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

What is Music Theory?

CHANCES ARE THERE'S A PIECE OF MUSIC
THAT MOVES YOU IN A PROFOLIND WAY...

SO THEN THE
BASSOON CHOIR
COMES N LIKE FLAMING
HONEYPEW MELONS
FROM ON HIGH

A WAY THAT IS FRUSTRATINGLY PIFFICLLT
TO PESCRIBE TO SOMEONE ELSE!

LIKE OTHER FORMS OF ART, MUSIC OFTEN HAS THE CAPABILITY
TO CREATE EMOTIONAL REACTIONS N THE LISTENER THAT
TRANSCENDS OTHER FORMS OF COMMLUNICATION -

PLEASE
BRADLEY

THOUGH A SINGLE PIECE OF MUSIC
MAY ELICIT PIFFERENT REACTIONS
FROM PIFFERENT LISTENERS, ANY
LOVER OF MUSIC WILL TELL YOU THAT

THOSE FEELINGS ARE REAL!

AND IF
THEY'RE KEAL,
THEY'RE WORTHY
OF STUPY.

Iead'ing tone (I¢’¢
n /mmi('] L. That one note
Where ji’s o), like, NNG( ((
‘é.m(l You just want it ¢o b(-, '
l’l)k‘("‘\HP.l yeah and whep,
€y don’t, you're Jike UGH
man yoy peeq (o play the

1 t6n
| COMING UP WITH TERMINOLOGY
DOESN'T JUST HELP LS TALK TO
OTHERS ABOUT MUSIC, THOUGH.--
IT ACTUALLY HELPS LS LEARN/!

ONE OF THE MOST VALLABLE PARTS
OF MUSIC THEORY 'S GIVING NAMES TO
MUSICAL STRUCTURES AND PROCESSES,
WHICH MAKES THEM EASIER TO TALK ABOLUT!

BUT WHILE IT'S AN IMPORTANT STEP, AND A GREAT PLACE TO START, MUSIC THEORY 1S
MUCH MORE THAN JUST COMING LP WITH NAMES FOR THINGS!

WHEN COMPOSERS WRITE MUSIC - WHETHER IT'S A CLASSICAL-
ERA SYMPHONY OR A BIT OF JAPANESE POST-SHIBUYA-KE!
GLITCH TECHNO - THEY ARE NOT FOLLOWING A PARTICLLAR
SET OF RULES. IF ANYTHING THEY ARE OFTEN TRYING TO

BREAK THEM/!

SO WHILE A LOT OF PEOPLE THINK MUSIC THEORY 1S ABOUT
LEARNING THE RLLES FOR HOW TO WKITE MUSIC, THAT'S NOT
QUITE RIGHT. MUSIC THEORISTS DON'T CREATE KRLULES FOR
WRITING MUSIC7 THEY LOOK FOR PATTERNS IN MUSIC THAT 1S
ALREADPY WRITTEN.

---THEORISTS
ANALYZE!

COMPOSERS
CREATE..-.

WHICH LEADS TO THE MOST IMPORTANT WHY DISSECT MUSIC? WHAT'S THE
UESTION... THE ONE THAT, AS YOuU : , POINT OF FIGURING OUT RULES
STUDY MUSIC THEORY, YOU SHOULD BE & THAT COMPOSERS THEMSELVES

CONSTANTLY ASKING YOLIRSELF: WEREN'T EVEN WORRIED ABOUT?
BECALSE SOMEWHERE MAYBE IT'S IN THE NOTES.
IN THERE IS THE REASON  MAYBE IT'S IN THE SILENCE. MUSIC THEOKY IS
WHY THAT PIECE OF MUSIC MAYBE IT'S SOMEWHERE BuT
MOVES YOU. IN BETWEEN- MUSIC THEORISTS F,éuﬁlNé OHT WHAT

e et cona o MAKES MUSIC WORK.-

Y v LONG TIME, oR . FIND IT;

MAKES YOU
CrRY, EVEN CREATE BECALISE. .. AND YOL| JusT
GIVES YOU CHILLS, JOINED THE TEAM
MORE QUESTIONS -
REMINDS YOU OF HOME.- GRAB YOUR STUFF...
THAN ANSWERS - LET'S GO!
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| ||
= MUSIC NOTATION 1S THE ART OF
- RECORPDING MUSIC IN WRITTEN FORM.

