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In the beginning was the noise. ;
The audible sound spectrum (that frequency range that the ltuman ear s St
able to perceive) i a vast ocean of sound waves that ranges from 20 Kz B
te 20 kHz From fthis immense confinuum of white noise, the various R
cutures of the world have chosen a few sound waves that were especially g 533
significant fo them and with them they have elaborated complex musical Chgpif 4
systems, The foundationa] gesture that made e efaboration of a musical PR
language possible was fhe quantization of fthe audible sound contimuum: e s
fransformation of a subfle gradient of frequencies without a sojution of
continuity into a smal] and select group of sound waves fhat mainfain ceriafn
Jogica] relationships between them, crealing a consistent paltern of musical
intervals, Jf one of the most surprising discoveries in modern physics is the
fact that both malter and energy are quantized, it is curious to nafejhow
precisely the possibility of making a musica) journey fthrough the audible sound
spectrum is the resut of fheir quantization in a discreet and Jimited mumber
of sound wave packages that we ca] musica] noles. Moving musically En'augh
the audible sound spectrum implies jumping from quanfum' fo ‘quanfum (from
note to nole, from counterpoint to counterpoint, from chord fa chord, {ram
octave to octave)







Silence is a way of being of limelessness, Without internal’ tensions,

without beginning, without death: it means tota] rest. Silence 15 one of the
5 names of absojufe perfections sound nothingness, S
| Sound is boyn when silence is broken. The sound is a wvibration hat 8k
runs fhrough e silence. The sound is an altered silence: a flat silence, i
The shortest distance between sflence and sound is the beal. The pulse is ST
the smallest alferation of the silences the beat of your heart, its vilal '
pusation. With the pulse, silence is born to femporality. This new sound
regime fhat opens the pulsation will consist of a diajogue belween silence and
sound, The creative game between fension and rest begins, albeit i its masi
clements) and predictable variant: puse by pulse,

The ftempora] dock of the beat, paradoxically, marks with its tireless
ticking a fimeless conception of time: fhe elerna] return of fthe identical. A
totally teversible time, symmelrica] and without entropy. The order “of the
pusation is governed by a monotonous repetition. Jt is time fhat passes in
a completely regular and periodic way. -A pulsaling system s almost pefect.
Although not as much as that of silence. Jt signifies the beginning of a
new form of order, just a Jitle more imperfect than that of sflencer a
regular, systemalic and repetitive alternation between silences and | beat. -A, beat
is the interva] fthat separates bwo silences, a silence is ‘the interva) that
separates two beals,

The pulsation , inaugurates the sound order % 313 { )_1

-
-







¢ A v . P WI
+ 3 y " '.'1:",
- 1‘ i il = . i y Q‘
B ,.7!" 4
N _.,r ! ol
e T4
r\!. : SE h& UL bt

oo T ke Nl

. ," : "* ,ﬂ,m

A e

Metronome walking is not yet a musica] displacement in ffme Tfme o ﬁ
fravel in a musica] way implies an ateration of fthe order of the pulsation, '

- The rhythm is a system of accentuation of the regular and repetitive ,“

temporality of fthe pulsation. e
, Rhythm s a form of tempora] order, but nol as perfect as fhat of o 2533
i melronome monotony, By accenhuating a few beals even more steadily, the |

perfection of the od order of regular intervals between silence and sound is =
broken, Rhythm is a new way of diaJoguing with silences the rhythmi ‘
‘ pusation, Walking with compass is ayeady a musical way of traveling throug

time. The rhythmic texture of a musicll work i a complex system resulting

from the interaction of four main elements: the fempo (bpm) the compass,
" the musical figures (H1e duration of the notess whole, half, qmrfer, eighfh
l noles ..) and the rhythmic palterns generated by percussion insfrmenﬁa

Probably the ofdest musica] manifestations of humanily were of a rhythmic

nature, With permission of fthe voice (its prosody, melodic intonation and A
‘ varfations of syfabic 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 fhe musical fact. Melody and rhythm ae the
most common ingredients shared by musical fraditions around  fhe woﬂd.;
Instead, harmony is a Jess -frequent feature,

Although it s possible to produce a music;:.ij_‘ composition made on]yi
thythm e‘gwiﬁwuk melody or. harmony, or even ‘instru Sl mere rhy&[mﬁf blows
performed with fthe hands or feet), the opposite is impossible. Fve - musica)
note, every harmmih dlord, has a duration in time, an fﬁ}ergfore mev ak DIy
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set a \_:e)-tai‘n rhythm, however monotonous and fepetitive ‘it may be; Thepe r‘t:m 3
can't "be ‘a melody or harmony without ythm, '

The beat is e dock of musica] time, But his relenfless ticking only
E ¥ conceives temporality as an elerna] return of the same. The Hue; musica 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, ajthough it doesn't exist everywhere and hasn't
’ ajways existed, it has become a kind of universa) standard for elementary ‘beat
accentuation, By this concept ] refer to any basic form, more or Jess
constanf, of rhythmic accenhuation of chronojogica] time, The same happens TR o
with the concept of beat and melronome to measure time, which are re]aﬂwi' ;gp,’.' -f;‘“
recent, to refer to the non-rhythmic chronological dlock, w i
The bar is a rhythmic ostinato that fransforms the c}n'one]ogfca] fime of 1 vl
the melronome (the cock of the absolute monotony of the beafs) into the Pt
musica] time of the thytm, Jt is a thythmic paltern of accenfuation of i f-‘:._,,,;:.'*
pulses in the form of an ostinato that constitules the first great rhythmic I
, base that sustains the temporality of fthe entire musical work., -And that by Lo
:. interacting with fthat other source of musica] temporality that is the musical 2
figures, it wil end up defining the complex rhythmic texture of a work.
| Rhythmic ostinato fhat can be temporaylly suspended fhrough resoupces such as
) syncopation of setback, among whose faculties is the power fto break bars,
| The measure is the basic unit of measurement of musical time. A pattern
of wvoiced accents that transforms a monotonous sequence of beals into a
thythm. This rhythmic ostinato establishes a natura] pattern of borders between
tempora] units that we ca] compds and whose first pulse is considered fhe
main protagonist the downbeal. The tempora] unit of the measure begins with
a specialy marked beat that receives specia) lfreatment within the series | of
beats that make up the measure. The way to accentuate that special |
prominence of the first beat is by making it e place where the most
relevant events of the compass occur, For example, if a chord is to be
placed somewhere, it is precisely in the first beat or precisely in hat
downbeat is where e Jongest notes are placed. From fthe graphic point of
view of musical writing, it is dear -that in this way the privileged ' character
of hat first beat of the measure is accentuated: we see thal many times it A
has notes Jonger fhan the beats that precede if as ngﬂ‘as a | more: saund 3
texture,  dense. Visually it s a privileged time' “that “dearly marks Jﬂd :
accentuales the natural border of the bar of e compass. The para-t{ox fs :
from e point of v?ew of sound perception, the oppasi!e’ qu's. There '%‘»—}'
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The origins of the western musica] system go back to Greek reflections on
the art of sounds, Pythagoras was the one who inaugurated the path of the
intervalic relations that characterize our diatonic musica] system, His observations
on sring vibrations and the interva] rejationships between fthe consonant sound
waves fthey produce have been deepened and expanded by modern acoustics. In
addition to the physical foundations of Western musica) Janguage, Pythagoras
ajso established e melaphysica] foundations of e musical Janguage of medieval
modes: fthe pepfect consonance (diapason or oclave, diatesaron o fifth and
diapente of faurfh) as a sound resonance of the harmony of fthe spheres, a
representation of the geomelyy of the universe conceived as a mathemalical
harmony of perfect musical intervals, A mathematics of sounds that harmonized
with the orbils of the planets, Number and geomelyy, the bwo fundamenta]
pilars of mathematica] thought, that were finaly able to meyge with the
physic] wopld in the perfect chord of the “universa] Jaws” of movement
thanks to that 7t century Pythagoras that was Newton. The dream come
frue of a mathematica] representation of the harmony of the music of the
spheres that woud give birth to modern science.

This mystica] conception of musica] aesthetics, be it in its Pythagorean or
medieva) variant, would have as a consequence fto privilege e perfect
consonance and to consider Jegitimate only the oclave, fifth and fourth interval
relations, The authentic music of the celestia] spheres.

The medieva) reworking of the eight Byzantine modes (ekfoec.hoi) present in
the Jitkrgy of the Greek Qrthodox Church in the form of the eight
Gregorian or ecdesiastic] modes of plain singing, adopting the denominations
of the ancient Greek Tonoi (Ionfan, Dorian, Phrygian, Lydian, Mixolydian,
Aeodjian and Locﬁan) inaugurated fthe greal synthesis of modern musica] theory
that would Jead to e tona] system,



‘the wesfern musical Janguage. For a whole mifennium (Mfdd]e Ages and
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The: éreeks creafed the diatonic alphabet (dfaﬁonikdss Eh}'mgh the fones)‘.of | ".L .

Renaissance) western musica] practice was based on a system of modes. The
key ilself* woud not begin to be established bul from the Baroque and for
fhree centuries it woud become fhe foundation of what is known as fthe
musica] period of common practice (‘]7&1, 18 and 19t centuries: Baroque,
Classicism ~and Romanticism)

Byzantine FEchoi and Greek Tonoi were born the Gregorian Medoi.
The ecdesiastica] or Gregorian musica] system consisted of eight modes' el
consisting of two ascending fefrachords (un)ike the descending Greek Ionoi) * ’5{’
Starting from the four authentic modes (Derian or Protus authenbicus, & |
Phrygian o Deuterus authenticus, Lydian o Tritus authenticus, Mig,co]idie@?"" OF 1 L
Tetrardus authenticus) the four plagal modes were formed (Hypedorian ‘o o -
Aedlian, Hypophrigian or Locrian, Hipolidian or [onian, Hypoﬁiixaﬁdim) R ’,EZ

displacing the upper telrachord below fhe first note in the aufhentic mode, bl v
Fach mode had two prominent nofes: the finalis (ﬁle tonic in the aufhentic > :
modes) that used fto be the note with which the 'v‘;."

song ended and fthe repercussion or fenor (the fifth in fthe authentic modes)

that was constituted in the center of e slying of recitation of fthe melody.

Scrolling through the white keys of fthe modern piano you can fake a tour

of the ancient medieva) modes: Jonian (frcm C to C), Dorian (from D <=

to D), Phrygian (from E to E), Lydian (from F to F) , Mixelidian

(from G to G), Aedfian (from A to A), Locrian (from B fo B) _

The diatonic system that characterizes the western musica] Janguage” is a system W
formed by seven different notes distributed in five lone and Itwo halftene E \
intervals. Jn the moda) system, each mode has its own interva] persondfify (a
particular  distyibution of the intervals of ftones and semitones that ‘make! it

unique). The one—slep skeleton is really nothing more fthan the x-ray of the ' .
inner universe of the ftonic (Jowest nofe). Any musica] nole is a sound ,'
wave made up of various simple waves, The Jowest single wave (ﬁhe one 4
with te Jowest frequency) is the strongest oy most dynamic (Ele one with

the Joudest vo]ume), and is the one .hat gives the wave or note ils iname,

In musica) acoustics, the group of simple waves thal accompany this Jower A
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T wave areﬁmaﬂled harmoni?cs in addition o being a key element in " e
| delermining fhe Hmbre of a sound, it wil be the pecifiar disibution” of e

haymonics of eath wave fhat delermines the spine of intervals that wil give
each mode a parﬁcular sound color, depending on where fthe twe semitones

Tonian T-T-o-T-T-T-s
« Dortan ___ T-4-T-T-T-s-T

Phygian - T-T-T-+T-T+

Lidian TT-T+T-Td .

Mixolidian - T-T-o-T-T-+ A0S0 E S

Aedlian T-sT-TT-T ¥ o

Locrian sr-T-T%t-T_M" L
r\,f ,{-' .’A - #!A‘jh‘y' Wik

Ay

The medieva)] moda] system consisted of seven distinct modesﬁ each wifh ﬁi? ‘t‘{ﬁﬁ
own interva) personality. -Although they a] shared e same seven musica) ot
5 notes, what made them unique was the ajrangement of the halftone intervals: - S
' their peculiar interva] syntax, the frue backbone of the mode, which was B

nothing but the x-ray of the harmonic inner world of its fonic or nole ;
moye Jow (C in ke Jonian mode, D in the Dorian, E in the Phyygian, =
F in the Lydian, G in e Mixolydian, A in ke -Aedlian, B in fthe 7
Locﬁan) Because every musica] note is afeady in itseff a chord harmon
compound wave whose sound is the resut of [istening to a] of ils simple
sine waves at fhe same time,

If the origins of medieva) modes go back to the musical reflections of
dassical Greece, to the synagogue singing of the Jewish fradition and to fhe

. Byzantine Jiturgy, the texture of its particuar sound universe musf he M
4 in it own conception of the ultimale meaning of the
| world and of lifer the song of e Jost paradise of the music of the
spheres. The initie] preponderance of the human voice in the early stages of
’ the development of medieval modes was due fo two causes of force majeure,
7 derived from the context in which they originated: fheir subopdination fo fhe
liturgy of sacred ftexts and the prohibition of fthe use of ~insiruments dlq-fng
religious services, 4

a



:Ecc]ésfasﬁcal or Gregoﬁan chant was menophonic, They al] sang Ete same

.song in one voice (same notes and identica) rlwfhm) This unison movement

through the mejody pradw:ed a perfect harmony. Qyi’fe a hymn fto e music
of the spheres. In this heavenly music, origina] sin tock the form of
dissonance, The lIrilone, shaped by an interva] of diminished fifth or
augmented _fourth, came to be considered as “diabojus in musica”. The peace

of mind of those who had exiled themselves from the “worldly noise” fo
recover the harmonic happiness of the Jost paradises, shoud not be disturbed
by the apple of discord of earthly dissonances. Sound consonance wasﬁle il i
cornerstone of fhe musica] meaning of existence, In fact, the histoyy  of # g,{' g

western music, from those remole origins of medieva] monophony ‘fo fhe o 8 “i
present day, is nothing other than the dironide of the eXPl-dsfon from i ':‘
paradise of perfect haymony. " s a‘ﬁ
With the homophony begins the arduous path of the melodic’ bifurcation that L.l_’,}:;; i
woud cuminate in e Renaissance polyphony. L

The voices separate, athough not to face each other. They just take paraflel A
paths. They no Jonger move in unison block as in monophony, but they sti] \
retain a high degree of consistency: the different mejodic Jines move at

intervals of perfect fifth and fourh (jater also at intervals of fthipds), which

are the most consonant distances . -And they do it at the same rale: fhe

sound frequency varies bul not the duration of the notes. The polyphonic

counterpoint wil| further accentuate the effects of fhis expulsion from the Jos ’
paradise of fthe music of the spherest in addition to the bankruplcy of fhe (
archaic meledic unity, it wi] demand the crah of the rhythmic unily. o)
Different voices will not only have to sing different notes, but they wil a0 ;\
have to sing at different rhythms, With the aggravating circumstance that b
passage will be prohibited, with some exceptions, ajong the easiest and | most
consonant melodic paths: paralle] octaves, fourths and fifths. Quite a sound
engineering chaenge to achieve the improbable a set of disparate voices fhat
sound in harmony. Jf the idea] of monodic singing of medieva] modes was
“unitas simplex” (unity through sfmﬂarﬂ:y), the idea] of polyphonic singing of
Renaissance modes will be “unifas multiplex” (um‘ty through dfsfincf) '



The cqnl-rap!mh] texfure of Renafssance polyphony demands a sound . »-* " /I:,( :

_aq'&lfﬁecfuj‘e as complex and monuments) as fthat of a (othic cathedral “Jt is

somewhal paradoxica] fhal, in a musical genre of which the conlrapunta)

polyphony [reatises emphasize the melodic freedom of the -different, voices as

the maim' chayacteristic, it is so satupated with prohibitions and forbidden

paths. Conlrapunta] freedom is more Jike probation than free wil. The

independence of the different polyphonic voices is achieved only by paying a

high price: the mutua] vigilance of a] voices among themselves, -As fthere 'is

no hierarchica] relationship but one of equality between

the voices, none shoud stand out among the ofhers. The counferpoir& s A
usually classified between musica) genres centered on fthe axis of horizonta or‘ %g’ 3

melodic displacement, as opposed to haymony, which woud faver the verlica] i
axis of chords or simufanecus sounds, But this is somewhat mfs’eading The N b ‘=.
fact that there are severa] different melodic Jines does not diminish i "ﬂ

the need for fhe behavior of the group of notes that sound stmultaneously o ,,,5‘.#?.
present a harmenic behavior. Unitas multiplex: in polyphonic fexture, mejodic W
divesity is as important as haymonic unity. Jt i an opdered choreography

of musicdl voices, (focused on fthe sound registers of bass, tenor, ato and
soprano) that move fthrough fhe staff together but doing different things (from
the point of view of frequency and rhythm), where the melodic diversity of
the parts is as important as the harmonic unity of the whole. What wi] A
vary in the different styles and contrapunts] periods wi] be the conception of
what is considered in each case a harmonic set of disparate voices, some
dissonances admitting fthat other more severe styles or consonants woud rule

out. In general, confrapunta] polyphony had greater folerance to dissonance than
medieva] polyphony. Converted the ecdesiastica] monophonic melody into a

cantus firmus with which other voices interacted, fhe orgamum, polyphonic pivet
of the -Ars -Antiqua, originally only aflowed intervals of perfect ‘harmony

(eighth, fourth and fifth) but from the eleventh century, with the organum
flowery or melismatic, it wil] begin to accept intervals of imperfect

consonances (third and sixth) and the discantus conlrary movements. The
different species of the sfrict counterpoint set the fhythm of e confrontation

of the voice or voices in counterpoint (ww‘fh respect fo  the cantus firmus

that used fo have fhe durahon of a round) according to the duration | of

the musical figures of ifs measures (round, white, b]tk) Even the fourtkind
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broke Ble regularity of Ele beat of the compass Hhrough e syncopation . .(ﬂtus/l..:(
.creaffng a certain dissonance, tension or phythmic irreglﬂarﬁy) A musica - |

discourse ‘made -only of perfect consonances and thythmic regularities ends wp
faling into monotony. Jt is the lensions and dissonances that provide

i movemertt, variely and dynamism, That is why the musica] Janguage has been
’ progressively opening up, from ils consonant rools in unison and oclave of

« fhe slricc _monophonic seng, al more dissonant infervals, Infervals that, within
’ a moda) conception of sounds, it was preferable to prepare and resolve, that
| is, to approach them gradualy and escape from fhem as quickly as possible.
[ Thus, whie the Ars Ankiqua of poyphony privikeged e infervals fhaf offered

perfect harmony, -Ars Nova and Renaissance confrapuntalism wil veto precise]y’ ﬁ," ."'

those ancient polyphonic pafhs (eighﬂl and fifth para]]e]) and wi] pﬁvﬂege o~ |

imperfecf consonants (ﬂm'd srxﬂl)
Being slyict in definition, the term monophony shoud be reserved for a y t*f

sound lexture consisting of a single solo voice without accompanimeni of any i...?,f-.#?;

kind, Voice in the broad sense that incudes any instrument ‘and nof the v

restricted sound emitted by the voca] cords. There are polyphonic instyuments SRR

that, Jike the keyboard, are capable of harmonically accompanying themselves: in 5

this case the monephonic use of the instrument would imply using i as a ,

mere melodic instrument, Because monophony is the musica] realm of melody.

In its most essentia] stale, pure horizonta) movement on the staff. What is

usualy cafled monophony, referring to the origin of the western moda] syster

in the od plain chant, is achuy aready a primitive form of pojyphony. It 5

is a polyphony of oclaves, The moda] system began as a hybrid belween (

melody and haymony: a melodic pojyphony, a harmonic melodism: “a choyus of .

voices fhat sings the same noles at the same rhythm but with the musical

bu] of being able to do it in different octaves. What we generally cal

monophony 1is achually octave pojyphony, a pojyphonic melody. This inciﬁienf

musica) polyphonism of plain singing wil progressively be expanded with the

polyphony of fifths of the organum and finaly with the advent of |'Ars

Nova (and its taboo on the od polyphonism of octaves, and fifths) and fhe

establishment of the new polyphonism of thipd i sixths (with a very

restrictive harmenic use of fifths and- ocfaves) we wi] reach that golden age

of hamonic polyphonism that was the Renaissance counterpoint. Thus the

moda) system, which began with melodic polyphonism,| ended up becoming the

th = 1




writing “of 'totally. independent meteﬂ:c
with the resut. that they af mgngfe g







The Baroque implies a “tuyning point in fthe history of fhe nm:ﬂcg haics
language of e West. It represents the beginning of a new and mﬁque ‘a{r ?“’
musica] system fhat wil] become a lrue sign of its own idenfffynh'[e fgna] pr ‘_P"';.;
system., An origina] system of musical composition that for Eu-ep“' tenl:&ﬁes wi q
become the foundation of what is known as te musica periaﬂ of common ,,,J:g
practice (’}7&1, 18t and 19t centuries: Baroque, Classicism and Romanlicism)

If we had fto synthesize in a sensationa] headjine the beginning of e chain hz:
of traumatic events fhat for the histery of musica] polyphony was going to P
suppose the Baroque period, i woud undoubledly be fhiss  basse continuo :f ;
kifed te counterpoint star, Because the hyning point at the beginning of '
the Jong process of melamorphosis that was to fransform the ofd contrapunta
polyphony into the new tona] polyphony was an idea as seductive as it wasyf
dejusionalr frying to make the squaring of the cirde a redlity. Or spmkmg
with more property: the square of the Iriangle.

