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SCHOLASTIC RECORDS Album No. ST 3612 
Produced by Folkways Records, New York, <01961 

TWELVE-TONE COMPOSITION 
prepared by Vaclav Nelhybel 

musical examples by ~ood~ind quartet 

narrator: William Geib 
SIDE I 

Band 1: From Tonality To P. tonality 
Band 2: Building A Twelve-Tone Series 
Band 3: Musical Themes In A Twelve-Tone Series 
Band 4: Series Forms 

original; retrograde; inversion; retrograde-inversion 
Band 5: Creating Vertical Patterns 

two-part composition; three-part composition; four-part composition 
Band 6: Transposing A Series 
Band 7: Symetric Series 
Band 8: A 11-Interval Series 

SIDE II 

Band 1: Harmony 
chords: tonic, dominant, subdominant 
tonality; cadence 

Band 2: Chord - Foreign Notes 
passing notes; alternating notes; anticipation; retardation; suspension 

Band 3: Tension And Resolution 
consonance and dissonance; tonality; atonality; diatonic; chromatic 

Band 4: Intervals 
Band 5: Scales 

chromatic; whole-tone; major; minor.; minor melodic; Gypsy or Oriental; 
Chinese or pentatonic 

Band 6: Transposition 
Band 7: Demonstration Of Various Terms 

polytonality; horizontal; vertical; homophony; polyphony 
Band 8: Retrograde Mirror Form 

The first side demonstrates the twelve-tone technique; the second side 
explains briefly the musical technical terms used in tile text on s :de 1. 

Introductory note by Prof. Dr. Franz Brenn, 
Zurich, Switzerland 

This record as a source of information about the twelve 
tone system is exactly what many music students and 
friends of contemporary music were waiting for. 

The dodecaphony (from Greek dodeka -twelve and phonee­
sound, voice) or twelve tone - or serial music (all 
identical terms) is not a specific musical style phe­
nomenon, it is a technique which organizes in a strict 
way the twelve members of the chromatic half-tone scale 
within an octave. 

The compositions of Anton von Webern are basically 
different from the compositions of his teacher Schoen­
berg and the serial compositions of Stravinsky or 
Krenek represent again two very personal styles. 
Nelhybel's Introduction and Allegro on this record re­
veals a for the serial music surprisingly new mood and 

character: it is a composition with the fresh and 
optimistic outlook of the young generation . The fact 
that the twelve tone technique as the basic compository 
device is able to produce such a stylistic variety as 
represented by the composers named above, is the best 
defense against the accusation that serial music is 
purely cerebral and intellectual or even the result of 
a number game which follows certain deliberately im­
posed rules. 

The requirement for the creation of a musical work of 
genuine values is today the same as it was in the time 
of Monteverdi, Bach or Beethoven: artistic integrity 
of the composer, which includes high intelligence, 
critical judgment, a sensitive ear, imagination and 
inborn creative faculty supported by a thorough tech­
nical training. 



The history of chromaticism begins already in the 
church music of the early christian era, and comes to 
its culmination point at abuut 1900. Composers like 
Debussy, R. Strauss or Skrjabin were building complex 
chromatic structures, fascinating by their rich colour 
and expressiveness unknown till then. This was the 
era of the break with tonality. The complete radical 
break appears in the composition by Arnold Schoenberg 
"IQavierstuecke Opus ll" in the year 1908 . The 
abolition of the safe ground of the tonality required 
a new generally valid organization. The dodecaphony 
is such a methodically unified system. It was devel­
oped independently by two Viennese composers: Mathias 
Hauer and Arnold Schoenberg. The basic principles of 
both composers are the same though the methods and ap­
plications vary. Nelhybel's record demonstrates the 
Schoenberg method. 

The music examples on the record, as short as they are, 
reveal a new aspect of the twelve tone music which we 
do not encounter in Schoenberg's music: Latent points 
of gravity without falling back into the tonal func­
tionalism. And in this direction, I think, lies the 
prospective path of music development in the future : in 
the synthesis of the principles of the "composition 
with twelve notes, related only to one a.'lother" with 
the (still to be exactly defined, but already audible 
in the lIIUsic on the record) new kind of gravitational 
interrelations within the serial organization. 

