
ok pv 0 - @
M‘l'\goﬁ $ —Ff
M\"é@& Y
5 THE WHOLE STEP
THE THING 1S, COMMON PRACTICE PERIODP COMPOSERS HERE DIDN'T HAVE
WEREN'T ALL THAT CRAZY ABOUT THIS SCALE, BECALUSE THE TENSION
IT LACKS SOMETHING THE MAJOR SCALE HAS: THEY LIKED GOING
A HALF-STEP FROM SEVEN TO ONE. INTO THE TONIC!
SO HERE'S WHAT THEY DID: THEY RAISELP THE LEADING-TONE BY A HALF-STEFP WITH
AN ACCIPENTAL. THIS GAVE THEM THE TENS/ION THEY WERE LOOKING FOR!
¥ '.\\G f) ° »
|
PR i
W M\N \,e HALP-
a Q) 5157!

THIS SCALE 1S GREAT FOR BUILDING CHORPDS, SO WE REFER TO IT AS THE HARMONIC MINOR SCALE.
HOWEVER, COMPOSERS PIDN'T LISE IT FOR WRITING MELOPIES, BECALSE IT HAD A PROBLEM:
AN ALUGMENTED SECONP BETWEEN THE SIXTH AND SEVENTH SCALE PEGREES.

NOW WE ONLY
HAVE WHOLE STEPS
AND HALF-STEPS!

SO, FOR MELOPIES, THEY MADE ANOTHER CHANGE:
THEY ADDED ANOTHER ACCIPENTAL TO RAISE
THE SIXTH SCALE PEGRKEE BY A HALF-STEP.

h l:' ol
<€ \C % § = F
o7 )
N\\ cP\’e Hh ® b|) e
6 g7 | T .
\Q) D

NOW, REMEMBER... THE REASON WE RAISELD THE LEAPING TONE N THE FIRST PLACE WAS TO CREATE
TENSION FROM THE SEVENTH SCALE PEGREE TO TONIC. BUT IN A MELODY, IF THE SEVENTH SCALE
PEGREE 1S FOLLOWED BY THE SIXTH SCALE PEGKEE, WE DON'T NEED THAT TENSION, SO WE DON'T
NEED TO RAISE THE LEADING-TONE AT AlLL.

THE WAY WE ILLUSTRATE THIS IS BY DIFFERENTIATING BETWEEN ASCENLING MELOLIC MINOR AND
PESCENLPING MELODIC MINOR; FOR DESCENDING MELODIC MINOR, WE DON'T RAISE ANYTHING/
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=
ALTHOUGH A CHORPD 1S TECHNICALLY ANY COMBINATION OF NOTES
PLAYED SIMULTANEOUSLY, IN MUSIC THEORY WE USUALLY DEFINE

CHORDS AS THE COMBINATION OF THREE OR MORE NOTES.-

SECLINPAL TERTIAL LARTAL QLIINTAL
HARMONY HARMONY HARMONY HARMONY

=== ==

CHORDS BUILT FROM CHORDS BUILT FROM CHORDS BUILT FROM CHORDS BUILT FROM

AS WITH QUINTAL HARMONY, THESE
ARE THE SAME AS TEKRTIAL AND

SEXTAL HARMONY? SEPTAL HARMONY?
SECLNPAL HARMONY, RESPECTIVELY.

SECONPS FORM THIRPS (MORE PERFECT FOLRTHS PERFECT FIFTHS
TONE CLUSTERS, SPECIFICALLY, FROM CREATE A DIFFERENT CAN BE RESPELLED AS
WHICH ARE NOT MATJOR THIRDPS AND SOUND, USED IN QUARTAL CHORPS,

HARMONIC SO MUCH MINOR THIRPS) COMPOSITIONS FROM AND AS SLCH THEY

AS TIMBKAL- FORM THE BASIS OF THE EARLY 1900s DO NOT CREATE A
MOST HARMONY IN AND ONWARPD. SEPARATE SYSTEM OF

THE COMMON HARMONY.
PRACTICE PERIOL

WELL, DIMINISHED THIRDS SOLIND
JUST LIKE MATOR SECONDPS, AND
ALUGMENTED THIRDS SOLND JUST
LIKE PERFECT FOLURTHS, SO...

1S THE CHORD STILL TERTIAL
IF IT IS BUILT FROM PIMINISHED
THIRDPS OR ALIGMENTED THIRDPS?

NO.-
?:B ; THE LOWEST NOTE IN THE CHORD
o | LET'S GET STARTED WHEN THE CHORPD 1S IN SIMPLE
ON TERTIAL HARMONY FORM 'S CALLED
: WITH THE SMALLEST THE ROOT. THE FIFTH
# CHORD POSSIBLE: NAMES OF THE g
i WHEN WE STACK THE TRIALC. OTHER NOTES
THE CHORD IN ARE BASED ON ROOT
THIRPS WITHIN ONE OCTAVE, THEIR INTERVAL
WE GET WHAT IS CALLED THE ABOVE THE ROOT.
SIMPLE FORM OF THE CHORPD.
A TRIAD 1S DEFINED AS A THREE-NOTE CHORD, INCIDENTALLY, FOLR-NOTE CHORPDS ARE TECHNICALLY
BUT IN PRACTICE IT IS ALMOST ALWAYS LISED CALLED TETRADS, BUT WE LSUALLY CALL THEM
TO REFER TO TERTIAL THREE-NOTE CHORDS. SEVENTH CHORPS, SINCE THEY ADD A SEVENTH.
THERE ARE FOLIR WAYS TO CREATE A TRIAD USING MATOR AND MINOR THIRDS:
¢ g9 ¢ ¢ ¢
N v 2 2 A2
W0 ,fs\"‘ N\P‘j @rf‘e Y
v\ ‘\Q\ V\ \
TWO MINOR THIRDPS A MAJOR THIRD ON TOP A MINOR THIRD ON TOP TWO MAJOR THIRKPS
STACKED TOGETHER A MINOR THIRD ON BOTTOM A MAJOR THIRDZ ON BOTTOM STACKED TOGETHER

a) [ =i
< 74 = MIN 3RD =~ MAJ 3RD =~ MIN 3RD AV = MAJ 3RD
S ~ MIN 3RD ~ MIN 3RD ~ MAJ 3rRD ) ~ MAJ 3rRD

WE LABEL TRIADS LISING THEIR ROOT ("A € MINOR TRIAP"). THE ABBREVIATIONS SHOWN ABOVE, WHICH LISE
LUPPER CASE, LOWER CASE, AND SYMBOLS TO SHOW CHORD TYPE, ARE CALLED MACKO ANALYSIS.
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Triadsin | [
rla s III nVEI‘SInn AND HE'S BROLIGHT A

LADIES AND GENTLEMEN, IT'S MOVEMENT FROM HIS 1767
FRANZ JOSEPH HAYON! SONATA IN & MATOR.

THANK YOU FOR HAVING ME.
IN THIS PIECE I USE QUITE A

e (s FEW TRIADS.
SEE 'EM/
HERE'S ONE: IT HAS THE NOTES

N 4 ,

a8 TR

ANSY o Bl ® & & O O 7/ ICE. T~

© _ =

f | ‘
$ : : P ] i r

S T > w— ‘ ‘ THANK YOU. SEE HOW THE NOTES ! — e
~— 8 14 b o ARE SPREAD OUT, AND NOT JUST t? = .

| STACKED IN THIRDS? \T's STILL
A TRIAD, THOUGH.

py . P N . ., , = .
e -l @ e [0 e rerle la el D
= THS ONE IS &, B, AND 22.. % === _— = o -
A & MAJOR TRIAD! BUT IT SOUNDS — — f
 DIFFERENT, SOMEHOW. o - THAT'S BECALSE THE THIRD OF THE
By E i P — ﬂ CHORPD IS IN THE BASS... WHEN THAT HAPPENS,
H ; ‘ J—FL 5 WE SAY THE CHORD IS IN FIRST INVERSION.
ny = ™ e o o ~ b |
‘ e i ’PJ B
- _— e o
FIRST INVERSIONZ WHAT IS IT 4 ——
CALLED WHEN THE ROOT IS IN THE —
BASS, LIKE THE FIRST CHORD THAT'S CALLED > o ™
WE LOOKED AT? ROOT POSITION. /) % P s R
| o I P
\ 4 \ et \
| “ ~ ~ SO THIS ONE WITH £ F, AND 4
0 .{7% IS A P MINOR TRIAL. .. N oY
R = PR R SECOND INVERSION! L =S
D) ' T
o] " — dh - 7 EXACTLY! BECAUSE THE —
e T 1 e TP T @\ FIFTH 1S N THE BASS. % o
DJ P — T -

SO THE THING THAT MAKES A
TRIAD ROOT POSITION, FIRST INVERSION
OR SECONP INVERSION IS SIMPLY
WHICH NOTE IS IN THE BASS?

THAT'S RIGHT!

AND EACH ONE

HAS ITS OWN

CHARACTER -
IT'S HARD TO BELIEVE THAT THE

SOUND OF THE CHORD CAN CHANGE SO
MLCH 3UST BECAUSE OF THE

BAss NOTE.

I KNOW, RIGHT?
IT'S AWESOME.-
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— MUSICAL WORKS WRITTEN IN THE BAROXLIE ERA WOULD OFTEN
I “I‘e ass INCLUDE A PART CALLED THE BASSO CONTINLO WHICH WOLLD
CONSIST OF A SINGLE BASS CLEF MELOPIC LINE WITH VARIOUS
= NUMBERS AND ACCIPENTALS PRINTED BENEATH THE NOTES.

A»; NSO, NO, NO-.. THERE WASN'T AN ACTUAL INSTRHUMENT CALLED
\ A BASSO CONTINHO! THE PART WAS PLAYED BY TWO
INSTRLUMENTS:= A BASS CLEF INSTRUMENT LIKE CELLO OR
BASSOON, AND A KEYBOARD INSTRUMENT LIKE A HARPSICHORLC.

IN PERFORMANCES, THE BASS CLEF INSTRUMENT WOLILD SIMPLY PLAY
THE GIVEN NOTES, BUT THE KEYBOARD PLAYER WOULD IMPROVISE A
PART BASED ON THE NOTES AND THE $YMBOLS BELOW THE PART!

— UJ I —
. CRF R KA
SO THIS... ——

Figure 1. The Basso Continuo

COULD BE PLAYED AS THIS!
o} I\ T "—_‘I
o

b4 ﬂu 1 1 I I I
THE NUMBERS AND SYMBOLS :

PRINTED BELOW THE BASSO ) i 1._4 43 %I:‘ EI F ‘\’gjfl_‘?_ﬁ' #I\_/db #

CONTINLIO PART ARE CALLED r ﬁv
THE FIGLIRED BASS. SO HOW J
DO YOU TURN FIGLURED BASS . 4 e — — TN I
0 1 1 1 1 1 1 .FII. | e —
INTO CHORDS? P —— = =

FIRST OF ALL, IT'S IMPORTANT TO KNOW THAT THE NOTE GIVEN ON THE BASS CLEF PART IS ALWAYS
THE BASS NOTE OF THE CHORL. AND REMEMBER: THE BASS IS NOT NECESSARILY THE ROOT/

SECOND, THE NUMBERS < — 5
REPRESENT INTERVALS %

ABOVE THE BAsSS, EVEN

THOUGH SOME NLIMBERS 6 6
ARE USUALLY LEFT OUT. 4

IF THERE ARE A SIX BY ITSELF A SIX AND A FOLIR
NOTE THAT THE INTERVALS NO NUMBERS, INDICATES A SIXTH INDICATE A SIXTH
ARE ALWAYS DIATONIC- ADD A THIRD AND AND A THIRD ABOVE AND A FOLIRTH
DON'T WORRY ABOUT A FIFTH ABOVE THE THE BASS, WHICH ABOVE THE BASS,
INFLECTION... JUST USE BASS... YOU GET A CREATES A FIRST GIING YOU A SECOND
THE NOTES FROM THE ROOT POSITION TRIAD! INVERSION TRIAD! INVERSION TRIAD!
KEY SIGNATURE!

LASTLY, ACCIPENTALS ARE

APPLIED TO THE INTERVAL

- i O %E i THEY APPEAR WITH. IF YOuU
— f #EFO: HAVE AN ACCIDENTAL BY
ITSELFE, \T APPLIES TO THE

THIRD ABOVE THE BASS.

86 # b6
HERE, THE SHARP HERE, THERE 1S NO NOTE THAT THERE IS PON'T OV i =
APPLIES TO THE NUMBER NEXT TO THE A NATURAL, NOT A FLAT, c';,;fmc:g\;css; :2:1;:
SIXTH ABOVE THE SHARFP, SO WE APPLY NEXT TO THE SIX... !
BASS, SO WE ADD A IT TO THE THIRD ABOVE IF IT WERE A FLAT, WE STEP AND |T'S FLATTED N
SHARP TO THE &. THE BASS NOTE. WOLLD WRITE A & FLAT. THE KEY SIGNATURE, THE
FIGURED BASS WILL HAVE
A NATURAL, NOT A SHARF.
BY THE TIME THE CLASSICAL PERIOP GOT REALIZING FIGURED BASS (WRITING CHORDS
GOING, COMPOSERS STOPPEL INCLUPING A GIVEN A FIGURED BASS LINE) MAKES FOR AN
BASSO CONTINHO PART, AND SO FIGURED EXCELLENT EXERCISE FOR STUDENTS TO LEARN
BASS FELL OUT OF USE... WITH ONLY ONE HOW TO WRITE N THE COMMON PRACTICE
EXCEPTION: MUSIC THEORY CLASSES/ PERIODP STYLE!

wooo!
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[ | - [ | [ |
NOW THAT WE'RE FAMILIAR WITH HOW
TRIAPS WORK, IT'S TIME TO PUT THEM

INTO THE CONTEXT OF A KEY.

SINCE WRITING MUSIC IN A PARTICULAR KEY MEANS LISING THE NOTES IN THAT KEY SIGNATURE,
IT STANDS TO REASON THAT MOST OF THE CHORPS WILL BE BUILT FROM THOSE SAME NOTES!

CHORDS WHICH LUSE NOTES FROM A PARTICULAR KEY SIGNATURE ARE SAID TO BE DIATONIC
TO THAT KEY. DIATONIC MEANS "FROM THE KEY.” THAT MEANS NO ACCIPENTALS!

WE CAN QUICKLY SHOW ALL THE PIATONIC TRIAPS IN A PARTICLULAR KEY BY WRITING A SCALE
IN THAT KEY AND BUILDING TRIAPS ON EACH NOTE, LUSING ONLY THE NOTES IN THAT KEY.

Y

SOMETIMES REFERRED TO BY
THEIR OFFICIAL NAMES!

i o | 11 111 IV VvV vi vil
WITH ROMAN
NUMERALS AS
SHOWN HERE.
~ -~ -~
e 302 2 2 2
IS SHOWN BY 2 2 q A | A |
CAPITALS OR 0 0 N 2 2
LOWER CASE? | 4 = Q S S
[\ i 3 =
THESE CHORDS ARE ALSO ‘&l S 0 0
s § °
" J
')

SLUBMEPIANT
LEAPING-TONE

THIS PATTERN OF

MATOR, MINOR AND DIMINISHED | WHY IS THE SIXTH CHORD CALLED THE SLUBMEDIANTZ
TRIADS IS THE SAME IN EVERY MAJOR KEY! WELL, JUST AS THE MEDIANT CHORD 1S HALFWAY
THE SUBDOMINANT TRIAD IS ALWAYS MATOR, BETWEEN THE TONIC AND POMINANT CHORDS,

AND THE LEADPING-TONE TRIAD 'S ALWAYS THE SUBMEDIANT CHORD 1S HALFWAY BETWEEN THE

PIMINISHELD, WHETHER YOU'RE IN p
E MATOR OR F SHARE MAIOR! TONIC... AND THE SLUBPOMINANT A FIFTH BELOW:!
BECAUSE THE POMINANT AND LEAPING-TONE TRIADS BOTH

HAVE A STRONG TENDENCY TO RESOLVE TO TONIC, WE SAY THEY

HAVE A "DOMINANT FLUNCTION.-” THE SUBPOMINANT AND SLPERTONIC CHORDS BOTH TEND TO

RESOLVE TO THE POMINANT, SO WE SAY THEY BOTH HAVE A "SLUBLPOMINANT FLUNCTION.-”
THE DIATONIC TRIADS IN MINOR WORK THE SAME WAY... SINCE WE'RE DEALING WITH CHORDPS, WE
USE THE HARMONIC MINOR SCALE. HOWEVER, IT'S IMPORTANT TO NOTE THAT COMMON PRACTICE

PERIOD COMPOSERS RAISELD THE LEAPING TONE ONLY OVER POMINANT FUNCTION HARMONY =
THE POMINANT AND LEAPING-TONE TRIAPS!

|
& j H;
s ¢ 73 2
o $ 4 |
NUMERALS---

capmaLizanions 1 ii° 11 iv \Y VI il°
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Introduction to Part-Writing

AS WE LOOK AHEAD, WE'RE
CONFRONTED WITH AN LGLY TRLUTH:=

THERE 1S 4 LOT OF MUSIC
IN THE HISTORY OF THE WORLD
THAT 1S WORTH STUDYING...

MUCH MORE THAN WE CAN
HOPE TO COVER IN THE SPAN
OF A FEW SEMESTERS.

SINCE WE CAN'T COVER IT ALL, WE HAVE TO CHOOSE A SPECIFIC MUSICAL LANGLAGE TO STUDY IN DEPTH.

LET'S START BY NARROWING THINGS DOWN TO THE COMMON PRACTICE PERIOL.

