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NOTES X h 9
Oneof themog basc elementsin musicis thenote. u
In writtenmusic,it mightlook like this: e

Sanefreestandingnotes

Or this (if therearemorethan one): note

—8— or
¢ LSS o m—

notes notes

THE STAFF

Thefive horizontallinesonwhich the notessit are calleda staff.

a staffwith nonotesoniit

Eadh line or spae onthestaff is for its own note.

Notesrepresent soundsalledpitches Becaug mudc employsa se of pitches(rangingfrom low to
high), the staf actslike a mapfor the notes--allowingusto hear, reador write them as:

Higher
(highe onthe staf)

o

I

Lower
(lower on the staff)

Weread the sequerof notesfrom left to right.

Anotherway to undersand theideaof pitchesbeinglower or higheris to compae it to bearsandbirds.
A bear'svoiceis low-pitched,while the voice of a bird'sis high (this explanationworks well for children!).
A lessmusicdly speific termfor pitchis frequency which is alsoreferredto aslow or high.



THE KEYBOARD

In Westernmusc, pitchesandnotes are specific andhavespecificnames.We usethefirst seven
lettersof ouralphabetA throughG.

To seethesenotesin connestion with amusicmakingdevice let'slook at a standardeyboad:

A moden keyboard hasa total of 88 keys (blackandwhite combned)as
opposedo the60in this illustration

...etc etc..
‘ C|D|E|F[G|A|B|C|D|E|F[G|A[B|C|D|E|F|[G|A[B|C|D|E|F|G|A[B|C|D|E|F|G|A[B >

1L IL I

lower regiger middleregister higherregiger
—_—

A

eat whitekeyis a differentnote

Registerrefersto high or low pitch rangeandis more oftenarelativeterm.

Sincethereare obviouslymore than seven pitchemn the keyboardthe A to G seliesrepedsitself many
times Abovewe haveC to C in bracketdor reasonghatwill soonbeobvious.

Youwill noticethatthe patternmadeby thewhite andblack keysalso repeds with theseries.

Becaug there arealsomorethansevencombinedinesand spaeson a staff, we canbeginto seehowa
staf, or two staffs, couldacaomnodae all thesenotes.

—> N.B.in these examplesve will seehowmusicnotationconne¢s with the keyboad. It shouldbe undestood
that this notation works with all ingruments.



CLEFS

Theclef, asymbolthat sits at theleftmostsideof the staf, specifieswhich lines and spacesbelongto which
notes In a sense theclef caibratesor orientsthe staf to specific notes

Thethreemog commonclefsare:

The Trebleclef for highrangenotes

TheBass clef for low range notes %

TheAlto clef for middlerangenotes i

TheTrebleclef (also calledthe G Clef beauseit lookslike a cdligraphic"G") worksasfollows:

™

Notice that the curl of
theclef drclestheline @ *
thatwill bethenote G — o g F ©
(the 2ndline from the bottom).

ral
T
& o &
A D
X

The G nate ontheG line

The Bas clef (alsocalledtheF Clef becausit lookslike an"F") works adollows:

The F noteontheF line

Thetwo dotssurraindthe A
linethat will bethenoteF ~~_, —~ e — G, Ag—
(the4thline). s B ° o e
6 Z B C D
TheAlto clef (also calledthe C Clef):
F G Althoughit is important
) Pe Eg ) o to knowaboutthe Alto
S — —— i Clef, wewill spend moe
F G & 7 timetalking aboutand
Thetwo curls pinchthe : working with the Treble
C line (the 3rdine). TheC noteonthe C line andBassClefs.



Thestaf itself is flexible with regardto which notes thelinesand spaesrepresent. But oncea
clefis puton astaf (andwe always putoneon), the notesbecomeassignel andfixed.

Hereis how it worksin relationto the keyboad:

The C in the middle of the keyboad is called Middle C

...etc etc..
<«<— |(C|D|E|F|G|A|B|C|D|E|F|G|A|B|C|D|E|F|G|A|B|C|D|E|F|G|A|B|C|D|E|F|G|A|B —>
L ] L ]

: R 9 SN
.3 A B C D = F G A B
G E
The BassStaff TheTreble Staff
n F G,
B L' - !

N
e

m "
PG A P
The Alto Stef

Thethreestaffsand the basic rangabey coveiasseenona keyboad

Again, noticethat:

¥thenotes onthe Bas Staff referto thelower notes (belowMiddle C) onthekeyboard

¥thenotes ontheAlto Staf referto the middle notes(surroundingMiddle C) onthe keyboard

¥the notes onthe Treble Staf refer to the highernotes(aboveMiddle C) onthe keyboad

REMEMBER:everyinstrument useshe stafs andclefs in the sameway asthekeyboard.Mostinstrunents,
howeverdo not haveaswide arangeasthekeyboad. An instrumentike theflute playsrelatively higher
notes(like thebirdsin our earfier analogy)sowe sayit hasa "high range". Accordingly, theflute only reads
fromthetreblestaffs (andNOT theothe stafs) becausemostof its playablenotesfit nicely (in a visual sere)
ontothetreble staff In fad, aregularflute cannotgo aslow asthetop line of the basstaff, so the basstaff is

useles for aflute player

Likewise, alow-soundinginstrumentike thetubaonly readsfrom the basstaff (andlet'snotforgetour bear).
Therangeof notes onthetreblestdf are too high for whatthe tubacanplay, so it has no usefor the treblestaf.



LEDGERLINE S

Oftenwe ned to write notesthatareoutsidethe rangeof thestaff. Remeamber, the rangebetweenthe
trebleand bas stafs isrelatively narow ascomparedo the possiblerangeof the keyboard's88 notes:

Middle C
v
EE: C|D|E|F|G|A|B|C|D|E|F|G|A|B|C|D|E|F|G|A|B|C|D|E|F|G|A|B|C|D|E|F|G|A|B e_tE
Thetop and bottom Thetop and bottom
lines ofthe BassStff lines ofthe Treble Staf

For situationsvherewe needto go beyondthe outer limits of either staf, we use shortlinescalled
Ledger Lineswhichareplacedaboveor belowthatstaf. In effect,ledge linesextendtherangeof the

Staf(s).

In thediaglam below we seaupperand lower ledgerlinesin boththebas andtreblestafs. Notethatthe
first ledgerline abovethebass stéf andthefirst ledgerline belowthetreble staff repreentthe saneC in
thesameregister:Middle C.

Theupperledgerlinesof the basstaff andthe lowerledge linesof thetreblestaf share the samenotes.
Theyoverlap.

This C ison the

ThisA isonthe .
second ledger line

first ledge line

C
A_ B ®
f) Go "o ' =
&
—_ @
MiddleC
Noticethat the ledger
p E linesfollow the same
B. C o © spachgasthe staff lines
)
7

[ J
o . ® 1 F
c® p E
ThisC isonthe

secondlowerledger
line



THE GRAND STAFF Pianists read from the Grand Siaff!

Oftenit is neessry to use notes that arefar abovethe bas staf or far belowthetreblestaf, such as
whenwe use awide rangeinsrumentlike the piano. Ratherthanusemany manyledge linesonone
staf (which canbe hardto count),we can combinetwo staffs at onceto coverthis wider range.

Whenwe combinethe bassandtreble staffs into onelargerstaff, we connetthemwith aline anda
braceontheleft-handside. This newconcoctions appropriatelycalledthe Grand Staff.

f)
Brace _'é{y“
B C Thes are the
<« exact samenotes
Line D on ead siffl
Bg ‘o ®
9= D=
V4
The Grand Staff, whichcombines Herewe seehow the middle notes ovetap sothat
the bas andtreblestafs. in cerain cases there would be two waysto write
the same examoteon a grand stdf.
ACCIDENTALS chpt Feat

Dbgb Gbabsb

An accidentalis asymbolthatraisesor lowersa
note. In practice this usuallymeangaisingor
loweringa white noteto theadjaentbladk note.

C|D|E|F|G|A[B

Finally, we will invedigate the black notes!

If we raiseanote,we useasharp sign: # if we lower anote,we useaflat sign: b
To cancelor deadivate a previous sharpor flat, we usea natural sign: n

In mudc notation,theaccidentakignis placedto theleft of thenotehad. Whenwe speak or write about
suchnotes thewords"flat", "shap", or "natural”go after the notename.

Aflat (Ab

Thethreeacddentals c|p|E|F|G|AlB

# Sharp

D shap (D#f
b Flat /

D sharp= D= % = IF ! !!!
n C|D|E|F|G|A|B
Natural




ACCIDENTALS continued

The Natual sign

N

To cancelan acddentalwith the naturalsign:

Abpecomesa D#becomedH"

\ / \ l
0
: g\: .I II

\ / Noticethat each acddental is centeed

onthelinesor spa@sof the staff exadly
asis its corregponding nate.

CDEF‘G‘AB C|D|E|[F|G|A[B

To putit anothemvay, the naturalsign changsthe notein the oppositedirectionto thatof the previous
accidental.A natuel raisesa notethathadbeenprevioudy flat, or lowersa note thathadbeen previously

sharp

SIMPLE INTERVALS: half step,whole step

An interval is away of descibing the distan@ betweentwo notes. On the keyboad, it is the distance
betweenwo keys While thereare manywaysto determineandlabelintervals,we will focusonthemost
basicelementstheHalf Step(H) andtheWhole Step (W).

C*toD GtoAb BtoC
H H H

w W
a2 ANVANEYAN

CtoD EtoF* BbtoC
wW

C|D|E|F|G|A|B|C|D|E

H w W
9 — - bo ©
C.?F' = T — ) oo ©OF¢
.e. —
H H w
The distancérom anykey to the nextonthe The distancérom anykey to the second
keyboardaboveor below is a half step. This key aboveor belowis awhole step.

goesfor white to black, blackto white,andin
two cases,white to white.



ENHARMONIC EQUIVALENCE

Combining our knowledgeof half andwhole stepswith our knowledgeof accidentalswe encounter
anewidea:Enharmonic Notes

Thesenotesare H# ~H# H ~HAH #H#
h iall C"D FTG"A C"'D
equalent © ~ DbEb  Gbabb  DbEDb

C|D|E|(F|G|A|B|C|D|E

Fo E CoB*

Thenoteahdf stepaboveG is G*# Butthatblacknoteis also a half stgp belowA, soit is alsoAb
Therefore,it is possble (andoften)thatonenotecanbereferredto by two differentnames.Context
will oftenbethe deterninating factor asto which is the more approprate name. So AbandG*are
enharmonic notes. We canalsosaythatthey areenharmonically equivalent: Abis harmonically
equivalento G To putit simply: THEY SOUNDTHE SAME.

ﬁ __,is enharnonically equivalento__,
(theysoundthe same)
AD

Anotherenhamonic posgility onthekeyboards thatwe can applyanaccidentalfo anynote. So,
strangeasit seemsthenoteaboveE (nomadly calledF) could al be E sharp (E™). And thenote
belowF (normallyE) couldalso becalledF flat (FN. Similarly, this appliesto thenotesB andC,
whereC canbeenharmorsally namedB sharp (B, andB can beenharmonicallynamel C flat (CH.

soundshe sourdsthe

C B# cb B

G#

At first glana, it seemsmore complicatedo havemorethanonenote namefor thesame sounding
pitch, buttherewill besituationswhereit will seemmorelogica to have a B sharpratherthanaC
natural.



DOUBLE ACCIDENTALS douﬁarp d01116ﬂat

To makemattersevenmore complicatedit is also possibleto havedouble accidentals A double
accidentaraisesor lowers a pitch blejNO hdf steps(or onestep). A doubleflat lookslike this: !
while adoublesharplookslike this: -

D doubleshamp B doubleflat

In termsof enharmoniequivalency, D doublesharpis played and soundske E.
B doubleflat is played and soundike A.

C|D|E|F|G|A|B|C|D|E

f !

D doublesharp B doubleflat
E soundsthe )——o soundsthe
= sameas V4 and poliniuiel
D doublesharp E natural B double fat . el



NOTE VALUES

Sincenotall notes soundfor the saméengthof time (somenotessoundshortor fag while others
soundlong and slow), we usenote valuesto indicate the duration of a note.

Notevaluesareexpressed asrelativelengthsto oneandotherby afactor of two:

Awholenote is written
asanopenoval

A quarter noteis
a closedoval with
astem

H

A half noteis anopen

oval with a stem attached
to oneside of it

note head

—

stem

Aneighth noteis a closed
oval with a stemanda flag

A

_q_._)_

L

flag

X

Sixteenthnotes

xhavetwo flags

As their fractiondike namesamply, therelativevalues (relativedurations) of thenotesare:

1 wholenote

1 half note

1 quater note

1 eighthnote

equalsthe duration of

10

hh

2 half notes

2 quarlelotes

ee

2 eighthnotes

XX

2 sixteenthnotes



NOTE VALUES Contiued

Likewise

XXXXXXXX

W= hh= oo = eeeeeeee =
XXX XXXXX

Whole Half Quarter Eighth

Sixteenth
Or
W 1 wholenote =
h h 2 half notes=

q q q q 4 quarter notes=
eeeeeeee 8 eighthnotes=

) 0. 000000000000 00 ¢ 16 sixteenthnotes

BEAMING

With eighthnotesand sixteenth notes(andothersmallvaluesthatwe will discusslater),two
or more stemganbe convenientlybeamedtogeher Thisis avisudly comfotablealternative
to writing multiple flags. We just replacethe flag(s)with abeam(sgattheend of the stems

_*, ) , ) can become o
4 4 4 Y
The beamed stespan
help epresenta feeling
nb m of connectednes
_qx_ql_qx_qx_ ca ecome o ———

As usual, differentcontextswill dictatea better choicebetweernthesetwo possibilities.

11



STEM DIRECTION

Now thatwe know whatstemsareand whattheydo, let'slook athow we mustdrawthem.

Stemsextenddownwardandareon theleft sideof thenoteheadwhenthenoteis onor abovethe
third line of anystaff.

Stemsextendupwardandareon theright side of the noteheadwhenthe noteis below thethird line
of any stdf.

In orderto seethemin amorereal context, here is arandommix of of up anddown stems.

natice that thethird line noteshavetheir stems
pointing downward

However, whennotesarebeamedogetheysuchaswith eighthandsixteenthnotes we considerall the
notesjoinedby a givenbeamto actas onenote. The notethatis farthestfrom the middle line detemines
the overallstem direction.

/arthest note

farthest note

It is asif this"note" were above Becausethe lowestnote is below the
themiddleline middle line, the sters point up

equal distances from
o the middle line
And whenthe outermosnotesareequidigant e ™

fromthemiddleline, it is asif the "note"wereon P
themiddle line sothe stemspointdownward.

12



STEM LENGTH

Here is anothersituationwherewe haveto be sticklersabouttherules. Thelengthof the stem mustbe
exactlylong enoughto reachup or downto the nextline or spaethat representsthe samenote. For those
of youwho knowtheterm,the stemmustbeanoctavelong.

G o)
o E ‘\E . c

BUT...

Onceanoteis onor abovethe seondupperledge line, or on or belowthe seondlowerledgerline, the
stemmud reachall the way to the middleline (makingit longerthanusual).

second upper

o ledger line — ]

(119

I All the stemstouch the middle line
second lower

ledger line

Thesamedeaappliesto beaned notes We just needto makesurethatthe beamis thick enoughsothat
it doesnotget confusedwith (or obscured by) the staf line.

[TTe

e f

K]

There isnoway to getthese
thick beamsconfugd wth
the staff line!

LY
q
Ll

Whenmultiple notes are beame togetherthe stemsshouldbeat leastanoctave long (meaning that
someof thestemsmaybelonger). Not everyscenarioor combinationof noteswill be exploredhere.
Thes are only someof the most basicstan direction exanples

13



MEASURE,BAR LINE

Music, andthemusc staff is usually dividedinto equa partsby verticallinescalledBar Lines. By equal,
we meanequalin lengthof time. The spacecreatedby two bar linesis calledeitheraMeasure or aBar.
In jazz, classcal, or rock mudc, eithertermis acceptableandinterchangehle.

Bar lines goall theway throughthe staf. Onthegrandstaf, the barlinesgo throughtheentire staf.

o)
| Measue or Bar | r’;‘L’n
o

Notice thatthebar line

X runsall theway through

onthegrandstaf
\ -,.:
Bar Lines
Bar Line

(whenwe hearabouta"12-bar blues"for examplejt meanghatthesong
is 12 measireslong, andthenit repeatshos 12 measureasmany times as necssy)

Thedistan@ betweenbar linesmayvary dependingn the numbe of notes:

Noticethatthe sum®of the notevalues

—,LQ — arethesamein each measge. Thisreinforces
e * o o®® m’: thenotion thateachbar "measires"the same
oJ = amountof time equally regardéssof how

wide it is. Within eachmeasureis an equal
awider measue to accommodée numberof beats
more notes

Thereis neverabarline at thebeginningof a singlestaf (unlike the grandstaff, which haghelineg).

Whena pieceof music endgor whena movemet end$, the final barline is aDouble Bar:
athin line followed by athickerline.

] <—— DoubleBar

14



TIME SIGNATURE

Like aclef,aTime Signature goesattheleft sideof thestaff, butto theright of theclef. It consigs
of two numbes arrangedvertically.

A clef calibrateghenotes on Unlike this def, thetimesignature
astaff. Thetimesignature doesnot extend beyond the top
calibratesthebeasin each and bottomlinesof the stff
measure.

Theuppernumberindicateshow many beats(or counts, or pulses) arein each measure.

Thelower number indicateswhich type of notevaluecountsfor onebea.

Four "beats"in each meage

e e e e e —
| | |

In ﬂtime, the quater note(asin 1/4th)counst for onebeat(we say "gets"the beat)
andthere arefour beatspermeasire.

...again,4 beatsin the measure Thevaluescould be mixed!