This record is very useful because it demonstrates the 
basic rules of the dodecaphony in word and music. The 
serial organization is still too new and strange to 
ears used to tonal music. The listener has to acquire 
more technical knowledge about the system and his per­
ceptiveness has to be trained by actual listening to 
this music . This record offers both: the theory in 
word Cond sound. 

At the present time we are witnesses of fundamental 
changes, re-evaluations and discoveries in the world of 
science. We live in times of gigantic turn in the long 
established order of human society and our individual 
egos face a new unpredictable function within it. The 
creative mind of the artist is the first who like a 
seismograph feels the mysterious eruptions of time and 
it is he who, anticipating time, masters problems which 
will concern- future generations. 

In the dodecaphony the human mind tries in its small 
area to master the chaos of world complexities. 

TWELVE- TONE HUSIC 

SIDE ONE 

Band 1: 

At the present time there are three different stvles 
employed in musical composition: first the so-cailed 
traditional lIIUsic developed from the c~nturies old 
tradition of music based on tonality. Second, elec­
tronic music performed not by musical instruments 
played by human beings, but produced by electrical 
or electronic machines. This lIIUsic aims at a new 
organization of the horizont al and vertical aspect s 
of sounds freed from musical thinking in terms of 
harmony, counterpoint and so on . The third system 
is the twelve-tone or serial system, which is the 
subject of this demonstration. 
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That 'Was a twelve-tone series. We are going to use 
this series in almost all dernons~rations . But first 
'We have to go ba~k to the ::'ra·ii tional or conventional­
tonal music . All three terms are being used. The 
term tonal expresses thl'! technical definition: musi·: 
relating its hori;:.ontal (melodic) and its vertical 
(chordal) cDmpDnents to a focal point . The musical 
sound materi:.!l stripped to its basic form is 
represented in tonal music by the sCI'.le, r:1-:)1; tly 
seven-tone sce.le . The seven members of the 1::'a tonic 
scale are not just seven sound-st.eps <Ufferrin[ in 
pi tell from each other. Each step has a cerv.lin re­
lationship to the focal point, the ::.onic. So the 
seventh step is the leading note to its adj ':Jininc; 
higher Gtep, the octave . The fourth has a similar 
leading temiency but to its adjoining 10'Wer step, 
the t~ird. All other steps, depending on their 
chordal functions, may become leading notes in 
either direction. 

The identification of the tonality is given by the 
succession of four chords: on the first step, the 
tonic, on the fourth, the sub-dominant, the fifth, 
the dominant and its resolution back to the first 
step, the tonic. Let's playa very simple tona~ 
passage: 

Music #2 

In such a simple example it is very easy to hear the 
classical cadence carrying the vertical structure, 
sustaining the si.mple melody. Here is the chorcl pro­
gression 'Without the melody and 'Without any instru­
mental-stylistic embellishments: 

Music #3 

To avoid the stagnation of simple chord progressions 
the basic chords are varied by diatonic passing or 
alternating notes, anticipations etc. 

Music #4 



The next step toward the enrichment of the vertical 
structure is the introduction of chromatic notes as 
artificial leading notes and chromatic-key-foreign 
passing or alternating notes. 

Music #5 
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Despite a whole variety of key-foreign notes, the func­
tional meaning of the melody remains unchanged. In the 
search for new expression we encounter a different 
type of vertical organization)the parallel leading 
of several voices. This technique which adds to the 
melody two or more voices and keeps them constantly in 
parallel motion with it has more a "coloring" effect 
than a harmonic fun.C~~t~i~o~n_. ____ ~ 

The next step in the cnromatic evolution of the tonal 
system is the abolition of the strict classical cadence 
as the carrying force of the v~rtical structure. The 
composer choses deliberately the points of vertical 
gravity. The following example has one gravity point, 
the tone D. All voices are Circulating around it, as 
if they tried to escape from it. 

Music #7 
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The next step is the abolition even of the deliberate 
gravity points. This means that there are no forces 
which lead certain notes into certain adjoining steps; 
the created tensions are not resolve, one dissonant 
structure is followed by another dissonant structure. 
No generally valid rules are established as to how to 
treat the vertical structures, the only generally valid 
rule is the avoidance of the consonance. 

Music #8 
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This system which negates the basic law of tonality, 
the resolution of a created tension, is called 
atonality, let's say free atonality. Every composer es­
tablishes his own rules. Very often the rules are valid 
for only one composition. In the free atonal music there 
is no established, generally valid law which could be 
applied to any type of musical composition as it was the 
case in tonal music. 