The tables of fthe musica) Jaw of the point against point with w?*fch the A
polyphonic plot of the Renaissance displacement of fthe voices by the pentagram
was woven were going fto unleash a sirange phenomenon that probably was B
g not - contemplated in s founding statules: the crystallization of e point
against point in chords . The haute couture of the conlrapunta] inlerfacing of
the harmonic weave gave way fo fthe ready-lo-wear of the chordistic |
inteflacing of e harmonic weave, This singular fact began to Jay fhe
foundations of what woud be one of fthe fundam pillars ‘on which tona)
polyphony is based: fhe Joop of Fhirds (cyeaﬁné the lf;ﬁ\onic ]andscape of a
. musica) piece by superimposﬁlg infervals of hird) And it began i) Bxe mqsf
lementaf .2 P°'YP‘1°“35 of friads. The problem arose Wheﬁmmﬁ o
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T b fit Bﬁs nove] reﬁlferprefaﬁon of point against point with friad chords
with B need to mainfain fthe venerable chora) fradition of four-voice
writing.

It is fis mystery of e holy quaternity (a polyphony with four voices,
but only three frue ones) that woud mark the passage of fhe ancient
conounterpunta] polyphony (for which the dloning of the voices would bé an %4
act against nature and an atfack against the musica] heritage of manktnd) ;(“' F ’

the new fona] polyphony (great Jover of the new harmonic ply. Qf Bﬁrd PEL ) %
Joops and replicating voices) One of the most sriking results of ﬁﬁs :"L;f__ jﬁ
harmonic play was that the bwo interior voices (lenor and a]fei) Jost ,.»‘:’«-‘; i "“%
prominence in favor of extreme voices (bass and soprano) i |
s The shorthand of fe figured bass indicated e ffling of e chord Ehat -9

accompanied fthe jumps of the Jowest voice, the frue center of gravily of the
new baroque polypheny. Jf in the underground of the tona) pentagram fhe
voice of the bass began lo shine with ils own Jight, in ils skyjine the
role was undoubtedly for the soprano voice, which began to receive aJ-kinds
of melodic altention, Starting with the so-cafled strange notes to the Iriad ,
(passing notes, embraideries, supports, defays, anﬁcipah‘ons) and ending with the §
decoration notes and other mejodic flourishes that only increased the prﬂminent:é Wi
of the superior voice hat stood out for its dynamism and meJodic in'e]fness
on a harmonious background Jandscape, of slower and more coset moaemenls
in displacements between precast (riad chopds.

, On the other hand, it coud be said that tonality is the daughter of
~ modality, and that Jike a] descendants it osciflates between the wil to
perpetuate and the wi] lo rebe] against the inheritance of its  parents. I e
day fto day of musical practice, a phenomenon had emerged that was difficult
to ignore: not a] modes were equally appreciated. e  were overwhelming]y
used, and ofhers  had fdlen info objivion or indifferences’ Among the: dms£
~ popular, without a daubt were fthe Jonian Mode and ﬂs re]a&ﬁre -mincr, H1e

-

Egtiy,
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v '! Aeolian  Mode. They ha{ ended up becoming the ftrue stars of the meda) ,‘:( @
g : . system The new music] system of lonality did nothing more han recognize
s indispulable toe. And he did # in a drastic way: funing a] the ofher
L modes info replicants of the Jonian and Aeclian modes. To adiieve fhis, it
was neé;ssary to introduce five new musica] notes, the non-diatonic semitones
(the black noles of the piano) that only represented alterations (sharps and
ﬂafs) of ®e" natura] notes fhat aflowed to replicale the inferva) structure of
the Jonian and -Aeolian modes in the bosom in any other way. Tt could be
said fhat fonality is a neo-modality where only the Jonian and Aegian e s
modes have maintained fheir interva] personaity, fransforming a the o&[er ':_ ;ga’-' ,
modes into mere replicants of the former. The moda system of seven i j
different modes, with its own diverse personalities (Ienfan, Doﬁan, Porygian, A‘ﬁ
Lydian, Mixolydian, -Aeojian and [Lecrian mo&es) thus became fhe 24-tone B 5'
tona] system (major and minor bifurcations of the 12 notes of the ocfave) .' ’rﬁ
which were nothing more fthan replicas of fhe interva] skeleton of fhe Jonian A
mode and ils pefative minor. The Jonian mode was caled the key of C %
(major and mfnor), the Dorian mode became the key of D (major and

minoy Dorian replicant of the Jonian and -Aeofian modes), the Phrygian

mode became fthe key of  (replicant Phyygian), the Lydian mode became =

the F key (Lyc{ian reph‘canl) the Mixolydian mode became the G key

(Mixolidian rep]icani) the Aeolian mode was renamed A key and the ‘

Locrian mode became the B key.

But fonality is not only the replicating daughter of the modality, it is akso ‘
te natura] daughter of the devi, What was it that made te Jonian| Mode '
and its reative minor, the Aeolian Mode so alfractive, so irresistibly
seductive The alternation of major and minor modes was so significant that
it relained its pelevance in the new ftona] system. In fact, what in tfona)
language is caled mode s precisely that bifurcation: the major mode and fhe
minoy mode, -And the knot of fhis moda duafity s in the third no‘{e of
the scale: if it is Jocaled at an interva] of four semitones (greafer) with
respect fo fthe lonic of al a distance of fhre&,. semjtppeé ()%s) At




Buf E[e-u‘frue key fo the fascination with the Jonian Mode, the . .
popular and apprecfafed of fhe ancient medieva)] modes and the undt‘sptied
' scalar cemler of the new lonal system (in the form of C Major) must
| reside in fthe peculiar configuration of its inteva) skeleton:

T CMPMEG®BTF(M GMAMB @) C

- that is to say, the inlerval formula
T-T-&-T-T-T-4 .l

that served as a backbone to fransform fthe twelve major possible shades qf" F’
the new fona) system into replicants of the natura] major scale. Tv@ adgeve , _ggl‘;f (B
the bwelve minor ftones, the replicating interval] mode] was the éH wind |

mode, the natura] minor scale, ' ‘w"ﬁ?"ﬁ
T-¢-T-T-4¢-T-T R
With time and practice, a dissatisfaction became evident regarding fis minor iR

interva] scheme. Jt did not fuly meet the harmonious expectations of e new e
aesthetic of sonic tona] faste, To fhe extent that it was considered necessary
to develop a new minor interval skeleton (which was only the nafural minor

scale but with a slight madfﬁcaﬁon)x the harmonic minor scale '

T =i s~ Tl st - Tt - &t

—

The modification consisted of increasing the seventh degree of the sc% by
one semitone fo achieve an interval] of Seventh Major with respect fo the
tonic (e]even semeones) This slight reajrangement of the minor interval
’ skeleton solved fthe harmonic problem, but generaled a new  melodic problem.
? The mejodic Jine formed by an increased third followed by a minop fhird
generated an exolic sound that was reminiscent of Ithe JHastern' and Ar&b
scales, To sojve i, a new -interva] scheme was. creaied (the me]adic m’inar



L e sfx{h degree in a higher semitone

l\f..;

scale) which added Eo me a]ieraﬁan of He seventh degree fhe mediﬁcaﬁew ,

T-¢-T-T-T-T- 4

The resﬁ]ﬁ was the creation of a “minor” intervalic skeleton (the melodic
minor sca]e) which was aclualy a mixed inferva] skeleton formed by a first
tefrachord ypical of the minor scales (fhird miner) and a second lelrachord
more lypicl of he major scales (major sixth and seventh) More han a
minoy scale, the melodic was a hybrid, androgynous, hermaphrodite me, A
the same time minor and major. A “monstrosity” that was only l:he resu]f % | &;‘“
of the need fo cblain a major seventh interval to harmonize fhe minor s&fe gt
with the new musica] aesthetics of fthe key. If te tona] system }gad aq"secref
practically fryesistible charm, the key must reside in that sevenﬂ'{‘ major degfee . L
typical of the ancient Jonian Mode. Because not only had Etﬁs Jonic inferva] 9 "'{ﬁ
spine been fthe idea) mode] to build a] the new major keys, but it had also !
caused a profound metamorphosis in the finterva) scheme of the natura] minoy s-,
key (based on the -Aeolian Mode) so that its scale presented a second half

of a much more Jonic than wind nahye, with an indispulable Seventh :
Mejor. »

What new sense of musical haymony was expressing tona] aesthetics? How
was it different from e old harmonic faste typica] of moda systems? The
axis on which fthe tona] harmony pivols is fthe chord. A minimum of fhee
different voices or notes sounding at the same kime. -A polypheny of" voices
that form a harmonic ensemble. -A harmonic ensemble, but one fhat wés
somewhat different from fthat generated by the moda] counterpoint. Tonal
polyphony had its own sense of haymony, which by inbred deformation would |
become e quintessentia] harmony, as if moda] polyphony did not have ils A
own sense of harmony, which aJthough different was just as valid as fhat 1
generated by fthe new tona) system. Chordistic is to the tona]' system what
the counterpoint fo fthe moda] system is: a method to harmonize differénf
voices of soundfrequencies, Because in both case;, w?ir_ ﬁ adﬁewed .%is to




S | creale a ‘sef of compeund sound waves (a counterpoint, a dwrd) from ., '.
[l . simpler _nmsfcaJ notes or sound waves (whfdl in luyn are ajready a harmonic ‘

set of st waves simpler or sinusoida) If a musicll note is a harmony
made up, of different voices or frequencies cafled sine waves, a 'friad or '
cmmlerpé;nf woud be a hamony made up of different voices or frequencies
caled musica] notes,

The basic form of a chord is caled a friad, and it i a harmonic set of

thee different voices or noles intertwined af third intervals (the first . or -
root, the third and e fifth nof:e) The most elementary way to e]ahorafe the -,,
harmonic Jandscape of a key (its harmonic playing field) wil] be Eo conflgxq'é 5’ ki
the various possible friads based on eah of ifs diatenic noles. fn fhe case ! ]
o the nahrd major sk bey wod be CE-G DF-A EGB FA
C. GB-D, A-C:E and B-D-F. Which would correspond fo e tlonic Y ",v"g
friad (grade I of the scale), supertonic lriad (grade II), mediant friad (grade  °
I[[), subdominant friad (grade IV), dominant friad (grade V), triad of d -'
superdominant (grade VI) and friad of leading-tone (grade VII) Tonaly
harmonizing a scale basically consists of elaborating a harmenic weave by
intertwining third intervals, With the possibility of breaking the harmonic
monotony of this Trinilarian mechanics, occasionally introducing somewhat _special 3
friad chopds: suspended chopds (which allow varieties of friads with second o g
fourth and fifth) and inverted chords (which introduce harmonies with  intervals
of third and sixth and fourth and sixth) W ;\

The mystery of this most holy harmonic Irinity (three different voices | buf
one frue chord) is the magic formula for ftona) harmeny. To which s&wuld
be added a fourth upper voice, which would be in charge of elaborating fhe
main melody, with respect lo which the friad chord woud function as a
harmonic accompaniment, oy harmonic background Jandscape on which fthe
melody woud move, generaly in a register more acufe. And it s pregcisely
this frend of harmony buit on chords to privilege fhe - musical fexture ‘of the

—
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“‘ accompanied me]edy wlﬁdl wau]d dffferenﬁafe the tona) system from : the |
. conlrapunke) palyphony. The conbrapunke) fedure of four voices of equal "
" relevance thaf .were monifored each other, has given way to a lexture in 7
| which the fhree Jower voices are siyung logether more slrongly, 'in the form
| of pre-established chords (than in fheir most basic configurations, friad and
¢ fefrad chords) and become the harmenic accompaniment of a fourth voice,
generally Efgher pffd1ed, which can move much more freely through bhe
penfagram when drawing its melodic |ine. Hence, it is common to speak, in
the ltona] system, of harmonizing a melody. The unsupervised freedomﬂ‘lai e
one of fhe voices in fthe tona) system manages to obtain, s reaﬂzecf at 93;. 5“” 4
cost of chaining the other three voices in chord blocks that are mbordinafe .";:.]:
to it. The haymonic texture of four voices on probation (in ﬁp moda) 7 :“'"‘j_ ﬁﬁ
system of confrapunta] po}yphony) has been fransformed (in fhe new musical % ’,53;4
order of tonal po}yphony) info the harmonic lexture of a voice moving fredy =
among a soundscape of voices in chord, made in his image and ]ikeness,

The tonafity differs from the confrapunta) modality not only in its harmonic
voice texture (fcmr voices on probation vs, chord me}oc{y), but aso in its
syntax, The syntax of tena] hameny is based on a peculiar progression and
cadence of the chords. The magic formula of the progression of fhe dhords <
of fona] haymony coud not be simpler; tonic - dominant - fonic (I - V-De
But it has tuned out to be the master stone on which fhe entire immense
building of the music]] key. Tonic chord, dominant chord and fonic ¢hord, a
simple harmonic progression fhat has aflowed fhe efaboration of complex# and
fascinating musica] works, What is your secret? 1

A scale is st] a melody: a journey through the notes of a key, But his
itinerary is specia] and relevant: a progressive arrangement of the musica)

notes starting from fthe Jowest to the highest. -And if we add fhe first one,
twice the distance, we oblain the oclave interval, the key pabtern of Exle tona)
system: seven different nofes, twelve semitone intervals, beginning and ending
with e note hat bears fhe .'same name: C-D-F-G-A-B-C. The fact Hhal
the Jast nole of ‘an oclave is af the same time the * fipst note of)&[a" next,




gives the ocfave paffern ‘a2 Jooping nafure The key organizes the audible . ,r'}:"'
j -'.-.""‘ info a Jooped octave slying. Buf an oclave is not only a ao
spfra] sfaﬁ'case in the form of a Joop, it is ajso, in some way, the i
expression, of the sound DNA of its tonic (ﬂs lowest nofe) It represents |
the fnlerva] opder of its peculiar inner world of harmonics. And in Hhis

inner world of sine waves from a musica] note, fhere are some especialy

relevant refafionships. The sine wave that i most similar (excepf unisen and

ochye) to the fundamenta] one (fhe Jowest and which gives the nole ils

ro=

name) wil be Jocated at a- distance of 2/3, which when deployed f;ﬂ'fﬁle 3 il
octave skeeton of its octave wil occupy the fifth step of the sca]e _Am{ “r F‘!
then the fourth one wi] be placed, from time to time. That s ﬁxy B-g |

fifh and fourth degrees of a scale are considered as tfona degrm B),a? fs, L a
notes that reinforce the Joudness of fhe tona] center of the fonfc, because A i “’Jf ‘
they are the most consonant after unison and octave, While the other degrees i
of the scale, because they provide certain different sonic nuances and enrich g
the tonajity, they are considered moda] degrees. The special relationship S
established bebween the tonic of a scae and its fifth, it comes from Fhe A
particular inner harmony of its sine waves. As we] as its union with the gl
third, major and minoy, fo form friad chopds (]-3-5) The musica] Jaws of =

the key are not completely culura) and arbitrary, somehow reflect physical
redlities of the inner world of musica] noles, each of which is ifse}f a
harmonic set of sine waves plus simple.

If, on the one hand, e fifth degree (G in the scae of C major)
maintains cdose lies of consonance with respect to fhe fonic (C), beﬁ%
ajmost )ike brothers, on fthe other hand it reveals ilseff as ils greal enemy:
it is the center of the dominant ayea, antagonistic tegion of the ftonic ayea,
TFrom the harmonic point of view, a tome scale is a sound space fhat
comprises fhree major regions or apeas, which maintain complicated re]aﬁ?nships

| x




between ﬁlems Ble Eenfc area (formed by degrees I IM.and VI C, E. 4 '_
A) E[e dominant area (fcrmed by degrees V and VII: G, B) and the
subdominant area (formed by degrees I and [V:D, F) The relationships

that maipfain the first and fiffh degrees within the tona) system ey could

only be described as ambivalent, Jove and hate. The consonant atfraction Hhat

they fee] as twin inlervals is not inferior fo the harmonic breathing that

they experience as antagonistic chords, Because if fthere is a significant  tonal

conflict, a chord way, it i undoubledly the onme between the tonic area and ‘
the dominant one. Their harmonic personalities coud not be more. éfsparafe* -;’
everything hat expresses felaxation in fthe fonic chord, expresses £e,nsion n aﬁe ’5’ kL |
dominant chord. -And it is paradoxical, because the fifth grade s~ parf of the l]
tonic chord (]-3-5), but when it builds its own chord and. becomes e, e '.ﬁ
fundamenta) note it is when it reveals ils hidden face, :Especiaﬂy tn e -k LA y
tetrad o seventh chord: 7-3-5-7, which on the natya] major scale woud be
so-si-re-fa, [t i then when fe Pandora’s box opens: the Dominant Seventh =
chord (V7) is e great antagonist of the Tonic chord. -And, deep down, &
that conflict does not arise from fhe fifth grade itself, which does not cease £
to have a tona) sound, but from the slrange companies with which it
associates to form its harmonic seventh chopd: the dreaded chopd diminished
fifth ftriad (]-b3-b5), which indudes a fritone (B-F), an interval spanning
distance of three tones, and which from the pemote origins of the med eva)
mode system was regarded as fthe sound of i demon (diabous in musica) .
for his specia) dissonance, __

The key element of the tona] octave is often considered to be fhe tonic
(st degree), defining i as a gravitationa] center around which a] the ofhe
notes tevolve, just as the planets revolve around the sun. The tona] menarchy
would have been constitufed to the greatest glory of the undisturbed reign of
the fonic. -After af, e octave inlerva] skeleton is st a reflection of | ils
haymonic inney world. But while seven distinct personalities coexisted in e
moda) system, the fona) system has been built ar only one of them: bhe
Jonian mode interval personality. .;'.ﬂrj B8 il

...
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the most demonized and stigmatized interval of '8

Personality that a the other shades ended up adopting (fokally . fhe major -

ones, péf'ifany the minor ones), transforming themselves into Jonian replicants.

This Jonitan personality is one of fthe keys to the tonafity, a (faithful

reflection ofthe inner world of ils Jowest or tonic nole (C) But just as

important as the tonic, it btuned out to be fthe fifth, with which he had a

complicated pelationship of Jove and hate, of altraction and repusion. Jaa

way, the octave tona] actually presents two gravitationa] centers, fthe Eon?c and },{‘ v

the dominanf, of the conflict from which a good part of fibs musfca] i Sl Tt i

manifestations arise. -And even so, if we were to keep a éefining 4’* 0

characteristic of fthe interva] personality on fthe nalura] major sca]é (Ihe old T ;5‘4

Jonian mo&e) it woud not be, even if it sounds sacrilegious; ils keynole, Bl "’“

Not even his fifth. What gives the Jonian mode an absofulely personal and .

unique touch is ils major seventh, which in combination with its fourth joust ',.‘

is capable of generating a diminished fifth fyitona) interval Of e ancient |

medieva] modes, only two had a major seventh, the Jonian and fhe [ydian,

but only the first one was capable of generating the diminished fifth (ritone, |

because the Lydian mode did not have a perfect fourth but augmented. ~}Here

precisely resided fthe great charm of fthe Jonian mode inteval personalily: its

bipolar character. His thid major gave him a happy, baanced and solemn i )

nafure, his seventh major rtevedfed a dark and sinister core in his personafify. 3 3\

It was Dr. Jekyl and Mr. Hyde in medieva) ways. At the same time

ange] and devil, heavenly music and helish dissonance, -And it is en 131?3

conflictive inner world of fthe Jonian personality on which the new tonal

system was buil. What began as a yearning to compose a music of the Y

spheres frough fthe ancient medieva] modes of monophonic singing, marked by

the nostajgia for Jost paradises, ended .up (ransforming into  the, need fn;

elborate a music of passions and interna] conflicts to through the new ' Jonian

language of the shades. -And fhat was possible _ to the  rehabilitation of
mﬁf moda] sysfen\ the
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:because%ffsbasedonﬁleseven&majorof&elonfanmode fﬁsmbst

o “sensitive’ nole and: capable of generating the most dissonant harmony, with

! a fritong, induded, The Dominant Seventh chord s perhaps the " harmonic |

| patfern that best reflects this bipolar persenality fhat characterizes the teonal

« system (and fhat definitely distinguishes it from both the moda and afona]
personafify,  much more monopo] ar) a diminished friad (femor cenfer) that
arises from a fiffh fona] degree (consonant cenfer) as ool a bipojar chord
capable of expressing both fritona siyesses and consonances tonic, 7 .

The perfect fifth and fourth intervals and the major and minop: Hﬁyd
intervals are the most consonanf, while the seventh, second, and dﬁ:ﬁniﬁpd
and increased infervals are fthe most dissonant intervals. From -the “hermonic :ﬂ
point of view, the sensible Iriad, with its two minor Hirds (1-b3—b5), e U "-ﬁﬁ
the most dissonant chord: a diminished triad, which forms a 'lpilone interval '
between its tonic and its diminished fifth. The specia] dissonant characteristics : '
of the seventh degree of the Jonian scale (ca]]ed "]eading*fone"), a major
seventh Jocaled eeven semitones of fhe lonic (an is, one semitone of the
ocfave), and which in tyn is the tenic of the Locrian Mode (B), was
revealed to be especialy significant and relevant within the new tona] system,

If in the od mode system, fhe intervals of Iritone (diminished fifth or ‘
zed

augmented fourth) and major seventh (feading) were Jitfle used, even demoni

and stigmatized by their especiafly dissonant nature (the first aftered of : ;‘
chromatic note used was precisely the Bb to avoid the Erifone) in E}e new L.
tone system fthey became an indisputable role. So much so that it could be '
said that they became fhe distinctive feature of the new lona) aesthetic.

