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In the beginning was the noise, . ‘

The audible sound spectrum (that frequency range that fhe human ear is e
able to perceive) is a vast ocean of sound waves that ranges from 20 Hz  © o
to 20 kHz. From this immense contimum of while noise, the various S
culures of the world have chosen a few sound waves that were especially ARG
significant to them and with them they have elaborated complex musical il 4
systems, The foundationa] gesture that made the efaboration of a musical U AR
Janguage possible was the quantization of the audible sound contimuum: i o
transformation of a sublle gradient of frequencies without a sojbion of
continuily into a sma] and sefect group of sound waves fhat maintain certain \
Jogical relationships between them, creating a consistent paltern of musical v
intervals, If one of the most suprising discoveries in modern physics 'is fhe
fact that both malter and energy are quantized, it is curious lo 'ngfejhow
precisely the possibility of making a musical journey through the audible sound
spectrum is the yesut of their quantization in a discreet and Jimited number
of sound wave packages that we ca] musica] notes. Moving musically Ehrough
the audible sound spectrum implies jumping from quanfum to ‘quanfum (from
nole to nole, from counterpoint to c«_)lmlerpoini, from chord to chord, {rom

¢

octave to ocfave)
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Gilence is a way of being of timelessness, Without inkrnalf Taensiens,
without beginning, without death: it means tota) rest. Silence i§ one of the

5 names of absojue perfection: sound nothingness. g
' Sound is born when silence is broken, The sound is a vibration that S
runs through the silence. The sound is an allered silence: a flat silence, Ay
The shortest distance between silence and sound is the beal. The pulse is BT

the smallest alteration of the silencer the beat of your heart, its wvita
pusation, With the pulse, silence is born to temporality, This new sounc
regime that opens the pulsation will consist of a dialogue between silence and g
sound, The creative game between fension and rest begins, apbeit in its mosf
elementa] and predfcfab]e variant: puse by pulse.
The temporal dock of the beat, paradoxically, marks with its tireless
: ticking a timeless conception of time: fthe elerna) return of the identical. A
; totally reversible time, symmelrical and without enfropy. The order “of
| pulsation is governed by a monotonaus yepetition, Tt is time fhat passes in
a completely regular and periodic way. -A pulating system is almost perfect,
Although not as much as that of silence, Jt signifies the beginning of a
new form of order, just a Jithe more imperfect than that of silence: a
regular, systematic and repetitive alfernation between silences and | beat, Ai beat
is the inlerva) that separates bwo silences, a silence is the interval Ehal
separates two beals,

The pusation . inaugurates the sound order % ﬁleh"
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Metronome walking is not yet a musical displacement in ',f'ime, Time e "“;:"g
travel in a music)] way implies an alleration of the order of fthe pulsation. j

The rhythm is a system of accentuation of the regulay and repetitive ; -.
temporality of e pulsation, oo
Rhythm is a form of tempora) opder, but not as perfect as fhat of o 25
melyonome monotony, By accentuating a few beals even more steadily, the i 4

perfection of the od order of regular intervals between silence and sound is
broken, Rhythm is a new way of diadoguing with silences the phythmic '
pulsation, Walking with compass is afready 2 musica] way of fraveling throug
time, The rhythmic texhge of a musical work is a complex system resu)ﬁng
from fhe interaction of four main elements: fthe tempo (bpm), the compass,
the musical figures (the duration of the notest whole, half, quarter, eighth
notes ..) and the rhythmic patterns generated by percussion insh'umentg
Probably the oldest musical manifestations of humanily were of a rhyfmic
nature, With permission of the voice (ﬁs prosody, melodic intonation and
variations of sylabic or voca heights). Some form of synthesis of instrumenta)
thythm and voca] mejodic woud be at the most remole origin of musical
sonority: the mother ce] of ke musical fact. Melody and rhythm are ﬂle
most common ingredients shared by musical fraditions 'around  the warlci1
Instead, haymony is a [Jess frequent feature,

Alhough it s possible to. produce a musical_cor
thythm  (without, mejody or. harmony, or even ‘instru
performed with fthe hands or feef), the opposife is *mpossib]e—:E'wiy E
nole, every harxmm,ﬁ‘ dm]'d has a duration in time, “
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a cerlain rhyﬂ'[m, however monoloncus and repetitive it may be, Tiwfe >N
’h?ia meody or harmony without rythm. 5‘
The beaf is the dock of musica] time, But his relenfless Hcking o;nly
conceives fempora]ffy as an eterna] relun of the same. The kue musical time
is only*born with the bar. The bar is the big bang of the birth of
musica] spacetime,
I'l tak about bar because, although it doesn't exist everywhere and hasn't
aways existed, it has become a kind of universa standard for elementayy beat '
accentuation, By fhis concept ] refer to any basic form, more or ]ess
constanf, of rhythmic accentualion of chronojogica) time, The same ens P
with the concept of beat and melronome fo measure time, whfch ageu re]alw P e
recent, to refer to the non-thythmic chronological dack. E
The bar is a rhythmic ostinato that transforms the cfu*ono]agﬁa} Hme of
the metronome (Ehe dock of the absojute monotony of the beahg}' nlo ﬂ{e ” #
musica] time of the fhythm. Jt is a thythmic paltern of accenfuation of . .,I;‘ i
pu]ses in e form of an ostinalo that constitules fhe first great rhythmic '
base fhat sustains the temporality of the entire musica] work, -And that by 4
interacting with that other source of musical temporafity that is the musical SV
figures, it wil end up defining the complex rhythmic lexture of a work.
Rhythmic ostinato that can be lemporarily suspended Hrough resources such as 3:::7 |
syncopation o setback, among whose faculties is the power to break bars. N
The measure is the basic unit of measurement of musica] time, A palte
of voiced accents fthat fransforms a monotonous sequence of beals into a
rhythm,
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The origins of the wesfern musica] system go back to Greek reﬂec;fians an*’
the art of sounds, Pyﬁ;agoras was fhe one who inauguraled the path of e

intervalic refations that characterize our diatonic musica] system. His. absemalions U

on slring vibrations and the interva) rejationships between the consonant  sound

waves fhey produce have been deepened and expanded by modern acousties, Jn ’

addition to the physical foundations of Western musica] Janguage, Pythagoras
ajso established the metaphysica] foundations of e musical Janguage of medieval
modes: the perfect consonance (diapason or octave, diatesaon or fifth and
diapente or fourth) as a sound resonance of fhe harmony of the spheres, a
represenfation of e geomelry of the universe conceived as a mathematica)
harmony of perfect musical intervals, A mathematics of sounds that haymonized
with the orbits of the planets, Number and geomelyy, the two fundamenta)
pilars of mathematica] thought, that were finaly able to merge with the
physical wopld in the perfect chord of the “universa] Jaws” of movement
thanks to that 7th century Pythagoras that was Newton. The dream come
true of a mathematica] representation of the harmony of the music of | the
spheres that waud give bith to modern science,

This mystica] conception of musica] aesthetics, be it in ibs Pyﬁ'(agoﬁean or
medieva] variant, woud have as a consequence to privilege the perfect
consonance and to consider Jegitimate only the octave, fifth and fourth interval
relations, The authentic music of the celestial spheres
The medieva] reworking of the eight Byzantine modes (okloechoi) present in
the Jiturgy of the Greek Orthodox Church in the form of fthe eight |
Gregorian or ecdesiastical modes of plain singing, adopling fhe denominations
of the ancient Greek Tonoi (ionian Dorian, Phrygian, Lydian, Mixolydian,
Aeolian and Locrian) inaugurated the great synkhesis :inodern musical | theory
 that woud lead ‘to the tona] system, P —




The Greeks created the diatonic alphabet (dtatonikds: through the lones) of

« e western musica] Janguage. For a whole millennium (Mid&!e Ages and
Renaissance:)' ‘western musica] practice was based on a system of modes, The
key ifseff woud not begin to be established but from the Baroque and for
three centuries it woud become the foundation of what is known as'fhe
musica] period of common practice (]7 th, 18t and 19t cen(:uries: Baroque,
Classicism and Romanticism)

Byzantine Fchoi and Greek Tonoi were born the Gregorian® Madej

The ecdesiastica] oy Gregorian musica] system consisted of eight modes ”
consisting of two asending lelrachords (unlike the descending Greek tonoi).
Starting from the four authentic modes (Darian or Protus authenticus, i
Phrygian or Deuterus authenticus, Lydian or Tritus authenticus, Mixolidian or L
Tefrardus authentious) the four plagal modes were formed (Hypodorian o 5
Aedlian, Hypephﬁgian or Locrian, Htpo]idtan or Jonian, emixo]idian) |
displacing the upper fefrachord below the first note in the aufhentic mode,
Fach mode had bwo prominent notes: the finalis (fhe tonic in the aufhentic
modes) that used to be the note with which the
song ended and the repercussion oy ftenor (the fifth in the authentic modes
that was constituted in the center of the slying of recitation of the mejody.
Scrofling through the white keys of the modern piano you can fake a four W )
of the ancient medieva] modes: Jonian (from C to C), Dorian (from D . ‘
to D) Phrygian (from E to :E) Lydian (from F to F) Mixolidian
(from G to G), Aeclian (from A to A), Locrian (from B to - B)
The diatonic system that characlerizes the western musica] Janguage is a system
formed by seven different notes distributed in five tone and two halftone
intervals, In the moda) system, each mode has ifs own interval personality (a
particular  distribution of the intervals of ftones and semitones that make it
unique) The one-step skeleton is really nothing mope than - the, x-ray of the
inner universe of ke tonic (}owesf noie) Any musical -nole is a sound ¥
wave made up of various simp]e waves, The Jowest single wave (Ihe one '
with the Jowest frequency) is ‘the strongest or mosf i (Ehe one .wifh

the Joudest va}mne), and is° the one that gwes ET wave of note - its name,

In musica] acoustics, fhe group of simple waves that accomgany Hﬁs ]owef

” r ;-
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wave are caﬂed harmanfcs In addition to being a key element sin
deerminiig the timbre of a sound, it wil be fhe peculiar distribution  of H{e
harmonics - of each wave that determines the spine of intervals that wil give
" each mode_a particlar sound color, depending on where e bwo semifcnes
are Jocated.

gnian T-T-s-T-T-T-st
Dortan | T--T-T-TT o«
Phrygian T-T-T-+T-T ¥
Lidian T*T-T‘-SE—T‘-T‘-SE Vel i
Mixolidian T"T'sf‘T'T*-sﬁT . | ;.‘.}‘3.' ¥
eolten TeT-T4TT ,;‘:4
Locrtan TT-T-T-T A

The medieva] modal system consisted of seven distind modes, each with ils &

own interva) personality. -Alhough they a) shared the same seven musical i
notes, whal made them unique was the arrangement of the halftone intervals: | ":-;: :
their peculiar interva] syntax, the frue backbone of the mode, which was '
nothing but the x-ray of the harmonic inner world of its fonic or nole
more Jow (C in the Jontan mode, D in the Dorian, E in the Phrygian,
F in the Lydian, G in the Mixoydian, A in the Aeclian, B in fhe R
Locrian) Because every musical nofe is afeady in itself a chord harmonic, a v
compound wave whose sound is fthe resut of Jistening to a] of ils simple :
. sine waves at the same time,
4 If ke origins of medieva) modes go back to the musica) reﬂediojs of
| dassica] Greece, to the synagogue singing of the Jewish ftradition and to the RN &
Byzantine [iturgy, the fexture of its particulay sound universe must be sought A
in its own conceplion of the ultimate meaning of the a
world and of Jife the song of the Jost paradise of the music of fthe y
spheres, The initia] preponderance of the human voice in ﬁle early stages of | N
the development of medieval modes was due fo fwo causes of force majeure, 3
derived from the context in which they originaed: heir subopdination to e
liturgy of sacred texts and e prohibition of ,ﬁe “E “of insh'uments d’lq'ing
© religious services, _._f—;L;-j
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Fecdesiastica] or (Gregorian chant was monophonic. They af] sang the same
song in one voice (same notes and identical rhyﬁlm) This unison movement
through  the melody produced a perfet harmony. Quite a hymn fo the music
of Ihe spheres In tis heavenly music, origina sin look the form of
dissonance, The tritone, shaped by an interval of diminished fifth of
augmented fourth, came Eo be considered as “diabojus in musica”. The peace
of mind of those who had exiled themselves from fthe “wopldly neise? to ;}." '}“i

recover fhe harmonic happiness of e Jost paradises, shoud not be. dishq'beé'r | ]
by te apple of discord of earthly dissonances. Sound consonance ‘was lhe Al '
cornerstone of fthe musical meaning of existence. In fact, the ‘history of ’ "4
western music, from fhose remole origins of medieva] monophony fo e L ﬁ.».,,v.?.'#

present day, is nothing other than the cironide of e expulsion from 17“
paradise of perfect harmony. e
With the homophony begins the arduous path of the melodic bifurcation that

woud cuminate in the Renaissance polyphony.

The voices separafe athough not to face each other. They just take parallel

paths, They no Jonger move in unison block as in monophony, but they st

relain a high degree of consistency: the different mejodic Jines move at

infervals of perfect fifth and fourth (jater also at infervals of fhirds), which

are the most consonant distances . And they do it at the same rale: the |
sound frequency varies but not fthe duration of the notes, The polyphonic , R
counterpoint will further accentuate the effects of this expusion from fhe Jost
paradise of the music of the spheres: in addition to the bankruplcy of the
archaic mejodic unily, it wi] demand the crah of the thythmic unily, |
Different voices wil not only have to sing different notes, but ey will also
have to sing at different rhythms, With the aggravating circumstance that
passige will be prohibited, with some exceptions, aong the easiest and most
consonant melodic paths: parallel octaves, fourths and fifths, Qﬂle a sound
engineering challenge to achieve the improbable: a set of disparate voices Hhat
sound in harmony, If the idea] of monodic singing of medieva] modes was Hery
“unitas simplex” (unity fhrough similarity), the idea jof polyphenic singing of |
Renaissance mades wil be "unitas multiplex” (unﬁy disfinct)
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The con&'apm&a] texture of Renaissance pojyphony demands a sound
architecture as complex and monumenta) as that of a (othic cathedral Jt is
somewhat paradoxica] thal, in a musical genre of which fhe conlrapuntal
polyphony Ereahses emphasize the melodic freedom of fthe different voices as
the main characteristic, it is so saturated with prohibitions and forbidden
paths, Confrapunta] freedom 1is more like probation than free wil. The
independence of the different polyphonic voices is achieved only by paying a e
high price the mutua) vigilance of aJ voices among themsejves, ~As ﬁlere is %;’ 3
no hierarchical relationship but one of equality between o~ »
the voices, none should stand ouf among the others. The counlerpoini is |
usually dclassified belween musica] genyes centered on the axis of horizonfa) o “4!
melodic displacement, as opposed to harmony, which would favor the vertical ‘,,3.' ’:
axis of chords or simufaneous sounds. But this is somewhat /miseading. The T
fact that tere ape severa] different mejodic |ines does not diminish
the need for the behavior of the group of notes that sound simuftanecusly to
present a harmonic behavior. Unitas multiplex: in pojyphonic lexture, mejodic
diversity is as imporlant as harmonic unily. Jt is an ordered choreography
of musical voices (focused on the sound registers of bass, temor, afto and :
soprano) that move fthrough the staff together but doing differenf things _ (from
the point of view of frequency and rhyfhm), where the melodic diversity of ‘

AL - ”

iy,

the parts is as important as the harmonic unily of the whale, What wil
vary in the different slyles and confrapunta] periods will be the <conception of

what is considered in each case a harmonic set of disparate voices, some 1
dissonances admilting that other more severe slyles or consonants would | fule |
out, n general, confrapunta) polyphony had greater tolerance to dissonance fthan
medieval polypheny. Converted the ecclesiastica] monophonic melody into a
cantus firmus with which other voices interacted, the organum, polyphonic pivot
of the -Ars -Antiqua, originaly only aflowed intervas of perfect haymony
(elghf?n, fourth and frffh) but from fhe eleventh century, with the organum
flowery or melismatic, it will begin to accept inlervals of imperfect !
consonances (fhird and sixth) and the discantus conlrary - movements. The
different species of the strict counterpoint set the m of fhe confrontation
of the voice or voices in counterpoint (wiﬁh to,) the 'cantus firﬂms
that used to have the duration of a round) acco?ad\g to the dtq:aﬁon of
the musical figures of its: measures (round, white, b]ack) :E,yen ﬁ1e fmﬁkind
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| 'broke the regu]arify of the beat of e compass through the syncopa!ion (l:hus

creating a certain dissonance, fension or rhythmic frregu}arify) A musica)
discourse* made only of perfect consonances and rhythmic regularities ends up
faling into monotony, It is the tensions and dissonances that provide
movemenf, variely and dynamism, That is why the musica) Janguage has been
progressively opening up, from ifs consonant fools in unison and oclave of
the strict monophonic song, at more dissonant intervals. Intervals thal, within
a moda] conception of sounds, i was preferable to prepare and resojve, fhat =
is, lo approach them gradualy and escape from them as quickly as ossib]e ', :
Thus, while the -Ars -Antiqua of polyphony privileged the intervals” l:ﬁaf offered é L
perfet harmony, -Ars fNova and Renaissance conlrapuntalism wil vela precisely i 'j
fhose ancient polyphonic paths (eighth and fifth paralll) and will " privilege i 1
imperfect consonants (third and sixth) SIS T A
Being slyict in definition, the lerm monophony should be reserved for a .?:
sound texture consisting of a single sojo voice without accompaniment of any o
kind, Voice in the broad sense that includes any instrument and not the p
restriced sound emilted by the voca) copds. There are pojyphonic instruments |
that, Jike the keyboard, are capable of harmonically accompanying themsejves: in
this case the monophonic use of the instument would imply using it as a
mere melodic instrument, Because monophony is the musical ream of mejody.
In its most essentia] state, pure horizonta) movement on the staff. What 15
usually caed monophony, referring fto the origin of the western moda) system
in the od plain chant, is actualy afready a primitive form of pojyphony. Jt = -
is a polyphony of octaves, The moda) system began as a hybrid between
melody and harmony: a meladic polyphony, a harmonic melodism: a chorus  of
voices that sings the same noles at the same thythm but with the musica)
bul] of being able to do it in different octaves, What we generally ca]
monophony is acluay octave polyphony, a polyphonic melody. This incipient
musica] polyphonism of plain singing wil progressively be expanded with fhe
polyphony of fifths of the organum and finaly with the advent of ]'Ars
Nova (and its taboo on e old polyphonism of oclaves and fiﬂhs) and the
establishment of fthe new pojyphonism of fhird i sixths (with a very s’y
restrictive harmonic use of fifths and aciayes) we will reach that golden age '
of harmonic polyphonism that [ was the Renatssame ¢ oint, | Thus; the
moda) system, which began “with melodic polyphonimj up bg_cgtrning the




. desribed 2 an- exercioe in musica] writing more dosely Jinked fo e

horizonta) deve]opmenf of the melody than to fhe vertical development of |
harmony,” in reality the opposite is frue: the polyphonic counterpoint was a
death senfence for the melody, , but the fact of promoting the polyphonic

« writing of lolaly independent melodic voices and in tola] equality, ends wp

wilh el Tenk Gt Hhey 4 cancd eah alher oub andiifreals’ia itk iaEREN
texture of pure harmony, where it is alyeady impossible to  dearly distinguish '

a melodic Jine that can be remembered That is why i is so diffielt to ;:«f-
hum a counterpoint piece. Jn fact, lonality arises when the majestic M A
edificc of Renaissance harmonic polyphony begins to crack and mﬁqﬁc e Al ri
polyphonism begins to assert ilseff again. A new melodic po]yphafﬂim y ol ""“

unfike the old medieva] polyphonism based on octaves and fifﬁw"%:ﬂl “now ( ‘{“- !
rotate around fthe Joop of thirds, what we cal chords (f:riads Isevenfhs | J"*’W’ -
novenas ..). The advent of ftonajism constituted the beginningof the end. of = °
that ma]‘estic ream of pure harmony that was Renaissance polyphony and the oy

beginning of a mew sound paradigm more focused on a new melodic «g
polyphonism (ar polyphonic me]odism) P
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The Baroque implies a luning point in ke history of the mﬁca] g o r:
Janguage of the West. t represents the beginning of a new ancﬁ unigge il e
musica] system that wi] become a frue sign of its own idenﬁtyx the tona] :ﬁ’q
system, -An origina) system of musical composition that for three cenburies wﬂ) "“"‘ “g
become fhe foundation of what is known as fhe musical period of common i |
practice (']73}, 18t and 19t centuries: Bayoque, Classicism and Romanticism) y "'

[f we had to synthesize in a sensationa] headline the beginning of the chain __
of traumatic events that for the history of musical polyphony was going to i1
suppose the Baroque period, it woud undoubledy be fhis:  basso continuo £
kiled the counterpoint star. Because the turning point at the beginning '
the Jong process of metamorphosis that was o fransform the old  confrapunta] W&
polyphony into the new fona] polyphony was an idea as seductive as it was \
defusfonal: frying to make the squaring of the cirde a reality. Or speaking E
with more property: the square of the friangle, = 3

The tables of the musica] Jaw of the point against point with which the _
polyphonic plot of the Renaissance displacement of the voices by the pentagram
was woven were going to unleash a sirange phenomenon fthat probably was
not confemplated in ils founding statufes: the crystalization of the point
against point in chords . The haute  couture of the cqnﬁ'apunfal infeﬂ;%ing of
the harmonic weave gave way fto fhe ready-to-wear of the chordistic
interfacing of the harmonic weave. This singulﬁ; fi %an &p ‘Jay ,fhel
. foundations of what would be one of the fun'&m pﬂlars on w%ch fona] D
polyphony is based ﬂle ]oop of thipds (creaﬁng the haym fic ]an&&pe oﬁ U2 e A
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« to fit this novel reinterpretation of point against point with friad chords
with the need to mainfain the venerable choral fradition of four-voice
writing, >

It is this mystery of the holy  quaternity (a polyphony  with fm;r va&:es, y g7
but only Hyee true ones) that woud mark e passage of the anciénl 4" y“
conounterpunta] polyphony (far which the doning of the voices wqb]d be, an a
act against nature and an altack against fthe musical heritage of mankinﬂ) of " 5‘?:4
the new tona polyphony (great Jover of the new harmonic play of third o ‘f-p‘*"' 5
Joops and replicating voices) One of the most slriking resuls of this new |
harmonic play was that the two interior voices (Eencr and a]ta) Jost ’ ""'f:"-?
prominence in favor of exireme voices (bass and soprano)

The shorthand of the figured bass indicaled the filling of the chord that i
accompanied fthe jumps of the Jowest vaice, the fue center of gravily of the =
new baroque polyphony. If in te underground of the tonal pentagram B
voice of fhe bass began to shine with ils own Jight, in ils skyline the
role was undoubledly for the soprano voice, which began to receive a] kinds.
of melodic altention, Starting with the so-caled sirange noles to the (riad
(passing notes, embroideries, supports, defays, anticipations) and ending with the
decoration notes and ofher melodic flourishes that only increased the prominence
of the superior voice that stood out for ifs dynamism and mejodic [iveliness
, on .a harmonious background Jandscape, of slower and more corsel movements
| in displacements between precast friad chopds,

On the other hand, it coud be ‘said that tonality is the 'daughber 'of

modality, and that Jike aj descendants it oscifates between fhe will o
; perpetuate and the wi] to rebel against fhe inheri e of ils parents, lin the
"‘  day to day of musical practice, a phenomenon"ha& emerged that was  difficult
to ignorer not 3 glodes were equally appreciated. Some }efe wcwerv&\éluﬁng
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_""f used, am{ _others had fa]len into ob]wion or indifference., Among the. mqsi fl.:(
¥ Al - popular, - wifhout a doubt, were the Jonian Mode and its refative minoy, e

“  Aedlian Mode, They had ended up becoming the bue stars of the moda)
system, Fhe new musica] system of fonality did nolhing more than recognize
its indispulable role. And he did it in a drastic way: hgning 2] the olher

* modes inlo replicants of the Jontan and Aeolian modes. To achieve Hhis, it
was necessary to infroduce five new musica] notes, the non-diatonic semitones
(fhe black notes of the piana) that only represented afterations (sharpg _and
flats) of the nahma) notes that aflowed to replicate the interval struchure of - =0
the Jonian and -Aeolian modes in the bosom in any other way. Jt cou]d ﬁ ﬁ" 'y

said that tomality is a neo-modality where only the Jonian and ~Aeo]ian ]
modes have maintained their interva) personalily, lfransforming a e other ‘ ’ 3"4
modes into mere replicants of fhe former. The modal system Qf SR it ?,‘:.f
different modes, with its own diverse personalities (fonian, Dorian, Phrygian, ok«
Lydian, - Mixolydian, Aeolian and Locrian modes) thus became the 24-tone &

tona) system (major and minor bifurcations of the 12 noles of the octave)

which were nothing more than replicas of the interva) skeleton of fthe [Jonian
mode and ils refative minor. The Jonian mode was caed the key of C

(major and minor), the Dorian mode became the key of D (major and

minor Dorian replicant of fthe Jonian and Aeofian modes), the Phrygian

mode became the key of FE (replicant Phrygian), the Lydian mode became ‘
the F key (Lydian replicant), the Mixolydian mode became the G key s
(Mixc]idian replicant), the Aeolian mode was renamed A key and f:l’le4

Locrian mode became the B key. ]

But tonality is not only the replicating daughter of the modality, it is also
the natura] daughter of the devil. What was it that made the Jonian Mode
and its relative minor, the -Aedlian Mode so allyactive, so irresistibly
seductive The alternation of major and minor modes was so  significant that
it retained its pelevance in the new ftona] system, In fact, what in EOM
; Janguage is caled mode is precisely that bifurcations |the majan) mode and fhe
: minor mode, -And the knot of this moda) duality i "in’ the' fhird nolé of
the scaler if it is Jocaled at an interval of four semitones- (greéfér) w:ffh
respect Eo the tonic or at a distance of three semi&anes y’(]ess) '
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But fe true key to the fascination with the Jonian Mode, the most
popular and appreciated of the ancient medieva] modes and the tmdispuled
scafar cenfe of the new tonal system (in the form of C N[ajor), must
reside in fthe peculiar configuration of ils interva) skeletons

-

CODMEWFMGMAMSBE@C 4 =
that is to say, the interval formmia f.. ,"' < me
Bl - T - T AT - W b ;“:4

that served as a backbone lo Iransform fthe twelve major possib]e shades of”"* ‘;\..
the new lona] system into replicants of the natura] major scale, To achieve

the twelve minor tones, the replicating interva) mode] was the od wind ,,.
mode, the nafura) minor scale. o
T-¢-T-T-¢-T-T 4R g

With time and practice, a dissatisfaction became evident regarding this minor =
interva] scheme, [t did nol fuly meet the harmonious expectations  of the :
aesthetic of sonic ftona] faste, To the extent that it was considered necessary
to develop a new minor interval skeleton (whfch was only fhe ﬁal:ura] minor
scale but with a slight modiﬁcaiicn) the harmonic minor scale |

N Sy (e oy PG =

g The modification consisted of increasing the seventh degree of fthe scale by
: one semitone to achieve an interva] of Seventh Major with respect to the
tonic (e]even semifones) .This slight rearrangement of the minop interval
skefeton solved the harmonic problem, but generated a new melodic prob’em
The melodic Jine formed by ‘an increased thipds fol by a minor ?yjré
 generaled an exotic sound that  was reminiscent'&of- Fiash‘:rn and qArIb
~ scales, To so]ve i, a new interva scheme was created (fhe"ﬁfelalm nqr!
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<t A sca]e) which added Eo the alteralion of the sevenfh degree the modification - of
the sixtti degree in a higher semifone

Rl st ee L P T - T T’ &
The result .Qas the creation of a “minor” intervalic skeleton (B'le melodic
minor scaJe) which was achally a mixed interva] skeleton formed by a ffrsl

erachord ypicl of fhe minor sces (ird minor) and a second leadiond
more lypical of the major scales (major sixth and seventh) More fhan a “,,- | f "

minor scale, the melodic was a hybrid, andjogynous, heymaphyodie scale, }3‘ ]
the same time minor and major. -A “monsiyosily” thal was only the  result it o ':4

of the need to oblain a major seventh interval] to harmonize the minor scé{e .,r :.#
with the new musica] aesthelics of the key. If the lona) systtm had a secref,
practically irresistible charm, the key must reside in that seventh major degree : .....

v

typical] of fthe ancient Jonian Mode. Because not only had this Jonic interval
spine been fhe idea) mode] to build 2] the new major keys, but it had ako
caused a profound metamorphosis in fthe interva] scheme of fthe natural minoy
key (based on the Aeolian Mode) sa that its scale presented a second_ half
of a2 much more Jonic than wind nalure, with an indisputable Seventh
Meajor.