2 e © oo 0 90 0
| | | | | | | | | | | | | | | |
o) 1 T 1 | | ] I I I —
Buttwo half notes \
equal four quarternotes Onewholenote erhh?ﬁﬁg&%ogf;%rs e
sotwo half potescould its into a "whole" ei r?tfit into admeasire
fit into agmeasire measue because &9

it isjust aslong
asfour quarte notes

If we wereto vocdize thisidea,we couldattacha"Ta" to ead beat(quater note) and "sing*

The attack of each "T a" is perfedly even, ...orwe coulduse nunbers (EVENLY!):
like the eventicking of a clock.

/1 I ]

I I [ I I i I | | 1

Noticethat we startcounting overwhen we crosghebarline.

15



TIME SIGNATURES Continued

The sametime sighatue concept appliesto other situations:

If we haveaﬁ time signaturejt meanghattherearethreequartemotesper measureandthatthe quater
note getsthe beat.

S—

Qﬁt
e
T

? o |
l I l

L

Threebars of 2°t Thenotevalues addup to three quarter notesin eac bar.

(awhole note Wis too big to fit into a i measire!)

If we havea ﬁtime signaturetherearetwo quartemotesper measureandthe quartemotegetsthebed.

-
{5 %" e —— oo oo e e
o | —— ———pu | _— ===

A mixture of notes valuem % time. Again,notice thatthe notevaluesin each measire always add
up to two quarter notes eventhe 8 sixteenthsat thefar right.

While we will limit our discusson for the moment to the AA( ﬁ& %time signaturesganytime signatues
are possble. Justrememberthatthe bottomnumbersymbolizesa notevalue,whichis eitherl, or amultiple
oftwo (1, 2,4, 8,16,32,64). Werarely getto 64thnotes buttheyaretheoreticdly possble. Asfar as the
top numberis concened,it couldbeanyoddor even number

BEAT EMPHASIS

In classcal mudc, thefirst beatof the measire in any time signatureusually receives more emphasighan
the otherbeatsin the measure. We oftenusethe word Accentedto refer to something beingemphasized.

H
s P— P—) o o o 5 o -
G —— S — — — — =
J I ! I I B ! ! !
1 2 3 4 1 2 3 4 1 2 3 1 2 3 1 2 12

Thefir stbeat of eachmeasureis slightly accented

Hencetherea®n for differenttime signaured Eachtime signatue hasits own rhthmiccharacteristic
andfeel. Therelationshipbetweerthe moreand less emphasizbeatsoften caled strong andweak)
will vary depaending onthetime signatue. Above, thestrong (or accented} is separated by a different
nunber of weak beatsicmrding to thetime signdure.

16



PUTTING NOTESINTO PRACTICE

As we beginto apply notesandtime signatuees to performancepractice thereare a few standardabels and
methodswith which to familiarize ourséves.

As seenealier, we cansingrhythmsby eitherthe"Ta" methodsor the couning method. Both approaches
areuseful, soit is recommendedthatall rhythmexercisesbe pradicedbothways.

Whenwe Ta, we reiteratethe Ta for eachnewnotevalueandwe hold the Ta for the duration of thevalue:

3 G S S G

Ta Ta Tasaaaaaa Ta Ta Ta Ta Ta Ta

e

TheTais heldfor thefull countof a half note(two beats)

Whenwe count we only pronouncethe numberthatcorregpondsto thenotewe attack:

A S S S SR

Lo e @, 2.0

The"threeee" holdsfor the
full lengthof two quarter notes

COUNTING EIGHTH NOTES

Whenan eighthnote falls onthe seondhalf of a quarterbea (sincethereare two eighthsperquartej, we
Say”and" (II& Il):

3 ) N f

1 & 2 3 & 4 1 & 2 &

(4)

We say that the seconceighth(the"&") is the"upbeat’ or the"off beat' becaiseit soundopposte the
actualbeat (or pulse)of themeasure. To thatend,thefirst eighthcouldbe calledthe "downbeat" because
it coincideswith the pulseof the quartemote(whichis alsoonthe downbeat).

If we liken this to whathgppensatthe startof arace "readyand setandgo!", ready sd, and go arethe pulses
(downbe#s) of the phraseandthe ands arethe upbeds.

2 I In fact, thatphrases pumposly saidin asteadyandevenrhythm
so thatthe GO will predictablylandon thethird beat; allowing for

Ready& set & GO! everyoneto startatthe sametime.

17



COUNTING SIXTEENTH NOTES

Sixteenthnotecounting follows the saneprincipleas eighthnotecounting.

Becaug there arefour sixteenthnotesfor every quarer note,(andtwo pereveryeighth) we need some
more soundso make the countingwork: "€" and 'a".

1 e & a 2 e & a

In relation to the quarterandeighthpulses, we canchartoutacomparison:

. : . .

T yoa o) pa 3 & iy z
I e & a 2 e & a 3 e & a 4 e & a

Now thatwe have all theneessry components$o perform basc note valuesn our threetime sigantures,
here aresomeexamplesil ugtrating the counting method:

%
é

1 2 3 &4 & 1 2 3 & 4e&a |1 3 4 & 1l &a 2 &a3 & 4 1
3 _ | | .o _ 1
4 r 'F f |r L
1 3 1 2 3 & 1 2 & 3e & a 1 & a 2
| L 1
| f |( L
1 2 & 1 & 2 & a 1 2 1

18



RESTS

Musicis not music without silence. Spacesf silene in musicareasimportantaspausin speet and
periodsaftersentences And if notfor any aesheticrea®n, oneof the mostbasicandancientinstruments
(thevoice) needssilencesandreds to allow for the fundamentabct of breathing.

Like note valuesin fact, exactlylike note valuesther arerestvalues. We simply cdl themrests. We rest
from playing,butNOT from couning. To putit anothemway, reds countthe beat®f silence.

Heretheyare:
Note the placement of eachrestas it relates
to thethird spaceof the staff

— = = = =

Whole Res Half Reg Quater Reg EighthRest Sixteenth Res

—> Thereis anexceptionregading thewholerest. In 441 time, it r%presentsawhole measite of req (four beats).
But thewhole restalsorepresentsa whole measureof restin % time (threebeas) and 7 time (two beds).

This exceptions not exactlylogica since it doescorrepondwith its notevaluescounteparts,butit is
convenient andeconomicalin thatonesymbol canaccommodatenore thanonetime signature.

This rule meanshatwe dofiot use atwo-beathdf restin ztime, nor dowe use a three-beat combinationof
ahalfandaquaterred in 4timeto representawhole measres of red.

With theexceptionof the space J
thatthetime signaturetakes up, % 5
awholered is placel in the 4 = %—

middle of themeasure.

The whole rest represents a full measue of restin
anytime signatre, sothe nunber of beatsit represents
changes accoding to the time signatire

P -‘) P [ 7] S O O - - Ve asase
i i e i e i
[ e | /7 e | l B

Herearesomeexamples

of reds and notesin action. e e B — e —
S B s 2 B e s
Do nottry to singor tapout ro [ 7 o= =
these rhythms,theyaretoo
complicated.But takea momentto
obsve thatthe combinationof rests and ) > - -
notesin each measure alwagsldsup to /. d— oo o000 e /000
awholemeasure'svorth of beats. 1 — e =
Also, notice thatthelarges possiblered valueis alwaysused(a quarer insteadof two eighths,or a half

instead of two quarters).
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THE AUGMENTATION DOT

q <— The Augmentdion Dot

Oncewe haveobtaned a grasp of restsandnotevalues it will be easierto undestandthat somevery
bagicdurationsgre not notatable(yet!). Forexample howwould we notatea pitch for threebeats

in4 time, orin Z timefor thatmatte? Thefactorof-two relationshipdetwee note values leavesut
oddnumbergexceptof course, 1) andmanyeven numbersof notevalues.

But whenan Augmentation dot is placedaftera note(of anynotevalue), it increases(augmentsjhenote's
duration by hdf of theoriginal value.

Examples We call this a "dotted half noe"

N e

" =three beats(3 q)

q = onebeat q' =oneandonehalf beats (3 e)

e=hdf beat e' = threefourthsof abeat (3 x )

Thedotfunctionsthe samefor reds, increasng a rest'svalueby onehalf of the original value.

I
< | |

L@ 3 M 1 2 & 3

4
4

J: , 1 p) )

— Q

' o- | o
|ll
1

2 3 &® @ & ®

Oops! Youcan't
hgve six beatsin

. |
Takethetimeto countthetotal a4 measue:

valuesof notesandrestsin
eachmeasure

S

1 @ & @3 (e&a 2 3)

L'\ I
L'\ I

o
.

@ 3 (1 &2 & 3
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TIES

Thereis still one misgg elementin our note value schemeRememberin the dot sectionthere wasan
errant exampleof a dotted whole notein 4time? Sincesuchavalue(six beat$ is notpossiblein a
measlire, how could we write a notethatwe wanted to soundfor the duration of six beat8

A goodanswer (but not theright onefor this section)would beto changehetime signatureto Q(but let's
talk aboutthatlater). Whatwe canalsodois tie anote acrosghebarline.

= asix beatduration: four in the

_4 - - .
) ¢ first measue plustwo in the
se®nd measue
TA=-mmmmmmmm e e
1 1/2 beats
Ta Ta Ta Ta—-------------mm-m- Ta

A tie only goesfrom noteheadto notehead of the samenote. Thearcof thetie is alwaysopposte the
directionof thestem. Like above,if thestempointsup (or if the stem wouldpointupif the notewereto

haveatie), thearcof thetie is down, etc.

You will also enmuntertieswithin a singlemeasure With single notesin themeasure,it is lesslikely to
occur, butit canhapperwhenthe"&" part of thebeatbeginsthetie.

T A

or i which couldalso bewritten l

with dotsinstead
2 A~ A~~~ /

As we haveseenin mosttopics thereis usually morethan L a 3 A

oneway to communicatgroughly)the saneidea.
Thisway is mae clear about
showng where the qarter notes are,

And in morecomplicatedtextureswe will see ties used ;
s : : . ewenif theattack doesn'tfall onthe
within asingle measire like so: pulseof the quarter note
RS
o) | | e
LYS
—— :
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SLURS

A symbolthatlooksalmog exadly like atie istheslur. A slurtellsusto connectwo or moredifferent
notesas smoothlyaspossible. Thereshouldbeno breakor gapbetwesnany pitchesinderaslur. Of course
we can imaginewhatit sounddike whensomeonas slurringhisorherwords as opposgto wheneach-

word - is - pronounced sepeately.

Notice thatthesenotesare NOT tied sincetheyare notthe sane notes

Mez.

Fl.

94— ) C—  —— ] P

|

y T — e S Py { i I y ; Py . = )
[ an WL | - o I i [ J Py d i | |
g = = ' —

Theterm for slurredplayingis Legato, which is Italian for "smooth”

Logically, the slur symbolhas a particularinstructive meaningor different instruments.Forwind and
brassinstrumentsthatgettheir soundfrom blown air, the symbolmeando play the notesunde theslur
with asingle breath. At the pointwhere the slur ends the flow of air will be broken andtime permiting,
theplayermightinhale Suchwould bethe caseduring the quater beatred in theaboveexamplewhile
the otherslur bre&ks would probablybe playedwith justaslight breakin the air flow.

For string ingruments thatarebowed, the notesunderthe slur would all be played by onebow stroke. A
newslurindicatesthatthe bow stroke starts overand/for changeslirection.

A pianistwould allow for a contrag of connectednesanddisconnectednesatthe pointswherethe slursstart
over A singerwould probablyapproab the pasagemuch like awind or brassplayerfor obviousrea®ns.

While notall the symbols are knownto youin the excerptbelow the voiceandflute ("M ez."and"FI1.")
havenotes that are bothslurredand tied. Thewords"love" and"makes"are both initially slurred, then
tied. Theword "of" isjustslurred. Theflute alsohasa conmbinaton of tiesandslurrs.

—_—
4 mp mf’ mf — f s T T ——
b4 =X I\ ) |
y AW AN & o | J N | T | =K
[ fan ) | — I T NIV 1 N 1 — T 1 Il Il I Il | /1
V4 .\ ‘l. J- ‘\. “I.‘/ 1 =X ﬁ.l | | é L'l .\ ‘I',\=| =X
J £ e & e @000 9w L
Love - - - - - - - makes - - - - of - - - its ex
4 _
A 43 Frbe &
) A Py e e " I - 17 I X
n— e o—r Y 7 * =
PO i %iﬁ ; = ; 4
I ——
P — mf mp b _ f e j"f P —

-from Kornfeld: Love Expedancies
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OTHER TIME SIGNATURES

Aside from the numbeed systemwe use for indicatingtime signaures therearetwo othersymbolswe
encounterthatrepregnttime signatures:

In placeof aﬂtime signaturewe sometimesse alarge C , which standsfor Common Time.

% R— ﬁ

Thereasonfor this substitutesymbolis thatin E:pieoe,thespeedof the pulse might momentaiily double.
To igdicatethis changethe Cut Time symbol ~would beused. Cuttime, also calledAlla Brevestands
for 2(two beatgppermeasure)time where the half notegets the beat.

ﬁ is thesameas %

In context, whenthetime signatue switchedfrom Cio C, the actual spekof the pulsewould notchangethe
speedof thenote valuesvould, howevg. Soin cuttime, which hasthebeaton thehdf note, aquaternote
would betwice asfas ascomparedo 4 time.

As confusng asit is, let'swork throughthe examplebeow:

(O O 1 O O ] S S A O O

Ta Ta Ta Ta Ta Ta Ta Ta Ta Ta Ta Ta Ta Ta Ta Ta

Eventhoughthis exampleswitchesto cut time, the hadf notesarejust asfast(and not twice aslong) asthe
quartemotesa commontime. In otherw&rds,thetas all happeratthe exad samespeedbas thetwo
measiresof “~time were onemeasureof * time with quater notes insteadof half notes In effect, everything
soundsthe same.

O I O O A O G G N R SR S G O

In this examplethe guartemotesin theCmeasuresaretwice asfag astheC quarer notes. Theywould sound
like eighth notesin 4 time.

Thelogic behindthis sygemrelatesto anhistorical stylethatoftenspedup or sloweddownits pulseshy a
factorof two. Ratherthan indicatingin themusc: "play twce asfag” or "twice as slow;'this convenient
sydemdid thetrick.
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COMPOUND TIME SIGNATURES

Igike commontime, notall time signatueshave the quartemotereceiving the beat. As youwould expectthe
time signaturehassix bgatspermea:mreandthe eighh notegetsthebed. Butthereis somethingagditional
going onwith the §time. g is consdered to bea Compound Time Signature, meaninghatwithin a 8 measure,

beatsoneandfour receiveanemphasis. Looking atit thisway, there aretwo macrobeats(1 & 4) for evay

six micro beats. Thetwo larger beatsarea compoundof thesix smallerbeats Ingaway, the rhythmic personality
of a § measureis similar to playingtwo 4 measuresatafas tempo(speed). But gais traditionallymeantto be
playedfagt andsinceeighthnoteshave the "natural” asociation@f beingfager (sincetheyaretwice asfastas
quater notes in general)jt doesmake saseto haveavailablea §time signature.

In this time signaturewe can sebeatsl and4 emphazed. Notice thattheeighthnotesarebeanedto show
the simultaneousnacro beats

Anothercompoundime signaturewvould beg .

Here, threebeatsandnine beatsarecompoundd into a measire.

This couldalso beacompoundime signature.

3123456789123456789

And sincethe micro beatsaresixteenthnotes we would expectthe spedof thebeatsto beonthefagerside.

Geneaally spe&ing, compoundimes useeighthor sixteenthnotesfor the micro beas. The numberof beds will
bedivisible by three 6,9,12
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THE TRIPLET

TheTriplet figure is away of indicating thatthreenotesshouldbe playedin theamountof time thattwo notes
of the sane notevaluewould usudly cover Like acompoundime,thetripletis amomentaryway of
compoundinghreenotesinto the spaeof two (makingthose notesfager).

m—g—ﬁ Theseall takeup
= = thesameamountof time

3

In context:

g123 4 I 2 3 4 1 2 3 @)

We beamthe notestogetherthat areto be partof thetriplet. And we always puta"3" by thebeam!

SYNCOPATION

Whenanattack falls onan up beat(the"&"), ratherthanonadownbeat (1", "2", etc.), we call it Syncopation.

gl 2 3. 4 & 1 & (2) & 3 & 4) &

2) &

e
I & @ & (I &2 & . -
Syncopatiorcanbewithin
a measug or acoss the

bar line
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TEMPOI

In ourtime signatue disaussons therehas already beensomementionof Tempo. Tempo(“time" in
Italian) simply refersto the speedof themusdc or the speedof thepulse. Therefoe thetempo canbeslow,
fast, or anywhee in between.

All written mudgc should havesomesortof tempo indicationin asmuchasit hasa clef andatime signature.
The Tempo Marking goesabovethe staf and speifically abovethetime signature.Like time signatures
andclefs, thetempomaychangeonce or many timesin a pieceof musicbitis not fixed.

Therearetwo methoddor indicaing atempo.

Thgmore modernmethodtranslateghe pulseinto Beats Per Minu te (BPM). If thetime signaturevere

in 4 for exampleangthe BPMwere60, thetempoindicationat the beginning (abovethe staf andtime
signature)would be U60; meaninghatthetempoor speed of the quartemoteshouldbe 60 beatsperminute.
Often arangewill begiven,allowing thetempoto be approximated.

). 60 J- 60-70
3
_ The tenpo is between60 and 70
Thetempois 60 BPM BPM, which would be determined

by the performer or condudor

J- 60 J.: 60
)
4
TheBPM is sill 60in Threeeighthnotesmoveat 60
this time signatuse BPM, soone eighthnotemoves

at 180BPM (threetimesthe speed
of the dotted quarter since there are
three eighthswithin the dottedquarter)

THE METRONOME

A Metronome is amedanicalor electronicdevicethatclicks or beepsatthe BPM you sdect. Thetempos
usuallyrangefrom 40to 220BPM.