9 9 o 9
3 3 8 3 3 3
RENAISSANCE " BAROGLE " CLASSICAL " ROMANTIC " BARLY 20TH " CONTEMPORARY

CENTURY

THE COMMON PRACTICE PERIOD 1S THE MUSIC OF THE BAROQRLUE,
CLASSICAL AND ROMANTIC ERAS N ELIROPE AND AMERICA. ~
THE NAME COMES FROM THE FACT THAT MOST COMPOSERS LISED T

A COMMON MLUSICAL LANGLUAGE DURING THIS TIME.

IT'S ESPECIALLY WORTH
— STUDYING BECALISE
[~ MOST OF THE PIECES
COMMONLY PERFORMED
IN CONCERT ARE
FROM THIS PERIOP...

BUT THERE 1S A TON OF
COMMON PRACTICE PERIOD MUSIC...
MORE THAN WE CAN HOPE TO COVER. IS THERE A
REPRESENTATIVE STYLE WE CAN SINK OUR
ACADEMIC TEETH INTO?

— ...AND THE LANGLIAGE
FORMS THE BASIS FOR
THE MOST POPLULAR
MUSICAL STYLES TODAY.

FOUR-VOICE CHORALE WRITING 'S A GOOD STYLE TO STUDY FOR SEVERAL REASONS:

CHORALES HAVE A FAST
HARMONIC RHYTHM, ALLOWING
FOR A LARGER NLMBER OF
CHORDS PER EXERCISE.

A LARGE PERCENTAGE OF
COMMON PRACTICE PERIOD MUSIC
CAN BE EASILY REDUCED TO
FOLR-VOICE COLNTERPOINT.

THE CANTATAS OF J.S5. BACH
PROVIDE US WITH A TREMENDOUS
AMOLINT OF CONSISTENTLY-WRITTEN
FOUR-VOICE CHORALES.

ONE OF THE CHANGES TO THE CATHOLIC CHURCH MORE THAN TWO HUNDRED YEARS LATER, J.$. BACH

PROPOSED BY MARTIN LUTHER
WAS TO ALLOW MEMBERS OF
THE CONGREGATION TO
PARTICIPATE IN THE SINGING
OF THE LITURGY.

OF COURSE, LUTHER WAS
BRANDED A HERETIC FOR
HIS PROPOSALS, AND BEGAN
HIS OWN CHURCH IN WHICH
TO IMPLEMENT HIS IDEAS.

WAS APPOINTED MUSICAL
PIRECTOR AT THE ST. THOMAS
CHURCH N LEIPZIG, GERMANY
AND, IN THE SPIRIT OF LUTHER,
WROTE FIVE YEARS’ WORTH
OF LITLURGICAL MUSIC-

EACH OF THESE WORKS,
CALLED CANTATAS, WERE BUILT
AROUND A HYMN MELOPY
HARMONIZED IN FOLIR PARTS
FOR CONGREGATIONAL SINGING.

BY ANALYZING BACH'S CANTATAS, WE CAN CONSTRUCT A SET OF "RULES” FOR WRITING IN
FOUR-VOICE COMMON PRACTICE PERIOD MUSICAL STYLE, ALLOWING US TO STUDY IT IN DEPTH.
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Part-Writing: The Vertical Rules

TO BEST LUNDERSTAND HOW IT'S WRONG TO THINK THESE WERE
COMMON PRACTICE PERIOD COMPOSERS "RULES" FOR THE COMPOSERS...
WROTE MLUSIC, WE ARE GOING TO THEY WERE JUST WRITING WHAT
LEARN HOW TO WRITE MUSIC LSING SOLINPEDP GO0P TO THEM.

THEIR MUSICAL STYLE.
NOR SHOLLD WE TREAT THESE AS RLULES

SO THE PATTERNS WE SEE IN THEIR MUSIC, R RITING MU N CENEC AL
THE THINGS THEY CONSISTENTLY DI ) (i s e G A
OR DIDN'T PO, ARE GOING TO BECOME G G T, AN T
"RULES” FORg LS IN OLUR WRITING. ITS OWN "@ULEBOOK.” AS A COMPOSER,

YOU GET TO WRITE YOLUR OWN
RULES FOR YOLIR OWN STYLE!

WE'RE GOING TO START WITH THE
VERTICAL RULES.-.. THAT IS, THE RULES
THAT PERTAIN TO BLUILDING A SINGLE
SOPRANO CHORP N FOLUR~-VOICE HARMONY.

FIRST, THE DISTANCE BETWEEN
I SOPRANO ANP ALTO AND BETWEEN

ALTO ANP TENOR MUST BE AN

OCTAVE OFR LESS.

THE TENOR AND BASS CAN BE AS
FAR AFPART AS YOU WANT!

SECOND, THE VOICES MUST BE KEPT IN
THEIR PROPER ORPER; FOR EXAMPLE,
THE TENOR SHOLULDN!T BE HIGHER
THAN THE ALTO. (BACH DID THIS NOW
AND THEN, BUT IT WAS ONLY WHEN HE

WANTED TO INCORPORATE SOME SPECIAL
MELODIC SHAPES.)
@® 7eNor THIRD, SINCE WE HAVE FOLIR VOICES
o)
P’ A
y 4

AND ONLY THREE NOTES IN A TRIAC,
o ONE OF THE NOTES SHOULD BE

POUBLEL. FOR TRIADS IN ROOT
POSITION, WE TYPICALLY DOUBLE THE
ROOT OF THE CHORD UNLESS FORCED
(BY OTHER RULES) TO DO OTHERWISE.

BAass

LASTLY, EACH VOICE SHOULD

STAY IN ITS RANGE. THESE g
ARE CONSERVATIVE RANGES {ey —
FOR MOPERN SINGERS, BUT o —

REMEMBER THAT BACH'S o v TENOR BAass
CHORALES WERE REALLY SOPRANO ALTO - -

WRITTEN FOR AMATELIRS = rax

THE COMMON PEOPLE WHO - —
ATTENDED CHLIRCH N LEIPZIG! 7
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Part-Writing: The Horizontal Rules

THE SLIPREME GOAL OF PART-WRITING 1S GOOP VOICE LEAPING...
MAKING EACH INDIVIDUAL VOICE PART EASY TO SING BY AVOIDING
AWKWARD INTERVALS OR LARGE LEAPS!

BEFORE WE GET TO THE

SPECIFIC POS AND PON'TS, LET'S TAKE A LOOK

AT SOME IMPORTANT CHARACTERISTICS OF FOUR-VOICE PART-WRITING:

NOTE HOW EACH VOICE MOVES
AS LITTLE AS POSSIBLE, GOING
TO THE NEAREST CHORP TONE

IN EACH SLUBSEQUENT CHORD!

—

IN SOME CASES, THE VOICE
CAN SIMPLY STAY ON THE SAME
NOTE. THIS IS CALLED
KEEPING THE COMMON TONE,
AND IT'S ALWAYS COOL!

o

F

i

2
£

QQ’LD
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.
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IT'S COMMON FOR THE BASS TO
MOVE IN THE OPPOSITE PIRECTION
OF THE UPPER THREE VOICES.-
THIS 1S CALLED CONTRARY MOTION

THE BASS LINE, SINCE IT PROVIDES
THE FOLINPATION OF THE HARMONY
IN EACH CHORD, TENDS TO INCLUDE
LARGER LEAPS THAN THE OTHER

AND IT HELPS MAINTAIN
VOICE INPEPENPENCE.

VOICE INDEPENDENCE?

FOUR-VOICE HARMONY 1S A FORM OF COLINTERPOINT,
WHICH 1S THE COMBINATION OF MORE THAN ONE
MELOLY PLAYED SIMULTANEOLSLY. IN COUNTERPOINT,
EACH VOICE 1S EQUALLY IMPORTANT; NO VOICE 1S
GIVEN A ROLE OF ACCOMPANIMENT TO ANOTHER VOICE.

IN COUNTERPOINT, IT IS IMPORTANT FOR EACH VOICE TO
BE INDEPENLENT; THAT 1S, NO TWO VOICES SHOLULD BE
DOING THE EXACT SAME THING. IF TWO (OR MORE)
VOICES WERE MOVING IN PARALLEL, THE RICHNESS
OF THE TEXTURE WOULD BE REPLICEL.

AS A RESLLT, COMMON PRACTICE COMPOSERS WERE

VERY CONSISTENT IN AVOIDING TWO OR MORE VOICES
THAT MOVED IN PARALLEL PERFECT OCTAVES, FARALLEL
PERFECT FIFTHS, OR PARALLEL PERFECT LINISONS/

f) 4 f 4

&

f) 4

T N

| | |
g7 f; o f o P f;
4 Ol - al J o J al O -2 é ‘é
)¢ = = EE==
§ ‘ ' '
PARKALLEL FPARKALLEL PAKALLEL
OCTAVES! FIFTHS! UNISONS/

THREE VOICES, BUT THAT'S OKAY.

THERE ARE ALSO A FEW OTHER
RULES THAT APPLY TO THIS STYLE:

WHEN YOU HAVE THE LEADPING TONE
IN AN OLITER VOICE (SOPRANO OR
BASS) IT MUST RESOLVE TO THE
TONIC IN THE NEXT CHORD.

you MAY NOT MOVE ANY VOICE
BY AN INTERVAL OF AN
ALUGMENTED SECOND
OR AN ALUGMENTED FOLIRTH.-

J

THE GOOLP NEWS:
YOu CAN AVOID ALL THREE OF
THESE BY DOING THE FOLLOWING
WHENEVER POSSIBLE:

1. KEEP THE COMMON TONE!
2- MOVE TO THE

NEAREST CHORP TONE!
3. USE CONTRARY MOTION/
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MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RUSH

Part-Writing: Using Inversions

WHEN COMMON PRACTICE COMPOSERS LISED INVERTED CHORPS IN
FOLR-VOICE WRITING, THEY FOLLOWED SOME GENERAL FATTERNS
REGARDING WHICH NOTE OF THE CHORD SHOULD BE POLBLELC.

ROOT POSITION FIRST INVERSION SECONP INVERSION

THE DOUBLING OF FIRST INVERSION TRIAPS DEPENDS
ON THE TYPE OF THE CHORD BEING WRITTEN.

IN ROOT IN SECOND
POSITION TRIADS, IN MAJOR FIRST IN MINOR FIRST IN PIMINISHED INVERSION TRIADS,
COMPOSERS LSLALLY INVERSION TRIADS, INVERSION TRIADS, FIRST INVERSION COMPOSERS USUALLY
DOUBLED THE ROOT, COMPOSERS COMPOSERS TRIADS, THEY DOUBLED THE FIFTH,
WHICH 1S IN THE DOUBLED THE DOUBLED THE DOUBLED THE WHICH 1S IN THE
BAsSS SOPKRANO BAssS BAsSS BAsS

OrR

OF THE CHORPD. OF THE CHORPD. OF THE CHORPD. OF THE CHORPD.
SOPRANO

OF THE CHORD.

=+ = S = ==
P . 4# I,g _J

ﬁ:{: ﬂE — ‘l b;
I

HERE'S ANOTHER WAY TO THINK OF IT: THE ONLY TIME YOU CAN'T DOLBLE THE BA4sSS 1S
IN FIRST INVERSION MAJOR TRIAPS, WHERE YOU SHOULD DOLUBLE THE SOPRANO INSTEAD.

OKAY, WE KNOW HOW TO LISE INVERSIONS IN FOLIR-PART WRITING... BUT WHEN CAN WE LUSE THEM? )

THE ONLY “RLULE" REGARDING OTHER THAN THAT, YOU CAN LISE
ROOT POSIT/ON TRIADS, ROOT POSITION AND FIRST INVERSION
AND FIRST INVERSION TRIADS ESSENTIALLY WHENEVER YOL WANT/!
IS THAT DIMINISHED TRIADS ARE Tt
ALWAYS PLACED IN FIRST INVERSION.- e ﬁi,‘fﬁg ggs:gzgéﬁgzg'mm
THE CADENTIAL 5 cHORD THE PASSING 5 CHORD
IS A TONIC TRIAD IN —Q—J—J—J— H | { IS A CHORD PLACED IN
SECOND INVERSION Iy e — ﬂy\—"—F—f—Ff SECOND INVERSION
FOLLOWED BY A o ' I ' o f WHERE THE BASS IS
ROOT-POSITION J 4 J J J TREATED LIKE A
POMINANT CHORD o 5 # : PASSING TONE:
AT A CADENCE. e 75— ! i THE MIDDLE NOTE OF
I ! r_ ' A STEPWISE LINE

E: 1§ V I E I¢ A\ | MOVING LIP OR POWN.
THE PEDAL § cHORD 4 L IF YOU WRITE A
IS A SECOND INVERSION (A1 ] ' SECOND INVERSION TRIAD AND
CHORD WHERE THE l%w IT'S NOT ONE OF THESE THREE SITUATIONS,
BASS 1S TREATED LIKE r F r THEN YOU ARE NOT WRITING IN THE COMMON
A PEPAL TONE: | | | PRACTICE PERIOP STYLE! THE COMPOSERS OF
A NOTE PRECEDED AND (oy—e—o—o—] THE STYLE JUST DIDN'T LSE THESE CHORDS
FOLLOWED BY THE —2 WILLY-NILLY.
SAME NOTE. r

F: I IV§ 1
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Part-Writing:

MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RUSH

Melodic Minor

SO ANYWAY,
AFTER WE GOT
HIM TRANSPOSED
BACK TO TONIC, HE
BEGAN TO MODULATE
AGAIN, AND...

/F

ATTENTION! ATTENTION/
WE NEED ASSISTANCE
WITH A NEW FPATIENT

IN EMERGENCY TREATMENT

IN THE COMMON
PRACTICE PERIOL,
COMPOSERS USED
HARMONIC MINOR
BY DEFAULT. BUT
WHEN ALUGMENTED

SECONPS OCCURRED,

THEY TURNED TO A
HERO FOR HELP:

ROOM 38... STAT! MELOPIC MINOR!
WHAT SEEMS TO BE WELL, I THOUGHT I'D TRANSPOSE TO
THE PROBLEM, SIR? MINOR, YOLU KNOW, TO SURPRISE THE I —
FAMILY... 8O I DID, AND THEN I RAISED %
ALL MY LEAPING TONES, BECAUSE
I'M A COMMON PRACTICE PERIOD S 4 4
> PROGRESSION, RIGHT? (i}: P,
Ld I 1

OKAY, SURE. SO WHAT'S WRONG? )

IVE GOT
ALGMENTED
SECONDs!

Q% | %

DOCTOR, WHAT
P )

——
et .
j 4 4
2 e s e e =
T m 1

PAGING... DR. MELODIC MINOR! } '

4 4 J J

(i FOR THIS CASE OF ASCENPING ALUGMENTED SECONDS,
I PRESCRIBE A RAISED SIXTH SCALE PEGKEE!

AR e
%JJ

e

0| Q—

[3)

P
oM. 1T MAKES A MATOR IV CHOEVW %

JJ NN
===

] N /
|

Q&

%\/ AND FOR THESE

PESCENDING

AND THAT

MAKES A

. |
e e e ———¢ ALIGMENTED SECONDS,
= P F il WE'RE GOING TO USE o
AN LINRAISED SEVENTH!/ il
Dd 4 VY T ki . Ly
I ——r— : F ==t i \

MINOR vV
CHORP! /

| /

MY GOOD MAN.

ALUGMENTED

NOW LET'S TURN TO

=

SECONDS...
THEY'RE

QL

OF THE BILL.

[ ALL IN A DAY'S WORK,

)

THE LUNPLEASANT MATTER

CLURED!

é? 11
s
I'\

01—

!CL\RE YOLIR ALGMENTED SECONDS WITH MELODIC MINOR TODAY!

LICENSED LINDER A CREATIVE COMMONS BY-NC-NP LICENSE - VISIT TOBYRUSH.-COM FOR MORE




MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RUSH

The Harmonic Gadences

LAST TWO CHORDPS OF A PHRASE, SECTION OR PIECE.-
THERE ARE FOLIR TYPES OF CADENCES, EACH WITH
THEIR OWN SPECIFIC RERUIREMENTS AND VARIATIONS .-

r A CAPENCE 'S GENERALLY CONSIDERED TO BE THE

AN AUTHENTIC CAPENCE CONSISTS OF A POMINANT FLUNCTION CHORD (V OR VII) MOVING TO TONIC-

TO BE CONSIDERED A PERFECT AUTHENTIC CAPENCE,
A CADENCE MUST MEET ALL OF THE FOLLOWING CRITERIA:

IT MUST LISE A V CHORD _Q_Q_J_J_ IF THE CADENCE _Q_Q_J_J ) & | |

NoT A viID

:@:}': DOESN'T MEET :@:: —
BOTH CHORDS MUST BE ALL OF THOSE | o) i

IN ROOT POSITION

THE SOPRANO MUST
ENDP ON THE TONIC

THE SOPRANO MUST
MOVE BY STEFP

¢

J CRITERIA, IT'S

o CONSIDERED TO ¢ o A

—

— BE AN 5 O )
A o IMPERFECT b i 7+
i . AUTHENTIC 4’-_r_ r |=
I CAPENCE! 6 .
G: V I G: vii>> 1 G: Vi 1

A PLAGAL CAPENCE CONSISTS OF A SLUBPOMINANT FLUNCTION CHORD (JV OR /) MOVING TO TONIC-

TO BE CONSIDERED A PERFECT PLAGAL CAPENCE,
A CADENCE MUST MEET ALL OF THE FOLLOWING CRITERIA:

IT MUST LUSE A IV CHORD IF THE CADENCE fH ¥ | | fH ¥ |
QLD cosentmesT (M2 —s—  (H5——%—3—

BOTH CHORDS MUST BE \U"

IN ROOT POSITION

THE SOPRANO MUST
ENP ON THE TONIC

THE SOPRANO MUST

KEEP THE COMMON TONE ' |' CAPENCE!