What new sense of musical harmony was expressing tonal aesthetics? How
was it different from the old harmonic ftaste fypica] of moda] systems?| The
axis on which the tona) harmony pivols is fthe chord. A minimum c% three
different voices or noles sounding at e same time, -A polyphony of vaices
that form a harmonic ensemble, A haymonic ensemble, but one that was
somewhat different from fhat generated by the moda] counterpoint, Tonal
polyphony had its own semse of harmony, which by inbyed deformaﬁoni would
become the quintessentia] haymony, as if modal polyphony did not thave s A
own sense of harmony, which athough differenl was fus& as walid as ﬁ}&l
generated by the new tona system. Chordistic s fo tona)  system {vhaf

~ the counterpoint to fhe moda) system 1ist a method fo harmonize “diifg’enf ‘
voices of soundfrequencies Because in bolh cases, what isfadﬂeve& 13: for"';"'
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. tis trend of harmony buit on chords to privﬂege ﬁ1e musicaJ iaxh;{e lof ﬂle

create a set of compmmd sound waves {a counterpoint, a .chord) from
simpler musfcaJ notes or sound waves (whtch in lyn are ajready a harmonic
set of st waves simpler or smusoidaJ) If a musica] nole is a harmony
made up ~of different voices o frequencies cafled sine waves, a friad or
counterpoint woud be a harmony made up of different voices or fyequencies
cafled musica] notes, . r_,

The basic form of a chopd is caed a lpiad, and it is a harmanfc seidgf- 9'(«{
three different voices or notes inlertwined al Hipd intervals (Et[e ﬁrsl ‘or : ‘ x";a
root, the third and the fifth note). The most elementary way to e)abe?ate the “-:4
harmonic }andscape of a key (ﬁs harmonic playing fie]d) wil bé to cenﬁguq‘e a ’,{‘g‘
the various possible friads based on each of ils diatonic notes, In te case ek
of the natura) major scale they woud be C-E-G, D-F-A E-GB, FFA- -
C, G-B-D. A-C-E and B-D-F. Which would correspom{ to te tonic R
triad (grac{e [ of the scale), supertonic friad (grade I), mediant triad (grade

HI), subdominant friad (grade IV), dominant friad (gra:fe V), triad of |
superdominant (grade VI) and friad of leading-tone (grade VII) Tonally -
harmonizing a scale basically consists of elaborating a harmonic weave by e
intertwining third intervas. With the possibility of breaking the harmonic
monotony of fhis Trinilarlan mechanics, occasionally infroducing somewhat special
triad chords: suspended chords (whid\ alow varieties of friads with second op
forty and fifth) and inverted chopds (which inioduce harmones with | infervals
of third and sixh and fourth and sixth)

The mystery of this most holy harmenic trinily (three different voices but A

one frue chord) is the magic formua for fonal harmony, To which should '
be added a fourth upper voice, which woud be in charge of e)aboraﬂng the

main melody, with respect to which the triad chord woud function” as|a

harmonic accompaniment, or harmonic backgrmmd pe on which be

melody would move, generaly ‘in a register mofe it s precise]y

oy
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. system: seven different notes, twelve semitone inferva]s,, beginning and. ené[ing

accompanied melody, which would differentiale the tona) system from Ihe

conh-apm’fa] polyphony. The confrapunta) texture of four veices of equal

relevance that were monitored each ofher, has given way lo a fexture in

which the=dhree Jower voices are siyung together more siyongly, in the form

of pre-established chords (than in fheir most basic configurations, friad and

terad chords) and become fhe harmonic accompaniment of a fourth weiee, S
generally higher pitched, which can move much more freely through: E[e ; gf
pentagram when drawing its melodic Jine. Hence, it is common to speak,; i L ]
the tona] system, of harmonizing a melody. The unsupervised freedbm &pf ‘
one of the voices in the tona] system manages to oblain, is reaﬁzed at fhg i : jg.’“q%
cost of chaining the other fhree voices in chord blocks that are subordinale o F
to i The harmonic lexture of four voices on probation (in the moda .
system of confrapunts] polyphony) has been transformed (in the new musical q
order of tona) polyphony) into the harmonic texture of a voice moving freely

among a soundscape of voices in chord, made in his image and Jikeness.

The tonality differs from the confrapunta] modality not only in ils haymenic
vaice texture (four vaices on probation vs, chord me]atfy), but asa in ibs
syntax, The syntax of tona] harmony is based on a peculiar progression and
cadence of the chords. The magic formula of the progression of “the chords °
of tona) harmony coud not be simpler: tonic - dominant - tonic (I - V- I)
But it has tuyned out to be the master stone on which the entire {mmense
building of the musica] key, Tonic chord, dominant chord and lonic chord, a
simple harmonic progression that has afowed the elaboration of complex and
fascinating musica] works, What is your secret?

A scale is sti] a melody: a journey fthrough the noles of a key.  But his
itinerary is specia] and relevank: a p;:ogressfve arrangement of  the music%&l

notes starting from the Jowest to the highest. -And if we add e first one,
twice the distance, we oblain | the oclave merVQ, iy ‘kﬂ pattern of the tonal

with the note that bears the same name: C-D-F-G-A-B
fhe Jast note of an octave is at the same time fhe,f
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gives [he octave paltern a Jooping nature. The key organizes the audible
sound sf)'ech-um info a Jooped octave slying. But an oclave is nol only a
spiral stafrcase in the form of a Joop, it is ajso, in some way, the
expression ~of the sound DNA of its tonic (iis Jowest note) It represents
the interval] order of its peculiar inner world of harmonics, -And in fthis
inner world of sine waves. from a musica] note, there are some especially
relevant relationships. The sine wave that is most similar (excepf unfson and g,(' ; "
octave) fto the fundaments) one (Ehe Jowest and which gives the ‘note its e
name) will be Jocaled at a distance of 2/3, which when dep]ayed in ,,me y
octave skeleton of its octave wil] occupy the fifth step of Ble scale. And ¥

then the fourth ome wil be placed, from time to time, That’ is why the ’“ “4#
fifth and fourth degrees of a scale are considered as lona] degrees, that is,
noles thal reinforce the Joudness of the tona] center of the tonic, because ‘,-,
they are the most consonant after unison and octave, While fhe ofther degrees

of the scale, because they provide certain different sonic nuances and enrich

the tonality, they are considered moda) degrees. The special relationship I
established between the ftonic of a scale and its fifth, it comes from fhe
particular inner harmony of ils sine waves, -As we] as ils union with fhe |
third, major and minor, to form friad chords (1-3-5) The musica] Jaws of W
the key are not completely cufura] and apbilrary, somehow reflect physical |
realities of the inner world of musica] noles, each of which is ilself la

harmonic set of sine waves plus simple. :

I, on the one hand, the fifth degree (G in the scale of C major) 1)
maintains close ties of consonance with respect to the fonic (C), being
ajmost Jike brothers, on the other hand it reveals ilself as its great enemy:
it is te center of the dominant areéa, antagonistic region of ' the Ionié area,
From e harmonic point of view, a tone scale is a sound space fhaf
comprises fthree major regions or areas, which ux'n_a ,iHemp]icakd relationships
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0 between them: the fonic area (formed by degrees [ IM and VEC, E
4) fhe dominant area (formed by degrees V and VI: G, B) and fhe
subdominant area (formed by degrees II and IV:D, F) The rejationships
that maintain* the first and fifth degrees within the tona] system they could
only be described as ambivalent, Jove and hate, The consonant atfraction that
they fee] as twin finfervals .is nol inferior to the harmonic breaﬁﬁng haf i s
they experience as anfagonistic chopds, Because if fere is a sigmficanf Eona] &(’
conflict, a chord way, it is undoubledly the one between the Eonic ‘area  an 1 'ﬁ
the dominant one, Their harmonic personalities could not be more dispaﬁ(e* ;
everything that expresses relaxation in the lonic chord, expresses iension in e & g
dominant chord. -And it is paradoxical, because the fifth grade; s part of H[e ‘#m
tonic chord ('} 3-5), but when it builds its own chord and becomes the X/ '
fundamenta) note it is when it reveals ils hidden face. Fspecialy in the iy
tetrad or seventh chord: 1-3-5-7, which on the natuyal major scde woud be
sol-si-re-fa, It is then when the Pandora's box openst the Dominant Seventh
chord (W) is the great antagonist of the Tonic chord. -And, deep down, r

that conflict does not arise from the fifth grade itself, which does not “cease

to have a tona) sound, but from fthe slrange companies with which it
assoctates to form ils harmonic seventh chord: the dreaded chord ‘diminished
fifth friad (] ~b3~b§), which indudes a fritone (B:F), an inlerva) spanning a
distance of three ftones, and which from the remate origins of the medieva)
mode system was regarded as the sound of i demon (diabojus in mﬁsica)
for his specia] dissonance,

The key element of the tona] octave is often considered to be the tonic

(st degree), defining # as a gravitationa] center around which a the ofher
notes revolve, just as fthe planefs revofve around fthe sun, The 'fonal manardly
would have been constituted to the greatest glory of ﬁle undisturbed reign of
the tonic, After af, the octave interva] skeleton/ is a_reflection of its

~ harmonic inner . world, But while seven distinct - rii? coexisted " in sihe
moda] system, the fona] system has been built around on]y one of é\ems e g
Jonian = mode inierva] persona]ity - R e

h i ,;‘,

. L AN s
LBIEN o, o D
L Vi e et . ,
’ ! & 3 e
3 v o ". e 2
4 w Whil, oS e
\
v

TR O e | 3 g -
BT X e - o — l!.‘lll:-—:»—-




®  Personality that a] the other shades ended up adopting (tolaly the major
ones, partiay the minor ones) transforming themselves into Jonian replicants.
This Jonian personality is one of the keys lo fhe tonaily, a faifhfu] -
reflection of fthe inner world of ifs Jowest of ftonic note (C) Buf jusi as ;I,
important as the tonic, it tuned out to be ke fifth, with whidy he haé;;ia- # q
complicated refationship of Jove and hafe, of attaction and repu]sim, in a ]
way, the octave tona] actualy presents two gravitationa] centers, fhe ion‘i'é" and 5’:4
the dominant, of the conflict from which a good part of s ¥ musica) AN ot ;5(

manifestations arise. -And even so, if we were to keep a cfefining 1
characteristic of the inlerva] personality on the nalura) major scale (Ele old o
Jonian mode) it woud not be, even if it sounds sacrilegious, its keynote.
Not even his fifthh What gives the Jonian mode an absofutely personal and
unique touch is its major seventh, which in combination with its fourth joust
is capable of generaling a diminished fiffth fritona] interval Of the ancient
medieva] modes, only two had a major seventh, the Jonian and the [ydian,
but only the first one was capable of generaling the diminished fifth tritone,
because the Lydian mode did not have a perfect fourth but augmented. Here
precisely resided the great charm of the Jonian mode interval persenamyt its
bipolar character, His third major gave him a happy, balanced and so]émn
nature, his seventh major revealed a dark and sinister core in his personality, :
It was Dr. Jekyl and M. Hyde in medieva] ways, At the same time L e
ange] and devi, heavenly music and hellish dissonance, And i i on fhis an
conflictive inner world of the Ionian. personalily on which the mnew Iorilal
system was buflt, What began as a yearning to ‘compose a music “of |the
spheres through the ancient medieva] modes of mon‘?anic singing, marked by

the nostalgia for Jost paradises, ended up Erans"(,'crmi ry" the ~ need fq

. elaborate a music of passions and internal conflicts to through fthe - new* Ionian

‘ Janguage of fthe shades. And that was possible thanks to)ﬁe re’mbﬂﬁ&ion 0
ﬂ‘le masf demonized ‘and stigmatized interva) of fhe araglbilé mocfa} sysfem '
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. to e conflict and ﬁ1e sonorous lensions, \Nhaf did' not go beyond be‘ing,

tritone. Jf the key fis the natura daughter of fthe devil, it is precisely
because # is based on fhe sevenfh major of the Jonian mode, its most
“sensitive note and capable of generating the most dissonant harmony, with
a lritone ~induded, The Dominant Seventh chord is perhaps the harmonic
pattern that best reflects this bipolar personality fthat characterizes the tona)
system (and fthat definitely distinguishes it from both fthe moda) and atonal
personalify, much more manopo]ar) a diminished friad (fensor center) hat
apises from a fifth tonal degree (consonant center) as rook a bipo]ar th
capable of expressing both Iritona) slresses and consonances tonic. ._,_4;.?,‘ Y
The perfect fiffh and fourth intervals and the major and minor Hﬁrd ,4&‘ ’“,:
intervals are the most consonant, while the seventh, second, and diminished W ‘“5
and increased intervals are the most dissonant intervals. From fhe harmonic g
point of view, the sensible friad, with its two minor Hhirds ('}-b@-hS), is &
the most dissonant chord: a diminished triad, which forms a lIritone inleyva) '
between its tonic and its diminished fifth. The specia) dissonant characteristics

of the seventh degree of the Jonian scale (cafled "]eaacfingvione“), a major -
seventh Jocated eleven semitones of the tonic (that is, one semitone of the

ocfave), and which in tuyn is the tonic of the Locrian Mode (B), was LR
revealed to be especially significant and relevant within the new fona] system. & WL
If m he od mode system, the intervals of tritone (dimfnished fifth or 1
augmented fuurfh) and major seventh (}eading) were |itle used, even Aﬁmonfzed
and stigmatized by their especialy dissonant nature (the first altered or
chromatic note used was precisely the Bb to avoid the fritone), in the new ‘
tone’ system fthey became an in&ispuEabIe role, So much so Hhat it coud be .
said fthat they became the distinctive feature of the new tona] aesthetic, :

And so we come to whatl might be considered " the fundamental mmlaits of
the discrepancy that separates "the old moda) fasfe from the new tonal (aste:
the place of dissonant Joudness, The greater or_, iTefevance that 1is given
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within a mod‘a]' conception of sound existence, a simple musical eror o

avoid, based on an obvious aesthetic bad faste, became a soupce of conficts
and musica] paradoxes to explore for the new tona) semsitivity. Jt was fhis
subjective appreciation of fthe musical significance given to the lensioning

geomelry fthat a given inlerva) scale was capable of generating that made the
Jonian Mode fhe essentia) lona) mode, and the seventh degree of ilsiscale
(and its ability to generale dissonant harmonies and intenal lensnons) n e 9{'. i
great ftona) tensioner that, paradoxically, accentuated and enhanced Bxe re]axing o - a
pleasure of the tonic. The reign of the consonant center of Hle Eenica ;
the tona] system owes much of ils power lo ils own shadow:" fhe Eensor s & “ﬁ
center of the dominant. This deep inner contradiction will bes the chayacteristic ”I ﬁ
note of the new set of lones elevaled to a musical paradigm. R

(Short  intermission. e

In music theory fthere are certain misunderstandings fthat have been repeafed by
word of mouth, probably for generations and that should be darified, because -
they do nol make much sense,

The first is that there is no such thing as resting noles or unbajanced
notes, AJl the existing notes in our musica] paradigm are precisely sound
waves chosen for their interna] order of haymonics, autonomy and stability, It
is not true, for example, that B note, being Jocaled half fone from the note
C, is an unstabe nole that wants to go to C. The note B s &’1sound
wave as slable and bajanced as any other in ke octavee The note F it
does. not want to go anywhere, nor does the nole Fa want to go to E,
or vice versa, [t does not matter if they are Jocated at a semitone interval, " | -
because fthat 1is irrelevant to determine. their sound shbﬂﬂy from the physica]-
acoustic point of view.

But perhaps the biggest mistmdersfemding is to/“consider fthat any ch,ord ' built
~ on fthe fiffh degree of a major key ajways eﬁ&rfs-‘ doaminanf funcffon,; The
misunderstanding stems from fhe fact fal, by calling e f eg‘a' wiliay
dominant, we can fabe]y believe that everything in wiﬁch 1& Ti;ﬁl degree
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invo]ved-’exercises a harmenic function of dominant, -And that s not Jike
that. For example, a diatonic friad buit on the fifth degree of a major key
s a major friad. And a major briad is ajways a consonant interval (it is
buit on whatever degree it 1is, because that is frrelevant) and therefore it

wi] hardly be able to exercise any dominant function, which by definiﬁfon R Lo,
a form of harmonic tension. A ftriad over the fifth degree is as consonang. 5’ "
and generales as |Jillle tension as a lpiad over fthe first degree. Going from ]
one to fthe other is Jike going from a major friad fo anofher: ‘major ﬁ'iad; .4
it does not resove any tension because fthere was no previously generated ’f. ?
tension, Jt is one thing for the movement generated by the /passage from a mﬁ‘

triad on e fifth degree lo a friad on the first degree to be a sonicaly o}
interesting movement and to be repealed over and over again. Tt is quile w
another to kry lto justify and erroneously explain fhe resojution of a tension

that has never existed, because it goes from one major friad to another. The

onfy ftriad with a kuy dominant function is a diminished oy augmented -

friad, In te major scales, the friad that is generated on the seventh degree

(nof the fifth) of the tonality (b—d—f) because it incudes the diminished fifth .
tritone, The fifth degree does begin to act as a dominant when a diatonic W
chord (in the major key) of Seventh is built on i, because that chopd does '
generate tension, through the tritone that incudess Dominant Seventh d}ord,

And Jast but not Jeast, to point out (m& this will surely be somewhat 1
controversia, if it does not enter fuly into musica] profanity), that tona] A
harmony is overrated, Not only does it pretend to be the only and authentic 4"
form of harmony, occupying the absojute throne of the wvertica] axis of '
sonorities and relegating moda) harmony to a mere melodism - fhat runs| on

the horizonta] axis of time, "but it does nol even consider it as a form

from harmony to moda] polyphony or counlerqunf it i probably the

. opposites if there is a golden age of musical “harmony, a pericd_ where fhe Q\
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und isputed queen of .musical discourse was harmeny, it was undoubtedly

Renaissarice polyphony. The end of the reign of harmony as the absojubist

monarch of musica] discourse began precisely with the musical (ransformation of

the modal-.nto ftona) system, Jt meant the beginning of a new musical

paradigm that woud end up relegating the role of haymony to a background
saundscape on which one of the voices of the ofd equicftsfant cmmlerpoinﬁ ‘e o e
stood ouf in fthe foreground, becoming the queen of fhe new saun:i fexiure % ﬁ'_ﬂ
that was primayy in the tona system: the harmonized melody. But. Hﬁs b * |
confrasts with the slyenuous proliferation of lreatises on harmony ami Ble 4
theoretical affention paid to melody, the fue sltap of the new Ional system, ko 5"4
is te fa] of harmony and the rise of what we coud ca melorhythmia (a g o
voice fhat rhybmically stands out for ils specia] dynamism against a ‘
background of harmonic voices) that wil] characterize te new lona) system, . "‘-".'
Almost no one is able to recognize a known piece of music by Jistening ‘
ony lo its harmony, while amost everyone wi] do so by Jistening to ils
melorhythmic paftern, Jt is this that gives it its uniqueness and not its y
harmonic patterns, That is why any piece of polyphony of moda) counterpoint

is intangible, it does nol have a dear and singular melodic [ine.

Conlradicting everything that is usualy said, in reality they are pure '
harmony) The play of tones is revealed as we] as the greal musical play of

tensions and sonorous strains, Because the singularity of the tona] Janguage

lies precisely in the fact that it gives equa] prominence to the mal:rixl

generating sonorous dissonances and to the malyix generating

consonances, Unlike what happened in te od moda) system, which favored
consonant sonrities (since, afthough it admitted a cerfain degree of
dissonances, it pesojved fthem qu’ick]y), "or what wil happen in | Jater postonal
systems, where fthe Jeading role of dissonances will prevail over fthe funes,
And fhis s expressed, on a harmonic Jevel, in fheL fact that . the main
engine of tonal  creativily - is the eterna) conﬂid'f behﬁeenjhe dominanl’ and the
tonic area. Because, although it coud be understood that the steflar progressfon L
within  this harmonic system (the perfect final cadence V\,.ﬁ s ne&ﬁng ."'- o Mt
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the repr‘oisenhfioﬁ of the lriumph of the ltonic consonance against fhe
dominant dissonance in the form of a harmenic happy ending (the fension
generated by the dominant seventh chord resojved in fthe fina] rest Hhat
provides fhe" tonic chopd with which the work c]oses), it is undeniable Mhat
this happy ending is only achieved after causing internal tensions in Ehe
sound mass, and that it coud not have been reached it without the ¥ i
coaboration of the great lritona] tensor (the “diabolic” diminished * fjfﬂl hdli%n
Eeﬁ'adwrd) since precisely fthis conflict belween irreconcilable anfagonfsls wh .“ .J
in tun are needed and complement each ofher, is the main hqmonfq'
Jeitmotiv of the entire ilinerary of the tonal story. :

R e
Humanity Joves happy endings, He invented the religions le transfarm death “g
info the happy ending of a heavenly existence reached only after having B -
overcome not a few eartly dissonances. A thappy end fuit of sirong -
previous lensions can be seen in fhe joy expressed by a scientist when
finding the mathematica] solution of a physical hypothesis, the creator who s
finaly able to express artisticaly a deep inner conflict, the reader or spectator
who in the end understands the oulcome of a complex infrigue or assists
the happy end of a complicated Jove story in the form of a wedding of
fina] reconciliation, or the friumph of good over evil in any action or
adventure story, after innumerable conflicts and extreme situations, QOr simply
when we finaly sove a cossword puzzle or any ofhey prablem, B'[eaﬁﬁca] ar
rea, that has caused us severe headaches, The mechanism that underfies aj of
them 1is ajways the same: a deep relaxation or fina] consenance resuling from
the 'resojution of an intense conflict or previous dissonance, Precisely the same
set of lensions and pelaxations fhat characterizes fthe tonal system, '

;

But there is a set of lensions and slrains that has .a very special |
relevance for tumanity (in fact, for amost 2] f of ]ife), both due to
the infensity of the emolions  and fascinations jf -and.' the - fact ﬁ\
without their existence we would not exist eiﬂlers fhe happy. en&-nﬁ séxua]
desire, T we cal éesﬁ‘e the dominant area that generatesfsfrong smcup] i .,.
fensions, its tone can be none other than orgasm: ih& @J resoTuHon qf
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states  of prevfaus fensfons and arousals, The musica) Iritone has  its equivalent

in the fibidina) fritone: an inlerval] of unresojved sexua) fensions, The

“diabojus” - made flesh in search of a happy end lo his tona] desire: fhe

perfect cademce of erotic harmony. Because at bottom, the fundamenta] harmonic
progression of fthe fona] Janguage does not stop tracing the physiojogical

progression of tensions and refaxations of sexua] harmony, leading to & sonic
orgasm, A musica] game of altractions and harmonic dissonances, nol far ¥
from faing into the ftemplation Hat Hyeatens every mode] based on an W ﬁ"
intense tense excitement: premafure ejaculation, Being the I-V-] pré;gressign" Bhe ¥
key storyline of tona] harmony, it is aso its most synthetic and ear]iest 18 ,‘ 5"4
form. Starting from a state of rest, quickly reach maximum dominant fension . 3
and immediately tesolve to the tona] happy ending. A harmonic itinerary as
fascinating as it is ephemeral. In e dassica] period of tonality, governed by
vajues of formal equilibrium and conlained emotions, the need to quickly
resolve the tensions crealed by dissonant chords by bajancing consonant
resofutions, became a Jeitmotiv of his harmonic discourse, But this urgency of
the early resojtion of e dissonant fension wauld be progressively postponed |
and entering a world harmonic of darker and wandering desires, thus dﬂaﬁng‘

the sonic excitement to provoke dJimax more consonanls intense,

There have been mujtiple and varied siralegies invented by tona) :\
harmony to defay this iryesistible alfraction between complementary anlagc?isfs
over time fo avoid falling into premature harmonic ejaculation. The first has
been to insert subdominant chords into the harmonic progression, capable of
initiating a preliminary game of semi-fensions and semi-relaxations fhat enpich
the game of sound excitations and at fthe same tme postpone Fthe resofution
of ftona] desire, Other no Jess important strategies have been fhe inversion of
the fundamenta) state of the _chords;  the expansion  of chains  of harindnic
progressions;  the infroduction _of Iritonal substitutes (r acing a .dominant
seventh chord with one ]ocaled at an interval 'ﬁf —fhree ‘adescending pffdms)
incomplete chods - and compound chopds with ninth, eleventh, “or Itﬁifeen and "
the creation of secon&ry dominants by moving imaginaliyéy eraugh _' :\,{15}' |
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the cirde of fifths in order to expand the game of fensions and relaxations
of domfhant, subdominant and lonic beyond the main scale,

One of the most characteristic recursors of tona] harmony is modulation
(a]ﬁmugh ¥ woud be more appropriate to ca it “tomufation” ) We coud
define the modujation mechanism as a kind of poetic Jicense that aflows wus
to lransgress, abeit sporadically and briefly, the Jimits of tona monaﬂtefsm (av
single consonant center) The choice of a certain key base for E[e e]ahoraﬂgp %v""j.,i
of a musica] discourse has ifs undeniable advantages (Il provides an ]
indisputab}e interior order and coherence) but ajso obvious Hmifaijens, fal ,.'4;
into the Iriviality of e familiar and predictable, In order not to exhaust = ’?5'
the capacity for surprise and novelty, the possibility of modulabing aflows the Lg
musica) discourse to be enriched by moving, generaly not permanently, lo
other keys in opder lo inlroduce notes and non-diatonic chopds. But also
with the aim of enriching and expanding the harmonious play of lensions
and slyains on fthe main scale, Moduar means enfering into foreign shades,
creating harmonic shyuctures that momentarily break the rigidity of strict
monotonalism, -And at the same time fhey afow to creale a prefiminary ~game
of tension and chromatic relaxation more complex, to create a lensioning
geomelry capable of increasing the intensity of the tona] happy end. But
modular can ajso mean something more profound and radical not only
changing the tona) scale, but abandoning, even momentarily, the new
of tones to recover the old language of modes, Return to the scale of D
his Dorian personality (a minor mode, but with a major sixth), to JE his
Phrygian personality (a minor mode -thipd, sixth and seventh minop- but
with a minor scond), to F his Lydian pepsonality (a major mode third,
sith and seventh major - but with “augmented fourth), to G his Mixolidian
personality (a major mode, but with a minor seventh) and B his Locrian
personality (a minor mode, ‘with a minor second p_ike the vagian mode,
but also with a' diminished fiffh) In redlity, ﬁe —old Fhdes™ never - comp]ele]y
disappeared, The new tona] Janguage continued to wuse fhem, in a ']?mitéd arnd

momentary  way, to enrich their musica] discourse and fq %xse E;em as dilators. ,‘{15}' |
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- manuals and lheoreHca] reflections on tonal ;anguage precise]y revoh'e ﬁmd i

and measurers of ﬁlt; slrong fensions and strains that it was capable of

generale,

Probably this complex game of harmonic tensions and strains (his ability to

draw intense  tensioning geomefries), is the great secret of fhe fascination ‘of

tona] Janguage. Jt i not slrange that ils origin is Jocated precisely in e

historica] period of the Baroque, whose aesthelic cuture is based on, excess i

and bipoar emolions, and that reaches ils zenith maximum, after a c]assicisﬁ

interval, during Romanticism and ils taste for pathos and emoIiona) excess,
The Jonian Mode's span structure revealed itself as the idea] n}QAe] for s _‘4
expressing extreme inner conflicts, The fritone, a diabofic and antimusicl “ t,,},ﬂ
element for moda] aesthetics, became the master key of the gpeat sensitive ﬁ
tensor (B-D-F), lo which a major thipd was added in the bass (G), ]
actually a degree tona] that Jowered ils dissonance a bit and merged it with '+
the tonic chord (of which it is ako park C{E'G) to create fhe great -
Dominante Seventh dhord (V']; G—B—D—F), one of the key axes of the

harmony of the new tona system (a]ong with its eterna) complementary -
antagonist Mai7: C{E-G—B), based on the od Jonian Mode, which now

Jost its origina) name and was renamed the C major scale,

But nol only harmony Jives the tonality, Due to ils ftendency to produce

sound fextures in fhe form of an accompanied mejody, the function of

harmony within the tona] system should occupy a rather secondary p]ace,l as a

mere harmonic accompanimenf of voices from the main voice, whih is in

charge of generating both the mejody as the fundamenta] rhythm of the work.