A tempomaybeindicated with "M.M.=" ratherthan O. "M.M." standsfor Maelz! Metronome.
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TEMPOII

The seond, moretraditional methodof indicating atemposimply usedtalian wordsto appoximatethe speed.
More or less,thetempomarks correspondvith a BPMrangeasfollows:

Italian English BPM
Largo Very, Very Slow 4060
Larghetto Very Slow 60-66
Adagio Slow 66-76
Andante MovingAlong 76-108
Moderato Moderately 1084120
Allegro Quickly, Cheertilly 1204169
Presto Fad 169200
Prestisgmo Very Fag 200+

Like theBPM malkking, the ltalian tempomark goesabovethetime signature.To aid in precisionthe Moderato
termcanbe combned with anothemwvord suchas Allegro Moderatao abit slowerthan Allegro, but fagerthan
Modeato. These termspre-datehe metronone, sothere wasnot necesarily afixed BPM rangelike theone
provided above just a unversallyundestoodapproximation. We canliken it to how colorsareexplaned. We
all knowwhatpurmpleis, in that it is different from red or blue,but within the contextof "purple,” therearemany
inflectionsand possibilititesfor whatmay constitute" purple.”

TEMPO CHANGES

Often atempowill changegradually (unlike thechangefrom CtoC). Gradualaccelerationsr decderatons
in tempoareindicatedby:

Italian English Abbr eviation
Accelerando GraduallyAccelerate Accel.
Ritardando Gradually Slow Down Rit.

After anaccelerandor ritardandoa newtempomarkisindicated (atargettempo)or the original tempomark
is re-statedto instructthe playerto returnto the staring tempo.

Anotheruseful termis Tempo Rubato (literally "robbed tempo”in Italian) meaningthatthe pulseshouldbe
expressdunevenly, or notin astrict tempo. Thisloosenes of tempois oftenemployed to enhanceeither
afeding of sentimentdity and/orimprovisation. Oftensolomusc, like jazz pianofor example emphaies
arubatostylethatcan feel pensive,impulsiveandintrospetive.
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DYNAMICS

Justlike havingatempo, music needsavolumeindication. Dynamic signsindicatehow loud or quietthe
music shouldbe. Like tempomarks, dynamicsignsaretakenfrom Italian.

Thetwo dynamicpillars are:

Itali an English Sign
Piano Soft p
Forte Loud

Thetwo modifiers are Mezo ("M oderately'in Italian) asa prefix and"issimd' ("very") asasuffix andthey
work like this:

Pianissimo Piano MezoPiano Mezzo Forte Forte Fortissimo

! P P F f A

Quiet » Loud

Thebasicdynamic range

Dynamic signsare placedbelowasingle staff andin betweerthetwo stafs of a grandstaf.

Like gradualtempochangesgynanmics are evenmote likely to increaser deaease:

[talian English Sign
Crexcendo(Cresc) GraduallyLouder "Cresc-----" Of ———— KOWNaS
Dimuendo(Dim.) GraduallySofter "Dim.------- "or T——— } Hairpins

Thedashesor thehairpin wouldbe
extendedor thelengthof musc that
is to be affected. Like a tempochange
there couldbe a targetdynamicsignat
theend of the change.

Thewords Molto (more) or Poco (les9 could
beaddedto indicatea larger or smallerchange.
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ARTICULATION

Thewaywe makeanotesoundrefersto its Articulation. While in a sasethere is aninfinite varety of
articulationstherearea few particular articulationsthathavesymbols.

Onearticulationwith which we arealready familiar is Legato playing. In that casethe noteswerearticulated
assmoothly aspossible. Other articulationsinclude

\Q
Staccatao the oppositeof legato. Playthe noteshortand detaded.

g

A dotgoesabowe or belowthe/
note headboppsite the stem

Accent: play the noteloude, emphagzedor accanted.

q Aboveor belowthe note
> headboppdte the stem
Tenuto: Hold the notefor its full valueand/orgive aglight emphaks to thenote. Q

g

Placedlike dynanic signs: below the staff
or in the middle of a grand staff

Sforzanda A sudden excited,strongeraccent.

. _ _ _ Suddenlhyguiet
Subito: "suddanly” in ItalianDBefersto a sudda dynamicchange. /

psub. Placed after the dynanic sign

Fermata: Hold the notefor approximatelytwice aslong asits nomal value. It is usuallyused atthe endof
apiece or at theendof a section.

Always goes above
the staff
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ECONOMICAL DEVICESI

Thereareafew symbolghatare usedwhen larger pasagesof musicliterally repeat. Ratherthanwriting
outall therepeatedmusc for a seondtime, differenttypesof RepeatSignscaninstructusasto which
partof themusicshould berepeated. Not only doesthis savespace paperand postble pageturning, it
can give ussomeinsightasto theform of a piecebhowit is conceptuallyputtogether

REPEAT SIGNS

Two vertical dotsbefore a doublebar -H meanrepeathe mudc up to thatpoint.

Go back to the beginning
and repeat once

L S D”FW

3 3

Repeatsignsare also usedin apar -|-|-. -+| to indicatethatonly aportionof a pasageshouldberepeated.

Only go back to the
middle repeat sign and
¢  play to the end

T O T

3 3 3

FIRST& SECOND ENDINGS

Repeatsignsare also usedfor First and Seond Endingswhich havea pottion repeatedwith a different
endingatfter thesecondcycle.

Play to the repeat sign,
go back to the beginning,
play to here and then skip to the "2" and play to the end

frr et ot
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ECONOMICAL DEVICESII

We canevengetmorecomplicatedwith these spee savingdevicesby usng someadditionalltalianwords
andsymbols.

ltalian English Sign
Da Capo Repatfromthebeginning (ak.a."takeit from thetop"). D.C.

Capo meanthead"in Italian.

Dal Segno Repatfromthesign: 04 D.S.

Segnameans "sign"in Italian.
Fine Theend. Fine
Coda An addedending. ID
The codasymbolis usedin pairs:atits first appesance (in the contextof analrealy

repeated pasgye)it meansto skip to a sectionat thevery endwhich would beginat
thesecond appearanad thesign.
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EXAMPLES OF ECONOMICAL DEVICES

D.C. al Fine: repeaffromthebeginningandplay only up to theFine.

ettt

1. Play to theend(thedoublebarwithoutthethickerline)
2. Returnto thebeginning
3. Play to theFine (the"regular’ doublebarin themiddle)

D.S.al Fine: repatfrom thesignand play to the Fine.

% Fine D.S. al Fine

Tror ot oottt

1.Payto theend(D.S.al Fine)
2. Returnto thesign ( %)
3. Play to theFine

D.C. al Coda repetfrom the beginning until thefirst codasign,thenskip to the secondcodasignat the end.

O D.C. al Coda O Coda
L S S S B S S A

1. Playto theD.C. al Coda

2. Retum to the beginning

3. Playto thefirst codasign( D)

4. Skip to the secondcodasign ( p Coda)and playtotheend
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THE MAJOR SCALE

A major scaleis a selection of eight notes arrangedin a particularorder of half andwhole steps It is usually
head andrecognizedin as@ndingorder TheMajor Scale is one of the mostfundamentaimusicalentitiesand

mog musicwe know utilizesthis s@le (or theminor scale .stay tuned).

Thereis, as we should have cometo expect,more thanoneway to undestandhow a majorscaleis puttogethe.
Before we look at the sciene of the sale, let'sreturnto the keyboad. It is no coincidencehatif we play from
C upto thenextC (i.e.thewhite key3g we will haveplayeda C majorscale. So thescale getsts particularname
fromits first note(calledthe TonicBwhichis alsothelast notein thescale).

C|D|E|F|G|A|B|C

LN O

This is pobablynotthe fird timeyou
havehead this sequencef notes

Onceyoufamiliarize yourself with this sound (ascwling and desending) noticesomeimportantfacts:
¥With the exceptionof thetonic note,eachnote nameis used onceand only once

¥Thereis aparticulararrangemenof half (H) andwhole (W) stepsfrom oneto the next:
WWHWWWH

C[D[E|F[G|A]|B|C
WW HWW W H

¥achnotein the salerepreentsadifferent scaledegree(1-8). The half stepsare between
degees3-4 and7-8.

Hereis howthe asendingC Magjor scaldooksin notatedform:

0
-

[ fan)
A1V

)

@
C D E F G A B C

KEYS

Piecesof musictendto limit thenumbe of salestheyuse similarly to how paintingsmay limit their colors.
This meanghatthenotesusedin a songtend to belimited to the notesbeongingto a particularsale. Instead
of sayingthata songis usinga particular scale (and therefoe a paricular setof noteg, we desribe the song
asbeingin apaticular Key. Thekey hasthe sameameastheprimary scaleused. TheBeatlesLetit Be is
in thekey of C Major ("CM"), for example. Most of the notesin thatsongare from the C Major scde (with
afew deviations). This is oneexampleof the significanceandapplicability of the majorscale..andwhy it is
soimportantto understand.
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SCALES USING BLACK NOTES (FLATS)

You may havenotical thatthe C Major scaledoesnot useanybladk notes Sincethescaleactuallyexisted
first (chronologically) we might appreaatethatthewhite noteswerepattened afterthat scale But amgor
scalecanstartfrom anyother note(andhaveanynote aghetonic). Sincethe majorscaleis basdona pattern
of hdf andwhole steps (andNOT simply a sequeneof white note9, a majorscalethat hasa differenttonic
thanC Major will regire theuse of blacknotes (accidentals).

If we startamajorscalefrom F andadheke to the WWHWWWH patternwe getthefollowing sequene:
FGABPCDE(F)

v

(@)
i)
N>
BT

F|G|A[B|C|D|E|F

t A4 444
WW HWW W H

Onegoodquestiontha mayariseis: why is thebladk notein theabovescale a Band notanA™® The answe
is thata scale,for the sakeof congstencyandclaiity, useseach letter only once. In the cas of F Major,
theAMwasalreadyusedasthethird noteof the scale Thesuccesive note(the fourthnotein the sale),
regardles of it beingwhite or bladk, will besomekind of B (simply because B alway$llows A). Sowe
cansay thatthe FM scalehasoneflat note (BY.

Thescalethathas two flat notes(we say"two flats'") is BR

f)
|
Noticethateither"or B thenotes _{é . - )
successivay fill in eachline and J he. &
spacefromB to B. W W H W W W H

(Remem%e@h@rm#?n%E%ivLa}le ce?You could renamethis scaleA"M and the notes
would beA” B# cYD# E# FYGYA#Pwhichis more confusingthan BR C, D, EBF, G, AP

butwe will retumn to this issuielater. Don'tthink more aboutit now).

Notice thatthe scalewith two flats (B/M) hasinherited theflat note(Bb that wasin the FM scale. It is
asif theBIM scaleis theaddition of oneflat to the FM scale. Thescalewith threeflats (E§ will havethe
two flats fromthe BIM scale,plusAb

’§>t>

A1

EbMajor

Play these diff erent sales. While they are different in someways, they also sound the samebecause
they follow the samepattern of half and whole steps Each scale follows the samesequenceof notes.
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SCALES USING SHARPS

A majorscde neve mixes accidentalsEithertherewill beno accidentis (C Major only) or there will be
only flats or only sharps.

Thescalewith onesharpis GM: f) ﬁ
[Y)
Like the"flat" scales it follows the sameWWHWWWH pattern.
f)
The scalewith two sharpsis DM: —’4{‘ = # —

F.
'

Three shgps AM: @—o—ﬁ»

Noticethat like theflat scales each suceve shaip saleincorporateshe previousscales acadentals.
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KEY SIGNATURES

There is amore convenientvay to write scalesthattakes into accounthe patternswe havenoticed.
A Key Signature is like atime signatureor a clefbitcalibrates a scaleandstaff sothatthe half andwhole
steps(andtherebre,the sharpr flats) goin the correct place A key signaturenasthesamenameas the
saaleand setsthe staff for the speific accidentals.
TheF Major key signaturdookslike this:
. Theaccidentakitsatthe beginningof thestaff onthenoteg)
OR % (line or spacgthatareto be accidenta in thescale. A key
il A— signatue acddentalappliesto all occurence of thatnoteon
any lineor space.

TheBM key signaure

=

TheEM keysignatue

Now we canwrite a scalelike so:

GM

DM

D>
v =
3

D

T

An FM scale with its key signature

o)
)
—— @ —
e
M This » means that these and all Bs will be flat.
A | An EbM scale with its key signature
A2
©% 4o g
* o\
E:M These flats mean that all the Bs, Es & As will always be flat.

THE KEY

Beyondthedesignationof scales, the key signatue esablishesthe musicin a paricular key. All thenotesto
be playedwill belongto a specific key. Here Comesthe Sun(the Beatlesagain)is in the key of A Major, so
thenotationwould contan an AM key signaure (three shgps)Pdl Fs,Csand Gswould besharp.

And sincereal musicis more complicatedhana textbookexplanationtheremight bethe occa®mnal use of
notesthatare notin theAM key signatue. In that caseanaccidentawill beadded:a sharp flat or natural
(if it is oneof thekey signaturenotes that needgo bechangedbliké we neededa Bbin thekey of CM for

example).
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ACCIDENTALSIN AKEY SIGNATURE

Accidentalscan be addedo, or takenaway from a key signature:

If we are in the key of FM, but we need
% . a Bf, we insert the accidental only where

ge we want the change. In this example, the
first B is b and the second B is 4.

CIRCLE OF FIF THS

Thereis a standardnethodby which we organize key signauresthat showsow their shapsor flats increase
incrementally. Recdling thesharpkeys(GM with oneshaip, DM with two, AM with threg etc), we encountered
themin a particularorderwhere onesharpwas addedn eachnewkey. The keys themselvesere not adjacent

(G isfive notesaboveC, D is five aboveG andA is five aboveD). Sofor everyfive notesthat we asaed, the
key signatue addsone shgp.

Recallingtheflat keys, the key signatue addedoneflat for everyfour notes we asnded:

— I D D5 e =

O
L) 2

bbb b e g
CM

FM BiM Em Alm Dim Gim

BT
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CIRCLE OF FIFTHS CONTINUED

So thesharpkey signaturesncreasein a sguenceof five scalarnotes(by "fifths") andtheflat key
signatures in@asein a sequencef four notes(by "fourths").

After many sequencesnot only doesthekey signaturebecomeheavywith shapsor flats, but the keys
becomeenhampnicdly equivalento differentkeys. CIM (with sevenflats) soundghe sameasBM (only
five sharps).C'M (sevensharps)soundsthesame as M (five flats). Soeventuall the sequeresof
sharpesandflats overlapandit might make seresto choosehekey signatue thathasfewer acadentals
(in some cas® suchas BM insteadof C®M. This phenomenon also spea&gheold proverb thatthereis
morethanoneway to expres thesamemuscal idea.

Thestandardvay of showingtherelationshipbetweertheflat and shaip keysis to arrangehemin acircle:

CM

4ths % Sths
FM % % GM
Bv % %

DM
The Cirde of Fifths
o g 4
Am% %EM
DM
g
& o,
ﬂm &
Fiv

Following the circle clockwise, we seethe sequaceof increasng shaips keys (increasesby fifths). Following
the circle countefclockwise, we see the sequenceof increasng flat keys (by fourths). At the bottom of the
circle, we see wherethe enhamonic keysovelap. This circle is convaniently called the Circle of Fifths (or
Fourthsin lessformd cass).

*Notice thatin writing thekey signatues thereis a particular ordeing of the accidentalsuchthatthey
modly fall in the cente of thestaff. This particular orderingin bothclefsis theonly standad way to
write key signatuesbgeto knowi it.

One final and important observation aboutthe circle of fifths (or fourths) is that going either clockwise or
couner-clockwise, from onekey to the next allows six out of sevennotes to remainin commonbetwea those
two keys. To putit anotherway, adjacenkeys in the circle of 5thshavesix out of seven(all but one)notesin

common. Theseadja@nt keysareconsdered "clog" for this reason,eventhoughthetonicsof the keysare four

or five notes apartfrom ead othe on akeyboad. For example, DM andAM haveall but onenotein common
and are "closé eventhoughA is five notes(seven half steps)aboveD onthekeyboard.
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TRANSPOSITION

Theideaof notesandmusicbeingin akey is very powerful. Remembehow we heard thatno matterwhat
notea majorscalestartedrom, it sounde the same becaeshe patternfrom noteto notewasthesame
(which is the esenceof thescale!)? Thisrelation$ip meanghatthedifferent salesarerelatedby
Transposition. Whena group of notes(a scaleor somethingelse)moves up or downto a differentstarting
note,butthe distancebetweerthenotesstay the sane (asis thecasewith different majorscales) thenthe
noteshavebeentrangposedto maintainthe sameintervallic relation$ip betwea a group of noteg.
Therefore,all the majorscales argust transpogions of oneand other This meanshata groupof notesin one
key caneasily betranspoedinto anothetkey with the helpof akey signaure.

f) #

44 =

)

Twin-kle, twin-kle li-ttle star, how I won-der what you are.

Thisis Twinkle, TwinkleLittle Starin G Major. To transpos it to anothe key (say BM), justwrite theBM
key signaturepick theright startingnote (the onein GM started on G conveniently enoughso the trangosition
in BM will starton B) and keepthe distancebetweereachnotethe same:

up to the down to the
up 2 lines  next note next note
9 ﬁ 7 4 >y \ | '
44 . - - GMAJOR
AN3V 44— e i | ] i i [
Y] I | [ |
Twin-kle, twin-kle 1i - ttle star, how 1 won-der what you are.
up 2 lines...
bt —
BMAIJOR —fm—f*—F—o 9 — I ] | |
ANV U i T [ I i i
o) | | ! ! i
Twin-kle, twin-kle 1i - ttle star, how I won-der what you are.

**T rangositionis necesgry when aninstrument or avoiceis notableto play all the notesin agivenrange.

By trangosinga piece, its rangecan acommodde the singer'sor instrument'dimited range.
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SCALE DEGREES

Whendiscuss$ng scalesthereare two ways of namingtheirnotes If we refer to each notein the scée asa
numberwe arerefering to Degrees goingfrom low to high (in pitch), we countfrom oneto eight. Also, so
thatwe do not get confusel with othe numeical labels we usually putalittle carot abovethe numberto ,
ensurethatwe are decribinga scaledegee. Thethird scaledegreefor examplewould berefered to as "3".