- (N

9 9 ’
- . —’.. KX}

"s,, ° O @

Y jC

MOPERN MUSIC NOTATION IS A PRODUCT
OF CENTLIRIES OF TRANSFORMATION...
AND IT 1S NEITHER EFFICIENT NOR INTUITIVE!

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

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

PITCH

ANOTE IS A
WRITTEN REPRESENTATION
OF A PARTICULAR PITCH.-

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

*

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

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

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

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

A HALF STEFP |s
THE DISTANCE
BETWEEN TWO

A" N = o =

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

THE KEYS ARE.

OF WHAT COLOR I)b THE POLBLE FLAT LOWERS

THE SHAKFP RAISES THE
NOTE BY ONE HALF STEP.

THE NATLKAL CANCELS OUT
ANY PREVIOUS ACCIDENTAL .

)’4~/

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

[ fan)
NV

[y

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

PITCH —»

TIME ———

Ll

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

)
A —_—_——- ©
[y qi:
.4
TENOR CLEF

BAss CLEF

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

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

NOTES ON THAT LINE OR SPACE

FOR THE REST OF THE MEASLRE.-

N bb
p” Al ! L
V ANECY 2] - | |
[ o WL =]
ANV U
eJ

——
. —
[

|

TWO NOTES WHICH HAVE THE SAME

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

&G FLAT) ARE CALLED ENHARMONICS -
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B - WHILE PITCH 'S PRETTY CLEARLY NOTATED ON A
VERTICAL AXIS, NOTE LENGTH 1S INDICATED LSING A
- SOMEWHAT ARCANE SYSTEM INVOLVING

NOTEHEADS, STEMS ANP FLAGS.-

10
= & 1w =
8 W = iy b 9 0 .
W (= 1 0 = 0 £ z QZ
A 0 ‘6 z 9] z [0 T X
Q z Z W z s 6 & D%
e |H| w O s T (= (0] o Zg
= Y w — ©= Z Q 3 I
m 0 I b P m 0 Q = [
1 I I % 9 > \ + b~
) 2 3 i X = P z5
3 1\ X X O
8 & ® g
IN THIS CHART, EACH SUCCESSIVE TYPE OF NOTE 1S HALF AS LONG NOTE LENGTHS IN A PIECE
AS THE NOTE TO ITS LEFT. NONE OF THESE NOTES HAS A STANPARD | | ARE INDICATED BY THE TEMPO
LENGTH7 A HALF NOTE IN ONE PIECE MAY BE THE SAME LENGTH AS MARKING AT THE BEGINNING
AN EIGHTH NOTE IN A DIFFERENT PIECE. OF A PIECE OR SECTION.
— = =
\ —
v — o ‘“l‘) m . ‘lﬂ
t tn - N B i & o oY
s L 8 i ! “ ° T X
I T
T Wl o B ki T ‘] = 3 % 20
s 2 I = = % 0 0 I
m 0 é u I m V) [T
I < 9] i ' 3 i
2 I = = .
0 2 3 i X c i zZ
3 Y ® [\ X O
(1Y £ ® 2
A REST 'S A PERIOD OF LUSUALLY RESTS ARE
SILENCE THE LENGTH OF i ——— —— :7 :{‘7 :7 PLACED ON THE STAFF AT A
WHICH CORRESPONDS TO A e . — PARTICLLAR VERTICAL
PARTICULAR NOTE. Y POSITION AS SHOWN HERE.
THE AUGMENTATION POT 1S A DOT PLACED TO THE
RIGHT OF A NOTEHEAD. THOUGH SMALL, THIS DOT MULTIPLE DOTS CAN ALSO BE ADDED,
WIELDS SOME SERIOLS POWER: |\T ADDS HALF EACH ONE ADDING HALF OF THE
OF THE ORIGINAL NOTE'S LENGTH! PREVIOLSLY ADDED VALLE.
ACK!
GET IT OFF!
Jaded  Lededed e dededed
[ )
TIES ARE CLRVED MARKS WHICH CONNECT TO TIE MORE THAN TWO NOTES TOGETHER,
TWO NOTES TOGETHER TO CREATE DRAW TIES BETWEEN EACH NOTE; DO NOT
A SINGLE, EXTENPED SOLNC: HSE A SINGLE, EXTENDED TIE.
Do) J)=l JJJ) JJJ.
A TUPLET 1S ANY NON-STANDARD DIVISION OF A MOST TUPLETS ARE SIMPLE DIVISIONS, LIKE
NOTE. THESE ARE USLALLY WRITTEN AS A GROUIP THE TRIPLETS TO THE LEFT. BUT ANYTHING 1S
OF NOTES DELINEATED WITH A BRACKET AND POSSIBLE! CHOPIN, FOR EXAMPLE, WOLLD
A NUMBER SHOWING THE DIVISION BEING MADE. OFTEN GO TO TOWN WITH THESE THINGS.
bty il eereer
3 FOR EXAMPLE, THESE AREN'T EESES e
EXACTLY QUARTER NOTES; = WHA... GAH/!
J J J THEY ARE EACH A THIRD AS Ry 2 p ] CHOPIN, NO/
LONG AS A HALF NOTE. bt ¢ POWN, BOY!
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MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RUSH