Band 2: 

The composition with twelve notes dissolves complete­
ly the functionalism of the tonal music and it in­
troducues new generally valid rules of the vertical 
and horizontal treatment of the musical material. 
The twelve-tone system is atonality with generally 
valid rules. 

The departing point for any twelve-tone composition 
is a series of twelve different tones. The order of 
the twelve tones within the series is up to the com­
poser. First we shall build a series; later we shall 
see what should be avoided in the formation of the 
twelve-notes order. As the first note for the series 
we choose the tone D. 

The second tone: E-flat, the third tone: A natural, 
the fourth tone: G sharp, the fifth tone: C natural, 
the sixth tone: F natural, the seventh tone: B-flat, 
the eighth tone: E natural, the ninth: F-sharp, the 
tenth: B natural, the eleventh: C-sharp, and the last, 
the twelfth tone: G natural. The flute and the 
bassoon will now play the whole series. 

Music #10 

This series contains a variety of intervals and no 
strong tonal elements, therefore it can be used for 
twelve tone composition. We are going to play another 
series, which is a chain of two intervals only: ascen­
ding thirds and descending seconds. 



Music #11 

Naturally the repetition of two intervals is mono­
tonous and should be avoided. 

The twelve tones stated in a basic series are a suc­
cession of tones with no respect to their octave 
position. This means that the composer is free 
to place the individual tones in any octave he 
decides. Therefore the basic series is to be re­
garded as identical with the following twelve tones: 

Music #12 
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The notes are the same, only their octave position 
is differently arranged. 

The important rule in the construction of twelve­
tone series is that no tone should be repeated. 
(12 different tones!) However, when shaping the 
basic series into a musical them~, the composer is 
free to repeat one note or even a group of several 
notes several times. Here the repetition of one 
note: 

Music 1113 
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'Ihe repetition of two adjoining notes: 

Music #14 
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Now the repetition of a group of four notes: 

Music #15 

However, the repetition of notes should be carefully 
handled and used only if the character of the 
musical theme requires it. 

4 

Band 3: 

A series is the source of thematic material. To 
build a theme of a certain character the basic series 
must be rhythmically and metrically shaped. Let's 
say the composer intends to create a theme of light 
scherzoso character. The rhythmical patterns employed 
in the shaping of the basic row must produce the play­
ful character of the theme. Our examples #14 and #15 
are such demonstrations. The desired scherzoso charac­
ter is produced by the repetition of one, or two notes. 
The complete change in phrasing is obvious, When 
trying to shape the same series into a nostalgiC 
adagio-type theme. 

And again a different type of musical theme derived 
from the same series: a short dramatic recitativo 
played in four octaves by all four woodwinds. 

t·lusic #11 

Band 4: 

So far we've been speaking about the twelve-tone 
series and its shaping into musical themes while 
using the series ~n its basiC, original form. The 
twelve-tone system employs altogether four different 
forms of one series: the original (the abbreviation 
is "O") and its three derivations, The first deri­
vation is the retrograde form (abbreviated "R"), 
which means the original form played backwards. The 
oboe will play the original form, followed by its 
retrograde form. 

Music #18 
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The second derivation is the i nversion (abbrevia ted 
"I"). It starts with the same ncte as the original 
form and from this point all ir.tervals are inverted, 
This neans that the second tone going in the origi­
nal form a half-tone up will go in the inversion 
form a half-tone down, etc. In the next example 
the oboe will play successively all the intervals 
existing between the twelve notes of the original 
series, and the bassoon will alternate with the 
respective inverted intervals, thus producing the 
inverted form. 



Now the oboe and the bassoon will play both forms 
simultaneously. 

ll.usic #20 

The last, the fourth derivation is the retrograde 
form of the inversion (abbreviated "RI"). You will 
hear the oboe playing the retrograde and the 
bassoon the retrograde of the inversion simultaneous­
ly. 

Husic #21 

Band 5: 

Let's now procede to the employment of the series 
and its four forms in creating vertical patterns. 
First a two-parts composition. The composer is free 
to use any two of the four existing forms. The 
following example uses in both parts the same form 
(the original form). It is a canon-imitation type 
in two parts. 