NOTE NAMES

Theotherequallyvalid labelingsystem asiginsaname to eachscaledegreewhichrelatesto fundiona
agectsof the notesthatwe haveyetto study We haveareadylearnedthe nameof thefirst (and eighth)
note:theTonic. Hereare all of them:

f)
—
[ @ an
AN
e @&
Tonic Supertonic Mediant Subdominant Dominant ~ Submediant Leading Tone (Tonic)
A A A A A A A A
1 2 3 4 5 6 7 (8)

While all these notes desee alengthydisaussionwe can asses thatthetonicis significant becausit caries
the nameof the scale. Anothervery importtantnoteis the seventh stedegre®helLeading Tone It "leads"”
the saleback to thetonicbbak home. If you play an ascendingmajor scde and pausen theleadingtone
without goingup to thetonic, the soundwill feel very unfulfilled orincomplete.lt is this feelingthatprescribes
the seenthscaledegee asa"leading”or "directing” mechanis thatpushesthe music back to thetonic.

Theleadingtoneis alsoimportantaswe startto explore Minor Scales.....
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THE MINOR SCALE

Without getting into a studyof intervals,it is enoughto say thatthemgor scale haa "happy"or "bright"
quality. In contrad to that is anotheyrelatedscalethat,put simply, sounds'darkel and"sad™ thisis the
Minor Scale We caninitially approad the minor scalemuchin the sameway tha we first did with the
majorscalevia the keyboardif we play fromA to A (i.e.only thewhite notes). As expectedthe minor
scalehasadifferentpatternof half andwhole steps:WHWWHWW. |n fact, this patten is a displacement
of themajorscalepattern: Major Maior

WWHWWWH | WWHWWWH In aminor scak, the half stepsare between scale
degrees2-3and 5-6

Minor

Becaue of this relationship, we often,if notalways,conceiveof a minor scale asa derivationof a major
scale. A minor scalestats andendsonthe sixth scke degreeof a majorscde (the submediannote).

C Major C Major

C|D|E|F|G|A|B|C|D|E|F|G|A|B|C

A Minor
Minor Scale
A o :!
) ®
e B
. Major Scale . Major Scale )

Playthis A minor scale. Notice thedifferentmoodit projects Also noticethattheA minor scale useshe
samenotesas the C majorscale(white notesonly), butthatthetonicis nowA.

RELATIVE MINOR

Rememberthatwhat is the casefor onescaleis the casefor allBwhichis thewhole point of key signatures
If we canobservetha theA minor scaleis a deiivation of the C majorscale becausboth sales use theame
notes then we canpredict thatthere is a minor scalewithin every majorscde. This minor scaleis calledthe
Relative Minor. A minoris therelativeminor of C major Therelativeminor startsonthe sixth degregthe
submaeliant) of its relativemajor.

KEY S GNATURESAND KEYS

Now we canexpandhe applicability of the key signature.A key signatue can represenamgor or minor scde
andtherebreamgor or minorkey. TheBeatle'sEleanorRigbybdearly a "sal" soundingsongbidn the key of
E minor. SinceE is thesixth scaledegee of G major, thekey signaure for Eleanor Rigbywould haveone
shap:

The G major/Eminor key signature
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THE THREE MINOR SCALES

Youwill noticethatthe seventhnoteof the minor sale (G in the scaleof A minor, for example)is awhole
stepbelowthetonic (A). Recallthatthe sevath noteof themajorscaleis only a half step belowits tonic
andtha we calledthatscaledegee theleadingtone Theimportantfunctionof thatleadingtoneis to bring
themusc back up to thetonic throughthe 7 to g half stepmotion. Becaisetheminor scaledoesnotnormally
havethat"leading"half stepfrom % to g, two standad alterationsexistwhich makethe endof the minor scale
imitate the leadingtonequality of the majorscale.

)
o
)
A Natural Minor
TheNatural Minor saleis the onederived from the majorscalebthérelative Minor .
a raised 7th degre
the Oleading tone (remember that the accidental remains

A \ in effect until the bar line)

p’ 4
e

A Harmonic Minor

TheHarmonic Min or scaletakesthenatural minor scaleandraisesthe seventtdegreeup
a half step so thatit is ahdf stepbelowthetonic. It is a minor salewith aleadingtone.

raised % & 9 ascending "natural" % & 9 descending
f) u » b |
L] | |
Y |
A Melodic Minor the lowered 7th degres
the OsubtonicO

TheMelodc Minor is similar to the harmone minorin tha it raises both the seventhand
sixth saledegrees by a half step. You will noticethatthe seondhalf of this scale sounds
very much like the majorscale. Becaiseconventiordictaes it, thealterationgn the
melodicminorareonly in effectwhen the scée axcends When it descendsthescale
returnsto the natural minor configuration.
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a raised 7th degree -
the “leading tone”

the lowered 7th degree - 
the “subtonic”
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ITOS\LL IN THE SCALE

Once you have the patern down, playing amgjor scale in any key is easy (and for the mog part,
easy on any indrument). Notating a scale is fairly easy as well, especially when you use a key
signaure. In fact, hearing and playing a scale is atrivial experience for mog of us We usudly
assodate scales with the early phases of mudgc lessons (which were probably a long time ago!)
In this capacity, we might think of scales jus serving as an exercise for the finge's and for
hand/eye coordination. Scales also seem very fundamental, if not GhaturalOsince the layout of a
scale naurally fits onto the white notes on the piano (major: from C to C; minor: fromA to A).

TheMajor Scak

Al v

Natural/RelativeMinor Scak

o) \AL T

%

Given al this, we sometimes forget the vast implication of these seven little notes. WeQe
probably noticed that in mos songsor pieces of mugc, literal scales are seldomheard, so it can
be hard to see the powerful connestion between wha music does and what a scale does. Wha@
the point? But ascale is not jus an exercise for the finga's or for coordindion. A scaleis an
exercise in, and a modd for mog western mudc. A scale represents a sense of beginning,
depature, excursion and return. Moreover, it represents a specific kind of limitation of nates, or
an exclugon of notes (7 out of 12 possible notes) which creates the sense of bengin akey and of
a hierarchy or order of notes. Try changing an A to an A flat in a C major scale and you will
hear how disrupted this sense of key and order sounds The paticular arrangement of the notes
in a scale provides a profound sense of order, continuity, cohesion and, above all else, a solid
sense of direction, expectation and inevitability. These aspects of a scale are the same crudal
aspectsthat gointo thelarger design and aesthetics of mudgc in general.
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CONTINUITY AND COHESON

While aesthetics ultimately dictate what one finds cohesive vs. chaotic, there are few ears tha
would dispute the hatural Osense of continuity we hear in a basic major scale. But behind the
aesthetics are some conaete features of a scale tha hdp us hear it as something portraying a
sense of cohesion and continuity B it holds togeher. Althoughthe propeties listed bdow are
very nomal features of a scale, they should not be taken for granted as far as they serve as a
microcosmic modd for thelarger macrocosm of musc:

A scale:

¥ Covesthenarow rangeof only an octave

¥ Starts and endsonthesame note

¥ Goes in a sngle directionBup or down, as oppaed to switching directions oncge or many
times

¥ Has spaces between its notes tha are only whole or hdf stepsPnothing larger

¥ Limitsthenumbe of notesto seven out of apossible twelve

This limit prevents our ears from feeling over-saturated with too many different notes, like the
way arecipefor any fooddish limitsitsingredients, which windsup defining thedish (by means
of this limitation). Cookies would not be cookies if they aso induded mushrooms and tofu in
thar ingredients. This limitation of notes in a scale sets it apart from another scale tha would
induddexclude other notes. This hdps us distinguish one key from another B by which notes
areinduded or excluded.
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MOTION: DIRECTION, EXPECTATION, INEVITABILITY
AND GOAL

These four words can pretty much fal unde the single aspect of motion. Mudc moves. the
notes changeor re-articulate, and this occurs within some kind of rhythmic context. But the way
in which musc moves is paticular. When we look at a pond, or even a cup of water, we can
condudetha even thoughthe contained liquid is moving (at least the molecules are moving), it
isin acontained or closed areatha does notlet theliquid move beyondthe set parameter. When
we think of ariver, or of water running out of a faucet, we can undestand that there istha added
aspect of direction and flow to this same liquid. It starts somewhere and ends up somewhere
else. With these images in mind we can appreciate tha it is often the tendency of music to flow
and move from oneplace to anothe (rather than sit still) with an expected sense of direction and
destinaion (a god). When we see water flowing down a mountin, we expect tha it will
inevitably end up in a body of water (the ocean or a lake) at a lower atitude The motion in
mudc is often thoughtof the same way; the notes will eventudly end up in some predictable
place, althoughwe may not knowthe exact course they will taketo arrive at that destinaion.

Althoughwe have been referring to GnuscOin general, we can refer back to the smple scale to
providea modd for the above described aspects of motion:

¥ The continuity of the scale follows a single direction (up or down) and therefore offers no
surprisesin thedirection of onenote to the next

¥ Thelast note is the same as thefirst (but an octave away) and thusthelast note is especially
fulfilling as it roundsoff the process and arrives at a reasonéble god (the tonic noteEthe
homeOnote)

¥ Inthemore typical ascending scale, the secondto last note (the 7"), the onethat precedes the
tonic is calledbas we knowbtheleadingtone On avery basic level, when we hear this note
come after the previoussix notes, we inevitably feel wha isto come next. Thisleading tone
quite clearly leads our ears (and the notes) back to the tonic, back home. It is the GhhhO
before the @hoooCof a sneeze, or the set-up before the pund line. If you play a scale and
stop short on the leading tong it will feel very incomplete, tense and unfulfillingBlike a
sneeze tha did not hgpopen or agod tha was notreached.

TheMajor Scak

LeadingTone

In fact, it is this little leading tone only a haf step before the tonic, tha contributes so much
motion to a scale. This tonepoints theway for the musc, providing a sense of direction, but of
an inevitable, expected, upward direction to the particular tonic note. Once we reach the tonic,
we very much fedl like adestinaion (god) has been suggested and then reached. We might even
feel further GarrivedOafter we descend back down throughthe scale to the origind tonic note: as
if tha which went up eventudly came down.
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We can even back up a bit further and consder the listening experience of a scale from the
moment we leave thefirst note. Wefeel thelinesteadily rising to this high point of leading tone
tenson untl the tengon is released when the leading tone moves to the tonic, like when we
finish drawingin abreath. Thetensionis further relieved when the scale descendsback down to
theorigind tonic, like theexhding of tha breath. These are the basic aspects of muscal motion
tha we will revisit throughoutthe book.
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INTERVALS

An interval is the distance beween two notes. either one heard after the other (a melodic
interval), or both heard at the same time (a hamonic interval). For convenience, we usudly jud
refer to either kindas"interval." Intervals are so important (and always an initia part of amusc
theory curriculum) because so much of how we hear musc is about the relationships between
notes. These relationships are best described by the objective system of intervals. An interval
has two components. a numbe (thedistance) and a qudity (maor, minor, perfect, augmented, or
diminished). Examples of intervals in context could be major 3", perfect 5", augnented 6, etc.

NUMERIC COMPONENT

The numeric component of an interval is determined by merely couning throughthe number of
notes in terms of ther letter names. Because a note can form an interval with itself, the smallest
interval is 1 (a A%Q but aways caled a unison). Following this system, we can say, for
example, tha theinterval from middle C to middle C (thesame C) isaunison. Theinterval from
Cupto D isa2™ (jus countC-D). FromC upto Eisa 3™ (jus countC-D-E) and so on. C up
to thenext C isan 8", but we more often refer to that interval as an octave.

QUALITY COMPONENT

In addition to thar enumeration, intervals have a quality, which acts as a modifier to the specific
number. There aretwo basic categories for the five possible qudities intervals can have: Perfect
and Imperfect. Imperfect intervals will be either major or minor. We usudly do not refer to
intervals as OmperfectQ butrather by their specific GnajorOor GninorOqudity.

The same numeric intervals are always limited to the same qudities as follows:

PERFECT MAJOR or MINOR
Unison (1<) 2nd

4th 3rd

5th 6th

8th 7th

These intervals are always restricted to these qualities
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MAJOR/MINOR

The difference beween major and minor is tha of size. A mgjor interva is a hdf step larger
than aminorinterval. Therefore a3“, for example, could be either major or minor. C upto E is
amajor 3°, while C up to E flat is a minor third because it is a haf step smaller than C to E.
Similarly, C shap upto E isaso aminorthird because it isahdf step smaller tha Cto E.

AUGMENTED/DIMINISHED

When the size of any interval is expandeal or shrunken by a hdf step beyond the pefect or
impefect (magor/minor) parameters, the interval becomes augmented or diminished. A perfect
5" made smaller by a haf step becomes a diminished 5". A major 3° made larger by a hdf step
becomes an augmented 3, while aminor 3® madea haf step smaller becomes a diminished 3.

Hereishow dl thedifferent qudities relate to oneand other by size:

The arrow (! ) refersto achangein sizeby a half step:
Smaller " Interval # Lar ger

lst 4th 5th 8th
Diminished ! Perfect I Augmented

2nd 3rd 6th 7th
Diminished ! $inor ! Major |  Augmented
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Hereisthecomplete list of qudities with ther abbreviations

¥Major ("M", "maj.")

¥Minor ("m","min.")

¥Perfect ("P")

¥Augmented ("A", " Aug", " +")
¥Diminished ("d", "dim"," °")

Here are some specific examples and further clarification:

¥

A magjor interval made smaller by a haf step is a minor interval. C upto E is a major 3
while C upto E flat isaminor 3.

A minorinterval madelarger by ahdf step isamajor interval.

A pefect interval made smaller by a hdf step isadiminished interval (andvisaversa). C up
to G isapefect 5" while C shap upto G isadiminished 5.

A pefect interval madelarger by a hdf step is an augmented interval. C upto F isa pefect
4" while C upto F sharp is an augmented 4.

In rare cases (meaning rarely encountered in real musc, buttheoretically possible):

¥

¥

A minor interval made smaller by a hdf step is a diminished interval. C upto E flat isa
minor 3 while C upto E doubkflat is adiminished 3“.

A Magjor interval madelarger by a haf step isan augmented interval. C upto E isamajor 3
while C upto E sharp is an augmented 3.

:Y‘. [ \vl\vl ’_\"I\vl AL +Eny i 1
Sy WA W W W
M3 m3 P5 d5 P4 A4 d3 A3
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SPELLING INTERVALS

The numeric component of an interval has everything to do with its spdling (which notes are
used) because the number is determined by couning throughthe note (letter) names. While not
worrying aboutqudity for a moment, we know enoughto say tha B upto E sharp is some kind
of 4™ (count B-C-D-E shap). The sharp does not actudly matter as far as the numbe is
concerned. If the E were a flat ingead of a shap, the interval would still be a 4™ (but with a
different qudity). ButinasmuchasB upto E sharpisa4”, B upto Fissomekind of 5". Even
thoughE shap and F are enhamonic (they sound the same), they spdl theinterval in question
differently. So the soundof the 4" of B up to E shap is the same as the soundof B upto F D
they are jud spdled differently.

MAJOR SCALE CONTEXT

There is more than one way to approach the congruction and application of intervals. One
elemental approach isto see and hear them in the context of themajor scale.

Intervals share their numeric names with scale degrees. For example, thethird notein a C scae
(E) isan intervallic 3 abovethetonic, C. To putit more simply, E isa 3" aboveC (countthree
notes: C-D-E). A isthe sixth notein the C major scale, and therefore a 6™ aboveC (again, court
the notes C throughA Bsix notes). So from C throughto the next C (the C mgjor scale), we gt
intervals numbered onethrougheight

)

¢

t 2nd 3rd 4th 5th 6th 7th 8th

Thenotesin the C major scale form these intervals aboe thetonic (C)
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INTERVALSIN THE SCALE

One way to get your head around some of the different qudities that intervals have, and to
undestand why there are different qudities, is to consder the intervals tha are inhaent to the
basic mgjor and minor scales as we measure thos intervals abovethetonic.

These numeric intervals have the following qudities in the major scale when measured abowe
thetonic:

Unison: P1 (or Perfect Prime: " PP")
Major Second: M2
Major Third: M3
Perfect Fourth: P4
Perfect Fifth: P5
Major Sixth: M6
Major Seventh: M7
Perfect Octave P8

These numeric intervals have the following qudities in the minor scale when measured abowe
thetonic:

Unison: P1 (or Perfect Prime: " PP")
Major Second: M2
Minor Third: m3
Perfect Fourth: P4
Perfect Fifth: P5
Minor Sixth: m6
Minor Seventh: m7
Perfect Octave P8

In addition to these major and perfect qudities, there are the augmented and diminished qualities
(foundin other scales and in other relationshipswithin the scales).
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A quick comparison between the C mgjor and C minor scales reveds tha (except for the 2nd,
which is mgor in both cases), the non-pefect intervals (3rd, 6th and 7th) are major in the magjor
scale and minor in theminor scale. There are minor secondsin thescales (fromE upto F, and B
upto CinaC mgor scale, for example), butthetonic is never thelower note.

C Major Scale Qualities:

ot
>
~
L
~
—
™~

p AT \V.Vi W A" vV
e W AT \A/ N/ Vv

AT A/ A" vV

mA ) vV

PP M2 |l\/|3 P4 P5 M6 M7 P8

Intervals above the tonic in C major

Y vy
PP M2 m3 P4 P5 mé m7 P8

Intervals above the tonic in C minor

This modd works the same for all other major and minor scales.
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DETERMINING AN INTERVAL | BSCALE BASED METHOD

&t

Given thisinterval, we can determineits size and qudity by comparing it to amajor scale whose
tonic is the same as the bottom note of theinterval. Determining the size is easy, jus countthe
notes (thenunmber of lines and spaces) withoutconsderation of any accidentals. Fupto D issix
notes, so the interval is some kind of 6". Since only 4™, 5™ and octaves/unisonsare "perfect",
this interval @ qudity should either be major or minor. Now compare thetop note of theinterval
to the correspondng sixth scale degree of the F maor scale (since we refer to the scale that
would begin from the bottom note of the paticular interval). The sixth degree of the F mgor
scale is D nauralEa nd the sixth degree of any major scale is a major 6™ interval from the tonic
(major scale = major sixth interval). But here we have aD flat. Thisis a hdf step smaler (D
naural down to D flat) than a major 6™. So the interval is a minor 6™. This process can be
simplified by merely comparing theinterval to themajor key signaure of thebottom note. If the
notes match up, then theinterval is oneof thenomally occurringintervalsin tha key.