Notation: Meter

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

J
y

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

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

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

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

> > >

P & & & T & & & &

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

THESE GROUPS ARE CALLED MEASLIRES, BARLINE MEASURE
AND THEY ARE DELINEATED WITH BARLINES.
SIMPLE TIME SIGNATLIRES ARE EASY.
THE TOP NLIMBER W N I N

INDICATES THE NLMBER

A

OF BEATS IN A MEASLIRE.

THE BOTTOM NUMBER
INDICATES THE TYPE OF
NOTE WHICH SERVES AS

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

OF THE PIECE:
THE TIME SIGNATURE -

THE BEAT LNIT.

NOTE, 16 TO A SIXTEENTH NOTE,

AND SO ON.

COMPOLIND TIME SIGNATLURES ARE KIND OF LYING TO YOLU-

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

THE BOTTOM NUMBER INDICATES THE TYPE OF

NOTE WHICH SERVES AS THE LIVISION.-

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

IN A COMPOLIND METER, THE BEAT UNIT IS

® IN FACT, WOLILDN'T TH/S BE
AN EASIER WAY TO NOTATE
COMPOLINDG METERS?

NLMBER OF THE TIME SIGNATURE,

ALWAYS A POTTEDP NOTE!

BY LOOKING AT THE TOFP

YOoU HAVE TO DO IT
THE OTHER WAY.

YOU CAN TELL TWO THINGS ABOUT

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

BEATS ARE IN A MEASLIKE.-

" SIMPLE COMPOLUND

iz 2 | 6 e

g 3 3 9

§ 4 4 12 —

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

> J

SORRY... THE MAN sAYS

;‘i 4 1\ A\ AY

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

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

NOR SHOULD YOU TIE NOTES WITHIN BEATS.

[y
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‘s  SPARKY = MUSIC THEORY DOG.

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

{‘: WOOFT* A Owatonna,

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

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

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

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

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

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

S ——————————

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

YES, | KNOW IT f

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

DONE YET!

ORIGINAL RHYTHM: ‘Z—D—D—r—g—g—g—p—g—r

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

IF YOU HAVE NOTES A

THAT ARE TIED OR _ > -

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

THEM ALONE/

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

POING STUFF THE SPARKY WAY 15 ALWAYS FIUN!
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B ONE OF THE REASONS THAT A PARTICULAR PIECE OF
e alnr ca e MUSIC SOLINDPS THE WAY IT POES HAS TO DO WITH THE
GROLUP OF NOTES THE COMPOSER DECIDED TO LISE.