I T ALL OF THOSE )
J _J_ CRITERIA, IT'S

[ |
CONSIDERED TO 0" v ¢ i
— BE AN | — . >y
q-_ﬂ_Fi IMPEREFECT #gﬁ 0 |
@ PLAGAL -

G: IV 1 G: IV® 1 G: i I°

A HALF CAPENCE 'S ANY CADENCE THAT ENDS ON THE DOMINANT CHORED (V).

A SPECIFIC TYPE OF HALF CADENCE Au | Au |
P A ]

IS THE PHRYGIAN CAPENCE, WHICH ‘ J J w:
ﬁp’:#: MUST MEET THE FOLLOWING CRITERIA: % F
o ' IT OCCURS ONLY IN MINOR ;j

IT USES A IV CHORD MOVING TO V ~ J ‘! " J

N I —— S i )2
7 ; THE SOPRANO AND BASS MOVE e e—— i
[

BY STEP \N CONTRARY MOTION J [

THE SOPRANO AND BASS BOTH e WV e vV
END ON THE FIFTH SCALE PEGREE

A DECEPTIVE CAPENCE 'S A CADENCE WHERE THE POMINANT CHORPL (V) RESOLVES TO SOMETHING
OTHER THAN TONIC-.. ALMOST ALWAYS THE SLBMEPIANT CHORP (VI)-

£ & |
g

b 4
y 4 @

REALLY, IT'S THE PSYCH-OLUT CAPENCE, N THAT

e (el

@Q) r YOU EXPECT IT TO RESOLVE TO TONIC, BUT IT POESN’T.

m%é AND, IN FACT, IT'S MORE COMMON TO SEE THIS IN
THE MIPDLE OF THE PHRASE RATHER THAN THE ENC:..

I
[
G: V vi

WHERE YOU MIGHT CALL IT A "CAPENCE-LIKE STRLUCTLIRE"!
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| |
HOW DID COMPOSERS OF THE COMMON
armnnlc I‘nuI‘ESSIﬂ“ PRACTICE PERIOP DECIDE WHICH ORDER
TO PUT CHORPS IN? DID THEY JUST THROW
THEM DOWN ON PAPER HAPHAZARDLY?

AS A MATTER OF FACT, THERE ARE CERTAIN CHORD PROGRESSIONS THAT APPEAR MOKE
FREQLUENTLY, AND THERE ARE OTHERS THAT ARE AVOIPELD PRETTY CONSISTENTLY. WHILE
THE CHOICES WERE ALWAYS BASED ON WHAT SOLINPED GOOLr TO THE COMPOSER,
THEORISTS CAN FIND A PATTERN N THEIR CHOICES THAT WE CAN LISE TO EASILY REMEMBER
WHICH CHORD PROGRESSIONS WORK AND WHICH ONES PON‘T.

ONE WAY TO LINDERSTAND THIS PATTERN IS TO THINK IN TERMS OF ROOT MOVEMENTS. A ROOT MOVEMENT
IS THE BASIC INTERVAL BETWEEN THE ROOT OF ONE CHORD AND THE ROOT OF THE NEXT CHORD. YOU
DON'T HAVE TO WORRY ABOUT THE INTERVAL'S INFLECTION, JUST ITS PISTANCE AND PIRECTION-

FOR EXAMPLE, TO DETERMINE THE ROOT MOVEMENT o I | A TO B 1S POWN A SEVENTH,
HERE, WE LOOK AT THE ROOT (NOT BASS) OF EACH 74"':\" S BUT SINCE OCTAVES DON'T MATTER,
CHORPD AND FIGURE THE INTERVAL BETWEEN THEM. ) z WE INVERT IT TO LP A SECONC.

SO HERE'S THE PATTERN: COMMON PRACTICE
PERIOD COMPOSERS GENERALLY LUSED ROOT
MOVEMENTS OF LIP A SECOND, POWN A

THAT'S NOT SAY THAT THEY
/
THIREL, AND POWN A FIFTH! NEVER LSED OTHER ROOT

MOVEMENTS, BUT IT DIDN'T
HAPPEN VERY OFTEN.

SEQUENCES OF CHORDS THAT
REMEMBER... SINCE PON'T FOLLOW THIS PATTERN
INFLECTION DOESN'T ARE CALLED RETROGRESSIONS,
MATTER, WE CAN AND THEY ARE CONSIDERED
IGNORE ACCIPENTALS LUNSTYLISTIC-
WHEN WE FIGURE THE
ROOT MOVEMENTS.
TUNSTYLISTICY 1S A
POLITE WAY OF SAYING

THE COMPOSERS PIPN'T
PO IT O YOU SHOULPN'T

SO, FOR EXAMPLE, A & CHORP TO AN DO IT EITHER"!

E CHOKP s DOWN A THIRD, BUT €O 1S
& TO E FLAT, AND G SHARFP 1O E FLAT!

THERE ARE ALSO FOLIR SIMPLE EXCEPTIONS TO THIS FATTERN:

- | [ =V vi=l

ANY CHORD CAN TONIC CAN MOVE ANY CHORD CAN AND THE LEADING-TONE
MOVE TO TONIC, TO ANY CHORD, MOVE TO DOMINANT, TRIAD MUST MOVE TO TONIC.
; : o0
' [ i
LET'S TRY IT... m9&—_—_m9‘§ :,|: mgu—:‘;%gi‘
SAY YOU HAVE 2 O —0—6&0 — 3}59—0—{%20—:
A SUPERTONIC 5%6 _r_si“\us? S‘\Lo_r_jg\\):;
CHORD AND S Qw Z22Qp 2% 282
YOU ARE TRYING gm% 6“&9 Ia SUQ J
3# TO PECIDE WHAT ::’;E FE i p— :§§_ Tilhq ———
JE CHORD TO USE  Q 0 4 0 — 0 |
TO FOLLOW IT. ’%S —_>gq E r&&) __—ux&gzb
< oL o
C: i iii vii® < v 9 I
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MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RUSH

Diatonic Common Chord Modulation

MOPLULATION 1S THE PROCESS OF CHANGING TO A PIFFERENT KEY WITHIN A PIECE OF MUSIC.

THERE ARE SEVERAL DIFFERENT
WAYS TO MOPULATE; PERHAPS THE
SIMPLEST IS THE LINPREFPARED
MOPLULATION, WHERE THE MUSIC
PALUSES AND SUDDENLY CHANGES
KEY, OFTEN UP A HALF-STEF.

COMMON PRACTICE PERIOD COMPOSERS,
HOWEVER, PREFERRED A PARTICLULAR TYPE
OF MODLULATION THAT REQUIRED A LITTLE
MORE PLANNING: THE PIATONIC COMMON
CHORP MOPLILATION. AS THE NAME
SUGGESTS, THIS LUSES A CHORD WHICH

1S DIATONIC N BOTH THE OUTGOING KEY
AND THE NEW KEY.

HEY... WHAT IS THIS
PORTRAIT DOING HERE?

LET'S SAY WE'RE STARTING OFF IN € MAJOKRK ... HERE 1S A LIST OF ALL THE KEYS WHICH
HAVE CHORDS IN COMMON WITH € MAJOR (THE SPECIFIC CHORDS ARE HIGHLIGHTED):

o)

FOR INSTANCE, (ay B ; ﬁf‘ F EF ? EF ﬁ —+¢ s % ?—ﬁ#
THEICHORD —oJ I+ T 1+ —

N & MAJOR .

6 ggp.. o0 i IV Vv a i il W WV VI i
-..WHICH 1§
Y b THE V CHORD
2 E r— F F N & MAIOR! 0
I 1 I 1
ug 1 - ==L
F: 1 il iii 1\ A\ vi vii e i il I iv \% VI o
H | | |
7 I [ E NOTICE HOW THESE KEYS
! i E E ARE ALL CLOSE TO ONE
KEYS WHICH HAVE %—‘ | . i ANOTHER ON THE
CHORDS IN COMMON CIRCLE OF FIFTHS.
LIKE THIS ARE ) .. vV .
CALLED RELATED KEYS. C: I u u Vi vt

TO USE THIS TYPE OF H 1 | | I ! | i I . i NOTE THAT THE PIVOT
MODULATION, A COMPOSER d 2 o ] j ' CHORPD 1S ALWAYS THE
WOULD PIVOT THE HARMONY o | T I T T LAST CHORPD THAT CAN
AROLIND THE CHORD THAT BE ANALYZED IN THE
FIT INTO BOTH KEYS. § 4 A J A 4 ﬂi A J J J OLD KEY... THE FIRST
as THEORISTS, WE sHow (EF——— £ . . . ———® | ACCIDENTALS WILL ALWAYS
THIS PIVOT CHORD BY u i ' . — f—T OCCLR IN THE CHORD
ANALYZING THE CHORD N C; | i V. I v IMMEDIATELY FOLLOWING
BOTH KEYS. eiv V. VI iv Vi THE PIVOT CHORD!
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PASSING
TONE

NEIGHBORING
TONE

APPOGGIATURA
ESCAPE TONE

CHANGING
TONES

ANTICIFPATION
SLSPENSION
RETARPATION

PEPAL TONE

SLUSPENSIONS ARE TYPICALLY FURTHER IDENTIFIED
BY NLUMBER. THE FIRST NLUMBER REPRESENTS THE
INTERVAL BETWEEN THE NOTE OF SLSPENSION AND
THE BASS. THE SECOND NUMBER REPRESENTS THE
INTERVAL BETWEEN THE NOTE OF RESOLLLTION AND

THE BASS.

N > )
9 N
e@@Q\P QQVOQ 4 O\,\>‘ « ee
RESOLVES BY CONTINUING IN
PT STEP STEP THE SAME DIRECTION AS THE
APPROACH.
RESOLVES BY RETURNING TO
NT STEP STEP THE NOTE PRECEDING THE
NON-HARMONIC TONE.
RESOLVES IN OPPOSITE
APP LEAP STEF DIRECTION FROM APPROACH.
RESOLVES IN OPPOSITE
ET STEP LEAP DIRECTION FROM APPROACH.
TWO NON-HARMONIC TONES
T ANY STEP ON EITHER SIDE OF THE
NOTE OF RESOLUTION.
A CHORD TONE PLAYED
ANT ANY COTAOA;:/AEO N BEFORE THE REST OF
THE CHORD ARRIVES.
A NOTE HELD OVER FROM
sUs Corgﬁgo N STEP A PREVIOUS CHORD AND
RESOLVED DOWN.
A NOTE HELD OVER FROM
KET COTAOA:?EO N STEP A PREVIOUS CHORD AND
RESOLVED LIP.
COMMON COMMON A CHORD TONE WHICH
PEDP TEMPORARILY BECOMES
TONE TONE A NON-HARMONIC TONE.

MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RUSH

THE EXCEPTION TO THIS RULE IS THE 2-3 OR
BASS SUSPENSION, WHERE THE NUMBERS
REPRESENT THE INTERVALS BETWEEN THE BASS
(WHERE THE SUSPENSION OCCURS) AND
WHICHEVER VOICE HAS THE NOTE WHICH IS A
SECOND (NOT COUNTING OCTAVES) ABOVE

THE BASS.

L
':?fr
g
2=

T

=== 7-6

Gy

L sus

=

4-3

sSUs

A NON-HARMONIC TONE 1S A NOTE THAT
DOESN'T FIT INTO A CHORD. WE CLASSIFY
NON-HARMONIC TONES BY HOW THEY ARE

APPROACHEDP AND RESOLVED!

o
vl
o =
e
—— B
'.?r f
e
p [ J - T
2
e P
'Su\r T
o
o T | |
Jd
25 .
s
e
— 4
e | "
%r r
e
r r
e —
.Jr : -
S —
2=
/S —
4 4
Gt
Jrr
E—
) <
y/ I E—
S r 2-3
J o5 (BAss)
Fr—, sSUsS
—
o-8
sSUsS
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MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RUSH

'« SPURKY JMUSIC THEORY DOG.!

. Dear Sparky:
o Can you elaborate on why suspensions are identified by numbers? Also, what
should one watch out for when writing suspensions in four-part harmony<%

~& WOOF S

Y WHEN ANALYZING SUSPENSIONS, IT IS IMPORTANT TO IDENTIFY
* -
TRANSLATION:- BOTH THE NOTE OF SUSPENSION (THE NON-HARMONIC TONE

ITSELF) AND THE NOTE OF RESOLUTION (THE NOTE THAT COMES RIGHT AFTER THE
NON-HARMONIC TONE IN THE SAME VOICE).

D>

IN ALMOST EVERY CASE,
THE SUSPENSION 1S

THEN LABELED LISING
TWO INTERVALS: THE
INTERVAL BETWEEN THE
NOTE OF SUSPENSION
AND THE BASS, AND THE
INTERVAL BETWEEN THE

THIS 4 1S THE
NOTE OF SUSPENSION...
IT DOESN/T BELONG IN
THIS & MAJOR TRIAL.

Ex
-

IT RESOLVES TO
THIS &, WHICH POES

;
et

® FIT IN THE CHORD. NOTE OF RESOLLUTION 6
| IT'S THE NOTE OF AND THE BA4SS. C: IV A%
RESOLUTION! .80 IT'S A
C: IV Ve 7-6 SLSPENSION!

WHEN WRITING AN EXAMPLE WHICH

THE ONLY EXCEPTION TO THIS

INCLUDES A SUSPENSION, IT IS VERY
OFTEN USEFLUL TO BEGIN BY WRITING
THE CHORD THAT IS GOING TO CONTAIN

A 3rp! ) THE SUSPENSION OCCLURS IN THE
BASS. FOR THIS ONE, WE LOOK

THIS 1S 1S THE 2’5 SUSPENS/ON/ WHERE
THIS IS

A 2Np!
THE SUSPENSION, THEN ADDING THE ——
SUSPENSION, AND FINISHING BY WRITING
THE CHORP OF APPROACH.-

C: vi Vv

N
Qé;’ka
C,G’k)
T N—

;'
7

i 1

-850 1T'S A
2-3 SUSPENSION!

N
hod

N
et

+ i

AT THE INTERVAL BETWEEN THE
NOTES OF SUSPENSION AND
RESOLUTION AND THE NEAREST
CHORP TONE, WHICHEVER VOICE
IT MAY BE IN.

THE REAL TRICK, THOUGH, 1S TO PLAN AHEAL... \F YOU ARE PLANNING TO WRITE A PARTICULAR TYPE
OF SUSPENSION, YOU NEED TO THINK ABOUT THE INTERVAL THAT NEEPS TO BE PRESENT IN THE

CHORD THAT INCLUDPES YOLR SUSPENSION.

FOR THE 7-6 SLSPENSION,
THE SUSPENSION RESOLVES
TO AN SIXTH ABOVE THE
BASS. THAT MEANS YouU
CAN'T LUSE A CHORD IN
ROOT POSITION, BECALISE
THEY HAVE A FIFTH AND A
THIRD ABOVE THE BASS.
YOU NEED A FIRST OR
SECONP INVERSION TRIAD!

FOR THE 9-8 SLUSPENSION,
THE SUSPENSION RESOLVES
TO AN OCTAVE ABOVE THE
BASS... THAT'S EASY, SINCE

ANY CHORD CAN INCLUDE
AN OCTAVE.

FOR THE 4-3 SLISPENSION
AND 2-3 SLISPENSION, YOU
NEED A CHORD WITH A
THIRD ABOVE THE BASS...
WHICH MEANS YOU CAN
USE ANYTHING EXCEPT A
SECONPD INVERSION TRIAD.

POING STUFF THE SPARKY WAY 15 ALWAYS FUN!
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MUSIC THEORY FOR MUSICIANS ANDP NORMAL PEOPLE BY TOBY W. RUSH

Diatonic Seventh Chords

WHAT AKE THEY?

PIATONIC SEVENTH CHORPS ARE THE
SEVENTH CHORDS YOU CAN CREATE LISING
ONLY THE NOTES IN A PARTICLULAR KEY.

ANN

HERE THEY ARE .
IN MAJOR AND | —0) _ I
MINOR. o : : :
S 2 =
e € 2 N
REMEMBER: | c. 77 ' i V. VI i i
WE ONLY
RAISE THE
LEADING-TONE 9 _ s
OVER o : = 5
POMINANT- o 8 8§ 8 08 ¢ =
FUNCTION o ©
HARMONY! a i W 1w VoVl i

IN HARMONIC PROGRESSIONS, DIATONIC SEVENTHS CAN
BE USED ANYWHERE YOU CAN USE A DIATONIC TRIAD WITH THE
SAME ROOT. I

==

7]
7]

IN FACT, THESE CHORDS CAN

ROOT MOVEMENTS
AS TRIADS USE.

WITH THE DIATONIC SEVENTH CHORDS, WE ADD A
FOURTH ROOT MOVEMENT: THE COMMON ROOT.
HOWEVER, THIS ROOT MOVEMENT CAN ONLY BE
USED TO INCREASE TENSION, SO GOING FROM
A SEVENTH CHORPD TO A TRIADP 'S AVOIDED.

BE APPROACHED AND RESOLVED
USING ANY OF THE SAME THREE

REMEMBER, PIATONIC
MEANS "EROM THE KEY.”
SO A DIATONIC CHORD 1S ONE
THAT ONLY LUISES NOTES IN
THE KEY SIGNATURE.
NO ACCIPENTALS!

