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!

I STILL HAVE A LOT OF WORK TO PO,
BUT I'VE COLLECTED THE ONES I'VE MAPE
SO FAR INTO A SINGLE POCLUMENT TO
MAKE IT EASIER FOR THE FOLKS
WHO WANTED THEM ALL... BUT DIDN/T WANT SO IF YOUVE BEEN SENT THIS FILE
TO DOWNLOAD EVERY FILE INCIVIPLUALLY! BY SOMEONE, KNOW THAT THERE
MIGHT BE A NEWER VERSION -
OR MOKE FAGES -
AT TOBYRULUSH-COM.-

BUT IF YOU LIKE THIS,
OR FIND IT YSEFLL,
GREAT! FEEL FREE TO
SHARE \T, COPY \T, AND LSE '™

NOW LET'S
LEARN SOME

JUST DON'T SELL 1T, CHANGE 1T, 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

-~

il

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.-
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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 STANPARL | | 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.
— = =
\ —
& - = ‘“l‘) m . ‘lﬂ
(2 (‘[—) - tﬁ {;) :ﬁ (\2 ¥ lll)! (\2
% & i 7 u - A I v I
T I
T W o B ki T ‘] = 3 % 20
s a3 T8 = = e 0 0 T
m 0 é u I m V) [T
I < 9] i ' 3 i
23 I = = t
0 : 3 i X & i r
8 v (1) i X (O
(1Y £ ® 2
A REST |S A PERIOD OF s LUSUALLY RESTS ARE
SILENCE THAT A LENGTH W= = e s s+ s/ PLACED ON THE STAFF AT A
WHICH CORRESPONDS TO A i — PARTICULAR VERTICAL
PARTICULAR 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 SERIOUS POWER: |\T CHANGES THE EACH ONE ADDING HALF OF THE
LENGTH OF THE NOTE BY 150%. IN OTHER WORDS, PREVIOLSLY ADDED VALLE.

IT MAKES THE NOTE HALF AGAIN AS LONG!

JeDed L2 dded L e L2 e Db

TIES ARE CLRVED MARKS WHICH CONNECT TO TIE MORE THAN TWO NOTES TOGETHER,
TWO NOTES TOGETHER TO CREATE DRAW TIES BETWEEN EACH NOTE; DO NOT
A SINGLE, EXTENPED SOLINC. LUSE A SINGLE, EXTENDED TIE.
)= J D=l 0 dd 0l
A TUPLET 1S ANY NON-STANDARD DIVISION OF A MOST TUPLETS ARE SIMPLE DIVISIONS, LIKE
NOTE. THESE ARE USUALLY WRITTEN AS A GROLP THE TRIPLETS TO THE LEFT. BUT ANYTHING IS
OF NOTES PDELINATED WITH A BRACKET AND POSSIBLE! CHOPIN, FOR EXAMPLE, WOLLD
A NLUMBER SHOWING THE PIVISION BEING MADE. OFTEN GO TO TOWN WITH THESE THINGS.
T et eters
3 FOR EXAMPLE, THESE AREN'T G e
EXACTLY QLUARTER 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

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.

NUMBERS PLACED
AT THE BEGINNING

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 STUPIPLY COMPLICATEL.

THE TOP NUMBER INDICATES THE NLUMBER
OF PIVISIONS IN A MEASLRE. TO GET THE
NUMBER OF BEATS, DVIDE IT BY THREE-

THE BOTTOM NUMBER INDICATES THE TYPE OF

NOTE WHICH SERVES AS THE DIVISION.-

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

IN A COMPOUND METER, THE BEAT UNIT IS
ALWAYS A POTTELD NOTE!

BY LOOKING AT THE TOFP
NLMBER OF THE TIME SIGNATURE,
YOU CAN TELL TWO THINGS ABOUT
THE METER: WHETHER IT'S SIMPLE
OR COMPOLIND, AND HOW MANY

BEATS ARE IN A MEASLIRE.

COMPOUND

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

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

SORRY... THE MAN sAYS
YOU HAVE TO DO IT
THE OTHER WAY.

> J

SIMPLE ‘}
A\

2z 2 6 e
5 3 9

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.