] ]
(31838 LT N ;
U —
TAKE THIS MELODY, FOR EXAMPLE...
LET'S FIRST REMOVE ALL THE DLPLICATE NOTES, REGARDLESS OF WHICH OCTAVE THEY'RE IN.
’_Iﬁ_. >
o —
[Y)
NEXT, LET'S PUT THE NOTES
! iy IN ALPHABETICAL ORPER, !
,7,,! ° : o—.—i STARTING ON THE NOTE
\‘Qj’ THAT THE MELODY SOUNDED o
LIKE IT WAS CENTERING ON.
WHAT WE END LIP WITH
THERE ARE ACTUALLY MANY
IS THE "PALETTE” FOR DIFFERENT TYPES OF SCALES,
A THIS PARTICULAR PIECE... EACH WITH A DIFFERENT PATTERN
o @ OF WHOLE STEPS AND
é P [ ) @ HALF STEPS.
o) A HALF STEP 16 THE
DISTANCE BETWEEN
LIKE THE BOARL ON WHICH A PAINTER HOLDS TWO ALIACENT KEYS
BEING CREATED. REGARDLESS OF COLOR-

IN MUSIC, THIS “PALETTE" IS CALLED
A SCALE. THOUGH WE LISLUALLY WRITE
SCALES FROM LOW TO HIGH, THE ORDER IS ACTUALLY
LUNIMPORTANT; I1T'S THE NOTES CONTAINED IN THE
SCALE THAT HELP MAKE A PIECE SOLIND
THE WAY IT DOES.
THIS PARTICULAR
ARRANGEMENT, WHERE
HALF STEPS OCCLIR BETWEEN
STEPS THREE ANDP FOLR AND BETWEEN STEPS SEVEN AND EIGHT
(OR BETWEEN SEVEN AND ONE, SINCE EIGHT AND ONE ARE THE
SAME NOTE), 1S CALLED THE MAJOR SCALE.

S G U W—

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

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

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

THE P FLAT MAJOR SCALE

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

;!
9
()
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= fH . | b
Key Signatures - ===+
XSS S

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

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

THAT HAS ONE FLAT, ALL THE

WAY THROUGH THE KEY WITH
SEVEN FLATS: THE FLATS ACCRUE

N A SPECIFIC ORPER. < B e e e 7 FFATSCE
SAME WITH THE SHARP KEYS! !
c %\%_‘I_‘I_i'_"_)‘::g
SO IF YOU LOOK FOR A KEY THAT | I

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

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

h f | |
oh A— f o ——— BEAD G

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

THE PIECE LINLESS SPECIFIED

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

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

REGARPLESS OF OCTAVE! &Sh

> .
OH, AND ANOTHER THING: THE A

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

THEY NEED TO FOLLOW A
PARTICULAR PATTERN OF

PLACEMENT THAT VARIES SLIGHTLY % %E %

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

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

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

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

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

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

AS YOU MOVE CLOCKWISE AROLUND THE
CIRCLE, YOU ADD SHARPS TO THE KEY SIGNATURE.
AS YOU MOVE COLINTERCLOCKWISE AROLIND,

YOU ADD FLATS TO THE KEY SIGNATURE-

TO DETERMINE THE KEY

SIGNATLRE FOR A KEY, LOOK TO

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

WHEN ADDING FLATS TO
A KEY SIGNATURE, ADD THEM

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

LOOK LIKE THIS:

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

SO couLp you
CONTINLE THE
ENHARMONIC

DEAL AND HAVE
THE KEY OF
NOTICE HOW THAT

F FLAT MAJOKR?
seavace rea Db Ch Feiyos
POPS LIP ALL OVER # IN YOUR

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

~Geoooe) $5
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AN INTERVAL S

Diatonic Intervais

THE MOST BASIC WAY WHICH WE
IPENTIFY DIFFERENT INTERVALS IS

BETWEEN TWO NOTES.