THERE ARE EIGHT POSSIBLE TYPES OF
SEVENTH CHORDS IN TERTIAL HARMONY,
BUT THE COMPOSERS OF THE COMMON
PRACTICE PERIOD ONLY USED FIVE:=

\Z
ok, T Reor oot
pﬂ )
N‘eq? =
5 MAIOR TRIAD
¢ M“.x0¢ b~ MINOR 7TH
0¢r¢ ﬂ“'\ - ABOVE ROOT
N\f"jgéq MATOR TRIAD
Z | MINOR 7TH
;:;Aggw\ P : ABlOVE ROOT
ééq T MINOR TRIAD
0
¥ \ﬂ\é"\e —b MINOR 7TH
oW P“Y\ i ABOVE ROOT
\,f’ é\lé
gy’ PIMINISHED TRIAD
¢
¢ “.x\éy\ —bly DIMINISHED 7TH
5 g\‘ffe‘,ﬂ\’\ him ABOVE ROOT
W g¢ PIMINISHED TRIAD

WE LISE “¢7" FOR
HALF-DIMINISHED SEVENTHS
AND “O71 FOR
FULLY DIMINISHED SEVENTHS,

SEVENTH CHORDS HAVE FOLR NOTES, SO DOUBLING IN FOUR-PART

HARMONY

VvV =V V=V’

WHEN USING THESE CHORDS IN FOLUR-PART WRITING - IN
FACT, WHEN YOU LUSE ANY SEVENTH CHORD IN FOLIR-PART
WRITING, YOU MUST ALWAYS, ALWAYS REMEMBER T

THE SEVENTH OF THE CHORD =)= =
IS MOST OFTEN APPROACHED r~= .// — [ [ r'//

—
/"’_‘

>/=

1S NOT AN ISSLE... BUT IF YOU NEED TO USE IRREGLULAR
DOUBLING, POLBLE THE ROOT AND OMIT THE FIFTH.-

THE SEVENTH OF THE CHORD
1S ALWAYS RESOLVED COWN
BY STEFP. ALwAYS!

/= [/ NO, I'M SERIOUS. DON'T EVER
/ =1 jf A / - RESOLVE THE SEVENTH OF A

SEVENTH CHORD ANY OTHER

HOWEVER, IT IS OKAY TO
APPROACH THE SEVENTH

BY THE COMMON TONE.

WAY.

FROM BELOW BY A STEP
OR A LEAP, OR FROM ABOVE

o

DOING SO WILL CALSE you
CERTAIN PEATH!

BY A STEP.

YOU MUST NEVER APPROACH
THE SEVENTH BY A LEAP FROM

N\

ABOVE!
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The Dominant Seventh

THE POMINANT SEVENTH 1S THE PIATONIC SEVENTH

CHORP BLILT ON THE FIFTH SCALE PEGREE- WE
ALREADY DISCUSSED DIATONIC SEVENTH CHORDS...
WHY GIVE THIS ONE ALL THIS SPECIAL ATTENTION?

BUT ANOTHER REASON

FOR ONE THING, THE
DOMINANT SEVENTH IS,

BY FAR, THE MOST COMMON
SEVENTH CHORPD USED BY
THE COMPOSERS OF THE
COMMON PRACTICE PERIOPD.

FIRST, A NOTE ON TERMINOLOGY -

FOR SPE

NDING A LITTLE EXTRA

TIME WITH IT IS THE FACT THAT

THERE

ARE A FEW THINGS

THAT APPLY TO IT THAT PON’T

APPLY TO

THE OTHER DIATONIC

SEVENTH CHORDS.

IT'S JUST A MAJOR-MINOR SEVENTH...

e
THE TERMS "MAJOR-MINOR SEVENTHY 7
AND "DOMINANT SEVENTH" ARE NOT P
I\ -
INTERCHANGEABLE! "MAJOR-MINOR UNTIL IT'S PLACED IN A PARTICULAR KEY!

SEVENTH" 1S THE CHORD'S TYPE, AND

THE REASON THESE ARE OFTEN
CONFUSED 1S THAT IN POPLLAR
ANDP JAZZ THEORY;, THE TERM
"DOMINANT" IS LUSED TO LABEL
THE CHORD TYPE INSTEAD OF

"DOMINANT SEVENTH 1S THE ROLE ’)? LI}
THE CHORD PLAYS IN THE CONTEXT ("
OF A FARTICULAR KEY. oJ

V7

THE CHORD'S FKOLE. r

THE OTHER IMPORTANT THING TO KNOW ABOUT THE DOMINANT SEVENTH CHORD 1S THAT COMMON PRACTICE
PERIOD COMPOSERS WOULD SOMETIMES LISE SOME NON-STANPARD WAYS OF RESOWING THE SEVENTH!

Y ORNAMENTAL RESOLLTION

IN THIS RESOLUTION, THE SEVENTH IS STILL
RESOLVED POWN BY STEF, BUT IT TAKES AN
ORNAMENTAL "OETOLIR” BEFORE GETTING THERE.

\2
Y IRANSFERRED RESOLLTION

THIS 1S THE “"HOT POTATO" RESOLUTION: INSTEAD OF
BEING RESOLVED DOWN BY STEP IN THE SAME VOICE
THE SEVENTH 1S PASSED TO ANOTHER VOICE N

Au == ANOTHER DOMINANT SEVENTH CHORPD.
. THE ORNAMENT
i £~ CAN BE ANY ;4&#“ =
o 11 i SHAPE OR THE SEVENTH STILL ) = =
SEVENTH NAMEN RESOLUTION LENGTH, BUT IT NEEDS TO RESOLVE J [I“TRANéFEEEED
2z ot MUST RESOLVE | POWN BY STEP BY 4 JoOEeR
e e — z 10 THE NOTE WHATEVER VOICE 1S D — —
FROM THE 7 6
A\ I SEVENTH OF THE v Ve !
SEVENTH cHorD. | IF THE BASS VOICE GETS IT, HE RESOLVES IT
IMMEDIATELY, ENDING THE FLUN FOR EVERYONE.
¢ \2
“PELAYED RESOLUTION “BASS RESOLLTION

HERE, THE RESOLUTION OF THE SEVENTH IS
PELAYED BY MOVING TO SOME OTHER CHORD
(USUALLY THE SLUBPOMINANT) AND HAVING THE
SEVENTH OF THE CHORD HOLP OLT UNTIL THE
DOMINANT SEVENTH RETURNS.

e — AFTER THE V
ﬁ_r_? PRl RETURNS, THE
SEVENTH resoLuTion|| VOICE THAT HAS
d J THE SEVENTH
e ——— SHOULD STILL
i"‘—’—r—p — RESOLVE IT
! ' I APPROPRIATELY!
Vi v VoI

IN THIS RESOLUTION, THE SEVENTH OF THE CHORD
IS STILL RESOLVED POWN BY STEF, BUT THE NOTE
IT RESOLVES TO APPEARS IN THE BASS VOICE.

H & | . THE VOICE THAT
- HAD THE SEVENTH
. | RESOLVES 4P,
SEVENTH
zsst\uTloN USUALLY BY STEF.
g 1
bl OO - P L
7 ek o=
I =
| |
V7 I°
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|
SO FAR, WE'VE TALKED ABOUT TWO
TYPES OF TERTIAL CHORDS: TRIAPS AND
SEVENTH CHORPS. REMEMBER, TERTIAL
CHORDS ARE CHORDS CONSTRUCTED

BY STACKING MATOR AND MINOR THIRPS!

LA v

00

]
h
v

A\

00

NOW, THERE ARE FOLIR TYPES OF TRIAPS
AND EIGHT TYPES OF SEVENTH CHORPS,
PIMINISHED TRIAD MINOR TRIAD MAJOR TRIAD ALUGMENTED TRIAD EVEN THO“GH COMMON PRACTICE PER‘OD
COMPOSERS ONLY LSED FIVE OF THEM.

ool
00

| | |
2 2 2
| vV | 4 4
B >
© pss © S P

A\

4 i DIMINISHED MINOR MINOR MINOR MAJOR MINOR MAJOR MAJOR
SEVENTH CHORD SEVENTH CHORD SEVENTH CHORD SEVENTH CHORD SEVENTH CHORD

SO THAT MAKES FOR TWELVE CHORD TYPES SO FAR... BUT WHAT IF WE KEEP GOING? WHAT OTHER CHORD
TYPES CAN WE MAKE BY STACKING MAJOR AND MINOR THIRDS? TERTIAL CHORDS WITH FIVE, SIX AND SEVEN
NOTES ARE CALLED NINTH CHORPS, ELEVENTH CHORPS AND THIRTEENTH CHORDS RESPECTIVELY.

SUDPPENLY THE POSSIBILITIES INCREASE FROM TWEL\/E..-l

... TO 1247

THE GOOP NEWS: COMMON
PRACTICE PERIOD COMPOSERS
ONLY USED THESE "EXTENPELD
HARMONIES” AS PIATONIC
CHORPS ON THE POMINANT.

SERIOUSLY: THESE ARE THE ONLY
EXTENDED HARMONIES USED BY

COMMON PRACTICE PERIOD COMPOSERS.

IN FACT, THE V% AND V75 WEREN'T LUSED
MUCH BEFORE THE ROMANTIC ERA-

WHAT ABOUT A FIFTEENTH CHORPZ?
TRY IT: IF YOU ADD ANOTHER THIRD
ON TOP OF A THIRTEENTH, YOU
ARE JUST DOUBLING THE ROOT.
SO TERTIAL HARMONY STOPS AT 13/

NOW, WHEN WE PUT THESE CHORDS INTO | | FINALLY, THE NINTH, ELEVENTH OR

FOLIR-PART HARMONY, WEVE GOT A THIRTEENTH OF THE CHORD IS WHAT

PROBLEM: THEY ALL HAVE MORE THAN DEFINES IT AS A NINTH, ELEVENTH

FOLR NOTES. SO WE HAVE TO MAKE OR THIRTEENTH CHORD.
THE TOUGH CALL: WHICH ONES DO f) THIRTEENTH

WE CUT FROM THE TEAM? #@ SO HOW DO YOuU PUT THESE IN

D\ FOUR-PART HARMONY?

o) b OMIT THE FIFTH AND LISE ONLY

WE NEED TO KEEP THE ROOT rk_rf g THE NINTH, ELEVENTH OR

THIRTEENTH AS NECESSARY.

BECAUSE IT DEFINES THE CHORD.
SIMILARLY, THE THIREP 'S WHAT

MAKES THE CHORD TERTIAL. SEVENTH|
—QZ—%“— OH/ AND IF YOU'RE WORRIED
7 N ABOUT INVERSIONS: STOF.
THE SEVENTH ACTS AS A BRIPGE = IN THE COMMON PRACTICE
TO THE EXTENDED HARMONY, PERIOD, EXTENDED HARMONIES
PREVENTING THE CHORD FROM C 13 ARE ALMOST ALWAYS FOLIND
: V IN ROOT POSITION.

COMING ACROSS AS TWO SEFPARATE
HARMONIES PLAYED AT THE SAME TIME.
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Motivic Development

WE'RE GOING TO TAKE A LITTLE BREAK
FROM THE USUAL STUFF AND... HEY,
IT'S LUPWIG VAN BEETHOVEN!/

I'LL TELL YOU WHAT'S
GOING ON: I'M GRLUMPY!
I BET ARCHPUKE RUDPOLPH

20 GULPEN THAT 1

COULD WRITE
500 MEASLIRES
OF MUSIC THIS WEEK AND
SO FAR I'VE ONLY
COME UP WITH
FOLUR STINKIN' NOTES!

WHAT'S GOING ON, MAESTRO?

0 HEY, IT'S COOL, MR. B...
y : WE CAN LISE THESE NOTES
SLASUNAL LMl %)a L _a:y> AS A MOTIVE, AND CREATE

A TON MORE MUSIC BASED
ON THEM. WATCH!

THE SIMPLEST FORM OF MOTIVIC

CEPETITION DEVELOPMENT: REPEATING A PHRASE H ., Prere. e e
IMMEDIATELY GIVES YOU TWICE AS ¢ e —| %
A AT J MOTIVE REPETITION
REPEATING A MOTIVE AT A HIGHER A el il Ploe o
OR LOWER LEVEL PITCH. AS WITH 0| Cr el e
SEQUENCE ALL OF THESE, THE INTERVALS e e
I ANIV4 —  —— | 7 1
DON'T HAVE TO MATCH EXACTLY. o e e T
FLIPPING THE MOTIVE LPSIDE-DOWN:
IF THE ORIGINAL MOTIVE LEAPS %&m*—h y 3
INVERSION DOWNWARD, AN INVERSION WILL \U" L e
LEAP LPWARD. INVERSION OF ORIGINAL MOTIVE
INTERVAL CONTRACTION MAKING THE INTERVALS WITHIN THE ,;? L.l"l o . 2
MOTIVE SMALLER (CONTRACTION) OR | YL O O O O i
INTERVAL EXPANSION R oo, S — |

MOTIVE INT. EXPANSION

PIMINUTION CHANGING THE SPEED OF THE MOTIVE #bmm .

SO IT IS PLAYED FASTER (DIMINUITION) | oo W) S ——— 2
ALGMENTATION OR SLOWER (ALUGMENTATION). [Y)
ALGMENTATION OF ORIGINAL MOTIVE
s N e e PP ea

RHYTHMIC ANY CHANGE OF THE MOTVE'S RHYTHM —B—b——— = ooy Pop i

y AT [V el e 'I#_ 1 | &
METAMOEPHOS/; (OTHER THAN JUST CHANGING THE (e~ D1 ] - —

TEMPO, AS DESCRIBED ABOVE) o

-

AN "ECHO" EFFECT BETWEEN DIFFERENT VOICES & T
IMITATION (BETWEEN INSTRUMENTS IN AN ENSEMBLE, FOR " IMITATION

EXAMPLE, OR BETWEEN REGISTERS ON THE PIANO)

S —— — T
2 o o o | T
i ==

2N

MOTIVE
SO, HEH HEH.- ... ig/T’DsAl;il
THAT GETS Us TO
MEASLIRES. .. o3 poUBLE OR
NOTHING!

YOou SLY FOX...
WAIT... WE ARE IN 506 MEASLIRES/

4/4 TIME, RIGHT?

WOOOOT!
READ IT AND
WEEF, RUDY!

UH, YEAH...

SO LET'S USE
2/4 TIME INSTEAD!
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- OF THE PIECE... SPECIFICALLY, THE ARRANGEMENT
OF SECTIONS OF MUSIC, HOW AND WHEN THEY
ARE REPEATED, AND WHAT KEYS ARE BEING USED.

-
WHEN WE TALK ABOUT THE FORM OF A PIECE,
WE ARE REFERRING TO THE LARGE-SCALE LAYOUT

ONE OF THE SIMPLEST FORMS 1S
BINARY FORM, WHICH CONSISTS OF
TWO CONTRASTING SECTIONS. WE

REFER TO THESE TWO SECTIONS AS
A AND B.

THE SECTIONS MIGHT BE CONTRASTING
IN MOOL, TEMPO, KEY, OR EVEN IN A
COMBINATION OF THESE CHARACTERISTICS. BINARY FORM

BINARY FORM 1S LUSED IN BAROXLIE PANCE
SUITES IN A VERY SPECIFIC WAY. IN THESE

° ofle ® PIECES, BOTH SECTIONS ARE REPEATED.
® olle - THE 4 SECTION BEGINS IN THE PRIMARY KEY
AND MODLULATES TO THE KEY OF THE
POMINANT, AND THE B SECTION BEGINS IN
THAT KEY AND MOPDLULATES BACK TO THE
I I v V I I OFRIGINAL KEY. PERFORMERS OF THE TIME

WOLILD TYPICALLY IMPROVISE ORNAMENTATION
WHEN REPEATING EACH SECTION.
BARORUE DANCE FORM

BAROQUE DANCE SUITES WERE WRITTEN FOR VARYING INSTRUMENTATION; MANY WERE WRITTEN
FOR KEYBOARL (USUALLY HARPSICHORED OR CLAVICHORD), OTHERS WERE WRITTEN FOR CHAMBER
GROUPS, AND SOME WERE EVEN WRITTEN FOR FULL ORCHESTKA-

EACH MOVEMENT OF THESE SUITES WOLULD BE WRITTEN IN THE STYLE OF A PARTICULAR BAROQUE DANCE:
ALLEMANPE, GAVOTTE, BOLIREE, COLIRANTE, SARABANPE, LOLIREE, GIGLIE, AND OTHERS,
EACH OF WHICH HAD A SPECIFIC CHARACTER.

BECALISE BAROQUE DANCE FORM 1S SO COMMON IN BAROQUE INSTRUMENTAL MUSIC, WHEN
THEORISTS AND MUSICOLOGISTS ARE TALKING ABOUT BAROQUE MUSIC AND sAY "BINARY FORM”
THEY ARE ACTUALLY REFERRING TO BAROLE PANCE FORM.-

ANOTHER SOMEWHAT RARE VARIATION OF
BINARY FORM 1S ROLINPELD BINARY FORM,
WHERE THE 4 SECTION RETURNS AFTER THE
END OF THE B SECTION. THIS REPRISE OF
THE 4 SECTION, HOWEVER, 1S SHORTENED,
SO WE REFER TO IT AS "4 PRIME.”

ROUNDED BINARY FORM
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Ternary Form oo oo s s veeeer conn

RATHER THAN LISING THREE COMFPLETELY
PIFFERENT SECTIONS, MOST PIECES IN
TERNARY FORM CONSIST OF TWO SECTIONS,
THE FIRST OF WHICH 1S KEPRISEL.

IN TERNARY FORM, THE 4 SECTION APPEARS
BOTH AT THE BEGINNING AND AT THE END;
LIKE BINARY FORM, THE B SECTION IS
CONTRASTING N CHARACTER.