4 4 12 =

BEATS PER MEASLIRE

[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!
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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

THE PISTANCE OF AN INTERVAL IS THE FIRST PART OF ITS
er ec n erva s NAME, BUT THERE'S MOKE:= EVERY INTERVAL HAS ANOTHER
QUALITY TO IT, WHICH WE'LL CALL ITS INFLECTION.
INFLECTION 1S A BIT HARKPER TO LINDERSTAND, PARTLY BECALSE IT DEPENDS ON THE TYPE OF INTERVAL.
SO LET'S START BY LOOKING AT LUINISONS, FOLIRTHS, FIFTHS AND OCTAVES.-

f) |
#& = r o -

\Q\)u [ )

r T £ r r r r T
LUNISONS ANDP OCTAVES /\ ~
ARE THE EASIEST TO LABEL: IF THE
TWO NOTES ARE THE SAME (FOR FOHPTHS ANp FlFTHS
EXAMPLE, B FLAT AND B FLAT), REQUIRE A LITTLE MORE EXPLAINING.

THEN THE INFLECTION 1S PERFECT:
SUCH AN INTERVAL 1S CALLED A
PERFECT LINISON OR A

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

A ARSIl WITHOLT ACCIDENTALS):

) | =

(2 2 r ® e

) r ’ r | ! EACH ONE IS

PERFECT EXCEPT
FOR THOSE WHICH
J LSE F AND B/

»
o

WELL, IF YOU WERE TO COUNT THE HALF-STEPS THAT MAKE UP
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 ﬁ
AN ALIGMENTELD INTERVAL.

== 2=

o T o) T NO SLUCH THING As A
A5 A4 lM/NlS'HE? AWISON,.,
P E R F ECT
== b T
a1 CAN’T BE NEGATIVE TWO FEET

AWAY FROM EACH OTHER!

N>
19—
TN R

e
AL
)

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

AND THERE'S

YOU CAN GO FLRTHER,
1O POUBLY ALUGMENTELD AND AN INTERVAL THAT IS A HALF-STEP

POLUBLY PIMINISHED INTERVALS, IDIMINIISHED| SMALLER THAN PERFECT IS CALLED
BUT... DO YOU REALLY WANT TO? v 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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‘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.

STEP 2 B CovER UP ALL ACCIDENTALS. % =2
a -
@ CETERMINE THE INFLECTION OF THE INTERVAL
B CURRENTLY SHOWN AS FOLLOWS:

COUNT THE BOTTOM
NOTE AS ONE, AND

IFITIS A

UNISON OR OCTAVE:

THE INTERVAL SHOWN

FITIS A
FOLRTH OR FIFTH:=

IF THE INTERVAL USES
THE NOTES F AND B,

IFITISA
SECOND, THIRE,
SIXTH OR SEVENTH:

IF THE TOP NOTE 1S
IN THE MAJOR KEY OF
THE BOTTOM NOTE,

IS A IT IS EITHER AN
IN
PERFECT UNISON ALGMENTED FOLRTH T o
OR A
PERFECT OCTAVE- PIMINISHED FIFTH.
IF THE BOTTOM NOTE IS
IN THE MAJOR KEY OF
REALLY. OTHERWISE, THE THE TOP NOTE,
IT JUST IS. INTERVAL 1S THE INTERVAL 1S
PERFECT. MINOR.

ADD THE ORIGINAL ACCIPENTALS BACK,
I Ep 4= ONE AT A TIME, AND TRACK HOW THE
INTERVAL CHANGES INFLECTION.

THIS METHOD MAY SEEM COMPLICATED AT FIRST,
BUT AS YOU USE IT, YOU'LL INTERNALIZE \T AND
DETERMINED SOLELY BY THE NLUMBER OF BECOME FASTER-.. SO GET OUT THERE AND

LINES AND SPACES BETWEEN THE TWO NOTES! IPENTIFY SOME INTERVALS!

POING STUFF THE SPARKY WAY 15 ALWAYS FIUN!
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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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Triads

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
HARMONY HARMONY

=== ==

CHORDS BUILT FROM CHORDS BUILT FROM
SECONDPS FORM THIRPS (MORE
TONE CLUSTERS, SPECIFICALLY, FROM

WHICH ARE NOT MATOR THIRPS AND
HARMONIC SO MUCH MINOR THIRDPS)
AS TIMBKRAL- FORM THE BASIS OF
MOST HARMONY IN
THE COMMON
PRACTICE PERIOL.