Now two different forms: in the upper voice, played 
by the oboe, the retrograde form is used; in the 
lower VOice, played by the bassoon, the original 
form of the same series is used. 
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This is the simplest way to employ two series forms in 
a two-parts composition. One form of the row assigned to 
a melodic line (and one instrument) remained within this 
line and there were no interchanges of single tones with 
the other melodic line (and another instrument). This 
is not a "must". In the next example played by the 
oboe and the clarinet, there is one interchange. The 
third note of the original form played by the upper 
oboe is replaced by the third note of the inversion 
form played by the lower clarinet. Further, if we 
follow the inversion form in the clarinet we will not 
find the fourth note (A-flat). The A-flat is in the 
upper oboe, as is, incidentally, also its fourth tone. 
To avoid unnecessary duplication of the same note in 
the octave, we omitted the A-flat in the lower clarinet 
line. 

Music #25 

Later we will find more ~omplicated examples of inter­
changing. Now we progress to the three-part composi­
tion. One form, the original, is used. The twelve 
notes are devided into four chords, each containing 
three different notes. 

Music #26 .. ~ J2 
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Using two different forms and interchanges between ther.l 
increases the possibilities of building more fluent 
melodic lines. In this example the original and the 
inverted form is used. 



Music #27 

A different type of the three-parts composition. Two 
different forms are used. The original in the flute 
and in the clarinet and the bassoon the inversion form. 
There are no interchanges used. 

Music #28 
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The last example of the three-parts composition employs 
three different forms: the inversion form in the upper 
oboe voice, the retrograd form of the inversion in 
the middle clarinet part and in the low bassoon line 
the original form. No interchanges. 

l>1usic #29 

By adding a fourth voice to tne latter example we 
demonstrate the four parts composition. The fourth 
vOice, the flute, is based on the inversion form. This 
means that two inversion forms, one retrograde of the 
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inversion and one original form are employed. You can. 
observe that the oboe, the clarinet and the bassoon 
run through their respective series once, the flute 
twice in different shaping. 

l>1usic #30 see #29 

Band 6: 

The four forms of the series do not represent the com­
plete material in a twelve-tone composition. The 
series with its four forms can be transposed into 
any of the eleven remaining halftones. This means 
that our series beginning with the tone D can be 
transposed one half-tone higher, thus beginning 
with the tone E-flat, etc. As there are 12 dif­
ferent half-tones which can be the departure points 
of a series and since a series has four forms, 
there are at all four times twelve different series 
which can be used in any composition. The next 
example uses the original form three times: in D 
played by the oboe, in G played by the clarinet, 
and in F played by the bassoon. There are frequent 
interchanges. 

Music #31 

Band 7: 

Before concluding the demonstration of the basic 
twelve tone technique, it still remains to be mentioned 
that there are two specially constructed series: First, 
the so-called symetric series, whose first and second 
half are related in a certain kind of symmetry. 

Music #32 

This is the original form. Its first half is identical 
with the second half of its inversion, and the second 
half of the original form is identical with the first 
half of its inversion. This means that the two halves 
of the original form are in the relationship of inver­
sion: the first half is the (transposed) inversion of 
the second half and the second half is therefore the 
(transposed) inversion of the first half. Here the 
inversion form. 

Music #33 
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Similar relations exist between the retrograde and the 
retrograde fOrm of the inversion (R-RI). The first 
half of the retrograde form is identical with the 
second half of the retrograde form of the inversion 
and the s~cond half the retrograde form is identical 
with the first half of the retrograde form of the in­
version. Let's listen to the retrograde form. 



Music #34 
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And now the retrograde form of the inversion. 

Music #35 
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Band 8: 
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The second, specially constructed form is the "all­
interval" series. It is a series constructed in such 
a way as to contain eleven different intervals between 
the individual twelve notes of the series. (Intervals 
beginning with one and ending with eleven halftones) 
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With the all-interval series we have completed the 
delOOnstration of the basic rules and laws of the t~lve­
tone technique. In conclusion you will hear a short 
"Introduction and Allegro" for woodwind quartet based 
on the same series which was used for delOOnstration on 
this record. ,. 
t-Iusic #37 • ,.. <& 
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SIDE TWO 

Band 1: 

HARMONY 

Harnony is a discipline organizing the vertical aspects 
of music. It is concerned with combining musical 
sounds into chords which are handled according to cer­
tain rules. 

CHORD 

A chord is a combination of at least two musical sounds 
of different pitch. In traditional music the chords are 
produced by superimposing two or more tones in the in­
terval of a third. 