THE REPRISED 4 SECTION MAY BE AN EXACT
REPEAT OF THE FIRST 4, OR IT MAY BE
SLIGHTLY DIFFERENT, BUT THE LENGTH OF
THE 4 SECTIONS SHOLULD BE SIMILAR. TERNARY FORM

THIS 1S DIFFERENT FROM ROLINPELD BINARY; WHERE THE REPRISED 4 SECTION (WHICH WE
CALLED A PRIME) 1S SIGNIFICANTLY SHORTER THAN THE FIRST 4 SECTION.

B Da capo THE MINLET AND TRIO 1S A VARIATION ON

TERNARY FORM LSED FOR INSTRUMENTAL
MUSIC. INSTEAD OF WRITING OUT THE REPRISED
A SECTION, THE SCORE WILL PLACE THE
INSTRUCTION "O4 CAPO AL FINE” AFTER THE
B SECTION, WHICH MEANS TO RETURN TO THE
BEGINNING, PLAY THROUGH THE 4 SECTION,
AND END THE PIECE.

al Fine

MINUET & TRIO FORM

THIS SAME FORM 1S COMMONLY LUISED IN BAROQUE AND CLASSICAL OPERA, WHERE IT IS CALLED
A PA CAPO ARIA. IN BOTH MINLIET & TRIO AND DA CAPO ARIA, ANY REPEATS ARE IGNOKED
WHEN PLAYING THROUGH THE REPRISED 4 SECTION.

IT'S WORTH MENTIONING THAT
THERE 1S A COMMON FORM
THAT IS DESCENDED FROM
MINUET ANDP TRIO FORM:
THE MILITARY MARCH FORM
FAVORED BY JOHN PHILIP
soUSA AND OTHER AMERICAN

MARCH COMPOSERS. 1SsT & 2ND
STRAINS

I IV

FANFARE
(DOGFIGHT)
[ ]

MILITARY MARCH FORM

IN THE MILITARY MARCH FORM, THE A SECTION IS SPLIT INTO TWO
SUBSECTIONS, CALLED THE FIRST STRAIN AND SECOND STRAIN.
THE TRIO APPS A FLAT (OR REMOVES A SHARP) FROM THE KEY
SIGNATURE, MODULATING TO THE KEY OF THE SLBLPOMINANT.
MOST MARCHES BEGIN WITH A SHORT FANFARE, AND REPEAT THE
TRIO, PLACING A SHORT, INTENSELY DRAMATIC PASSAGE BETWEEN
REPETITIONS CALLED THE POGFIGHT OR BREAKSTRAIN.-
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Snnata A“E rn Fnrm SONATAALLETED FOR & A SFecie oM
FIRST USED BY EARLY CLASSICAL COMPOSERS IN
OPENING MOVEMENTS OF MULTI-MOVEMENT

THE FORM ITSELF 1S BASED FROM WORKS FOR SOLO, CHAMBER OR LARGE GROLPS.

TERNARY FORM, IN THAT THE
FIRST LARGE SECTION 1S REPRISED IT WAS EVENTUALLY ADOPTED BY OTHER COMPOSERS

AT THE END OF THE FORM. OF THE CLASSICAL AND EARLY ROMANTIC ERAS.

DEVELOPMENT RECAPITULATION

FIRST SECOND FIRST SECOND
THEME THEME THEME THEME
DEVELOPMENT
MAJOR v‘ OF MAIN THEMES I I
KEYS:
MINOR ! b b
ceve: 1 I1I i i

SONATA ALLEGRO FORM

ONE OF THE MOST IMPORTANT FEATLRES OF SONATA ALLEGRO FORM IS THE TWO PRIMARY THEMES
THAT MAKE LP THE EXPOSITION. THESE TWO THEMES WILL BE CONSTRASTING IN CHARACTER AND, AT
LEAST IN THE EXPOSITION, WILL BE IN DIFFERENT KEYS. N A MAJOR WORK, THE SECOND THEME WiLL
BE IN THE KEY OF THE POMINANT; IN A MINOR PIECE, THE SECOND THEME WILL BE IN THE RELATIVE

MATOR.- N THE RECAFPITULATION, HOWEVER, BOTH THEMES ARE PLAYED IN THE TONIC!

THE DIAGRAM ABOVE SHOWS THE KEQUIRED ELEMENTS OF SONATA FORM; IN THE DIAGRAM BELOW,
SEVERAL OTHER ELEMENTS, WHICH ARE OPTIONALLY INCLUDED, ARE ALSO SHOWN.

V4 .
1] DEVELOPMENT RECAPITULATION
-
Sl 3
a ° 0
u] FIRST SECOND FIRST SECOND o
E THEME Z THEME THEME THEME
z D g DEVELOPMENT
= MAJDR F V |I: OF MAIN THEMES I I
g H ADDITION OF
MINOR OTHERS *
wmiooo<0 IIT 8 1 1
|..

SONATA ALLEGRO FORM (WITH OPTIONAL ELEMENTS)

BEAR IN MIND THAT COMPOSERS DID WHAT THEY WANTELD TO... SOME OF THE GREATEST PIECES WRITTEN
IN SONATA ALLEGRO FORM FEATURE PLACES WHERE THE COMPOSER ARTFULLY BROKE THESE “RULES!"!

LICENSED LINDER A CREATIVE COMMONS BY-NC-NP LICENSE - VISIT TOBYRUSH-COM FOR MORE



MUSIC THEORY FOR MUSICIANS ANDP NORMAL PEOPLE BY TOBY W. RUSH

Altered Chords Lo

UP TO THIS POINT, ALL THE CHORDS WE'VE
BEEN TALKING ABOUT HAVE BEEN BUILT LUSING
ONLY THE NOTES IN THE CLURRENT KEY.

ESSENTIALLY, THIS MEANS
NO ACCIPENTALS, WITH THE
EXCEPTION OF THE RAISED SIXTH
AND SEVENTH SCALE DEGREES
IN MINOR, WHICH WE

CONSIDER TO BE
PART OF THE KEY.

NOW THAT WEVE COVERED ALL
THE POSSIBLE PIATONIC CHORPS IN
TERTIAL HARMONY, IT'S TIME TO OPEN
THE DOOR TO NOTES OUTSIPE THE KEY...-

THESE "ALTERED CHORDPS” ADD A
Secondary

CERTAIN RICHNESS TO THE HARMONY
NEAPOLITAN ” Subdominants

BY LUSING ONE OR MORE NOTES
THAT ARE NOT IN THE KEY SIGNATLRE
AND THUS REQUIRE ACCIPENTALS.

WE'LL BE COVERING ,
SEVERAL CATEGORIES
OF ALTERED CHORDS,
EACH OF WHICH HAVE
THEIR OWN LINIQUE
RULES FOR LSE.

BORROWED
CHORDS

HOWEVER, THERE ARE
A FEW THINGS THAT

p THEY ALL HAVE IN SECONDARY
COMMON/ DOMINANTS AUGMENTED
SIXTHS
FIRST, EVERY ALTERED CHORD HAS TO N - _ - T _ _ _ _
HAVE AT LEAST ONE ﬁccm ENT:I’L"' | SECOND, ALTERED CHORDS CAN BE EASILY LSED IN PLACE OF THEIR
FT DOEEN T HAVE ;‘ 4 ‘/‘VCC‘E’E TALS, DIATONIC COLNTERPARTS. IN OTHER WORDS, YOU CAN ADD SOME PIZAZZ
THEN BY DEFINITION 1T'S A TO A COMPOSITION BY REPLACING A DIATONIC CHORD WITH AN
PIATONIC CHORD! | ALrERED CHORE . 0 ~ -
THAT HAS THE e+ +—F—F——+——1 ;
\SAMEl?oor. oJ o M o 4 o5 ° !
H | \ fH | \
\ | | | W
e d s 5 |- 5 b
T T e
.. ~ e
V/V ii / ~ I ve 1voVv? vi
N | L~ —
ALTERED PIATONIC | (= = —_ Y - = = — . =
‘ ')v |§—T| IN GENERAL, AVOID CROSS RELATIONS.
/ A CROSS RELATION OCCLRSE WHEN A NOTE
A APPEARS WITH TWO PIFFERENT ACCIPENTALS
—_— — —_— = . . _ - |;I IN TWO CONSECUTIVE CHORPS, N TWO
—( e DIFFERENT VOICES.
v
/2' e - H i
WITH FEW EXCEPTIONS, LASTLY, WHEN YOU LISE THESE CHORDS e
3 ALTERED CHORDS CAN LISE | IN PART-WRITING, YOU SHOULD, =5 i
) 1 THE SAME BASIC ROOT WHENEVER POSSIBLE, RESOLVE THE I
—p| MOVEMENTS THAT WENE ALTERED NOTES IN THE DIRECTION J
BEEN USING. | OF THEIR ALTERATION. b 4
hdl N
LIKE THE DIATONIC SEVENTHS, SO IF A NOTE HAS A FLAT, TRY TO D —— I”
HOWEVER, THE COMMON ROOT RESOLVE IT POWN BY STEP OR BY LEAP. !
SHOULD ONLY INCREASE TENSION... i Y

DON'T MOVE FROM AN ALTERED CHORD |

TO IT'S DIATONIC COLNTERPART. AND WE GENERALLY AVOID POLIBLING ALTERED TONES,

SINCE DOING SO WOLLD TEND TO CAUSE PARALLEL OCTAVES.-

|
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Borrowed Ghords

ALTERED CHORDS USE NOTES OUTSIPE
THE SCALE AS A MEANS OF ADDING A
PIFFERENT "COLOR” TO THE CHORPD.

HOW DOES A COMPOSER DECIPDE WHICH
ALTERED NOTES TO USE? IN A MAJOR KEY,

ONE POSSIBILITY IS LUSING NOTES AND CHORDS

FROM THE PARALLEL MINOR-

[ FOR EXAMPLE, THE FOLLOWING CHORDS ARE PIATONIC CHORDS N & MINOR: |

Py

10

QAL

]
b |
Vv

).

"BORROWED"Z

eee

]
)
T

LN SIS

eee
o)

WHY CALL THEM
THAT WHEN MAJOR
NEVER BRINGS
THEM BACK?

I11

VI

vii

HEY, MINOR!
I'LL HAVE THEM
BACK BY TUESDAY

THIS TIME, 1

BUT IF WE USE THEM IN A MAJOR KEY, THEY REQUIRE ACCIPENTALS AND ARE
THEREFORE ALTEREDP CHORPS. WE CALL THESE BORROWED CHORPS BECAUSE THEY
ARE BORROWED FROM THE PARALLEL MINOR-

PROMISE!
& | b*i*
7 ] 109 8
7\ | | h oy 1 €) | <) [\ 2
[ fan ) DY 1 L = 4 D¢y D¢ CIAS
A3V <) h &5 [ ) T
Py) O s PO
SOME THEORISTS C: ii° i’ bIII iv bVI vii®’

REFER TO THE USE
OF THESE CHORDS AS
MOPE MIXTLURE -

AND, IN FACT, THESE SIX CHORDS

ARE THE SIX MOST COMMONLY LISED

BORRKOWED CHORPS N THE COMMON
PRACTICE PERIOD. (ONE OF THEM, THE

BY COMPOSERS BEFORE
THE ROMANTIC ERA.)

ALL THE LUSUAL PART-WRITING RULES APPLY TO THESE
CHORDS. FOR EXAMPLE:

THE BORROWED SLPERTONIC 1S A
PIMINISHED TRIALD, AND 1S THEREFORE
ALWAYS USED IN FIRST INVERSION.

»
11°

THE BORROWED SEVENTH CHORPS
CAN BE LISED IN ANY INVERSION, BUT THE
SEVENTH MUST BE APPROACHEDP

AND RESOLVED PROPERLY.

IT'S USUALLY BEST TO RESOLVE ALTERED
NOTES IN THE PIRECTION OF THEIR

ALTERATION, BUT DOING SO IN THE TWO
ALTERED ROOT CHORDS WON'T WORK.

bI11
bV 1

THE LEADING-TONE FLULLY DIMINISHED
SEVENTH 1S THE KING OF POMINANT
FLNCTION. DON'T EVEN THINK OF
RESOLVING IT TO ANYTHING BUT TONIC!

ce0/

MAJOR TRIAD ON THE LOWERED MEDIANT,
OR "FLAT THREE,” WAS NOT LISED MLCH

TWO OF THESE CHORDS,

THE "FLAT THREE” AND "FLAT SIX,”
HAVE ALTERED TONES AS ROOTS.
WE PLACE A FLILL-SIZEDP FLAT SYMBOL
BEFORE THE ROMAN NUMERAL ITSELF
TO INDICATE THIS ALTERED ROOT-

WAIT... WHYZ SINCE WE ,1!
DPOUBLE THE ROOT,

MOVING BOTH ROOTS I r
THE SAME DIRECTION
CAN OFTEN RESULT IN
PARALLEL OCTAVES.-

N

IT'S MORE IMPORTANT TO
AVOID PARALLELISM THAN
TO RESOLVE THE NOTES
L J A CERTAIN WAY, SO THIS
- USE OF CONTRARY
i MOTION |S BETTER.

\%

BN

N4

THE PICARDY THIRP 'S A MAJOR TONIC
CHORD AT THE END OF A MINOR PIECE, SO
MANY THEORISTS CONSIDER IT A BOKKOWED
CHORL. REALLY, THOUGH, IT'S NOT ADDING
CHROMATIC VARIETY... \T'S A LAST-MINUTE
MOPLLATION!

n == = ﬁj C.:
NAMED FOR
24TH-CENTURY -
EXPLORER
JEAN-LLC
PICARD!*

iVt V o1
*NOPE.-
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The Neapolitan Six

IN APDITION TO THE ALTERED ROOT BORROWELD CHORPS,
THERE IS ANOTHER ALTERED ROOT CHORP THAT FITS WELL
WITH THE BORROWED CHORDS, EVEN THOUGH IT 1S NOT
ACTUALLY BORROWED FROM THE PARALLEL MINOR-

SINCE IT'S NOT A BORROWED
CHORD, THIS CHORD CAN BE LISED
IN BOTH MAITOR AND MINOR -

THAT CHORD 1S A
MAIJOR TRIAP
BUILT ON THE

LOWERED SECONP
SCALE PEGKEE-

THERE ARE A COUPLE OF INTERESTING
THINGS ABOUT THIS CHORD. ONE 1S
THE FACT THAT IT 1S ALMOST
EXCLUSIVELY USED IN FIRST INVERSION -

SERIOUSLY! ALTHOUGH THIS
CHORPD 1S EXTREMELY COMMON

DO

IN THE COMMON PRACTICE
PERIOD, THERE ARE VERY FEW
EXAMPLES OF IT USED IN

ROOT POSITION-

SECONP INVERSION 1S
EVEN RARER.-

C: N°

THE NEAPOLITAN SIX CHORD, SINCE IT IS
BUILT ON A FORM OF THE SLUPERTONIC,
HAS SOME CHARACTERISTICS OF A
SLUBPOMINANT FLUNCTION CHORP

IN THAT IT OFTEN RESOLVES TOWARD A
DOMINANT FLINCTION. IN FACT, IT IS VERY
COMMON TO SEE THE NEAPOLITAN CHORD
RESOLVE TO A POMINANT SEVENTH IN
THIRD INVERSION, OR TO A CAPENTIAL
SIX-FOLIRK CHORLC.

e E— .
{e—>2 = ] i
S a— he—2
P 7 Ft
| | b I
—a—— —=—Z
Z — =
Ff Fr
C: N° V3 N I§

(EVEN THOUGH THE NEAPOLITAN CHORD
HAS A LOT IN COMMON WITH OTHER
SUBDOMINANT FLUNCTION CHORDS, IT IS
MOST OFTEN REFERRED TO AS PART OF
A LARGER GROUP OF CHORDS CALLED
PREPOMINANTS, AND THE LABEL OF
V"SLBDOMINANT FUNCTION” 1S GENERALLY
LIMITED TO THE SLIBPOMINANT AND
SUPERTONIC CHORDS AND THEIR
VARIANTS.)

THE SECOND INTERESTING THING ABOUT

THE CHORD 1S 1TS NAME: YOU MIGHT EXPECT
IT TO BE CALLED A "FLAT TWO,” N KEEPING
WITH THE OTHER ALTERED ROOT CHORDS.

BUT, IN FACT, THIS IS THE FIRST OF A FEW CHORDS
THAT HAVE SPECIAL NAMES. THIS PARTICULAR ONE
IS CALLED THE NEAPOLITAN CHORL.

"NEAPOLITAN” MEANS "FROM NAPLES,”
REFERRING TO THE CITY OF NAPLES,
ITALY. THE CHORPD ISN/T ACTUALLY
FROM NAPLES, THOUGH: IT WAS
JUST ASSOCIATED WITH THE OPERAS
WRITTEN BY NEAPOLITAN COMPOSERS

LIKE ALESSANPRO SCAKLATTI.
£
Sy

S
N

L IR 2

N

“v

FUNNY THING 1S, THIS CHORD WAS USED PRETTY
COMMONLY BEFORE SCARLATTI'S TIME, IN
COMPOSITIONS FAR FROM THE COURTS OF ITALY.

iy
P
... 4|

NAPLES

IT'S ALSO WORTH NOTING THAT ALTHOUGH NEARLY

EVERY THEORIST AND THEORY TEXTBOOK CALLS THE
CHORD A "NEAPOLITAN SIXTH CHORD" IT IS MORE
PROPERLY CALLED A "NEAPOLITAN S/X CHORD." THAT'S
BECALSE IN THE RARE SITUATIONS WHERE IT IS LUSED

IN ROOT POSITION, IT IS SIMPLY CALLED THE NEAPOLITAN
CHOREL, AND WHEN IT 1S FOUND IN SECOND INVERSION,
IT'S CALLED THE NEAPOLITAN SIX-FOLIR-

SINCE WE DON'T PRONOLUNCE Ié AS "ONE SIXTH”
WE SHOULDN'T sAY "WEAPOLITAN SIXTH” FOR Né/
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secondary Dominants

THERE 1S A PLALITY AT THE HEART OF COMMON THAT DUALITY, OF COURSE, IS THE RELATIONSHIP
PRACTICE PERIOD HARMONIC PROGRESSION. OF POMINANT FLNCTION AND TONIC.-
LIKE THE ANCIENT CONFLICT OF JELPI AND DOMINANT HARMONY TYPIFIES TENSION
SITH, |\T CONSISTS OF FORCES THAT, IN THE COMMON PRACTICE PERIOD, AND
AT ONE LEVEL, WORK AGAINST EACH THE TONIC REPRESENTS RELEASE.
OTHER--. BUT AT ANOTHER, HIGHER ITS SIMPLEST FORM, THE ALUTHENTIC
LEVEL, WORK TOGETHER, CREATING CAPENCE, HAS BEEN LBIQUITOUS
ENERGY THAT DRIVES ALL ELSE. IN WESTERN MUSIC FOR CENTURIES.