And so we come to what might be considered the fundaments) nudeus of
the discrepancy that separates the ofd moda] taste from the new tona] (astes

the place of dissonant Joudness, The greater or Jlesser relevance hat s given
to the conflict and the sonorous fensions, What did nof” go  beyond “being, iy

2 a )
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within a modal concep(fen of smmd existence, a simple :musical eryor. fa . "

¥ ~avoid, &sed on an obvious aesthetic bad laste, became a source of conflicts

and musfca] paradoxes. o explore for the new lona] sensitivilty. Jt was Hﬁs
subjective, appreciation of the musica] significance given to the [ensioning
geame&'; that a given interva) scale was capable of generating that made fhe
Jonian Mode fhe essentia] tona] mode, and the seventh degree of ifs scale
(and its ability to generate dissonant harmonies and internal fensions) in e
great ltona] fensioner that, paradoxically, accentuafed and enhanced the reaxing
pleasure of the tonic. The"reign of the consonant center of the Ionic in

the tona] system owes much of its power lo ils own shadow: E{e fenscr;‘; &f‘.‘
center of the dominant. This deep inner confradiction wil be ‘:he Cilal‘a&eﬁsﬂc | ]
note of the new set of ftones elevaled to a musical paradigm. .:4
(Sloff intermission, » Vi &‘!ﬁ
In music theory there are certain misunderstandings that have “been repeated by R
word of mouth, probably for generations and that should be darified, because ey

they do not make much sense,

The first is that there is no such thing as resting noles or unbajanced
notes, -A] fhe existing notes in our musica] paradigm aye precisely sound -
waves chosen for their interna] order of harmonics, autonomy and stability.
is not frue, for example, that B note, being Jocated half tone from the nole™
C, is an unshable nole that wants to go to C. The nole B is a sound W o
wave as stable and bajanced as any ofher in the ocdave, The note F it :\
does not want to go anywhere, nor does the note Fa want to go }0 E B 1
or vice versa, Jt does not matter if they are Jocated at a semitone interva),
because that is fryelevant o determine their sound stability, from fhe physical-
acoustic point of view. o)
But perhaps the biggest mimnderstandfpg is to consider that any dmrdi built
on the fifth degree of a major key always exerts a dominant function, The
misunderstanding stems from ‘the fact thal, by calling fhe fifth degree
dominant, we can fajsely believe that everyﬁﬁng;;in M this | fifth ) degree is

| e ———




il frwolved exercfses a harmonfc function of dominant. -And that s not ]fke

that. "For example,adialonic triad buit on the fifth degree of a major key
is a major triad. -And a major friad is ajways a consonant 1i{Eerva] (it s
buit on whatever degree it is, because that is irrelevant) and therefore it

wil hardly be able fo exercise any dominant function, which by definition is
a form of ‘f[afmonic fension. A friad over the fifth degree is as consonant
and generales as Jilfle lension as a lyiad over the fipst degree. Gcirgg from
one to the other is |ike going from a majoy fyiad to another n@cr Iriadg,' =2
it does not resolve any lension because there was no previously generabd ‘;cl' &{ ‘%
tension, Jt is one thing for the movement generated by fthe passage fram YRR
friad on the fifth degree to a friad on fhe first degree to- be a SOnica"y *3‘:4
interesting movement and fo be repealed over and over again, It s quite A J-.,vf:ﬁ
another to kry lo justify and erroneously explain the resojution’ of a lension (o

that has never existed, because it goes from one major friad fo another. The = &
only triad with a fujy dominant function is a diminished or augmented -
triad. In the major scales, the fyiad fthat is generaled on fhe seventh degree
(not the fiffh) of the fonality (b-d-f) because it incudes the diminished fifth
tritone, fifth degree does begin to actt as a dominant when a diatenic
chord (in Ehe major key) of Seventh is buit on i, because fhat chord does
generate fension, fhrough the fritone that includess Dominant Sevepfh chord,

And Jast but not Jeast, to point out (and this wil] surely be somewhat v ‘\
controversial, if it does nol enter fuly into musical profanffy) that tona
haymony is overrated. Not only does it pretend to be the only ‘and ]aufhenffc

form of harmony, occupying the absojute trone of the vertical axis of

sonorities and relegating moda] haymony to a mere mejodism that yuns on A
the horizonta] axis of time, but it does not even consider it as a form - .
from harmony fto moda) polyphony or. counterpoint. -And it is probably  the ‘
opposites if there i a go]den age of musical harmeny,  a period where the

—




L Renafssmme po]yphony The end of the reign of harmony as the absauffsl
monarch  of musical ‘discourse began precisely with the musica) fransformation of

the moda) into fona) system. ¢ meant the beginning of a new musical

paradigm fhat would end up relegating the tole of harmeny to a background
smmdscape_ on which one of the voices of the old equidistant counterpaint

stood out in fthe foreground, becoming the queen of the new sound fexture

that was primary in fthe lona) system: the harmonized melody. But ﬂﬁs R
conlrasts with the sirenuous™ proliferation of lreatises on harmony amf ﬁ[e sc;yaf et - |
theoretica] altention paid to melody, the bkue star of the new Ional system,‘.i[t 9‘ *}
is the fa] of haymony and the rise of what we coud cal me]qfhy&mfa (a P |
voice that rhyfhmicaly stands out for ils specia] dynamism against a ﬁ.‘f“?;: gl rjﬂ
background of harmonic vmc&s) that wil] characterize the new Ima] system, ‘~ ,,ﬁ:.g
Almost no one is able fo recognize a known piece of music by Jistening et
ony to ils harmony, while ajmost everyone wi] do so by Jistening to ibs S
melorhythmic palfern. It is this et gives i ils uniqueness and not ifs .
haymonic patterns. That is why any piece of polyphony or moda] counterpoint

is intangible, it does not have a dear and singuar melodic Jine.

Conlradicting everything that is usualy said, in reality they ape pure k)
harmony) The play of tones is revealed as we] as the greal musical play of 3%
tensions and sonoous slyains, Because the singularity of the tona) Janguage
lies precisely in fhe fact that it gives equa] prominence to the malﬁx
generating sonorous dissonances and fo fhe malyix generating

consonances, Unlike what happened in the od modal system, whid- fa]ared
consonant sonorities (since, affhough it admitted a cerfain degree of
dissonances, it resojved fthem quick]y) or what wi] happen in Jater postonal
systems, where fthe Jeading role of dissonances will prevaf] ‘over the funes,
And s i expressed, on a haymonic fevel, in the fact that e main
engine of lona] creativity is the eferna] conflict between. the dominant and fhe
tenic area. Because, afthough™ it could be understoed that the sﬁeuar progression
within this harmonic system (the perfect final - ca |




7 _»domi‘nanf‘ di‘ssonance in e form of a harmonic happy enc[fng (the fensfon e

generated by fhe dominant seventh chord resojved in the fina] rest that
provides the tonic chord with which the work closes) it 4s undeniable that
this happy ending is only achieved after causing intena) lensions in fhe
sound mass, and fhat i coud nol have been reached it without the
cofaboration “of the great Iritona) fensor (the “diabolic” diminished fifth Jochian
feh'adwrd), since precisely this conflict between frreconcilable antagonists, whfdl
in tun are needed and complement each ofther, is the main harmonic
Jeitmotiv of the entire itinerary of the tona story.

Humanity Joves happy endings. He invented the religions to Eransferm dealrh
info the happy ending of a heavenly existence reached only affer havfng

e
e

J

overcome not a few earthly dissonances. A happy end fruit of slrong A %4 'j.‘.'

previous tensions can be seen in the joy expressed by a scientist when
finding  the mathematica] sojution of a physica] hypothesis, the creator who 1s
finaly able to express aptisticaly a deep inner conflict, the reader o spectator
who in the end understands the oufcome of a complex infrigue or assisls in
the happy end of a complicated Jove story in the form of a wedding or
fina] reconciliation, or e Iriumph of good over evil in any action o

when we finaly solve a crossword puzzle or any other problem, theoretical of
real, that has caused us severe headaches, The mechanism that undeﬂies_ al of
them is ajways fthe same: a deep relaxation or fina] consonance resulting from
the esoution of an infense conflict of previous dissonance, Precisely E‘e same
set of lensions and reaxations fthat characterizes the tona) system,

But there is a set of fensions and siyains that has a very specia
relevance for humanity (in fact, for ajmost a] forms of ]ife), both due to
the intensity of e emotions and fascinations it causes, and fthe fact that
without heir existence we would not exist either: the happy end of séxua]
desire. If we ca] desire the dominant area that generales siyong sexual
tensions, ils fone can be none ofher fhan org@m_:‘ e final ,:reéohifblj_“iof aJ

adventure story, after innumerable conflicts and extreme situations. Or simply (
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W states of  previous Eensicms and arousals, The musica] fritene has ils equiga]enf r'
& ﬁﬂ:ﬁfm] frffonet an finterva] of unresolved sexua) tensions. The * |
PR "dfabo}us" made” flesh. in search of a happy end lo his ltona desire: fhe
[ perfect cadence of eyotic haymony. Because at bottom, the fundaments] harmonic
progressv;;n of the fona] Janguage does not stop fracing the physiological
progression of fensions and relaxations of sexua) harmony, Jeading fo a sonic
orgasm, A musica] game of allractions and harmenic dissonances, not far
from faling into the templation hat fhreatens every mode] based on an
intense lense excitement: premature ejaculation. Being the [-V-I progressian Hle
key storyline of tona] harmony, it s aso its most synthetic and ea;'ﬁesi ‘a_ 55"-/" ..‘
form. Slarting from a shfe of res, quicky reah maximum dominant fension 4
and immediately rtesolve fo the tona) happy ending. A harmonfc;‘ ﬁfnerayy as 3 a‘ﬁ
fascinaling as it is ephemeral. Jn fhe dassical period of lonality, governed by i "‘5,",":':4
vajues of forma] equilibrium and contained emotions, the need ito quickly .{#
resolve fthe lensions crealed by dissonant chords by bajancing consonant
resojutions, became a IJeitmotiv of his harmonic discoupse. But this urgency of &
the early resojufion of e dissonant fension woud be progressively postponed

and entering a world harmonic of darker and wandeping desires, Hus diating

the sonic excitement lo provoke dimax more consonants infense, y

There have been multiple and varied strategies invented by tonal ‘

harmony to delay this fyesistible attraction bebween complementary antagonists Nt
over time to avoid faling into premature harmonic ejaculation, The first has + '
been to insert subdominant chords info fthe harmonic progression, capable of
initiating a preliminary game of semi-lensions and semi-yelaxations Blafl enrich

the game of sound excitations and af the same time postpone the resojution

of tona) desire, Other no Jess important slrategies have been the inversion of

the fundaments] state of fhe chords; the expansion of chains of harmenic
progressions;  the infroduction of fritonal substitutes (replacing 2 dominant

seventh chord with one Jocated al an interva] of ~three descending piﬁdlés) 32
incomplete chords and compound chords with ninth, eleventh, of Hﬁrfeen and b
the creation of secondary dominants by movfngd nuétmlﬁe]y thyough) | 3
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of &omftfunf, subdominant and fonic beyond the main scae.

the circe  of ﬁffhs in order to expand the game of fensions and re]axaﬁons ﬂl:( e

One of fhe - most characteristic recursors of tona] harmony is modulation
(although=it ‘would be more appropriafe to ca] i “tomulation”). We could
define the modulation mechanism as a kind of poetic Jicense that aflows us
to fransgress, abeit sporadicaly and briefly, te Jimils of tona] monotheism (a
single consonant cenfer). The choice of a cerlain key base for Hhe elaboration
of a musical discourse has ils undeniable advantages (it provides an
indisputable interior order and coherence) but aso obvious [imitationss’ ' Rl g R
into the friviality of the familiar and predictable. In opder not to exhausf R '9? i
the capacity for surprise and novelly, the possibility of modulating anowsﬁle i
musica) discourse to be enyiched by moving, generaly not permanmﬂy, o | L 1
ofher keys in order to infroduce noles and non-diatonic chopds. But aso F..»?r;‘ng
with the aim of enriching and expanding the harmonious play of tensions o
and strains on fhe main scae. Modular means entering into foreign shades, "
creating haymonic structures that momentarily break the rigidity of sfrict
monotonalism. And at the same time they alow to create a preliminary game
of tension and chromatic relaxation more complex, to create a tensiening
geomelry capable of increasing fhe intensity of fthe tona] happy end. Bu
modujar can aso mean something more profound and radicak not  only ,
changing the ftona] scale, but abandoning, even momentarily, the new Janguage {
of tones to recover the ofd Janguage of modes, Return to the scale of D
his Derian personafity {a minor mode, but with a major six&), to :E his
Phrygian personafity (a minor mode ~-third, sixth and seventh minoy- it
with a minor scond), to F his Lydian personality (a majoy mode thipd,
sith and seventh major - but with augmented fourth), to G his Mixdlidian
perséna}ify (2 major mode, but with a minor seventh) and B his Locrian
personafity (2 minor mode, with a minop second Jike fthe Phrygian mode
but aso with a diminished fifth). In reaity, the old modes never camp]ete]y \..
disappeared. The new tonaj janguage continued to use them, in a [imited and
momentary way, to enrich their musical discourgée_ anji—,fo‘use them sas dilators
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Probab]y this’ compkx game of harmonic lensions and shrains (i}is ability to
draw infense fensioning geomelries), is the great secret of fthe fascination of
tona) Janguage, Jt is not slange fhat its origin i Jocated precisely in the
historica] period of the Baroque, whose aesthetic cufure is based on excess

and bipolar emotions, and tal reaches ils zenith maximum, after a dassicist
interval, during Romanticism and ils faste for pathos and emotiona] excess, -
The Jonian Mode's span siruchure  tevealed ifself as fhe idea) mode]’ for .-‘,-:" ; -

expressing extreme inner conflicts. The Iritone, a diabolic and antimusica) | 5’ q
element for modal aesthetics, became the master key of the greaf sensiffve ‘]
tensor (B-D F) to which a major third was added in fthe bﬂSs (Gj ’S:ﬁ

actuay a degree tona] that Jowered its dissonance a bit and merged it wiﬂr" 5 ",r"f
the tonic chord (of which it is akso part: C{E—G) to create the great "
Dominante Seventh chord (V7 : G‘B‘D’T"), one of the key axes of fhe : ~
harmony of fthe new tona] system (aleng with its eterna] complementary
antagonist TMaj7: C—:_E»(}—B), based on te ojd Jonian Mode, which now
Jost its origina) name and was renamed the (C major scale.

But not only harmony Jives the tonality. Due to its fendency to produce

sound ftextures in fthe form of an accompanied melody, the function of

harmeny within the tona] system shoud occupy a rather secondary” place, as a

mere harmonic accompaniment of voices from fhe main voice, which s in ' ‘
charge of generating both fthe melody as e fundaments) thylhm of the work. k.
It is easy to recognize a piece of music by Jistening only to ils melody,

or even its thythm, but extremely difficut if only ils harmenic structure is

heard. In reality, harmony works as a background soundscape on which both

a melody and a rhythm fhat stand out in the foreground are devejoped. And

yet, this confrasts with the evident fact that the vast majority | of = lreatises,

manuas and theoretica] reflections on tona] Janguage, precisely revolve around ifs gy

haymony. 5 i x
v '___}‘Fj g e :
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If there is a sound pattern that has been elevated to fhe m%tca] céEegary xR
Tl

! of paradigmatic ftun Ehat represents both fthe death of an eniire:’ n‘rust‘cé]

sydem (e fona] splem) and e prophecy of e birh, froms i corpe o’?"
5 a new sound regime (actualy multiple postona) systems), this is undoubledly the q’
. so-cafed “Tristan Chord” The first chopd (F-B-D#-G#) that appears in the .. ffﬁ
second bar (after a short melodic infroduction: -A-F-E) from the musical - ':C,_, ._

drama Tristan und Jsolde by Richard Wagner, would possess the pecufiar
characteristic of being both an end and a beginning. From his death and
transfiguration contemporary sonic sensitivity woud have been bon.:

The reality of the chord is incontestable. Tt is a 75-semitone lelrad ehord
(four notes) with ninth extension and whose infervals, from fhe lmsg,jﬂauld
be aaugmented fourth, augmented sixth and augmented ninth. The predoﬁ\inance
of augmented intervals (which incudes an augmented fourth ftritone, the diabolus
in musica) gives it a fense and dissonant Joudness. But what has really
friggered the interpretive imagination has not been the maleriality of iﬁL
presence but the fiction of his geneajogy. Js it an |afona chord or can it

it R o o i Wh& dord ot




X nuﬂﬁp}e md di‘verses from considering it an aftered chord of mgmmie?l sixﬁl
2 T e "Frmc‘h, estabﬁshi!\g so] # as a backing of e achua] nole of the chord
@A), ot consfdeﬁng it a semi-diminished chord on grade I of the key of

« The nalura] minor with some modifications, -An effort as ingenious as
incondusiv; ; .Nbf only due to its inevitably speculative nafure, buf above a to
the fact Haf, in reality, a]l. tona] paths Jead fo Rome. -Any chord, sffange -+
andmusualasfimaybecanbeconsfderedafransformafioncfsomeo%w F
more frequent chord in fona) practice. Because ajmost from fhe begfnnfn& ﬂ1e il f .—w
tona) system has had a mechanism capable of rendering ajmost émy excepﬁon b, ‘ ‘Jﬂ
acceplable: modujation. Modulation s a poetic Jicense hat the fona] system has |
given ilseff in order fo break ils own yules. Moduation alows you fo cross 2 .-.
e Jimils ‘of G@BRcsen key and move lo' o scdls anditinialNERR NN
we] as lransgress the diatonic Jimits and make a chromatic tour of a] the
possible notes and chords of the octave. Fven, in a display of chameleonic :
plasticity, suspend a] fhe tona] Jaws in force and embark on an exolic modalgfl
journey Hyough the scales, As Jong as it 15 understood as @ comscious ad - %
of artistic freedom and does not become Jaw. Does fhe fona system contain
the germ of its own seff-destyuction? Perhaps fthis is the troubling qulsﬁon
posed (beyon& its possible tonal genea]ogy) by the riddle of the Tristan

? Chord. -And by extensien, a] the complex sound fexture wagnerian,

' The fact that a chord is dissonant c.{aes not necessarily imply that it s
atona), "Furthermare, dissonance is at the center of ke axis of tonal ]izfe
The history of western music, from ils remofe origins in Pyﬁlagorean

. reflections and s subsequent reconversion in fhe syin 3of gt.ecﬁml maﬂes
(based on a shrict. 'cqnsonan[ discipline), is e chronide }r ﬂ; | p;ogrpssfve ’
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. which a minoy Hhird was added in fhe bass fooblain the del;ﬁ’rlanf éevenﬁl

indusion  of dfssonance as a musica] malrix. First, the acceplance, of imperfect
st (ird end sbiy tnfervals) e fuly-fedged Qe EENGE A
system, -And finaly, fhe indusion in fthe official musical Janguage of fhe
dissonant diatonic infervals: second minoy, seventh, In fact, if one Fing
precipitated the fransformation of e old modaj system into e new, ffana] P
system, it was precisely the musica) (ranscendence Hhat fhe sensib]e sevenﬂl °f"" F ’
the Jonian Mode began to have, which together with its fourh, iousf vxas ll ik
apabe of generaking a diminided fnlerva ity frifone . Mejor seventh of @ ‘*‘ﬂ
the Jonian Mode, which in kyn woud be the fonic of a hypoﬁleﬁca] |
Locrian. Mode, an impossible sound scale and faboo in the moda] system due ~~
to its specia] dissonance. From e multiple personalities that the moda] system
possessed, there was a fransition to a tona) system with a major and minor
double personality (based on fthe Jonian and -Aeolian mod&s), which provided
a diunal and solar nuance (the major mode) and a nocturna) nuance, sad,
mysterious and enigmatic (minor mode). Depending on your thipd interval, l.“
the mode is greater (four semitones) or less (three semitones). But, i k.
addition to its minoy third, the natura) minor mode had a miner sfatﬁl and
seventh, confrasting with the major sixth and seventh of the natura] major
mode, And the Jalter began to be a problem. Because the minor mode was
unable fo generate fthe fension geomelyy necessary fo perform the ﬁlaracierisfk
harmonic geshre  (V7- |Maj7) that began to be the halmark of the hue For
which it was essentig] to have the dissonant &imini‘ﬁediﬁfﬁl h‘ﬁone to

(G-B-D:E) in fthe mosf natura) way, The solution was ﬁ a]fer Bw, mht



"L sevenfh to make it '::'a major, which aso Jed to the modification. of e .
sixth, Tr'[us the minor mode of the new fona] sysem ended up becoming a

« Mbrid mode, with a first minor scale telrachord (minor third) and a second
major scae felyachopd (sixth and seventh major of fthe melodic minor sca]e)
Which shows e cenfral importance of harmonic dissonance in fhe tofm] S
system, For this reason, the tona system could hapdly feel fhreafened 5}’ Blg.r | F’
invasion of a harmonic sound such as that generated by the Trf&an Cl’lﬂ‘l'4li il { .*1
(F B-D# G#) which coud we] be interpreted as a semi-dfm&lislled dlord S « L.‘%ﬁ
(F-G#-B-D#), minor third + minor thipd + major third (c’rtaracferisﬁc fnferval o
scheme ‘of the minor seventh chord of te VII degree of the natura] major ' "
scale or fhe I degree of the nahya) minor scale), fo which a sma
modification has been made (move the fthid up an octave to make it the
upper voice) A diminished friad + major thipd chord, which is nothing but
the specular reflection of fthe dominant seventh chord (major hipd + diminished |
friad), the centra] chord of the tona] system. It is paradoxica] that i is ﬁ
proposed as a sound paradigm of fthe TJast breath of the tona] system | and L 1
the first sigh of the new musica] airs that wil replace if, precisely ;j o
harmonic sound fthat is nothing more than a sma] variant of the musica)