Hereis anothe one BM Key Signature

BuptoF

Step 1: B up to F isfivenotes, so theinterval issomekind of 5" /

Step 2. Compareto a B major scale or key signature (shown abovéto theright)

¥ Thefifth scale degree of B should be F sharp. In other words the F in thekey of B mgoris
nomally F sharp.

¥ Since the interval in question is an F natural, the interva is smaler by a hdf step. The
nomal perfect 5" (B upto F shap) ismade smaller by ahdf step into a diminished 5™.

Answer: B upto Fisadiminished 5"

Often we will see a symbol "5 or "4°" used to represent tha something is diminished instead of
seeing"d5" or "d4".
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DETERMINING AN INTERVAL || BHALF STEP METHOD

Theothe way of determining an interval isthe hdf step method. Refer to the chat bdow which
alignsthe number of hdf stepsin an interval with the enhamonic (soundng the same) intervals
of tha size. Abovethe hdf stepsrow are the major and minor scale degree points in alignment
with thar appropriate number of hdf steps For example, the fifth scale degrees of both maor
and minor scales are seven hdf stepsabovethar tonics.

Hereisasimple procedure for determining an interval:

¥

¥

Countthe number of notes from thefirst to the second note of theinterval (start from thetop
or bottomEit doesn't matter), which will determinethe numeric component of theinterval
Then count the numbe of hdf steps between the notes, or compare the notes to how they
might appear in the context of amajor or minor scale

¥ However the hdf stepsor the compaison lines up bdow will give you theinterval
Mg. Scale Degre e: 1 2 3 4 5 6 7 8 9
Min. Scale Degre e: 1 2 3 4 5 6 7 8 9
INo. of Hal f Steps: 0 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15|
Inte rv al Nane: PPAP
d2 m2 M2A2
d3 m3 M3A3
d4 P4 A4
d5 P5 A5

d6 m6M6 A6
d7 n7 M7A7
d8 P8 A8
d9 m9M9 A9

Key

PP = OPerfect PrimeO or Unison
d = Di mi ni shed

A = Augnented

m = M nor

M = Major
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MORE EXAMPLES

SRy

For example: thisinterval counsfive notesfrom D upto A sharp (remember, when we countthe
notes, we ignore any accidentals Bwe jugd counttheletters). So D upto A (shap) is five notes
(D-E-F-G-A). Theinterval istherefore some kind of 5™

Then we countthe haf stepsfrom D upto A shap: there are eight Looking at the chart, eight
hadf stepsin the 5" column is an augmented 5". We could also notice that the "nomal" 5" in
either the major or minor scale of D is an A natural (and therefore a perfect 5"). Sincethis A is
sharped, it isapefect 5" madeahdf step larger (eight hdf steps): an augmented 5™

2=

But if the notes were D and B flat, which are also eight hdf steps apart, theinterval would bea
minor 6™ because D up to B (flat) is six notes (D-E-F-G-A-B). D up to B flat is also the
homalGminor 6" in the scale of D minor (as shown by the chat). To putit another way, D up
to B is the omal O/major 6™ in the D major scale. Since D upto B flat is a hdf step smaller,
themajor 6" is madea hdf step smaller into aminor 6™

While these concepts can seem confusng, it isall terribly logical and usudly jud requires alittle
practice to perfect.
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INVERSON

The process of inversion and inverting intervals is among the mos fundamental components of
musc condruction. The importance of knowing how to invert cannot be overemphasized, but it
isasimple process. To invet an interval is simply to reverse the order of the notes while not
changing the actud note names:

ﬁ Aupto Finvertsto ﬁ or E
—~—HO— =

C#uptoA
C#uptoA in alower octave

In either case, oneof the two notes moved the distance of an octave so that it was on the other
side of its counerpat nate. The C shap went down an octave or the A went up an octave.
Either result represents an inversion of the origind interval of A up to C sharp (a major 3).
Note that either result aboveproduces a minor 6" interval.

Theinversion process is the same for any interval: either the battom onetrangposes up an octave
or thetop onetrangposes down an octave. Thetrangpostion could also betwo, three or however
many octavesN as longas the notes switch postions

It is an important process because so often mugc utilizes inversionsto create variety and change
(which contribute to the sense of motion and direction!). With inversion, we can take a
collection of notes (melody, hamony, or both) and perhgps rearrange them without actudly
changing them. The rearranganent contributes to the need for change and motion within the
musdc, while theundhanged nates contribute to the continuity and cohesion of themusc.

OTHER EXAMPLES OF INVERSON

Thisintewval of aP4: % bemmesa P5 wheninvered: ﬁ
©

Thisinteval of adiminished5th (5+): g beconesanaugnenked4th wheninvered: %

- —o—
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THE INVERSON PATTERN

Every so often there is awondeful patern that emerges as aresult of mudgc theory "rules." The
mog elegant seen so far is the circle of fifths The inversion process also contains a set of
perfectly predictable results tha are extremely useful. For starters:

Aninterval and itsinversion alwaysadd up to nine
(Interval + Inversion = 9)

ANDE
Major invertsto Minor
Minor invertsto Major
Augmented invertsto Diminished
Diminished invertsto Augmented
Per fect invertsto per fect

100% of the time!

A major 3rd invelts to aminor 6th:
Vg P
A P4thinversto aP5h:
A diminished5th inverts to anaugnented4th:

I Ty

—o—
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COMPOUND INTERVALS

A compoundinterval is any interval larger than an octave, or an interval (secondthroughoctave)
with an octave added on to itBmaking it an octave larger. Compoundintervals are jud like
ordinary intervals with respect to thear quditative and quantitative components (compounding an
interval does not changeit@ qudity). In fact, in mogt cases we consder compoundintervals to
be equivalent to ther non-compoundcounierparts, even when the nunbers appear different.

For example, a 10" islike a compoundel 3 (a third with an octave added to it), ora12" islike a
compoundel 5" (a 5™ with an octave added to it). To add an octaveto aninterval, jus add 7. In
jazz, however, we do make distinctionsbetween a 2™ and a 9" (a 9" is a 2™ with an octave added
to it), a4™ and an 11" and a 6™ and a13". Butin general, the compoundinterval is the same as
its smaller counerpart. A compoundinterval is smilar to a doubkd recipe the propotions of
theingredients stay the same (as does thefood®taste), but the overall portion has doubled.

Following through on the recipe metaphor however, we never triple the compoundel interval.
This means tha if we take an interval like a 10" and add another octave to it, we DO NOT
NORMALLY refer to it as a 17". We ill jugt call it a 10" D a practical decision for sure.
Because of this, thelargest interval we will identify isthe compoundel octave, which we can call
a15" (theoctave, 8 with 7 added to it).

Here is a chat of al the compoundel intervals we might encounter (remember tha theissue of
qudity does not changein a compoundsituation: acompounde major 3 is amajor10"):

Interval Compounded
2nd 9th

3 10"

4th 1 1th

5 120

6th 13th

" 14" (not used)
octave 15"
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HEARING INTERVALS

We do notrealize how much we already know aboutmusc; it'sjud tha we often do not have the
mudca name for tha which we know. For example, there are so many songs tunes and
melodies in our heads tha we implicitly have their intervals in our heads as well. If we can
attach an interva name to a portion of a melody tha we can recognize and sing, we can
conequently recognize and sing tha interval.

Here are some examples:
The Octave Somewhere over the Rainbow

Octave
/

0O
X, [/
Ol

-\

Pas

A I L]
1 I I
AV I

Some - where o - ver the ran - bow

The Major Sixth: the NBC TV sound byte

Maj. 6th

L/ e
h It
| 4 1

0O
p.
O

M
LU
N

Z i

- B - C

The Perfect Fifth: Twinkle, Twinkle, Little Star

P5th

Il

%y

3 N
1 1
At 1

Twin - kle, twin - kle, i - ttle star

The Perfect Fourth: Here Comesthe Bride

P4th
A . 1 T4
07 1 - 1 o
Ol 1 | | |
| - |
ﬁ I
Here comes the Bride
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MORE EXAMPLES

The Major Third: the" Nah Nah" part of Hey Jude

M3rd . .
/ . | I | e
Ol | | | | | |
10 | | | |
v | I
Nah nah nah nahnhanah naaaah
The Minor Third: Nanny Nanny Boo Boo
- m3rd | m3rd
) . . = .
p. [ ] 1 . 19 [ ] .
| ® & | @ ) 1 1 | | | @ ) 1
| | 1 | | L | @ JIL] | |
i I
boo boo

Na - negy na - ney

The Major Second: FrZre Jacques

Maj. 2nd
Vi
faY n
X, [/ u = 1 u
Ol 1 [ 1 1
1 I | 1
i i b At
Fre - re jacq- ues

TheMinor Second: Jaws...

/
Z

0O
p.
L® &

F_ 9
Eas

F_- .
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IDENTIFYING INTERVALSIN A PIECE

Using an excerpt from a Bach minud in G minor (on a separate page), try to identify the marked
intervals. The piece is written in two parts, meaning that there are jug two lines of musc (the
left hand and right hand for the keyboard Bthe bass and treble clefs). Since an interval measures
the distance between two notes, we can identify intervals both melodically and hamonically.
The melodic intervals are from one note to the next in the individud parts, while the harmonic
intervals are thoee made where the notes from both parts soundtogeher.

Some hamonic intervals will be compoundel, but for our purposes we will ignore tha fact to
make thingsa little easier. Thefirst harmonic interval in the piece is from a G below middle C
upto aB flat abovethe staff. Thisinterval istechnically aminor 17" because it is 17 notes from
that G to that B flat. But we will jug abgractly consder it aG upto a B flat, and call it aminor
3", Seetheexample blow for clarification of this labding process.

Eachtop noteformsits own
intevvFI with t[e bottorln note
e i

" # 1
O ol |
2nd
< m3rd
Octave
el
| U Bl o i

Also notice tha in the first measure there are three notes (B flat, A and G) in the top pat and
only onenote (G) in thebottom part. Since thebottom note soundsfor three besats, each top note
forms its own harmonic interval againg tha lower G. TheB flat forms a minor 3, the A forms
amajor 2™ and the G forms an octave.

While we could identify every single interval between every single melodic and harmonic
relationghip, jud identify thos intervals tha are marked.

61



K K K

INTERVALS SUMMARY

An interval measures the distance between two notes

Thisdistance is specified by a number and aqudity

The numeric portion is always determined by the note names and how many notes are in
between thetwo notesin question

Thefive qudities are: Perfect, Mgjor, Minor, Diminished & Augmented

Unisons 4™, 5™ and Octaves (8ths) are assigned the perfect qudity, with the possibility of
them being augmented or diminished

2"s, 3% 6™ and 7™ (the imperfects) are assigned the major/minor qudities, with the less
frequent possibility of them bang augmented or diminished

Intervals can be determined by assodating them with a scale, and the intervals in that scale
(inamgor scale, all theintervals abovethetonic will either bemajor or pefect Baways!)
Intervals can also bedeatermined by couning the number of haf stepsbetween the notes

Any interval can beinverted

When inverting the numeric portion of theinterva: theinterva anditsinversion aways add
upto nine

When inverting qudities: magjor inverts to minor, and minor to major; diminished inverts to
augmented, and augmented to diminished; pefect stays pefect when inverted

A compoundinterval is anything larger than an octave, but usudly treated the same as its
noncompoundel equivalent
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TRIADS

Now tha we know how to create and recognize intervals, we have the basis for undestanding
harmonybBnotes sounding (or at least bang heard) at the same time. While the mog basic
harmonic element is the interval (two notes), we can go one step further and add a third,
simultaneoudy-soundng note: now we have a chord. A chord with three notes (for our
purposes) is caled a triad ("tri" as in three notes). But these three notes are arranged in a
particular way: in vertical 3rds(also called GtackedO3rds).

Thefourbasic triadsderive thar different qualities from thefour possible waysto arrangemajor
and minor thirds A triad could be Major, Minor, Diminished or Augmented (jug like the
interval qudities). PLEASE NOTE: A triad will always be named in terms of its root (the
lowest note in the vertical arrangement of 3rds). Theexamples bdow are all different kindsof
CCOtriads

Major: amajor third with aminor third on top

(the interval from the bottom to top note is a perfect 5™)
minor 3rd

p. d
& -
major 3rd—1 ] pefect5th
. . bet now &
C major triad ("CM" ) eh\?é%eno%vs
Minor: aminor third with amajor third on top
(the interval from the bottom to top note is a perfect 5™)

major3rd
faY
minor 3rd-71 J— perfectsth
. . " " betweenlow &
C minor triad ("cm") high notes

Diminished: a minor third with another minor third on top
(the interval from the bottom to top note is a diminished 5™)

,minor 3rd
’[/

)

minor 3rd—> J— diminished5th
betweeriow &
high notes

C diminished triad ("c°", "c dim.")
Augmented: amagjor third with another major third on top
(the interval from the bottom to top note is an augmented 5™)

major 3rd
Fa) Il /
X,
= i
major 3rd—>1 J~ awmented 5th
betweeriow &
highnotes

C augmented triad (" C Aug.", "C+")
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TRIADSIN THE SCALE

Like intervals, triads might be better-undestood and/or appreciated when putinto a context. We
can seetriads like intervals, as something emerging from and bdongingto ascale.

If we take a C major scale and play only the 1st, 3rd and 5th notes, which is every other note
starting from the tonic, we ge a C magjor triad (the intervallic sequence of a major 3rd plus a
minor 3rd).

[§)

JEN 53N
0

o O ©
1 t
Playingthesenotes

(evewy othernotein thescale,
or notesin thridsin thesale) givesus ——>

— 0

O

)24
©

Mo

We can apply this procedure to any note in the scale: pick a note and then pick the notes tha are
a 3rd and a 5th aboveit (scalar notes), and we get a triad built from every nate in the scale with
these results:

f) o Q
b’ 4 Py [0 8 e
y PN o) 8 <) 8 ©
[ an WPEY (o) 8 o) S © O
S8 o) 8 © o
C maj. D min. E min F maj. G maj. A min. B dim. C maj.

¥ Thetriadsbuilt from the 14, 4th and 5th degrees of any major scale are major
¥ Thetriadsbuilt from the 2nd, 3rd and 6th degrees of any major scale are minor
¥ Thetriad built from the 7th degree of the major scale isdiminished

Scale Degree of Triad® Roat Quality
1,4,5 Major
2,3,6 Minor
7 Diminished
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THE ROMAN NUMERAL SYSTEM

As a means of relating these different qudities to the different chords based on the seven scale
degrees, a Roman numera system isused. Uppe case nunbers represent mgjor triads(l, 1V, V),
lower case nunbers represent minor triads (ii, iii, vi), and a lower case numbe with the
diminished symbol ( ©) represents a diminished triad (vii®). To represent an augmented triad,
theuppe case Roman numeral isfollowed by a G-Osign.

DIATONIC HARMONIZATION

The triads tha come from a scale (in this case, the major scale) are caled diatonic triads
meaning tha they are made up of notes only fromthat particular scale. Anothe way to describe
these triads is tha they harmonize the scale (they turn a melodic scale into something with
harmonic capabilities).

Theparticular order of major scale diatonic triads (from scale degrees 1 D7)E

I ii iii v \Y, Vi viio I
Cma. D min. E min. Fmg. G mg. A min. B dim. Cma.

Ei s aways the same, regardless of which major scale we use. This standsto reason; since the
patern of each magjor scale isidentical, any resulting procedures (such as building triads) should
also form identical paternsfrom onescale to the next.

So theorder of triadsin any magjor scaleis:

|0 i IV OV Vi e (1)
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MINOR KEY DIATONIC TRIADS

When we extract triads from the minar scale, the procedure is similar, but not exactly identical.
On themog basic level, we can predict tha the diatonic minor triadswill be the same chordsin
the same orde as the mgor diatonic triads, but shifted to a different starting point. This is so
because therelative minor scaleisjud theresult of starting and ending on the 6th scale degree of
themagjor scale. So thediatonic triadsof an A minor scale would be

Natural Minor Triads

2 wwwww

i io i iv v VI VI i
A min. B dim. C maj D min. E min. F maj. G maj. Amin.

Notice tha these are the same diatonic chords of C mgor. Only the roman numeras and thar
qgudities have shifted over by three notes (or six, depending on which way you go) to
accommodée therelative minor key of A.

Theeis, however, aspecia consderation for theminor key diatonic triads

Recall tha there are three types of minor scales: natural, harmonic and melodic. Because the
harmonic and melodic minor scales use dightly different notes than the natural minor, the
resulting triadswill be dightly different. Here are the diatonic triads of a harmonic minor scale
(with araised 7th degree Ba G sharp in the case of A minor):

Harmonic Minor Triads

A} J l
i iio I+ iv Vv \ vii 0 i
A min. B dim. Caug. D min. E maj. F maj. GHdim. A min.

Compared with the naural minor triads we see tha thethree chordstha use the G naural/G
shap are different. Hereisasdeby side comparison:

Natural : i Qi v \il VI Vill i
Harmonic; i iiTIII+ iv V VI viiTi
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We tend not to use thediatonic triads resulting from melodic minar (which would give usafew
more triad optiong because tha scaleis reserved for melodic, not hamonic purposes.

So theresult of combining the natural and harmonic minor diatonic chordsis:

SEs = === =—
i io " iv % \ VII i
B dim. C maj D min. E min. F ma,. G ma,. Amin.