It is easy fo recognize a piece of music by Jistening only to ils mejody,

or even its rhythm, bul exdremely difficit if only {ls harmonic structure is -
heard, In realify, haymony works as a background soundscape  on which | both AW
a melody and a thythm that stand ouf in the foreground are developed, And
yet, fis confrasts with fhe evident fact that the smajority of  freatises,
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thaps because of its specificity, and the need to estab]ish its Jifferences
with respect to moda] harmony, The lona] system is a complex - :
dimensiona] sound space formed by fhe intersection of Eree basic 3
melodic lexture, the rhythmic texture and the harmonic texture, which the =
timbra] texture coud also be added. Jf it is not accompanied by _ :':‘__ i e 53r
movemenf of the other dimensions, the peculiar geomelyy of harmon - fensions g
and sirains that is capable of generating the inlerva) skeleton ‘aff the ancient
Jonian Mode is dijuted into nothing. Jts impact when modeling fthe sound x
mass is bjurred, Jt needs that both the melody and e phylm generate Meir g
own geomelries of lensions and distensions in hme with the harmonic |
geomelyy, so fthat 2] the sound mass fhal is heard reaches lo express the ,‘.p;,“
pecufiar sonic climax fthat characterizes the Jonian bipojar personality. R

The od moda) Janguage, so apt to elaborate a music of fthe spheres -r- ble
of expressing the beauly of paradisiacal emohons) gave way to the new tonal
Janguage, especially suitable for creating a music of whirlwinds (capab]e of

expressing the sublime of the exireme passions)
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If there is a sound pattern that has been elevated to the mythical cafegory
of paradigmatic turn fthat represents both the death of an entire nms,ica] e
system  (the tona) sys&em) and e prophecy of the birth, from ﬂs dorpse ﬂf" Fﬁ
a new sound regime (achxa]]y multiple postonal sysEems) this. is un!icmbmy the Pt“ : 1 7
so-cafed “Tristan Chord” The first chord (F-B-D#-G#) that appears n ﬂ“‘““@
second bar (after a short melodic inlroduction: -A-F<E) from' the  usica " -
drama Tristan und Jsolde by Richard Wagner, would possess e peculiar 'G
characterietic of MM bolty an“end and a- beglning” it i AN s
transfiguration contemporary sonic sensitiviy woud have been born. Tk
The reality of ke chord is incontestable, |t is a 15-semitone fetrad  chere
(faur notes) with ninth extension and whose intervals, from the bass, would \
be aaugmented fourth, augmented sixth and augmented ninth, The predominance” Wi .‘
of augmented infervals (which indudes an augmented fourth fritone, the  diabolus
in musica) gives it a fense and dissonant Joudness, Buf what has rez
riggered the interpretive imagination has not been the maleriafiy of his
presénce but the fiction of his genealogy, Is it an atona) chopd or can it
be fraced as a modificalion of some. more standard tonal chord of 'which
woud be an acceplable afteration? The genealogical histories proposed itas;e been
multiple and diverse: from considering i an aiﬁered of augmentedl sixth
* to TFrendh, eshh]ishing so # as a backing of e achia) nota_of—ﬁe--hml
fA_) to t:ansidering ﬁf a semi-diminished chord on graigf ‘H uﬁle, ‘key



e inconcluﬁve. Nof on]y due to its inevitably spem)aﬁve nature, bub above a]l Go

. system, -And finally, the indusion in fthe official

e fat thal, in reality, & tond paths Jead to Rome, -Any chopd, sirange
and unu;ua] as it may be, can be considered a transformation of some ofher
more  frequent chord in tona] practice. Because almost from the beginning, the
tona] system has had a mechanism capable of rendering amost any exception
acceptable: modulation, Modulation is a poetic Jicense that fthe tonal sysfem has, ! p
given itseff in order to break its own pues. Modulation ajjows yau to cr‘;sv ? ‘i
the Jimils of the chosen key and move fo ofher scales and iona} cenl:eps, a vl g 3
we] as lransgress the diatonic Jimits and make a chromatic kﬂfr Of &ﬂ Ehe b F L"g‘:’u
possible notes and chords of the octave, Fven, in a display .ef chameleonic K. &
plasticity, suspend aj the tona] Jaws in force and embark on an exotic modal . 'v :
journey through the scales. -As Jong as it is understood as a conscious act

of artistic freedom and does not become Jaw. Does the tona] system contain

the geym of s own seff-destruction? Perhaps fhis s the froubling question

posed (beyond ils possible tonal genea]ogy) by the riddle of the Tristan

Chord. And by extension, a] the complex sound texture wagnerian, ) "'
The fact that a chopd is dissonant does not necessarily imply that it is j 1
atona. Furthermore, dissonance is at the center of the axis of tona) V;‘ife. o
The history of western music, from ils yemole origins in Pythagorean

reflections and ifs subsequent reconversion in the system of medieva) modes

(based en a sfrict consonant discfp]ing), is the chronide of the progres!sive
incdusion of dissonance as a musical mafrix, First, the -acceplance of ~imperfect
consonances {third and sixth inferva)s) fu}]y-ﬂedg depjmenls of (:he n'fusical
musical Janguage _J!f ﬁlé
disonantdilonc fnerva second miner, seventn. In- fchif one g;; r
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- precvpntafad the Eransfcymahon of Ehe ojd modal system into fhe new . Em;a]
© ' system, ﬁ was precise]y fe musical franscendence fhat fhe sensible seventh of

o
. hybrid mode, with a first minor scale tefradwﬁ _(Ininor Eﬁrd) ami a ‘second

the Jonian Mode began to have, which together with its fourth joust was
capable gf generating a diminished interva) with tritone . Major seventh of
the Jonian ’Mode, which in hyn woud be e tonic of a hypothetical

Locrian Mode, an impossible sound scale and taboo in the modal system due
to its specia] dissonance, From the multiple personalities that the modaf sysfem P
possessed, fhere was a fransition to a tona) system with a major and mirng }F ‘i
double personality (based on the Jonian and Aeolian modes) Whﬂi prosﬁﬁed b { i
a diuna] and sofar nuance (the major mode) and a noclurnal nuance, sad, F L"g‘:’u
mysterious and enigmatic (minor mode). Depending on your Bﬁrﬂf interval, K &
the mode is greater (four semitones) or TJess (three semitones). But, in ¥ e
addition to its minor third, the natya] minoy mode had a minor sixth and
seventh, conlrasting with the major sixth and seventh of the nalura] major

mode, -And the Jatter began to be a problem, Because the minor mode was
unable to generale the lension geomelyy necessayy to perform the characteristic
harmonic geshe (V7-IMal7) fat began fo be the halmark of e Twe TFon W
which it was essentia] to have the dissonant diminished fifth tritone, io k 1
which a minor thipd was added in the bass to oblain the dominanffjsevenﬁl e
(G-B-D-F) in the most natura] way. The sojution was to afer the minor

seventh to make it a major, which ajso Jed to the modification of ﬁ\e
sixth, Thus the minor mode of the new Eona} systs ended up becoming a

major sca]e ﬁﬁ'ﬂdmré (sixﬁl and seventh major of the mﬁ[k minar s



. brilliance into an authentic musica] drama (in "ﬁm“i
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Which. shgws ﬁle cen('ral 1mpoﬁance of harmonic dissonance in the. lonal 4

" system, For fhis reason, fhe fonal system coud tardy feel Byeatened by fe

invasion of a harmonic sound such as fhat generated by the Tristan Chopd
(F-B.{)'ﬁ.c#), which coud we]] be interpreted as a semi-diminished chord
(F-G#-B:I?#), minop third + minor thipd + major thipd (characteristic interval
scheme  of H{e minor seventh chord of the VII degree of the natura) major
scale or the JI degree of .the naturdl minop scale), to which a smﬂl ik
modification has been made (move fthe thid up an octave to make if Eh%,,- é’r oq

upper voice) A diminished friad + major third chopd, which is neﬂﬁng [:ut g »i
the speculay reflection of the dominant seventh chord (major fhird + dimin’ished ‘:4
riad), the central chord of the tona] system. Jt is paradoxica)” that it s #:ﬁ‘
proposed as a sound paradigm of the Jast breath of the tona) system and 2 s,

the first sigh of the new musica] airs that wil replace it, precisely a .
harmonic sound that is nothing more than a smal) variant of the musica
breath that generated it the great tensioner lritonal, iy
Gesamikunstwerk  (the totd] work of apt) and Unendiicite Melodie (the <
infinite me]o:fy) are the two main Jeitmotifs of Wagner's aesthetic thought, . )
Tolality, infinity and elernity are the basic chords of a desire wiﬁmuf Jimits,
The Wagnerian aesthetic would fit within that melaphysics of desire ;b =
characteristic of the fomantic weltanschauung, The operatic genre brought
together in itself af the other artistic genres (poelry, storytelling, music,
singing and fthealers it was at the same time verbal, visua] and smmé) but
without having yel managed to integrate them into a rea] unmil, Jt was
necessary to fransform a genre fhat was rafher a SE: prelgx?- forr? vof:a]
e e
great pub]ic ceremtmies of the ancient -Aftic Eragedy), W}‘fﬁ 'musicJ énd




‘arias ané rec‘fahves, myﬂ"ls and wishes ’ fhey will merge perfectly . mfo a ’;r A

" tota] sagﬂ conﬁnmm, — - o
Although ‘many may consider them excessive and even endless, ~fortunately. |
Wagnq’én sound tragedies are neither ftota) nor infinite, Net to e nearly

. fifteen billion years that our universe Jasts, what are the barely fifteen hours

of tetraogy thet the Wagnerian universes survive before entering apocalypse .
and seff-destructing? -Although infinite melody is a cenfral idea] of Wﬂeﬁm b
musica] ideclogy, its sonic incarnation is somewhat confradictory, H}s o ; ?ﬂ’j
melamorphic idea] of a sound Joop without beginning or end, raﬁ,er Eh&h in ; ‘1

his own work, seems to materiaize much belter in sound Ee)dssres such as qu

A 'L .":\ \
that of the moda) harmony of confrapunta) polyphony, hat of / e uninfenupted ‘fm ‘
play of semi-ftensions and semi-refaxations of Debussy's music or the endjess ...

dodecaphonic series, Because they are sound fextures fthat in reality do not p
lead to any specific place and for that reason fhey could Jast forever. Quite = ¢
the opposite of Woagnerian harmonic geomelyy, which from the first moment

is cear where it is goings towards the fina] sound dlimax, The orchestra)
tension introduced by the Tristan Chord, after four hours of muitiple
modulations and constant changes in key, where fthe Jovers' wunfuffifed desire s
refleced in a Jabyrinthine harmony of broken cadences, unfinished d‘lara

progressions, unfulfifed [yrica] promises and expectations, disappointed harmonicas,
it ends up finaly resojving into a great distension sound ecstasy with a

tonic function: the Jiebested, Without fhe intense and extensive tensioning

geomelyy fhat inaugurates the harmonious Jament of e . Trishn Cilcrd,! it

would be impossible to readl the musica) cJimax of }‘salda‘ definﬁive Twan
song. Because Wagnerian sopranos die Jike svgnx,‘ { F%g Or beﬂer Jﬂ'ley |
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Defmﬁg]y Trtsfan und Iso]de is not only a musical] drama aboul lov.q, 4
e desire, bul' ajso b tona] desire,
Wy What amounf of chromatic duspersions, moda) heresies; harmonic tensions

in ils fexfure is capable of supporting the tona] geomelyy before finally

« breaking c_(ciwn and giving way o new musical geomelries? Both the
chromatic va;iaﬁons and the moda] exchanges o fthe tona fugues (the famous
cirde of fifths is sti] a kind of wormhole through which to escagy fﬁle
force of gravity of the single tona] center and flee to other sca]es) are “,- y _
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. compositiona] esources fully accepted within the tona] system. Bub: dgesn‘l,‘ ;.‘-‘“' i ‘j
Wagner fake them, in fheir megajomania and haymonic excess, . ‘fe an exfreme ”:4

: c.'[f'l
Jimit, to a point of no yelyn from which the whole musica] building  of bl

the key begins to crack? Lost in a Jabyrinthine sonoyous ocean of wandering e .,
chromaticisms and fona) shipwrecks, have we not already surpassed fhe [imils
of diatonism and fthe tona) center as the backbone of musical Janguage? In
reality, strict diatonism and the single tona] center have never been non-

-

negotiable principles or dogmas of faith for the tona] system. He has ajways #f
daimed artistic freedom and poetic Jicense to be able to fransgress his own
limits without self-destruction, MNeither chromatism, nor modufatien, nor éxc}mng&s
of tona] pairs have been taboo acts for tona) desie. -As Jong as hé;} did
not become commandments of a new sacred tablet of musica] Jaw. Because fhe
? hard core of his sound personality was not the absofutist reign of the tonic,
' w s offn beved, bub fhe open didogue wily his own shadow. T s
precisely the particular sound geomeﬁry resuting from a ‘musical dia]ogue
between the tonic consonance and the domimnf di f ina game lof
tensions and distensions between equals, e ﬁljfm:ementary __qqmsiles of
yin and yang of mund vibrations, between the consonancg*of harmans
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] peaz]iarify: ef Wagnerian harmony is to take this game of unes and

dissonances fo an exfreme Jimit never before reached. Tension and dilate fo
the max?nwm the resojution of the generated tensions (E'a'ough an endless set
of modu]at-i?ns that disperse the tona) center, errant harmonies, deceptive and
half cadences‘ | that are ambiguous and scaycely conc}usive) so that they each
cosmic proportions. No wonder Wagnerian harmony has been compamf’ to Ele e
erotic of sexua] orgasm. Because basically the physiojogical mechanism is the “- y %
same: to expand fthe tensing excitement of desire to the [imit unt’il readﬁng i w3
a sublime fina) dimax, -And fthis is achieved by Woagner Bu'au& ‘an incessaq& F ”:4
game of chyomaticism and moda] exchanges capable of creating/'a lt
sound geomelyy that dilates and defrauds the great ftemplation of any system % .-. :
based on generating sirong excitements: premature ejaculation (the urge fo

quickly resolve fhe sirong generated voltages). It is the art of Jingering on

the wail, of simmering in your own inner tensions, Thus, athough the

Jeitmotifs of the Wagnerian aesthetic idea] may be fhe Jonging for tolality,

cenity and infinity of melaphysical desire, e physical reality of “his music -
denies and confradicts them, becoming a celebration of the ephemeral, of what 1
has a beginning and an end, Because in e absoute time of eternig, 5
totality and infinity, there is nothing Jeft but silenci. Or the Irivia] repetition
of e paradisiacal: a happiness without lights or shadows, a perfect harmony
with oneself, devoid of inner tensions or impossible ~ desires, The |
Schopenhauerian afaraxia of eferna reburn may be fhe theoretica] guide to his
musica] metaphysics, but his harmonic ~ practice fs mw? F%qe like fh? 1

. Heraditian ﬂuiéity of fhe unique and unrepeafaﬁe — 3
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e Tﬁsfan nnﬂ Iso]de pre}ude someone accidentaly discovered the copse of a

chord defaced, The detectives from the specia] unit against tona] ‘hate crimes
knew Ehe name of fthe perpetrator perfectly wel (as he was a repeat

offenc(er) l)l'lf not the name of the victim. The first step was to fy lo
identify her through harmonic analysis of the DINA of the damaged dhord.

The results weren't entirely. conclusive; some genetic markers were a rbﬁf i
confusing, but it narowed down e number of possible candidates censideraéw. }( I
The main ones furned out to be a few, The first was the diminished ‘,';,“ »i
seventh chord in whose fifth had been cruey defaced, She” be]onged Iso "-ﬁ‘l':ﬂ
famous family of "Cosa Nostra Harmonica” known as fhe Deminant Clan. K. J
The second hypothesis the fona] detectives were working with was fat it 2 o
coud be a chord from a dan refated by family ties to the previous oner
the Secondary Dominant dan. It would be a chord with a subdominant
functions the dominant of the dominant of -Am, with both the fifth and the
seventh distorted, The third viable hypothesis is that it was a chord from
the no Jess we-known Augmented Sixth can, which had been subjected to a A"'lr )
series of tortures so horific that I refrain from specifying so as naﬁ t
offend the sensibilities of readers who Jove lonality. Since the invesi’lg;ﬁon ey
didn't reah a unanimous condusion, the case was shejved pending new clues

that * would lead fo the discovery of fe lue harmonic idenfily of e vickim, W8
Years faler, the case woud be faken up by a new unit dedicated toi
reviewing ofd unsojved cases, These criminal defectives, fresh from e new
musica] academy of atona bélayxoral sciences, came b surprising conc]uSions

.
-

- No, it wasn't the disfigured corpse of a Eonﬁ af ?ané mqeﬁm'e nbi

—— —

related to any of fhe ancient families of the “cosa nostra ’hargtor}ic")
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e mdtgftgured corpse of a chord fhat no Jonger belonged to the. somc;, 4
& world of: the o]d diafonic monarchy and thal, in some way, had sensed - ils

" hrone, in fthis pecu]iar play of tones, their own candidate: fhe - gmat

fa] and fhe Tise of ‘the new chromatic republic of semitones, Jf its
appearanéi seemed somewhat sirange, mysterious, suspicious, and harmonically
dysﬁ.mcﬁonﬁ],' it wasn't because it was fthe disfigured corpse of a tona] chord,
but because ff was the premonitory corpse of a visionary new chord. |

As for the accused, was Wagner realy a seria] kifler of tones? HJhe
consciously aftempled to destroy the ofd tona] monarchy? Or had he simp]yd" y%
dispensed with its aristocratic cul of fthe fona] center and the Jiatbnfc' 4 .
organization of fthe oclave? Because the most dishurbing quesiion posed by R ) "*3‘: ‘4
Tristan und Jsolde is whether a tonalily without a fona] cenler, a chromatic
tonality, is possible. Once the dialonic organization of e octave is . "-"‘:i’.'
demolished, is anything Jeft but a few tona) debris that no Jonger serves any
purpose? Js the fate of fthe tona] system Jinked to that of its diatonic
center? Perhaps this is one of the few points on which tona) and atona
theorists agree in their condusions: without a diatonic center, there is no
lond) paradice. Tn reaily, boby ore somewhal couptiers:| bhey fmagine’ i AU
diatonic kingdom as a kind of absojufe monarchy, where the lonic ru)es with :i
an fron fist, with no one daring to question ils omnipotent power. -
difference is that while some [ike it (everything must begin and end on the
Eenif, the diatonic sovereign anointed by fthe grace of e tona] God of
Music), ofhers have come to Joathe it so much that fhey secrelly conspire to
one day overthrow i, not fo organize the octave according to a mor;
egalitarian and dia]ogic musical regime, but to p]aae }n‘;ﬁ\e musical ; iroin

Deminant, :Emperar «A sovereign as absolulist, or even Fﬁe saﬁ aﬂlan' his

‘.-’__(I)L‘.~ - 't
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| pre&ecesso; capab]e of sendmg to Exe musica] firing squad, imprisoning  a
i harmenk’ wedmaﬁon camp, or expeling from the kingdom of the semitona] |

 duraceritic nole), # st it s an intefigent ~solay systeﬁn"()rre‘ &ay,
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octave, anyone who dares to remember with nostalgia the od monarch and -
his enfire court of consonant flalterers,

But dags. the model of absofule monarchy faithfuly represent the form of
socia organization of ltona) diatonicism? Is the tonic, the first degree of any
tonally, lhat soar king who governs with amost divine majesly fhel i%m wd
social interactions of 2] his subjects, much as Louis XIV himself’ Wmld? If"' ya
can't be a coincidence that both sovereigns have often been comlga:‘ed gé our :.":‘“'_i ;
pancary syslem, where boly woukd ooopy fhe place of the soar skr. The iy ;,,?’4
tonic, with ils great power of allraction due fto ifs Jocation at e tona
center, woud cause a] the other degrees of the diatonic system fo revolve ',,
apound ilself, in the same way fthat the sun causes the planels to opbit |
around it. The tona] center of the diatonic system woud be a cenfer of
musica] gravity that would weave the harmonic spacetime of the fonal octave
So that if you remove its diatonic center of gravily, the oclave becomes
anything but a lona] octave. To speak of a dchromatic tona) octave would be
2 absurd and Byzantine as speaking of e sex of angek. |

There is no doubt that it is the great gravitationa) power of &IGA st;h, due

bo its great mass, that has made possible the existence of the diatonic ,'
planetary system in fthe octave of our galaxy. The day the star cofapses and V -
its gravitationa) field disappears, which® wi inevitably happen, our sofar lsystem b
will be reduced to cosmic ashes, But if one f_lﬁng chai'acferizes our sc;]ar

aystetc: gk slotiobiaies.” o ronay - dier eggsf ing stap syslems (is 1

..

awoke from a ]ong ‘unconscious sleep and became awar{e} ﬁse}f, I was
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i Jong proﬁess of evoh:hon of malter, which became increasingly complex - un(.”ﬂ e
| fina]ly Ermsfomleci inio organic malter, a [iving ce, and an inﬁe]ligenf bfain. ;
ot 8 And this occurred nof in its tona] center of gravily, but .in a cerfain

seeminglf insignificant rock orbiting around i, whih no one would have

% suspected harbored within itseff such a creative power of malter. In the sofar
tonic, these deficate processes of malerial creativity are completely impossible: ﬁ\e
extreme conditions in which it Jives annfhilate aj] complex forms of P &%ﬁence, 'f
Its gravitationa) power is enormous, |ike fthal of an imperial severefgn, buf‘uﬂi y%

(ﬂle simplest forms of ma&er) It is true that without this raw maferia] ,J(: %“‘%ﬂ
produced by the stars, nothing complex would have come into! ‘existence, The ﬂ : f
basic malerials we are made of come from the thermonudear activity of stars. ; "‘
We are Jiterally children of the starss we were born from fthe corpses of
dead stars. -And we feed on one of them: we eat the residual Jight from
the thermonucear activiy of our solar tonic, which plants fransform inte
biologica] energy, But no Jess true is the undeniable fact that this raw
materia] has required existentis) conditions somewhat remaved from "ils tona)
center in order to become much more complex matter: molecules, cells, ‘]iving
organisms, inlefligent brains, musica) staves, or even tona] theorists whe3 have

.r'

come to believe hat diatonic systems are Jike solay systems, Perhaps fthe

? mode] of an absolufe monapchy centered on the Sun King is not fthe best
| way to describe our soar system, Because it is an intelligent sofar w#m,

where fthe brute gravitationa) force of its solar tonic is” as important as fhe

subfle intefigence born in some of its auler p}anefa P_%rees Cm'iqus]y} that

. planelary degree  where the intefligence and consciausness of the selarlsyslem |
were born, :Earﬁb is ﬁ\e third closest planet and ﬂlerEfQI,yf WUIJ Jhe degf 4

.-"':«), 3 .-éf.
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" enormously Joaded wffh extra-musica] meanings ]ike “dominant” _ to depigmafe a

s R e
" zz%; 3 S | . * _ " ';
v of qu_r pecuhar diatonic sofar system, A planet Jocated at an mtersrﬂ 4 ,“t

o that, if we]l fempered, we could perfectly place at a fritonal distance, ?qhaps T :

it woud be much more accurale to represent our sofar system not as a -
monardx;: but as a diarchyr a system with two centers of power, both equally
important _agd necessary: the gravitationa] force of the solar star and the
Bt ali¥igence of bhe piandt Farthy s, oA

Wel, perhaps the diatonic system doesn't actually resemble an fnfe]lfgenf s e _
system, with its exolic diarchy, as much as a herd of animals where Ihea“" yi
tonic can stf] shine in unison as its ajpha female. Grade] wou]d be,dhe :.'f‘j, ;
apha male of the lonality, to which a] other grades would be mere fofowers, ¢! ,,; g
constanlly having lo show Iheir submission by reinforcing its power Tona
musica] discourse constanlly needs to affirm the lonic so that the |istener
never forgels that they are in a tonalily where everything revojves around ils
ajpha female: the tonic. The diatonic herd is a happy family governed by ils ns
dpha female folowing the universa] Jaws of harmonic progression. Jn He—stuc 3
of anima) herds, it i common fo refer to their main prolagonist as ajpha, W
regardiess of whether thet function is performed by 2 mae or a female, but" b;."
it is often aso referred to by a synonym: dominant male/female, Boﬁ are | 1
applied to the same individual the undisputed Jeader of the herd. Thel'e is no
apha male on the one hand and no dominant male on the ofher; bofh '
concépﬁs are synonymous and apply to the same individual the Jeader of fhe -8

- 4 -
*>.n.,

e

herd. Tt is curious that theorists have used a somewhal neufra] term (pufside

of musical j gon) Jike “tonic” lo refer to what ey undoubtedly cdns%der
the ajpha female of the diatonic pack, and insiead }ﬁg&iused a term |

fi o TN e

different degree of lonally. If anyone unfamiiar with the peciar jargon us



i B diafonic qpack is a note caled the tonic or another note cafled the cfcminani A

by nmstqmns were asked Eo guess wheﬂ‘[er the undisputed Jeader of Ehe 4 Ht "

we woud o guess which woud be the majorily's dioice, It caud be argued

fhat ﬂﬁf is achally nothing more than a meye anecdole, Perhaps it is, or

perhaps iE_. is an unconscious sfip of fthe tongue suggesting a hidden fufh

that s difﬁeﬁ]& to verbalizes that the happy family of the diatonic monardchy

is achualy a somewhat dysfunctiona] family. -A peculiar organization of fmusica] s
degrees where there is not just one tona] centey, but bwos the Eenaf’ center“,- gf _
of consonances built around the ajpha female (tonic) and the iona!‘ cenfe;', of . v i ‘Aa
dissonances fomed from the dominant femae. A diarchy rafher Ehan a e
monarchy, And it is precisely this play of counterpowers befween these two i |
great gravitationa] centers that generates the peculiarity of fthe musical discourse i .-»
of tonalism, During the centuries of common tona practice, this diarchic play /
of ftones was realized through fthe diatonic organization of the oclave, giving
a lithe more priority to the tonic, which was to be reaffirmed with greater
intensity and consistency. We could ca] it Slrict Tonalism: afthough it
presents a Jatent diarchy, the gravitationa] field of the tonic is privileged.
The enigma of the Tristan chord, and of the entire waork, is perhaps not
that it is the swansong of tonality nor the atona] dawn of a iota]lﬂ
different new musica] system. The sound fexture of the work has Jitle to do
witi that of an atona] work: it is nol an uninterrupted succession of

dissonances, ]t shares with atonalism fthe fact that it dispenses with &lei tona)
center, but unlike the Jatter, it does not also dispense ‘with any malrix that
generales consonances; it sv;np)y does not organize it ound ﬁle feni& It
maintains the - dialogue befween consonance and Mt it wiﬁxquf résarﬁng

T —————— —

to the tona) cenfer‘,and the diatonic organization of the joclave, It T?maf ,:_:.-‘
. ., 5;,";.' '...";? ;'.:':j' U
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With its chromatic ambiguity and modular elasticity, had Wagner degqmed
tona] geomelyy lo an extreme Jimit that was impoessible to ]'edirec(’? -*A* ﬂle‘f, :E
| beginning of the 20t cenfury, some composers considered Hhat, affer ' i b
intensive centuries of common practice, the fona system had beeh omp]eieTy |
ctusted, The sound Wineraris’ of the | oid ‘lone  game,” s gud NI
nove] and surprising, had become lIrivia] and repetitive. Jt had been
transformed into a dausfrophobic sound space, which hindered rather than
facilitated musical creativity. |t was time fto finaly crack it and start exploring 4 "g
new sound geomefries, A first phase of posttona] anarchy foflowed the =il
demolition of the musica) building of the key. Freed from the corset of :
tona) grammar, the composers gave themselves up to fthe atona] freedom to
experiment without Jimits with sound inlervals and musical syntax. -Although the
“freedom” of alonalism coud not be complele. Jt was a reactive rgspﬁnse, a
phobic reaction to a musical practice that it was essentia] to avoid ai‘ al
\ costs: the common practice of the key that for fhree cenhuries had been fhe
driving center of Western musical Janguage, -Afona] freedom was a guarded
freedom, which had made tonal desiré taboo. -A freedom - that required %a state
of permanent vigilance so as ‘not to fal into _the temptation , of ihaf dafk
tona) object of desire, Any form of afonal amg?dﬁk OF‘rralfonal somor
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. Chaos, ofs. sonorws msngmflcance was preferab]e to being seduced again b;: Ere
“siren so:gs of Eonal harmony <
Dodecapl\onism was e first altempt (or the most successful) o put a -
Jithe orcrer in a] this posttonal chaos that Jed to sound irrelevance, Tt would
not be so much a matter of replacing the old tona] system with an afonal
anarchy, but “of designing an alfernative musica) system, with ils own TJanguage
and ils own grammatica] rules, The establishment of a new composiﬁeﬁa] i
method that woud establish the ground of a cerlain commen pracﬁce to ;("’ ? ‘!
avoid the inconveniences of exireme subjectivism, Taking as ibs aﬂa 318,\ '3 i
chromatic scale, not the diatonic, dodecaphonism could be consideﬁed Ehe |
equivalent of the Dedaration of the Rights of the Citizen of the new '
sound regime: a] semitones are equal face the musical Jaw, The musical 2 -
revojution wil] conmsist of the substitution of fthe old Monarchy of Tones for
the new Republic of Semitones, Previous decapitation of the ancient feudal
monarch (the Eonic) and the destruction of his iron throne (the tonal center) 5
While in the ofd aristocratic system of tones, the halftones (except dia[onim)
did not even have their own name (they were considered mere “tone »
afterations, these yes with Jineage and own ]ineage), in the new Ewe]ve~£one L 1
demacracy will come te be considered as ful] citizens, The musical subiecf: of ?
the new chromatic republic wil not be the lone infervals of the diatenic
hierarchy, but the semilone intervals of a more democratic and egalitarian
octave in ils inferna] organization, A;)d this will franslate into the e]abioration
of a new musical consfihﬁion based on an alternative conceplion of infervalic
relations: the twejve-tone sefies. The Ewe]ve-fone ::z;g%mﬂd come h) Weplace
. one of the main beams of fhe dismissed Eona] (acﬁxﬂy_gl:sg: df the
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!i;j : modal laqguage. ancf of prachca”y mosl exnshng musica] systems in fthe Wpr@'

"' " the harmﬁc series

’5’*, Wiﬁfe noite 48, ‘an » undifferentiated sound mass fhat confains d the :
frequencies of te auditory spectrum with the same infensity, -Al the opposite

« exdreme woud be fthe simple sound, which is composed of a single frequency
that remat;s | .sfab]e throughout its duration. While the Jalter is characterized by
being orderly, predictable and periodic, noise is characterized by randgﬁess T "
disorder and unpredictability. To fe] the truth, these are fwo idml sﬁumi | r ﬂ
models, more lypical of a sound Jaboratory bhan of reality. Most: Vi'ml M@pmfs | ,".'.t,‘*',j ”
are neither completely random nor completely deterministic, They dhave camPlex}, ' &wgq
vibrations that can decant them to one side or the other, Wiﬂleui reaching i “g

the extreme perfection of white noise or single-frequency sound, But simple g .-.
sound, ajthough i i not usuay presented autonemously, can be found as part 2

of more complex sound waves, Sounds considered musical, for example, are i 4
sound waves made up of various simple waves, Simple waves are '
characterized in that the aifr pressure oscifales in fthem foowing a sinusoid
function in time. The set of sine waves of a musica) sound or note is \ . o
cafed harmonics, |t is an ordered set of harmonics fthat are multiples of a
rool sine wave, which is the Jowest frequency simple wave (l:he lawesa), o
which is ajso the ome with the highest amplitude (the one that is heard 4

|

vy

Joudest) The harmonic series is the set of simple waves ﬁ1af are mruﬁp]es of
. the Jowest sine wave, which is the greatest co%tman divisur of al of “hem

P ——— .