Music #1 ~ 
I \ 

The most common chord is a triad: two superimposed 
thirds. 

By adding one more third to a triad we obtain the 
seventh chord. 

~lusic #3 
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The ninth chord is a seventh chord extended at the 
top by the interval of a third. 

Music #4 -, 1-
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The addition of a further third to a ninth chord pro­
duces an eleventh chord. 

Music #5 
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The last extension usea in traditional harmony is the 
superimposition of six thirds resulting in the 
thirteenth chord. 

Music #6 , 7 ~ 
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In the search for a new sound, chords are built by 
superimposing the intervals of fourths. 

Music #7 

The further step is the construction of chords by any 
other intervals but thirds or fourths; here, major--­
sevenths. 

Music #8 bo -
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TONIC 
DOMINANT 
SUBDOMINANT 

Traditional or functional harmony is relating the 
chords (built by the principle of thirds) on all 
steps of the major or minor scale to a focal point, 
called "toniC", exposed as such by two tensIon 
forces, the strong "dominant" and the milder "sub­
dominant". 

Music #9 

But first let's playa C-major scale. 

Music #10 
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And now let's build a triad on each step of the scale: 

Music #11 
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TONALITY 

The chord based on the first step of the scale is the 
tonic: the beginning and the end of any progression of 
chords based on all other steps of the scale. One 
chord alone, however, does, not establish the tonality. 
It may belong to different keys. So the triad C-E-G is 
the tonic (that is, the chord-';uilt on the firct step) 
in C-major. 

Music 1!12 
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The same chord is the dominant (chord built on the 
fifth step) - in F-major. 

Music #13 
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C-E-G is also the Jub-dominant - (chord built on the 
fourth step) in G-major. 

Music #14 
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CADENCE 

To establish the tonality we need at least two chords: 
The succession of the dominant followed by the tonic. 

Music #15 

The plagal cadence is the succession of the sub­
dominant followed by the tonic. 

Music #16 

5 
There are other types of cadences: the imperfect (tonic­
dominant) or the deceptive cadence (succession of the 
chords on the fifth and sixth steps). The classical 
cadence is the succession of four chords: the tonie, 
then the sub-dominant, then dominant and again tonic. 
This is the most perfect way to establish the tonality. 

Music #17 

The following example demonstrates how the classical 
cadence fixes the tonality of a music piece in its 
beginning and how, after the use of chords on other 
steps, it leads the composition to its conclusion on 
its tonic. 

Music #18 



Band 2: 

Now, we'll talk about the use of chord-foreign notes: 

PASSING NOTES 

A passing note is a note which does not belong to the 
chord but is a passing step in either direction con­
nectinG two notes:belonging: either to the same chord ••. 

Husic #19 

or to a different chord. 

~rusic #20 

ALTERNATING NOTES 

One chordal note can be varied by an interruption 
throuGh its adjoining second above or below; the 
interrupting note is called alternating note. 
An example, using one alternating note: 

Now two alternating notes: 

~lusic fJ22 

ANTICIPATION 

In the succession of two chords, one note of the first 
chord moves into its respective position in the 

10 

second chord, advancing the other notes of the chord. 
The advancing note anticipates the second chord. This 
procedure is called anticipation. 

Music #23 

RETARDATION 

Now the delayed note: the retention of one or more 
notes in a chord from the preceding chord is called 
retardation. The resolution of the retarded note must 
be in ascent. An example of one retarded note: 

Music #24 

,., A I 

Now, two retarded notes: 

Music #25 

SUSPENSION 

Suspension is a retardation in descent. 

Music #26 X f-' ,., c I I I 

vr I' I I ~ 
"""--~ 

r1 + 

v'" I-...-~ 

The use of passing or alternating notes and the 
anticipation, retardation and suspension bring more 
variety and tension into the flow of a chordal pro­
gression. We will play the basic chordal progres­
sion: 



!low the same progression varied by the use of chord­
foreic;n notes: 

Band. 3: 

TENSION AND RESOLUTION 

Certain chords show no impulse to progress further, 
as for instance a triad, standing alone, is a static 
sound with no tendency to progress into another chord: 

Husic 1129 

If this triad is followed by its dominant, there is a 
different situation . 

l·lusic #30 
11- I 

That progression of two chord.s shows the impulse to go 
further. The second chord, the dOminant, tends to be 
resolved back into its tonic . 