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

==

WHEN WE STACK

CHORDS BUILT FROM
PERFECT FOLRTHS
CREATE A DIFFERENT
SOUND, USED IN
COMPOSITIONS FROM
THE EARLY 1900s

LET'S GET STARTED
ON TERTIAL HARMONY
WITH THE SMALLEST
CHORD POSSIBLE:
THE TRIAC

QLIINTAL
HARMONY

LARTAL
HARMONY

CHORDS BUILT FROM
PERFECT FIFTHS
CAN BE RESPELLED AS
QUARTAL CHORPS,
AND AS SLCH THEY
DO NOT CREATE A
SEPARATE SYSTEM OF
HARMONY.

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

SECLNPAL HARMONY, RESPECTIVELY.

AND ONWARPD.

SEXTAL HARMONY? SEPTAL HARMONY?

WELL, DIMINISHED THIRDS SOLIND
JUST LIKE MATOR SECONDPS, AND
ALUGMENTED THIRDS SOLND JUST

LIKE PERFECT FOLIRTHS, SO... NO.

THE LOWEST NOTE IN THE CHORD
WHEN THE CHORPD IS IN SIMPLE
FORM |S CALLED
THE ROOT. THE

THIRPS WITHIN ONE OCTAVE,
WE GET WHAT IS CALLED THE
SIMPLE FORM OF THE CHORD.

THE CHORPD IN V

A TRIAD IS DEFINED AS A THREE-NOTE CHORC,
BUT IN PRACTICE IT IS ALMOST ALWAYS LUSED
TO REFER TO TERTIAL THREE-NOTE CHORDS.

w067 ¢
\% ‘40
g\rf‘“i@W W’

A MAJOR THIREP ON TOP
A MINOR THIRD ON BOTTOM

WO MINOR THIRDS
STACKED TOGETHER

al -
< 74 MIN 3RD
S ~ MIN 3RD

C

= MAJ 3RD
~ MIN 3RD

C

FIFTH
NAMES OF THE
OTHER NOTES THIRD
ARE BASED ON ROOT
THEIR INTERVAL
ABOVE THE ROOT. |
THERE ARE FOLIR WAYS TO CREATE A TRIAD
USING MATOR AND MINOR THIRDS -
'\‘?‘goﬂ Q\)\%‘“e
p N 0
N‘ “q,\ PV\@ «q_\ﬁ

A MINOR THIRD ON TOP
A MAJOR THIREP ON BOTTOM

TWO MAJOR THIRDPS
STACKED TOGETHER

\Q\)u :::g;
C+

=~ MIN 3RD
~ MAJ 3rRD

C

WE LABEL TRIADS LISING THEIR ROOT ("A € MINOR TRIAP"). THE ABBREVIATIONS SHOWN ABOVE, WHICH LISE
LPPER CASE, LOWER CASE, AND SYMBOLS TO SHOW CHORD TYPE, ARE CALLED MACKRO 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.

NO, NO, NO.-.. THERE WASN'T AN ACTUAL INSTRLUMENT CALLED
A BASSO CONTINLUO! THE PART WAS PLAYED BY TWO
INSTRUMENTS: A BASS CLEF INSTRUMENT LIKE CELLO OR
BASSOON, AND A KEYBOARD |NSTI2LW\ENT LIKE A HARPSICHORL.
music THEOR)' FOR MUSICIANS ANDP NORMAL PEOPLE BY TOBY W. R

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 SYMBOLS BELOW THE PART!

— UJ I —
. CRF R KA
SO THIS... ——

Figure 1. The Basso Continuo

COULD BE PLAYED AS THIS/
f 4 I\ T P
p” - 7% =

THE NUMBERS AND $YMBOLS :@Fbi—‘ e = ;
PRINTED BELOW THE BASSO o v = o = = ? # =
CONTINLO PART ARE CALLED r r ]
THE FIGLIRED BASS. SO HOW J
DO YOU TURN FIGLIRED BASS : 4 —— — 4

_q._sn_ | | | | | .PI.
INTO CHORDS 2 e ' : e =

e

[

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 RLLES
FOR WRITING MUSIC IN GENERAL--.
EACH STYLE OF WRITING HAS IT'S
OWN SET OF PATTERNS, AND THUS
OWN "RLILEBOOK.-” AS A COMPOSER,
YOL GET TO WRITE YOLUR OWN
RULES FOR YOLIR OWN STYLE!

SO THE PATTERNS WE SEE IN THEIR MUSIC,
THE THINGS THEY CONSISTENTLY 2/IP
OR PIPN’'T PO, ARE GOING TO BECOME
"CLULES” FORg LIS IN OLR WRITING. TS

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!
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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/
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