Natural

I+ iv \Y, \ i
B dim. C aug. D min. E maj. F maj. G*dim. A min.
Li° I+ iv v V. VIE VI vil® i

Of these possibilities, thelll+ (augmented) chord is less-used, and thev (minor) chard isused in
avery limited context (we mogly use theV major chord). Thevii® and VIl chords are equdly
used subject to context. Thefind list of themos used diatonic minor key triadsis:

boaie v (WIVVIE VIS

i iio i iv v Vv \ Vi vii0 i

Notice tha theV andvii® chordstha came specifically from the harmonic minor scale now have,
in terms of thar scale degree nunbe's, the same qudities as thar corresponding chords in a
major key. This connection will become more relevant when we study chord progressions and
cadences.

67



TRIAD TERMINOLOGY

The notes of atriad are called chord tones. Each chord toneis named in terms of its distance
from thebottom note of thetriad, which is called theroot.

5th

BN

Root

Regardless of wha qudity it is, or which scale degree it is built from, or which key it isin, we
refer to the notes as theroot, 3 and 5™

TRIADS SUMMARY

Triadsare three note chordswhos notes are arranged in 3rds

They are named after the bottom note, known as the root

They comein four qudities. Mgjor, Minor, Diminished and Augmented

Thepaticular arranganent of major and/or minar 3rdswill deerminethe qudity of thetriad
Triads can dso be derived from a scale (like intervals) by selecting every other note in the
scale, and any note in the scale can serve as theroot

Triadstha we assodate with a scale are called diatonic triads and they are enumerated with
roman numeras| BVII (uppecase for magjor, lowercase for minar)

¥ Themod often used minor key diatonic triads are a combination of the natural and harmonic
minor scales with the mos important use of the harmonic minor@V major chord

KK KK K

#

Major Sale Triads

TESEE === ===

I ii iii \Y \Y, Vi vii0 I

Minor Sale Triads

i iio i iv v Vv \ Vi vii0 i
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TRIADS CONTINUITY AND COHESON

The triad is a basic element in hamony, which is the experience of hearing multiple notes
sounding togeher. Mog western classical, pop, jazz and folk music is based off of this kind of
harmony.

In recaling the issues of continuity and cohesion, it is worth noting that a big paint has been
made to undestand triads as chords in a diatonic system, meaning that a particular group of
triads can al berelated to a sngle scale. Since a scale can be heard to represent a type of
melodic continuity, a group of diatonic triads can be heard to represent a type of hamonic
continuity. In context, then, a seemingly random collection of chords might be cohesively tied
togeher by thar relationship to asingle scale. The chordsCM, Am, Dm, GM are al diatonic to
(apat of) the C mgor scale orthe A minor scale.

Agan, we can dtart to see and hear how at a level of hamony (multiple notes at once), musc
theory strives to explain how separate elements (the different chords) are potentially unified
through a fundanental scale. Here, we can liken the notes of a scae as bang specific
ingredients for the more complicated chords tha emerge from them. Undeastanding triads (and
therefore, hamony) in thisway serves well the basic ideas of continuity and cohesion previoudy
mentioned. The othe basic idea of motion will be taken up in the section on hamonic
progressionslater on.
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/TH CHORDS

The same process that broughtaboutthe three-note triad chord can be extended to make a four-
note chord. Thetriad isformed by selecting every other note (three notes total) in ascale. If we
add onemore note throughthe same process (a third highe), we get a 7th chord. The top note
(thelast note added) is an intervallic 7th fromtheroot (bottom note) of the chord.

Similar to thefour qudities of thetriads there are five types of 7th chords

Major, Minor, Dominant, Half Diminished and Diminished

Abdractly, thedifferent qudities of the 7th chords can be determined by ther interval contents:

Major 7th A Dominant 7th* Minor 7th
EW% A a3 & Ymin-3rd—
[ fan) L IR] -
T maj.triad ~ tmawad— = IT'min. triad
— ) o - *also called: . .
(amajortriad (a major triad S - " (aminor triad
. 1 . 3rd Major-Minor 7th | : 3rd
plusamgor 3r_d plus a minor 3rd) and/or "7th" plusaminor 3rd)
"CM7,C Maj7" "C7, C dom7" "C-7,C min7"
Half Diminished7th* Dirninished?th*
lmaj 3rd Eﬁglin 3rd
| | - -
Jdim.triad ¥ ¢, Idim. triad X 0
(adiminishedtriad *also called"7 “ (adiminishedtriad alsocaled"7
plus amajor 3rd) plus aaninor 3rd)
"C-715, ¢ <7 "C 7,Cdim7"

It is possible to hawe an augmented 7" chord (an augmented triad with a minor third on top), but
it ismog-often used in mudc after the Classical era.

Thesupescript symbols for diminished and hdf diminished are:
Diminished: (0]

Half Diminished: !
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In adiatonic context, the 7th chords are as follows:

The C major scaleharmonizeé with its diabnic 7th chords:
e

IM?X i7 i 7 Wy V7 vi? vid vii 7

; i ; it The"M™" differentates the mpr 7th (I and IV)
Always placethe intervdin a supesaipt postion from the dominat 7th (V)
Added "syntheticdly”

Thel” and IV " are major 7ths

TheV’ chord isadominant 7th (built off of the5th/dominant scale degree).

Thevii' isahdf diminished chord.

Thevii®°isnotaliteral diatonic chord because it has a non-scale tone(A flat in thecase of C
major), butwe alow it the same way we allow similar variationsin the minor key triads. In
addition, you will notice that the diminished vii°z soundsvery similar to the hdf diminished
vii' 7.

K K K K

APPLICATION OF 7™" CHORDS

In more moden musc, especialy jazz, al the possible diatonic 7th chords are used quite often.
In earlier mudc (such as from the classical period), the more often used 7th chords were limited
to the V' (the dominant 7th) and the diminished vii°” and haf diminished viit 7ths (i.e. mgjor and
minor 7th chords were seldom used). This was the case for both the mgjor and minor keys. In
minor keys, like with thar triads the harmonic minor mode was often used when hamonizing
certain chords that used the leading tone (limited to chords built off of the 5th and 7th scale
degrees).

7" chordsin the key of A minor

V7 vii ¢7 vii®’

The threemore-oftenused 7" chords as theyappear in Aminor. Likewith the diatonic
minor triads, these chords use the raised 7" scale deg ee(leading tone) that comesfrom

the harmonic minor mode (the G sharp).
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7™ CHORDS SUMMARY

7th chordsare four-note chords

They are essentiadly triads with another note added on top; this note is a 7th abovethe root
note

Liketriads thetopnoteis eithe amajor or minor 3rd abovethe nate directly benegth it
There are five 7th chord qudities: Maor 7th, Minor 7th, Dominant 7th, Half diminished 7th
and Diminished 7" (althoughthere are other waysto arrangethe major and minor 3rds)

Also like triads 7th chords can harmonize themajor and minor scales

When we notate 7th chords we aways indude a supascript "7" to the right of the chord
symbol (either aletter name, or aroman numeral)

And aso like triads the seventh chords built off the 5th and 7th scale degrees of a minar key
more often use the hamonic minor mode which has theraised 7" in the scale

Additiondly, the chord built off the raised 7th scale degree in minor could be either a half
diminished 7th chord or adiminished 7th chord

Thedomnant, hdf diminished and diminished 7th chords are the ones most frequently used
in classical style mudc, while jazz will regularly use the major and minor 7th chordsas well
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The triads and 7th chords we have examined so far are called root postion chords because the
root of the chord is thelowest note. We call the bottom note the bass note. But the bass note of

INVERTING CHORDS

achord and theroot note of achord are nat always the same thing.

When we invet a chord (jud like when we inverted intervals), we re-arrange the order of the
notes while not actudly changing the notes themselves. A step-by-step approach to this process

lookslike this:

Term

Root
Postion

First
Inversion

Second
Inversion

Third
Inversion

Note: all these inversions are in closed postion, meaning that there is never more than an
octave between the lowest and highest note.

In listening to these different inversions notice that while there is something different-sounding
about each chord, they moreover soundthe same. It isasif each inversionis merely a different

. 5th

Root (R)

R

Sy—g—s

3rd
3rd

D
Sth

(only for
7th chords)

Theroot
is in the bass

Theroot moves
to thetop (inverts),
leaving the 3rd of the
chord in the bass

Theprocessepeats:
thebassnote (the 3rd)

movesto the top, leaving
the 5th asthe new bassnote

The procesgepeats:
now the 7th of the chord
isinthebass

7th Chord

7th
e): 5th
4 3rd

R

R

7th
S} (|
3rd

R

7th

5th
5th

3rd
R
> 7th

hue of the same color. In musgc theory terms, the same notes in any order or arrangament will
aways make the same harmony (since harmony is not defined by thevertical order of the notes),
athougheach uniquearrangement of the notes will have its own, unigueharmonic "hué'.
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FIGURED BASSNOTATION

Figured bass notation uses nunbers to describe the inversion of atriad or 7th chord. While we
have aready acquired alogical set of names for describing all the possible inversionsof chords
(root postion, 14 inversion, 2ndinversion, and 3rd inversion in 7th chord cases), the numeric
system of figured bass is much more condse and scientific. The numbers in figured bass
notation refer to hamonic intervals abovethe bass note of any chord in any closed inversion.

The three notes of a triad form two different intervals above the bass note. These
intervals change as the inversion of the triad changes. (We will forgo the major or minor
gudities of theintervals since those are inhaently defined by thegovening scale).

— 6th—F— el 4th
] T t

Root pos. 1stinv. 2ndinv.
triad triad triad

Thesame idea holdstruefor 7th chords except there is oneadditiond interval since thereis one
additiond note.

~6th

8T 7t 1oth ﬁm 2ndj(&4th
5th i3 Sth'L QT 3.4 3rd +—4th 4=
3rd _
Rootpos 1stinv. 2ndinv. 3rdinwv.
7thchord 7thchord 7th chord 7th chord

By vertically listing the intervals abovethe bass note of a chord from botom to top, we thereby
know the chord@ inversion, if any. This chart lists al theinversions and intervals as we would
see them in figured bass notation:

Triad 7th Chord
Inversion Fig. Bass| Fig. Bass | BassNote
7
Root g 5 Roa in bass
3
6 6 .
1st 3 5 3rdin bass
3
6 6
2nd 4 5th in bass
4
3
6
3rd N/A 4 7thin bass
2
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FIGURED BASSNOTATION Il

Thischart isasimplified version of the same figured bass notation. It eliminaes any
unnecessary numbe's. Thisisthenotationtha we actudly use.

Triad 7th Chord
Inverson Fig. Bass Fig Bass | BassNote
Root (no numbers) 7 Root
6 6
1st 5 3rd
6 4
2nd 4 3 5th
4
3rd N/A 5 7th

These numbers would be supescript and to theright of the Roman numeral. For example, if we
were trying to describeaV triad in itsthree possible inversions it would look like so:

Root position: V

14 inversion: V 6

6
2nd inversion: V4

If we weretryingto describeaV 7th chord initsfour posible inversions it would looklike this:

Roat posttion: VvV !

6
1stinversion: V5

. . 4
2nd inversion. V3

) ) 4
3rd inversion: V2
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APPLICATION OF FIGURED BASSNOTATION TO
HARMONIC ANALY3S S

Figured bass notation was used in the Baroqueera (late 17" BDmid. 18" centuries) as a shorthand
system for notating chords tha a keyboadist should play (usudly when accompanying other
ingruments or voices). Currently, theorists use this system to andyze musc, which, when
combined with the Roman numeral labding system, is extremely hdpful for undestanding how
compogrs approached hamony (chords). Since harmony is a fundanental element of western
mudc, having an organized system for labding and andyzing chords is essential if we are to
draw any congstent condusons

Labding the hamonic component of amuscal texture involves three things
¥ Determining thekey
¥ Determining the chordswithin thekey

¥ Determining theinvesionsof thechords

Hereis abasic hamonic progression (a series of chords):
2 W W Y W——W Wy

Hereis how it lookswith acomplete hamonic andysis:

F: | vE vi i © ¥ |

¥ The name of the key is placed bdow the clef (uppeacase for maor, lowercase for minor).
We know that thisisin thekey of F magor and not D minor because the first and last chords
are F mgjor chords

¥ TheRoman numerals are placed directly bdow thechords

¥ Theinversonsof thechordsare described via thefigured bass notation.

Now we can undestand this progressionin a very absolute way. Of the many advantages of this

system of andysis, oneis tha of trangpostioninto another key. By simply following the Roman
numerals and figured bass notation, the chord progression could betrangpoed into any key.
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Here is the same progression trangposed to C mgjor. Notice tha except for the key, theanaysis
does notchange

W W W g Wy

6
C: | vo vi ii 6 | 4 V2

Andhereitisin D maor:

D: | vo vi ii® | 4 V2 |

POSTION OF THE UPPER NOTESIN FIGURED BASS
NOTATION

Thebasic redlization and andysis tha we have seen so far has been with closed postion chords
(where the uppe notes abovethe bass are an octave or less above the bass note). Actud chords
in applied figured bass, however, often have thar uppe notes in any order and at any distance
from the bass note. And often, one or more of the uppe notes will doubk the bass note or
another note in the chord in a different octave. This meanstha the only thing we need to know
aboutafigured bass chord is which nate is onthebottom Bin the bass.

These are dl roat postionversionsof ai chord in G minor (a G minor triad):

b W W

g !§ %al \'A'S

—
=

L
><
~

<
<

5 W W W W
H L] Al \vl\vl Al
L‘I’ \AL \A/J

\'A'S

<
<

Q

Regardless of the order or range of the uppe notes, these are all the same chord in that they are
all the same harmonywith the same note in the bass.
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These are dl first inversionsof thei chord in G minor (and therefore, the same hamony):

b w W
FaY ™ \AJ A'A'A
&1 A W W
W W/ W
~ L A W W W
L) v
B W W
.6 .6 .6 6

g: i i i i

Theonly thing tha mattersin thewriting or andysis of hamony in figured bass is which note of
thechord is on the bottom, and tha all the notes aboveit (however many and in whatever order)
fulfill the notes of thechord. Thisis so because with harmony, we are primarily conaerned with
the collection of the notes soundng togehe and not with the order in which they are arranged.
(But of course, the order isimportant for other reasong. Thevertical order of the notes does not
change the essence of the harmony because it is still jug the same small collection of notes.
Certainly we hear a difference between thedifferent inversionsand the placement and nunber of
notesin achord, buteven if you have three Es, two Gsand a C (in any order), it is still a C major
triad. A pizza, even with extra sauce and extra cheese, is still a pizza.

VOICING A CHORD

When interpreting figured bass notation, onehas a lot of freedomin arranging the uppe notes as
long as they fulfill the required hamony. The way in which the notes are arranged and/or
disbursed is called voicing. A chord could be closely or widdy voiced. Theway a performer or
compo<r voiced afigured bass chord was up to his or her discretion.

This prindple is important as we consder both analysis and compostion. Whethe the musical
texture is a piano score, chorale setting or awhole stack of different ingrumentsin a symphony,
the notes might merely form asimple | or V harmony, for example. Undestanding the notes in
this way allows an analyst or composr to maintain an abstract, general concept of what the
mudc is doing (fulfilling a typical hamony) while the paticular voicing, ingrumentation and
rhythm let tha hamony opeaate in a way specific to the piece at hand. Especidly in andysis,
onething we do is determine the harmony at any given moment in a piece. In doing so, we
abdract or reduce the uniqueelements to something very general.

The following excerpt is from Beethoven@ 7" symphony. It is an excellent example of how
some ssimple harmonies within a complex texture can be completely described with figured bass
notation. This excerpt is really only two triadsE  Some of the mos ddicious recipes use jug the
simplest of ingredients.
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Thefirst three bars of Beethoven® 7" symphony
Pocp sosnuto. CIEC‘»

g b !

5 1~ — | i —
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While Beethoven very carefully chose which ingruments would play which notes, the resulting
chordsare still very basic (I and V®). In fact, we might surmise tha Beethoven conceived of the
chordsfirst, and then laid them out (voiced and orchestrated them) in an orchestra setting.
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Here are the same three bars re-scored for the piano. Some doubled notes have been eliminaed
to accommodae the limited range capabilities of 10 finge's, but the notes of thel and V° chards
especidly theinversions are the same:

#—# ; I,I 1 'l u Il z
0 H A Tl T I
& < ! ! o
I 1 ' ; :
oI B N W t -~ .
a THXE [~ - | | | | 1 | |
-|,H- L ] = | | 1 1
6

A: | V

Now we can compae two very different muscal textures (the orchestra and the piano) and see
how on a harmonic level, they areidentical. This isoneof theresults of figured bass conagption
and notation.

CONTINUITY AND MOTION

In returning for a moment to the ongong themes of continuity and motion that we hopeto have
our study of musc theory address, the concgpt and use of figured bass suppoits and enhances
these paspectives. Chord inversions and/or figured bass (redly the same thing, but with
different termindogy) show us how a single chord can be expressed in a multitude of ways
through different inversions and through different voicings Through this practice, a single or
small number of harmonies can bere-used in many incarnaionstha offer both a sense of change
and freshness (motion), while remaining cohesive to a larger, more basic structure of familiar
chords (continuity). Themain idea of a piece might jug be a smple chord progression over and
over agan (such as Pachdbd's Canon or in a 12-ba blues), but the way tha progression uses
inversions and voicings each time through can give it both variety (motion) and cohesion
(continuity).
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INVERSIONSIN A CONTEMPORARY CONTEXT

We may also find yet another way of presenting inversionsin the more contemporary context of
rock, pop, or jazz, where a chart isused. Chats usudly jug use atreble staff (for the melody)
and chord names and symbols (not Roman numerals). Here are the first eight bars of Don®
Blame Mein typical chart format:

Dont Blame Me

Fields/McHugh

C6 F-7By -7 A7 D-7 G7 CM7/G A-7

Withoutwondeing aboutthe specific jazz notation tha we have not covered, notice in the 4™ bar
that the chord is GCM7/GQ which we call GC major seven over GO Thisis exactly thesame as a
second inversion CM7 chord. Ingead of writing the name of the inversion or the figured bass
symbol, the actud notes are used in combinaion with the verOdash. Jazz and pop songbooks
will use this methodfor notating the chordsrather than the Roman numeral/figured bass method.
Even if complete natationis provided (such asin piano books or guitar bookstha use tablature),

these types of chord symbols are aso induded. Whaever note is to theright of the dash isthe
note to be played in the bass of thechord. If it were written GCM7/EQ(C over E), then we would

undestand the chord to be in first inversion. Inverted chords notated like this are sometimes
called Glash chordsO
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CADENCESAND PHRASES

A cadence is where the mudc reaches some kind of god b often accompanied by a rhythmic
pause. There are four basic types of cadences and each is defined by its specific use of hamony.
The musc beween cadences is caled a phrase. Cadences sepaate phrases and act very much
like grammatical periodswhile mudcal phrases are like grammatical sentences. These devices
are important in musca structure because they divide the mudc into smaler, bite-sized,
manageable pieces. Imagine how difficult it would beto communicate if we only spokeor wrote
in runon sentences, or if our phonenumbers and sodal security numbers were un-hyphonaed.
Humansgenerally have an easier time digesting thingsin small doses.