I·lu::;ic IJ31 
-~ .. I 

-
TDT 

'file w'Le f or resolutiorl in the seventh chord or the 
dominan':. is caus~d: either by its third, the leadinG 
note in its respective key. In c- major it is the 
note B, the seventh step of the scale which forces 
the resolution into the eighth step of the scale. 

Husic ff32 

'-' 
Ie' II 

> 

The second force driving the dominant into its reso­
lution is the top note of the chord, the seventh, 
which tends to~ resolved into its adjoining lower 
step . In the key of C the seventh of the domina~is 
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the tone F, the fourth step of the scale, which has 
the tendency to co down to its adjoining lower step, 
the third. 

Husic #33 

II 
'rhe resolving impulse of the two mentioned notes (F & 
B) of the seventh chord of the dominant is so strong 
that these two notes alone with their respective---­
resolutions already give a satisfactory impression of 
the succession of the full chords (dominant-tonic) . 

First , we'll demonstrate the two-voices-version of the 
dominant- tonic succession: 

Husic #34 

Now the same succession in a version for the full 
four voices: 

Husic #35 

CONSONANCE 
DISSONANCE 

The tonic-triad is a so- called consonant chord, 
which means a chord without any~ssonant notes, 
in other words, notes which need further movement 
into their respective resolutions. 

The dominant seventh chord is a dissonant chord 
because it contains two notes seeking their reso­
lutions. Retardatio~anticipation, suspension 
and the use of passing and alternating notes 
either introduce into a chord a foreign element 
which causes the change of a consonant chord into a 
dissonant one, or augment the dissonant elements 
of the chord if introduced into an already 
dissonant chord. The technique we've been describ­
ing brinGs into the harmonic flow of the music 
more dissonances and therefore more tension. 

(Refer to cxa.r.lples fJ27 and 28 ) 

TONALITY 

The resolution of a created tension is the basic 
p:oinciple of tonality. To neglect this principle 
means to dissolve the relationship between individ­
ual chords. 

ATONALITY 

NOW, this type of music is called atonal music. 
Here's an example of a series of created tensions 
without any resolution: 



Music #36 

c 

DIATONIC 

Diatonic music means music that uses throughout 
(dia means through), only the unchanged degrees of 
a scale. This means that in C-major only the 
following seven "diatonic" no.es are used. 

Music #37 

CHRONATIC 

Chromatic music is music which contains besides th~ 
diatonic notes of the key some, or all notes which 
do not belong to the respective diatonic scale. 
You will hear two examples demonstrating a diatonic 
and a chromatic version of the same music sample. 
First the diatonic version: 

Music #38 

F' /I 
J J. - ....J j 

I" I .;J ..;.J 

Y:' r.I 
cL 
&~- - 1- -1 r'-... J-r __ r 
Now the chromatic version: 

Nusic #39 

Band 4: 

INTE • .'WALS 

The space between two notes is an interval. The 
space is measured by half-tones. Starting with the 
uni son of two notes, the flute and the clarinet 
proceed by halftone steps up to the interval of an 
eleventh. 

Nusic #40 

\:.0 

24* t J 

r -L __ --Y. 
~~ 419'[ i'#~ ~- J~:2T 

• " , T ,~ 

#$1.25 ~6Iti,§: : 'W q: I~~: : I 
?' , , g,. - ,. " 1.& 15 I~ I~ I~ ". 
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The next example, played by the clarinet and the 
bassoon, demonstrates the inversion of the intervals 
from the preceding example. 

Nusic #41 

~,A ~? -~ 'f-i ~~ -pi -~ f. 
1'Ii! §:.ij! §! : be;: 'it h!it ~!d 

, 10 11 .12. I~ 1+ 14 IS If> " ,., 

EW VI[:II X l[ 
Intervals which do not need a resolution are conso­
nant intervals. 

Nusic #42 

~~ ~ . g ijg: #0 #0 b; §~ ;' 
I Y y 1?[ .Y!l 

Intervals which do need a resolution are dissonant 
intervals. 

Nusic #43 

Band 5: 

SCALES 

¥~ HI 

X*t.,. 
b: .t.) 
Y[ 

-1[::--(.) =¥II 
][ 

A scale is the succession of tones belonging to a key; 
the range of a scale is an octave. 