’ breath that generated it: the great tensioner fritona),

' Gesamtkunstwerk (E'\e tota] work of afrt) and Unendlichte Melodie (ﬁlei
infintle melody) are fe two main Jeimofits of Wagner's acslhetic thought,
Tolality, infinity and elernily are the basic chords ; desffe. ‘ wiﬁ}mlfi Jimits,

. The Wagnerian' aeshetic woud fit within that melaphysics of desire, so
chgracterieic of Bme::sgamanﬁc weltanschauung.  The operaffc ml;rmaghk )
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fogether in ifsef o the ofher artistic genyes (pockry, storylcling, music, |

singing and thealers # was af the same fime verbel, visa and sound) but

without havi'n'g yet managed to integrale them into a rea) unit. Tt was

necessary fo fransform a genre fhat was rather a sound prefext for . focal gl i

briliance into an authentic musica] drama (in the image and ]ikeness of Bpr F }’

greal public ceremonies of e ancient Affic lragedy), where musiq'* and ,mg, Pt

arias and recitatives, myths and wishes , fthey wi] merge perfeétly infa a ’,&: ‘w@

tota) seund continuum, . W 1
Alfhough many may considey them excessive and even endless, fortunalely K .-. |

Wagnerian sound fragedies are neither fola] nor infinite. Next to fthe nearly

fiffeen biion years that our universe Jasts, what are the bayely fiffeen hours o |

of tetralogy that the Woagnerian universes survive before entering apocalypse

and seff-destructing? -Although infinite mefody is a cenfya) idea) of Wagnerian i

musica] ideoogy, its sonic incarnation is somewhat contradictory. His % l‘ |

metamorphic idea] of a sound Joop without beginning or end, rather fhan in 1§

his own work, seems to materiajize much better in sound textures sut%n as <%

that of the moda] harmony of confrapunts] polyphony, that of the uninterjupted

play’ of semi-fensions and semi-relaxations of Debussy's music or the endjess

dodecaphonic series, Because fhey are sound fextures fhat in reality do ino&

lead to any specific place and for that eason fthey could TJast forever. fQ}ﬁie

the opposite of Wagnerian harmonic geomefry ngoim the, ffrst mbmenf
is dear where it s going: towards fthe ﬁnaJ cfimax, N'I}[e_ Q{cheé&a!
tension inkro&med by the Tristan Chord, after four houiqu
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mo&udaﬁons and * constant changes in key, where fhe Jovers' lmfulfﬂ]ed desire. is
reﬂecfed n a Jabypinthine haymony of broken cadences, mfinislle& chord :
progressions, unfulfifled Jyrica] promises and expecfafions; disappointed haymonicas,
it ends ;‘;l'.fina]ly resolving into a great distension sound ecstasy with 'a
tonic function: the Jiebestod, Without the intense and extensive fensio:jﬁg el
geomelyy that inaugurales fthe haymonious Jament of the Tristan Ci'[drd ; :
woud be impossile fo reach the musical dimax of Isolda's dﬁ*ﬂﬁw Sr'an
song. Because Wagnerian sopranos die Jike swans, singing. Or" beﬁer, , ﬂiey |
sing |ike swans:dying, Bl

Definitely, Tristan und Jsolde is not only a musica] drama about Jove a,‘
desire, but ajso about tona) desire,

What amount of cyomatic dispersions, moda) heresies, harmonic fensions Ty |
in its lexture is capable of supporting the ltona] geomelry before finally o P
breaking down and giving way to new musica] geomelries? Both the
chiromatic variations and fthe moda] exchanges or fthe tonal fugues: (the famous W
cirde of fifths i st a kind of wormhoe Hhyough which fo escape fhe
force of gravily of the single fonal cenfer and flee fo olher sces) dre
compositiona] resources fuly accepled within the tona) system, But doesn't
Wagner take them, in their megaJomania and harmonic excess, to an exiyeme
Jimit, to a point of no retun from which the whole musical building of
the key begins to crack? Losi in a\. Jabyrinthine  sonoyous oean of --wandering
chromaticisms and tonal s'tﬁpwrecks have we n,ef surpassed ihe Hmifs
of diatonism and the tona] center as the bac e of musfca]
redlity, - siric diaf;ﬁ% gnd the single fona) cenfer have mever b “.,




negeﬁab]f principles or dogmas of faith for the tona) system, He has  ajways
daimed a[ti.sfic freedom and poetic Jicense to be able to fransgress his own
Jimits wifhcmf self-destruction, Neither chromatism, nor modulatien, nor exd1an§es
of tena] pairs have been taboo acts for fona] desire. As Jong as ﬂnﬁ did e
not become commandments of a new sacred fablet of musical ]aw Because ‘ﬁe r E
hard core of his sound personality was not the absolutist reign é’ﬁ Eleﬁ:,fonic, 11,.:;: '3 5
as is often believed, but the open disJogue with his own shadbw It was v )
precisely the particlar sound geomely fesuting from a musica) dialogue bibhet|
between e tonic consonance and fhe dominant dissonance, in a game of «.
tensions and distensions between equals, between fthe complementary opposites of |
yin and yang of sound vibrations, between the consonance of haymenics, and |
his dissonant shadow, which realy characterized the tona] system, The
peculiarity of Wagnerian haymony is to take this game of hmes and
dissonances fto an extreme [imit never before reached, Tension and dijate to
the maximum fthe resoluion of the generated tensions (through an end]ess set
of modufations fhat disperse the tona] center, errant harmonies, decepﬁva and
half cadences that are ambiguous and scarcely conchxsfve), so that they rpeach

.
—

cosmic proportions. No wondey Wagnerian harmony has been compared to the
erotic of sexus] orgasm. Because basically the physiological mechanism s iﬁle
same: to expand e Eensing excitement of desire to the Jimit unti] ‘reélciling
a sublime fina cJimax, -And fhv‘s is achieved I:y Vagner ('hrough an ?cessanf
- |
. game of cm'omaﬁcism and modaJ exchanges capfﬁ]e creaffng gf_- s

-
’




} « sound ge(in}&ry that difates and defrauds the great templation of any system
‘ based on g;ﬁerafing srong  excitements: premature ejaculation (the urge to |
quickly resojve fhe sirong generated vollages). Tt is fthe art of lmﬁé on. ~“‘
the wait, of simmering in your own inner lensions, Thus, a!ﬁwugh the “-
ks of e Wognerian asbbic e may be e fonging fo fo&li&f | "3_,;». )
[ ety and tataly of mebpypicd dete, B prysi rediyERTRRIERERS :**-‘t'g
denies and confradicts fthem, becoming a ceebration of the ephemeral, of wh& W .
: has a beginning and an end Because in fthe absojufe time of elernily, m
" tolality and infinity, there is nothing Jeft but silence,

Or the frivia) repetition of the paradisiacah a happiness without Jights of = |
shadows, a perfect harmony with oneself, devoid of inner tensions o '
impossible desires, The Schopenhauerian ataraxia of elernal teturn may be fhe o
theoretica] guide to his musica] melaphysics, but his harmonic practice is much ) |
more Jke the Heraditian fuidily of e unique and unrepeatable. Without he L
peculiar idiosyncrasy of tona] desire, Wagner's work would definitely la;ve
been impossible. Because what characterizes the ftona] system is not so much

? the * diatonic pattern (E\e so-called tona] center, which would organize the

’ entire musica] discourse around the note that occupies the tonic posfﬁm} of a
scile o fonalfy) s the fensor-diskensor palfern. The e’ of the distonic
pattern has been very commen and effective in- generating tonal effecfs | but it
is not the only eone nor is it essential. If \‘}Vagn ?monsfraf;d_ %fle 1B1i‘ng,
it s Ele existence 'wf a  lona] chromaticism: the tonality Aﬁmﬁ beytmd., r
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diafen?snf “and fthe use of scajes. A chromatic shift Blraugh' the octave could
« be caried out without having to go out of dynamife Ehe tona] system (in
fact that had ajways been done with the use, more or Jess Jimited, of "

| diromatic use of fhe octave) The fact that Wagner fakes ﬁﬁs e

| impulse of tona) diatonism to the exftreme does not necessarﬂy; nfp]y ﬁi& |
dynamites its foundations. The musica] inheritors of Wagner's ! tona]

$ chromaticism will actualy be neither Schoenberg nor the seria] oy atonal
chromaticists ((:he ‘chromaﬁc shift by the octave that postona] musicians do wil ‘
be of a wvery different nahxre) but the modern soundirack compasers. The ~i

tona] chromaticism of the filmscore is much more in tne with the ‘& :'333

Wagnerian Jeitmotif thanthe new posttona] academicism,
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With i dyomafic ambiguily and moduay easticily, had w;g..er
tona) geomefry to an exfreme [imit that was impossible to red$recf? Al the
beginning of the 20t « , some composers considered fhat, after fhyee
intensive cenfuries of common practice, the tona] system had been completely
exhausted, The sound itineraries of the ofd tone game, which were once
nove] and surprising, had become frividl and repetitive. It had been
fransformed info a dauslyophobic sound space, which hindered rather than
facilitated musical creativity. Tt was time fto finaly crack it and start exploring g
new sound geomefries, A first phase of posttona] anarcdhy followed the | R
demojition of the musica] building of the key. Freed from the cergeE‘ of
tona] grammar, the composers gave fhemsejves up fto fhe afonal freedor'n. fo
experiment without Jimits with sound infervas and musical syntax. Although the
“freedom” of atonalism could not be complete. Jt was a reactive response, a
phobic reaction to a musical practice ‘that it was essentia] to avoid ai! aJ
costs: e common practice of e key fhat f% thye
| driving center_of wessern musica] fanguage. -Alonal-fr




B freedom, whidh '.had B fonal desire tbdh, A freedog il required a stafe
of. permnent vighnoe so as not fo (ff inko fhe bemplation of Ml dark
« fona] object of desire. -Any form of atona) anarhy, of frrationa sonerous
chaos, of sonorous insignificance, was preferable fo being seduced again by the
siren songs of fona] Tarmony. *‘ i
Dodecaphontsm was fhe first attempt (or fhe most suc:cessftq) EQ a |
Jitfe order in o fis poshonal chaos fhat Jed fo sound ﬁ-re;evam& It mﬂd e
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not be so much a malter of replacing the ’; TS F‘wﬁq
ofd tona) system with an afona] anapchy, but of designing an’ a]lernaﬁve £ “g
musica) - system, with ils own Janguage and ils own grammatica] rules. The .-.

establishment of a new compositiona] method that would establish the ground
of a certain common practice to avoid fthe inconveniences of extreme
subjectivism, Taking as its axis the chromatic scale, not the diatonic,
dodecaphonism could be considered the equivalent of the Dedaration of the
Rights of the Citizen of the new sound regime: aj semitones are equal v '
before the musica] Jaw. The musica] revojution wil] consist of the substifufion |
of the od Monarchy of Tones for the new Republic of Semitones. j,l’revfaus
decapitation of the ancient feuds) monarch (the tonic) and the destruction of

? his ' fron Hhyone (Ele tona cenfer) While in the ofd aristocratic system of

| tones, the halftones (except diatonics) did not even have ftheir own name

(ﬂley were considered mere fene alterations, these yes with ]ineage and own
Jmeage) in the new twelve-tone democracy wﬂl com Ff:oa be consi‘dered as ful

citizens, The musical subjecf of fhe new dhro ic %ﬁﬂﬁ .nﬂLabe fhe

tone inferva]s of ﬂ'[ﬁ di‘afonic hierarchy, but the semﬂom}gﬁtervab of B .‘:' o



0 democratic and egaﬁiaﬁan ocfave in ils interna) organization, -And fhis wil -

translate ';%nfo the elaboration of a new musica) constitution based on an

« aflernative conception of infervalic relations: the bwelve-tone series. The twelve-
tone series would come to replace one of the main beams of fhe dismissed

tona] Janguage (achialy also .of the moda) Janguage, and of pracﬁm»y :ﬁosf
i

existing musica] systems in e woﬂd) the harmonic series, N e “- | ﬂ}
White noise is an undifferentiated sound mass fhat contains a}} “;E1e #f-,t' ! r’L

frequencies of the auditory specrum with the same infensity. &‘ Ihe opposﬂib :‘f«ﬂ"{g
extreme woud be the simple sound, which is composed of a! sfng]e frequency ~ ©
fat remains stable Gyoughout s duration, Whie the falfer fs characlerized by o
Betrg opderty; ‘prible and . periodi, - notse s chayacterisad i Fatbice RS >
disorder and unpredictability. To te]l the fruth, these are two idea] sound
models, more lypical of a sound Jaboratory than of realify. Meost real sounds
are neither completely random nor completely deterministic. They have complex
vibrations that can decant them fto one side or the other, without reaching
the extreme perfection of while noise or single-frequency sound, But sfmp]e
sound, athough it i nol wusually presented autonomously, can be found 335 part
of more complex sound waves, Sounds considered musical, for example, are
sound waves made up of various simple waves, Simple waves are
characterized in fhat the air pressure oscilates in them foflowing a sim:isaid
function in tme. The set of sine waves of a musical saund‘ or n(:vie3 is
caled harmonics. It is an ordered set of harmonics that | are mlﬂfip]es of a
. root sine wave, which is fthe Jowest frequency ‘éin?ﬂi‘ Fs?awe (Ew _h%esf)}

which s also the Phne wifh the highest amplitude (ﬁle :%e‘ Elai i heardr s
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Joudesf) ':':Ihe harmenic series is the set of simple waves that ‘are multiples of
the Jowest sine wave, which is the greatest common divisor of aj] of them.
The simuftaneous vibration of this entie harmonic series has enough |

synchronicity, stability and periodicity to establish a defined and c]eaﬂyf TR e
perceptible frequency of pitch, delermined by ils Jowest single wave, which ;& F ’
what wi give the musica] nole its name. And it i precisely Bﬁs abiﬁfy to ;t’“‘ i

synchronize harmonics o create a coordinated vibratery perfodfcﬁy fhd r9peafs 3 ﬁ’q
et
ilsef every so often, and Fherefore is easily noticeable, which | gives it its i A‘g

nature of musical sound and differentiates it from noise, which does not '.-"_'.'
have synchronous periodicily. enough that the set of a] ils sine waves

maintain a frequency or pitch determined. - R
What does fhis peculiar “inner harmony” consist of fthe partias of Hose '
compound sound waves that are sounds (raditionally considered musical? To put
it dearly and without euphemisms: its harmonics maintain intimale” relationships )
of an Jogarithmic nature, The intervals between their respective frequencfes do "
not express arithmetic vajues, but numerica ratios (quoﬁenfs) Because- fa- our
perceptual senses to caplure an arithmetic variation, according fto e Weber-
“Fectiner Jaw, a geomelric increase in the slimujus that causes it is 4y
needed. Frequency and amplitude differ_ences are perceived by our audi&a;;y |
system Jogarithmically, not aﬁﬁxmeﬁcany Musica) intervals express .Ehe qtm(:%enﬁ
(the numerical ratio) that is esiabﬁs‘hed befween two Fr encies (Ewo noﬁes
. bwo_ sine waves) not fheiy  arithmetic differencel 'so- the interval @hﬁm

— .

befween the ool of o musical sound (or between Gfioles of a
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music) sle) are represeried by fracions (2], 312, 4/3 ) fhe fundamentd
thing fsf not the arithmetic difference between two notes of two harmonics,
but its quotient. A musica) interval expresses a numerica] ralio, a quotient,
not an arithmetic distance, |

The harmonic series of+ musical sounds (the peculiar idiosyncrasy ‘ef' ﬁ1e e
harmenic mixture of its “interna] vibrations ) is the physica faundaﬁan of ‘ur F‘}’
most musica) systems. Apart from a cerfain own and non-&msfefme cub.tra] ¢ g
component, the different musica Janguages have generally been deée]oped el ol "‘#‘@
on previous conditioning factors derived from the physical nature of sound et
and our auditory reception systems. The abstract Janguage of music has is ..*.
rools in fthe subsofl of a malerial, physical base: the acoustics of sound, An
acoustic sublyact that Jays the materia) foundations and the sound Jaws of ome
of fhe essentid] components of most of fthe musica) Janguages invented by y '
humanity: the consonance, When an amalgam so perfect that they ajmost
merge into one unit occurs between the sound vibrations of two" or more

sounds, they are said to be in harmony. J5 sound waves are not so dose
as to inferfere (the dissonant shaking that occurs in fthe cochlea ’wflen3 a

wave invades ils neighbor's “intimate space”: the shaking of the cochlea is
much more bitter and indigestible than that of strawberry .o chocolate) |

if enough to coordinate: their frequencies are dosely measwab]e They are
consonant sounds because fthe vibrations of fheir waves coincide peﬁad?céuy
every few cydes, which makes the pattern of 'Lepefff on F:iof Ehre ccinpidefms
. simple enough for our percephial system fo be able fofofow &temfl’[‘qb
consonance between ijmple sounds is due to He recogn?}fgﬁ qf¢ J ciat ,:
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periodicily in fe resuting vibration; e dissonance s due fo a Jack of
periodicity (randomness) or to a complex and time-consuming periodicity that
make it :ii}ﬁ@f to perceive the coincidences between fhe sounds, |
The harmonic series is a .succession of simple sounds (sine waves) .ﬁhpse e
frequencies are integer and successive multiples of a base frequency frook or‘:- ? ﬂ} 3
first harmonic), which is what delermines the musical note. ﬁnfmg the ﬁrsf | .!.'-1".;‘ i
harmonics are fhe consonances fhat structure our enfire musical éysfem ﬁle #,‘ ;\tfq
octave (2/]), between fhe first and second harmonic, the fiffy’ (3/2) between ¢
the Rl o hind armankc, |the fourty, {bebwesn, fie SIS £
harmonic (4/3), the third major (5/4) between fhe fouth and fifth harmonic,

the minor third (6/5) between the fifth and sixth harmonic. In addition, the = =
intervals between the fourth, fifh and Sixth constitute a perfect major chord '
(triad of fonic on the nafura) major sca]e) Basically, the simplest of the

noles of a musica) scale is ifsef a chord, in the sense fhat it"is fthe result "
of various sounds more elementals fthat sound at fthe same fime. What we & i)
ca] a musica] chord s aclualy a chord chord. The raw material (%3 musica] ;v: |
ofe) with which the complex sound textre of a work is elaboraled, far 4
from being a prime and simple eement, it is afeady in itself a true 9
chorus of inner voices that cohabit in harmony. |
And not only the first subecf with which music is made is somewl\aé ._\"-'

. that seems to express a unfversa] constant fhaf ?aﬂ known 1mt$ica]

cultures: ﬁ1e octave, '{f cau]d be stated with fthe same r:w\essﬂmf ﬂl

R
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. octaves are idenﬁc:a! And that, however, no Iwo oclaves are fthe same,
Rounding off by fredand, Odave 0 woud cover from 15 fo 30 Ha

« QOcave 1_from 30 to 60, Ocave 2 from 60 to 120, Oclave 3 from
125 to 250, Odave 4 from 250 fo 500, Odave 5 from 500 o
1000, Odave 6 from 1000 fo 2000, Ocuve 7 from 2000 fo 4000, =
Ocare 8 from 4000 fo 8000 wnd Odave 9 from 8000 lo 6000 Her f‘*’
with which we woud have practicaly reached the upper end of ﬁe auéﬂ:!e g
sound specrum, We coud say fhal, from the big bang of fhe genesis “of S oA

«-I"‘_
the Jowest audible sound, the musical playing field is an expanding octave " “g.
universe. Jn conlroed geomelyic expansion, where each oclave is double "%

the previous one. Musica] spacetime is a geomelry of elastic octaves Hhat are
both identic) 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 [ike mini-flals where the . e
notes have to squeeze in fhe few square herlz of the house, with which the ‘ '
minimum displacement already suppeses invading fhe intimate space of a:mﬁ\er;
while the octaves of higher frequencies are Jike huge estales where 613 same
notes Jive thousands of herlz away, so it is necessary to frave] Jong distances A
to pass from one to fthe other. We could say that, in, front of the 3
logarithmic mirror of the inner ear (or coch]ea) an octave of the sizp S
(0. ’]) and one eighth of size XOOXXL (8. 9) Jook™ Jike fwo draps of
water. Because in order fo caphue an ariﬂ'imefz: vaﬁaggt at | the hi‘ghdft

+ frequencies (gcﬁng from one sound wave to another), a progorﬁenﬂlgeé)mefrk
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increase fnﬁlesﬁmtﬂus that causes it s necessary. Ifisﬂlemysﬂeryof&le

most hﬁb' musica] Irinity: ten different oclaves, but a single octave frue,

« And fhis _peculiar sound phenomenon of fthe double identity of sound waves

(or, n oalef words, fhe astonishing finding fhaf each one has a bwin o

severa] ajmost unfvfie]ﬁnes) is physicaly explained by fthe fact Hhat, ff f'le IR e |
abstract from fthe disparity of fheir frequencies, each sound wave shm:s ifs “- F “’
harmonic dna with another Jocated bwice or half distance, And Eﬁa sem b, ¢ il
B et cnatant ity e |globa). - wiige “of iiusica (S bl,iﬂders, L Y ‘w@
across fhe globe have agreed to design a plying field for musfra] practice |
of e approximate dimensions of fthe perimefer of an ocave, Wha K «.
differentiates them aye the size and inferior distribution of e different steps

that make up the perimeter of the eighth. In the specific case of the

Prthagorean funing of the steps of the scale it was found that there was a

smal] irregularity in its design fthat could cause the odd musical setback. [t

was as if a ten-dofay bi] was not exaclly the same vajue " i l‘ |
as ten dofar coins. The box of hertz had to be squared because it was lﬁ
found that there was a sma gap of sma] change that was cafed 'ﬁ\a +
Prthagorean comma, Tt was considered that it made your musical life a Jitfe
more bearable to achieve that when making a great jump of seven eighths
you hit your bones at the exact same point as after doing Ewe]ve sma]l fifth
jumps without gelting dizzy. The resuling sofution was ‘the eighth |
photoshopped we used, also known as a fempered Where a sfmp]e walk
. through  fifths does - not immerse you in a labyrinﬁ ?piral wi
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ﬁk,z emergency extt, Bt % perfect circular movement that brings ¥0u back Eo
the shrﬁng point.