Thefourbasic types of cadences are differentiated by thefollowing types of harmonic motion:

Authentic:

Plagal:

Half:

Deceptive:

Dominant (V, V7 or vii°) to Tonic (I or i) hamonic motion: the strongest type of
cadence because it returns (re-stabilizes) the musc back to the home (tonic)
chord. Subte degrees of strength can be deermined by the inversion of the
chords (root postion is the strongest) or the melodic scale degree (theroat is the
strongest). V/V'vii°! /i

Subdomnant (1V or iv) to Tonic (I or i) harmonic motion: strong because it goes
to thetonic, but not as strong as the authentic cadence because the motionis "less
progressive" (down by a 4th) and because there is no leading tonein the I1V/iv
chord. 1V/iv! /i

Non-dominant (i.e. jug about anything) to Dominant (only V/V’) harmonic
motion: strong, but incondusve because it stops on the chord (VIV') tha
inheently wants to resolve to the tonic (1/i). Inthis case, it doesn®@resolve there.
X1 VNV

Dominant (only V/V") to vi/VI harmonic motion: weak because the expected
tonic resolution is withhdd. It creates the feeling tha we need to hear more
musc, especially thewithhdd tonic. VIV7!  Vvi/VI
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THE PERIOD

A musca paagraphis called a period. A period is a collection of phrases with the last phrase
having the strongest (most condusive) authentic cadence. Like the bite-sizedOnotion behind
cadences and phrases, the organization of a period hdpsto serve the larger sense of directionin
musgc. By structuring cadences so that the weaker ones come first, themudc is aptto feel likeit
isgradudly unfolding and building up (moving) towardsa more condusive god. In this sense, a
period is a macrocogmic example of how scales and progressions opegate: having a sense of
logical motion tha works towardsan inevitable goal.

Thenumber of phrasesin a period can vary, but for our basic purpose, we will assume tha there
are four pe peiod.

Hereisabasic example of afour-phrase period (remember tha a phrase endswith a cadence):

~~~~~~~~~ phrase 1—~~~~~~~ plagd cadence (IV! 1)
~~~~~~~~~ phrase 2~—~~~~~~~ hdf cadence (X! V)
~~~~~~~~~ phrase 3~—~~~~~~~ deceptive cadence (V! vi)
~~~~~~~~~ phrase 4~—~~~~~~~ authentic cadence (V! )

While notal four-phrase periodsneed to be structured this way (with these exact cadences), here

we have anice logical sequence of events:

¥ Thel® phrase endsonthetonic, butit is adightly weak because of the plagd cadence

¥ The 2™ phrase ends condusvely on the V chord, but the overall structure is not stable or
concludve because the cadence ison theV ingead of thel

¥ The3" phrase is also indusive because of the deceptive harmonic motion; we want to hear
thel chord after the V' chord, butthe subdituting vi chord is nat ultimately fulfilling

¥ The 4" phrase soundsthe mog condusive because of the authentic cadence: this cadence
bringsthe structure of all four phrases back to a sense of maximum stability and the periodis
roundel-off nicely.
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RHYTHM IN CADENCES

A cadence will usudly complete itself on arhythmically strong beet, which is thefirst beat of a
measure. Nearly as strong (and an additiond possible point for a cadence) is the beginning of
the second hdf of a measure tha can be divided into two equd pats. beat 3 of a four-four
measure, or beat 4 of a six-eight measure, for example.

K K K

CADENCE PHRASE, PERIOD SUMMARY

A cadence signifies a pause or stopinthemusc
A phrase isthemusc between cadences
There are fourkindsof cadences as characterized by their hamonic activity
Authentic: Dominant (V, V7, orvii°) to Tonic (I ori)
Plagd: Subdomnant (IV oriv) to Tonic (I or i)
Half: Non-domnant to Dominant (V)
Deceptive: Dominant (V) to vi/VI
Groupsof phrases and cadences can be organized into a period, where thelast phrase has the
strongest (mog condugve) authentic cadence
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MELODIC ASPECTS OF CADENCES

We have yet to study therules of melody writing, but we can incorporate certain basic aspects of
melody into our undestanding of cadences. For now, we will undestand melody note to bethe
top (highest) note in a given moment of musc. We tend to hear the melody note more than the
other notesin a chord. In a cadence, the melody note will be oneof the notes that makes up the
chord. For example, if thefind chord in a cadence were a G magjor triad, the melody note would
beeither aG, B or D. If thechord were a G dominant 7th, there could additiondly bean Fin the
melody.

In a cadence, the overdl strength or stability of a chord can be varied based on which noteisin
themelody and also by which inversionthechord isin (rootpostionisthe strongest).

This GM chord:
o W
isdighty more stable than this one

VA"

or thisone

because theroot note of thechord isaso in themelody.
While this is a subtle distinction, composers were aware of these differences and used them in

determining thelongrangebuild-up or diminution of cadences in a piece. We will see how this
prindpleis effective even in Puff the Magic Dragon
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ANALYS S OF CADENCESAND PHRASES

In context, when we andyze phrases and cadences, aongwith ther melodic components, we see
tha they often follow alarger structure tha alows the strongest cadence to come at theend of a
series of phrases (like thefind idea a the end of awritten paragraph).

Puff The Magic Dragonmakes for agoodexample of how this practice is utilized:

| m —— ommes

ﬁ.

ﬁ % 1 u 1 L] 1 1] . | T | | ; 11
Puff, the ma-gic dra-gon lived by the seaand frol-icked in the autumnmist in a land called Hon-ah Lee.
CM Em FM CM FM CM Dm GM
I i \Y | \Y I ii \%
IVtol iitoV
plagd caderce half caderce
hrase4
T T Tt . . o T 0 e T e T A
& 1| IN. = 1' H:ﬁ
| ﬁ | | | 1 | | | | 1 LA L LANEES I u I | | % 11
_— L [ ——
Li-ttle Ja- ckie Pa- per loved that ra-scal Puff, and broughthimstringsandseating waxand o-ther fan-cy stuf.
CM Em FM CM FM CM Dm GM CM
| iii v | v | i vV |
IVtol Vtol
plagal cadence authertic cacerce

This is the standard way to label an analysis

¥ Thefirst phrase is condusve because of the plagal cadence, but not completely condusve,
so we fed tha there is a reason for more musc to follow. Also, the melody note is
cadendng onthe5" (G) of thel chord (as oppod to theroot C). This dightly weakensthe
stability of thel chord.

¥ The second phrase is nicely incondusve because it endswith a haf cadence. We are left
with thefeeling tha more musc mug follow so that we can eventudly have a strong cadence
onthetonic (1).

¥ Thethird phraseisidentical to thefirst: condudve, butnottoo much.

¥ Thefourth andfind phraseis pefectly condusve (the end of the paragraph, as it were!).
The cadence is authentic and even themelody noteis on theroot (C) of thetonic chord,
which ddivers amaximum feeling of completion and stability.
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MELODIES AND VOICE LEADING

On abasic level, we often separate mudc into two components as far as pitches are concerned.
Harmony, as we have learned, dedls with multiple pitches heard at the same time. Melody, the
other component, conssts of single pitches heard oneat atime (oneafter theother). In addition,
these single pitches will incorporate a rhythmic component, meaning tha the length of the note
values might vary. In its traditiond manifestation, however, a melody will be primarily
concerned with voice leading.

Voice leading is the way in which a melody is guided so tha from onenote to the next, theline
is very singale and user-friendly for the voice. The term voice leading originated from the
practice of writing vocal mudc, especially in the context of it being chora musc in the church.
In this sense, the melody (the voice) was led from note to note in amanne tha was Ghaural Ofor
thevoice. An extreme example of a haturalOmelody line would be something alongthe line of
a children® song: Mary Had a Little Lamb, or Three Blind Mice, where the lines do not cover a
very widerange skip registers very much, or make largeleaps

CONJUNCTAND DISJUNCTMOTION

This type of approach to voice leading did not just mean that a melody would move in smple,
small steps (the easiest thing for the voice to do). Good traditiond voice leading was careful to
combine certain kinds of leaps with smaller stepwise/scale-like melodic motion. The terms for
these two basic types of melodic motion are conjunt (small, stepwise) and diguna (leaping, non
scaar). Good voice leading, then, carefully combines conjund and digund melodic motion.
This makes theline smooth and un-jagged, but with enoughvariety in itsoverall contour to keep
it interesting and engaging. Mary Had a Little Lamb, for example, is notthat interesting because
it hasnoleapsin it (no digund motion). Three Blind Mice is alittle more elaborate because the
second part of thetunehas a nice, congicuousleap in it (of a perfect 4™).
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VOICE LEADING CRULESO

The aesthetic idesl of typical (read Qyood® voice leading was to create a line tha was singable,
forward-moving, directed, and with variety incorporated into it. Simple melodyAoice lines, like
thekind we would find in a portion of arena ssance choral piece, or a Bach adhered to a number
of rules or tendendes tha served thismodd. These rules and tendendes hdped ensure tha these
ideals were fulfilled.

Here is a list of very basic rules for diatonic voice leading. Remembe tha the QulesO of
traditiond voice leading were jus an elaborate scheme of tendendes tha were used over and
over agan, which established alongstanding Qrlassical Ostylistic congstency. These tendendes
ensured tha the melody lines were easy to sing and that they had a sense of continuity (not
choppyor leap-heavy), direction (logcal motion), variety and contour.

Beginning:
Ending:

Key:

Shape:
Range
Leaps:

Note Values:
Variety:
Repetition:

Length:

Begin on thetonic or dominant (5") and usudly on a strong besat

End onthetonic (on a strong beat), which should beimmediately preceded by the
leading tone (even in minor) or the supatonic (the 2™ scale degree); this allows
for asmooth, gentle finish

Limited to the diatonic notes of a particular key (for nowE)

Usudly arch shgped with a single, high climax note on a strongbeat

Maximum of a 10", minimum of a 5" per phrase

Large leaps should be preceded and followed by motion in the opposte direction
of theleap, except at the very beginning, where the leap need not be preceded by
stepwise motionEbasically, the leap makes a gap in the texture, then the gap ges
filledin

Mogly quater notes with longe values reserved for the beginning or end areas
(longnote valuesin the midd e will impede the needed sense of motion)

The line should mostly consist of conjund motion (steps) with some diguna
motion (leaps) to add variety

Avoid repeating tones or groups of tones which could hinde the sense of
forward-motion

For the time being (and for the sake of convenience), melodies (i.e. a melodic
phrase) should averagethree or four measuresin length
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VOICE LEADING EXAMPLES

These first two short examples bd ow represent typical, goodvoice leading
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¥ Each has ainteresting arch-like shgpe, a single climax note and a good bdance of conjuna
and digund motion tha provides variety

These next two shorter examples have many errors and do not serve the ideals of good voice

leading:
7 S B R
Z ! f 1 I Wl

p. oY R
Ol I I

I
¥ Theaboveline has two climax notes, too many leapsin arow (a choppyline) and a very

roughfinishin thefind largeleap fromthe E down to the G
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¥ This melody has a smooth shgpe and a goodclimax, but there is no variety of direction and

notasingleleap
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MORE EXAMPLES

Below isalonge, perfectly fine example of goodvoice leading:

HR)
c
HRY

4
Z

O
p. &
Ol

g

¢

KK KK K

Thelinehas anice arch shape butwith some variety-providing changes of direction
Thereisabdance of conjuna and digund motion

Thereisasingle climax note

All thelargeleapsare propealy prepared and resolved

While there is alonge note value in the middle, there is only oneand it serves to dividethe
larger phrase into two Gub-phrasesO

Below isamelody full of errors:

/ 1 b | 1 r l 1 l | I : i ‘I — | |
FaY | | | I | | | | 1 | | | | | | | | [ |
X 1l = | Il Pl ] R ] R | I | I | A
Ol | | L | | | | | | —_— | | |
| ! | | | | | ! ! |
I I ' I ' I I

1. There aretwo leapsin arow withoutany preparation or resolution: this disrupts the sense of

wmn

ok

flow and continuity

A groupof tones (D, C) isimmediately repeated, which impedes the sense of forward motion
Theclimax note is the leading tong which makes thelinefeel like it should continueupward
to thetonic

Theleap fromthe B down to theF is an augmented 4" (aforbidden leap Djug listen to it!)
Thereisalargeleap to thelast note, which makes for a somewha harsh, bumpy landing
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COMBINING MELODY AND HARMONY

While anything is possible in mugc, there are certain basic rules and practices tha hdp the
combindion of chords and melodies soundcohesive. Generally speaking, the melody is in the
highest register and theharmony isin thelower register.

CHORD TONES & NON-CHORD TONES

When combining melody and harmony, the melody notes fall into two categories. chord tones
and non-chord tones. A chord toneis a melody note tha is in the chord above which it is
sounding (butin a highe register). A nonchord toneis a melody note tha is not a pat of the

chord abovewhich it is sounding.

These melody notes are chord tones because they are notes tha are aso a pat of the harmony
tha suppotsthem bdow. Theresult isavery cohesive blend between the melody and harmony.

Chord Tones
I I l,l 1
O Pl | |
X, \7 | | Pl
Ol | | |
| | |
I
Ve Ve ’
) v v’
H —
\ 7
c V6 vi6

These melody notes (bdow) are nonchord tones because they are not a pat of thar
corresponding harmonies. The result is a bit of a clash between the melody and hamony (a
dissonan@). While this dissonance may or may not soundQuglyQ the overall blend of the non
chord tone and the harmony creates a potentially less stylistically-typica sound. While non
chord tones are a nomal and effective pat of traditiond melodyhamony combining, ther

placement is limited and controlled.

Non-Chord Tones
u u u
o[~ ~— I
Xy o | I I
O | % I
2 [ g 5
H —~
\ 93
C: v6 vi6

91



COMBINING MELODY AND HARMONY B THE PROCESS

Our first attempt at combining melody with harmony will limit itself to only chord tonesin the
melody. Given a hamonic progression, a basic chord tone melody might fit like so (remember
tha in addition to beng limited to the few momentary notes of the hamony, the melody should

as best aspossible follow al of thevoice leading rules discussed earlier):

A 4 1 e 11 u 1 AL
0O | I | A | I | - A \\L
<y [/ - - | vy
O | | |
| | |
| |
2 A1 4 7 A L W
I h ww
c: V | Vi \Y; v/ |

Never mind for now that each chord isin root position

Since the melody notes can move faster than the undelying harmony, we can try to insert some
quater note chord tones over the same hdf note-paced progression:

/ I I I .I. l,l I .L U .I I I I l,l
0O | A | | 1 | | A | - | |
, [/ A | 1 - | | | Pl
O | | | | | | |
| | | | | |
| | |
D/ 4 4 . y!
H ™
I W
C | v | Vi \Y; v/ |
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TYPES OF NON-CHORD TONES

As ddinad earlier, a nonchord tone (N.C.T.) is a note tha is not a pat of the momentary
harmony suppotingit. There are many kindsof N.C.T.s and we will explorejug afew.

Themost important thing to appreciate aboutN.C.T.sistha in conjundion with the chordswith
which they sound, they create to a greater or lesser degree, a dissonan®@ (or something less
cohesive). In traditiond mudgc, dissonance usudly needsto befollowed by resolution (recall the
leading tone of a scale resolving up to the tonic; to have not resolved the leading tone creates a
strong feeling of discomfort). When we describe the different N.C.T.s, we define some by the
way in which they resolve. Othe N.C.T.s we define by how they are approached. But most
importantly, aN.C.T. isadissonance tha resolves by moving to a chord tone

Hereisasummary and brief description of the N.C.T.stha we will explore:

Name Approaded by L eft by (in order toresolve)
Passing Tone(P.T.) Step Step in thesame direction
NeighborTone(N.T.) Step Step in theopposte direction (back

to the previouschord tone
Sugpenson (Sus.) Same tone(tied over) Step down
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PASSING TONE

The passing tone is one of the mog basic and common type of non-chord tone It more often
falls on aweaker beat (notthefirst beat of a measure) and is aways approached and left by step
in the same direction. This meanstha notes before and after the passing toneare usudly chord
tones. It also meansthat all the notes are moving in the same direction (either up or down).

Thisis a N.C.T. passing tone (the B on the second beat) because it does not bdongin the C
chord bdow it. Notice tha the notes before and after it are chord tones in ther respective
chords Also notice tha the notes are conrected by step (no leaps) and that all three are moving
in the same direction.

. . . .
& &=
I I '

o / 2 i

6 _ 6
c: | V4 a i 4

Hereisan upward moving passing tone

TheDouble Passing Tone

Depending on the rhythm, the paticular chords and the melody notes, there could be two non
chord tone passing tones in arow. They still follow the rules of bang approached and left by
step in the same direction.