THE PROGRESSION OF DOMINANT
MOVING TO TONIC 1§ SO STRONG, IT
WOULD BE NICE TO BE ABLE TO USE
IT TO PROVIDE MOTION TO CHORDS
OTHER THAN TONIC-

BUT THAT'S CRAZY TALK, THOUGH,

ISN'T IT?2 I MEAN, HOW COULD WE
CONTROL THAT MAGIC AND MAKE IT
OBEY OUR COMPOSITIONAL WHIMZ

THE ANSWER, OF COURSE, 1S WITH SECONPARY POMINANTS.

LET/'S SAaY WE WANTED TO WHAT IF WE WANTED TO USE
APPROACH THIS VI CHORD. WE COULD USE ONE OF THE LUSUAL  THAT DOMINANT-TONIC MAGIC?
DIATONIC CHORDS, THE TONIC, THE

o) o)
%ﬂ’:( 2 ) % SLUBDOMINANT, THE MEDIANT... BUT #( Q) %
\Q)\I t L \.)\} 2L

WHAT IF WE'RE LOOKING FOR A BIT
MORE TENSION ANP RELEASE?

vi vi

IF WE PRETEND FOR A MOMENT THAT THE CHORD WE'RE RESOLVING TO IS A TONIC CHORD, WHAT WOULD
THE CORRESPONDING POMINANT CHORD BE? ALTERELD, YES, BUT WE'RE NOT AFRAID OF THOSE ANYMORE:

o) | 0 |
p" 4 |

P A I ) ) D’ A I )

—u2 B—uz B—uz

>

oJ e oJ = oJ -
a: V i Vv a c Vv vi
a vi
WHILE WE MIGHT HAVE ONCE CALLED THIS A NOW, WE'RE NOT JUST LIMITED TO THE V CHORD:

SHORT MOPLULATION, |IT IS REALLY MORE LIKE THERE ARE FIVE CHORDS WITH A DOMINANT FLUNCTION!

BORROWING ANOTHER KEY'S DOMINANT CHORD.

IF WE THINK OF THE ¥V CHORD IN THE KEY 7 .o R .¢7 . .07
AS THE PRIMARY POMINANT, V CHORDS OF V V vii vii vii

RELATED KEYS ARE SECONPARY POMINANTS -

POMINANT FLINCTION CHORPS
THAT GIVES LS

V V7 vii® vii® vii®’ A e et o
X X X X X

THE SECONPARY POMINANTS

THESE CHORDS OFTEN RESOLVE TO THE

IN MAJOR KEYS, THE X7 ABOVE CAN BE ANY CHORD "WLNPER THE SLASH,” BUT THEY CAN
DIATONIC CHORD OTHER THAN TONIC (OBVIOUSLY) ACTUALLY BE APPROACHED AND RESOLVED
OR THE LEAPING-TONE TRIAC. WHY? BECALSE USING THE BASIC ROOT MOVEMENTS!

A PIMINISHED TRIAP HAS A HARD TIME ACTING

LIKE A TEMPORARY TONIC CHORE. 4 THE BASIC
3 ROOT MOVEI)/\ENTS
IN MINOR KEYS, THE COMPOSERS GENERALLY N X rock!
ONLY LISED SECONDARY DOMINANTS 5
OF IV AND OF V. N YES. YES THEY PO.
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Augmented Sixth Ghords

LIKE THAT MOMENT OF INCREPIBLE TENSION JUST a
BEFORE THE HERO FINALLY KISSES THE LEALPING
LAPY, THE HALF-STEP 1s THE GO-TO INTERVAL
FOR CREATING TENSION IN MUSIC OF THE COMMON
PRACTICE PERIOPD. IT PRIVES THE ENTIRE STYLE!

IF ONE HALF-STEP CAN CREATE SLUCH STRONG TENSION, HOW

ABOUT TWO HALF-STEPS SOLINDING SIMULTANEOLUSLY? LET'S

GET CREATIVE HERE FOR A MINUTE TO FIND A COOL NEW wAaY

TO APPROACH A DIATONIC CHORD. IN THIS CASE, WE'LL LISE THEM TO APPROACH THE POMINANT TRIAL.

---AND APPROACH THAT

FIRST, WE/LL START WITH OCTAVE WITH A HALF STEP
THE DOUBLED ROOT OF A BELOW THE TOP NOTE, h ,] J
V CHORP:.. J fH #J
o) -H',l y < V—
p” A - 1o fes— —
f) A i A3V |
i oJ |
|
S 5 © | v
\4 ...AND, FINALLY, ADD THE
A\ ...AND A HALF STEP ABOVE TONIC AS THE THIRD NOTE.

THE BOTTOM NOTE...

THE RESULT IS A NEW CHORD, ONE WE CALL THE ALUGMENTELD SIXTH CHORC,
AFTER THE INTERVAL CREATED BY THE TOP AND BOTTOM NOTES.

ALUGMENTED SIXTH CHORDS ARE PREPOMINANT CHORDS,

4 MEANING THEY ARE LISED TO APPROACH DOMINANT CHORDS.

IF WE JUST USE :-, O THEY ARE USUALLY USED TO APPROACH DOMINANT TRIAPS,

THREE NOTES NOT DOMINANT SEVENTHS, BECAUSE OF THE POLIBLED

AND DOUBLE THE | ROOTS PRESENT IN DOMINANT TRIADS.
TONIC, WE GET THE —X K1) N
G Af\ gﬂl{elghslm " Q) HOWEVER, THEY ALSO OFTEN (FA——] =

It 6 APPROACH TONIC CHORPS \[of HIZ 7
+ IN SECONPD INVERSION,
WHICH ALSO CONTAIN A I
POUBLED FIFTH SCALE PEGREE. \FX—Z—5=
l I
IF WE ADD THE g o . ‘ Ger6 1§
SECOND SCALE > £ -’ = -

DEGREE INSTEAD 5—— = RARELY, ALUGMENTED SIXTH CHORDS
OF DOLBLING THE O J I ARE FOLIND TRANSPOSED POWN
TONIC, WE GET THE __\~ | | A PERFECT FIFTH, ANALYZED AS

FRENCH e = ON FLAT TWO,” AND LSED TO
ALGMENTED SIXTH. FI’ 6 ; 1 APPROACH A TONIC CHORD IN
+ Fr6 I ROOT POSITION.
on b2
\ o)
e AND, FINALLY, WHEN RESOLVING ’,"‘|\" -
REPLACE THE P- THE GERMAN ALIGMENTED SIXTH A3V E
SECOND SCALE # OO CHORD TO A DOMINANT TRIAD, o ]‘9 F

DEGREE WITH THE | YOU MIGHT FIND YOLIRSELF

LOWERED THIRD N3V, WRITING PARALLEL FIFTHS.--.

SCALE DEGREE, BUT IT'S PERFECTLY OKAY!

WE GET THE Q) MOZART OO \T ALL THE TIME!
GERMAN Ger.6 >

ALUGMENTED SIXTH-
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Altered and Enharmenic Modulation _

! <) £
=] (@)
Sﬁ F F ”-F ALTERED COMMON CHORP MOLPLLATION
IS EASY: REMEMBER PIATONIC COMMON
F: I v \Y% CHORP MOPLLATION, WHERE WE LUSED A
C: I \Y I CHORD THAT WAS PIATONIC IN BOTH

THE OLLDP AND NEW KEYS?

~
ALTERED COMMON CHORD MOPLLATION A | E E
IS THE SAME THING, ONLY LISING THE ﬁ
o
F: I

oy
o0

4

PIVOT CHORD AS AN ALTERED CHORP i I ﬁq%
v \%
E:bVI

IN EITHER THE OLD KEY, THE NEW KEY,
OR BOTH.-

\Y% I

NOW, IN BOTH PDIATONIC MODLULATION AND ALTERED MODULATION, WE HAVE ONE CHORD THAT PLAYS TWO
PIFFERENT ROLES, ONE FOR EACH KEY. BUT THE CHORD TYPE DOESN'T CHANGE... IF IT WAS A MAJOR
CHORPD IN THE OLP KEY, IT'S STILL A MAJOR CHORD IN THE NEW KEY.

---BUT WHAT IF THE CHORD TYPE PIP CHANGE?

THIS TECHNIQUE 1S
SO - WELL, OPP - THAT
THERE ARE ONLY
TWO SPECIFIC wAYsS
TO DO IT.

IN ENHARMONIC MOPLLATION, WE RESPELL A CHORD
ENHARMONICALLY O THE CHORPD TYPE ITSELF
IS DIFFERENT IN THE OLD AND NEW KEYS.

EVER NOTICE THAT THE GERMAN

ALGMENTED SIXTH CHORPD 'S JUST LIKE FLLLY PIMINISHEDP SEVENTH CHORPS ARE
A MATOR-MINOR SEVENTH CHORP COOL FOR A LOT OF REASONS, AND ONE OF
WITH THE SEVENTH RESPELLED THEM 1S THAT THEY ARE EQUIPISTANT CHORDS:
ENHARMONICALLY? INVERTING A FULLY PDIMINSHED SEVENTH
YIELDS ANOTHER ROOT-POSITION FLILLY
A |4 L bq DIMISHED SEVENTH CHORE.
o ————— s i BEETHOVEN .
A3V pID! = t bb
Y] o 0
! ;
o7 = o6 v o7

a as C

WE CAN TAKE ADVANTAGE OF THIS AND LISE IT MEANING THAT A ELULLY CIMINISHED

ASG;‘R"“Q%T ACHHGO'Z;T'E";“SE‘;E H‘TlNAg:E""‘EE = LEADING TONE SEVENTH CHORD
ot M ! KEY CAN BE A PIVOT CHORD INTO

BUT LIKE A 17 (OR A V7/X SECONDARY DOMINANT)
OTHER POSSIBLE x
IN THE OTHER KEY! THREE oF=3 KEYS

| |
N | | WHICH CAN BE ‘Jf ]
* IhDI bu RESPELLED AS ‘;i
‘ v 5
[y, -

G:1 vii®’ vii®’

r r h _r_ r E:vii®% I
5 | - » | WHICH CAN BE = ! ]
. | i 2] ‘4% RESPELLED AS
| 174 h! | 4
e r ) )

Db: TV® \4 Db vii*3 I

: b
% o can o —=F L“!E !
NOTE THAT THE PIVOT CHORD ABOVE IS RESPELLED AS =
APPROACHED LIKE A POMINANT SEVENTH,
BUT RESOLVED LIKE AN G:1 vii®’ vii®’

ALUGMENTED SIXTH CHORD! Bb: vii® I
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secondary Subdominants

AFTER LEARNING ABOUT SECONPARY POMINANTS,
YOU MIGHT WONDER IF IT'S POSSIBLE TO EXTEND THE
CONCEPT TO OTHER CHOKPS.-
\ |\
FOR EXAMPLE, IF WE CAN LSE A POMINANT FLINCTION CHORD
FROM A RELATED KEY, WHAT ABOUT A SLIBPOMINANT FLINCTION
CHORD FROM A RELATED KEY, LIKE IV OF V2

WELL, THE ANSWER IS YES, AND THE CHORDS THAT RESULT ARE CALLED SECONPARY SUBPOMINANTS.
BUT BEFORE WE TALK ABOUT THEM, YOU NEED TO UNPERSTAND A FEW THINGS.

FIRST OF ALL, THE VERY EXISTENCE OF
THESE CHORDS 1S PEBATABLE.

4 N\
WHAT ONE THEORIST MIGHT CALL SECOND, THE ONLY PLACE
WE FIND CHORDS THAT

A N, INANT -
SECONDARY SLBCOMINANT: WE CAN CALL SECONDARY
R a— SUBDOMINANTS 1S IN THE

MUSIC OF THE
ROMANTIC ERA. 'ﬂﬂﬂ'ﬂ
C i Vi Ve 1 1330

v v eses
———— JELT T

ANOTHER MIGHT CALL A
SHORT MODLILATION. 1v

— LASTLY, SINCE THESE CHORDS ARE ALREADY

7— . ! Iv . PUSHING THE LIMITS OF TONALITY, COMPOSERS

| 1V WOULD ONLY LUSE SECONDARY SLUBDOMINANTS

FROM CLOSELY RELATED KEYS. IN

OTHER WORDS, SECONDARY SLBDOMINANTS

G: i’ Vi 16 v SHOULD ONLY BE "OF IV” AND "OF V.”

C:Ve 1

\ J/
KEEPING THESE THINGS IN MIND, LET'S LOOK AT THE POSSIBILITIES:

WHAT ARE ALL THE SUBLPOMINANT FLUNCTION CHORPS WE'VE ENCOLINTERED?

FIRST, THERE ARE NEXT, THE PIATONIC AND, LASTLY, A FEW
THE PIATONIC TRIAPS - SEVENTH CHORPS = BORROWEDP CHORPS:
. .7 7 veo eeg7 -

1ua IV 1 IV 11° 1177 1v

7 SO A SECONDARY SUBDOMINANT CAN 7
ooy HAVE ANY SLUBDOMINANT FUNCTION  ® * &
11 CHORD ABOVE THE SLASH, AND

A IV OR V BELOW THE SLASH.

HOWEVER, THE MOST COMMONLY
FOLIND SECONDARY SUBDOMINANTS
ARE THOSE THAT USE THE HALF-
PIMINISHED SLUPERTONIC SEVENTH-

10 APPROACH THESE CHORDS: | 11ie MOST COMMON WaY TO RESOLVE o7

] 1 N
= HUSE A YMOSV?:E%;?'C root SECONDARY SUBDOMINANTS IS TO 11 V7
e THE CORRESPONDING SECONPARY
POMINANT. V V

1\
\ 1
( wHICH ARE AWESOME. )
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Romantic Era Techniques

Q

Q Q Q Q
@ : i :
F\ RENAISSANCE i BAROGLIE | crassica || momanmc || =E7ZMI contemporary
I HOWEVER, THE MUSIC OF THE ROMANTIC
AND ROMANTIC ERAS SHARE A CONSISTENT LISE TECHNIGLIES THAT SET IT APART FROM
OF HARMONY AND COLINTERPOINT, ENOLGH TO CAUSE

THE BAROQUE AND CLASSICAL ERAS...
THEORISTS AND HISTORIANS TO GROUP THEM TOGETHER

AS THE "COMMON PRACTICE PERIOC.”

...AND FORESHAPOW SOME OF
20 THE BIG CHANGES COMING IN
i THE TWENTIETH CENTURY!

VI wewve ALREADY MENTIONED A FEW CHORDS

THAT WERE SPECIFIC TO THE ROMANTIC ERA: Iy
» DOMINANT ELEVENTH AND ii*
Vv THIRTEENTH CHORDS, vV
THE "FLAT THREE” BORROWED CHORD, . 9
bIT1 AND SECONPARY SLUBPOMINANTS. v ¢ — ;

v e) nf 'IF

ANOTHER TECHNIQUE THAT 1S LINIQUE TO THE ROMANTIC ERA 1S S Co— -

THE RESOLUTION OF AN ALUGMENTELD SIXTH CHORPD TO A 7 A—— =

!

POMINANT SEVENTH CHORP RATHER THAN A DOMINANT TRIAD,
CALSING THE INTERVAL OF THE ALGMENTED SIXTH TO RESOLVE
OBLIUELY INSTEAD OF MOVING OUTWARD TO THE OCTAVE. Ger.6 \

FINALLY, ROMANTIC ERA COMPOSERS WOULD SOMETIMES LISE A PARTICLULAR TYPE OF CHORD
PROGRESSION THAT HAD THE EFFECT OF SUSPENPING TONALITY FOR A PORTION OF THE

PIECE. BY TEMPORARILY REMOVING THE FEELING OF BEING IN A CERTAIN KEY, THE COMPOSER
COULD EASILY MOPLULLATE TO A DISTANT KEY!

IF YOU THINK OF
TONALITY LIKE
BEING N A
ROOM...

THIS TECHNIQUE IS CALLED
THIRD RELATIONS BECALSE IT
INVOLVES MOVING BY ROOT
MOVEMENTS OF A MAJOR OR
MINOR THIRP WITHOUT RESPECT

TO KEY SIGNATURE.

FOR EXAMPLE...

HERE, WE'RE
IN F MAJOR...