The simu]&anems lhqgﬁon of this entire harmonic series ﬁ* enm.gh

4‘0‘ - b its




« but its quotient. A musica] interval expresses a rumerical raliof a_.%ol#nl

synclwomﬁly slab’hfy and pertoémty to eslabhsh a defined and c]eaﬂy . '1, g g
x percepﬁb[e- frequency or pitch, determined by ils Jowest single wave, Whidl is “
what wil give fhe ) nie s ramd And it s precisely fhis ability - to y
synchmnize harmonics to create a coordinated vibratory periodicity that repeats

itself every so often, and therefore is easily noliceable, which gives it ils

nabure of musicl sound and differentiates i from noise, which. does ROE

have synchronous periodicily. enough that the set of 2] ils sine wa}ef il

maintain a frequency oy pitch determined. " ; ¥ r“
What does His peculiar “inner harmony” consist of the parﬁa]s E@se | A'Fb':._ " i
compound sound waves that are sounds faditionally considered musica]? To gnf ; ‘ﬂ‘?g
it deafly and without euphemisms: its harmonics maintain intimafe rejationships bl |
of an fJogarithmic nature. The intervals between fheir respective frequencies do * -.
not express arithmetic values, but numerica] ratios (quotients) Because for aur :
perceptua senses fo caplure an arifhmelic variation, according to the Weber- i 4
Fechner Jaw, a geomelric increase in the stimujus that causes it is | :
needed. Frequency and amplitude differences are perceived by our auditery
system Jogarithmically, not arithmeticaly, Musica] intervals express the quoﬁenf
(the numerica) ratio) that is established between two frequencies (two notes,
two sine waves) not their arithmetic difference. So the inteval re)aﬁc;is
between the harmonics of a musica] sound (or between the nales of a

' ‘ i
musical scale) are represented by fractions (2/], 3/2, 4/3 .} e fundament]
thing i not te arithmetic difference between 270 ofe‘% or }we hqrmopicsr

not an aﬁﬁlmeﬁc %‘am



: ‘hmgnic mixhzre of its  “inlterna) mbrahons“) is the physical foundaﬁon °f

most musical sysfems, —Apart from a cerfain own and non-fransferable cubural
componeii, the different musica] Janguages have generally been develcped based
on previous conditioning factors derived from the physical nature of sound
and our ;&ffory reception systems, The abstract language of music has 'ifs
roots in the subsoil of a .material, physica] bases the acoustics of souriﬁ. —An o9
acoustic sublyact that Jays the maleria] foundations and the sound ]aws of e?j. ¥
of e essentia] components of most of the musical Janguages inveqted by i’ “»a
humanity: the consonance, When an amajgam so perfect that fh@y a]mosf B : L"ﬁ:ﬁ
merge into one unit occurs between the sound vibrations of fwo or more Tk
sounds, they are said to be in harmony. [is sound waves are nol so close i 'fl_,'.:.'
as to interfere (the dissonant shaking that occurs in the cochlea when a

wave invades ils neighbor's “intimale space”s fthe shaking of e cochlea is |
much more bitter and indigestibfe than that of strawberry or dmcolaﬁe) bt
if enough to coordinates thefr frequencies are closely measurable. They are K
consonant sounds because the vibrations of their waves coincide periodically

every few cydes, which makes the paltern of repetition of the coimidémes k. 1
simple enough for our perceptua] system fo be able to folow them. 'fhe o
consonance between simple sounds is due to the recognition of a
periodicity in e resuting vibration; the dissonance is due fo a Jack of
periodicity (randomness) or fo a complex and time-consuming periadicityi that

make it difficut to pefceive the coincidences belween the sounds, | “"'
The harmonic series is a smcesston of simples mn\? (sine wa.ves) winose 1
. frequencies are - integer and "successive multiples gf base frequenqy_ ({ooﬁ or

S

irst harmonic), which is what delermines th ical notes” |
first rmon), & 5 ermines the mus ni‘f'ﬁn}‘t‘?a‘e f
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| '»‘ harmomqu are the consonances that truch.lre our entire musica] system: fhe
I octave (2{]) between the first and second harmonic, the fifth (3/2) be&veen
fhe  second and Bﬁrd harmonic, the fourth (between the fthipd and fourth
harmonic (4/3) the third major (5/4) between the fourth and fifth harmonic,
« the minop_fhird (6/5) between e fifth and sixth harmonic, In addition, te
intervals between the fourth, fifth and Sixth constitule a perfect major c‘horcr
(ﬁ'l&d of tonic on e natupal major sca]e) Basically, the simplest of ﬁie
notes of a musica] scae is ilseff a chopd, in the sense that it is ﬂle rﬁ Fa
of various sounds more elementals fhat sound at the same Fime, Wh&t uwe | .A‘Fbl._’ :
] a musica] chord is actualy a chord chord. The raw maieﬁél (Hle nmsiea]( “""‘g
note) with which the complex sound fexture of a work is elaborated, far o
from being a prime and simple element, it is aeady in ilself a bue - "'
chorus of inner voices that cohabit in haymony.
And not only the first subject with which music is made is somewhat
pecfiar, So i the playing field where it manifests ifself, a sound perimeter
that seems ta express a universs) constant that occurs in a] known musical
cutures: the octave, Tt coud be stated with the same roundness that af
octaves are identica. -And that, however, no two oclaves are the same
Raunding off by frechand, Qctave () would cover from 15 to 30 I%z,
Octave | from 30 to 60, Octave 2 from 60 to 120, Octave 3 from
? 125 to 250, Ocave 4 from 250 to 500, Octave 5 from 500 tfo
| 1000, Octave 6 from 1000 to 2000, Octave 7 from 2000 fo 4000,
Octave 8 from 4000 to 8000 and Octave 9 from 8000 to 16000 Haz
with which we woud have practically reached ﬂxe end of- the, &ufiib!e
- sound spectrum, We cuu]d say fthat, from the bfg bang of Ble~genisis40f

‘ ‘.- Ay
%, (S i St bl b e
25 Sl Y e g i =
\ oy’ ¢ ] . ek B
oy o . v it
. N W N (1) T
FO L)
.

. X "0_4;' ; '-f 3

by .‘I: --

)
3 S8 B
MRIEE ' "y o T P 0
ey T iy o "3;‘,- R ol . S A
- P ols . TN LNy e s e I
MRS e TR wil, S . E R T T
e Al »‘\ T — y 1
- i -
P A m"'?; 2T c’ BESUN mm—



e lovaly audvb!e “sound, e st playing field is an, expanding. ch&V: ,
: lmiverse In contro]led geomelric expansion, where each oclave is double
the previous one. thica] spacetime is a geomelry of efastic octaves that aye
both idéﬁﬁca} and uneven, From e arithmetic point of view of expression
they are dearly different, but from the Jogarithmic point of view of
perception they | are identical. The Jower octaves are Jike mini-flals where the

notes have to squeeze in fthe few square hertz of the house, with Vﬁﬁdl ﬁle
minimum displacement ajready supposes invading the intimate space af anoﬂﬁ;y y
while the octaves of higher frequencies are like huge estales where‘ ﬂle §ame § »i
notes Jive thousands of hertz away, so it is necessary to tyave} ]eng distancps :‘d
to pass from one to e other, We coud say thal, in front of fhe ”{‘:5‘
Jogarithmic mirror of the inner ear (er coch]ea), an octave of the size § &
(0. 1) and one eighth of size XXXXL (8, 9) look Jike two drops of ¢
water, Because in order to caphye an arithmetic vapiation at the highest

frequencies (going from ome sound wave to another), a proportional geomefric
increase in the stimujus thal causes it is necessary, Jt is the mystery of thedlf |
most holy musical frinityr ten different octaves, but a single actave frue, %
And His peculiar sound phenomenon of the double identity of sound iwaves
(or, in other words, the astonishing finding that each onme has a bwin ar <0
severa] almost univitellines) 1is physically explained by the fact Hat, if we
abstract from fthe disparity of fthefr frequencies, each sound wave shares ils b |
harmonic dna with another Jocated twice or haf distance, And is seems to

be a universa] constant in Exe globa) village of musical = stair builders, who

across fhe globe have agreed fo design a p]aying f eld fiifar musical praclice
. of the approximate = dimensions of the perimefer oT ocfave W& ~l

—— e —

differenﬁafes them &10 the size and intermr disfribuﬁon ‘f| alﬁ differenf 4 "‘




fhaf malgg up lhe per?me*er of fhe enghh, In e specific case of ﬂlehrﬂ':: "P,, :

’Pyﬂ'(agergn Euning of the steps of the scale it was found that fhere was a

EA’M‘,; smal| irregu]arﬂy in s design that coud cause the odd. nmsica] setback, I ;

i was as if a fen-doJay bi] was not exacly the same vajue

’ . a ten dofar coins, The box of hertz had to be squared because it was

' found ﬁlaz“ﬁ‘lere was a sma] gap of sma] change that was called the ’ '
Prthagorean comma. Jt was considered that it made your musical lifef‘g ﬁfﬂe opdl

[ ¥
you hit your bones at e exact same point as after deing Ewe]vé smgur ﬁff:h g M,, !

As
jumps without getting dizzy, The resuting soution was the eigligg f a

phefashepped we used, aso known as a fempered scale, where a simple w:k‘ *&:-‘* gt
through fifths does not immerse you in a IJabyrinthine spira] without an ..,,
emergency exit, but in a perfect circuar movement that brings you back to
the starting point. it i
: The discovery that Pythagoras made for Furopean music, and that seems fo

have ils counterpart in ajmost a] musical culures on fhe planet, which have
reached similar condusions, is fthat the sound waves that make up fhe audible
sound spectrum are not solitary animals, but creatures socia). So much  so that
they even have their own “socia] networks”, Fach periedic wave. has3 its |
cirde of friends and enmities, Jikes and dislikes, folowers and bjocks, retweels
and haters, waves with which it shares much of ils inner world and ils
astes, and ofhers with which i only knows arguing and fighting. They are
not isojated monads or shipwrecked a;drif& in an  indifferent “sonorous- Q!cean,
but acoustic vibrations Hhat have sirong family .o friendship r«?]afi«:rnsxhipﬂ1 with
olters to whidy they fec] altached by 2 spec#bm} ;2 mlhenatic
nafure, ﬁ L Geogle's algorithm of  virtul nef:i?h smmé
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that began to decocfer "Pyﬂiagoras, -AE leasf consciously, since the mluthve

Aiscom of its existence doud go back fo te night of fime, when te

first hominid began Eo link sounds that were seductive and significant for
his coniumi&

The tona) geomelry had given dear signs of possessing great internal efasticily
and flexibility, To te point of having integrated directive fopces that coud
seem incompatible with its .musical principles and that coud even cﬁ'ag’“ it infq e,

its own self-destruction, Both the chromaticism (wvfh its ('ransgressian of B}gf ? ‘a
diatonic pattern and, by extension, of e entire interior word af censomni il i g

L Bir, .
Joves and dissonant hafreds of the eighth temperate) and modu]aﬁen S js}f’fﬁj
(underslood not as a simple exchange of tones, but as a chan ge of musical o |
paradigm, even if it was provisiona) and temporary a modal shift and not d -'» |

a tona] shift through e eighfh) were not foreign resources to the common
practice of tonality. Instead, Debussy and Schoenberg showed that they
possessed a black hole in their nudeus capable of dynamiting fthe foundations
of the tona] system., Jt was Debussy, not Wagner, who fry made the
dream of an infinite meody come true. -And for fthis he only ‘had fo make "'
the musica] resource of modulation chronic, with which the tonal geam&ry was ! i
fransformed into modal, Because it is the moda] geomelyy, not the Ec;{al one, e
the most apt to create infinite melodies, a chain of events without beginning
or ‘end, without concusive cadences or fina] resolutions, -4 harmeonic
progression withouf strong dissonant fensions or large consonant strains: an

infinite metamorphosis of semi-fensions and semiconsonances, where the Subﬂety
of wvariations dlearly prevails over the &r&mafizaﬁon jL anfagonisms ) |
The history of western music is the dlranic]e of

;

the progremiﬂe ﬁ‘
infegraﬁon of  the léqsl consonant infervals in fhe nmsim]yﬁngt@gq \The *' -
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by mecfieva] monophonic singing, was the cenlra] malpix of modal geomefry

Originaly, only the ‘most  consonant intervals were considered musicals unison,
octave, ﬁ\ﬁfh the first polyphonic rudiments the fifth and fourth intervals

(organum) were accepted, the closest non-identicl harmonics, which with fhe
use of &; ;nosé elaborate  contrapunta) technique woud be extended to thipd,
sixth and some dissonant intervals (mihwh were quickly to be sa]ved fh e
consonance), The fransition from moda to tona] geomely is marke!f by Blgf g(' oq
musical importance of the modality's taboo intervah the diminished® ﬁfﬁl JTiiOne ‘»i
If the consonance-generating malrix is the moda center par excellence Ele : ;&;{ ‘:4
distinctive feature of ftonal geomelry will be the establishment of a double core my‘
of saund alfraction, equally important both: the tona) center of consenance g
(aromnd the harmony of the tonic) and fhe tona] center of fthe dissonance ¢

(around the harmony of the dominant one: fthe minor seventh with major

triad and the harmonic fritone it generates) The peculiarily of tona] geomelry
is to add to the great moda) distensor (malrix fhet generates consonanis) the T
great sensitive fensor (malrix generating dissonances), which in fona] Janguage 3 )
wil be called respectively ftonic area and dominant area, Jt is fhis biﬁo]arify
of the tona] cenlya) axis, fhis anfagonistic and complementary duality af41 Y
equivalent forces that affract and repe] each other, which wil give the tonal
geomelry an incomparable elasticily, capable of supporting, as if it were a
glant star, fhe game of cenfrifugal and cenlripea] forces of mifions “of | solar
masses, As Jong as the Ewo opposing forces are comparable enough fo remain

in complementary equilibyium. NQ, it is not an excess  of
8

. consonances of - dissonances fhat could deﬁnfﬁve]y lear* the smuﬂ @&u{e lof Ehe

tona) Seomefry, but ihe efimination of either of ifs two ﬁi’ﬁ ng axes,, ‘
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“or we]l ‘-in an afona) geomelry (without a TJarge center consonant)

The eqt;m] temperament of the octave (base of the tona syslem) is a
« pattern of _ .ipferva]s of twelve equidisfané semitones distibuted on diatonic scales
of seven noles fthat draws two fundamenta] cirdes for the tonal system (&p
cirde of fifths and fthe cipde of fhipds). A consecutive shift by fif&nf-‘ e ¥ el e
generates fthe twelve possible sounds of the eighth, before rehxrning E“o ; ‘i ? *
the starting point and dosing the cirde. Furthermore, e fifth ]‘m{sf inteyva] | .x.t'“‘.. '3 :
constitutes a circuar vanishing point through which te escape ﬂ:om E1e maﬁn, 5‘,5’:1
key and modufate to other different keys. The importance of ‘the cirde of ' "'"" ‘5
thirds s not Jess: the displacement by intervals of fhirds is the basis of * "~
tona] harmony, Iis chords are buit by adding thipds 1-3-5-7-9 (2) -
M @) -13 (6) -15 (1) to form a cirde that yuns Hhrough fhe seven
diatonic notes of the scale unti one is dosed an octave up, A root cirde
formed by chords in fthe root position, but which easily fransforms into a
spiral of multiple figures when the chopds are presented in the °
different and varied possible forms (inversions, dispositions, voicings ) thus

expanding the repertoire of the intervals that are generated between ﬁ'na} same
set of notes combined in muitipe ways and exponentialy increasing the
e possible Jinks in fhe chord progression chain, This great, capacily for
| metamorphosis of the tona) chord gives ils harmony enormous ﬂex{hﬂif)'.i
Alhough the fact thal, basicaly, they are only harmonic sfruclures derived from
the cirde of thirds ended up fempling to experimen ;viiﬂl intepval )t:irc]fs
. difrnt fom e td o bubd. chords Sersbin's Mystca Chord s




i & acamPle* C-F+-BE-AD. Composed of overfapping fourhs, it & a -
dissonant ] dlord due to the predominance of altered intervals (dimisished and
« augmented)

If the ;irhmus cirde (of fifths and ﬂﬁrcfs) was fthe chapacteristic geomelyic
figure of tona) harmony (in fact, the virtuous Joopr an oclave is neﬂi‘ing
more than a Jooped scale, where the paradox is given fhat the ]a,sf e]emenf“' &
of an octave is at the same time the first efement of the n B{us“ Ble vl ¢ 2
tona) system would be built on thyee concenfyic Joops: e meler{fic ]eop of o 3){::1
octaves, fhe harmonic Joop of thirds and fhe chromatic Joop cf fifths), for v '.
those who might consider that i had become a vicious circe, having i -»
exhausted a] his resources, there was an urgent need to |
find a way out of the recursive and circar Joop in which music had
become frapped after three cenfuries of tonal practice, The preference fc
intervals such as minor seconds, increased octaves, atered fifths and fourths,
and in genera] any chord with chromatic hypertension, conferred fo atonalism
the harmonic characleristics of a sirange altractor, as far from moda spheres
as from cirdes or tonal Jaops. — 3

The harmonic series was the acoustic root of the moda] system. The

? material, physical basis on which he had elaborated his interval abstractions,

’ His sense of musica] harmony deriveé from e consonant refationships that
maintain the first harmonics of sounds with sufficient synclu'onf and |
periodicity between  their simp]e waves o eshb]iﬁl_ a | main frequency Ti}e vast f ! J

. majority of existing music systems are modal s'f({sfems ‘;ﬁ cgn.siigu_s]quj *

unconsciaus]y E[ey a;! I:ased on variants of fhis principle ﬁﬂ comm i
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between ﬁﬁ\e main harmonics of sounds considered musical, The‘ tona) system
« had inherited fhis insistent alyaction for consonant infervals from fthe modal
system, an:i. .ﬁa& combined it with a progressive interest in more dissonant
intervals (Whtéh had Jed it. to “legalize” the tritone and ofher non‘-ctﬁison&nf e
intervals as musicaly acceptable sounds) . After a first “dlassical” p‘hqse ef ‘, ? ﬂa
consofidation of fthe new tona) system, where the play of iensians ? an& §§rains ol ?"“T-:' E
between consonant and dissonant sounds wil keep a measured bﬂance not fa;' e :1
from moda] taste (afhough with the characteristics of fena]ity) B1e Later " ":"‘:"g
“romantic” phase wi] be the one that shows the fu] polentia] of tona) e a.
geomelyy to generale more exiyeme tensions and slrains.
The fiyst to break the spel of fhat archaic seduction that humanily seemed
to fee] towards the siren songs of consonance wil be atenajism, -And it wi]

do so by replacing the serious harmonica with the bwelve-string series. |
Alhough Schoenberg strove that his musica] propesa] was understood as much :
more than a simple reaction against the tona) system (or that Webern :
interpreted it not as a change of musica] paradigm but as a conlinuagy in
the exploration of the most distant and dissonant harmonics of fhe inner
? world of a sound wave), the frulh is that both dodecaphonism and a] fhe
’ other atona] propesals were organized .afound a basic and unquestionable imusica]
drive: e taboo of consonance, The idea) sound mode| - of atonal desiré was
the coitus interruplus: an accumu]aﬁan of unreso]ved ‘E:onances, .eae:iiaﬁol}s and
. sonic fensions that never Jed to fu] harmony, '% F?ingi upp__otetf 2
]abyrinﬁﬁne sound - dwire (fruit of an infinite musical gmy‘ ;fm ﬁ;a]v,;ble ) “'-
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tensions  that A\af'&mos'i" coud enjoy a certain refaxation when graduating their
infensitiea)) Bwt did not Jove happy endings, If the ‘modafity had fs
Udiabojus in musica” (Ehe h'ifone), the tomality wil aso have its own: fhe
perfect tri;ci i (third major / minor, perfect fifth ). The consonance plays an
impoptant role not only in. the tona] system, but aso in any moda] ﬁy,stem, il
That is why atonalism, with its apocalyptic demolition of e CQnS@nmce«- ; ?»1
generating malyix, implied a tola] break not so much with tenaﬁsrh a;ﬁ,mm ' .,f-*b';., '3 k
the very foundations of the musical Janguage practiced by humadéty up to "*P&‘,ﬁ:“
w, Language that was based on the physics of the haymcnics of sounds K ng
of a periodic and synchronous nature, The yaw malerial with which the new i ...
atona] Janguage wil work wi] no Jonger be fthe harmonic series of sounds |
considered “musical”, but a new reinvented series that, arising from fhe i
octave of Iwelve semitones of the tona] system, delached ilseff from the
maferia] or acoustic base from which it had been born, and only admitted
dissonant chords and infervab. The acoustic foundation of fhe new fwelve-fone B
series wil be based on fthe nahe of sounds made up of nen-peﬁod:ic and R
synchronous sine waves that interfere and beat each other. Qr in a }aﬁcmal
melaphysics of sound, generated from abslract algorithms of a purely
mafhematica] nature,
The sound (and the sensations it _causes in the listener) of a mus!ical
work, basicaly, wil be frelevant The only significant fing wil be the
Jogica] structure that underlies and has generaled i, Fisys&eny the sfrr.lchqe,
the formalism, the paflern above any emotion, —I on o sonorous padpion

—— .

(which wﬂl be dmibed as romantic and banished to ae?ﬁc he[]) 1,,
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way, aféﬁa]ism wi] recover the medieval fradition that placed e among the
¢ disciplines of number and fthat made it taught by mathematicians in most
tmiversifies:. smce music was part of the quadrivium (xﬁﬁch incuded Aiscipliﬁes
related to mathematic] knowledge ), foflowing the fradition of c]assicﬂ'-f‘ oA
antiquity, A structural formalism of postona] music systems that sameﬁnies ‘.;.- r g

2PN s v !:_-

takes on fthe appearance of its own negation: pure randomness as' an ﬁé’ g’ xg
._';”,.s . \{ ! o ,' bl i

» - i{j o ',l:‘:" ,_" . LW} ‘,x
organizing eement of the musical system. 4 W

. g

" r..’,‘;‘ ‘ '::g

Music is Jike a [imbic Jogarithm, a passionale foymajism, a Jogic of o .

excess, At the same time, an abstract Janguage of sensible signs and a poetic i .-.

Janguage of overflowing emotions, Hence fthe paradox that hes marked his

entire Jife historys being a mathematician of the expressive inlensities Hhat T

overflow af Jogic. A form of rationalism capable of unleashing the most
extreme hormena] passions and flooding the brain with deeply excited

-
-

neurotransmitlerss an oxymoron.
Starting from the monotheism of the consonance (geomelry of the Emeda]
spheres), after passing through a pojytheistic phase of dissonant cansenﬁces
(geomefry of the bipolar furbuence of the Eana]ify), we have ended up in
the ‘monotheism of the dissonance (geomeﬁ'y of the slrange altractors of
tonality) But is tonality realy dead? Bearing in mind the fact fhat  the vast
majority of Western music today continues to be based - on Eaﬁa] paﬁerLs and
that atomality is even very ;Itfnm'ity among fans: of | music cayed "cl,assicia]"
. {and therefore 48 no more than experimenta] Iaforil‘ music, mhgaﬁ;_?o

——— .

very res&ﬁcted -t:irg':]eﬁ\’:cof t:emposers and musical experts), %tzesl*ff

i l".‘
WP LI ;,'n
‘J? N :‘X-H

b

)

‘. ¢
is.{ a
paresih | i
_ i ,
Lot Vi - :;r- - - ff‘
o PO ; a =3 ’ -’f
; N R ‘ ol ‘ T S L




;.’?"5'*':‘ that s sﬁﬂ Eoo nmc'h alive. And perhaps not due to igncrance, bad taste - of
Jack of musica] knowledge of the public, but because of their own infrinsic

. dm'acferisﬁ_c? postona] proposals wil hardly ever leave the ghetto of fhe
initiated, The ultimatum that the different artistic avant-gardes (incuding
musica] post-linearism) Jaunched in their time to fhe general aesﬂleﬁc f‘asie e .
over time has been revealed as a mere dedaration of intent and ﬁas beerh‘r ? ’
left on wet paper, restricting its revolutionary epic to a sacred cﬂf fci,, | :‘.Lz.:‘} P |

insiders and experts. -Afhough it has become the official discaufse of "culi” ‘“‘[ 1
art, it has not been more than a mere revojution in the cJassroom, more K. “g
academic than teal, an aesthetic religion for the chosen and enfightened, ful : .-ﬁ

of unquestionable dogmas and teboos. Qfficia] and academic art
that st creates ils own revolutionary fantasiess an aesthetic utopia with feet
of day. Because when what initialy appears as a [iberating discure that bels
on creative freedom, ends up becoming a canon of untouchable truths and
excusive rules, it Joses a ils potentia) as a creative stimulus and becomes
pure aesthetic ideclogy. Finaly siripped of a they epic, pretentious and
bombastic rhetoric, the avant-gardes revea] themsejves for what hey: reau% ares
one more artistic language (with its sirengths and weaknesses, ils advantages
? and ' disadvantages, ifs Jicenses and fils Eaboos) and not THE DEFINITIVE
f g of A Forualey o unforbunalely, the peciiar music diolgue fal
characterized the tonal period (the diclogue between e ‘perfect fiffh = (e
consonant chord - and the diminished fifth - JBI? Fii_?ana] chord) conlifmes to
TR (TR OO Sge——S hum{nify.._- =

-
-

g . S, ‘

NS !
: .1:‘ ',‘ \.. i A "I 4"
By O ¢ .'-f ." -
| - .:r CMEF "

£ .’éf-‘
: 3

. - - 3 "
P e 0
i
- e ——
Mtantaneas .- - Rkl . S *
gy 1

'n_*;n:-....*




The resu]ﬁof Eransformmg the od game of ftones into a renewed game
of ha}fféies, proposecf by posttonaism, was the eaboration of a new lensor
geomelry that drew a wandering musical desire (which was recognized as heir
to the nomacﬁc Wagnerian harmony that had profoundly destabilized the sense
of the tona] center) with eternally suspended consonancer a coitus in!erﬁ.:pﬁxs | |
ad aelernam., A semi-cadence that rests elernay in the tension ef &[e d"' "Fa
dominant without ever finding is keys an endless game of unresdlved iqner Pl .'f g
sound tensions, Altona] worship is based on the fetish of dissoimnce* afana] g : M":’q
harmony is built not from the chord but from the disagreement. " “ﬁ
A step further was faken when it was proposed that fthe shortest distance * s
between two tones was not necessarily semitone, Microtonalism fragments the

"
e 4‘_7
3 l- i

tone not into halves but into quarters or even smafler frequency ranges. If
dodecaphonism contested the tona] diatonic pattern, microtonalism did the _same .
with the dodecaphonic color pattern, Tt only remained to reduce to fubble the |

eighth to dedare the od building of the lraditiona] musica] system definitively "'

-
-

i ruin, | L 1

One of the most curious navelties of sound modernity is the 'in;llnfian
of the thythmic pacemaker. In its origina] form it was a revojutionary
percussion kit fhat received the name of drummer and was essentia] to help
mark fthe heartbeat of the new rock ‘music genre, In short, it was = multi-
rhythmic and polyrhythmic instrument  that incuded percussive elements from
different  sources: TFuropean kicks and snares, ﬁﬁ'ican toms, orfenta) hit lhafsf
. crash plafes, But the undisputed reign that i iarpjpercg-"»fjgp-__kgﬁz-ﬁ

| 5l

exercised for decades“began to be questioned when the -eleclrified Pn;sig of gt
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which it was holy and sign suffered the invasion of the i electronic
music, Whicgl had its own pacemaker mode] incorporateci* the drum machine,

There s nr..xv electronic music that does not have its beating heart iransp]anfed
in a drum machine, Jts great capacily to generate thythmic paﬁerns lﬂ‘akes if AR

an essentiag) too] for rthythmic design, |t is the photoshop of ﬂle ;hyﬁlm. ‘,, ? *
The special relevance acquired by rhythmic design is not fhe on]yf mqa#ri&ic pr ""? :
note of contemporary sound, As much or more is fhe impayfaiace given Eo P ﬁq

the timbra) design, In the up-fo-dafe and up-to-date arsena] af modern "@Tg
bungling or saund ficks, in addition o a drum machine, a good be] box
cannot be missing, The timbre photoshop is known as a synthesizer, If -‘ "q
matter has its superparticde coflider, why shouldn't sound waves have theirs? | ,‘.ﬁfr :

Leaving us ftechnicalities and gelting to the point, the sophisticated technological =
sirategy behind a matter collider could be summarized as: dubbing « partices to

pieces and then picking up the debris, Tt is the most effective “way to by " |
to understand the srange Tnner wod of e raw malerid of reai. Wil i
be hecesiiry fo subject saind waves b il _sclentifici ke SRS <
confess somefhing interesting about their no Jess fascinating and mysterious
nner  world? The first timbra] design stralegy chose fhe  path of the Fourier
ransform. If a simple periodic wave, Jtke a musical nole, is a harmo?lic
chorus of inner voices, it woud be possible fo reverse: the process = g
and go from e simple io. _&le complex: creale a Friodic wave ex nfhﬂo

&

. from fthe sum of ils simple waves, But creafing- a

chorus —of - harmonic



. beginning (aﬁack) its deve]opment (susiain) ami1 in:%fab]e aufggme ({re]ease),

vibrations from noﬁﬁng, as the additive synthesis of sound intended, proved.
impracﬁéx it took a Jot of osifators (wave generafors) and I{aving the
technical skil of a sound engineer to keep it from ending in a
pancfemcnﬁ;t“ of noise instead of a choral of harmonics, What if Jess were
more? Wouldn't sublracting . be more practical than adding? Instead oj f‘acﬁng |
as fhe polter who adds raw maferia) to create a complex object, &e it as‘i ﬂ
the sculptor who lakes a tuge stone block and remove what is . Eff afv;r ol '3 k
Thus was born the sublyactive synthesis of sound, Not going ﬁom HIe ’,&;‘,ﬁ*q
simple to the complex, but from the afeady complex to the mere complex. K A‘g
The basic kit of the be] box would no Jonger be formed by the simplest a.
waves such as sine waves, but by fthose that aready have an inferesting |
interna] world of harmonics, such as square waves or sawtooth waves, (Ofher
effective techniques for manipujating fthe inner world of sound waves would
then emerge, such as modulay synthesis, fm, or wavetables, And in the end,
perhaps the most interesting synthesizers are the hybrids that fake® the best of \ B
each method and aow to redesign sounds from different slrategies: coffiding k.
different simple waves to obfain a unique frequency cocklail from ‘e iimp]e
(additive synthesis), filtering selectively some harmonics of the wave (Jow pass,
high pass .. of the sublactive syntheses), generating subsonic frequencies with
be LFOs fha moliy ol main vaves (modir syitests). Orpuling
skin to the naked sound with fhe envelopes of amplifude, fo transform a

monotonous auditory frequency 'into an m&rtguing story, | wiﬂ1 its 1 1 J

\\
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¢ machine), the photo editor (photoshop) or the video editor, are both a

. quotients with - which fa form sensible octaves ﬁ'fﬁ ? Wiﬁl E_Q_m?t_"ble

The ﬁarmonic editor (ﬁle synfhesizer), Jike the rhythm edifor. (Ehe drum

technica) instrument and a creative space, Because the timbra] game of
recreating the inner voices .of sound waves can also be an at ofi’(@:ﬁ;é:‘,:%
imagination: the art of photoshoping harmonics. :;:‘- B,
The ability of digitl audio programs to generate and manipu]% sou;)i( vl h 3}.}
and ils frequencies to previously unsuspected Jimils made it pos#fb]e Ea i ’u‘ 'E{q
transform the musician's composition studio into a frue synihesis sounds "Mg
Jaboratory, and his musical journey into a risky exploration of frequencies and - “3
wavelengths. Beyond fthe fact fthat cufuraly or not music was considered fhe ,
resut of such an unusua] sound expediﬁon. The genre caed “noise” takes to =
the extreme the demolition of the spina) coumn on which fhe entire musical =
edifice that humanily had patienly buil over the miennia stoods the
difference between sound and noise. Noise uses noise as the  ° . -. D
raw materia] for its sound practice. If te quantization of the audible sound "
spectrum was essentia) for ils conversion info musical space and fhe = .
establishment of musica] art as a combinatoria] game of intervals starting from &
a few sound waves (musma] sounds o nal:es), noise noise pushes he process
to e Jimil inverse deqlmnfizaﬁon of the musica] system to be able to wuse
as raw maferia] any of the inmmeraiﬂe sound waves of e audible s;iecfrum.
And not only fhose that presenf cerfain Jogical refations of multiples. anﬁ

b o




sound Pﬁpsonaﬁﬁes, From the art of combining musica] sounds ‘Eo the art of
exploring sound frequencies,

Despi.h; | vE1e obvious sound differences between the works generated by
musical philosophies as disparate as the Pythagorean of the modal sph&‘es e A
algebraic metaphysics of the afonal series, the tandom suprealism aﬁ Hle l'm%é‘ ?‘ﬁ
series of e sound pantheism of contimum noise, perhaps a Leaéi cemman vl 3 i

multiple unites them: a timeless conception of musical time, They generafe '.,‘-,7&. P‘ gﬂ

A -;,";w%:... |
musical] works that, evidenfly, at some point end, but more because of W .
exhaustion (running out of words in the case of medieva) singing and ; n

Renaissance polyphony, cutting the combinatoria] chain of sonorities more of

Jess arbitarily or without progression in the case of alonal series and T
contimmum naise) than by an interna] sense of the condusion, Perfectly his ;
musica] speech could be defayed forever. On the other hand, if one fthing
characterizes tona] discourse s ils obsession with writing ils own' epitaph. |
Because, as in every story, the horizen of its end is aleady inscribed in ’\
its origin. In the (Genesis of the tona] conception of musical time, %1 the i
beginning was the end,

Music is quite a paradoxica] phenomenon. Jt combines the Jogical rigor of
its intestina] intervals with the emofigna! expressiveness of its epiderma] it’-(!urlﬂs,
It s bolh an absiact object (a rational paitern) and a physical emotion (a
sound wave) Classica] and meéteva] antiquity recognized Fji" as know)ing 1 the
. number (it was part of the quadrivium), but ﬁreﬁy from ée_ R:ﬁ{ﬁs;s_a‘hce
mditshumanisﬁc%deav i began o be parceived abo a8 kno the Jogos




"’?'5““;- (understood as language discouse). Not so much a purely ma&emaﬁcal '
combinaﬁarics of sounds as a sound grammar (syntax) and speech (narrative).