T Y]
Fa) 1 I [ | [ | [ | [
X, 1 I | | A | | [
oS} H | —
I
doublePT.
regular
, , PT.
—r‘LH. H
!
6
(O V4
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NEIGHBOR TONE

Very much like the passing tone (and as equdly popukr), the neighbortoneis approached and
left by step, but this time in the opposte direction. The naghborreturns to the same note that

preceded it.
In each case, the neghbortoneis a step aboveor bdow thetonetha precedes and followsit. In

this sense the neghbortoneacts as an ornament to thetonebefore and after it.

. I uppe N.T.
0 I | L I L 1 .I.I
X, T s 1 L 1 | I
e | i
I I T
lowerN.T.
D & 5 —
U ww
6
a | 4 VI
Double NeighborTone

Also like the doubke passing tone we have a doubk neéghbor(two notes). This event puts tones
both aboveand bdow the (or bd ow and above the tonethat is beng ornamented.

..dopibleN. T... .

ra) I 1+ I 1 i I dgy—"\- bleIN'TI" | .l

o1 — h o I | 1 | 1 1

(@74 L S+ l H
’) Ve ’) y Vd
C: |1 ii or C: 1 i

In each of these examples, the tone being ornamented is the C
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SUSPENSON

The sugpengon is a more complex nontchord tone but very beautiful. A sugpendad note is a
chord tonewithin an initial hamony tha lingea's while the undelying hamony changes. This
hdd-over note then resolves into a chord toneof the new chord by moving down by step. This
can hgppen in many combindions

TheF is suspendi(held)
. . while the harmony changes
T |—] / b¢nath it
& s'
| |

NN

6
C:. V4 |

In less-frequent cases, the sugpendal note re-articulates:

Thenoteis effectively
heldovereven though
it is re-aticulaed

oo i

&H i
) . 4
Hi—

U
a \% i
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COMBINING MELODY AND HARMONY B SUMMARY

¥ Basic melodies consst of chord tones (C.T.)

¥ Thenote values of the melody can be faster or dower than the note values of the changing
harmonies

¥ Mog melodiesincorporate non-chord tones (N.C.T.)

¥ A nonchord tone creates some sense of dissonance agand the hamony with which it is
sounding; in order to alleviate this dissonance, theN.C.T. resolvesinto asubequent C.T.

¥ Whiletherearemany N.C.T.s, thethree we explored are:
¥ Passing TongDouble Passing Tone approached by step, |eft by step in the same direction
¥ Neighbor TongDouble Neighbor Tone approached by step, left by step in the opposte

direction

¥ Sugpenson: approached by the same tone resolved by stepping down

Hereis an example of amelody tha incorporates all the chord toneand nonchord tone practices
we have so far covered. Each noteis andyzed in terms of oneof these tones:

1 |
| ==
L — I %

l

PT - ..
cT T Tr - Douklie NT Susp. cT
G T = R O
x | I  — —t '
| | | | |
| | T
I [

off

F I Vv I Vi i \& I

Notice tha the more dissonant non-chord tones fall on either weak besats, or at least after the
articulation (initial sounding) of achord. To putit another way, the chord toneaways articulates
with a chord articulation (beats 1 or 3), if not more often. The single exception to this tendency
is the sugpension in the last measure; a sugpension is aways hdd over while a new chord
articulates.
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MODULATION

Modulation is when the music changes from onekey to another key. So far, all the examples we
have studied are in asingle key. There are many ways tha keys might change and any key can
changeto any other key. In classical mudc, modulation was a given. In fact, a piece might
modulate many times to many different keysin any combination of magjor and/or minor, although
it would inevitably return to its origind key. Tha iswhy when we say a symphonyor asondais
in A mgor, we know for sure tha first and last parts (sections movements) will bein A major,
and that theinne sectionsor movements will likely bein another key or keys.

In the classical idiom, initial modulationstended to be to close keys. A close key referred to a
key tha was close in terms of the circle of fifths and/or in terms of a relative major/minor
relationhip. For example, a piece in A minor might modulete to C major (its relative maor) or
to E minor (oneclockwise key away in thecircle of fifths). A piecein C magor would probably
modulate to G mgor (onekey clockwise), F mgor (onekey counter-clockwise), or A minor (the
relative minor).

Modulationsto close keys alowed for both contrast and continuity. The mere change of key
provides a strong contrast since the whole center of gravity in a piece changes when the key
changes (the degree to which we feel the change depends on the distance of the new key).
Contrast was important in as much asit is important to have a verse section and a chorus section
in a pop, or even punk song; it serves the larger purmpos of change and motion (direction,
inevitability, god, etc.) Bit mixesthingsup abit.

But thefact tha the modulated-to key was close allowed for a new key that had alot of notesin
common with theinitial key: continuity. If we compare even the keys of A minor and C magjor,
they soundvery different from one and other (contrast), even thoughthey have the exact same
notes (except for the G shap in the A harmonic minor mode. Therefore, while these keys
clearly differ, thetrandormation from oneto the next is also smooth because they have so many
notes in common. Therelationship between the two keys can make sense in terms of continuity
because of how much they havein common.

Consder thisfoodandogy. When we have egg roles as an appsdizer, followed by hot and sour
soup, then chow mien, and afortunecookie for dessert, we can befairly sure tha we are eating a
Chinese-restaurant-style meal. If we had garlic bread, pasta, marinaa sauce and Chianti wine
chances are we would be eating off on an Italian menu. In each case, each course of themea is
representative of thelarger style if food. Compared to mugc, themeal as awholeislike alarge
piece of musc. Each course of themeal represents a different modulation, or different sectionin
a different key. We feel some level of cohesion from course to course within each style of
cooking because the ingredients (and the way they are prepared) are closely related within each
style (like closly related keys). But we aso enjoy the contrast of the different courses tha
makes up the whole meal because we place a high value on variety and change The multi-
course meal is a series of events that share a larger thematic connection, like chaptersin a book
or scenesin aplayEor keys, themes and movements in a piece of musc.
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BASC EXAMPLES OF MODULATION

There are many ways tha a piece might changekeys. One of the more basic types of moduation
is called common chord modulation. Keystha are closely related also have chordstha overlap.

Here are thediatonic triadsof CM and GM:

C: CM (1) Dm (i) Em (iii) FM (IV) GM (V) Am (vi) B dim. (vii°)

G: GM (1) Am (i) Bm (i) CM (IV) DM (V) Em (vi) Fdim. (vii°)

Between these two keys, four chordsoverlap: CM, Em, GM and Am.

C: CM (1) Dm (i) Em (iii) FM (IV) GM (V) Am (vi) B dim. (vii°)
G: GM (I) Am (i) Bm (iii) CM (IV) DM (V) Em (vi) Fdim. (vii°)

Althoughthese chords fundion differently in each key, the absolute chords are identical. The
implication of this phenomenonis tha these chords can act as pivot chordsin going from one
key to thenext (Cto G or G to C). Aspivot chords, they ease the sense of trangtion from key to

key.

C: [ AV \/ [ Vi
1 Vv |

In the aboveexample, the pivot chord (Am) from C to G isthevi chord in C, which is also theii
chord in G.
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Here is a possible modulation from A minor to C major where both thei and iv (am and Dm)
chordsare pivot chards

When a chord progressionis moving forward, we are not necessarily aware that it has modulated
via pivot chords We are only sure tha the modulation has taken place after the pivot chords
have ddfinitely led to thetonic chord in thenew key.

In the abovetwo previousexamples (shown agan, bdow), it isonly at the soundof thel chords
in the new keys, tha we know for sure a modulation has occurred. This key changeis then
confirmed as the new keys settle aroundthe new notes and new tonics.

By this point (the cadence to G) we are sure that a
modulation has taken place

By this point (the cadence to C) we are sure that a
modulation has taken place
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TONAL IMPLICATIONS OF MODULATION

Another important feature of modulation is tha the act of changing keys actudly serves the
larger god of reinforcing theinitial key. Aswas mentioned earlier, mos QlassicalOstyle pieces
are wont to modulate. This act of changing keys represents a depature or contrast, and hdps
with the musc@ sense of motion and adventure. But music that modulates away from a key will
eventudly modulate badk to tha origind key by the conduson of the section or piece, which
provides cohesion (this should remind you of how a scale startsand endsonitstonic!!). The
contrast provided by the modulationsshedsa stronger lightontheorigind, cohesivekey. Thisis
not necessarily the case in more recent musc tha has grown out of the classical tradition, but it
is still the case for mog popand jazz songs

With the origind key acting like a bookend to the mudc as a result of the in-beween
modulations a hierarchy (or a center of gravity) is established. Looking back at our initial
discussion aboutthe scale, we can draw some meaningful connectionsto moduation. Recall tha
the scale can be heard to represent a home-away-home feeling as it goes from the tonic, to the
other notes, and eventudly back to thetonic. Likewise, thehone key of alarger pieceislike the
tonic of a scale. In the larger piece, the sense of motion, drama, tendon and adventure is
provided by thekey changes, butthe beginning and end are theanchors; they are home.

Thisway of structuring mudgc deegpensthe feeling of wha it meansto bein akey. When we use
the term QondOmusic, we are (generaly spesking) referring to mudc that is based on major or
minor scales. When a larger piece modulates throughdifferent keys to establish a hierarchy of
keys, the idea of tondity takes on another dimension. The different keys relate to one another
theway notesin ascale, chordsin a progression, or phrases and cadencesin apeiodrelate. The
place youfirst leave, andthefind god, is aways home.
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REVIEW.
THE MAJOR SCALE AND THREE MINOR SCALES

MAJOR SCALE

Themajor scale is condructed by arranging eight notes in the following order of whole and hdf
steps WWHWWWH. TheC magjor scale uses the notes C-D-E-F-G-A-B-C (the white notes on
apiano). This patern can beinitiated from any nate (which will require a mix of white and
black notes). For any scale, every letter will beused only once.

Belowisthe C Major scale:

W W H W W W H ...
O \AL \AL \\L
p. & AL V.V VAV 'A' v
OL A7 V.V VAV A'A' v
LV, V VAV L'A' v
‘l ‘, W
Tonic Superbnic Mediant Subdominant Dominant Submedant Leading Tone Tonic

Each scale degree has its own name

NATURAL/RELATIVE MINOR SCALE

The natural minor form "naurally” gets its notes from the major scale: it begins on wha would
bethe 6th scale degree of the mgjor scale (the submediant) and then follows those same notesin
thesame order (A-B-C-D-E-F-G-A). Thisishowthe A minor scale gas al of its notesfromthe
C major scale, since thenote A isthe 6th notein aC magjor scale. Jus as A minoristherelative
minor to C magjor, C mgjor istherelative major of A minor: it goes both ways.

Natural/Relative Minor Scale

laY \AL
p. o AT AL VAV
OL ‘AT AL VAV 1'A'] v
AL AL VAV \'A 'S vy
W W Y i
Tonic Supertonic Medant Subdominart Dominant Submedant Subtonic Tonic
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HARMONIC MINOR FORM

The hamonic minor form is a modification of naural minor and is more common in
contemporary tond mudc. The 7th degree of a hamonic minor scale is raised (compaed to the
natural minor® 7th) in both ascending and descending directions Theraised 7th degree creates
an all-important leading tone where there would otherwise not be one The raised 7th aso
creates a congicuousl 1/2 step ggp between the 6th and 7th scale degrees.

Harmonic Minor Scale

11/2steps
faY Ll AL
p. & \ AT TANL AL
O W W A\V.Vi \\L 119 W bl
W W A/ \\L A'A' bl

W A vy
W LeadingTone

MELODIC MINOR FORM

Because the leading tone was consdered so important, the 7th scale degree in minor (the sub
tonic) was raised a hdf step to become aleading tone(a hdf step bd ow thetonic), which formed
harmonic minor. For some, however, the skip of a step and a hdf from the 6th to theraised 7th
scale degrees was felt to betoo unpleasant for ears tha were not accugomed to such jumpsin a
scale. To compensate, the 6th scale degree was aso raised a hdf step. Since the leading tone
was not necessary for the descending portion of the scale, the 6th and 7th scale degrees were
returned (lowered) to thar natural minor places when the scale descende.

Melodic Minor Scale

t )
| LeadingTore | qyeredto ther
RaisedSubmediant "natural” posiions
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REVIEW. KEYSAND KEY SGNATURES

KEY

Mog muscisinakey. By thiswe mean tha asong, a piece of musc, etc. uses only (or mosly,
for our pumposs) the notes of a single scale. The BeatlesOLet It Be is in the key of C mgor,
meaning tha mog of thenatesin the songare from the C major scale.

And since real mudc is more complicated tha a textbook explanaion, a piece in C maor might
occasiondly use notes tha are not in the C major key signaure. In tha case, an accidental will
be added: a shap, flat or natural (to ater the naural, flat or shap note(s) of a paticular key
signaureBlike if we needed a B flat in thekey of C major, for example).

More importantly, we can feel tha a piece isin a key (or tha it gravitates towards a particular
key) because, like a scale, the notes are of a limited set. This limitation creates a sense of
continuity and cohesion (as it did in the scale) throughoutthe piece. Even when Let It Be uses
nonC major notes (and it does) that@ fine since the majority of notes are from the C major scale
and these notes are arranged hierarchicaly to suggest C mgjor (as oppogd to A minor, which
uses the same notes). It islike when cookies have afew nutsin them. With or withoutthe nuts,
we know that we are eating cookies (because the cookie till represents a very limited set of
ingredients tha are mixed together in a certain way). Thenuts jug add an extralittle something
to the basic idea of the cookie.
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KEY SGNATURE

Scales other than C mgor or A minor will obvioudy use eithe sharp or flat accidentals to
maintain ther paterns Since mog mudgc tha we will be dealing with opeates within the
paameters of a key, and a key is ddfined by a paticular scale, a key signaure quickly and
globdly indicates what key the mudc isin (and, of course, wha scale is beng used). The key
signaure shows which sharps and flats should be used to maintain the notes of the key-defining
scae. In effect, it recalibrates the staff so tha the notes tha need the accidentals will always
have them without manudly placing the accidentals in front of the notes each time they need to
apper. Thekey signaure puts the accidentals at the beginning of each staff, jud to the right of
theclef. Thenote(s) which have the accidental in thekey will carry tha accidental wherever the
note appears, in any register (until or unless a naural sign is used to momentarily change tha
note).

#E The Bscak hastwo flats: BPand £ Likewise, thekeyof Bbhastwoflats. The
ey %E keysignature adjuds or calibratesthe staff sothat the notesof the Bb scak will
[Y)

bethedefult notes

Shap Key Signatures.

EM

D)

CM GM DM AM BM FiM CM

Flat Key Signatures:

= I I I D5y 4}’55}},& %
o] 0 | O | H 1.
= & b b dvn

CM FM BM E:M AbM DM G:M




REFERENCE
THE CIRCL E OF 5THS/KEY SIGNATURES

CM/am

FM/dm % g % GM/em
BtM/gm% % DM/bm

Emlcm% % AM/

A/fm % % EM/cn

Db\/l/bbr%(;m/ﬁ % BM/gfn
C#M/% ﬂ FM/ o
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REFERENCE BMAJOR SCALES

O

J o ©O

[ )

Pay O
©

O

Hn
O _#©

O
O

B:M

DM

hoO

[ ¢ ML=

Pay
A

ho

Jhbo © @77

Pay
O

hd

O
©

W
o—4O
T

O

ExM

AM

|
o 2O

O

>4

DO

e HOo ©

O _#O

I
o—4O

O

7

AM

M
o)
p’ A
y AW
N
sV
eJ

S— = —)J s © OI)O

hoO

|
(AN DO V7

”‘n
o L0 #©

©

o
o R0 #9
o *

(D
)

DM

BM

ho

[ 0 Ml d

hoO
DO VO

ho

J oo

O

Jy
" LO

1O #O9

©

O
©

UU#OHO

G:M

FiM

|
ho 7O
a4

HA

o L0 #9

O
O

|
ho PO

(N bho PO "7
L

A

ra
NV 0O 7 1

CM

CiM

ho PO

ho 2O V¥

>4

Q) be[)o 18 S 4

Pay

o fo fo Ho T

A-6



REFERENCE
INTERVALS & FI GURED BASS

Maj. Scale Degree: 1 2 3 4 5 6 7 8 9
Min. Scale Degree: 1 2 3 4 5 6 7 8 9
No. of Half Steps: 0 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15
Interval Name: PP AP
d2 m2 M2 A2
d3 m3 M3 A3
d4 P4 A4
d5 P5 A5
PP ="Perfect Prime" = Unison d6 mé6 M6 A6
d = Diminished d7 m7 M7 A7
A =Augmented dg8 P8 A8
m = Minor d9 m9 M9 A9
M =Major
Triad 7th Chord
Inversion Fig. Bass Fig Bass Bass Note
Root (no numbers) 7 Root
6
1st 6 c 3rd
6 4
2nd 4 3 5th
3rd N/A ‘21 7th
Inversion Triads Fig. Bass 7th Chords Fig. Bass
Root sh—fi—3a (no numbers) sth—fg—7th 7
3rd
6th
. 6th 6
igtinv. ' jﬁ&d 6 5“1%% 5
6th
6th 3rdﬁ4th 4
2ndinv. B 6 3
— 4
6th
. Zn@th 4
3rdinv. N/A — 2
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SALFEGE

Each member of the scale can be assignal a solfege syllable. Major scale degree 1 (thetonic) is
@oQ degree 2 is AReOand so on.

Major

y AW
[fanY

ANV
o &
Do Re Mi Fa Sol La Ti Do

In the minar mode scale degree 1 (the tonic) starts on Q.aOand follows the same order as
established in mgjor. When comparing the relative minor to its parent major scale, the solfege
gyllables represent the exact same notes. Here is A minor. Notice tha Lais till A and Do is
still C:

_9 Minor
s
ANIV4
) - A
La Ti Do Re Mi Fa Sol La

When a note needs to be chromatically raised a half step, an @O(soundelike GeeeQ is added to
the end of the solfege syllable, such asin harmonic minor with its raised 7;

9 Harmonic Minor
y 4N

5 .
v @ e Si
(raised 7th)

This represents a Fixed-Do System: Do is always the tonic of ANY major scale and Lais always
thetonic of ANY minor scale.
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