THE DISTANCE N PITCH

SMALLER
INTERVALS

BY COLUNTING THE STEPS BETWEEN

THE TWO NOTES.

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

@:4'—_ LARGER :%

INTERVALS

WHEN COLINTING
THE LINES AND

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

.

\)e_\b
Q)i

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

—F r?

THAT'S LATIN FOR

AND THAT’S LATIN
"ONE SOLIND”!

FOR "EIGHT"!

r

THE DISTANCE FROM
A NOTE TO THE NEXT
CLOSEST NOTE WITH

THE SAME LETTER NAME
IS CALLED AN OCTAVE.

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

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

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

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

PLAYED AFTER THE OTHER-

OF NINES
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Perfect Intervals

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

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

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

>~ >

C

ANV

Y

F T 7

LUNISONS ANDP OCTAVES
ARE THE EASIEST TO LABEL: IF THE
TWO NOTES ARE THE SAME (FOR
EXAMPLE, B FLAT AND B FLAT),
THEN THE INFLECTION IS PERFECT:
SLICH AN INTERVAL 1S CALLED A
PERFECT LINISON OR A

r r 7

rr

|

FOLIRTHS ANP FIFTHS
REQUIRE A LITTLE MORE EXPLAINING.

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

PERFECT OCTAVE- WITHOUT ACCIDENTALS)-
f) | | I J
yan ' s o
= r e £
) r ’ r | ! EACH ONE IS
PERFECT EXCEPT
FOR THOSE WHICH
A . | | o USE F AND B
P 4 |
A = » e
o £
) r | I

r

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

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

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

IS A HALF-STEP SMALLER THAN A PERFECT FIFTH.

WHICH RAISES THE QUESTION: |F THE INTERVAL IS NOT PERFECT, THEN WHAT /S IT?

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

by dr

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

O | O |
A
ﬁ%
J o
ds

AND THERE'S

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

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

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

SF * £ r r r T T

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

FOR ONE THING, THE INFLECTION FOR THESE INTERVALS IS NEVER PERFECT/
a IT WiLL BE EITHER MAJOR OR MINOR. MINOR INTERVALS ARE A HALF-STEP SMALLER
THAN MAJOR INTERVALS. LIKE PERFECT INTERVALS, THOUGH, THEY CAN ALSO BE

ALUGMENTELD OR PIMINISHED; ALUGMENTED INTERVALS ARE A HALF-STEP LARGER
THAN MAJOR, AND DIMINISHED INTERVALS ARE A HALF-STEP SMALLER THAN MINOR.

HOW DO WE KNOW IF AN INTERVAL 1S MAJOR OR MINORZ WE CAN ACTUALLY
USE THE MAJOR SCALE TO FIND OUT. NOTICE THAT, IN THE MAJOR SCALE,
INTERVALS FROM THE TONIC UP TO ANOTHER SCALE DEGREE ARE MAJOR-
9 |
A ] e
f rr r r f
- - MATOR MAJOR MATJOR MAJIOR
™M IND R | SECOND  THIRD SIXTH SEVENTH
LIKEWISE, INTERVALS FROM THE TONIC POWN TO ANOTHER SCALE DEGREE
ARE MINOR .
£ | | | | | | |
o5 # » ~ ™, ~ )
A3V | ®
oSk e — T 1 1 T
v MINOR  MINOR MINOR ~ MINOR
SECONP THIRP SIXTH SEVENTH

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

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

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

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

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

TRACK HOW THE INTERVAL CHANGES!

ADDING BACK ADDING BACK

ACK! WHAT 1€ Nty P THE FLAT MAKES THE SHARP
THAT? LET'S wellle THE INTERVAL MAKES IT EVEN
FIRST HIDE THE THIS 1€ A SMALLER, SO SMALLER.-.
ACCIDENTALS. .. MATOR SIXTH IT'S NOW A A PIMINISHED
. MINOR SIXTH... SIXTH!
M6 m6 dé
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‘s  SPARKY = MUSIC THEORY DOG.