---HERE, WE'RE JUST

A | MOVING DOWN BY THIRDS...
gt L =
Q) i I % & bgl & |
F: 1 IV \Y% I DM BbM
T..WHICH OBSCLRES ANY —
SENSE OF KEY WE HAD... HLME R
| | , _..AND THEN TURNING
7 A 1 T I I THE GRAVITY BACK
r’(tnbﬁu e o — ' ON ...BUT N A
i DIFFERENT
DIRECTION/
F{M EbM B: I IV V I

AND THEN WE LAND
IN B MAJOR!
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Introduction to Species Gounterpoint

IN 2725, AN ALUSTRIAN COMPOSER AND THEORIST NAMED JOHANN JOSEFPH FLX IT'S
WROTE A THEORY TEXTBOOK CALLED GRALPLLS AP FARNASSLIM, IN WHICH HE PRONOUNCED
QOUTLINED HIS METHOD OF TEACHING HOW TO WRITE GOOLP COLNTERPOINT. "FOOKS”/

GRAPLIS AP FARNASSLIM MEANS

COLINTERPOINT 1S THE COMBINATION "
STEPS TO PARNASSLS.” PARNASSLIS
OF TWO OR MORE MELODIES, BACH  oopecors 16 THE HIGHEST PEAK N

ONE A4S /MPfgﬁgT&ﬁDEéNTEPES'T/NG GREECE, AND WAS LISED AS A
. METAPHOR FOR PERFECTION.-

GRADUS AD PARNASSLIM WAS A BIG HIT, USED (OR AT LEAST PRAISED) BY
COMPOSERS LIKE MOZART, BEETHOVEN, AND HAYDPN. THE SYSTEM THAT
FUX USED IS REFERRED TO AS SPECIES COLNTERPOINT, BECAUSE IT
INVOLVES GOING THROUGH INCREASING LEVELS OF RHYTHMIC COMPLEXITY
WHICH ARE LABELED AS SPECIES I, SPECIES II, AND SO FORTH.-

1660-1741

o

R
-

1450
1500
1550
1600
1650
1750
1800
1850
1900
1950

1525-1594

INTERESTINGLY ENOUGH, THE LANGLAGE FUX WAS ADVOCATING WAS NOT THE
COUNTERPOINT OF THE COMMON PRACTICE PERIOP TO WHICH HE BELONGED,
BUT THE MORE STKICT RULES OF COUNTERPOINT LSED BY COMPOSERS OF

THE RENAISSANCE MORE THAN A CENTLIRY EARLIER.

SPECIFICALLY, FUX WAS A STARRY-EYEDP APMIRER OF THE ITALIAN
RENAISSANCE COMPOSER GIOVANNI PIERLUIG! PA PALESTRINA, WHO HE
CONSIPDERED TO REPRESENT THE PEAK OF COMPOSITIONAL ARTISTRY -

SOMETHING HE FELT WAS BEING LOST OR EVEN SQLIANPEREPD BY HIS
BAROIUE AND CLASSICAL CONTEMPORARIES.

RIGHT. SO THE LANGUAGE FUX IS TEACHING 'S REALLY

OF COLIRSE, AN INTERESTING IPEAL: BASED PARTLY ON HIS
IT'S WORTH POINTING OLIT THAT PERCEPTIONS OF PALESTRINA’S MUSICAL LANGLUAGE
FUX DIDN'T ACTUALLY HAVE ACCESS  AS DELIVERED TO HIM THROUGH ITALIAN THEORISTS, AND
TO MUCH OF MY MUSIC! PARTLY ON HIS OWN IPEAS OF WHAT HE THOUIGHT THE

LANGUAGE SHOLILD BE.-

BUT LET/'S CUT FUX SOME SLACK HERE: AS THEORISTS, WE'RE ALL GUILTY OF THIS TO SOME DEGREE.

ANYWAY, LET’S GET STARTELD! GOING THROUGH FUX/'S STEPS
FOR LEARNING COUNTERPOINT GIVES LS A GLIMPSE OF
HOW THE MASTERS LEARNED THEIR CRAFT AND A
FEEL FOR THE ENVIRONMENT N WHICH THEY
DEVELOPED THEIR OWN MUSICAL LANGLAGES.

BEALTIFUL LIGHT OF PERFECT COMFPOSITIO

HURRAY! LET'S GO, GIOVANNI, AND BRING THE
N
TO THESE EAGER STLHPENTS!

YEAH, JOE, ABOLT THAT... YOU PO REALIZE THAT
YOUR IDEA OF PERFECT COMPOSITION 1S JUST A

BLISSFULLY AWESOME THING?
YES, THAT'S JUST WHAT I WAS THINKING!
a\
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] ]
= (" anp rEALY, TO BE )
- FAIR, THESE ARE

GOOD GUIPELINES

BEFORE WE START COMBINING MELOPIES, WE NEED )/_ FOR ANY MELOPDY...
TO UNDERSTAND WHAT CONSTITUTES A GOOP MELOPY j/’ IT'S JUST THAT FLX

IN THE SYSTEM OF SPECIES COUNTERPOINT. 1S A LITTLE MORE
STRICT ABOUT IT.

IN GENERAL, MELODIES SHOLILD BE PRIMARILY STEPWISE, WITH A SINGLE,
PEFINITE HIGH POINT OR LOW POINT. EFFECTIVE MELODIES TEND TO PROGRESS SLOWLY TOWARD
THE HIGH OR LOW POINT AND THEN MOVE BACK TOWARD THE STARTING PITCH.

A HIGH POINT

P A
NV Pay O ~ ~ O

J © o e = o ©

YEAH, YEAH, PALESTRINA, WE KNOW
BUT you REPEATED NOTES ALL THE
TIME. BUT FUX WAS PURSUING AN
IDEAL. MAYBE HE FELT YOU COLLD
DO... BETTER?

_~
WHY: I SeHHH. LET'S JUST MOVE ON.

OH, AND DON'T REPEAT NOTES LIKE THIS.
CONTRAPLINTAL MELOPIES NEED TO BE
INTERESTING, NOT BORING -

B

AS YOU CAN SEE ABOVE, OCCASIONAL LEAPS ARE OKAY... |
BUT THEY COME WITH A BLINCH OF RESTRICTIONS.

FIRST, LEAPS SHOULD BE NO LARGER THAN A PERFECT FIFTH, WITH TWO EXCEPTIONS: LEAPING BY A
PERFECT OCTAVE, AND LEAPING UPWARD BY A MINOR SIXTH. DON'T DO THESE VERY OFTEN, THOUGH!

Y SECOND, FOR HEAVEN’S SAKE, AVOID THE TRITONE! THIS INTERVAL (AN ALIGMENTED
7"@ FOLIRTH OR DIMINISHED FIFTH) WAS ACTIVELY AVOIPELD SO CONSISTENTLY THAT
~ O FUX AND HIS PALS CALLED IT THE DIABOLUS IN MUSICA-.. THE "CEVIL IN MUSIC!”
LEAPING BY A TRITONE IS BAD, BUT IT'S ALSO A
IMPORTANT TO AVOID THE TRITONE IN OTHER 2 —
WAYS... FOR EXAMPLE, THIS PATTERN, WHERE HSeo——e— ¢ O
A TRITONE 1S OUTLINEL N THE MELOPIC LINE, e
WOLILD BE CONSIDERED INAPPROPRIATE. TRITONE

THIRD, LEAPS OF A PERFECT FOURTH NEED TO BE PRECEPED OR FOLLOWED BY STEPWISE MOTION
IN THE OPPOSITE PIRECTION, TO COLINTERBALANCE THE LEAP. AND IF A LEAP 1S LARGER THAN A
PERFECT FOURTH, IT NEEDS TO BE COUNTERBALANCED BOTH BEFOKRE AND AFTER/!

A m2 P4 A m2 P5 M2
P A P A
fyo—2— —— o — 22— ———
ANIV4 2 P2 ANIV4 O e
o)
THIS PERFECT FOLIRTH 1S COUNTERBALANCED THIS PERFECT FIFTH |S COUNTERBALANCED
BY THE STEP THAT OCCURS BEFORE THE LEAP. BY STEPS ON BOTH SIDES OF THE LEAP.
P4 P5
9 = O _9
y 4N = g\
[ an WP O [fan O P
AN PV ANIV4 N2
°) g © ©O
THIS PERFECT FOLIRTH 'S SURROUNDED BY STEPS, THIS PERFECT FIFTH HAS STEPS ON BOTH SIDES,
BUT THEY AREN'T IN THE OPPOSITE PIRECTION. BUT THE FIRST ONE ISN'T IN THE OPPOSITE DIRECTION.

LASTLY, DON'T WRITE THREE OR MORE LEAPS IN A ROW. YOU CAN WRITE
TWO LEAPS IN A ROW, BUT THEY NEED TO OUTLINE A MATOR OR MINOR

TRIALC. NO DIMINISHED TRIADS... THEY HAVE TRITONES IN THEM! EVIL!
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species Gounterpoint: Species |

"FIRST SPECIES” COUNTERPOINT 1S THE MOST RHYTHMICALLY SIMPLE TYPE OF COUNTERPOINT:
BOTH VOICES HAVE THE EXACT SAME RHYTHM- AS A RESULT, IT'S ALL ABOUT THE INTERVALS/

AND THAT TAKES LS TO THE FIRST RLULE:
ONLY USE CONSONANT INTERVALS -

AND IT'S SEE HOW THE
=) = {) IMPORTANT =0 NUMBER OF THE
yan ya TO KNOW A INTERVAL 1S WRITTEN
[ an ) [ an > [ an Y
=2 ANV, — THAT TO THE Y O IN BETWEEN THE TWO
SN D) sixTeenTH- || @ VOICES? YOL SHOLLD
2 7 CENTLRY 4 DO THAT TOO.
o = EAR, THE B
) °): reRFECT  |EoF TS HOw
= = FourtH  IC ROCK STARS
WAS ALSO !
NO SECONDS!  NO SEVENTHS! picconanti NO FOURTHS!
NEXT RULE: VOICES CAN'T CROSS OR OVERLAP. AND THEN: THIRDS AND SIXTHS ARE FINE, BUT
_ 9 | VOICE CROSSING: | _ p NO MORE THAN THREE IN A ROW.
N I—7
{7y . ?‘SZN ggrg; i“éf: |Hes———— TO MUCH CONSONANCE, AND )
J o THE NATIVES GET RESTLESS. ‘g
-32 VOICE OVERLAP: £
e} TOP NOTE 1S LOWER D} d

THAN THE PREVIOUS
BOTTOM NOTE

N

= =
6 6 6 6

P o

WOOOOOCO

THE NEXT RULES HAVE TO DO WITH PERFECT INTERVALS (P1, P5, AND P8... REMEMBER, P4 IS
PISSONANTS), WHICH PLAY IMPORTANT ROLES AND REQUIRE SOME SPECIAL TREATMENT.

BECALISE THEY ARE SLUCH A STRONG SONORITY WHICH CAN STOP THE COUNTERPOINT IN ITS TRACKS,
LNISONS CAN ONLY BE LISED ON THE FIRST OR LAST NOTES OF AN EXERCISE.

ALL PERFECT INTERVALS MUST BE APPROACHED WITH
CARE IN ORDER TO PRESERVE VOICE INDEPENDENCE.
FIRST OF ALL, NEVER REPEAT A PERFECT INTERVAL!

_ )

P A

7S THESE ARE CALLED
o © —o° PARALLEL FIFTHS...

5 5 AND THEY'RE
JUST AWFLIL!

— o

V4

IN FACT, APPROACHING PERFECT INTERVALS WITH BOTH
VOICES MOVING IN THE SAME PIRECTION S BAD, EVEN
IF IT'S FROM AN IMPERFECT INTERVAL .
PLUS, IT'S ALSO NOT OKAY TO APPROACH A PERFECT
INTERVAL WITH LEAFPS IN BOTH VOICES!

SO IT'S EASIEST TO REMEMBER WHAT You CAN DO:

APPROACH PERFECT INTERVALS LISING CONTRARY MOTION, A CANTUS FIRMLUS -

WITH AT LEAST ONE VOICE MOVING BY STEF.

— h - h

P A P A

y AN y AN
[ an ) [ an ) O
ANIV4 O ANV [0 ] ~

e © o)
8 5 6 8

o)

O O

[
o
[

N
N

—

o)
P’ A
7S
\Q)\I O P [ @] © [® ]
1 3 3 1 3
o o o S o
FIRST NOTE: IN THE MIDDLE:
NO PROBLEM No way

IN FACT, EACH EXERCISE MUST BEGIN
AND END WITH A PERFECT INTERVAL
WITH THE TONIC IN THE LOWER VOICE.

WAIT... WHY IS THAT

LAST BIT IMPORTANT?
4 )
FOR THESE EXERCISES, YOU'LL BE

WRITING A MELODY ABOVE OR BELOW
AN ALREAPY-WRITTEN MELODY, CALLED

THE CANTUS FIRMUS WILL ALWAYS START
AND ENDP ON THE TONIC NOTE.-..

SO IF YOU ARE WRITING COUNTERPOINT
BELOW THE CANTUS FIRMUS, YOU CAN'T
START WITH A PERFECT FIFTH,
BECALISE YOU'RE LOWER VOICE WON'T
BE THE TONIC. YOU'LL HAVE TO START

\wm—l A LINISON OR OCTAVE INSTEAD! )
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SECONPD SPECIES
COLNTERPOINT ADDS A
TOLCH MORE
COMPLEXITY =
THERE ARE TWO NOTES
AGAINST EVERY ONE IN
THE CANTUS FIRMLUS-

gl (0 um
A\

=
<

e

=

/

o)

O

)

9

o

FORTUNATELY, THAT DOESN'T MAKE IT TWICE AS PIFFICLLT: N FACT, MOST OF THE PREVIOUS KLULES
STILL APPLY WITHOUT ANY CHANGES.

THERE ARE ONLY A FEW EXCEFPTIONS:
SPECIES I

SPECIES |
RULE:

NO LEAPS
LARGER THAN
A PERFECT
FIFTH*

RULE:

LEAPS ARE STILL FINE, BUT DON'T LEAP TO A NEW HIGH POINT ON A POWNBEAT-

o)

THE 4 IN THE THIRD MEASURE IS A

[Ae

I
1
1
()

1
I
=

|
I
1
(]

G

ANV A

GO

I
I
1
[~

NEW HIGH POINT FOR THE LINE,

SO LEAPING TO IT ON THE
POWNBEAT PUTS A LOT OF WEIGHT

“¥e

©
©

)

ON THAT ONE NOTE, MAKING IT

STICK OUT OF THE TEXTURE.-

*EXCEPTING, OF COURSE, ASCENPING MINOR SIXTHS AND PERFECT OCTAVES, BUT YOU ALREADY KNEW THAT.

ONLY USE
CONSONANT
INTERVALS.

LNISONS
CAN ONLY
BE UsEP
ON THE
FIRST AND
LAST NOTES.

APPROACH
PERFECT
INTERVALS
USING
CONTRARY
MOTION
WITH AT LEAST
ONE VOICE
MOVING
BY STEF.

STILL TRUE... FOR POWNBEATS. FOR THE
HUNACCENTED BEATS, DISSONANT INTERVALS
ARE FINE, AS LONG AS THEY HAPPEN AS
PASSING TONES: NOTES THAT FILL IN A
THIRD CREATED BY SURROUNDING NOTES.

: |
I I
1 ]
=i [~}
<

ANV

oo N

10

O
©

OH:; AND NOTICE HOW PISSONANT INTERVALS
HAVE THEIR NLUMBERS CIRCLED? NICE, HUR. YOL SHOULD DO IT TOO.

o) | A
p” A | | | I
Z\ rir) 1 1 1 I
| o YA VAR~ P 1 |
ANIV4 Ll = (7} 1
oJ ~
8 7 3 1
= o
o )Y——
—-

LNISONS CAN BE LISED ON LNACCENTED
NOTES... JUST BE CAREFLUL ABOUT
CROSSING OR OVERLAPPING VOICES!

THIS RULE STILL APPLIES: IF YOU USE A PERFECT INTERVAL ON A POWNBEAT,
You NEED TO USE CONTRARY MOTION FROM THE IMMEDIATELY PRECEDING
NOTES, AND AT LEAST ONE VOICE MUST MOVE BY STEFP.

1
(\TEEE

|
1
1
(7]

R

BN

[ee]

=D

0

8

[e)}

O
O

HOWEVER, YOU MUST ALSO BE CAREFLL NOT
TO HAVE THE SAME PERFECT INTERVAL ON
TWO SLICCESSIVE POWNBEATS. THIS IS
CALLED PARALLEL PERFECT INTERVALS
AND IT'S GOING TO BE A NO-NO FOR A
GOOP LONG TIME-

(N FACT, IT'S ALSO NOT OKAY TO HAVE PARALLEL PERFECT INTERVALS FROM
THE UNACCENTED BEAT TO THE POWNBEAT, BUT IF YOU ARE APPROACHING
WITH CONTRARY MOTION, THAT WOLILDN/T HAPPEN ANYWAY.)

CNOT 100 BALD, 1S IT? YEAH! BRING ON THIRD SPEC/ESJk $
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species Gounterpoint: Species Il

s — THIRD SPECIES, AS YOU MIGHT HAVE GLESSED,
| S INVOLVES FOLIR NOTES AGAINST ONE.
I

AND, COMPARED TO THE OTHER
SPECIES, IT'S EASY PEASY!

=) @ — 5 IN FACT, THE DIFFERENCES CAN BE
7€ — SUMMED UP INTO FOUR RULES.-
FIRST: DON'T LEAP MORE THAN ONCE SECONPD: ALL INTERVALS LARGER THAN A THIRD,
IN THE SAME PIRECTION.- INCLUDING PERFECT FOLIRTHS, MUST BE
COUNTERBALANCED BY STEPS ON
9 BOTH SIDES.
i W
ANIV4 h
Y, —ﬁn—, o
ANV
oJ

THIRLP: as UsSUAL, THE FIRST NOTE IN EACH MEASURE MUST BE CONSONANT. THE THIRLD NOTE IN
THE MEASLRE IS ALSO USUALLY CONSONANT, BUT IT CAN BE DISSONANT... AS LONG AS IT'S
THE ONLY DISSONANT NOTE IN THE MEASLIRE.