P & The di‘scovery that Pythagoras made for Furopean music, and Hhat seems fo |

' have ils cmmferpaﬁ in ajmost a] musical cufures on fhe planet, which have ‘

[ reached similar condusions, is that the sound waves fhat make up ‘%"audib)e %

sound spectrum are not so]ifary animajs, but creatures social, So mudf S0

e Bk oy i oot it ot o e R fis ‘
tastes, and ofhers with which it only knows arguing and fighting. They are ‘w:
not isolasted monads or shipwrecked adrift in an indifferent sonorous ocean,
but acoustic vibrations that have slyong family or friendship relationships with 1
| ofhers fo whidy Hey fed alfached by a specidl bond of a mahematica e
nature, Tt is precisely Google's algorithm of virtua] networks of sound waves g
that began fo decoder Pythagoras. At Jeast consciously, since fhe Jintuitive
discovery of its existence shoud go back to the night of time, when fhe
first hominid began to Jink sounds fthat were seductive and signfﬁcafa for
his communify.
The tona] geomelyy had given dear signs of possessing great internal efasticity
and flexibfiity. To the point of having integrated directive forces that could
seem incompatible with its musical pr'imip]es and that could es;en érag!ﬁ into
its own self-destruction, Bﬂfh the chromaticism F{w‘ﬁ\kf& h‘mﬁgres?fon er the
diatenic paffern and, by exﬁensi‘on, of fhe enﬁ%*‘fn ior world ﬁ'l




0 Joves and diSéQll&Il‘ haireds of the eighth femperaie) and - modufation _
(mdersfe;od not as a simple exchange of ftones, but as a dhange of musical

« paradigm, even if it was provisiona] and lemporary: a moda) shift and net
a lona] shift thyough the eighth) were not foreign resources fo the common
practice of tonality. Wagney had shown fthat infensive and extensive 1§e, e L |
tem cod be made witiout breaking the fona geomelry, Insead, Defmssy o §
Schoenberg  showed that ey possessed a black hoe in their nmkus @gable of fg‘u; '
damiting be foundations of the fora syem. T was Debussy not Wgner, = |
who by made the dream of an infinite melody come frue./-And for this '~“ g
he only had to make the musica) resource of modulation dironic, with which ":
the tona] geomelry was Iransformed into modal. Because it is the modal 4
geomelry, not fthe ftona] one, the most apt to create infinite melodies, a
chain of events without beginning or end, without condusive cadences or final 5
resojutions, /A harmonic progression withouf strong dissonant tensions or Jarge ¥
consonant shrains: an infinite melamorphosis of semi-tensions and *

semiconsonances, where fthe subllely of variations dlearly prevails over &\é
dramatization of antagonisms, ' 3
The history of western music is the chronide of the progressive
? integration of the Jeast consonant intervals in the musical Janguage. The
| Prthagorean idea) of music as a harmeny of fhe cefestia] spheres, ﬁaken up
by medievll monophonic singing, was the centra] malfrix: of modal geome&y
Originally, only the most consenant intervals were c?gsfdered nmsfc:alt unfson,
octave, With the first po]yphonk rudiments ﬁle ffE'l g feurﬁl _nﬁ%m
(organum)  were mﬁg)&& the closest non-identical harmon whféh wiﬁx ' ‘
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use of ':é1e most efaborate confrapunta] technique would be exfended to third,

sith and some dissonant intervals (which were quickly fo be soved in

consonanceio .’.'[‘he fransition from moda) to tona] geomelyy is marked by fhe

musica] importance of the modality's faboo interval e diminished ﬁtﬂt Erffone P
If the consonance-generaling malyix is the moda center par eaecenence, e ‘,— ? « |
distinctive feature of tona) geomelry wi be e establishment of :a; daub]g core i
of sound alfraction, equally important both: the tonal center of éonsonance ’,"W::‘l
(around the harmony of the fonfc) and the tona] center of ﬂ1e dissonance 0 A‘g
(around  the harmony of the dominant one: the minoy seventh with major "'_
friad and the harmonic fritone it generates) The peciarity of tona] geomekry 4
is to add fo fthe greaf moda) distensor (malrix that generafes consonanfs) the
great sensitive fensor (malrix generating dissonances), which in fona Janguag
will be cafled respectively fonic area and dominant area, Tt is fhis bipolarily

of the tona] centra] axis, this anfagonistic and complementary duality of i |
equivalent forces that altract and repe] each other, which wi] give the ' tona] b 1

geomelry an incomparable efasticity, capable of supporting, as if it wera

giant star, the game of cenlyifuga) and cenfripeta] forces of milions of sofar
masses, -As Jong as the two opposing forces are compayable enough to remain
in complementary equilibrium. No, it is not an excess of i
consonances or dissonances Bla& could definitively fear Fhe sl texture fof the A\\:"
tona] geomelry, but the eﬁminaﬁon of either of its QE‘Z% dﬁving axes, 1 1
. lransforming it ‘inko e:aler a moda) geomefry (wiﬂf a large tm{ cénter)
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The :qua] temperament of the octave (base of the fonal sysiem) is a .
pattern of infervals of ltwelve equidistant semitones distribufed on diatonic scales
of seven notes fthat draws two fundamenta) cirdes for fthe tona) system (ﬂle.
cirde of fifts and e cirde of fhirds). -A consecufive shiff by ﬁ;?@" i _
generales fhe fwelve possible sounds of fhe eightn, before refurning: b ,é E
the starting point and dosing the cirde. Furthermore, the fifth iousf ﬁtferval Lh ik
constitules a circular vanishing point frough which fo escape f;am fhe main,‘ £ ﬁ‘q
key and modujate to ofher different keys. The imporfance of 'the cirde of i s
thirds s not Jess: the displacement by intervals of tirds i e basis of «
tona] harmony. Jis chords are buit by adding thipds: 1-3-5-7-9 (2) -

11 @) 13 (6) 15 (1) to form & cide bt ru fyowh e seven
diatonic notes of e scale unti] one i dosed an oclave up. A root cirde
formed by chords in fthe root position, but which easily fransforms into a
spiral of multiple figures when the chords are presented in fthe °
different and varied possible forms (inversions, dispositions, voicings ..) thus
expanding the repertoire of fhe intervals that are generated belween '513. same
set of notes combined in multiple ways and exponentially increasing fhe
s possibfe Jinks in the chord progression chain, This great, capacity for
: metamorphosis of the tonal chord gives its harmony enormous ﬂexibﬂify
Although the fact that, basically, they are only harmenic  struchures derfved from
fe cirde of firds ended up. fempling fo equ'?mmh;ﬂl intepval cﬁ'c]fs
- different from the ﬁﬁrd fo build chords. Scﬁal%n s Fj%cal Chq:d, Ts_ 4& |
i 8 gg,
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L der cample C C-F+-BE-AD. Composed of overfapping foulls, it & a
dissonanf chord due lo the predominance of dlfered infervals (dimisished and
. alfsmen‘ed)

If e vifmaus cirde (of fiftts and fhipds) was the characteristic geomelric
figure of tona] harmony (in fact, the virluous Joop: an oclave is nau{:ng ety
moe ban o Jooped scde, vhere e paradox s given fl e ok e]emenf 3 F
of an octave is at the same time the first element of fhe nexh, ﬂm ﬂ1e | ‘, P
tona) system would be buif on fyee concenlyic Joops: the me]adric JOOP Of . :1
octaves, the harmonic Joop of thirds and the chromatic Joop of ﬁfﬁls Mg
those who might consider that it had become a vicious cipde, having
exhausted a]) his resources, there was an wurgent need to
find a way out of the recursive and circlar Joop in which music hed
become ftrapped after fhree cenfuries of tona) practice. The preference fa
intervals such as minor seconds, increased octaves, altered fifths and fourths,
and n geners any chord witn dyemaic yperension, confered o alonaim W
the harmonic characteristics of a strange alfyactor, as far from moda spheres '
as from cirdes or fonal Joops. ¢ 3

The harmonic series was the acoustic root of the moda) system, The

& malerial, physical basis on which he had ejaboratled his interva) abstractions,

7 His sense of musica] harmeny derived from e consonant re]aﬁansiﬁps Ehaf
maintain the first harmonics of sounds with sufficient synchrony and —
periodicity between their simp!e waves lo es%lfsil a mg frequency Ti}e vast

. majority of existing music systems are modal systems and cgnﬁi%]yl fﬁ |
mcensci‘ausly Bley aR bmed on variants of fhis principle Aﬁ censana(m;e r‘ i "
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between ':ihe main harmonics of sounds considered musical. The ‘ tona] system
had inherifed is insistent alfraction for consonanf intervals from e modal
system, an:{ .ﬁad combined it with a progressive inferest in more dissonant
intervals (which had Jed it fo “Jegalize” fhe fritone and ofher non-cdﬁsomnf h
tnfervals as  musicaly accePfable sounds) . Afler 2 first “cassical” pm of F’
consofidation of fthe new fona) system, where the play of feﬂsfons““and gb-ains Y

between consonant and dissonant sounds will keep a measured hﬁ]ame nof faf :1

s.«,ﬁ:' ,
from modal taste (a]ﬂ'[ough with the characteristics of fona]ffy), E1e Later 'y A‘g
“romantic” phase wi] be the one Hat shows the fu] potentia) of tona] -.

geomelry to generale more extreme flensions and slrains,
The first to break the spe] of fthat archaic seduction that humanily seemed

to fee] towards the siren songs of consonance will be alonalism, -And it wi]

do so by replacing the serious harmenica with the (welve-siring series. .
Although Schoenberg strove that his musical proposa] was understood as much i
more than a simple reaction against the tona] system (or that Webqn "
interpreted it not as a change of musical paradigm but as a centﬁmay in
the exploration of the most distant and dissonant harmonics of the inner
world of a sound wave), the fruth is that both dodecaphonism and a fhe
other atona] propesals were organized _armmd a basic and unquestionable i musical
drives the taboo of consonance, The idea] sound mode] - of afeﬁa] desfré was
the coitus inteuptus: an atcumu]ahen of unrese]vec{ ssonam:es, .eaeci‘faﬁenls, and
. sonic tensions that never Jed to fu] harmony. -A andeﬁng, uproofecf &

— .

]abyﬁnﬂﬁne sound tfwire (fruit of an infinite musical g?j of mmo]uqb]e
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tensions  that ?af'{ tnodt coud enjoy a cerfain refaxation when graduating fheir
infensifi;), that did not Jove happy endings. Jf the modality had its

“diabolus j‘" musica”  (the ffifone), the tonality wil] aso have its own: fhe

perfect &fad“(ﬂv’rd major / minor, perfect fifth ). The consonance plays an

important tole not only in. the fona] system, buf aso in any moda]%ysfm ,«’

generating malrix, fmp1ed a flofa) break not so much with tonaﬁsm as tw;&x ,g i
the very foundations of e musical Janguage practiced by iummi#ty up.fa z,ij
now. [anguage that was based on the physics of the harmonh of saunds *"A‘g
of a periodic and synchronous nature. The raw maleria) with which the new .-.
atona] Janguage wi] work wi] no Jonger be fhe harmonic series of sounds
considered “musical”, but a new reinvented series that, arising from fhe

octave of twelve semifones of fthe tena) system, detached ilseff from fthe g
materia] or acoustic base from which it had been born, and only admitted
dissonant chords and intervals, The acoustic foundation of fhe new Iwelve-tone A'Lr‘ |
series wil be based on the natue of sounds made up of nonvperfad%c and k|
synchronous sine waves fhat inferfere and beal each other. Op in a q'aﬁonal
metaphysics of sound, generated from abstract ajgorithms of a purely
mathematica] nature,

The sound (and fhe sensations it causes in  the istener) of a musical
work, basically, will be fn'e]evanf. The only significant thing wﬂl be ‘ﬁié
logical shructure that underfies and has generateds it. [The  system,. e strmﬁ:r
the formalism, the paﬂern above any emotion, seniﬂcnaaer sonorous ?aﬂsfon

———- ...

(which wﬂ! be descﬁbed as romantic and banished to a:%i@ﬁc hey
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way, afonalism wil recover the medievy fadition thaf paced music among fhe
¢ disciplines of number and that made it laught by mathematicians in most
unfversffi&s:.;fnce music was part of the quadrivium (which incuded disciplines
related to mathematica] knowjedge ), folowing fhe fradition of c]assicﬂ;#"‘.‘" I
antiquity. A siructura] forma)ism of postona] music systems that someﬁm ‘.,.-

takes on the appearance of ifs own negation: pure randomness as’ an .:‘.’/J b Fi
e AE fhake e
organizing element of e musical system, e S ‘ygq
4 A a,,l.;.:%. )

Music is Jike a [imbic Jogarithm, a passionale formajism, a Jogic of -

excess, At fhe same lime, an abslract Janguage of sensible signs and a poetic om
Janguage of overflowing emolions, Hence fhe paradox fhat has marked his

enfie fife historys being a mathematician of the expressive infensities that g
overflow aj Jogic. A form of rationalism capable of unleashing fhe most
extreme hormona] passions and flooding the brain with deeply excited
neurofransmitters: an oxymeron,

Gtarting from the monotheism of the consonance (geomelry of the imoda]
spheres), after passing through a polytheistic phase of dissonant censenaaces
(geomefry of the bipolar turbulence of the tonality), we have ended up in
the ‘monotheism of the dissonance (geomelry of fthe slrange atfracors of
tonality) But is tonality realy dead? Bearing in mind the facf that Ele vast
majority of Western music Eoday continues fo be based - on fonal pa&erns and
fat afonality is even very minority among fans of | music mllai c]assﬁ‘Ia]"

: (and therefore is no more than experimental ]aﬁora F:nams?ci lelgiﬁ;é ‘o
very restf?cfed cfrcleﬁ of ‘composers and musical ~experis), :}r s

-
—




that s sti téo'.- nmr?q alive. -And perhaps not due fo ignorance, bad taste of

Jack of';;:nusical knowledge of the public, but because of fheir own infrinsic
characferisfigh postona] proposals wil hardly ever Jeave the ghefo of the

initiafed. The ulimafum that the different artistic avant-gapdes (incuding

musica] post-Jinearism) Jaunched in fheir time fo the genera) aesthetic. ‘fasbe, e |
over Hime has been reveaed as a mere dedaration of finfent and’ has lmw F

left on wet paper, resiricting its revolutionary epic to a sacred ci’ilf fa(I,, Rx,t'“';. | ..,
insiders and experts. Although it has become the official dfscmtﬁse of "cu]f" i i}
art, # has notl been more fthan a mere ftevoution in fhe dassoom, more bt |
academic fhan real, an aeshetic religion for the dhosen and enlighfened, ful G

of unquestionable dogmas and faboos. Qfficial and academic ayt

that sti] creates its own revolutionary fantasiess an aesthetic ufopia with feet

of day. Because when what initialy appears as a [iberating discure fhat befs
on creative freedom, ends up becoming a canon of untouchable frufhs and
exclusive yules, it Jases a] ils polentia) as a creative stimujus and becomes

pure aesthetic ideclogy. TFinaly slripped of af fheir epic, prefentious and
bombastic rhetoric, the avant-gardes revea] themselves for what fthey rea]a ares

one more artistic Janguage (with its sirengths and weaknesses, ifs advanfages
and ' disadvantages, its [icenses and its taboos) and not THE DEFINITIVE
langage of Art. TFortunately oy unforbunately, the peciar musical dialague that
characterized the tonal period (the dialogue bebween the perfect fifth = Fhe
consonant chord - and the diminished fifth - fhe . ffonal dlﬂrﬁf) gonﬁnues to
. express the most inﬁmafe musica) fanfasies of mﬂdl hnnanffy_.._- m—

—— .




e The resulf of R ning e ok gatfe of fofies AU renewed game.
of ha]ffones, proposed by postfonalism, was fthe elaboralion of a new fensoy

« geomelry ot drew a wandering musical desire (which was recognized as heir

to the L Wagnerian harmony fhat had profoundly destabilized the "sense

of the fona] center) with efernaly suspended consonance: a coitus in.( "

B ot - A o - codeunce” G B rests ebernaly’. T el of ﬁ'[e ” ‘: F’

3 “«,vr:ﬁ
harmony is buif not from e chord but from e disagreemenf. o o
A shep fuher was fken when it was proposed fhat the horfest dislnce
between two tones was nol necessarily semitone, Microtonalism fragments the
tone not into hajves but into quarters or even smaller frequency ranges. If
dodecaphonism contested the tona] diatonic paltern, microtonalism did the _same :
with the dodecaphonic color paftern. |t only remained fo reduce fo rubble the |
eighth to dedare the old building of the fraditiona] musica] system deﬁniﬁve]y \ |
in ruin, |
One of the most curious novelties of sound modenity is e *ﬁt;-lnﬁon
of the rhytmic pacemaker. In its origina) form it was a revojutionary
? percussion kit hat received the name of drummer and was essentia] to Thelp
' mark the heartbeat of the new rock music gemre. In shorf, i was a multi-
rhythmic and pojyrhythmic insfrumenf that incjuded percussive e]eﬁtenfs fro;n
different sources: Furopean kicks and snares, —African toms, orfenta] hit uhafs
- crash plates. Bub e undisputed reign that N arqpercussi‘on_lqi_‘

exercised for decades‘i‘began to be questioned when the wﬁ%{m af*‘ i
At A ,, ,~ "':'.;‘;'b‘ "'“ft? .j.._ : Ul . ':‘ )

-
—
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which ff.. ‘ was holy and sign suffered the invasion of fhe new‘ electronic
music, which had its own pacemaker mode] incorporated: fhe drum madhine.
There s 4 declonic music fhaf does not have ils beafing heart fransplanted
in a drum machine, Jts greal capacty fto generate rhythmic pa&erns .ﬁék-es AT
an essentia] too] for rhythmic design, [t is fhe phofoshop of ﬂ1e rhyfhm. y F 1’
The specia) reevance acquired by rhythmic design is not fhe cmly'* dtarad;erisf-fc ‘,LL._‘I M—' 1
note of confemporary sound. -As much or more is fthe imporbi!ce gfven fo ;wzfg
the timbra) design. Jn the up-fo-date and up-lo-dale arsena) of modern W |
bungling or sound fricks, in addition to a drum machine, a good be]] box "_
cannot be missing. The timbre pholoshop is known as a synthesizer. If +
matter has its superparticde coflider, why shouldn't sound waves have theirs?

Leaving us ftechnicalities and gelting to the point, the sophisticated technologica) <
strategy behind a malter collider could be summarized as: cubbing partices to

pieces and fen picking up e debris. It is e most effective ‘way o fy "; |
to undestand the sfrange inner wordd of the raw materia of reaity. Wil #
be necessary to subject sound waves to such scientific torture so that T—jﬁley <
confess something interesting about fheir no Jess fascinating and mysterious
inner world? The first timbra] design siyategy chose the path of the Foupier

fransform, If a simple periedic wave, like a musical note, is a h&rmmiﬁc
chorus of inner voices, it wmdd be possible to reverse: the process - f o
and go from the simple to fhe complex: creafe a Fﬁedic wave ex nihﬂo

. from fthe sum  of s shp]e waves, But creaﬁng- a

o
chorus of N_Imn\aeni‘d

.......



PR T TR b e sobets o sadtl ikerded, proved.

impradfca]: it took a Jof of osilators (wave generators) and having the
« tlechnical ski] of a sound engineer to keep it from ending in a

pandemonf:n;t“ of noise instead of a chora) of harmonics. What if Jess were
more? Wouldn't sublracting . be more practica] than adding? Jnstead o{f#«:fing Shaam
as the polter who adds raw malerid fo creale a complex object, da W as‘:-. ?
te scuplor who fakes a huge stone bock and remove what is 1eft avgf e
Thus was born fthe sublyactive synthesis of sound, Nof going ffon; Hle ‘J*'i'.;%e.;k:"ug
simple o the complex, but from the alpeady complex to the more complex. 'y 1
Tre baste kit of e be) box would no Jonger be formed by fe simplest U
Raves i an R waves, bt by Those bk -alpbedy TevE i S 4
interna) world of harmonics, such as square waves o sawtooth waves. Other
effective techniques for manipulating the inner world of sound waves would
then emerge, such as modular synthesis, fm, of wavelables, And in fthe end,
perhaps fthe most inferesting synthesizers are the hybrids that fake® the best of A',lr' |
i "meltod and dfow to redesign sounds fram different shalegien ofting NN
different simple waves fo obfain a wunique frequency cocklail from -the »jbimp]e
(addiﬁve synﬁ1esis), fillering selectively some haymonics of the wave (]0W pass,

? high pass .. of the sublractive syntheses), generating subsonic frequencies with

7 the LFOs that modify other main waves (modular  synthesis). Or putﬁng
skin to the naked sound w‘ﬂ1 the envelopes of amplitude, to (:ransferm a
monotonous auditory frequency . into an fnfrfguing sm?d story, | vzfﬂ1 ﬂs .