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

{‘:w T T, Staten Tsland,

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

CONTINUE UNTIL YOU

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

B coverR UP ALL ACCICENTALS. é
STEP 2: —

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

COUNT THE BOTTOM
NOTE AS ONE, AND

IFITISA
IFITIS A IFITISA
LINISON OR OCTAVE: FOLIRTH OR FIFTH: e i
IF THE INTERVAL LISES "fTTH";E Mrgzgigf g,
THE INTERVAL SHOWN THE NOTES F AND 8, THE BOTTOM NOTE,
s A Ny 2 AR N THE INTERVAL 16
L sy ALUGMENTED FOLIRTH MATOR.
OR A
PERFECT OCTAVE- PIMINISHED FIFTH.
IF THE BOTTOM NOTE 1S
IN THE MAJOR KEY OF
REALLY. OTHERWISE, THE THE TOP NOTE,
T JUST IS. INTERVAL 1S THE INTERVAL 1S
PERFECT. MINOR.

ADD THE ORIGINAL ACCIPENTALS BACK, ONE AT A TIME, AND TRACK HOW
. THE INTERVAL CHANGES INFLECTION.
0 ﬁ % %
7\@& * -‘- -lll- * N oo e
M M6 mb6 dé

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

ANSWER EVERY TIME!

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

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

THIS KEY 1S DEFINED A
BY A KEY SIGNATURE

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

THE FACT THAT IT Q) & [ &

CENTERS AROLIND C.

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

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

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

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

NOW WE ONLY
HAVE WHOLE STEPS
AND HALF-STEPS!

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

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

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

THE WAY WE ILLUSTRATE THIS IS BY DIFFERENTIATING BETWEEN ASCENLING MELOLIC MINOR AND
PESCENLPING MELODIC MINOR; FOR DESCENDING MELODIC MINOR, WE DON'T RAISE ANYTHING/
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‘s « SPARKY JNUSIC THEORY DOG!

. Dear Sparky:
e What does it mean when music theorists talk about “relative minor” and
“parallel minor”% In what ways can major and minor keys be connected?

OO e on

O/ & . WHEN TWO KEYS THAT HAVE THE SAME KEY SIGNATURE BUT
TRANSLATION:- DIFFERENT TONIC NOTES, WE SAY THEY'RE RELATEL.

0 | f— SURE, D MINOR
SINCE D MINOR HAS THE SAME ! 1 ] % I | MIGHT LISE A
KEY SIGNATLIRE AS F MAJOR, w I ' C SHARP As
WE SAY THAT D MINOR IS THE F MATOR Al

LEAPING-TONE,

BUT WE DON'T
CONSIDER THAT AS
PART OF THE

2 MINOR KEY SIGNATLRE.

RELATIVE MINOR OF F MAJOR.

] ] — PARALLEL KEYS, ON THE OTHER HAND, ARE
1 ] ] % l ] KEYS THAT HAVE THE SAME TONIC NOTE, BUT
F MAJOR DIFFERENT KEY SIGNATLRES.

H Y ' : SO F MINOR 1S THE PARALLEL MINOR OF F MAJOR!

I I I I U ]
F MINOR I C

IT'S CONVENIENT TO ADD MINOR KEYS TO
THE CIRCLE OF FIFTHS; THEY'RE LUSUALLY
PLACED ON THE INSIPE OF THE CIRCLE

IN LOWER CASE-

BECAUSE RELATIVE KEYS SHARE THE
SAME KEY SIGNATLRE, THEY ALSO

SHARE THE SAME POSITION ON
THE CIRCLE OF FIFTHS!

FARALLEL KEYS HAVE DIFFERENT

KEY SIGNATURES, BUT SEEING Eb
THEM ON THE CIRCLE OF FIFTHS
ILLUSTRATES THEIR CONSISTENT

THE

CIRogLE
FIFTHS

8 ®A

KEY RELATIONSHIP: MINOR KEYS
ALWAYS APPEAR THKEE PEGKEES
COLUNTERCLOCKWISE FROM THEIR
PARALLEL MAJOR KEY.