« The doclrine of fthe affections of Baroque Fra (which had a greater
influence ;n i the discursive and expressive thetoric of musical ]anguage fhan on

aspect of your persona}riy And it s that music is a phenemenaﬁ of ,q | ‘1;. | :’ 3
bipclar, paradoxica] natures it has both the sou of a maﬁhem&lidlian ami an B P :\1
artist. That is why, according to times, aesthetics or personal/ Gasies it cauld ik |
be conceived as an algorithmic of sounds as we] as a sound grammar of a.
emotions, |
Moda] desire is the musica] desire not to sltray too far from the

paradise of consonance, Pythagorean music of the spheres for milennia would
be the idealized mode] of this placenta] desire for a consenant wunily. ‘The

move from the moda) system o the tona) system, somehow, officialy signed . "

-
-

the act of expulsion from paradise of perfect harmeny, The pragressivei : v
incursion, which had been taking place in musical practice, through E'ttj he] of
dissonances, ended with the promotion of the reviled “diabojus in musica” fo |
? the 'calegory of musical prolagonist, expressed in fhe importance that would
7 end up acquiring the harmenic tension of the Dominant Seventh ']"hei tona)
story is the chronide of ﬂle expusion from the consonant — A
paradise, but ajso that of hope in a future rehxrn the pramiseé bﬂd of
. e perfect chords fhe happy end of the mﬁlen'ﬁe g "i@_ _i%‘ ﬂl

tona) wark s‘tmu]d..;,a.{;{, A nmusica] work is a chain of gounds ¢
128 o 4? A L
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projected'”in time, The links in this time chain of sound s that make
. up e musica] discourse can range from simple melodic notes fo complex

harmonic ;mmds A cadence is a sound Jink that acquires a cerfain border
or border tue that partialy. or totaly interrupts the continuily of Ehe *fé;mnd fiPa
chain, Jt bansforms a pure arithmetic combinatorics of more of less~' i ; r ﬂi
infertwined sounds into an authentic sound story. [t is precisely #@nks jé iy ‘
this game of cadences fthat the chains of sound waves accp.ﬁre ffhe morpho]egy . g,i’q

of an elaborate syntax of discrete motifs, melodic phrases, idenfifiable themes, " “"‘:1,»\1 w
harmonic chord progressions. Until they inexorably drag the musica) discourse e “t
towards its own seff-destruction. -After a complex game of tensions and Ry
sirains, chains and semi-cadences, the musica] discourse finally reaches its | ,‘:‘:.‘? !

maximum degree of enfropy, of sound stability: the perfect cadence of e
relurn to consonant paradise, After which only eternal silence s possible,
Because in enftropic happiness there are no Jonger stories that te]]. % '. B
Paradoxically, the metaphysical project of reducing the rea) to a Hmelessi ’
geomelry has been the great dream of the scientific mind, from ‘ifs 'aﬁgins il 4
in Newtonian mechanics and fthe omniscient fantasies of Laplace's demon, &
passing through TFinstein's space-time geomelyy (for whom the time was only

an {lusion), unt] Hawking and the current obsession to find a Theory of

Everything  (superstrings, quanhxm gravity) understood as a magic forlmﬂag that, oy
from a conception of know edge as rational meiap‘hys E;f an pmnisciexrt 1
. mathematician (or a faﬁooisi of inde]ible palﬁerns ‘on' the skin Q-LBIL



« evenl, as singuar as it may seem, is nothing more than mere casuislyy

. smart as simpleton,

universe), wou]d be E\e timate cause and explanation of everyﬂﬁng that
exists, 'ﬁ\e genera] and universa] Jaw regarding which any fulure

aready foreseen in fhe initia] code, in the body of abslract Jaws that gqvefns
the destiny and evojution of everything real. Time, far from being cf‘me?veé i

as a creative flow of irreversible events and genesis of novelly, is WA i

to the insignificance of an eferna) relun of the identical, a meyé’, anecd@ﬁa]. . ‘,Fb.“l '.j

embodiment of what was ajready written in fhe tables of univejvsa] ]aw | ,1 ; '5){::1

Curiously, the two great mathematical models of modern physics refativity and i '1

quantum, remain obivious to the hermodynamic arow of time. His equations " -»

(Whidt express a geomelrized, eastic, reversible time, constanfly forked and ,

objivious to the distinction between past and fuhye) are completely insensitive

to our cosmic fragedy of existing in an firreversible time (of embryogenesis i

and decomposition, of bing bang and heat death ). Heat death not so mud

by a residua) heat siroke when fhe universa] thermodynamic equilibrium @ is g -7‘

reached (afways defayed by a dark energy that stimulates a speed of c@k

expansion in constant acce]eraﬁon), as for the rigor mortis of a prebi]e i

freezing cosmic, .
When complexity, the source of both constancy and cosmic creativily, is

only perceived as an annoying complication  to be reduced to an idea)  and

simple system of lJogical palterns, the image we make of the imiverse is

trapped in nature, of a Ea}enﬂess automaton, -Ag Prej_fcfab]e slerﬂe 16%9

_._f‘“.:’a_“j o



« medieval and Renaissance modality aready used them, Tspeciay to mark

"

Cadenceé’; are not an exdusive synfactic resource of the tonal sysfem. The

musically ?he pauses of the punctuation marks of the sung fext, Medieval
music had emerged dclosely Jinked to singing and the Jiturgical readingf‘gf i
sacred fextss In fthe beginning was the Word . Only when it beca,me , ; r ﬂ
completely independent of fthe voices and words, during the tonal. i;Ipssicim,
the cadences became relevant due to fheir infrinsic function wi&dn eund
discourse, freedom from the need to have to adapt to the synlacﬁc rhyﬂlm i
of an externa] verbal discourse. -' .-.
Atona] desire is the dironide of fhe fa] into the he] of dissonances v |
without the possibility of reluyning to fhe payadise of consonance, Because fhe 0 ©
atona] system 1is aflergic to happy endings. He doesn't even believe in =
endings. Not even in the beginning. Only in the pure becoming, in the
wandering of a nomadic sonorous desire in perpelual exile. With' no origin ‘ -. ) |
or end, the atona] series is as marked by a Jonging for infinity as the L
moda] sphere, An elerna] return without beginning or ends an e&rna]'jmd
infinite Joop. It is not strange that one of the obsessions of postonal

systems was fo avoid any form of progression or cadence in his musical
discourse, Within the posttona] conception of musical desire, fthe sound flow
never realy ends, it only stops. Then e work % boge— 9 =
The characteristic note of lonal Janguage s noi mudl ﬁle fac:f «;If
. establishing the fonic as fthe center of gravily ef Vi

rather  of deve]opﬁig}\cif _in the form of a naryative (t




]angtmgeiyshmhnres your sound discourse in the form of a mue".ica] nayrative,
The sfory_.js a set of plot forces that drag an origin towards its own
end, The sEc.;ry is the proper way of being of the ephemeral, Just because
it exists, the ephemera] means: the itinerary of the displacemenf befweﬁ 83 gl |
beginning and an end expresses a sense in time, an opder in éhaus N " r ﬂ
crack in the perfection of unily, a Jament in the indifference &f"‘“ Ehe ‘g,érna], ,5.'-,}";'. i
a qy in the enltyopy of silence, Only that which agrees to g’et dirty wiﬂ}_, 4 “‘mq
time becomes a story. At bottom, every story is a biography’ of death, "“g
Because only things that are born to die have a history. -And fhis s i .-.
precisely what distinguishes the fona] system from a]) the ofhers (pre of

pasﬁnena])v its conception of musica] time as an experience of [imils (ef the ~ Jhadii
finite, of he unyepeatable, of what has a |imit in Hme), ) The dedine of =~
endings is aso a dedine of the ephemera. Its pecuiar bipolay geomelry
capable of generating bofh great fensions and greal consonances has been key 'y .'
to being able to express that lragic feeling of existence, A feeling '
that, if it is a Jament for the fleetingness of [ife, also expresses a iqei
seduction for what has been born to die, A lerrifying as wel] as fascinating
fact.

TEnlropy is the termometer that measures fhe degree of stabflily of a
system, When it reaches ils maximum, the system enlers an Me ‘regsl
from which it wil neverbeab]efowakeupt |
its energy has Jost af regenerative capacily, Erafsﬁ?r‘m F%fo PurL:egdnﬁ
energy wiﬂwuf Em%bﬂify ‘to metamorphosis, Iis maximum
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p&radoxié‘:uy, its state of maximum orders nothing can des&abiﬁzé it,
« 'Ihermodyn_agﬁcs is e cosmic science of time (the great absent in
the wet cfreams of the vast majorily of mathematica] physicists of
generahons reduced to pure phenqmeno]ogwa] flusion and mere co in i

And its second principle reveals a fruth thet we never wanted ié;. know*’ B\e Jyp“f;? M-'
universe is dying, everything that exists is morlaly wounded, Qne &ay,
cosmic time wi inevitably reach its perfect chord, its final cadence. The w
: music of the universa) spheres wil reluyn to silence, Enfropy is the final .-,a
cadence of any system made of time. -And multiple and varied are the ways

in which it 1is expressed: biojogica] death, cosmic death, harmonic death. The = 1
musical] games of lension and pest are nothing more fthan variants of this 8

cosmic game of enfropy and time, In the perfect cadence of time, the
system reaches ifs maximum degree of stability and fest, which i ase ibs
Jast epitaph, ils swan song. The arrow of time is a story that d;-ags
everything that exists towards the irreversibiliy of the silence of s 3
posthumous  yest,

2 ‘An enfropic story of fthe ultimafums fhat composers Jike Wagner or

i Meatler knew how fo bring fo fhe dimax of the sound, lransforming the
fina) cadences info a lrue ecstasy of farewels. : | ‘g
The cadence of that Eragic greatness of whilwii %orn to .c{ie,,z' 7‘:
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Is tere smart sound Jife beyond musica] idecjogies? And in { \!
general, is there smart Jife beyond ideologies? Qr to be more ;
specific, is there smart [ife in ideojogies? BBk

The wopd idedjogy is made up of two words of Greek origin:
eidos, which ended up giving rise lo the concept of idea, and
Jégos, which coud be franslated as reason, thoughl, language, Jaw,
order. So we coud define the term ideojogy as a raliona) system
of organizing ideas. -Although currently fthe feym hes been _.#
circumscribed preferably to fthe field of political ideclogies, the “birth !
of philosophy in ancient Greece coud be considered as the origin
of the first ideologica] system. The philosophica] Jogos had inscribed
in its DNA that wil to Jogically organize thought based on the
discovery of universa] Jaws, unlike the ryeligious Mpythos that o
emphasized fthe principle of authority of the fruths rtevealed by an
infallible soupce of knowjedge: gods, The gods could be firyational, the
corpus  of religious Iruﬁls. could Jack interna) coherence: none .. of !ﬁﬁ
was relevant, Religious truth did not come™ from e Jogic of his
reasoning, bu£ from . the unquestioned authority from which it

il N
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emanafed, They were a divine word, a dogma of faith, On Ble
oher hand, in fhe philosophical corpus its interna] coherence was
everything: Philosophica] fruth was only reached through precise Jogical
reasgning, FEven in the case of philosophica] schools  that do not
renounce the concept of "god”, in redity the god of the
philosophers is very different from the god of fthe believers: he s
an iftefectualized god, a Jogica] and rationa] god: a. philosopher god.

[t may seem absurd that applying the philosophical method of e
rationa] organization of ideas we can reach completely opposite £
condusions, For Heraditus in the universe everything was movement,
for Parmenides nothing moves. Fven among fhese new ralional’

seckers of knowledge, a group of fhem (fhe skeptics Jed by]’yyrhe) ’. £ ~
had come fto the Jogica] condusion fthat we really can't know o i
anything: the only philosophical tuth is that fhere are no s lrulhs. ki 5

And it is that whatever the condusions reached using philosophical
reasoning, a of them are considered equaly valid, even if fhey aye
contradictory with each ofher. Platonic philosophy is not considered
more or Jess lue tan Apistolelian, Sophistic, Skeptical of Hegelian.

Science would probably not exist if philosophy had not existed,
Science is a bastard daughter of philesophy. Scientists = consider
themselves somehow heirs of the philasophers and their rationa)
methods of knowledge. Fspecially from one group of them: the
practical philosophers. Thinkers who would not be so interested in |
building impressive Jogical buildings of reasoning, as in observing
and frying to understand the workings of nahues natural philesophers
rather than purely raliona] philosophers. In time these practical
philosophers would come o ryealize that te epitemologica] gap
separating them from the rest had widened so much that Hhey could
no Jonger ca] themselves philosophers. Modern science was born. -And
this gap that made it possible has to do with a cerlain  initial |
feeling of dissatisfaction that ended up Jeading to fhe awareness of
an inevitable separation. The practical philosopher | found insufficient |
the theoretical - philosopher's confidence in &a&nin% sknowledge and' ',
truth through mere Jogical reasoning. Jt is not enough for the - ¥
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. scientist that a . theory be Jogical and rationa), it aso has to be’
0 Med Thet is why he hes Jeaned a different way of refabing tfo
g A knowjedger diaoguing with reality, A logical (philosophical) fruth i
i useless if it s not successfl in ils confrontation with the" red
world: Tt is whal is caled the experiments) method, the touchstone
P " of scientific knowledge, Jt acls as a kind of natura) selection of
’- ideas™“Only scientific ideas survive that overcome this confrontation
' with the rea] world fhrough the experiments) method. TFor fhis
reason, unlike the philsophical ones, scientific ideas can hardly coexist -3
with each olher if they are 1ncompahb]e= the theory of ptﬂogision % %
or the ether are nol nearfy as blue as the theory of gravity o L o j

relativity. They once were, bul this relentless (Ockham's razor of &[e Pl i
evojution of scientific ideas by natura] selection has finany & o4 Pl

exterminaled them, Wi
We coud say thaf, in some way, the gap fhat gave rise to w‘
1 the birth of scientific thought was the need of some philosophers to i

escape from the ideojogical golden cage in which they Jived: fhe
mere Jogica] organizalion of ideas was not everything. In reality, it
is nothing if you do not Jearn to diajogue with realily. Just a
speculation of the mind, however plausible it may seem, And
although scientific tought is based on a continuous struggle to
distance itself from ideological thought through its pecuiar method of
extracting truths, it does not ajways succeed. Nor is it an effective
vaccine for the scientists themselves, who outside fheiy specially can
perfectly abandon themselves to fthe most secrel pleasures of cherishing
the most firrationa] and dejusiona] ideas, without the hassle of being
subject to the rigor of skepticism and critica] thinking. One of the
founding fathers of modern science, Newton himself, devoted more
treatises to his passion for ajchemy than to scientists themsejves, He
never abandoned te magical fhfnlfing of believing in omnipotent
beings and saviors, in the form of some ‘helerodox variant of E{e!
god of the Christians, -This cognitive dissonance of the father of
scientific thought is usually justified by a&rMingL it 3“’ the - cultura) |
pressures of his time, dominated by the Q‘ﬁmiprésence of re]ig_ous -
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i ” discourse to configure the coflective symbolic imaginary. If the (s

e 0 scientist was fhe philosopher who had succeeded in escaping from

ﬁ_& : the chains of philosophical idecjogy, he had not yet escaped from

i that,, ofder, pervasive, and intimate form of ideclogy that s
groupthink. n any case, those first generalions of scientists Jaid the

’ " foundations for modern scientific thought which, once freed from the

’ instititiona] pressures of the magica] thinking of religions, could begin

. to disogue with reajity without the mediation of the gods. -And

{ from that didogue a condusion emerged that supports his pecl.diaf; '

vision of ke world. In te words of Galileo Galileis rea]iiy
(nature) i a book written in mathematica] fanguage, .

Is tat mathematical Janguage that reveals the ultimale essence and i q,
functioning of reality finaly a way of Minking without ideojogy? ‘
By Jearning to speak fhe Janguage of mathematics, scientists had been “""Mﬁ
able to rid Memselves of the bafjast that distorted the perception  of =

' philosophica] thoughts verba] Janguage is too ambiguous, conlradictory, . -
amphibojogical, paradoxical, and inaccurate to be the ideas] means of
communication with the human being. lo diadjogue with realily.

‘ Mathematica] Janguage was reveaed as a much more practical, accurate
and effective instrument, -And yet mathematica] thought was not
exempt from suffering its own identity crises. In its beginnings and
for much of ils history, scientific thought and mathematica] Hhought
had gone hand in hand, The first scientists were ajso good Y

' mathematicians, For them, mathematica] Jearning was essentia] to caryy |
out fheir cajcujations, -And a good part of the new mathematical =
discoveries for centuries had fheir origin in the need to develop
theorems to understand some aspects of reality. Mathematical trufhs
revealed fruths about the tea) wopld. In its remole origins,

' mathematics would have been born for purely practical reasons:
counting things, measuring tepritories, caleulating proportions, —account

for exchanges,, Bul in the Jast century mathematical thought —suffered l}_'
an infense identity crisis from which it would emerge transformed, '
Somehow it woud no Jonger be what it had It came abomf'
when mathematicians began to develop hew'gms or e simp]e
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y o p]easnre of fthe Jogica] exercise and nol from a demand arising = % “"
ol » from the need to sove some scientific problem. For the fifst time
f, he became aware' of his own singularity and the paths of scientific
i ( development and fhose of mathematical development began to fork,
athough this did nol in any way imply that they enfered into
’ conflic. Jt was simply the resut of realizing that scientific truth and
’ matheitiatica] fruth were different things, -A mathematical eorem could
1 be true even if it was fyelevant to expain any field of study in
sciences: mathematica] truth coud be ftrue and unpea) at the same & °
} time. Unreal in the sense fthal fthere was no aspect of realily: Bpt # %,
required its existence. Regardiess of whether reality behaved in' some ~ e
of ils aspects folowing e Jogic of the reasoning of a mafhemalica]' |
theorem, it revedled an unquestionable fruth. Jt was no Jonger a2 = © £
truth about the world (nahlre) but about the mind: about fhe WA '-'4,":_‘-3“2":;‘-4
rationalizing power of the human mind. Somehow mathematics became B
aware of its ideojogica) nature, but not in ke sense of e old
Jogic of philosophical ideas. Because his goa] was nol to explain or
understand nature but to develop the Jogica] and rational capacity of -
the mind, Jt was a rationa] system of Jogicaly organizing
mathematica] ideas, which wepe basically idea] objects, frue in
themselves and not because fthey referred to some aspect of the
functioning of reality. A mathematica] Hheorem, as Qppased to a
scientific one, it does not need to diaJogue with readity to be frue.
It can be tue and unrea] at the same time, Something that is in
no way acceplable to a Jogica] and raliona) thought (a Jogic of |
ideas or ideclogy) that does seek to explain and understand ;-ea]ify’
It cannot afford to be just a Jogica) game of the mind,

} Surely placing the development of one of fthe first ideojogical

’ systems of humanity at the birth of ancient Greek philosophy is
shocking. -And perhaps righlly so, and it is only a mere projection
of my own idecogy (Jogical syslém of ideas) that prevents me
from understanding the rea) foundation of philosophical fruths. Be that
as it may, the only sure fting is that no oneL precisely, of

| philosophical - questions “when they hear of ﬁer H1e word ideo]agy —
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\Ntlai kind of menla] representation does the concept” of fdeo]ogy
arouse in us loday? Basicaly a rationa) system of Jogicaly
organizing poﬁHca] ideast a political Jogic of ideas, -And yet the
efymology of - the word places us back in fthe context of fthe distant
origins of modern teasons Politics derives from the Greek wopd
polis (cfiy). Philosophers had not Jimited themselves lo dealing with
univepsal issues such as the ultimale essence of things, but had ajso
been concerned with reflecting on what coud be fthe idea)
organization of a communily on rationa) bases. The philosopher was.
a new, ful-fledged inhabitant of the Greek polis, and he alsos had
his own vision of how lo organize a community, which différed

from that of the warrior, peasant, or merchant. Perhaps one ‘of the :
most famous of fhese cities of fhe philosophers is the one ‘expose(f ~

by Pate in his Republic. -And to te] the fruth, she is not
without obvious autocratic tics, Mammals are socia) animals by nature.
Humans are no exception. In fhis sense we are socia animals, but
for Aristolle we are also politica] animals (zoon pahhkon) that s,
with the capacily to organize societies on rationa] bases and not
merely instinctive as it happens with the rest of e socia] animals.
It is the Jogic of the ideas hat underlies 2] political idecjogy: a
rationa] organization of the communily hat benefits the greatest
number of inhabitants of the polis. Tt is in the methods and goals
to achieve it that some politica] ideojogies differ from okhers,

We are certainly socia] animals, even pdlitical. But this is not
the whole story. We are not ants or bees, Fach one of us knogws
and wanls to be a unique and singuar individual -And perhaps ﬁﬁs
contyadiction is what makes us human: the need fo reconcile what
we might ca] our gregarious nalure with our individualistic nalure.
At one end of the specrum woud be the margina) or < Jonely: the
individua) unable to give up any part of his ego in opder to  Jive
in sociely. A peculiar variant woud be the social narcissist:  the |
individua] who without giving up anything gels a] the benefits of
community Jife, Jt woud be the autocrat of tyr@l indivi&ua] |

who, with ‘his charismatic Jeadership o wilh—hid- power to insiﬂl |
——a T




terror, gels' the . entire communily to organize around’ their own = %
interests, The politica] dictator and the Jeader of a sedt would be
the most « charismatic examples. At the other exireme woud be fthe
gregarious subject the individua) without personality who s only
governed by communily yues and Jaws. Undoubtedly, most people fal
somewhere in the middle between their need to daim their

uniquétiess and ftheir need to belong to some group. This difficul
balance between gregariousness and individualism 1is ‘what characterizes
the human animalr it is both a socia) anima] and an asocial
animal. -Alfhough it is cear that there are animal species that are '

not particuarly social, without a doubt the sirategy of forming groups

of individuals has been vita) for the surviva) of many speci&s n
nature. The group is much mope effective than the isofated =
individus) when it comes to prolecting fhemseves from attacks as
we] as to procure food or reproduce. Not infrequently, e expulsion
of a member of the pack exponentialy increases his risk of deafh,
unjess he quickly finds another group to integrale into. We are nol
socia] animals by chancer it is part of a successful evolutionary
surviva) stralegy fhal our species has inherited, We have neither
invented it nor wi] it disappear with our extinction,

Bul group Jife not only offers benefils, it also demands fributes,
And the most important is to help maintain group cohesion.. The
group needs a strong gue to hold it together and prevent i from
disintegrating into a mutitude of isofated individuals, It demands
some form of fidelity from its members, [oyaly to the set of 1
ideas, symboJs, celebrations, beliefs and common traditions that unife
it. That is why each community Hyoughout human history has
developed its own code of signs (janguage), its own ryitudls, ils
own symbojs, ifs own gods, its own music and ils' own woyldview.
It woud be a] Hat we encompass with the term culbure, whidh  is
nothing more fthan a kind of gi'aup ideojogy. Ideology not in Ehe!
sense of a Jogical and -raliona] organization of lideas, The cullure o
ideojogy of a communily can be deeply irrafion#[ confradictory, it
doesn't matter, Because its fundamenta) missfon i " not EQ discaver |
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§ | plﬁlve h"ﬂls buf Eo keep ﬁle group united &u-ough fide]ify to & " jl‘.’:“‘
;:‘; ‘ ’i'.com i‘deas, Tﬁe imPﬂffanf Ehing is not that fhey are Erue - e .

(W Wel ey are accepled and shared Tt fhere is any underlying Jogic
in ufhis peculiar group ideojogy, it is that of uniting e group.

|

|

; Po]iﬁca] ideojogy is a form of group ideology, with its own

’ % mechanism of fidelity and interna) cohesion of its members, But to

: the extent that politica] groups are usually part of a Jarger

| community (in the modern case embodied in the form of a

r nation-state), it would "be convenient to differentiate between polﬁqaj'

ideojogy and communily ideology. -And although it is ltrue thl ‘abme b

i political] ideologies are decidedly internationalist and ky tlo avé@fme 5,7‘_ L
the administyative Jimits of the state commumily, it is no 1 ’
that fhey continue to maintain their fidelily to certain

i' and lraditions of ftheir nationa] communily of reference. %ﬂe
politica] ideclogy tends to confront subgroups within the same

> community, the communitarian ideclogy fries to hea] thal inner wound
by keeping alive the memory of fheir belonging lo a Jarger group
with which tey share culure and common inlerests, That what the " ;

i communitarian ideojogy has united, the conflict between apparently ‘..;é""i"
antagonistic and frreconcilable political ideologies does not separate. P A ;







Music i stil a2 cilural phenomenon, A manifestation  of ﬂie ' ;;""I';Eé I
cjure of a communily, -And what we encompass within Ehe ierm -J{‘it.-,-,'l--’ g

ajture is nothing more than a form of group ideojogy: ‘,a series e *"’d""
of beliefs, ideas, lraditions, symbols that hold a group together. But
1 communities do nof temain completely unchanged over time, They “:

have undergone mujtiple variations fhroughout history, Time ends wp

disorganizing and reorganizing human groups. The History of

Humanity continues to be a chronide of the different changes that
| the different socia] organizations that have existed have undergone,
Because the different human groups do not remain eternally
unchanged, no matter how much effort they put into maintaining
their interna] cohesion, And not only because of fhe destructive
forces derived from wars, the conflicts and invasions that they may
have suffered and that force them to be constantly disinlegrating a?d
recomposing themsejves, Rather, the very passage of time ends up
relaxing the ties that hold communities together. ver time, every
form of order ends up disinfegrating into some form of enlropic
disorder. Communa] ideojogies are not immune to fhe relentless
passage of time. -And fthat is dearly manifested in fthe diversity ~of
cifural periods that have been happening throughout Tuman history. [f
cture is that cohesive “force fthat lries lo keep| a communily '
together fthrough fthe acceptance of shared %%k no, “Jess , Iru%:
that their forms and * contenfs have chang the generaﬁon&l__-.
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Cammunffy ideojogies do not exist in the void of some form of "
immulable efernily, buf reflect and experience in the composition afd
what we coud ‘ca] ftheir idiojogems fthose variations depived from fhe
flow, of time. In music this hes not been an exception, Thus we
have - seen, sticking to Weslern music, successively parading different
historica] periods (medieval, Renaissance, baroque, remantic, modern
music)""and even different musical systems (modal, confrapuntal, tonal,
posHonaJ) derived from the incessant evojution of time, Music does
not exist in the void of an immulable eternily either, and its £
history dlearly reflects the influence of e tempora] variations suffered  ©
by that mechanism that generates group ideclogy of which it i a o
pat and with which it has cofeborated cosely to keep the B P
communities cohesive. each historical period. When we speak, for = ‘«:
example, of medieval music, we are referring to fhe music produced '-';'i;-tu:’:;;#
by a specific community (ke European continent, formed “in fun by o
multiple kingdoms that maintain sufficient ties of exchange lo form
a more o less unitary culural community and cohesive) and in a
specific Thistorica] period. In ofher words, we are taking about
works pro&uceé by musicians who share a cerlain musica) ideojogy
(a Jogic of musical ideas, specific methods for generating musical
works) marked by a Jowest common denominator that reflects  both 2
Jocation in space (a rtegion of the planet whose members maintain
sufficient exchange relationships to influence each other and establish a
certain shared cultural unify) as a Jocalion in time (a specific time
in the evolution of tuman history) JFach music] work, voluntarily o7
involuntarily, carries imprinted in its DINA the genes of a cerlain
musica] ideojogy that places it both in both in time and in space
because it forms part of what we coud ca] a chameleon-fike
collective imaginary, that is, a communily ideojogy that undergoes
transformations over time,

If there is a protolypica] example of a ¢chameleon community l
ideclogy, it is fthe phenomenon of fashion, More specificaly, fashion
in  dothing. Fashion, deep down, is nothing m#f: ﬁ'ﬂn a| “peculiar |
way of measuring time, Bul at the same’ Fime it expresses; &[al |
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neger resojved conﬂicf in the intimate refationships between the
fndfvidl.:a] and the communily, the jo and fthe us, -At first, the

rues of ‘the game of fashion may seem conlpadictory to wus, since
they, incite us al the same time to a passion for novelly,” with the
change of shapes and slyles fthal each season proposes, and to
enthusiasm for normality, with its demand to be obeyed if one does
not Want to be fJeft out of the game, Being gregarious and
origina] at the same time is the double bond fthat fashion estabfishes
with its faithf. Without joyfuly assuming fhis paradox, one cannel
be initiated into ils secret mysteries.