. beginning (affack) its deve]apment (sustain) = in?ﬂaue aueg_ume {g'e]ease)
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The famonic editor (e synthesizer), Jike the fhythm edifor (e drum
¢ madiine), the photo editor (photoshop) o the video editor, are both a
technical f;;ﬂ;:menf and a creative space. Because the fimbra] game
recreating the inner voices .of sound waves can also be an ayt of a{é i
imagination: the art of pholoshoping harmonics, i ;, ?’
The ability of digit audio programs to generate and manfpu]atg sagﬂ il "ﬁ. !
and s frequences to previouly unsuspeded Jimils made i pos#fb}e tofot o wﬁﬂ
transform e musician's composition studio info a frue syn&lesis sounds w"-‘"':ﬁ
laboratory, and his musical journey inte a risky exploation of frequencies and om
wavelengths. Beyond the fact tal cuhuraly or nol music was considered the
resut of such an unusua] sound expedition. The genre caled “noise” fakes fo = ©
the extreme fhe demofition of the spina] coumn on which fhe entire musical '
edifice thal humanity had patienfly buit over the milennia stood: fthe
difference between sound and noise. Noise uses noise as the  * i
raw maberial for s sound practice, If the quntizafion of the audible sound
spectrum was essentia] for ifs conversion into musica) space and fhe 3 il -
estabjishment of musica] art as a combinatoria] game of intervals slarting from 4
? a few sound waves (musicl sounds o nofes), noise noise pushes the process
’ to the Jimit inverse dequantization of the musica) system to be able Eo use
as raw materia] any of the innumerable sound waves of the andib]e spech-m
And not only fhose Fhat presmt certain Jogicale refati of mu]ﬁp]es and
. quotients with which to form. sensible octaves 'gf- 2]? wiﬁl \_:g_nz%hb!e

5 e
e,

hr
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sound ‘irsona]iﬁ%. From fthe art of combining musica) sounds i the art of
« exploring f?und frequencies,
Dot e cbsfous sound differences  befween s S AR I
musica] Phﬂosophfes as disparale as the Wﬁlasﬂrean of the moda) sPhdfesr er Shd

series or e sound pantheism of contimum noise, perhaps a Leaﬁf common Am'w“l ‘_""’:..
multiple unites fthem: a timeless conception of musical time. The;‘{ generafe Sk :‘q‘w
musica] works fhat, evidenfly, at some point end, but more biause of bl
edhaustion (running ouf of words in e case of medieva) singing and g
Renaissance polyphony, culting te combinatoria] chain of sonorities more of

less arbitrarily or withouf progression in fthe case of atonal series and i 4
contimum noise) than by an interna] sense of fthe condusion. Perfectly his g
musica] speech could be delayed forever. On the other hand, if one Fhing
characterizes tona] discourse is its obsession with writing ifs own' epilaph o
Because, as in every story, the horizon of ils end is already inscribeﬂ in "
its origin. In the (enesis of the ftona] conception of musical time; %\ the
beginning was the end,

? Music is quite a paradoxica] phenomenon. Jt combines the Jogical riger of
: its infestina] intervals with the emoﬁo_na] expressiveness of its epidermal ise;uncls,
It is both an abstract objecf (2 rationa) pattern) and a physica] emoi:'ie; (a
sound wave), Classical and medieva] antiquity recogni‘zedpt;f as | knowing' the
. mumber (it was' part of the quadrivium), buf dready from e Rgn%issahce

and its }nmanfsﬁc ‘idpal it began fo be perceived also ’?'knowirg 510 ,‘

.‘,_’ *
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(mdersteed as ]anguage, discourse). Not so much a puely maalemaﬁcap '
comhinaioﬁcs of sounds as a sound grammay (syntax) and speech (narraﬁ?e)
The docyine of the affections of Baroque Fra (which had a greater

influence ;r:.'fhe discursive and expressive rhetoric of musica] Janguage than on

its underlying Jogical structure), faken up and amplified by the romanHE taste e
for emotiona] extremes, wil be articulated around this irrational and nodum#, F ’
aspect of your personality. -And it i fthat music is a phenomemﬁ Of é b .r"'?fj.-j,_
bipokr, peradovical nshyer i has boft fe souf of a maihemabigan kA 5 ‘““Sﬁ
artist. That is why, according fo limes, aesthelics or persona)/ E\sfes it coulﬂ W |

be conceived as an algorithmic of sounds as we] as a sound grammar of ou
emolions,
Moda] desire is the musica] desire not to stay too far from the i

—

paradise of consonance, Pythagorean music of the spheres for miflennia would
be the idealized mode] of fthis placenta] desire for a consonant wumity. The
move from fhe moda system to fhe fona) system, somehow, officlally signed ; B
the act of expulsion from paradise of perfect harmony. The progressive:_ 1
incupsion, which had been taking place in musica] practice, through B\g he]] of <a
dissonances, ended with the promotion of fhe reviled “diabojus in musica” to
the ‘category of musica] protagonist, expressed in the importance that would
end up acquiring the harmenic (:ensiop of the PDominant Seventh. T‘hei tonal
story is the dchronide of fhe expulsion from he consonant . = oy
paradise, but also that of hope in a fulure refurn o the prcmised ]atid of

. the perfect chord: the happy end of fhe auﬁlen‘ﬁz e:% with ﬁlﬁdl iﬂl

el
tona] work shm]da}d, A musica] work is a dhain of

.......
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projecfed'yin time, The Jinks in this time chain of sound wa?es that make '
up the musica] discourse can rtange from simple meJodic notes fto complex

harmenic ;ounds A cadence is a sound Jink hat acquires a cerfain border
or border tue fhat partialy. or tolaly interrupls e continuity of ﬁleﬂaurﬂ
chain, Jt fransforms a pure arithmetic combinatorics of more of ]ess ; ‘
infertwined sounds info an authentic sound story. Tt is precisely %nks Io o ;’-?-‘,l:
this game of cadences fhat the chains of sound waves ar.qufre *‘"‘" morpho]og); - g’{q
of an elaborate syntax of discrele motifs, melodic phrases, identffiabye themes, ug

harmonic chord progressions. Unti] they inexorably drag the musical discourse om

RN
towards its own self-destruction. -After a complex game of fensions and '
strains, chains and semi-cadences, the musica] discourse finally reaches its e it

maximum degree of enlropy, of sound stability: the perfect cadence of e o
return fo consonant paradise. -After which only efernal silence s passible. '
Because in enfropic happiness there are no Jonger stories that te]. i "
Poradoxically, the metaphysica] project of reducing the rea to a Bme]ess".
geomelry has been fthe greal dream of fhe scientific mind, from ils 'arigins il .
in Newlonian mechanics and the omniscient fantasies of Laplace's demen, :
passing through TEinstein's space-time geomelyy (for whom the time was only :

an f{lusion), unt] Hawking and the currenf obsession to find a Theary of |
Fveryting  (supersirings, quantum gravily) understood as' a magic formuia fhal,
from a conception of know}edge as ralional mefaphys of an pmni‘sci‘enf
. mathematician (o a Eaffaoisf of indelible pafﬁerns ‘on ﬁ? skfn of__ﬂlL

&
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: . universe) wm.dd be fhe timate cause and explanation of everyﬁﬁng that
exisls, The general and universd Jaw regarding which any fufure

« evenl, as _s.ingtdaf as it may seem, is nothing more than mere casuislyy

eady foreieen i fe ] cide, i the , body of Mt SUE RN

the destiny and evoluion of everything real Time, far from being cﬁmefved H

s a ceabive fow of freversble evenls and genesis of novoly, fs feuegateg, F!

to the insignificance of an eterna] return of the identical, a meré* anec;dpfa] il f .‘ :

embodiment of what was afeady writen in the fables of unfvefsa] ]&w ﬂ" "w

Curiously, the two great mathematical models of modern P‘WS“% refativity and T

3 quantum, remain obfivious to the thermodynamic arrow of time, His equations Nﬁ

(which express a geomelrized, efastic, reversible time, constantly forked and '

oblivious to the distinction between past and fufure) are complefely insemsitive

to our cosmic fragedy of existing in an frreversible time (of embryogenesis .

and decomposition, of bing bang and heat death ). Heaf death not so muchy

by a residua] heat siroke when fthe universa) thermodynamic equilibrium | is i 7‘

reached (ajways delayed by a dark energy that stimujaes a speed of c:_osmic |

\' expansion in constant acce]eraﬂon), as for the rigor morlis of a 'praba)!e i <

‘ freezing cosmic, . '.

? When complexify, the source of both constancy and cosmic creativily, s by

7 only perceived as an annoying complication  to be reduced to an idea) iancl |
\ simple system of Jogical p&ﬁerns, the image we make of the ﬁnfversé' !is

ropped in b, of & bkfls adomdon, Ae mﬁaaae ) dore, A

. smayt as simpyeem W “___:1 4 |

g

3 .
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LA " Bl an exdusive synfachic resoupce ofuii it e SRR
medieva] and Renaissance modality already used them, Especialy to mark
musically 3-1; ; pauses of fhe puncluation marks of fthe sung fext. Medieval
mate Tod eneged douy Inked o singing and b Nrgiol gt
ed feds In the beginning was te Word . Only when it became ‘,_-,',;,w F’
complefely independenf of fthe voices and words, during fthe fona] . ‘gbssicim o i
the cadences became relevant due fo their inlpinsic function wiEp‘n Hle samui[y i ﬁl'd
discourse, freedom from e need to have o adapt to the synfadfc thythm ‘f":g
o6 A it et ' dliscourse, ou
Atona] desire is te chronide of the fal) into the he] of dissonances
without the possibility of returning to the paradise of consonance, Because the
atona] system s aflergic fo happy endings. He doesn't even believe in o
endings, Not even in the beginning. Only in the pure becoming, in the
wandering of a nomadic sonorous desire in perpetual exile. With' no origin i
or end, the atona) series is as marked by a Jonging for infinily as the _"
modi sphere. An elernd reun without beginning or end: an elernal land AN
infinite Joop. Jt is not siyange that one of the obsessions of postona) &
systems was fo avoid any form of progression or cadence in his musical
discourse, Within the posttonal concepf.icn of musical desire, the sound iﬂqw
never really ends, it only sfops, Then the work is bopn. . — _\'-.'
The characteristic note of fomJ Janguage s nef o mud fthe fact Qf .'
. establishing the tonic as the center of gravily oﬁ Vi ijusk:al dfs@ursei but

R g s _
rather Of develepﬁwa ﬂ fn the form of a naryative (&;1‘1?& flﬂmfiansf E =..‘:, R
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o it your sound dimourse i fhe  fopm of el Simieal IR
The story~.f§ a set of plot forces tat drag an origin towards ils own
end, The story is the proper way of being of the ephemeral. Just because
it exists, te ephemera] means: the itinerary of the displacement befwe&il‘a '.‘-;_;_.{\_4{ "
beginning and an end expresses a sense in fime, anorderindlam a‘,,- FE
crack in the perfection of unily, a Jameni in fthe indifference of’”fhe egema;, Jf;hz, ;-3
a qy in He enfopy of sflence, Only fal which agrees fo gu d:ﬁy wfeh ‘“""j'ﬁ
time becomes a story. -At boltom, every story is a biography of death,

Because only fhings faf are born fo die have a history. And fhis s
precisely what distinguishes the tona] system from a] the others (pre of
poshmna])= its conception of musica] time as an experience of [Jimils (of ;O
finite, of the unrepeatable, of what has a Jimit in tme). ). The dedine of g
endings is ajso a dedine of the ephemeral Iis peculiar bipolar geomelry '
capable of generating both great tensions and great consonances has been key -
to being able to express that fragic feeling of existence, A feeling
that, if i is a Jament for the fleetingness of Jife, alsa expresses” a aeq-et
seduction for what has been born to die. A terrifying as we] as fascinating
fact.”

ZEntropy is the thermomeler that measures fhe degree of s[abﬂify of a
system, When it reaches i&s maximum, the system enters an absofufe 'rést
from which it wi] never be‘ab]efowakeup:w.d N 3]
its energy has: fost af regenerative capacily, I info pwgteas_ichﬂ |
energy wiﬂlauf the 'abﬂffy ‘o melamorphosis. Jts maximum Ajﬂiaoyder is,u * ff"u-,‘




by, 1 sde of meximum opdep noliing e destdbiize” i
¢ Thermodynamics is the cosmic science of fime (e great absent in
e wel dreams of the vt majorlly of malhematicd plysicids of
generations, reduced fo pure phenomenclogica] ifusion and mere compgﬁ: in 3
the reversible and timeless equations of the fundaments) Jaws of ﬂ}ewmf_ se),
And s second principle yeveals a fruth that we never wanted 56’,. knewi 4 Bxe n’*'!j
universe is dying, everything fhat exists is mortaly wounded, Gne ks %M‘g
cosmic time wil inevitably reach its perfect chord, s final cadence. The l . 1
: music of the universa] spheres will relyn tfo silence. Enlropy is the final «.
cadence of any system made of time. And mujtipe and varied are the ways |
in which it is expressed: biojogica] death, cosmic death, harmenic death. The == 1
musica] games of tension and yest ape nothing mope fthan variants of fhis o
cosmic game of entropy and bime. In fthe perfect cadence of time, the
system teaches ifs maximum degree of stability and test, which i aso ils
Jast epitaph, its swan song. The arrow of time i a story that drags
everything that exists towapds the irreversibility of the silence of its 3
posthumous  rest,
‘An enfyopic story of e ultimatums that composers Jike Weagner or
Mahler knew how to bring fto the dimax of the sound, transforming fhe
fina) cadences into a frue ecstasy of farewels. - | 2

The cadence of Fhat Eragic greatness of whaf ~was born £10 die, _, 1
' 3}& Ry — _ VM ‘..A
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Is tere smart sound Jife beyond musica] ideoogies? -And in
general, is fthere smart life beyond ideojogies? Qr to be more - ';5;:;:“,-.
specific, is there smart Jife in ideologies? R

The word ideclogy s made up of bwo words of Greek origin:
eidos, which ended up giving rise to the concept of idea, and
Jégos, which could be franslated as reason, thought, language, Jaw,
order. So we coud define the ferm idecjogy as a rational system
of organizing ideas. -Afthough currently the ferm hes been 1
circumscribed preferably to fhe field of politica] ideojogies, the birth
of philosophy in ancient Greece coud be considered as the origin
of the first ideologica] system, The philosophical Jogos had inscribed
in its DNA that wil to Jogically organize thought based on the
discovery of universa) Jaws, unlike the religious Mythos that e
emphasized the principle of authority of the truths: revealed by anl
infallible source of knowledge: gods. The gods could be irrational, he

corpus of religious Iruﬁls could Jack inlerr?;—_g?w none .. of lﬁﬁ
was relevant’ Religious kuth did nol come from TE? Jogic of___IﬁsS}
reasoning, bu£ from e unquestioned authority from whfc}_r"jrz}j

» 4% :
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emanafed, They were a bt word, a dogma of faithh, On the
ofher hand, in the philosophical corpus ifs internal coherence was 6
everything: Philosophical fruth was only reached fyough precise Jogica
reasgning. Fven in the case of philosophical schools that do not
renounce fthe concept of “god”, in redity the god of fhe
philosophers is very different from the god of fhe believers: he is
an ifteectualized god, a Jogicl and rationa] god: a. philosopher god.

It may seem absurd fhat applying the philosophical mefhod 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 rational’ | i
seekers of knowledge, a group of them (the skeptics Jed by T’yrrhe)' &=
had come fto fthe Jogica] condusion fthat we really can't know RO,
anything: the only philosophica) fruth is that thee are no s brubhs. T "“Mﬁ
And it is that whatever the condusions reached using philosophica) '
reasoning, a] of them are considered equaly vajid, even if fhey are
conlradictory with each other. Phatonic philosophy is not considered
more or Jess lrue than -Aristolelian, Sophistic, Skeptical or Hegelian,

Science would probably not exist if philsophy had not existed,
Science is a bastard daughter of philosophy. Scientists - consider
themselves somehow heirs of the philosophers and theiy rational
methods of knowledge. Fspecially from one group of them: the
practica] 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 nafure: natural philesophers
rather than purely raliona] philosophers. In time these practical
philosophers would come fto realize that the epitemological gap
separating them from fthe rest had widened so much that they could
no Jonger ca themselves philosophers. Modern science was born. -And
this gap that made it possible has to do with a cerlain  initia |
feeling of dissatisfaction fhat ended up Jeading to the awareness of |
an inevitable separation. The practical philesopher | found insufficient
the theoretical - philosopher's confidence in a%afniné* sknowledge and' la
truth thyrough mere Jogica] reasoning. Jt i not enough for the - = =
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scientist fhat a - theory be ]ogfcaJ and rational, it ajso has to be
"rea]" That is why he has Jeaned a different way of relating to
knowledges dialoguing with reality. -A Jogical (philosophical) fruth s
useless if it is nol successfu] in its confrontation with the " req
world: Jt is what is caed the experiments) method, the touchstone
of scientific knowledge, Jt acls as a kind of natura) selection of
ideas™“Only scientific ideas survive that overcome fhis confrontation
with the rea] world through the experiments) method. TFor fhis
reason, unlike the philsophical ones, scientific ideas can hardly coexist
with each other if they are incompatible: the theory of ptﬂogision
or the ether are not neafly as fue as the theory of gravify o
relativity. They once were, bul this relentless (Ockham's razor of &[e JieH
evoution of scientific ideas by natura) selection has fina”y i s {iﬁ":

exterminated them, W ;_:,tp:’i;f 4

We coud say thaf, in some way, e gap that gave fise to
the birth of scientific fhought was the need of some philosophers to
escape from fthe 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 didJogue with reality. Just a
speculation of the mind, however plausible i may seem. -And
although scientific tought is based on a continuous struggle to
distance itself from ideological thought through its peculiar method of
extracting fruths, it does nol aways succeed. Nor is it an effective
vaccine for the scientists themselves, who oulside heiy specialy 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 critical thinking. One of fhe
founding fathers of modern science, Newton himself, devoled more
treatises to his passion for ajchemy than to scientists themsejves. RHe
never abandoned fhe magical thinking of believing in omnipotent
beings and saviors, in the form : of some hefterodox variant of ﬂlel
god of the Christians, “This cognitive dissonance of the father of
scientific thought is wusualy justified by a&rwmgk it ito the - culham]‘
pressures of his time, -dominated by the o‘ﬁmfprésence of_ re]fgiaus Mi



discourse to configure the coflective symbolic imaginary. If the =
i scientist was fhe philosopher who had succeeded in escaping from -
ﬁ_gg,, fhe chains of philosophica] ideojogy, he had not yet escaped from
i that,, older, pervasive, and infimate form of idecjogy Hhat i
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 magical thinking of religions, could begin
. to digogue with reality without the mediation of the gods, -And
from that didogue a condusion emerged that supports his pectdfaf’ '
vision of ke world. In the words of Galileo Galileis rea]i&y
(nature) i a book writlen in mathematica] Janguage.

Is that mathematica) Janguage Hat reveals the ultimate essence ami iy q,

functioning of realify finaly a way of fhinking without idecjogy? T o
By learning o speak e Janguage of mathemalics, scientists had been ”’&Mﬁ
able to rid themselves of the baflast that distorted the peyception of '

' philosophica] thought: verba] Janguage is too ambiguous, confradictory,
amphibojogical, paradoxical, and inaccurate to be the ideas] means of

' communication with the human being. lo diadjogue with realily.

‘ Mathematica) Janguage was revealed as a much moye practical, accurate
and effective instrument. -And yet mathematica] thought was not

t exempt from suffering its own identity crises. In its beginnings and
for much of ils history, scientific thought and mathematical Hhought :
had gone hand in hand. The first scientists were ajso good R

' mathematicians, For fthem, mathematica] learning was essentia] to caryy
out ftheir cajcujations, -And a good part of the new mathematical =
discoveries for centuries had their origin in the need to develop
theorems to understand some aspects of reality. Mathematica] fruths
revealed fruths about the rea] wopld, In its remole origins,
mathematics woud have been born for purely practical reasons:
counting things, measuring tepritories, caleulating proportions, account
for exchanges.. But in the Jast century mathematical thought —suffered
an intense identity cpisis from which it would emerge transformed.
GSomehow it woud no Jonger be what it had It came abwl'
when mathematicians began fo develop &eor‘gms kr e simp]e
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p]easﬂre of fhe ]ogfca] exercise Bndilt from a demand arising °
from fhe need to solve some scientific problem. For the fifst time

he became aware' of his own singulrity and the paths of scientific
development and fhose of mathematical development began to ‘fork,
athough this did nol in any way imply that they enftered into

conflict. Jt was simply the resut of realizing that scientific fruth and
matheftiatica] truth were different fthings, -A mathematica] Fheorem could

be true even if it was frpelevant fto explain any field of study in
science: mathematica] fruth coud be ftrue and unpea) at the same & °
time. Unrea] in the sense fhal there was no aspect of realily: ﬂp{
required its existence. Regardess of whether reality behaved in'some = &
of ils aspects foowing fthe Jogic of the reasoning of a mafhemafim] ! .
theorem, it revedled an unquestionable fruth. Jt was no Jonger a s i %
truth about the world (nahlre)bufabmxfﬂle mind: about fhe s SR
rationalizing power of the human mind. Somehow mathematics became
aware of its ideojogica) nature, but not in e sense of the old
Jogic of philesophical ideas. Because his goa] was not to explain oy
understand nature but to develop the Jogica] and rationa] capacity of -
the mind, Tt was a raliona] system of Jogicaly organizing
mathematica] ideas, which were basically idea] objects, true in
themselves and not because fthey referred to some aspect of the
functioning of yeality. -A mathematica] theorem, as opposed to a
scientific one, it does not need to diaJogue with reaity to be frue.
It can be tue and unrea] at the same time, Something that is in
no way acceptable fo a Jogica] and rational thought (a Jogic of |
ideas o ideo}ogy) that does seek to explain and understand reality.
It cannot afford to be just a Jogica] game of the mind,

Surely placing the development of one of fhe fiyst ideological
systems of humanity at fthe birth of ancient Greek philosophy is
shocking. -And perhaps righlly so, and it {s only a mere projection
of my own ideclogy (Jogical system  of ideas) that prevents me
from understanding the rea] foundation of phﬂosophical truths,. Be fhat
as it may, the only sure fhing is that no onq_ precisely, of'
philosophical  questions “when they hear of ulter ﬁle word fdeo]agy 5




\Nl';ai kind of menfa] represenfaffon does fhe concept” of i‘deo]ogy
e arowse in us lfoday? Basicaly a rationa system of Jogically
F_z,»,f,' organizing politica] fideast a politica] Jogic of ideas. -And yet the
i iy efymojogy of fthe word places us back in fhe context of fhe distant
origins of modern feason: Politics derives from the Greek word
; polis (cffy) Philosophers had not Jimited themselves fo dealing with
’ univepsal issues such as the uftimale essence of things, but had ajso
' been concerned with reflecting on what coud be the idea
organization of a community on rationa] bases. The philosopher was:
a new, ful-fledged inhabitant of the Greek polis, and he ajso; Had
his own vision of how lo oyganize a community, which differed p
from that of the warrior, peasant, or merchant. Perhaps one ‘of the = s
most famous of fthese cilies of the philosophers is the one, ‘expose:{ R
by Pato in his Republic. -And fo fe] the fufh, she is nof A4 :-;g:,th:’g'i#
without obvious autocratic tics, ammals are socia] animals by nakure. o
Humans are no exception. In fhis sense we are socia] animals, but
for Aristolle we are ajso politica] animals (zoon pol Itikon) that s,
with fthe capacily to organize societies on rtationa] bases and not

i merely instinctive as it happens with the rest of the socia] animas,
It is the Jogic of the ideas that underlies 2] political idecjogy: a
t rationa] organization of the communily that benefits the greatest

number of inhabitants of fthe polis. It is in the methods and goals
‘ to achieve it that some politica] ideologies differ from others.