$O TO FIND THE KEY SIGNATLIRE FOR Ab
A MINOR KEY, START WITH THE MAIOR
KEY SIGNATURE WITH THE SAME TONIC AND
EITHER APP THREE FLATS, SLUBTRACT THREE
SHARPS; OR SOME COMBINATION OF BOTH!

@ ® O, ® (@
G+ GE -+ G- - 6= D)

P MAJOR - -- ---P MINOR!

POING STIFF THE SPARKY WY l5 IILWIIY5 FUN!
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Dynamics and Articulation

PYNAMICS arE SYMBOLS THAT SHOW HOW Loup 1o pLay OR SING

mf  mp

/i

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

f

MEZZO FORTE
MEDIUM LOoUD
MEZZO PIANO

GRACLAL PYNAMIC CHANGES ARE
INDICATED WITH HAIRPIN SYMBOLS OR THE
ITALIAN TERMS CRESCENLPO (INCREASE VOLLUME)
OR PIMINLENDO (PESCREASE VOLUME).

MEDIUM SOFT

MUSIC IS MADE UP OF
A LOT MORE THAN PITCH
AND RHYTHM!

s

N

Prp

S

ol Ol Ol Wy
o 30 30 Sa
Y W V)] W V)] \§ O
& Wy Wy 23
ZWn 0w z
S > !, >
speciFic Eg
INTERPRETATION NS
IS LEFT TO THE
PERFORMER!

=

dim.

DYNAMICS ARE USUALLY PLACED BELOW THE STAFF ON INSTRUMENTAL PARTS,
AND ABOVE THE STAFF FOR VOCAL PARTS... TO STAY OUT OF THE WAY OF THE LYRICS/

WITH ADDITIONAL
EMPHASIS

SHORT AND
DETATCHED

EMPHASIZED AND
HELD FOR FULL VALLUE

SHORT AND
ACCENTED

VERY SHORT AND
FORCEFLUL

SUDDENLY LOUD
AND ACCENTED

HOLD LONGER
THAN INDICATED

RAPIDLY ALTERNATE
BETWEEN TWO NOTES

(BOWED INSTRUMENTS)
START AT TIP OF BOW

(BOWED INSTRUMENTS)

START AT FROG OF BOW

RAPIDLY ALTERNATE
TWO APJACENT NOTES

"ROLL" CHORD: NOTES

Q0 Q0 T
) ) &0
V) A \A Y 0 A
W 0z &
Qu U
~ ~ 0
E [\ ¢ NOTATED MUSIC
Qu USES ITALIAN TERMS
K TO SHOW RELATIVE
VOLLIME.
cresc.
ARTICULATIONS
ARE SYMBOLS THAT
SHOW HOW TO TREAT
SPECIFIC NOTES.
\%
ACCENT >
STACCATO .
TENUTO -
MARCATO A
STACCATISSIMO Y
SFORZANPO  sfz
FERMATA  /\
TREMOLO &
UP Bow V
COWN Bow  m
TRILL  ¢r
ARPEGEIO 3

ADDED SEPARATELY

OTHER SYMBOLS AFFECT
GROLUPS OF NOTES.--.

8’04 |

ALL’ OTTAVA: PLAY THE NOTES AN OCTAVE HIGHER
OR LOWER, DEPENDING ON WHERE THE SYMBOL IS.
(TWO OCTAVES IS I§7%, AND THREE OCTAVES IS 22741)

I A |

PEPALING: ON THE PIANO, THIS SYMBOL INDICATES
WHEN THE PAMPER PELAL SHOULD BE HELD DOWN;,
ALLOWING THE PIANO STRINGS TO RING FREELY.
OLDER SCORES USE o, FOR POWN AND 3 FOR LP.