The most significant feature of the fashion phenomenon ]ies‘ in

its passion for chronojogy. To Jive in the foym of the present of r; H
time or nol, fis is the essentia) question that it poses. Jashion s i
does not designale an onltojogica) essence or an immutables property: b ”“wﬁ
fashion expresses fhe cydical and incessant change of faste, of the %
taste of Jiving in the present, But the spirit of fashion lime is g -

always precapious and fleeting, constantly threatened to become past.
Although fashion can be considered as an anfhyopologica] phenomenon
that has ajways existed, to a greater or Jesser extent, the fact that
it has become especiay relevant in modern societies is very
significant, -And it is tal fashion has become a kind of agrarian
religion of industria] societiess the cyclica] ritua) of death and rebirth
of the signs of the present, Jt is no coincidence that the 'seasons
of fashion trace the calendar of the seasons (spring, summer, aubumn,
winter), since |ike the ancient vegetable god, the signs of fashion |
are bearers of fthe promise of an elerna] return of time. Multiple’
fashions can coexist at a given moment, ajthough they may express
anfagonistic tastes, the only important thing is that they adhere to
the essentia] principle that characterizes the phenomenon ' of fashion:
mark a present in time with rgsped to which any ofher taste is
anachronistic The paradox is that a]] fashions, with [he passage of!
time, become anachyonistic: they prove incapable of eternalizing the
present. Fashion is ajways the present, but an era] present, that
wi inevitably become the past. Hence the signﬁ fashinn areh __§
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marked by a Efagfc fale: fhey Jive fast and die young, Jeaving an '
exqufsffe corpse, Fashion is one of ke manifestations of the "
fransience  of time and death, but aso of its overcoming in fhe
form of fthe promise of the cycical return of an efernal present,

Fach epoch has had its pecufiar system of signs to mark ils
peculiar form of the present of time Renaissance, Gothic, Baroque,
Rococo, Romanticism, {Neodassicism, -Avant-garde... are’ denominations
that are used to indicale the existence of cuftural fraits charactepistic
of a certain period of humanily. Supely they have wanted to be
elernal, but they have ended up having the same fale as the .signs_
of fashion: death, That is, his expusion from ke paradise qf"_-" the
elerna) present and his conversion into an anachronistic - past, Jn his ,
sense, cullura) phenomena are ajso fashions: ways of [iving in the i
present. -Although they lend to cover much Jonger periods jof time S "“Mﬁ
that can indude severa] generations, while in siriclly fashion 2
phenomena fhe same generation experiences multiple periods of fashion, o
And it is that the signs of fashion turn into dust, into nothing,
when fthey are rteplaced by a new fashion fthat makes fthem :
anachronisticc. While culura) signs, ajthough undoubtedly marked by
fashion, somehow manage lo survive in the memory of humanily,
because fthere is something in them that continues to make fhem
relevant and significant, even if they are no Jonger in fashien,
Although the musica] ideclogy that supported the idea of Tiving in
the present during the period we caf baroque may afready seem
anachyonistic o wus, nevertheless we continue to Jisten with great |
interest and pleasure to Bach, for example. -And not by a mere =
gesture of archaeologica] recovery of the past. We do not [isten to
Bach because he 1is an effective representative of the musical ideology
of his time (a]fhough he may be or his works will 'necessarily
present many characteristics of fhat pefiod) but precisely because his
music ajso bears frails that franscend the musica) ideology of that
period, your time. -And- it is fthat the cultural signs present a
peculiar characteristic that differentiates them “from the signs | of , |
fashions inevilably marked by e fashion of fhel musica] kleo]agy of
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Bleﬁ' time, they are al the same time an expression of someﬁﬁng "
c{eeper and universa] that hanscends . In He same way, if any of
the works generated fofowing the pues of what we could consider
the,, musical ideology of our historical present (afcna]ism or posf-
tonajism) continues to be heard and celebrated after its inevitable

death and its replacement by any other idecjogy fashionable music, it
wil ot be for abiding by ils compositiona) Jaws (an issue only
relevant for musica] historians and archaeo]ogisfs) but precisely for
overcoming them. Not. thanks to the musica] ideology of his time, BN
but in spite of it -Although it shoud be noled that the cuppent b %,
situation is somewhat peculiar and unprecedented, While in official }.._,r ‘
and academic media it is considered that lhere has ajready been a. 4
change of cyde (always referring to the field of so-cafled Wesfem fany
musm) and fhe post-tona) ideclogy has replaced the tonal idee]ogy as AANSSL i:.,_p:’gig
the generator of musical works that express our historical " present, fhe %
Most contemporaries do not seem to have faken notice. [Not only

is the majority of e public thal continues lo Jisten to mainly

tona] music (even among fhe public of so-cafled dassical music),

which has supposedly afready become anachronistic and outmoded, but

most of the works that are currently composed (not cerlainly in the

field of academic music of conservatory composers and fheir
audiences, who are stil a very minor part of the current sound
spectrum, but in the much more majority field of pop, rock: and
fﬂmscore) continue to be governed by the sound and compositiona):
laws of tonalism, even if it is some variant different from the !
tonalism of other centuries, So it is difficut to establish which s
the musica] ideology that dales, with the rejiability of carbon-14, our
historica] present: an atonalism fthat would make most contemporary
composers and |isteners anachronistic (which is quite paradoxica]), or
a tonalism fthat has been officialy expefled from fhe academic scene
of experts and conservatory composers, whose inﬂuence and re]evancel
in the wopld music scene is quﬂe marg inal,






,. The history of music is not just a more or Jess ordered . o
collection of authors, periods and works from the past that are ";‘;1:2;-"_,-'
worth continuing to Jisten to, Tt is ajso the chronide of the [ife e
and death of musica) ideojogies. The word “chronide” derives from L T
the Latin “chronica’ which in tun depives from the Greek ;
“kronika” which refers to “khrencs” (Hme). It is a speech  that

establishes a chronology, an opder of succession of events in time.
Khronos and Jogost time and knowledge, Chrondlogy is a discour
or knowledge about the Jaws of Time. Political ideclogies would b o
precisely thiss a story or knowledge about the historical laws of A4
Time. What characterizes and distinguishes them is precisely their

peculiar conception of Time. For miflennia a cydica] conception of
Time prevafled, which is the primary characteristic of most religious
ideologies, The agrarian conception of temporality derives from the 1
cydlical peﬁoéidfy of harvests, The plant god, ike ‘the crops, dies “
every winter and is reborn every spring. ;[he agrarian gods were
created in fhe image and Jikeness of p]ang_—:]ife - Madern: pagan!

fasTﬁon ﬁtua]s or so]sﬁce festivities (the most importanl *wiﬂtaulj_ —
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doubt, 1s the annu:a] renewa] of Time during the winter Chrishms |

-

sdsffce) are dear symploms of the persistence of this cydical <
conception: of Time, which represents it as a Joop of Joop. One ’
of e first ideojogies to distance ilseff from Fhis cydlical perception

of time was Christianity. Unjike the plant god, who only Jives in

the time of the Myth, the god of the Christians is ajso incarnated

in Me“time of History, in the form of a morta). son. -As a

father he continues to Jive in the time of the Myth, but as a

son he experiences the lroubles of chronological lime, although finally Sl
thyough his tesurrection he wil relun lo mythological time. The = #
New Testament is the chronide of an event Jocated at a spécific i’.’_r % .
moment in human histery, not in Fternily where the gods ‘usually
Jive. Albhough its ulimale goa] is paradoxically to rescue -a " of e
humanily from the uncertain vicissitudes of chyonojogical time and *-;if:‘ﬁ#&
eurn it to that mythica] and payadisiaca] time from which it was —
once expefed. Curiously for himself, as punishment for an Tk
unforgivable faull: the disobedience of lasting the fruit of the free ¥4
of knowledge. Being expeled from eferna] time and having to Jive .

badly in chronologica] time was the only penaly that must have

seemed consistent with the monslrosity of the crime commiltted, Jt s

this foundationa] gesture that, for Christian idedjogy, precipitates the
birth of History. The creation of historical time was a necessary
evi, In genera, for religious ideojogies, fascinaled by the existence
of a time without time (a timeless eternilty), Time is aways a |
fatalitys better that it had not existed, The passage of Time brings
nothing but disorder and cafamity: it is a form of disintegration |
and degeneration of fthe efernal timelessness that characterized a
mythica] Jost Golden -Age. The so-caed “conservative” ideojogies
participale in this conception of Time as a calamily, Hence his
obsession with keeping fhings as they are, because they consider that
a] change is aways for fthe worse. -At the opposite extreme, [
progressive  ideojogies are precisely characterized by sharing a radically
antagonistic conception of - Time: dhronojogical exi ce only improves
with time, History is fe chronide of the- Efogré@n and ' t
improvement of human existence, At ils cuminating momenl “of ¥ 4
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g | ' pragress, it wil give way, as Marx himseff thought, fo an fdea] ' .

k ol sociely (wffhmﬁ casses, without exploitation, without ususra, without

- selfishness,” without conflicts or any other form of “sin” fthat each

i ideglogy considers the ultimate origin of a) the existing evﬂ),
afready impossible to improve, The mythical Golden -Age (fhe utopia
P & of an idea] sociely without conflicts o antagonisms, perfecly organic
" _ and harmonious) is not Jocated in the past but in. the fulurer it
was not given in the beginning, but fthanks to Time it wi be
ceated in the fufure. .While conservative idecogies Jive on nostagia: 5oy
for e pasf progressive idecjogies live on hope for the fufure T'e * | é,q
The importance of his conception of Time as the backbope of - Al
his discouse is not only fundamenta) for religious and - pofitical = &7 o
ideologies, but also, for example, for artistic ideologies (inc]uding il SR
music). They tend to be born as progressive ideologies, as - wmﬁ
alternatives of present and fulure to a dominant aesthetic ideology e
g that has ajready become corseted and too conservatives they are -
' carriers of a change fhal is ajways interpreted as improvement. [New 7‘
airs that correspond to new times. But over time, once fhey have
defeated and replaced the ofd aesthetic idecjogy, they end up
| becoming conservative and against any change that hreatens to
overthyow them and replace them with others. -A paradigmatic example
can be found in the modern artistic avant-gardes, emerged as a
desire for aesthetic freedom and renewa) in the face of suffocating
‘ academicism, but which over time have become the new . official and
academic discourse of the modern dominant aesthetic idecjogy. It =
~ scems a Jogical falality of aesthetic idecjogies to be born as change
‘ and end as elernity, To end up believing his own fantasies of
| having discovered the definitive Janguage of apt, regarding which 4
v the previous ones were nothing but fafled attempts, Pictorial
abstraction or musica] alonalism are ofhey names curyenfly given lo
that ofd aesthetic utopia  of be]iev.ing to have achieved the creaficm!
of fthe idea) and perfect aesthetic system, impossib]e to overcome,
And that ofher no Jess utopian fantasy of be]ietingéﬁnf they 34"-‘ |
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the ‘only ones va]id to represent and express fthe present of Gur

fime,

And  yet, music mainfains a more intimale and fundaments]

relaffonship with Time that goes beyond musica] ideojogies and their

historica] culura) fashions, Unlike what happens in refigious and

politic] idecjogies, the musical fact ilself is not Jimited fo expressing

a cerlain conception of Time Hrough the musical ideojogies it

generates, but rather it is Time ilself. If there is music beyond

musica] ideojogies, it 1is because music ilseff is ajeady Time, IE f{s”'.

not just a succession of musical ideologies, culfura) fashions op

dironological aesthetic periods. Music ilsef is a form of existenice of
Time. Without a doubt, it is part of e chronological o _,\hisEeﬁ;an. & “

time fhrough the different musical ideojogies that have been ‘happening . =
throughout tuman history. But # i ako fundament Timeto caf it .

in some way: chronic Time,

The essentia] raw maleria)] of music is sound. Pespite the
pretensions of a work Jike 4'33'' by John Cage, without sound
there is no music. Just silence, Jt is fue that silence is an
important part of the musica] phenomenon, it even has ils own
pentagram signs, But if it does not diajogue with the sound, that
musica] silence ceases fo be such and becomes simply plain silence.
There is no music without sound, but is there any other
characteristic without which fthe musica) fat would be impossible? It
is possible to make music without harmony, A monophonic
instrument can perfectly make a musica] mejody without the need far
any accompanimenf, Nor is the mejody indispensable. A percussion
instrument  generates musica] patterns devoid of both mejody and
harmony, Those musica] patterns it generates are thythmic patterns,
For its part, there can be no melodic patterns or harmonic palterns
devoid of rhythm, FEvery musica - note has a certain; duration that |
varies according to the figure used. Music without - mefody and
harmony is perfectly feasible, but not harmony and melody, without |
thythm, What's more, music without rhyfhn} is mp$sib]e In e r
essentia] core of the bowels of the musical phenomenon, fegareﬁe% df |
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v ' Hlei;musical i‘dea]ogy of which if forms part at each’ et of its”

Y il history, fheye are two universa) things that transcend culbural fashions .

’ i because in reality They are not chronological aspects that vary over

i time, bul dionic aspects that remain and without which " would
not existt One is the sound, the other the rhythm, -And rhythm s

| & nothing more than one of the forms in which Time manifests

’ itself™ Rhythm is the musica] form of Time. When Time acquires
thythmic patterns it becomes musica] time. That is* why fhey exist

P‘ in a different time tan do Ihings that only exist in dvond%i@

'_ time and in culura) fashions. Jts nalure is not chronologica) but =

F cironic. That fusion of sound and time forms the basic soum{

nucejosynthesis of a] musica] evenls. _4 ,

Music i rhythmic sound, Regardless of whether fhis s generafed
by the wil of some consciousness or by simple chance of cosmic
evolution, Perhaps Pythagoras was not so far off the mark when he '
: spoke of the music of the celestia] spheres. Perhaps the universe is g -

constanlly generating musical palterns with ils gravitationa] waves,
supernova explosions and cofliding galaxies, though perhaps not with
‘ the harmonic beauty you would have Jiked Qr not to be excessively 2
megajomaniac: with e sound patterns of earthly nature. Qlivier e
; Messien did not transform the song of the bipds into music, he -
simply Jearned from them fhe musica] palterns they generated ‘and
applied it to some of his works, Because it wasn't Tumans® who
; invented music, The sound of rhythmic time existed Jong before the
L human species appeared on the cosmic scene, and it wil supvive }’ﬂs
inevitable extinction, -Although there is no one Jeft to Jisten to it







| How is time transformed into thythm? Qbviously we are not g
‘ referring to any ftype of time, but rather to fhat which s o
* associated with some form of sonority. Is there really a sound Fime R o 7

| without fhythm? That kind of time is precisely what an inslrume "
i Jike the melronome generates, A completely uniform and regular

tempora] series of sound units, We woud produce the same effect

_ by giving reguar blows and with the same infensily, in such a |

: way fhal none of them woud be distinguished from fhe ofheys,

' That melronome time, whether we produce it mechanically or = -*

nahgaly, is nol musical time. But it is enough that we regularly

accentuae one of fthem (for example, executing the beat with more

: intensity) to create a rhythmic pattern, and in fhis way fransform it
info musica] time, No need to wuse any musica] instrument, neither

to generae any melody nor to <jaborate any harmonic accompanimeTl,
Simply by dapping our hands we can afeady create a thythmic 5

pattern, thus fransforming sound time into _musica) time, We have \i

just created e rhythmic “pattern of the wm the' ‘most " bas
farm(noiinﬁ\esenseefpaorbufefnudear)aforggmz&fﬁg




sound time made music: a thythmic pattern of accented and
" 4l unaccenfed unffs that is repeated in a Joop. The simplest and most
E\&. elementary” way fo fransform the metronome tempo into musica] time:
i the wrhythmic Joop. The rhythmic pattern of fthe bar expresses a
cyclica] conception of musica] time, an eferna) relun of the same
r " thing in an endless cyde without beginning of end: a Iricked-out
’ musical” ‘time, Simply by dapping our hands we can. ajpeady create a
thythmic pattern, Hus fransforming sound time into musica] time, We
have just created the phythmic pattern. of the bay. Probably the mbsl
basic form (mot in the sense of poor but of nudeay)  of
organization of sound time made musicc a rhythmic pattern of
accented and unaccented unils thet is repeated in a Joop. The: P i
simplest and most elementary way to Iransform the mefronome Iempo 2ty ‘":
inte musical time: the fthythmic Joop. The rhythmic pattern “of the e \wq
bar expresses a cydical] conception of musica] time, an elernal fpehyn i
of the same thing in an endless cyde without beginning or end: a R
lricked-out musica] time,

Generaly, a distinction is made between thythm (produced by
‘ the affernation in the duration of the notes) and melyical accent
(alternating between sirong and weak beats within the compass) In
such a way that the lime signature woud not be skpiclly a rhythmic
l pattern but rather a melric one, However, in practice, nobody says
that someone does not keep the meter of the beat, but the rhyfhm
} of the beat, Tt is only necessary to by to create in the physica]

world (e world of sound waves, which ultimately is the nahural =
tebitat of music) a measure (for example with the pajms of fthe
hands) and we quickly see that it necessarily has a rhythm

, associated with it -And it is that e fecling that the compass fs

‘ closely refated to the thythm is very evident and powerful, although
we want to give it a different name. -Afthough it could also be
argued Hthat we have not achuay created a measure but a fhythm
that totally coincides with the beats of a measure, -And athough
considering the time signature as a melric. unit a Jong ;|

theoretical tradition (inherited from fthe ]fte,%'r h‘adft on;—_mere 2 |

4,’
2
3
l
£




A."&-

sPegﬁfcaﬂy from: the poetic one), some authors have not hesitated Eo
pofnf out that i is an imprecise fterm and that the borders

between ‘mefric and Thythm of In fact, they are not as dear as

theys, seem on a theoretica] Jevel Thus, they have preferred ‘fo name

the time signature as “rhythmic figure” or “measured thythm” lo
highlight the fact thal, whatever it is, it is cosely refated to

fhythti” The fact that we speak of alternating strong beats and

weak beals, accented and unaccented beals, and al the same Ftime
considering that this is no Jonger crealing a rhythmic palten of &0
accents and beats, it is paradoxica] to say fthe Jeast. Since fhe beat = =
is apeady a form of musical organization of Time, this theoretical oo
distinction belween rhythm and meter wi] nol be taken inko accounl 4
here, and e lime signature wi] be considered as a ﬁdl—ﬂedged L T 5

member of musica] thythm. - '~’1"~‘:.-;:’-':,{,-,:~’3;g
e

The raw malerial of music are sound waves (a combination of
frequencies and wave]engﬁ\s) that generale time sequences with rhythmic
palterns, the most basic of which woud be the phythmic ostinalo of
the beat. In ofher words, sound lempo fransformed into musica) time:
the rhythmic (beat) puse. Rhythm is a form of temporality hat is
not excusively musica, it is not reduced to the ream of sonarities
Thus we speak of the rhythm of Jife or the rhythm of the
seasons, The elymological origin of fthe word thythm s, of ‘course,
in a Greek word:s rhytmés (a time sequence that presents a dclear g % 4
pattern of reguar and recurring elements hat are repeated) Tt is | k-
lricky time (wheﬂwr sound o sﬂenf) Al hings that are made oﬂ
time can have thythm, a subcalegory of which is rthythmic sound

time, The seasons are astronomical time (&erwecf from the rolation R
of the earth on its axis and the orbital movement around fhe sun) A9
that generates regular weather palterns that repeat each year. The P
very concept of year fis afeady a rhythmic temporal pattern. -As we]
as ils temporary subdivision in days, weeks and months,~ The ! W
calenday woud be a kind of compass that fransforms astronomical 3
time into fhythmic time,  Or at Jeast in y’&a] ‘o;' rhythmic | |

time, Because the same astronomical moveniens a‘r erafes Wf‘fs .
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own  rhythmic times, palterns of movement that are repeated. -And
when these produce sound waves fhat propagate through space B1ey
can generate their own “music of fthe celestial spheres” INot because,

as Pythagoras thought, create some kind of cosmic harmony' but
because fthey are capable of generating sound tempora) sequences with
rhythmic patterns. But his hypothesis that the musica) phenomenon
was “something that transcended the human fact was entirely correct,

The time signature represents the birth of musica] time, The
uniform monotony of ‘the metronome - tempo transformed into phythmic
time. The beat is generaly defined as a paltern made up of @
strong beal foowed by severa] weaker beals. What tharaderizes the
bar s a reguar repetition of dynamic irregularities. Withaut' this o A
irregularity of combining strong and weak beats (compared fo me s
reguar uniformity of the melyonome pulses that do not present any 3 "“wﬁ
dynamic firregularity in their intensities) there would be no bay, But 32
without the regularity of fhe paltern's Jooping repetition either. The -
rhythmic paltern needs both irregularity and repetition: if it i a |
pattern, it i because it has a defined styucture that is repealed in
a Joop, if it is rhythmic i 1is because it presents some variation
(irregularity) between its components (otherwise we wauld only have
mefronome fempo and not musical Hme) We could characterize fhe
bar as a kind of rhythmic tempodynamics: melronome tempo
transformed into musica] time through some variation in the “dynamics
of the inlensily (stronngeak) of its times or pulses. A musica |
pacemaker for confrofled arrhythmias, =

Traditionally, it has been considered that the first beat is Ihe
srong beat of the rhythmic pattern of the bar, the one fthat has fo
present a dynamic intensity that distinguishes it from fhe rest. That
is why it is the first, that is, e one fhat occupies a special
place in a sequence, because it is fthe onme fhat inaugurales it. Bu*
it is enough with the simple exercise of continuously repeating a
rhythmic pattern (for example a 4/4 beai:) Meaﬁze that this idea

presents some kind of cognitive dissonancey |

A::-ﬁrlsouiasaa

rhythmic pattern of TA-fa-ta-ta (sfrong*weak-w&k-weak) quickly - o —
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becomes, in our ears and perception, a rhythmic pattern of Ea-fa—fa- Wi
TA (weak— -weak-sﬁrong) Because the strong beat, the marked
beat, does' not fealy express the beginning of a rhythmic sequence
but ,its condusions in our perception it is the time hat marks fhe
end of a rhythmic cef. Jt is nol an inaugura) or initiatic time,
but a cadentia] time. Cadence is a music] concept that is generaly
applied““and cipcumscribed to the field of harmony. It is a
mechanism that serves to fransform a chord sequence into a chord
progression. In other words, a combination of elements, which by & =
itself coud slrelch to infinily, in a progression |imited by a 4
beginning and an end: a finite temporality that begins and encfs, It
is not surprising that the so-cafled functiona] harmony (fhe shniy of .
chord sequences) focuses not on aj the eclements that make wp a2 =

chord sequence, but ajmost exdusively on fthe Jast elements of the \wq
harmonic chain, which are precisely those that make a combination paog
of chords in a chord progression. The Dominant Seventh harmonic SR

tensor and ils vapialions (secondary dominants, augmented sixths,
tritone substifutes ) that precipitate a happy consonant ending. »
Although there are different types of cadence, the most effective and
convincing one to lransform a harmonic sequence into a harmonic
progression is fthe perfect authentic cadence, the one in which the
last chords of the harmonic sequence  are dominant-tonic chords in
the root state, That is why when the new post-tona] musical
ideology fries to distance ilself from ils predecessor, which had made
chord progression one of the hallmarks of its musical discourse, ih
wi] veto cadentia)] happy endings (compositiona) tips for a musical |
trend aleady considered anachronistic) and wil enfhusiastically sponsor
the creation of harmonic sequences without progression,

So, afhough generally reserved for the hapmonic reajm,  the
cadentia) mechanism s equay or even more important foy the
generation of thythmic time, Because it is - impossible to - elaborate a!
thythmic sequence without the use of cadentia) time. In a rhythmic
pattern, what is the time that expresses caden}ia] Lfl,m ions? | One, t‘h&(

acpfessesheendofasequenceOwear,otq-J ,awsenge‘of




fhyﬂﬁn tend fo granf that privilege to marked time, "to different '

time @pab]e of establishing a border between a before and an affers

it works Jike a wa] that stops fthe advance of fthe rhythmic

sequence and tuyns it into a complete rhythmic pattern, [f we hit,

for example with our hands, fofowing a 4/4 time signature, it wif

be the hit we hit with the most intensity that wil] become

cadentid] time, forming a thythmic ce] of the ta-fa-fa-TA type, If

precisely because it is executed with greater intensity (vohme,

dynamics) we ca] it a strong beaf, we find hat the stong beat el
of a measure is not ke fipst but the Jast of its thythmic secluence, # ig“
because it is the one fhat execises the condusive barpier function if'-'r
that stops the rhythmic flow. This dashes head-on with the general
tendency to ca] the first beat of the bar a slyong beal Jf there iy ‘”

is any characleristic that defines e first beat of a bar, 4 is not :"'7.";'-’.“:!:;7"4
being a strong beal, but rather being an initiatory beak: ‘the beat o3
that starls e rhythmic paltern. A sequence that ends with fhe i

marked time: fhe cadentia] time. Hence, the frue styong or marked
time of any thythmic pattern is not the first but the TJast of fhe -
series, which becomes fthe fina] or cadentia] time,

Whait a minute, what do you mean the downbeat of a measure
might not be the first but the Jast? Have we gone crazy or
something? If fthere's one basic principle that the entie musical
communily accepls without question, it's hat the downbeat of “a
measure is the first. Questioning it only demonsirates the profound
ignorance of music]] grammar of the person doing so. Probably. _I’Ps
probably fthe rtesut of persona] delusion and not the slightest bit of
sound musica) reasoning, But Jet's get to the root of it aJ. The
metronome 1is the second hand of musica) time. Jt creates the most
basic and elementa] sound fhythm possibler a succession ' of absofutely
identica] sounds at complelely equa] time intervals, This absolutely
perfect and monotonous rhythmic pattern can be considered both “a l
non-musica] rhythmic paftern and the first and most elementa) of
musica] rhythmic patterns, To this rhythmic! paﬂeﬂn % monotonously |
perfect beals (wheﬁ\er we consider it musff%] ort pre-musica]) we%( can
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iy add ‘a second fhyﬁunic pattern that makes it Jess perfect and W EEEE
of : Hlerefere Jess monotonous, This second, more elementary rhythmic g+ !
F.gg,, ‘:_ pattern i what "we have caed a beat. Jt involves subdividing, in
i ( the ymost basic way possible, this perfect succession of identical
sounds, -And the way lo do this is to inffoduce a smal
’ " irregularity that repeats ifseff in a Joop. We can make one beal
’ differérit” every x beats, For example, if one beat is different every
four beats, we have created subsels of four beats composed of thpee
identic] beals and one different one. Thus, slarting from the rhythm el
of the melronome, we have created the thythm of the beal. We ¥ %,
have fransformed this rhythmic paltern oecoccoco... into Hhis ofher one f"r -
x000/x000/x000,.but which we coud equally represent as o 4
ooox/ooox/oaox... FEither way of representing it is equally: validx o : : ]
can consider the different puke to be fhe fiyst ome in e new '--;,'5;*:’{’-4
phythmic pattern oy fthe Jast one, because in both ways we oblain o5
the same thing: a rhythmic paltern of four pulses. The unanimous
musica] consensus has been to consider the first beal of fhe measure
as the different beat (the sirong beat) while the ofher three were
the identica beats (which have come to be caed weak beals,
athough fhe paltern has been complicaled a bit by considering that
the fhird beat was not weak but semi-strong). That is to say, it
has been chosen fto represent the thythmic pattern of the measure as
x000/x000/x000,.to the delriment of is other ooox/ooox/ooox.. which
in principle was equally valid Perhaps because of the prestige that|
comes with first place. What belter place to place the distinct beaf(
the strong beat, than in the first place, the primum inter payes,
rather than relegated to the Jast in |ine? Jt seems the most Jogical
and natura] choice, but is it realy?

f Rhythm is not something excusive to musica] time, Jt is
something exclusive to Time (of which musica] time {is merely one
manifesfaﬁon), To the monotonous passage of existential time, l
humanity decided to give it a bit of rhythm, To fthe monotonous

thythm of the passage of time measured only it s§onds e 5 |
thythmic paftern of the minute was added?™ 2 sibsel of - 60 seconds




«Ajﬂ' to this, Ehe rthythmic paﬁern of e hour (subsefs of 60
mﬁﬂﬁes) The new rhythmic pattern of the day consists of 24
wnils of an hour, With 7 unils of the rhythmic pattern  of the
day® we have the new fhythmic pattern of the week, with which
the new rhythmic patfern of the month wi] be developed, and so
on. Jn this way, we have lransformed the monolonous passage of
Time, measured solely by the rhythmic pattern of the second hand
(that metronome of vita) time), into an entertaining pojyhythm -
composed of e coexistence of multiple rhythmic patlerns, which make« | }
the passage of tme a Jile more fun: rhythm fransforms Time: fnlo "’;
a succession of moments that make up a much more cemplex ‘and il 1
interesting temporal fabric. ,“ o}‘ e s -
Let's Jook at the yhythmic pattern of the week. [t coﬁs%sis of A, \.q“‘;‘,’%1
seven dafly pulses, of which six are identic) and one s different. e
Let's consider the mode] of a week compesed of six workdays and
one holiday. In fthe “measure” of the rhythmic pattern of fhe week, i
where have we placed the distindt time, the festive time, the slrong -
l time? Mot on He first beat but on the Jast: o0ooooox/ooo000x...
‘ We don't consider that the week begins with the distinct (strong) 5
“ beat but ends with it the weekly rhytm goes from Monday (the iins
i identical, weak beat) to Sunday (éisﬁncﬁ, strong  beal:

(oooooox/ 0000000x), not from Sunday to Satupday
; (xoooooa/xooooooo) The rhythmic pattern of the year (nol: &13 ,
" natur] one but the work year) ajso has a rhythmic structure similay

to that of the meler: severa] identicll pulses and one distinct Qngjl
L In his case it is a rhythmic paltern of twelve beals composed of
eleven work months and one vacation month, Where have we placed
the distinct, styong beat (vacation month)? -Again, we consider that
the vacation month is the Jast month of the working year, not the
first. We have organized the rhythmic pattern of the working yeay
by putting e distinct, sfrong beal, nol at the beginning but at the
end: 000000000000x/00000000000x, It wouki very strange to x
consider fhat  the paﬂern “The rhythmic paﬁ@rm ithe  week beg’insé
with the sﬁ'ong (a 'hcﬂiday} or that of te work mr—begjns
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wfﬁh, ‘the vacation month, [t seems that our mind's natural Eendency #
fo place the distint, slyong beat not at fthe beginning buf af ~,-.‘
Hle end of a lempora] rhythmic pattern. This contrasts with the ,
decision to consider the distinct, strong beat of fthe rhythmic pattern
of the musica] measure as the first, not the Jast. -A va)id decision,

but perhaps not as Jogica) and nalura) as it initially seems.