We are cerlainly socia] animals, even political. Buf this is not |
the whole story. We are not ants or bees, Fach one of us knqws
and wanls to be a unique and singuar individual. -And perhaps ﬁﬁs
confradiction is what makes us human: the need fo reconcile what
we might ca] our gregarious nature with our individualistic nature,

' At one end of the spectrum woud be the marginal or Jonely: fhe ;.
individua) unable to give up any part of his ego in opder fto  Jive

in sociely. A peculiar variant woud be fhe social narcissist:  the l
individua) who without giving up anything gefs a] the benefits of

community Jife. Tt woud be the autocrat o indhridua] |

who, with ‘his dlarismik Jeadership o wfﬁ %1?4 p to insim :
e
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terror, gels fhe enffre cammtmify to organize around’ their own °
fnkf%fs The politica] dictator and the Jeader of a sedt woud be
fhe most « charismatic examples. At the other exireme woud be fthe
gregarious subjeck: fthe individua) without personality who' is ‘omly
governed by community rues and Jaws. Undoubledly, most people fa
somewhere in the middle between their need to daim their
uniquériess and ftheir need o belong to some group. This difficult
balance between gregariousness and individualism is what characterizes
the human animal: it is both a socia) anima] and an asocia &
animal. -Alfhough it is cear that there are anima] species that afe

not particularly social, without a doubt the siralegy of forming  groups =
of individuals has been vita] for the surviva) of many speci&s in i

nalure, The group is much mope effective than the isofated =
individua] when it comes fo prolecting hemselves from attacks as
we] as to procure food or reproduce. Not infrequenfly, the expulsion
of a member of the pack exponentialy increases his risk of deafh,
unjess he quickly finds another group to infegrale into. We are nol
socia] animals by chance: it is part of a successful evolutionary
surviva] stralegy that our species has inherited. We have neither
invented it nor wil it disappear with our extinction,

But group Jife not only offers benefils, i also demands fributes.
And the most important is to help maintain group cohesion. The
group needs a slyong glue fo hold it together and prevent i from
disintegrating into a multitude of isofated individuals, Jt demands
some form of fidelity from ils members, [oyaly to the set of 1
ideas, symbojs, celebrations, beliefs and common traditions that unil:e
it. That is why each community throughout human history has
developed its own code of signs (Janguage), its own rituals, is
own symbols, ils own gods, ils own music and ils' own worldview.
It woud be a] Hat we encompass with the term culbure, whidh  is
nothing more fthan a kind of gi'oup ideology. Ideojogy not in Ehe!
sense of a Jogical and -yationa) organization of lideas, The cullure or
ideclogy of a community can be deeply irrafionq‘] confradictory, it

doesn't matter. Because its fundamenta] misston - = Eo dfscover .
]




cmﬁ}’m ideas, The important fhing is not fhat they are frue bul

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

p% h"ufhs l:uf Eo keep fhe group united &n'ough ffde]ffy Fa_ :’ o, e

Bal ey afe accepled and shared, If &m s any undelying Jogic
in wfhis peculiar group idecogy, it i fhat of uniting fhe group

mechanism of fidelity and inferna) cohesion of ifs members. But fo
the extent that politic]] groups are usualy part of a Jarger ”
community (in fhe modern case embodied in the form of a f y
nafion-state), it woud "be convenient to differentiafe between polﬁqai’ ¥ i "”‘?“'1
ideclogy and communily ideoogy. -And afthough it is bue fhal “some
politica] ideojogies are decidedly internationalist and ky lo avz;éxm
the adminisiative [imits of the stale community, it s no Jess
that they continue to maintain their fidelity to certain
and fraditions of eir nationa) communily of reference. Y
pofitica] idecjogy fends to confront subgroups within the same

communily, the communifarian ideoogy fries to hea] thal inner wound . ;’\%’
by keeping alive the memory of their belonging to a Jarger group
with which Mey share culure and common inlerests, That what the ” ;
communitarian ideclogy has united, te conflict befween apparently : il
antagonistic and iryeconcilable pofitical ideologies does not separate. b g
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Music is stil a cultura) phenomenon., A manifestation of ,ﬁe 023 ;g""l‘ ¥ ':é.‘
cjfure of a communily. And what we encompass within fhe fem .,‘,Q';{.,, o T
ajture is nothing more than a form of group ideojogy: ’é series T ‘”w’sj
of beliefs, ideas, lraditions, symbols thal hold a group together. But Pl
. communities do not remain completely unchanged over time. They
} have undergone multiple variations fhroughout history. Time ends up
disorganizing and reorganizing human groups. The History of '
Humanity continues to be a chrenide of the different changes that
| the different socia) organizations fthat have existed have undergone.
Because the different human groups do not remain eternally
unchanged, no maltey how much effort they put into maintaining
their interna] cohesion. -And not only because of fhe desjuctive
forces derived from wars, the conflicts and invasions thaf fhey may
have suffered and thal force them to be constanlly disintegrating u*d
recomposing themsejves, Rather, the very passage of time ends up
relxing the ties that hold communities together. (ver time, every
form of order ends up disinfegrating into some form of enlropic
disorder. Communa] ideologies are not immune to fhe relentless
passage of lime. -And fhat is dearly manifested in fhe diversity = of
cuftura] periods that have been happening throughout tuman history. |
cture is that cohesive -force fthat lries lo keep| a communily |
together Hhrough the acceptance of shared symbols gt_éis no, “Jess , IV“?
that their forms and ~conltents have &mnged& over the generalj_c_y_nglh[
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Cemmunify ﬁeo]ogf&s do nol exfsf in the void of some form of "
immulable efernify, reflect and experfence in the compositien of
what we” could ca] ftheir idiojogems fhose variations derived from fhe
flows of time. Jn music His has not been an exception. Thus  we
have - seen, sticking fo Weslern music, successively parading different
historica] periods (medieval, Renaissance, baroque, remantic, modern
musicj' ‘and even different musical systems (moda], contrapuntal, tona),
posf—fona]) derived from the incessant evolution of time, Music does
not exist in te void of an immufable eternily either, and its = PR L
history clearly reflects the influence of fhe tempora) variations suffered = %x
by fhat mechanism fhat generales group ideclogy of which i @5 a ‘
pat and with which it has cofeborated cosely fo keep the Fi 4
communities cchesive. each historic] period. When we speak, for = .
example, of medieva] music, we are referring fto fhe music produced A ‘--;E:.{p:’}';#g
by a specific community (ke European continent, formed “in fumn by o
multiple kingdoms fhat maintain sufficient ties of exchange to foym
a more o less unitary culural community and cohesive) and in a
specific historica] period. In other words, we are falking about
works produced by musicians who share a certain musica ideojogy
(a logic of musica] ideas, specific methods for generating musical
works) marked by a Jowest common denominator that reflects  both 2
Jocation in space (a region of the planet whose members mainfain
sufficient exchange relationships to influence each ofher and eslablish a
certain shared cultural unffy) as a Jocalion in time (a specific time
in the evotion of human history) JFach music] work, voluntarily Loy
involuntarily, carries imprinted in its DINA the genes of a cerlain
musice] ideojogy that places it both in both in time and in space
because it forms part of what we coud ca] a chameleon-Jike
collective imaginary, that is, a community ideojogy that undergoes
fransformations over time,

If there is a protolypica] example of a chameleon community l
ideology, it 1is the phenomenon of fashion, More specifically, fashion
in dothing. Fashion, deep down, is nothing m@e 31&1\ “pecufiar |
way of measuring time, Bul al the same’ f:fme it expresses_ ﬁtaI 5
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never resojved conflict in fhe intimate relationships between the =
fndfvfdm] and the communily, the jo and the us. -At first, the .
mules of ‘the game of fashion may seem contradictory to wus, since
they, incite us al the same time fo a passion for novelty,” with fhe
change of shapes and styles thal each season proposes, and to
enthusiasm for normality, with its demand lo be obeyed if one does
not Want to be Jeft out of the game. Being gregarious and
origina] at the same time is fthe double bond that fashion establishes
with its faithf. Without joyfuly assuming fhis paradox, one cannaf
be initiated into ils secret mysteries. |

The most significant feature of the fashion phenomenon ]iéS" in

its passion for chronelogy. Te Jive in the form of Ehe' present of ‘. G - | H
time or not, fhis is fthe essentid] question fthat it poses. TFashion i e <
does not designale an onlojogical essence or an {mmutables property: & *pwﬁ

fashion expresses fhe cydica] and incessant change of tfaste, of the
taste of Jiving in the present. But the spirit of fashion time is
always precapious and fleeting, constantly threatened to become past.
Although fashion can be considered as an anhyopologica] phenomenon
that has ajways existed, to a greater or Jesser extent, the fact fhat
it has become especialy felevant in modern socielies is very
significant. -And it is tal fashion has become a kind of agrarian
religion of industria] societies: the cyclica] ritua) of death and rebirth
of the signs of the present. It is no coincidence that fthe 'seasons
of fashion frace the calendar of fhe seasons (spring, summer, aufumn,
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 respect to which any ofher faste “is
anachronistic The paradox is that a] fashions, with the passage of!
time, become anachyonistic: they prove incapable of eternalizing the
present. Fashion fis ajways the present, but an | eral | present, fhaf
wi inevitably become the past. Hence the slgns‘ faeiﬁan afew __i
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marked by a Efagfc fate: they ]fve fast and die young, Jeaving an *
exqufsffe corpse, Fashion is one of fhe manifestations of the 6
fransience « of time and death, but also of its overcoming in e
form of fhe promise of the cydlical return of an eterna present,

JFach epoch has had its peculiar system of signs to mark its
pecufiar form of the present of time Renaissance, Gothic, Baroque,
Rococo, Romanticism, MNeodassicism, -Avant-garde... are’ denominations
that are used to indicate the existence of culbural fraits characteristic
of a certain period of humanily. Surely they have wanted to be
elernal, but they have ended up having the same fale as fthe sighs
of fashion: death, That is, his expusion from e paradise of":“ the
elerna] present and his conversion inte an anachyenistic - past. " Jn Hhis
sense, cullura) phenomena are ajso fashions: ways of living in the S g
present. -Although they lend to cover much Jonger periods jof time T "“yﬁ
that can incdude severa) gemerations, while in striclly fashion :
phenomena fhe same generation experiences multiple periods of fashion.

And it is thal the signs of fashion tyn into dust, into noﬁﬁng,
when they are replaced by a new fashion fthat makes fhem
anachrenistic. While cullura) signs, ajthough undoubtedly marked by
fashion, somehow manage lo survive in the memory of humanily,
because fthere is something in fthem fhat continues to make fhem
relevant and significant, even if they are no Jonger 1in fashien,
Although the musica] ideclogy that supported the idea of Jiving in
the present during the period we caj] baroque may aeady seem
anachyonistic o wus, nevertheless we continue to Jisten with great
interest and pleasure to Bach, for example. -And not by a mere =
geshure of archaeologica] recovery of the past. We do not Jisten fo
Bach because he is an effective representative of the musical ideojogy
of his tme (a]fhough he may be or his works will 'necessarily
present many characteristics of that pefiod) but precisely because his
music ajso bears fraits that franscend fthe musica] ideology of fhat
period. your time, -And- it is fthat the cubural signs present a
peculiar characteristic that differentiates them from‘ the | signs | of |, |

:

fashion: inevifably marked by fhe fashion df the musfca] i‘deo]agy of




fheﬁ' time, Hley are al fhe same lime an expression of somefhfng Xl
c{eeper and universa] fhat franscends . In e same way, if any of

the works generated fofowing the pues of whaf we could consider

the musical ideology of our historical present (afona]ism or posf-

fonajism) continues fo be heard and celebrafed after its inevitable

death and its replacement by any ofher ideojogy fashionable music, it

wil ot be for abiding by ils compositiona) Jaws (an issue only

relevant for musica] historians and aréaeo]og?sfs) but precisely for
overcoming them. Not. thanks to e musica] ideology of his time, ,
but in spite of it -Although it shoud be noled that the cuppent #
situation is somewhat peculiar and unprecedented. While in oﬁ?qfa] “r
and academic media it is considered that tere has ajready been a. A
change of cyde (always referring to the field of so-cafed Wesfem s
musm) and fhe post-tona) ideology has replaced fhe tonal fdee]ogy as RS

the generator of musica] works that express our Thistorical * present, the
Most contemporaries do not seem to have faken notice. [Not only -
is the majorily of fthe public that continues lo Jisten to mainly A
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 (nol; cerlainly in the .

field of academic music of conservatory composers and their
audiences, who are sti]l a very minor papt of fthe curent sound
spectrum, but in the much more majority field of pop, rock: and
fﬂmscore) continue to be governed by the sound and compositiona)
Jaws of fonalism, even if it is seme variant different from fhe
fonalism of other centuries. So it is difficut to establish which ?3
the musica] ideology that dales, with the rejiability of carbon-14, our
historica] present: an atonalism that woud make most contemporary
composers and |isteners anachronistic (which is quite paradoxfm]), or
a lonalism fthat has been officially expefled from  the academic scene
of experts and conservatory composers, whose fnﬂuence and re]evancel
in the world music scene is quﬂe mayginal,
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,. The history of music is not just a more or Jess ordered . i
colection of authors, periods and works from fhe past that aye A
worth continuing to Jisten to, Jt is aso the chronide of the [Jife B e T
and death of musica] ideojogies, The word “chronide” derives from o

the Latin “cronica” which in tun derives from the Greek

"kronika” which refers to “khrencs” (Hme). It s a speech fthat
establishes a chyonology, an oyder 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 g
precisely thiss a story or knowledge about the historical Jaws of i
Time, What characlerizes and distinguishes them s precisely fheir 5
peculiar conception of Time. For miflennia a cydica] conception of
Time prevailed, which is the primary characteristic of most religious
ideologies. The agrarian conception of temporality derives from 3161
cydica] periodicity of harvests, The plant god, Jike the cyops, dies”
every winter and is reborn every spring. The agrarian gods were
created in fthe image and |ikeness of p]an@ﬂﬁi_{“‘Nﬁiem pagan!
faﬁﬁan ﬁtua]s or so]sﬁce festivities (the most important, ‘”Wfﬂtﬂlﬁ“‘!_ﬂ——}
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‘f g doubt, {s the anmua) renewal of Time during the winler Chﬁsfmas P | e ;

7 eille solsffce) are cear symptoms of the persistence of this cydical 8 3 ~
5 conception’ of Time, which represents it as a Joop of Joop. One '
i of e first ideologies to distance itself from this cyclical pepception
of time was Chyistianity. Unjike the plant god, who only Jives in
the time of the Myth, the god of the Christians is ajso incarnated
. in Metime of History, in the form of a morta). son. -As a
1 father he continues to Jive in the time of the Myth, but as a
3 son he experiences the lroubles of chronojogical fime, ajthough finally el
1: through his resurrection he will rehuyn lo mythological time. The = g e
? New Testament is the chyonide of an event Jocated at a specific i e
moment in human history, not in Elemnily where the gods usmny : N
live. -Although its utimate goa] is paradoxicaly to yescue alof . {“
' humanily from the uncerfain vicissitudes of chyonological time and ‘.-;i:.,.p:’g'igﬁ
! retun it to that mythicl] and paradisiacal time from which it was pooll
once expefed. Curiously for himself, as punishment for an
unforgivable faull: the disobedience of lasting fthe fruit of the Iree
of knowledge, Being expeled from eterna) time and having to Jive .
‘ badly in chyonclogical time was the only penalty thal must have
seemed consistent with the monslrosity of the crime commilted, Jt s
this foundationa] gesture that, for Christian idedjogy, precipitates the

f birth of History. The creation of historical] time was a necessary
i evi, In genera, for religious ideojogies, fascinaled by the existence
| of a time without time (a timeless eternilty), Time is aways a |
' fatality: better fthat it had nol existed. The passage of Time brfn%s

nothing but disopder and cafamity: it i a form of disintegration |
L and degeneration of the eterna] timeessness that characterized a

mythica] Jost Golden -Age. The so-caled *conservative” ideojogies

' participae in this conception of Time as a calamily. Hence his

[ obsession with keeping fthings as they are, because fthey consider Hhat
a] change is aways for fthe worse. -At the opposite extreme, [
progressive  ideojogies are precisely characterized by sharing a radically
antagonistic conception of - Time: dchronojegical exisfence only improves
with time, History is fhe chronide of e~ Efogrésﬁm and ' t
improvement of human existence, -At ils cuminating momenl “of i ~
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pragress, it wil give way, as Marx himself thought, fo an fdea]
i sociely (Wt‘ﬁwuf casses, without exploitation, withouf ususra, without
S selfishness,” without confficts or any other form of “sin” fhat each
i ideglogy considers the ultimate origin of aj) the existing evﬂ),
ajeady impossife to improve. The mythical Golden -Age (ﬁle utopia
! & of an idea] sociely without conflicts o antagonisms, perfecly organic
" and harmonious) is not Jocated in the past but in the fulure: it
was not given in fthe beginning, but thanks to Time it wil] be
created in the future. .While conservative ideojogies Jive on nosfa]g?a
for the past, progressive idecjogies live on hope for the fufure , ﬂ.;

The importance of his conception of Time as the backl:one’ of i

his discourse is not only fundaments for religious and - pofitiea 2 H
ideclogies, but ajso, for example, for artistic ideojogies (inc]uding sl REOW. o
musm) They tend to be born as progressive ideojogies, as “‘71’-’_“'7:5
alternatives of present and fulure to a dominant aesthetic idecjogy '
1 that has ajeady become corseted and too conservative: fthey are ]

cariers of a change fhal is ajways interpreled as {mprovement. New

airs that correspond to new times. But over time, once fhey have

defeated and replaced the ofd aesthetic idecjogy, they end wup
| becoming conservative and against any change fhat fhreatens 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 fhe face of suffocating
academicism, but which over time have become the new . officia] and
academic discourse of the modern dominant aesthetic ideojogy. 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 art, regarding which 4
the previous ones were nothing but failed attempls. Pictorial
abstraction or musica] atenalism are ofher names curyenfly given fo
that ojd aesthetic utopia  of be]iev'fng to have achieved the creaﬁon!
of the idea] and perfect aesthetic system, impossible to overcome,
And that ofher no Jess ufopian fantasy of;é: _be]ieﬂl?,gi&ai they are |

- - B

T A

M T
3




F
L=

!ﬂ% g S i

the ‘only ones va]fd to fepresenf and express fhe present of ouf

ffme*

And  yet, music mainfains a more intimale and fundaments]

relabfonship with Time fthat goes beyond musical ideojogies and Mheir

historical cutura) fashions, Unlike what happens in religious and

politica] idecjogies, the musica] fact itself is not Jimited fo expressing

a cerlain conception of Time Hrough the musical ideojogies it

generates, but rather it is Time itself. If fhere is music beyond

musica] ideologies, it i because music itseff is ajpeady Time, IE Ts

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

dhronological aesthetic periods. Music ilsef is a form of existence of i
Time. Without a doubl, it is patt of e chronojogical or ‘historical iy «
time fhrough the different musica] ideojogies that have been " happening gt ‘ }
thoughout human history. But # s aso fundaments) Timeto e # N

in some way: chronic Time,

The essentia] raw maleria] of music is sound. Pespite the
prefensions of a work Jike 4'33'' by John Cage, without sound
there is no music. Just silence. Jt i fue fthat silence is an
important part of the musica] phenomenon, it even has ils own
pentagram signs, But if it does not disogue with the sound, Hhat
musica] silence ceases to be such and becomes simply plain sience,
There is no music without sound, but is there any other
characteristic without which the musical fat would be impossible? It
is possible fto make music without harmony. -A menophonic
instrument can perfecly make a musica] melody without fthe need far
any accompanimenf, Nor is the mejody indispensable. A percussion
instrument generates musica] patterns devoid of both mejody and
harmony, Those musica] palterns it generates are thythmic patterns,
For its pat, there can be no melodic palterns or harmonic patterns
devoid of rhythm. FEvery musica) - note has a certain dupation that |
varies according to the figure used. Music without - melody and
harmony is perfectly feasible, buf not harmony and melody, withouf |
thythm, What's more, music without rhyﬁm} is Hm'pﬁsib]e In e l:
essentia] core of the bowels of the musical phenomenon, fegarcﬁe% df |
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.. Hlﬁﬂmusw fdeeﬂegy of which ff forms part at each’ mitagent, of its
L‘ ' histepy, there are fwo universa] things that transcend cufural fashions
’ e because in rea]?ﬁy They are not chronojogica] aspects that vary over

l time, but chronic aspects that remain and without which i would
not existt One is the sound, the other the rhythm, -And phythm s