~

AND THEN
THERE'S
THIS THING.--

IN MOST MUsSIC
IT'S A SLUR,
GROUPING NOTES
WHICH SHOULD BE
PLAYED SMOOTHLY
AND CONNECTEP!

A SIMPLE SHAPE
WITH A BLINCH OF
PIFFERENT LSES!

FOR BOWED STRINGS
LIKE VIOLIN, IT'S A
BOW MARKING,
SHOWING NOTES
THAT SHOULD BE

PLAYED WITHOUT SWITCHING
THE BOW'S DIRECTION.-

IN VOCAL PARTS,

IT SHOWS MELISMAS =
GROUPS OF NOTES
SLNG ON A SINGLE

SYLLABLE!

IN ANY SCORE, IT CAN ALSO
BE LUSED ON LARGER GROLFPS
OF NOTES, WHERE IT SERVES AS
A PHRASE MARKING... HELPING
THE PERFORMER SEE THE OVERALL
SHAPE OF THE MUSIC!
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Gomplex Meter

SIMPLE METERS AND COMPOLIND METERS
ARE BOTH USED QUITE A BIT IN THE COMMON
PRACTICE PERIOD, BUT THEY WERE RARELY FOLND
TOGETHER--- MOST PIECES EXCLUSIVELY LUSED
ONE OR THE OTHER!

COMPOLINDG METER,
COMPOLINDG METER,
WHEREFORE ART THOU
COMPOLINDZ?

ON THE RARE OCCASION THAT THEY WERE
COMBINED, IT WAS GENERALLY AS MIXED METEK,
WHEN THE METER CHANGES FROM ONE

MEASURE TO THE NEXT. °

UH, BECAUSE
OF THIS POT...2

G G err Bt e . Gheeel 6
I/ @) --./-_--..-“‘----./--‘-—-. ---I'I- ) & ' ) ¢ I
S > @ —_— T I =

> >

CONSISTENT ALTERNATIONS LIKE THIS ARE OFTEN WRITTEN
WITH TWO TIME SIGNATLIRES AT THE BEGINNING, LIKE THIS:

BUT TWENTIETH-CENTLURY COMPOSERS — ESPECIALLY THOSE WHO WERE WORKING
IN A STYLE CALLED PRIMITIVISM, WHICH FEATURED PRIMAL, LINPREPICTABLE RHYTHMS -
WOLLD TAKE THE COMBINATION OF SIMPLE AND COMPOLIND RHYTHMS TO THE NEXT LEVEL!

SIMPLE COMPLEX COMPOLIND
METER METER METER
BEAT UNIT INCLUDES SIMPLE BEAT UNIT
DIVISIBLE BY AND COMPOLIND BEATS DIVISIBLE BY
wWo THREE

BEAT SHOWN BY
LUNPOTTEP NOTE

BEAT SHOWN BY
POTTEDP NOTE

IN THESE METERS, THE BEATS WILL BE LUNEVEN/ SO THESE EIGHTH
THE NOTE THAT SERVES AS THE DIVISION OF THE BEAT NOTES sHOULD ALL BE
REMAINS CONSTANT THROUGHOUT THE MEASLIRE. THE SAME LENGTH/

LIKE COMPOLIND METERS, THE TIME SIGNATLIRE FOR COMPLEX METERS IS BASED ON THE PIVISION
OF THE BEAT. BUT, IN FACT, THESE METERS STILL HAVE TWO, THREE OR FOLIR BEATS PER MEASLIRE!

3 § 3 5 ¥ %

CAN BE CAN BE CAN BE CAN BE CAN BE CAN BE
WRITTEN AS WRITTEN AS WRITTEN AS WRITTEN AS WRITTEN AS WRITTEN AS

/1
@ s Srererees wes iy v Himwee oW
y

4 5424342

3424243

zezesez % -
2vae: BcreEres 3@2%

OF COLRSE, WHILE LSING 8 FOR THE BOTTOM Lke j’%
NUMBER 1S MOST COMMON IN MOPERN SCORES, 7
ANY NOTE CAN BE LISED AS THE DIVISION! 16...
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