But not only by bars Jive the musica] rhythm. Jt i only a g
background of convoluted patteyns that has to Jearn to Jive wih ¥
another important source that generales musica] phythm: the meledy o % i
Or belter that mix of rhythm and melody tat we could ea) 3 LT
mejorrhythmia. Since fhere is no mejody, tat is lo say co_mbinalio‘n; A
of wave frequency variations (what we cal nefes) without thythm, W ,?“:-.2#
that is to say without combinations of duration variations’ of those v
same noles, There are no timeless or () time noles; each musical
note not only expresses a sound frequency, but ajso inevitably a
duration in time. The bar Joop is like an emply templale into
which to fit a succession of melorhythmic patterns. Jts use is
common but not essentia. Musica] speeches that dispense with it can
perfectly be elaborated. -And i it is used, it is to give it a
certain relevance, because it is considered that the phythmic ostinato
of the ces of the compass can serve as a guide with which the
various melorhythmic patterns of the work ac. Sometimes it fils,
sometimes it doesn't. Thus generating what we coud ca] a kind of
phythmic counterpoint (point against point of two rhythmic palferns).
If we only elaboraled melorhythmic patterns that fit perfectly into the
Joops of the bar, we would have works with Jitlle rhythmic
countepoint, since both thythmic Jines would overap and fthe result
woud be too simple and predictable,. On e other hand, if ey
never fit, the presence of fthe bar guide woud ' be complelely l
frrelevant, The dynamism of rhythmic counterpoint s achieved, for |
example, by sporadically using resources such as surs between &wo-bair
notes, hiccups oy anything ejse that minim,ges %5 “border of the |
barline, That is to say, desynchyonizing a few bars If e Ws‘beqame‘ |
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Y 2 dhronic,  that fhyfhmi‘c counterpoint would disappear. Curiously, the = '* "z“" ‘
I e usua) ‘practice derived from considering the first beat of the bar as B
f, a sirong ‘beat achually ends up achieving resufs conlrary to those
i ’ proposed. Tnskead of sirenghhening the barfine, # diutes” i ke very
common practice of placing the Jongest noles of the densest
’ " haymonies on fhat first beal, what they do is stop the melorhythmic
’ flow “dnd terminate the rhythmic pattern that was being created. That
first beat of the bar actually becomes the Jast beat of the
mejorhymic ce] that had starfed one or severa] bars earlier. In this -
way it Joses ils characleristic of being an initiatory lime wvﬁﬁn e %,
rhythmic pattern of fthe bar and becomes a cadence time of fh‘e  ; el
melorhythmic pattern. With which, te new mejorhythmic pa&ern wﬂl P
begin on the second beat of the bar, which wi] now accluire [t s, s 1 "'
vajue of fhe initia] beat. For the melothythmic pattern to ‘reinforce s 7-'4,":_‘-#42";‘-4
the bar Jine, its cadence beat would have fto malch the ecadence beat b
of the measure. -And that woud be achieved by placing e Jong
notes or the chords Hat are going to stop and end fhe
meforhythmic ce] not on the first beat but on the Jast beat of a -
bar. Thus, the first beat of the next bar would coincide with fhe
initi] beat of a new mejorhythmic palttern, and te barjine would
maintain ils function of separaling a before and after. Jt s not
that this is belter or more correct than what is usualy dene, both
are equaly valid Tt is simply about being aware of what is' realy
being done, Because sometimes theory and practice do not coincidel
And we realy do the opposite of what we think we're doing. !n
this case we believe we are reinforcing the bar Jine by making fhe
first beat a sirong beal, when in practice we are minimizing it by
converting that first initia] beat into a cadentia beat,

" The tempo works |ike a musica] accelerator that marks' a cruising
speed. A note Hat fravels at 60 bpm does nol have the same
duration as another that Iravels at ]80 bpm, both being - marked b}L
the same musical figure,~ Sets the speed at which fthe entire sound
ensemble is shifted in time. -A sound ensemble ing from fhe |

didlogue of ' various fhythmic patterns with %acih m&\ef (E\e fhyfhmic =




@rﬂ‘y&mk patterns created by e percussiélf
inswamenfs) al generate a texture that we coud ca khym
Polyphony.
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In the genesis of medieval religious music there is a B e
transcendenta] phenomenon: fhe fransmulation of the sacred bext ‘inlo * i ¢
chant, At first the music was fundamenlay singing. Monophﬁnk g 5 2 i
singing: a unison (or octave) unit of voices in the universal A WA R
hymn to the perfect unity of the musica] spheres of the | “firmament, ik
Monophonic is solo singing, but ajso accompanieé singing (even by =
a choral cyowd) as Jong as the voices are kept at a decent
; intervallic distance. The sacred marriage of unison with the octave gy
‘ is the only Jawful Jink belween sound frequencies that the medieval i

Catholic Church will initialy recognize: what the octave has uniled, s

let the song not separate it. The divine word is unique and ‘
universal, which is why it must be sung in unison or fo fthe
octave,

The sacred unity of this origine plain chant, however, wi] not
folow such a siyict disciplinary tule as that contemplated, for exam j
in psamodic chant, where a perfect marriage between the wopd
the chant (represented by its most important units basic and
elementary: the werba] syllable and fthe musical nole} is excusively
alowed, The psamodic marriage is a siriclly monogamous  union
between the word and the song: a syllable can only have one nole,
The Gregorian marriage, on the ofher hand, wil ' be characterized A!J'ry
establishing a sma)] musica] license, a voca] bu, which wi] afow
preumatic and melismatic unions: a single syﬂab]eL mayTy - severa]
notes at fthe same time, In the plain chant, —mefﬁsggk po]ygamy w{ll

} And the word became cantus, -And she dwelt among the musicav ;
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i not ‘be considered an fficit union or against nalure: ‘a single syfable® ;!

£ 4l wil be ab]e fo mainfain intimale relations with severa] noles at fhe ~,._
jg_;,,‘:_ same time without Jiving in sin, The fragmentation of the perfect
: synchrony between the wopd and fthe song, depived from the
melismatic asynchrony, wi] not be considered a heresy fhat deserves
. demal fire

:

!

’ : L;f;]ismaffc polygamy inaugurates monophonic counterpoint (if this
is not an oxymoron): not so much nole against note (pumchs
contra puncum) but syflable against note. In plainchant there i & £ S

} complex game between psajmodic syndiyony and melismatic asynchreny, w;. %‘q
unily and fragmentation, the unique and e diverse, the one ‘and oL

the multiple, fusion and dispesion, monotony and variely, We ' coujﬂ I “

consider the neuma and mejisma as the first form of phyfmic J T L

counterpoint: a bifurcation of thythmic paterns, where fhe ssyfabic | “"’““5

tempora) paftern and fthe musical temporal paftern differ. Tt is the :
4 transition from psalmodic monorhythm to Gregorian polyrhythm, Unlike

musica] inslruments, voices nol only sing noles, they also sing
sylables. It is precisely this fact that has aowed the medieval cantus
to be born as a thythmic counterpoint,

The rhythmic asynchrony infroduced by the melismatic technique
sylabic dispersion, with the advent of polyphony, will be reinforced
with the birth of new forms of chora] fragmentation. In the
organum, the inlerva) of fifths wi] see ils stalus as a divine
interval recognized: the octave wil no Jenger be fthe only recognized
saced space, If e pneuma and melisma inaugurales the polyrhythm!
of sacred time, the organum inaugurales the polyphony of sacred
space. -An interva] is the distance, the territory, the geography, the
space, the interregnum between two notes, Jf these notes sound at

the same time, ey make up a Iwo-dimensiona] musica) space, If a
third note is added, it becomes -the thyee-dimensiona) space  of l
harmony: the musica) po]yphony of three-dimensiona) 'space, With
harmony, the musica) space in 3D is bon, The organum represents

for musical space what the melisma represeg!s “Pmsica) bime: ﬁier
fragmentation of an unalterable monolithic unity and the beginfring df i &
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the game between the same and the other, identity and diversity, *
unﬁy and dispersion The polyphonic fragmentation of the spatial unit
wil reach its splendor with the confrapunts] technique of harmonic
dispersion, a complex game of fragmented musica] spaces hat” wil
progressively incorporate octave, fifth, fourth, third, sixth, second and
seventh infervals, -An asynchyony of the sound space thal, however,
wil 16t end in pandemonium, chaos or noise, because it wil be a
perfectly synchronized asynchrony. asynchrony.

But polyphony is' not going to add to the monophonic
asynchrony of the melisma only the new haymonic asynchrony ‘of H[e
intervals, but ako a new form of musical dispersion that is probably
the one that will most affect the relationships between the word ami_ !
the song, the text sacred and fthe human voice: syllabic asynchrony. Tk L M
While the mejismatic as we] as e harmonic asynchyony Jeft infact e ”“vj
the semantic unilty of the sacred text, fthe sylabic asynchrony wil '
implacably blow it up. The contrapunta) technique began as 2
polyphonic scaltering of a monophonic cantus fiymus. After a brief
infroduction of a cantus firmus sung in the Gregorian slyle, it was
subjected to a profound polyphonic fragmentation consisting of a
complex interplay of disparate voices, But at the same ftime it was
not infrequent to submit it at fthe same time fo a no Jess complex
game of syflabic asynchronies, which was achieved in fthe most
elementery way by delaying the input of the different vaices.” They
sang fthe same cantus firmus, but starting at different times or bas,
And that slight temporary delay caused some voices lo sing differenf
sylables at the same time, So the sequence could consist of a
monophonic fext that was subjected to a confrapunta] syflabic dispersion
that generated a synchronized semantic ftension that was resojved in
a cadentia) time where it pehurned to syflabic monophony * in which

a] the voices sang the same syfable, dissolving fhe preceding semantic

scaltering into some form of synébic fullness: the  syflabic ~ asynchrony

generated by fhe confrapunta) fragmentation fedmic‘ue of the

monophonic canfus was resoved n a ﬁna]gcadeﬂﬁ.a] jsynchrqny. It i
—
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harmony.

It is not surprising that at a certain moment (coinciding with
Hle""‘new spirit of the CounEer—ReformaHon), the ecclesiastical
authorities considered that the syllabic asynchrony of the sacred text
had gone loo far. Although lo te] the Huth, the ecdesiastica)
authorities had been suspicious of polyphony from e outsel, since it
increased fhe possibility of inconsonant intervalic encounters, various .
asynchronies and bad harmonic companies, They were a bit like: the e
fritone, a diabojus in musica, The rtelations between e word and ’,Q;- %‘n
the song, with e fulness of the counlerpoint, had ended in = iy

e

divorce: they were Jiving in sin. -And that was tolally ipto]qaij]e‘_;z'f?". e | ;
The Catholic religion, as a good -Abrahamic belief, was a:i:‘re]igion s 3 n‘
of the Book, based on the Holy Scriptures, not on the #Holy e

Songs. If the word and the song had entered into an iresojvable
conflict, the orthographic Jaws had to prevail over the musical Jaws,
That is why the Catholic Counter-Reformation promoted a return to
a certain monophonic inte]igibllity of the divine word and fo a
greater sylabic synchrony.

Conlrapunta] asynchrony did not die with the Renaissance. [t
continued to be aultivated in the Baroque. He was even able to £
reach his zenith with the works of Bach and Hande) But it e oA
woud no Jonger be the halmark of an era. Jt was, at best, his
swan song. Because it had fo compete with a new musical system Y
that woud mark a new eras the birth of fthe tona] system,
Somehow it supposes the relun lo a new monophonism: the
haymonized melody, the homophony of chords. In fact, contrapunts)
polyphony is also a form of mejodic harmonization, but of a very
different nature, The moda] system began in the form of
monophonic melody, in its Gregorian origins, Medieval polyphony = |
consisted of harmonizing monophonic melodies, cafled * cantus firmus, |
which were subjected o a harmonic dissojution process Hat would |
reacy its peak with Renaissance counterpoink,where she melodic ‘raw
materia] of e canfus firmus was fransformed into pure. harmony, | P
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Mq@ po]yphony is an alchemical process of dissojution of fthe

" el 0 melodic raw maleria] that ends up being transmuted into harmonic

E\&. god. The new tona) polyphony The new tona) pojyphony (Eo be

i precise, it is no Jonger chora] polyphony, severa] rhythmically" ‘and

sylabically disparale voices, but chora) homophony: severa] sylabically and

r " rhythmicaly concerted voices in Jooping harmonies of thirds, forming

’ chopds:* " but ] wil] use it more here in the Jitera] sense of fhe
word -poly phonos, various sounds-, to characterize a sound texture
made up of various sound sources, whether fhey are various voices, -
various instrumenls or a voice with instruments] accompaniment, &=~
regardless of whether they maintain each ofher a slyicly polyphenic,  F
homophonic, homorhythmic or accompanied mejody re]ahonship) wil do P
the opposite, since instead of dissolving that melodic raw - maleria), $
wil support and reinforce it, giving rise to the texhre of
homophony: the harmenized, Jooped melody of thirds or chopd, the
new Melodic Polyphony of tonalism, which wi] contrast with the ofd S
moda] Harmonic "Polyphony. Whereas contrapunta] harmony was a |
cenlrifuga] force of mejodic fragmentation, the new tona] harmony will
be a centripeta) force of melodic concentration, The firresolvable ~
conflic between melody and harmony that ended up exploding in the .
moda] system fthrough counterpoint woud be resojved in the tonal
armistice, where harmeny and mejody agree to colaborate and 9
reinforce each other, finally signing the peace of fthe lonal chord: a e AN
haymony that wi] no Jonger be not a melodic death drive, but an

erotic drive of fusion and mutua) integration, :
f It is in the Beroque where a] tese evenls wi begin to

take place that wil give way lo a new musica] era. -And it is ‘
aso at fhis tme tat the melric measure of the bar finally acquires A

f its modern status as a phythmic Joop, as an exact measure of
accentuation of pujses. Jn fthe moda] system or fhe bar did not

exist or it was irregular and very flexible, The melpic rhythm was! ‘s‘.
not based so much on -the thythmic ostinato of the bar, as on the i
grammatica] accents of the pneumatic notation (vikga; ixﬁvis, podafus)'

on the monophony or on fhe unstable and d'[aniging Eempafa] 2 |
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b : re)affbnshfps that maintained, on fthe one hand, e brevis and Phe '
' ‘ semibrevis (ﬁhe fempus) and on the other the semibrevis and fhe
?, : minima (&18 pro]aﬁa) in polyphony. Jt wil be precisely the

;i definitive establishment of the melyical Joop of the time measure of

the compass, together with the appearance of the obsessive and
obstinate drive of Ihe basso continuo, which wil configure the

" . particllar nature of the baroque thythm,

Historically “basso continuo” was the name given to fhis first 2
incarnation of the new tona] harmony. It had two fundaments
qualities that, afthough they appeared together, expressed different  fyings: ;';‘;‘ ¥ |
it was a contimum and it was encypled. Jt was a contimmum 54 -

because his presence was insistent and constant, and it was encrypfd i q,
because only the deepest voice was writlen. The rest was braided in , o
the form of a chopd, from which the arrangement in which it had i w“ﬁ
to be executed was encrypled (in a fundaments] stale, in some %
" inverted form oy with some peculiar a]feraﬁan), That is, the cipher .

offered information on whether the note that occupied fhe bass of
the chord was aclually the rool, third, fifth, or even sevenih of the
‘ chord. And from there draw the harmonic background fandscape, fhe
chorda] background, which formed the basic piflar that was to supp
the sound building of the new tona) system (which was nothing
more than a reorganization of the od moda) system from the
Jonian mode and its felative Aeofian minor, reconverted inta” major Y -
; and minor sca}es) braided in the form of fiad chords with more '
or Jess extensions, -And ajso establish a rhythmic continuum Ehroughj
a melpic mechanics based on the bap: the basso continuo was also
F a drum machine, rued by the thythmic ostinato of the bar. Tt was
not only continuous, it was ajso insistent: it was doubly constant, It
established a continuum fthat was both harmonic and Thythmic,

The constitution and importance of the basso continuo | during |
the Baraque perfoé expresses in some way the [riumph of the
texture of e accompanied melody (ke voice wih instrumental |
accompaniment). Modern (mecfieva}) rehgfousQ s “had begun as’ |
pure chant with fthe genre of (regorian monophony Hjs mafm‘__-—:




e T e TR
cgp;_iﬁrn was lo arrange the refationships between speech and song_ * ""
(ihe, sy]}ab]e and e noEe). The tola) synchrony of syllabic song (one s

syllable, one noté) had given way fo a more complex and dynamic
relakionship with ~pneumatic asynchrony (one syﬂab]e) , several noles)
that -intensified with the use of mejisma, in such a way that one
of the first forms of polyphony was the mejismatic organum, where
the Organalis voice acquired even more impoptance fhan the
principalis voice (which was the only one in monophonic singing)‘
, and that woud end. up becoming a cantus firmus, mere raw = By .
materia) for the polyphonic development of singing. With polyphony, % %‘,
a new source of vocal conflicts wil emerge in fthe felationships
between speech and song, which wil no Jonger be reduced fo e .
asynchyonies inlroduced by pneumatic and melismatic singing. "The =
conflicc will now affect the very heart of speech, of the words the ;,'f;.gui'j"g
sylable, The imitative counterpoint fosters a syllabic asynchrony (a o5
conflict between e syflables fhemse}ves) that thyeatens to make verba

discourse intelligible and fhat wil provoke a reaction from fhe

ecdesiastica] authorities against fhis extreme pojyphonism Hhat -

disintegrates the darity of the message of the divine word, Not for

siriclly religious reasons, but rather for expressive and nayrative
reasons, the Baroque saw fthe blossoming and consolidation of a
form of relationship between the word and the song that would be
in the antipodes of that which occurred in the Renaissance
counterpoint: the recitative. The recitative fas somewhere in the
middle between speaking and singing. -And not only does it not
generate any conflicc with the semantic darily of e fext, bub it
reinforces and gives prominence to the verba) story, making fhe
song somewhat secondary during its execution, Somehow, the recitative
interrupts the musicality of the song to give prominence to Fhe
word, to the verba) narration. This alfernation in fthe lexture of fhe
voca) stratum between singing (whether choral o solo) and recitative,
wi] be one of the characteristicc of the baroque, Over time, this
refationship will dissolves the constant inf:enfuphon'L of the cantus by |

v
4

the recitative’ wil]l be. seen more as a nuisance ,‘ﬁiaﬁwﬂl have _io be s
efiminated in order o creale a seamless choral continuum, “The 1 = 4

5
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’i na recifélive will survive above a] in a new voca genre: the opera, b .
i Thi& is why Wagner wi] not ca] his works operas but musica]

E\ggﬁ. dramas: because of his desire to create a vocal contimum  without

i anngying recitative interruptions, A sonorous wholeness where choir and
opchestra are integraled in a more fluid and complex way, in fhe

r & manner of ancient Greek Ifragedies.

’ 3 %eca:use the recitalive is inseparable from the instrumenta)
continuo, Jt i no coincidence that the basso continuo and the o

} recitative are the main" characteristics of baroque music, When ﬁle\
cantus ceases to give way to Ihe ryecitation, the continuo acquires all o

e = instyumenta) prominence. Because the recitive represen&s the : |
triumph of a sound fexture fthat is fthe opposite of the Ren,aissang?"_ £
texture of counterpoint: the accompanied melody, He voice ‘wifi an , 1 .
instrumenta) accompaniment. Religious music had ajways had fa cerlain o "";‘1
tendency to Jead a sofitry lifer not infrequently it was presented a e
1 cappella, without any instrumenta] accompaniment. Contrasting with the 8
type of life Hat profane music used to Jead, much more given tlo
frequenting the instruments) company. The creation of the basso '
‘ continue  was born from fthe need experienced by fthe new baroque
sensibility to save religious music from its a cappefa sofitude, Tt is
the “you'] never wak aJone’ of the cantust you wil never sing
alone again, There wi] aways be an incessant instyumenta] continuum
that accompanies the singing. That is why e continuo can “appear g
1 encrypled, because ils main function is fo be a mere harmenic '
accompaniment to the cantus, in the form of chords, so that you |
never fee] ajone again, -And thal is dearly seen in Ihe recitatives:
a dominant voice with a background harmonic fandscape (a \
mechanical support that originates from fthe harmonic depths of fhe 2

bass oc‘iave)
But the function of baroque instruments] music is mot Jimited to \
being a mere harmonic accompaniment of the voice; Just as e "Q

baroque voice s a double-Jayered sound fayer ( ing singing and
recitative), fhe baroque instrumental Jayer alsa- a double Dayer**
in addition to fthis instrumenta) group (cemba]o, viola cf& gg\mba,y —i




basgﬁm harp, Bleorbo) that forms the continuo, anofher differenffafeé " it
0 inlumenk) group appears, whidy wi] not be enqypied and whih <
i_ B wil not be fimiled fo being a mere harmonic accompaniment of e 4
voice, Tt wil be from this “discontinuous” instrumenta] group that

the modern orchestra wil be born. An instrumenta sound fayer that

' is not limited lo accompanying but diaJogues face lo face with the

’ voice, “creating its own melorhythmic palterns, which will be as =
important as those generated by the voca] sound TJayer, Thus, when

r the basso continuo disappears from the musica) lexhure, the ? ML s
i

"
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relationships between the Choir and the Orchestra will become mu:h , *‘5 1
c{eeper and more complex than those of the simple accempanie&,‘ \4” Rl

s ey 1 10 b et + (R
between equas. What's more, the instumenta Jayer wil endi%up A "y.f:
. surpassing the voca) as a musica] protagonis, generating many more W, ﬁw,q,ry
| purely instrumenta] works than vocals and fws reversing the frend .
; that had preszaﬂed for cenluries. Fven giving rise lo a new musical R

genye: the chora] symphony, mainly instruments) works in which a
voca] “accompaniment” is incuded, originaly in e Jast movement. sy
Path opened by Beethoven in his Ninth Symphony and continued B
by other composers, such as Mahler in his Second Symphony. -A £

surprising new form of accompanied melody, with fthe roles reversed. :

Finally, the baroque continuo would end up dissojved in the
orchestral contimum, in the same way fthat the voca] recitative wau]d
do in fthe chora] contimum,

=
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The pentagram is the carlographic map of the musica) phendmgnoni E” % e
On the plane of ils X axis, a the aspects that have to do wﬂh,’{" i 1
time are developed. Both rhythm and melody are tempopal figures.” “:
But it also has ils leritory, ils own space, which is but on its vg'::ﬁ
Y axis. t is what we ca] harmony. Jt is true that it" aso forms i o
time sequences fthrough its chord progressions, but its most B
oustanding feature is its ability to generate complex waves made up 9
of severa] simpler waves (musma] noies). By verticaly accumujating

i three or more notes, chords are built. The concept of chord is a
fundamenta] efement in fthe harmonic jargon of at peculiar musica) 7
L ideology called tonajism. Certainly he has nol invented the chord ‘

(mdersfecd as a patern on the Y axis of musica] intervals) but
the concept of chord. Interval patterns identical] to what will Jaler be
caled chords were ajeady widely used in works generated foflowing
the compositional Jaws of that other musica] idecjogy fthat has been
caled modalism or system of modes, In reality, tonalism does  not
make a fabula rasa to build a new musica] system from scratch,
Rather, it is buit from a rearrangement of the system of modes.
It wil choose the intervallic skelefon of the scale of one of fhem,
the Jonian mode, and wil replicate i in a] the other modes, Hhus
managing to efabojate aj) the tona] major scales, Tt will do fhe same
with ils relative minor, the -Aeolian mode, and you will get aj fhe
minor scales, For example, the Dmaj scaleis nothing more than the
od Doric mode converted into an Jonian replic with its '?, o
necessary a]ierafions) It i not a particularly complicated _pmcessqyaq |

.J.v*
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i 5 TUS‘ ‘have to wuse fthe clone musica] buffer and the ofd moda sysfem W

; is feconverfed into the new lona] system, But whal was so specia]
f& : about the intervallic skeleton of the Jonian mode that it became fhe
i ideaj_, scale for the new musical ideojogy of tonalism? Undoubtedyy,

the lritona) interva) formed by its IV and VII degrees, which wil
’ become a key piece of ftona] haymony lo generate its great

’ Domihant Seventh harmonic tensor, So much so, that it wi alter
the second fefrachord of the minor scales (in harmonic and melodic
minor form) to preserve it. That is, hewi] use the done musical - S
{ buffer again and wil transform fthe second letrachord of the minor 4 %
scales into a replicant of fthe one of the major scales, '..,, if‘.’r ‘

Tonal ideojogy does not invent the chord, but it does invenl : &
the concept of chord. The tona] chord is not only characferizeé by , o
being buit by accumujating third intervals (in its fundamenta] state), e .
but also by its specia] efastic nature, The same chopd can be 2%
o expressed by various interva] skeletons. You can invert the chord, g -
even rearrange ils noles in any way, which is sti] the same chord.
Although there is no third interval left. Because its identity is not
‘ established by the interva) but by the set of its notes. For fhe
tona] ideology, the order of fthe factors (notes) does not ater ke
product (chord). A principle of identity that would surely be
somewhat strange for moda] ideojogy, But that from the harmonic
treatises of Iean*]%ﬂippe Rameau wil be fuly established. The Jiquid
' chord wil be ome of the pillars of fthe new science of harmeny.
But it is only enough to Jisken to the various stales in which Ele
\ same chord is presented (funéam&ﬁa], inversions or any ofher) to
realize fthat precisely what is said does not sound the same, Fven
' that, despite being the same noles, it may be fthat acousticaly it fs
more what separates them than what uniles them, -And it is hat
to accept the tona) principle of e identity of the chopd it is
i necessary to ignore the sound pei'cepffon The abstraction - of its
identity must prevall over the diversity of ibs sonorities, Jts idea)
essence must prevail over. ils empirical existence, L e, tonal toncept '

of chord has abstract, rationalist, non'empir%al*aﬁ& non-acgusﬁg_ __7‘ __;
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B2 faundafions IE s ils raliona) essence Mhal makes it identica), a]fhough il
: it ‘generates very different acoustic reaities. This lension between the

F i abstract and the “concree is aways present in the musical

phenomenon, since it combines abstact signs and concrete sonorities,

stavess and sound waves,

|

r \d If_tona) ideclogy Joves one fhing, it is precisely harmony. So

’ : much so that it wil] spawn an exponentia] increase in harmony
treaties, At the same time that he wil] appropriate the concept of .
harmony to apply it amost exdusively to his pecufiar form of &
polyphony, while he wil relegale other forms of pojyphony, for. = &
example conlrapunta), to a mere game of melodies that develop on =
the horizonta) axis X, and keeping for ilself the ajmost excusive = £ o
domain of fhe vertical axis and of e harmonic somorities” in e R
mapping of the staff. This is st paradoxical, since in tonal ".t‘:’-"r:j
practice what is observed is exaclly the oppositer a Joss of the

' leading tole of harmony compared to previous times, Because if
there is a ero age of harmony, it would be belter lo place it
more in the conlrapunts] period than in fthe lona] one. -Alfhough it

) would seem fhat in fhe confrapunta) fexture the horizonts) axis X of
the melorhythmic development would predominate, given that one of
its main musica] Jaws consists of combining different voices that
generate different melodies with equal relevance, in reality what these
different meJodies do is cance] each other out and creale a ‘sound W

r texture where harmonic effects predominate, That is why ‘it is | '

diffict to hum a conlrapunta] piece: its sound mass does not
generale easly rtecognizable and memorable mejorhythmic patterns. So
we coud characterize the passage from the moda] system (which "
began by creating monophonic textures above a]  where mejorhythmic Y

f patterns predominate- and ended up generating confrapunts] polyphonic
Eexhq-es) to the tona] system as fhe passage from harmonic po]yphonly
Joses the prominence that it had before, becoming a kind of

to melodic polyphony, Because in this Jast musical =system, harmony | '\.~
background sound Jandscape ' on whfch some!_ of &12 ices stand , out|
in e foriibound, s adquiring 4 Yeading pOiea

“now it wil |




1“;:‘\ L.f-*.-;,‘ ;." t " e
i be @ble fo generale palterns melorhythmics that stand ‘out in fhe B
s saund mass and s are more easily recognizable and memoraHe

F A And this* is corroborated by the appearance of certain peculiar

i phenomena in the tonal discourse, such as fthe fransformation’ of the
deepest voice into a basso continuo that encode an accompanying

! " chord, the Joss of relevance of the intermediale voices o the

’ doning”“of some of the voices in the new harmonic texture based

on ftriad chords, For this reason, the Ftheopetical importance that

{ harmony acquires for tonal ideology is curious, when in practice it

acquires a role, cerlainly not irrelevant, but somewhat secondary.. What = i‘,
wil distinguish a musica] work in practice wil not be its hapmonic
slructure, but the melofhythmic patterns fthat generates. That s what :
makes each of them unique and different. That is why, for example, : ;s il
in the pop-rock genre, with very few basic chords, a multitude of 7';'3;»3‘:1’:;"'1
singuar works can be generated that are dearly differentiated from o3
each ofher, because what gives it its own identity is not Ihe -~
background haymonic Jandscape, but rather fthe singularily of the &
patterns, meforhythmics that it is capable of generating, -And yel, in -
‘ tona] ideology, focused above a] on harmonic study, melorhythmy wil
be the poor sister, the great forgotten one. Jt is fue Hhal we
speak of the musica) phrase and other subdivisions of a mejody, b
the importance given to it and fthe tme devoled to it is amost
margina. Jt is as if we were leaching how lo paint a painting
. by spending most of the time and effort learning the lechnique of
r creating the background Jandscape and forgetting : e figures Hhat

are in fthe foreground and that are what give it ils unique il
singular character, Because using ajmost the same background Jandscape
you can create a multitude of dearly different paintings. Provided
that they are not purely Jandscape works, in which case that
Jandscape ceases to be a background Jocated in the background to
become the main protagonist of the scene, the figures thatl are in |
the foreground and that are what give it ils unique and singular |
character. Because wusing ajmost the same backgr Jandscape you |
can create a multitude of dearly different painﬁrgs, ?rovided that |
they are not pure}y ]andscape works, in which case lha;f ]andfséapk“:
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ceasgs to be a-background Jocated in the background to become fhe . fd
main pfoiagonfsf of the scene, the figures that are in the |
foreground” and hat are what give it ils unique and singuar
character. Because using ajmost the same background fandscape” you
can create a muftitude of dearly different paintings. Provided that
they are nol purely Jandscape works, in which case that Jandscape
ceases to be a background Jocaled in the background: to become the
main protagonist of fthe scene,

Generally, musica] entities tend to Jead a double Jife, They exi;&_

oY

both in the idea] world of signs and in the physical world of " i";

signas. This woud only apply, cbviowly, fo fhose who beong o = :
musical cuures that have developed some form of absiact wpibting. © o
They are both sound waves moving through space and cenéépﬁm] s 7 ‘t,
figures moving lhrough e staff. This double Jife of musica) o ’"J.‘-

existence can somelimes generale conflicts, During the Middle -Ages,
music was pat of the quadrivium (along with arithmetic, geomelry
and astronomy) in what we coud ca] the sciences of number, as
opposed to the frivium (grammar, rhetoric and Jogic) that would be :
the knowledge about the fyrics (language) In such a way that music
was understood more as a system of mathematica] organization of
sound signs than a Janguage. The study of musica) practice was
secondary to the study of the Jogical proportions between fhe @ musica)
intervals generated by fthe division of a monochord (a kind of Y
sonoraus resonance box for single strings, which had afpeady inspire}{ '
Prthagoras in his mathematical reflections on harmonics). and -
intervals) The abstract and mathematica] qualities of music were more
significant than ils expressive aspects and ils ability to generate
physiologica] responses in receptors. The frue musica) Janguage was ¥
the mathematica) Janguage, Instead, the Baroque focused more on 3
reflecting on the expressive Jife of the musica] phenomenon, On &lﬁ
ability of musical waves to cause a physiojogica] reaction in the
body, in the form of emolion, affection or motor response, Jt was
not only a rationa) system of abstract sign bufl_qjsﬁ an expre&ive,,
thetorica] Janguage, capable of provoking emolicimﬂ responses. H_ence __§




. the ~various freaHses on musical affects that appeared ‘during this = % T

[k;‘.‘- ‘ perfeé. If & hed been quadrivium (numerfca} formu}a) it was lime .

g ) to daim “that it was aso tpivium (acpresswe speech) capab]e of

k eficiting  emotiona) responses, Hence the various freatises on 'musical
affects that appeared during fhis period. If i hed been quadrivium

! (numerfcal formu}a), it was time lo caim Hhat it was aso Ilrivium

’ (expressive speech) capable of eficiting emotional responses, Hence the
various lreatises on musica] affects that appeared during this period,

r If i had been quadrivium (numerical formu}a), it was time to &

daim that it was ajso lrivium (expressive speech) e # %w
Music has probably been Jinked to dance since ils remole 4
origins. Tt was his ability, through fthe rhythmic patterns he creaﬁed, 4 H
to cause coordinated body movements that was vajued, -And" without B
a doubt aso its no lJess important ability o lrigger fundamenta] ' “’“wﬁ
emoltions such as joy, sadness, anger o courage, Its rhythmic patterns >
> were capaHe of interacting with the moloy system of fhe human i
body, while its melodic-harmonic palterns mercilessly bombapded his
’ amygdala, thalamus, hypothalamus and the rest of the operating centers
‘ of the Jimbic system (brain territory of emotions) firing a thousand
and one affections, The romantics ftook aj Hhese expressive aspects of
musica] Janguage to the exitreme, remaining in the coflective imaginary
associated with “romantic music’ to a sound practice of human
emotions, Musica] writing is nol only an abslract exercise in the
Jogical] combination of signs, bul aso an affective cartography |
designed to provoke emotiona] responses in fhe receiver. A Hmbic 1
pentagram.