AS FOR THE SECONL AND FOLIRTH NOTES, THEY CAN BE DISSONANT, AS LONG
AS THEY ARE PASSING TONES OR NEIGHBOR TONES.

WAIT, DISSONANCES
ON BEAT TWO?
BUT | NEVER

QUIET,
PALESTRINA.

A NEIGHBOR TONE 'S A NOTE APPROACHED BY STEF, 8 9 8 9
WHICH RESOLVES BACK TO THE NOTE IT CAME FROM. Yo

FOLURTH: THERE ARE TWO SPECIAL FIGLRES WHICH ACT AS EXCEPTIONS TO THE RULES ABOVE.
HEY, THAT MAKES FIVE RULES! NO FAIR! WELL, THEY'RE KIND OF SIMILAR...

([ 11 pousLE NEIGHBOoR TONE \ [ THE NOTA CAMBIATA (OR )
INVOLVES AN LPPER NEIGHBOR CHANGING TONE) FOLLOWS
AND A LOWER NEIGHBOR PLAYED THE PATTERN OF A STEF POWN,
ONE AFTER ANOTHER, THEN A THIRDP POWN, THEN
RETURNING TO THE NOTE THAT TWO STEFPS LFP. THE MIPPLE NOTE
APPROACHED IT- OF THIS FIVE-NOTE FIGLIRE
A MUST BE CONSONANT.
p” A |
CAN BE
Y DISSONANT!

3 2 4 3

f)
) o— ——| o i
———3 e

CAN BE e
DISSONANT! 8 7 5 6 |6
o O
THIS FIGURE CAN BE INVERTELD, % —
SO THE UPPER AND LOWER =—r— MUSTBE ——
NEIGHBORS SWITCH PLACES. CONSONANT!
\_ J \_ y
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species Gounterpoint: Species IV

WITH THE FOURTH SPECIES, WE STOP LISING SMALLER NOTE VALLIES AND BACK LUFP A BIT 1O
SPECIES I. BUT INSTEAD OF HAVING THE NOTES MOVE AT THE SAME TIME, SPECIES IV INVOLVES
THE VOICES BEING OFFSET FROM ONE ANOTHER-

-
| — p= p=
ANIV4 ! 4\—/4 = = ~]
5 13 6 @ 6 @ 6 |3
le) Py ©
5\: | O ~F O
1

DISSONANCES IN SPECIES IV MUST BE IN THE FORM OF SUSPENSIONS.
A SUSPENSION 1S A DISSONANT NOTE THAT 1S APPROACHED BY BEING
HELD OVER - SLUSPENPED - FROM THE PREVIOUS NOTE.

o)
ANOTHER IMPORTANT PEFINING

P’ A
CHARACTERISTIC 1S THAT THE @ ¢
SUSPENSION RESOLVES POWN o
BY STEFP. \[F IT DOESN'T RESOLVE

DOWN BY STEPR, IT'S NOT A

6

—

POWN TO THE E-

/ o) —©o
SUSPENSION! —e

WE LABEL SUSPENSIONS BY THE INTERVALS OF THE
SUSPENSION AND RESOLUTION, SO THIS ONE
WOLULD BE CALLED A 7-6 SLSPENSION.

o)

P A )
SIMILARLY, IN o 7 &
THIS EXAMPLE,
THE SLSPENPED 8 6 @ 3
NOTE 1s THE &) A =N =
WHICH FORMS A A\
FOLIRTH WITH :

THE 4- IT MOVES TO A &/ A THIRP ABOVE THE
BASS, MAKING IT A 4-3 SLISPENSION .-

THE 7-6 AND 4-3 SLSPENSIONS
ARE THE ONLY ONES FUX ALLOWS
WHEN WRITING COUNTERPOINT
ABOVE THE CANTUS FIRMUS.

OH You
DON'T $AY.

IN THIS CASE, THE SUSPENSION

— 1S THE F ON THE POWNBEAT OF

E THE SECOND MEASLIRE. \T'S

3 @ 6 | PREPARED BY THE F IN THE
O

THE BIGGEST DIFFERENCE
I — S WITH SPECIES IV S THE
~—| FACT THAT PISSONANCES

6 @ 6 @ 3 ARE PERMITTED ON THE

o o POWNBEAT. BUT As You
MIGHT EXPECT, THEY HAVE
TO FOLLOW CERTAIN
SPECIFIC RULES.

PREVIOUS MEASLIKE, AND RESOLVES

SUSPENSIONS ARE GKEAT, BY THE WAY,
BUT DON'T LUISE THE SAME ONE MORE
THAN THREE TIMES IN A ROW, OR
FUX WILL RELEASE THE HOLINDS.

THE ONLY SLISPENSION FLX ALLOWS WHEN WRITING
COLNTERPOINT BELOW THE CANTUS FIRMUS 1S THE

2-3 SUSPENSION, IN WHICH THE SUSPENDED NOTE
FORMS A SECONPD WITH THE CANTUS FIRMUS, THEN
RESOLVES POWN TO A THIRD. (WHEN THIS SLUSPENSION
1S WRITTEN AN OCTAVE LOWER, IT IS SOMETIMES CALLED

A 9-10 SUSPENSION.)

SEE HOW WE RESOLVE TO

A LARGER INTERVAL, LUNLIKE
THE 7-6 OR 4-32 WE'RE
BELOW THE CANTUS FIRMUS,
SO WE MOVE AWAY FROM IT.
BECAUSE SUSPENSIONS
ALWAYS RESOLVE POWN!/

A
, 1
\\lel
©
5 3 @3
O &

IN SPECIES IV, YOU'RE DEALING WITH A LOT OF LIMITATIONS WITH MELOPY AND COLNTERPOINT, SO
YOU WILL SOMETIMES GET TRAPPEL IN A SITUATION WHERE NOTHING WILL WORK. WHEN THIS HAPPENS,
YOU ARE ALLOWED TO "BREAK SPECIES”: FORGET THE TIE AND SLIP INTO SPECIES II FOR A COUPLE

OF NOTES. A

=
“’EQWB'
—2

FOR EXAMPLE, HERE WE [ Hes(C———

=

| |
BREAK SPECIES SO WE \[oJ — . e e e e e =
CAN AVOID WRITING A 8 @ 3 @ 3 @ 3 6 5 6 8 6
FUX-ENRAGING FOLIR o S
4-3 SLUSPENSIONS a——o o o - o
IN A ROW! —7

DON'T GO CRAZY WITH THIS, THOUGH... SPECIES IV COUNTERPOINT SHOULD EMBRACE SUSPENSIONS,
NOT AVOIDP THEM. IT'S BEST TO BREAK SPECIES ONLY RARELY. UNFORTUNATELY, SOMETIMES THAT MEANS
BACKING WAY LIP AND CHOOSING A PIFFERENT STARTING PITCH FOR YOUR COUNTERPOINT!
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species Gounterpoint: Species U

FIFTH SPECIES COLNTERPOINT 1S THE CLULMINATION OF ALL THE OTHER SPECIES,
AND IT'S THE CLOSEST FUX GETS TO PALESTRINA/'S STYLE OF FLORIP COLUNTERPOINT
THAT FUX THOUGHT WAS $O AMAZINGLY AWESOME.

THERE AREN'T A LOT OF
NEW RULES FOR THIS
SPECIES, AND THEY MAINLY
DEAL WITH COMBINING
THE OTHER SPECIES-

AND THEY'RE ALL
ABOUT RHYTHM/

FIRST, AIM FOR A GOOP
MIX OF PIFFERENT
SPECIES.- DON'T STAY
TOO LONG WITH ANY
PARTICULAR NOTE VALUE
BEFORE SWITCHING TO
SOMETHING ELSE, O
YOUR COUNTERPOINT
REMAINS RHYTHMICALLY —

WHEN YOLI'RE LISING A PARTICULAR NOTE VALUE,
FOLLOW THE RULES OF THE CORRESPONPING
SPECIES. O WHEN YOU ARE LUSING HALF
NOTES, MAKE SLIRE YOU'RE OBEYING THE
RULES OF SPECIES II. IF YOU TIE TWO HALF
NOTES TOGETHER, KEEP THE LAWS OF

FOLIRTH SPECIES.

Qpecies Caggerole

1 oup firgt gpecies
é {gg tieg (frech or frozen)
dach eighth notes {optional

2 cups econd gpgc’xeg
2 cupe third epeces.
|-/ cups fourth gpecies

rand ofaff and i well
d dicgonances from
4 ingtrurments.

Combine al ingrediente i0 2 8

revent unjugﬂﬂe
Leat fhrough 0 rue on perio

INTERESTING- LEAVE THE WHOLE NOTES OUT, THOUGH, UNTIL
YOoU GET TO THE ENP OF YOUR EXERCISE. IF YOU
GO ALL SPECIES I N THE MIDDLE, THINGS GET
REAL BORING REAL FAST.
o)
P A )

- — > 0 "ﬁ‘ :

@ I OH
ra O = YEAH!
H O O Py 5 O P2y

NEXT, SPECIES III AND IV CAN BE COMBINEDP LASTLY, YOU CAN INCLUPE EIGHTH NOTES TO ADD
BY USING POTTELP HALF NOTES, WHICH ALWAYS MORE RHYTHMIC INTEREST, AS LONG AS You
HAVE TO START ON A STRONG BEAT. FOLLOW A FEW RESTRICTIONS:

¢

2 )
i — , i — —r— ‘ ' = THEY HAVE TO OCCUR
AN” A = £ o e e B B! ‘ S —® IN PAIRS ON WEAK
6 5 6 s @6 5 BEATS,
s o | am— s © BOTH NOTES MUST
' ' e BE APPROACHED AND

2 (B. — BY
ANY DISSONANCES INVOLVED WITH THIS KIND OF RIS A T A,
FIGURE HAVE TO FOLLOW THE RULES OF FOLIRTH ONLY ONE PAIR
SPECIES COUNTERPOINT:= THAT IS, THEY NEED EIGHTH NOTES? SHOULD BE LISED
TO BE SUSPENSIONS PREPARED AND EXECUTED I LOVE THOSE IN ANY GIVEN
BY THE POTTELD HALF NOTE AND RESOLVED Guys! MEASLIRE!
IMMEPIATELY AFTERWARL.
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species Gounterpoint: Three Voices

LET'S HEAD BACK TO SPECIES I RELAX---

IT ACTUALLY HELPS LS SEE
>
AGAIN, BUT ADD A THIRDP VOICE! UH... DO WE HAVE TOz ] HOW THIS ALL RELATES TO THE (woo!

FOLR-VOICE CHORALE STYLE
OF OUR MAN BACH.-.--

.--AND EVEN WITH ADDING 4 WHOLE NEW SET OF INTERVALS TO LOOK AT, IT'S REALLY NOT THAT BAP!

IN GENERAL, THE RULES FOR WE STILL NEED TO USE BUT THE INTERVAL

MELOPIES AND COLUNTERPOINT ONLY CONSONANT BETWEEN THE LPPER
ARE THE NSAME FOR SPECIES I INTERVALS BETWEEN TWO VOICES CAN BE
IN TWO VOICES.- EACH LIPPER VOICE DISSONANT... IT CAN
AND THE BA4SS... EVEN BE A TRITONE/
_ f)
O
O O——
RN () a4 C 4
8 —8 o |° =
10 12
° @ O
» o © O © O
=
C (d) c® a® be° (C)

THE CHORDS CREATED SHOULD BE TRIAPS.
YOU CAN FORM INCOMPLETE TRIAPS
OCCASIONALLY BY HAVING A POLUBLEDP ROOT

AND A THIRD, BUT AVOID HAVING OPEN FIFTHS ngﬂ;’ -
EXCEPT ON THE FIRST OR LAST CHORL. SECOND-
INVERSION
TECHNICALLY, THE TRIADS MUST BE TRIADPS AND

MATOR AND MINOR N ROOT POSITION BUT IF YOU FOLLOW THE RULES ABOVE  gooT-POSITION
AND FIRST INVERSION, AND DIMINISHED ABOUT CONSONANT AND DPISSONANT DIMINISHED

1405 N FI IN ION ONLY. INTERVALS, \T PREVENTS YOL FROM TRIADS ALL
ot s FIRST INVERSIO USING THE WRONG INVERSION./ HAVE FOLIRTHS
ABOVE THE
AS WITH TWO-VOICE _ A BAss!
COUNTERPOINT, |
PARALLEL PERFECT !
INTERVALS ARE FORBIDDEN 3V O — 1—0— =5 ] HOWEVER, IN THREE VOICES,
BETWEEN ANY VOICES! e O | O PERFECT INTERVALS CAN ALSO
BE APPROACHED WITH BOTH
AND IN 7] VOICES MOVING IN THE sAME
ZTEI\T_FNEECETD TSEBPEV Le PIRECTION \F THE TOP VOICE
APPROACHEDP W\TH CARE: : O © MOVES BY STEF, AND IF THE
YouU STILL CAN'T GO WRONG _ THIRD VOICE MOVES IN
WITH CONTRARY; = CONTRARY MOTION WITH
STEPWISE MOTION! THE OTHERS.

HSE THEM, BACH!
USE THEM

AVOIDING PARALLEL PERFECT INTERVALS
AND SECONPD INVERSION TRIADPS?
KEEPING DIMINISHED TRIADS IN FIRST INVERSION?
THESE ARE ALL FANTASTIC IPEAS!
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MOPERNZ
e n er“ ﬂ es WAIT, ISN'T THIS STUFF, LIKE,
100 YEARS OLPZ?

YES, BUT WE ONLY CALL THEM "MOPERN” BECAUSE WE NEED TO DIFFERENTIATE BETWEEN A BUNCH OF
LUNRELATED THINGS ACROSS MUSIC HISTORY THAT, EVER SO INCONVENIENTLY, LUSE THE SAME NAMES)!

4’"

," ’L"

¥

AND THOSE
USED THE SAME
NAMES AS SCALE
TUNINGS DISCUSSED
BY PLATO IN
380 BC/

WHICH WERE/ IN
TURN, NAMED IN
HONOR OF THE
LUTE RANGES LSEDRN
IN LATER ANCIENT
GREEK MUSIC

¥

THE MODERN
MOPDES' NAMES
CAME FROM THE
VARIOUS "KEYS”
LUSED IN MEDIEVAL
CHURCH muUsIC

7

J

Y
e,

-

< (MK

: ‘el &

AND, TO MAKE MATTERS WORSE, EACH OF THESE THINGS LISE THE NAMES TO REPRESENT DIFFERENT
CONCEPTS! FORTUNATELY, RIGHT NOW, WE'RE ONLY WORRIED ABOUT THE MOPERN MOPES.

THESE MOPES ARE LUSED A LOT... ONE OF THE PRIMARY CHARACTERISTICS OF
ESPECIALLY IN FOLK MUSIC. AS FOR ' THESE ENGLISH MOPALISTS 1S THAT THEY
STANDARD WESTERN REPERTOIRE, TENDED TO AVOID THE STRONG TENSIONS
THEY ARE FIRST PROMINENTLY FEATLRED OF THE COMMON PRACTICE PERIOPL...
IN THE POST-ROMANTIC MUSIC FOR EXAMPLE, THEY AVOIDED CHORDS
OF THE EARLY TWENTIETH CENTURY THAT USED A TRITONE-.. AND AVOIDED
BRITISH ISLES.- RAISING THE LEAPING TONE N MINOR KEYS!

50 wHAT ARE THEY? ‘ .

WELL, REMEMBER WHEN WE CREATED THE NATURAL MINOR SCALE BY STARTING WITH A MAJOR SCALE,
BUT LSING THE SIXTH NOTE OF THE SCALE AS THE TONIC? IT GAVE US A NEW PATTERN OF WHOLE STEPS

AND HALF STEPS... A NEW SCALE.

KEEPING THE SAME KEY SIGNATURE,
WE USE THIS NOTE AS OLIR NEW TONIC!

f) f o
P’ A |
P\
[ an)
ANV
o o e

IN FACT, THESE ARE TWO OF THE SEVEN MODERN MOPDES:
MAJOR 1S THE IONIAN MOPE, AND NATLURAL MINOR 1S THE AEOLIAN MOPE.

BY STARTING ON THE OTHER NOTES OF THE MAJOR SCALE, WE GET THE OTHER FIVE MOPDES.
BECALSE IT HAS B TO B: THE LOCRIAN MOPE

A PIMINISHED TONIC,
LOCRIAN s A THEORETICAL E TO G- THE MIXOLYLIAN MOLCE

MOPE... IT'S NOT USED

W ACTHAL PRACTICE. F 1O F: THE LYPIAN MOPE & r]
P o
o
@
NS5 P m— e
@

Q) @ THE MOPDES HERE ALL SHARE
E TO E: THE PHRYGIAN MOPE THE SAME KEY SIGNATURE. ..

THEY ARE RELATEL, L\KE

P 1O P: THE PORIAN MOPE & MAJOR AND 4 MINOR!
o) | A MORE EFFECTIVE —#— e

y 4 " T t I I
M METHOD OF KEEPING ! ——— e
' THE MODES STRAIGHT © r

INVOLVES MEMORIZING MIN?R + RAISED 6TH

) . . i — EACH MODE'S , ! ]
o +—F—F2 = COLOR TONE: e e ———
' ! THE SCALE DEGREE ¢ ' ' '
MAJOR + LOWERED 7TH THAT MAKES IT MINOR + LOWERED 2ND
3] L — UNIQUE FROM THE H
——F—f 4@ — MATOR OR MINOR e i E— ———
. SCALE WITH THE ry) | ' '
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