CHROMATIC 

A chromatic scale consists of twelve halftones (minor 
seconds.) 

Musi c #44 

R4( rn#r F c-r n#r Tf-jt.i=] 

WHOLE-TONE 

A whole-tone scale consists of seven whole tones 
(major seconds). 

Nusic #45 

The chromatic and the whole-tone scale divide the 
octave into twelve, or six even parts. The follow­
ing scales have an irregular distribution of inter­
vals between the steps: 

MAJOR 

First, we'll take the case of the Maj or Scale: 
The most important characteristic of a major scale 
is the major third between its first and the third 
step. Both, the ascending and the descending form 
of the major scale are using the same unchanged 
steps. 



Husic #46 

,.,. '" 
~'( I J J J J l J l .! ·1 J J J J J J 1 r _JI 
The minor third between the first and the third step 
is the most important characteristic common to all 
types of minor scales. 

mNOR HARMONIC 

Now the Minor harmonic scale: The tonic of either 
one of the minor scales is situated one minor third 
lower than the major scale with the same key signa­
ture . Thus the minor scale of the same key 
Signature as C-major (no sharps, no flats) lies 
one minor third belOW the note C. It is A-minor. 

There are no sharps or flats in C-majorj the reading 
of the A-minor harmonic scale shows one chromatic 
change: the seventh step is sharpened and it re­
r.ains sharpened in both the ascending and the de­
cending form. 

HINOR MELODIC 

The minor melodic scale has two chromatic changes: 
the sixth and seventh are sharpened. 

f.1usic #48 

The chromatic changes apply only to the ascending 
form. The descending form of the minor melodic 
scale uses the seventh and sixth step lowered back 
to the notes according to the key signature. 

D.~ t1jr~r r r WI 
.;., 

GYPSY OR ORIENTAL 

A major scale with the flattened second and sixth 
step is the so-called "gypsy or oriental" scale, so 
named after Eastern-European or Oriental music . 

f.1usic fr?o 
III (',a,ll Jq~~J J J,nij I 

That was a major gypsy scale. A minor gypsy scale 
is a harnx:mic minor scale with its fourth step 
sharpened. 

f.1usic #51 

Both scales are used interchangeably within a music 
piece. 
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Music #52 

1M ... 

(JfLIg:!i)Q!¥.IJ~~ JJJJj) .aL 
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CHINESE OR PENTATONIC 

The Chinese or pentatonic scale is a five-tone scale 
(penta means five). We derive the pentatonic scale 
from a major scale by leaving out the fourth and 
seventh step. 

f.1usic ff53 

Here, is a typical pentatonic sound. 

Music #54 

Band 6: 

TRANSPOSITION 

Transposition means moving a musical piece into 
another key. The following passage played by the 
flute is written in the key of C-major. 

f.1usic #55 

a '* 6MfitWilitit flttji-cd1 
Now, the oboe will play the same passage one fifth 
lower, that is, in F-major. 

Music #56 

_.. . ~~~.~ 
~DJe[qtlr?frli,yt· r 

In the next example four instruments play exactly 
the same music in four different keys: The flute 
in C-major, the oboe in F-major, the clarinet in 
~-flat-major and the bassoon in E-flat-major. 

I 



Music #57 

Band 7: 

POLYTONALITY 

" Bitonality , or polytonality means "two-tonality, or 
"many-tonality". The following example is an 
illustration of simultaneous use of three different 
keys. We are going to play successively the 
three melodic lines. The flute in D-major, the 
clarinet in !-major and the bassoon-in ~-flat-major. 

l·lusic #58 

Now let's listen to all three instruments together : 

(See Music #58) 

HORIZONTAL 

Horizontal, when used in connection with music, 
means pro ceding in time. The following four notes 
create a fragment of a melody: a horizontal line. 

/.lusic #59 

VERTICAL ----
The same four notes played simultaneously produce 
a vertical structure; thus, vertical, when connected 
with music, means simultaneity of musical sounds. 

Nusic 1;60 

I 
A chord is a purely vertical structure, a progrel 
sion of two or more chords contains both t~ 
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horizontal and the vertical aspect. Using the terms 
horizontal and vertical we could define harmony 
as the vertical (chords) and horizontal (pro£ression 
of chords) organization of music. 