TFrom this point of view, post-tonalism wi] mean a retun to
the medieva] conception of musica] signs, His founding gesture is
the substitution of fthe harmonic series (a set of physical-acoustic
features of musical noies) for the bwelve-tone series (an abstract anfi
purely menta] cons&'uci) as e basis and foundation® of his musical
discourse, With the difference that e ancient mathematica] formalism
(from the Pythagorean heories to the med_pva] Wﬁm) st haci
its origin in physica] phenomena  of sound vibmlions Posfona]- = -t
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fdeo]hgy will camp]efe]y dispense with any reference fo this piwsfcal
foundation of musica) notes and wi] take them as purely abstract
signs having only a pentagrammatic existence, [t wil not only
ccnz;jder any altempt to provoke emotiona] or motor responsés
through musica) discourse to be anachronistic, but it wi] completely

disregard the expeclations and desires of the Jistener, who wil be

relegated  to the category of a self-sacpificing and palient subject who

wi] have to stoically endure the pecufiar sound resul. derived from

applying the syntactic and grammatica) Jaws of the new musicll &0

ideojogy. With the satisfaction of knowing fhal you are on fhe =

right side of the history of our sound present. -A new musical A

asceticism that, Jike a]] forms of purilanism, has lo constanfly “fight =
to yepress ils most basic and elements] emotions. Only those gl R
resist and master fthe templation to fa] into the sin of the ofd Z-;{"t;,_,f,:--f.'g
tona] emotions wil] be fit to become members of the new musical i3
ajt. A cut tat is very spiritua) or plalonic, since it favors the SR
idea] world of musica] signs over e malterial world of their sound

incarnation, Jn this way, a musica] piece wi| no Jonger be vajued -

for the fact that it sounds good or bad, is more or Jess pleasant,

satisfies or does not salisfy the sound expectations of the Jistener,
causes pleasure or boredom, enthusiasm or indifference. A this s
irrelevant. The only important thing is that it s elaborated - following
the abstract Jaws of the new musica] ideojogy. With the fhreat of
expelling from the group of the chosen ones and banishing to an|
anachyonistic past anyone who does not abide by them. In fhis way,
a musical piece wil no Jonger be vajued for the fact that it -
sounds good or bad, is more or Jess pleasant, satisfies or does nof
satisfy the sound expectations of fthe [istener, causes pleasure oy
boredom, enfhusiasm o indifference, Al this is frrelevant. The only
important thing 1is that it 1is elaborated folowing fhe abstract Jaws of
the new musica) ideclogy. With the fhreat of expelling from the |
group of fthe chosen ones and banishing to an anachronistic past |
anyone who does not abide by them, In fhis way, a musical piece
wil no Jonger be vaued for the fact Eha& it gadnx good or bad'
is more or ]ess p]easanf, satisfies or does nol saHsfy fhe so”ﬁn'd( —~




ec fonsdf ﬁe ]fsfener, causes pleasure or boredom, enﬁwsfasmﬂ' 5?
< ind A'ence’ Al this is irrelevant. The only important thing is ﬁ:;-’f‘-l'
ﬁit s e]eborafec( “folowing fthe abstract Jaws of the new musical g
ideg]pgy With e fyeat of expeling from the group of He chosen

ones -and banishing fo an anachronistic past anyone who does not i
abide by them.

aAnd it is that deep down here we find the elernd) human
conflict between the individua) and the group. [declogica] rules are .
never presenfed as persona options of free choice, but a]ways e
submission strategies to reinforce group cohesion. When they _é i3
perfectly wel] be considered as a palette of musical resources . (am
others, regardiess of both the cironojogical moment in which i
were created and fhe musica) ideojogy fhat invented mem)
available to the individua] lo express their own world of rysoum!
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In Greek mythology, Harmony was the goddess of concord and
consonance, Her oppesite was ris, who represenfed discord, conﬂicl o
and dissonance, Qriginaly the muse of singing was Melpomene, but = %
over time she became the muse of fragedy and ther sister, Timﬁa i ,
fhe muse of comedy, embodied in the thealpical masks of cryfng
and joy. Theater derives from religious worship: a ceremony s, s i sl
originaly of a sacred nature that ended up giving rise to a
profane staging. The ancient Greek theater is Jocated in 'a peculiar
bopdering space between worship and theater, as we cuyently conceive S
it. t was no Jonger shyiclly a refigious cuf, but it was not yet a ‘
profane spectade either, [t was celebrated on ceplain marked dafes of

the religious calenday, especialy the great festivals in honor of fhe

god Dionysus, but an enfrance fee was paid and it was not .
performed by religious representatives but by actors who staged works
by thealrical poets. And, alfhough it was an acted fiction, in ibs
plot some cut rituals were sti] carried out that recalled its religious
origin, from which it had not completely separaled itself. -And
another of ils pecufiarities was that it not only incuded diaogue
interactions between the actors, but also pajls of music and singiﬁé.
In fact, the choir was not only the representative of the community,
it was aso a choir that sang al cerfain times, More Han a show
of recited diaJogues, it was an aufhentic thealrical] musical, Fach
“playwright” had to write a telraogy fto be perfofmed, consisting  of
three tragedies and one comedy, :Although Greek fheater had l
specialized in fthe creation of two different and  anfagonistic genres, |
comedy and fragedy, what we could ca fhe ﬁleﬁriml spectadle  brought
them fogether and merged them into an entily jof;'#agicomic nature,
For three days, in the Dionysian festivities, people mouyned “ther l
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i " &a&?c fale “of e heroes who faced ajmost superhuman pain, but - on’® ol A

b 4l the Jast day the crying mubaled into Jaughler, n a happy ending to
F-fo», A the celebation where everyone rejoiced in a slapstick comedy. where
i : the ,same heroes, even fthe same gods, were objects of satire and
ended up invojved in fthe most grotesque and ridiculous situations,
’ " And it is precisely his spirit of tragicomic fusion fhat occurred in
’ the Mealyica] spectace that is the halmark of ancient Greek theater,
' much more fhan the division of works into antagonistic and
irreconcilable genres such as fragedy and comedy. More fthan fragedy: e
or comedy, te bue Jeitmotif of Greek Ihealer was the Eragtcomfc # %,
tefralogy. Perhaps thet s why, when Woagner fried to recover te 0
dramaturgical spirit of ancient Greek thealer, he composed his" own .= P
tetralogy. The difference is that te nature of e Greek: Eel:ra]ogies" ¢ e P
was not excusively epic-lragic or Iragic-mystical (hke the one he ot «,.,ug
composed) but fragicomic. The discord that emerged from ‘the fragic »
conflicc was not resojved with the hope of a fina] haymony in a
religious afterlife of elernally happy sous, but in fhe hereafter of a
harmony of thealrica] Jaughter that reconciles us with Jife, ts fina) -
cadence was not fthe mystica] chord of fhe harmony of the spheres,
but the harmony of joy Jiberating from anguish, in the celebration
of a paradoxical existence that incuded at fthe same time discopd
and concord, fension and relaxation, crying and Jaughfer, Fris and
Harmonia, Melpomene and Thalia,

Actually, nothing ese is musica] harmony, [is definition could

} not be more dear and concise: various musica] notes sounding at

the same time, How many? Two is enough, -Although the fact of

-, two notes sounding at the same time is usually called interval, in
reality it is ajjeady a form of harmony, the simplest. -And any

way in whih two or more notes sounding at  fthe same  time are

related, they make up a musica] harmony, Jt is nob essentia] Hat

they be organized in chopd form. Reserving the concept of ‘harmony

for tona) polyphony is absurd, Modal po}y@ony, w@erpoinl, is parl

| of harmony with the same pight as tona po]y;hony of chor& s —
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Bega‘use the essenffa] thing is thal various noles sound at the ~same® o
ffme, it being iryelevant whether fthey form a conlrapunta) of chorda]
or even -atona] union, Obviously moda] harmony has ils own
chagacteristics that make it unique and differentiate it from ' tonal
harmony, but thal does nol mean it is no Jonger a form of
harmony. Jn the same way that polyphony, poly-phonos, various
sounds’is a fteym that shoud be able to be used to tak about
moda] harmony as we] as ftona] or atona] haymony, because fthey are
basically synonyms. The fundaments) thing in e concept of harmeny el
is tat severa] sounds are played at fthe same time, everything: e]se # %*

being irrelevant. Because, and fhis i what is knuly relevant, what is
fundamenta] in the harmonic fact is thal there is a fusion of "}l"
sounds to generale more complex sound waves. -Achualy, harmony s ity ‘"':
the first synthesizer invented by humanily, \wg

e

Sound. synthesis made by fusing various different sound waves
was one of fthe first stralegies used by anajog synthesizers, It was
clled additive synthesis. And harmony is nothing other than a form
of additive synthesis, Two or more musica] noles are taken and
fused together, making them sound at the same time, The result is
the creation of more complex waves arising from the inteaction of
simpler waves, musica] notes, The raw materia of music was from
the beginning fhat peculiar selection of waves of the sound spectum
that we ca] musical] notes. With a very sma] group of sound |
waves it is possible to obtain an amost infinite number of -3
different results, By successively combining some of them we oblain
a melody, by simufanecusly combining some of fthem we oblain a
harmony, -And the possibilities of combinations and recombinations are
very high. Musica] noles have lraditionaly been the alphabet of the
language of music, But musica] noles are not simple sound waves, |
they already have a certain degree of complexity, When the sfring
of a musica] instrument vibrates and pfodm:es a particular nole, fhat
nofe is achuafly the resubing product of seé‘rzpal lsimw sound mves

fthat vibrate stmultaneously, They are caed harmonics, There{we;
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musfca] note s a]ready in ilsef a complex wave created by e % I

saund synthesis of various simpler waves vibrating at the same time, <
That is, “a musical note is achually aready a form of ‘harmony
created by additive synthesis, The mechanism is the same that the
musica) Janguage wi use lo generale more complex sound waves
(harmonfes) from e sound synthesis of simpler sound waves
(mus?é&]' nofes). ;

How is a sound wave converled into a musical ncfe'?' G, il
Why precisely have these sound waves and not ofhers ended up o % i
becoming the yaw maleria] of a cerlain musica] Janguage? Sure]y |
each musical cuture wi] probably have had its own criteria for s i
selecting personne] among possible candidates, If we observe, for gl ST R
example, the raw materia] of Western musica] language, we realize w'g
that a]] notes share one characleristic: they sound “good” That is,
they are sound waves of a cerlain complexity that present a paltern
of harmonics that make fhem a stable sound wave, with an internal
organization that maintains a certain Jogic. This woud differentiate
them from cerlain sound waves in the sound specrum fthat we
coud ca] noise and that would be characterized either by Jacking
organizaliona) palterns or because heir organizationa] patterns are
irregular and do not generale stable and baJanced sound waves: fhey
sound “bad’ to te ear. We can make a pandom combination of
musica] notes successively and the resut wil never be sirident or
noisy. [t probably won't be the best mefody in the world, but it
won't be a rea] sonic disaster either. Because the raw maleria] of
the Western musica] Janguage is composed of a sma] number of
consonant sound waves, with a pattern of harmonics fhat expresses
more the concord and agreement between ifs harmonics, than the
conflict and discopd: musica] notes. That is why medieval monophonic
singing produces that feeling of relaxation, of a paradisiacal ecosystem
with which to express the mystica) fantasy of a regular Jife wiﬁwuf
fanfares it generates menfa patterns of hargmny L:mc!j inner - peace, g
But the melodic succession of noles has )im?fed pessibﬂﬁies aneﬂ eaﬂ |
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. into manefony And in addition to combining the notes Whie
succwsfve]y, we can aso combine them simuftaneously and fthis opens
up an almost endless field of possibilities. (Generating new, more
complex sound waves from the additive synthesis of musical *notes
wil be the great chaenge of harmony, which exponentially increases
the amount of sound resources that the composer can count on,
And “Here the paradox arises that simultaneously combining stable
sound waves does not exdusively generate new stable complex sound
waves, bul ajso unstable, tense, discordant sound waves, because fhe el
vibratory patterns of the different musica] notes tat make it up an %"

conflict. Jt is fhis “sound catastrophe” that was initialy cafled ‘ i’.‘.r

"diabojus in musica”: the tritona] interval, resuting from the édiﬁve e
fusion of lwo musica] noles thal come into confli¢t and generale it i ‘"
new complex sound wave with a cerlain degree of dissonance, A W \w#
“harmonic” wave that was not very harmonious, -At Jeast’ for the g
moda] system, Because in the new lona] system it would acquire a e

fundamenta) pole: being part of e dominant seventh dchord. -And fhe
tone system recovers fthe emotional spirit of the ancient Greek
theafrica) telyajogy, where Harmony was as important as TFris,
concord as discord, refaxation as lension, Melpomene as Thalia. fNot
the absojutism of the tonic as is often said, but fthis diaogue
between the complementary antagonists is what will characterize the
tona] system, What is relevant wi] not be the monojogue that
generales an aJ-powerful tona] center, but the dialogue that wi] be)
established belween a malrix that generales consonances and a matrix,
equally important, that generates fensions and dissonances, The T:onal’
ideojogy wil establish fhis diaJogue in its own way, with peculiar
characteristics that wil] be its own, but which wi] not be the only
ones possible nor necessarfly the best. Many ofhers ape possible,
neither better nor worse, Because what is relevant is not what we
cal them but how we chayacterize them. -And thefr | peculiarity is |
that they are systems based on diadjogue and infegration between
sound elements that are at the same time  antagonistic and |
complementary:  tension and relaxation, cosonance a_pd iisscnance, : ‘,

Harmony  and :Eris, comedy and tragedy, Jaughter and cryingf“PﬂihT. ,




and joy. Like Jife ilself, which continues to be a lragicomedy of -
paradoses.
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_ The new alona] system that will replace the tonal system

as the paradigm of musical academicism has some undeniable virtues.

Likeq«for example, having enormously increased fhe resources available

to express musica) lensions, His exploration of the fensor resources

of music has generaled an estimable palette of sound resources af _

the composer's disposal. But he has definitely blown up 2] e - ¥ i
bridges of diaogue in music with his own inner confradicﬂons, He W ia o
has Jost himself in e Jabyrinth of a lireless monojogue that = :

recognizes no interjocufor ofher Han himself, fafing into a mew J i “
monotheism of dissonant tension converted into absojute monmarch, Se W& g ,,‘,:’Ii
absojute fthat he has even managed to aﬂ:er thyough some " techniques i jﬁ

of playing fraditionally used instruments, the raw materia] of music,
converting musica) noles into sound waves with a significant degree
of dissonance, A simple atona] melody sounds very different from
any moda] or tona) melody, because afthough it uses the same
musica] noles, it uses them in an afered way, so that they no
Jonger have that characteristic of being bajanced and consonant soun
waves, Because any form of fu] consonance has come to represent
the same devil and origina) sin, which must be banished from the
new musical present. -And the old artistic avant-gardes have ended |
up acquiring tics of religious fundamentalisms.

Wrﬂx the expulsion from ifs peculiar musica] paradise of any saunf’f
that coud seem consonant, any form of diajogue between

complementary antagonists is now impossivle, Jt is the price that
every utopia that aspires to a saving revolution has to pay:
generating a lolalitarian system fhat does nol recognize opponents, it
simply expels them to some past  time thal would have been |
overcome, This messianism is characteristic of the ideo]ogy that Ble
artistic avani-garde generated: the flusory fantasy Lihat they | were |
inventing the wheel, That the past was nﬁﬁn& ae ﬂ\an an en'
that would be redeemed in a new fulure arising from ~some - -71—-":




;B[é new coming of Christ, Phé"c]é&]gss s. «q}f” ol
; | y, ke new artistic Janguage of meéernify\ﬂ !
: nkm{ari* pa?i or future, because it woud be an-"eierna] M 1o
preseut. A new art of e present fhal, in the words of ‘one of '-};s.
the prophefs of the new musical gospel, was o Jast at Jeast a "
thousand years. And fhe artistic avani-garde has unforhmalely become ‘ N\
the dosest thing to an aesthetic seck a rita) code of obsessions o
and thetorica] formalisms that suffocates rather than fiberates, B
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The bar is the “cantus firmus” of rhytmic cmmterpaini The
‘ basic rhythmic pattern on which thythmic polyphony is buif. A
melric pattern that usually confains a Jimiled number of beals
graphicaly delimited by bar signs. The barline establishes a bopder 4%
| between baps, The first beat after the bar is the initia or initiatic
‘ beat; the fJast, the fina) beal or cadence of e measure. The bar 1
is a rhythmic pattern that divides the Time spectrum into discrete 5i
and fimited unils of time that are repeated in the form of
cycdes, The essentia) feature of the bar s that it creales smal] slices
of lime thal can be repeal in the form of Joops: the 4/4  time
loop or the 3/4 time Joop. It expresses a cyclical conception of |
Time: it is the time of the elerna) yelurn of the same, A
conception of time that is probably as od as umanily. Jt is jhe;
diyonic time of te Myth, as opposed to the cyonoogical time of
History. The bar is a limited time Joop, but it can be repeated
ad infinitum: we can ajways, as in arithmetic infinity, add one
more beat, Generales a time series that has no Jimils o time, -A
time without time: an elernal time, without beginning o end. 1

Thfs “cantus firmus”. (perhaps it shoud be caed “rhithmus |
) of te bar will begin to create scon phenomena l
when it interacts with another voice Pf[aﬂ’gﬁl vie ;' =
patterns, Whaf we ca] melody is a sequence of variafiom‘in~&&J
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1 e freqpénci% of the waves (a combination of nofes) and al fhe same* I

b 4l time a sequence of variabions in the duration of the times of e
F-Z?a 5 waves, which ends up generating a particufar rhythmic pattern, When
i ( the , frequencies used are simple frequencies (although really ey are
dready composed of a muftitude of ofher simpler frequencies of
’ harmonics, since fhey are alyeady complex waves) contained in a
’ scale “(Which is nothing but a Jimited set of frequencies certain or
tuned that we ca noEes) this combination of frequencies and times
receives the name melody. This combination ajso appears in the & e
sequences generaled by more complex waves that are fhe pesult of # %,
simutaneously vibraling severa] of these simpler frequencies op =
notes, The difference is that the rhythmic paltern generated by ﬁe :
Iempora] d1sp]acemen£ of these more complex harmonic waves. Re an Ay
usualy more static, with Jess dynamism and variation than ‘the '-';'i:.tui'j‘-g
phythmic paftern generated by melodic movement. In addition fto fhe i
fact that ils complex waves escape the hming of fhe scale, as it is
composed of the sum of severa] of those huned waves or noles,
It is precisely fhis greater dynamism of the melody that makes it
i stand out and focus our sound alfention, above a harmenic
movement thal performs more of a rhythmic basso continuo function,
Jocated as it is between the even more static pattern of the
l ostinato of the bar and the much more dynamic pattern of
mejorrhythmia, & would sti] be necessary to indude the rhythmic
: patterns generated by the percussive instruments to have a complete |
vision of the different “voices” that make up what we could caf
} the Rhythmic Polyphony, which adjusted to the cruising speed - = ;
‘ established by the flempo (measured in bpm or beals per minuie)
wi] weave fhe rhythmic fexture of a musicl] work. A polyphony
'» that is the resul of combining various rhythmic sources fhat generate
tempora] patterns fhat interact with each ofher,
It is true that his rhithmus fipmus of the bar, at Jeast /in ‘its |
version as a sign of the penfagram, has a somewhat pecujiar shape
(and perhaps because of this it is why it has| kraditionaly I:een |
considered more of a melric fact than a ﬁ]y&ln}id 3ne) it ds ‘
| soundjess, P
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W o Does fthe silent rhythm exist? Or is it an oxymoron? It s no

‘ Jess frue fthat in jealily a] the signs of e skaff are silent and :

ﬁ_{;’,{ that hey “only become rea] music when some souces fhat generate

i sound waves (whether physical o virtual) interpret them. And yef,
the bar of a work stf] doesn't reay sound. Jt's stf] a phantom

’ " beat. More of a drum machine than a proper thythm. However, it

’ is te“first step for the pujsating beat of the melronome, which

segments time into completely identical units, to become musical

{ time. By establishing a pattern of beals or beals that are markedt

regularly, they are distinguished from the others (let's cal them: = s i"
accents, siyong beals o whatever we want): it is that sma] fegular el
irregularily that it introduces into the perfect regularily of lhe :
melronome lime that makes it so significant. Jt establishes an i
afternation, a conlrapunta) interaction belween some times and others f'é".;»_tufj‘—-g
that wi] generate musica] palterns, That is why, at the same i
moment that we begin to divide a staff into regular bar Jines, we S
aready begin to Iransform it into musica] time. -Although, :
paradoxically, i is a soundless musica] pattern. And if we accept e
‘ existence of silent musical patterns (such as fhe beal), the idea that
soundless thythmic palterns can ajso exist is not entirely unyeasonable.
In fact, if we go back to the source from which music took the
notion of meler, literary poetics, we find that a poem is divided
info stanzas, which in tuyn are made up of verses. And fthe
_ concept of verse (each horizonta] Jine of a pcem) is usually defined
r as a rhythmicay organized combination of words, The melric unit

woud not be the words but the sylables. What makes the meler |
peculiar is not its difference from the rhythmic one, but rather that
it establishes patterns of rhythmic accents that may or may not

' coincide with the accents of the worpds: it creates its own rhythmic

i pattern of accents (based on a peculiar count of syflables) that
overlaps fthe paltern of word siresses, When talking about poetic. |
melrics, reference is constanfly being made to poetic” thythm. Thus
one speaks of accentua) thythm (meaning hat melrica] accents are |

considered to  create phythmic patterns) or of “the- “melrica) thythm of
the poem (which is what differentiates it from prose, which ctoks

R B
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not need fo have myfhm) or it is said Hat a poet achieves gfve B i |
fhyﬂlm to a poem fthrough rhyme and meler. Therefore, the melpic
is not undepstood as something alien o different from the rhythm,
but ,as an integra) and fundamenta) part of it A silent (monverbal)
pattern that establishes the thythmic structure of the poem. buf as an
infegr]] and fundaments] part of #. A sflent (non-verba)) pattern
that establishes the rhythmic shruchure of the poem. but as an integral
and fundamenta) part of it A silent (non-verba]) pattern that
establishes the rhythmic _structure of the poem. e ol
For 2] this, athough if we choose to consider e bar tos be A i %,
melric unit, this does not necessarily unp}y having to expel it ‘_)fram ; o ’-"
rhythm, of which it can perfectly we] be considered an integra] and” N
fundamenta) part. The problem is not to ca] the bar a mel-rfc wit ‘"'

(or in any other way we want) but to define it as something ‘--,‘,’.‘:,?“:-'?;7.1
bnif

other than fthe thythm, Because it is a Hheoretica] distinction that
can be more artificia] than rea).

Although soundless, the bar is not shapeless. Jt has an internal
strucure, which is Jike Jaying the first stone to be able to -
transform generic time into musica) time. -And that internal structure
is rtelaled to the melpic accent, Regularly accenhualing one of e
beals of the melronome dock fransforms fthe lempo info musica) time;
starting from the creation of that fundamenta] rhythmic structure cafled
bar. The time paltern of the bar is a rhythmic paltern  of
melrically accented time units. On what femporal unit of the bar |
does that melrical accent fa? It is unanimously accepted fo consider
that fthe accented beat (also cafled sErong) is the first beat of Ele’
bar. But it is enough fto observe how the thythmic palterns are
structured to realize that fthe accented beat is not realy the fipst but
the Jast of e series, cadentia] time, which is what stops the
fhythmic flow and tuns it into a complete rhythmic pattern. And it
coud not be ofherwise, since the: only essentia] styucture of the key
signatwe is the border (the barline) that defines where one beat
ends and another begins, fhus generating an initia] time and a |
cadence time; ‘And the cadentia] time is wec_ise]x“ﬂ? one in charge
of generating that border: it is the accented time of the mem_k'“[
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paffgfn, the one that stops ils thythmic flow. ' |
The most common resources fo cadence the thythm of a meody

are Jong “notes, ‘silences and harmonic density, which function as a

refaining wal] that stops the flow of the melody, For His 'reason,

when we use fthese resources by placing them on the first beat of

the bar, luming it into accented or slyong time, we are achualy

turnidg™ it into cadence time of the melodic rhythm, Josing ils pole

as the initid] beat of the bar, whose function passes to fhe second

beat of the bar, which is the one fhat wil] function as the first

beat of a new melodic ce. Hence, believing that we are ft&ing # %,

the melodic thytm with e rhylm of e bar, we are achly 0 £

dislocating it. Convinced that we are creating a rhythmic monophony, e

we are achually creating a rhythmic counterpoint between E1e MRibo AR e ‘"'

g

Buf in fis two-voice rthythmic counterpoint there s semeﬁ'ﬁng
deeper than playing at fitting and digjocaling the rhythmic pattern of
the melody and the thythmic pattern of the bar. Although the bar
establishes a finite lempora] pattern, wedged between the bwo bays, it
is achuay creating a cydlical paltern, which can be repeated ad
infinitum: it expresses a cydica] conception of time. On the other
hand, the melody (despﬁe the Woagnerian fantasy of creating an
infinite me]ody) creates fempora] pafterns that are alsa finite bul fhat,
athough in ftheory a single melody coud also be repeated ad
infinitum, in practice it hardly happens. Jt is practicaly never
presented as cydlical time (unfike the bar) afthough the [imited i
repetition of the same melody, with or without variations, is-a
common compositiona] resource. The Woagnerian Jeitmotif is a dear
example. And what is caed imitative counterpoint consists of nothing
more tan the }'EPBHHOH of te same mejody in severa] veoices
(more stricly in fhe canon, more complex in the fugue), but
temporarily out of phase, to create haymonic textures. This  curious |
recursive mechanism s ajso presenf, for example, in" fracta) geomelyy:
the reiteration of the same mathematica] fopmula |generates 'surprising |
ordered abstract forms, Recursive repetition iis di ferent ~ from cydfic |
repetition precisely because it avoids falling infto a Joop. Jn “some '
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way ‘we coud say fthat Hhe imitative counterpoint generates a fracfal e I |

music. But perhaps the most surprising example of recursion s the
one that ‘gave pise fo fthe birth of human consciousness: a brain
that,, thinks of iself. -And what is cafled imitative counterpoint
consists of nothing more fthan the repetition of the same melody in
severa] voices (mofe slricfy in the canon, more complex in the
fugue),“*but temporarily out of phase, to create harmonic

textures, Recursive repetition 1is different from cydic repetition
precisely because it avoids faling inte a Joop. In some way we | BN
coyd say that e imilative counterpoint generales a fracta) cal e # %,
music, But perhaps the most surprising example of rpecursion s l:he 2
one fthat gave rise to the birth of human consciousness: a brain = JR
that thinks of ilself. RELws, s o B

So even though it makes use of recursive repetition, me]odic ,,.,uq
bt

time is basicaly finite time, time with a beginning and ‘an end:
dyronological or historica] time, So we coud characterize the thythmic
counterpoint (ﬁ[e one that occurs between the rhythm of fhe compass
and the rhythm of the me]ody) as a complex game of interactions -
between two tempora] conceptions rooted in fhe collective imaginary
of humanity: the chronologica] time of history and the chronic time
of the myth, Musicaly expressed in the dyonic time of the
compass and the chronologica] time of the mefody,

Bul not only does the melody express that finite conception of
time, so does the harmony fthrough the creation of harmonic
progressions, with fhat cadentia] ending that converts an unimited :
sequence of chords (which coud extend to infinity) into a sequence
with a tme Jimik a progression, Nor does only the ostinalo of
the bar express the cycica] conception of musica] time. For example,
an octave is nothing but a Jooped scale. The TJast nole of an
octave is at e same lime fthe first nole of the next one (c:urious
enharmonic phenomenon, Jike being both flt and sharp, of having a
double identity) The audible sound spectrum converted into a Joop of
octaves, -And what about fthe famous cyde of fiffhs, that vicious |
cirde that has become virfuous? Not to n;;éhtquf‘&i Joop— of ~' ‘:
thirds, fundamenta) malrix in chorda) tona) music. Qr, . &nﬁﬁien_ =




."

The eteynayf‘and the ephemeral, the Joop and e ca&&meﬂnﬁmty ‘
and death, That same femporary counterpoint that manifests ilseff in
Hleanfmalﬁxaiknowsffse]ffobeephemera]andﬂialdfeamsofm\
eternd * time,