HOM)PHONY 

Music consisting of a melody every note of which is 
sustained by a chord is a vertical or ho~phonic 
type of music. (homos means one, unified; phonee 
mean .. sound). Here's a typical homophoniC passage. 
Every note of the melody is sustained by a ehord. 

POLYPHONY 

The opposi te of homophony is polyphony (poly r.1ean~ 
nany) . PolyphoniC music is r.Jusic whose vertical 
structure is created not by chords sustainin-[;--fhc 
melody, but by the simultaneous progression of tWll 
or more melodic lines. 

CON'rRAPOINT 

PolyphoniC music is also called contrapuntal music. 
(polyphony-Counterpoint or polyphonic-contrapuntal 
have id.entical IT.eaning). As an example we del1on­
strate the strictest type of pol~~honic r.Jusic, a 
symbiosis of three identical melodies led in canon . 

CANON 

A canon is a composition in which the second and all 
following voices are a strict repetition of the 
first voice. The voices enter successively in 
ITletric intervals determined by the composer. In the 
following example the metric intervals are four 
quarter-~otes long. 

7 

Now here's a different example of polyphony. Three 
different melodies are played simultaneously, thuS­
creating a polyphonic structure Df thfee free 
melodic lines. 

Music #63. 



IMITATION 

played by the bassoon is a normally forward-moving 
melodic line from its beginning till its end. The 
two upper vOices, played by the oboe and the 
clarinet, are built in the mirror form. This means 
that the second half of the melodic line is the 
retrograde form of the first part. In the score 
only the first four measures are written out, the 
f irst half of the whole phrase. You obtain the 
second part, the retrograde form of the first part, 
by putting a mirror on the bar after the fourth 
measure. This is also the best explanation of 

A canon which does not exactly imi tage the first 
vOice in its other voices is called imitation. 

the reason for the use of the term, mirror form, 
when a melody is played successively once forwards 
and then repeated backwards. 

Music #64 

Band 8: 

RETROGRADE 
MIRROR FOID1 

A melody played backwards is called the r etrograde 
form of the originally forward progressing melody. 
fhe following example uses thre~ voices. The lowest, 
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+ 3603 INVITATION TO MUSIC. Intro. to mu­
sic appreciation & understanding; inc. mus. ex. 
of rhythm, harmony, form; more. For the begin­
ner. By composer Elie Siegmeister. Inc. com-
plete notes. 1-12" LP 

4510 THE WORLD'S VOCAL ARTS. Voc. styles 
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+ 3604 TRADITIONAL HARMONY. Demo. rec. 
narr. by William Geib; mus. ex. by chamber 
orch.; basic principles of functional harmony; 
100 ex. inc. cadence, chromatics, chords, organ 
point, & modulation. 1-12" LP 

3612 TWELVE-TONE COMPOSITION. 
1-12" LP 

....... LL-_3609 

3610 TONAL COUNTERPOINT. 
2-12" LPs 

3606 MODAL COUNTERPOINT. 
1-12"LP 

+ 3607/8 MUSIC ARRANGEMENT. 
2-12" LPs 

3609 THE FUGUE. 2-12" LPs 

MUSIC INSTRUCTION 
AVAILABLE IN TWO PACKAGES; Record and 
booklet alone, or in the CRB Series which in· 
cludes record and booklet plus an instructional 
manual (Oak Pub.) at a special combination 
price. 

8353/CRB7 BEGINNING THE FOLK GUITAR. 
By Jerry Silverman . 8353: 1-12" LP 
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more. Inc. complete dance ins:~'i2" LP 

+ 8827 OLD-TIME COUPLE DANCES. Played 
with fiddle, accordion, & piano. Inc. ex. of waltz, 
polka, schottische, minuet, varsouvianna, & 
two·step; descrip. instruc. 1-12" LP 

8810 THE BLACK WATCH. The Royal Canadian 
Infantry Corps & the U.S. Second Army Pipe 
Band. Pipe & drum tunes; inc. Road to the Isle, 
Maj. Usher & Sandy Duff; more. 

1-12" LP 

DANCES OF THE WORLD'S PEOPLES. A series 
designed for teachers & pupils who need authen­
tic folk dance music as played & danced by 
traditional performers in countries of origin. 
Inc. dance notes & in.struc. 

+ 6501 Vol. 1. From the Balkans & Near East. 
1-12"LP 

+ 6502 Vol. 2. From Europe. 
1-12"LP 
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