" nothing more fhan one of fthe forms in which Time manifesls

’ itself™ Rhythm s the musical form of Time. When Time acquires
thythmic patterns it becomes musica] time. That s~ why Hhey exist

r in a different time Han do fhings that only exist in d‘u'ono]ogkal

‘ time and in cubura] fashions. Jts natupe is not chronological b\i - %J,:
chronic, That fusion of sound and time forms fhe basic saumi 5" |

l nucejosynthesis of a] musica] evenls, _4 »

i

|

Music i rhythmic sound. Regardless of whether fhis s generafed ,,‘ - o
by the wil of some consciousness of by simple chance of cosmic ko ‘:ﬁ
evolution. Perhaps Pythagoras was not so far off the mark when he

. spoke of fthe music of the celestia] spheres. Perhaps the universe is i
constantly genepating 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 o
megajomaniac: with the sound patferns of earthly nahure. Olivier el
; Messien did not transform the song of the bipds into music, he o
[ simply Jearned from them the musica] palterns they generaled ~and
applied it to some of his works. Because it wasn't humans™ who
; invented music. The sound of rhythmic time existed Jong before the
L human species appeared on fthe cosmic scene, and it wil survive }’ﬂs
‘ inevitable extinction, -Alfhough there is no ome Jeft to Jisten to ik
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‘ How is time transformed into thythm? Qbviously we are not
‘ referring fo any lype of time, but rather to that which is 3
~ associated with seme form of sonority. Is fhere reay a sound fime W s

f. without thythm? That kind of time is precisely what an inslrume
; Jike the melyonome generates, A completely uniform and regular

tempora] series of sound units. We woud produce the same effect
_ by giving regular blows and with the same infensity, in such a |
: way fhal none of them woud be distinguished from fhe ofhes,
: That metronome time, whether we produce it mechanically of = “# o
nahgally, is nol musica] time. But it i enough thal we regularly 4
accenfuate one of them (for example, executing the beat with more 5
infensify) to create a thythmic pattern, and in fhis way fransform it
info musica] time, No need fo use any musica] instrument, neither
fo generate any melody nor fto <jaborate any harmonic accompanim?l.
Simply by dapping our hands we can afeady creale a thythmic 1
pattern, thus fransforming sound time fnlo _musical time, We have |
Jost 1 crealed e ihytignicEpatiern |-of (e




sound time maée music: a rhyﬁunfc pattern  of accented and
5 unaccented unffs that is repealed in a Joop. The simplest and most
ﬁ,gg,_ A elementary* way fo fransform fhe mefronome tempo info 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
’ " thing in an endless cyde without beginning of end: a Iricked-out
’ musical"time, Simply by dapping our hands we can. afeady create a
thythmic pattern, Hws ftransforming sound time info musical time. We
have just created the phythmic pattern. of the bay. Probably the meost
basic form (mot in the sense of poor but of nuc]ear) of
organization of sound fime made music: a rhythmic pattern of = "___,5'_"'""
accented and unaccented units fhat is repeated in a Joop. The = ;
simplest and most elementary way to fransform fhe mefronome Iempo o el
inte musica] time: the fhytimic Joop. The rhythmic pattern “of the s ;"'tg,_h:’j'-‘
bar expresses a cydical conception of musica] time, an elerna] fetun »
of the same thing in an endless cyde without beginning or end: a
lricked-out musica] time,

' Generally, a distinction is made between rhythm (pro&:ced by

‘ the affernation in the duration of the notes) and melyica accent
(alternating between sirong and weak beats within the compass) In
such a way that the lime signature woud not be shriclly a rhythmic
paltern but rather a melric one. However, in practice, nobody says
that someone does not keep fthe meler of fthe beat, but the “rhythm
of the beat, Jt i only necessary to fy to create in the physical
world (e world of sound waves, which ultimately is fthe nahural =
hebitat of music) a measure (for example with the pajms of fthe
hanc{s) and we quickly see thal it necessarily has a rhythm
associated with it. -And it is that e feeling that the compass is
dosely related to the thythm i very evident and powerful, although
we want o give it a different name. Athough it could also be
argued that we have not achualy created a measure but a fhythm |
that tolally coincides with the beats of a measure And although
considering the time signature as a meiric unif a Jong | i
theoretical tradition (inherited from fthe ] gn, more_ e
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spegﬁfcaﬂy from - the poeffc one) some authors have nol hesitaled Eo
pofnfo&ﬂtafﬂfsanfmpreclseferman&&akheborders

between ‘melric and thythm of In fact, they are not as dear as

theys, seem on a feoretical fevel Thus, they have preferred fo name

the time signature as “rhythmic figure” or “measured thythm” fo

highlight te fact Hat, whatever it is, it is cosely refated to

rhytm. The fact that we speak of afternating strong beats and

weak beats, accented and unaccenfed beats, and at the same ftime

considering that fhis is no Jonger crealing a rhythmic paltern of |

accents and beats, it is paradoxica] to say fthe Jeast. Since fhe beat = =

is aready a form of musica) organization of Time, Fhis ﬁwereﬁcal ,_--“'ir'
distinction belween rhythm and meter wi] nol be taken inko accounl
here, and the time signature will be considered as a ftdl—ﬂecfgeé R PRl

5 oY)
member of musica] thythm. "’"‘-"#Tp_#«"f"#
i

The raw material of music are sound waves (a combination of
frequencies and wavelengths) that generate time sequences with rhythmic
palterns, the most basic of which woud be the phythmic ostinalo of
the beat. In other wopds, sound lempo fransformed into musica) time:
the rhythmic (beat) puse. Rhythm is a form of temporality that is
not exdusively musical, it is not yeduced to fthe realm of sonorities
Thus we speak of the rhythm of Jife or the rhylhm of the
seasons, The elymological origin of fthe wopd thythm s, of ‘coupse,
in a Greek wopd: rhytmés (a fime sequence that presents a” dear
pattern of regular and recurring elements that are repeafed) It
fricky time (wheﬂwr sound of sﬂenf) Al hings that are made oﬂ
time can have thythm, a subcalegory of which is thythmic sound -
time. The seasons are astronomica) time (derived from fhe rotatien
of the earth on its axis and fthe orbital movement around fhe sun)
that generates regular weather palterns that repeat each year. The
very concept of year fis afeady a rhythmic temporal pattern. -As  we]
as ils temporary subdivision in days, weeks and months,© The l
calendar would be a kind of compass that fransforms astronomical

time into rhythmic time, Or at Jeast in sﬁfa] 1{1;' thythmic | ‘
time, Because the same astronomical movemenf air generafes- ifs .

S T
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3 wn  rhythmic times, patterns of movement that are yepealed. -And
o g 8 when these produce sound waves that propagate through space they
;_3; ; can generafe fheir own “music of fhe celestia] spheres” Mot because,
| as Pythagoras thought, create some kind of cosmic harmony: but
because fhey are capable of generating sound fempora) sequences with
rhythmic patterns. But his hypothesis that the musica] phenomenon
. was “something fhat franscended the human fact was _entirely copect.

The time signature represents the birth of musica] time. The

V uniform monotony of ‘the melronome - tempo fransformed into rhythmic
time. The beat is generaly defined as a paltern made wp of @
sirong beat folowed by several weaker beals, What characterizes’ the
bar is a regular repetition of dynamic irregularities. Without® ;Bﬁs o
irregularity of combining sirong and weak beals (compared fo the 8 %
reguar uniformity of fthe melyonome pulses that do not present any e "“wﬁ
dynamic irregularity in their intensities) there would be no bar. Buf :
, without the regularity of the paltern's Jooping repetition either. The

rhythmic patfern needs both irregularity and repetition: if it is a

pattern, it i because it has a defined slyuclure that is repealed in
i a Joop, if it is fhythmic i s because it presents some variation

(irregularity) between its components (otherwise we wauld only have

mefronome tempo and not musical Hme) We could characterize the
f bar as a kind of rhythmic tempodynamicst melronome tempo
l transformed into musica] time thyough some variation in the “dynamics
| of the infensily (s&onngeak) of its times or pulses. A musica |
L pacemaker for confrofled arrhythmias, =

Traditionally, it has been considered that fhe fipst beat is He
srong beat of the thythmic pattern of the bar, the one fthat has fo
. present a dynamic intensity that distinguishes it from fhe rest. That
{ is why it is fthe first, that is, e one fhat occupies a special
place in a sequence, because it is fthe onme fhat inaugurales it. M
it is enough with fhe simple exercise of continuously repeating a
thythmic pattern (fnr example a 4/4 beaf) to realize that fhis idea

presenfs some  kind of cognitive d?ssonance“ A A.'r#rls out as'a I\
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becomes, in our ears and percep[fon, a rhythmic pattern of Ea—fa—fa— ‘ "x&“‘
TA (weak- -weak-s&ong) Because the strong beal, the marked ; :
beat, does' not fealy express the beginning of a rhythmic sequence
but ,its condusion: in our perception it is the time hat marks Fhe
end of a rhytmic ce. Tt is not an inaugura] or initiatic time,
but a cadentia] time. Cadence s a musica] concept fhat s generaly
applied““and cipcumscribed to the field of harmony. It is a
mechanism fhat serves to fransform a chopd sequence into a chord
progression, In ofther words, a combination of elements, which by & L
itself coud stretch to infinily, in a progression Jimited by a g s
beginning and an end: a finite temporality that begins and ends. if i K
is not surprising that the so-cafled functiona] harmony (Ehe shniy of P
chord sequences) focuses not on a] the eements that make wp a e ]
chord sequence, but ajmost exdusively on fhe Jast elements of the &
harmonic chain, which are precisely fhose that make a combination
of chords in a chord progression. The Dominant Seventh harmonic
tenso and {ils variations (seconéary dominants, augmented sixths,
fritone substitutes ) hat precipitate a happy consonant ending. ~
Although there are different fypes of cadence, the most effective and
convincing one lto lransform a harmonic sequence into a haymonic
progression is fthe perfect authentic cadence, the one in which the
Jast chords of fthe harmenic sequence are dominant-tonic cherds in
the root state, That is why when the new post-tona] musical
ideology fries to distance itself from ils predecessor, which had made
chord progression one of the hafimarks of its musical discourse, ﬂ
wi] veto cadentia] happy endings (compositiona) tips for a musical i
frend aleady considered anachronistic) and wil enfhusiastically sponsor
the creation of harmonic sequences without progression,

So, afhough generally reserved for the harmonic reajm,  the
cadentia) mechanism s equay or even more important foy fthe
generation of thythmic time, Because it s - impossible o - elaborate a],
thythmic sequence without the use of cadentia) time. In a rhythmic
pattern, what is fthe time fhat expresses cadenﬂau ions? | One, l‘h&t
acpfessesﬁ'{eendofasequenceOm'ear,_J ,owsense!of
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rtwﬂﬁn tend Eo grant that prfvﬁege to marked time, to different  *
ffme capable of establishing a border between a before and an afters

it works‘Jike a wa] thal stops the advance of fthe rhythmic
sequence and furns it into a complete rhythmic pattern. Jf ‘we Hhit,
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
cadentidl” time, forming a rhytmic ce] of the fa-fa-ta-TA fbype. If
precisely because it is execufed with greater intensity (vohme,
dynamics) we ca] i a slrong beaf, we find hat the stong beat L
of a measure is not the fipst but the Jast of its thythmic secluence, # %
because it is the one fhal exepcises the condusive barpier funchon 5
that stops the rhythmic flow. This dashes head-on with the genera] .
tendency to ca] fthe first beat of the bar a slyong beal Jf there ; {N
is any characleristic that defines fhe first beat of a bar, 4t is not f';".gtaf':;':#
being a strong beal, but rather being an initiatory beak: ‘the beat »
that starls the rhythmic paltern. A sequence that ends with fhe
marked time: fthe cadentia] time. Hence, the frue styong or marked
time of any fhythmic palten is not fthe first but fhe TJast of fthe -
series, which becomes the fina] or cadentia] time,

But not only by bars live the musica] rhythm, Jt is only a
background of convoluted patterns fhat has to Jearn lo Jive with
another important source that generales musical thythm: e mejody.
Or better that mix of rhythm and melody that we could caf
mejorthythmia, Since fthere is no melody, that is to say combinatiens
of wave frequency variations (whaﬁ we ca] nofes) without rhyfhm,_?
that is to say without combinations of duration variations of these
same noles, There are no timeess or () Hme noles; each musical
nole not only expresses a sound frequency, but ajso inevitably a
duration in time. The bar Joop is Jike an emply template into
which to fit a succession of melorhythmic patterns, Jts use s
common but not essential. Musical speeches that dispense with it
perfectly be efaborated. -And if it s used, it i lo give it a
certain relevance, because it is considered &Ial ﬁ'& mic | ‘ostinato |
of the ceJs of the compass can serve as & gu‘?de wffh w}ﬁch fl\el
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variéus me]orhyﬁlmfc patterns of the work act, Somelimes it fffs,
sometimes it doesn't. Thus generating what we coud ca] a kind of

thythmic counferpoinl (pofnf against point of bwo rhythmic pafferns).

If we only elaborated melorhythmic patterns that fit perfectly “into the

Joops- of fthe bar, we woud have works with Jitlle rhythmic

counlerpoint, since bolh thythmic Jines would overlap and fthe result

would “be too simple and predictable. On the other hand, if ey

never fit, the presence of the bar guide would be completely

irrefevant. The dynamism of rhythmic. counterpoint s achieved, fopt

example, by sporadically using resources such as surs belween two-bar

notes, hiccups or anything ese fthat minimizes the border of the

barline. That is to say, desynchronizing a few bars. If fhis became ! gl
dyonic, thal rhythmic counterpoint would disappear. Curiously, e (et s R
usua) practice derived from considering fthe first beat of the bar as ‘.-;i:.,_p:’E':#
a sltyong beal actuay ends up achieving resuls contrary fto fhose i
proposed. Instead of sirengthening the barline, it dijutes . The very

common practice of placing fthe Jongest noles or e densest

harmonies on fhat first beal, what ey do is stop the mejorhythmic

flow and ferminate the rhythmic pattern that was being created, That

first beat of the bar actualy becomes the Jast beat of the
mejorhymic cel] that had started one or severa] bars earlier. In fhis
way it Joses ils characteristic of being an initiatory Fme within fhe
rhythmic pattern of the bar and becomes a cadence time of ‘the
mejorhythmic pattern. With which, the new melorhythmic paltern wil
begin on the second beat of e bay, which wil now acquire Huz
vajue of the initia] beal. For the melorhythmic patlern to reinforce!
the bar Jine, its cadence beat would have to malch the cadence beat
of the measure. -And fthat woud be achieved by placing the Jong
notes or the chords that are going to stop and end ke
mejorhythmic 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 thel
initia] beat of a new mejorhythmic paltern, and the barfine would |
mainfain its function of 'separating a before and after. Jt is nof |
that this 1is. better or more correct than what ﬁm]]y done, bofh
are equaly valid. Jt is simply about being aware of —what i‘“?gaﬂy




be i":{ene Bee&use someffmes Eheory and practice do net coi‘ncfdé ‘*
nﬂwe rea]'y do fthe opposite of what we Hhink we're doing. Tn

this case < we. ba‘ieve we are reinforcing fthe bar line by making e '
firsh, beat a strong beal, when in practice we are minimizing it by
converffng that first initia) beat into a cadentia] beal, r'd

- The lempo works Jike a musica) accelerator ﬁaf marks a crufsn‘ng
speedﬁnofeﬂpffrave]saf@bpmdmnofh&veﬁlesame
duration as another that travels at 180 bpm, both being marked
the same musica] figure. Sels the speed at which fhe entire d
ensemble is shifed in tme A sound ensemble resuting from | Pty g
diaJogue of various thythmic patterns with each ofher (Ehe v i
patern of the compds, the various melorhythmic pafterns,- fog b o
with the rhythmic palterns generated by fthe movement of : siiae
haymony and fthe rhythmic patlerns created by the percussicp
insh'umenfs) that generale a texture that we coud ca] Rhythmic Vi
Polyphony. -
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And the word became canfus. -And she dwelf among fhe” musfc. I e !

In the genesis of medieva) religious music fhere is a "5 ,,‘5
transcendenta] phenomenon: fhe ftransmutation of the sacred feid Ctnfo
] chant, At first the music was fundamenlay singing. Mongphonic
singing: a unison (or octave) unit of voices in He universa. A e
> hymn to the perfect unity of the musica] spheres of the fiymament. "‘
' Monophonic 15 soo singing, but also accompanied singing (even by '
a chora] crowd) as Jong as the voices are kept at a decent e
i intervallic distance, The sacred marriage of unison with the oclave |
| is the only Jawful Jink between sound frequencies that the medieval < -‘
F Catholic Church will initially recognizer what the octave has united,
let the song not separate it. The divine word is unique and
universal, which is why it must be sung in unison oy fo ‘the

octave,

The sacred unily of this origina) plain chant, however, will n*)f
folow such a slyidt disciplinary rule as that contemplated, for example,
in psajmodic chant, where a perfect marriage between the word and

-, the chant (represented by its most important units basic and
elementary: fthe verba] syllable and e musica) noie) is exdusively
alowed. The psamodic majyiage s a siyicly monogamous union
between the word and fthe song: a syable can only have one note.
The Gregorian mapriage, on the ofher hand, will be characterized by
establishing a small musica] Jicense, a vocal ybul, whih Wil alow
pneumatic and meﬂsmalic unions: a single sy%}e can  mayry —sevﬁ[all
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R noes  af Ehe same time. In the plain chant, melismatic polygamy will *

; ' nof ‘be considered an {licit union o against nalure: a single syfable

wi] be able to ‘maintain infimate relations with several notes at fhe
same time without living in sin. The fragmentation of the' perfect
synchrony between the word and the song, derived from the

melismatic asynchrony, wi] not be considered a heresy fhat deserves
eternal’ “ fire.

|

|

’ Melismatic polygamy inaugurates monophonic counterpoint (if Eﬁs
is not an oxymoron) “not so much nole against nole (plmchls
conlya puncfum) but syfable against note. In plainchant there is a B
complex game between psajmodic synchrony and melismatic asynd‘#eny, .;--'""'

} unity and fragmentation, the unique and the diverse, the onme and - s
the multiple, fusion and dispersion, monotony and variety. We cou}d S 2
consider the neuma and melisma as fthe first form of thythmic ”""ij
counterpoint: a bifurcation of jhythmic patterns, where the syflabic '

. tempora) paftern and fhe musica] temporal paftern differ. It i fhe
fransition from psajmodic monorhythm to Gregorian polyrhythm. Un]ike

' musical inslruments, voices nol only sing noles, they also sing

‘ sylables. Tt 1is precisely fhis fact that has aflowed the medieval canbus
to be born as a thythmic counterpoint.

The rhythmic asynchrony introduced by the melismatic fechnique of '
syflabic dispersion, with the advent of pdlyphony, will be reinforced S,
with the birth of new forms of chora] fragmentation. Jn the | | g
organum, the inlerval of fifths will see ils status as a divine |
interval ecognized: the ocfave wi] no Jonger be fthe only Tecognized
sacred space, If the pneuma and melisma inaugurates the po}yrhy&lm'
of sacred time, the organum inaugurates the polyphony of saced
space, -An interva) is the distance, the lerritory, the geography, the
space, fhe inferregnum between two notes, Jf these notes sound at
the same time, fthey make up a.two-dimensiona] musica space. If a
third note is added, it becomes the three-dimensiona) space of 1
harmony: the musical po]yphony of three-dimensio spac . With .
haymony, the musical space in 3D s bonl, ~%zxmlm fepreSenEs
for musical space what the melisma represents for musical - Hme%—ﬁ;e
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) fragmenfaﬁon of an unalterable mono]ﬂihfc unily and fhe beginning - of "

, unity and dfspersien. The polyphonic fragmentation of he spatial unit

the 'game belween the same and the othey, identity and diversily,

wil, reach its splendoy with e confrapunta] technique of harmonic
dispersion, a complex game of fragmented musica] spaces fthat wi]

" progressively incorporate oclave, fifth, fourth, third, sixth, second and
sevenf"“intervals, -An asynchyony of fthe sound space . that, however,
wil not end in pandemonium, chaos of noise, because it wil be a

perfecly syndironized asyndhrony. ~asynchrony.

But polyphony is not going to add to the monophenic . :
asynchyony of fhe melisma only the new harmonic asynchrony of Ihe 4% i
intervals, but also a new form of musica dispersion that s prabab)y A=

the one fhat will most affect the relationships between e ‘word and ‘ £ o
the song, the fext sared and fthe tuman voice: sylabic agynchrony. e

While the mefismatic as we] as the harmonic asynchrony Jeft intact
the semantic unily of fthe sacred fext, the sylabic asynchrony wi
implacably blew it up. The conlrapunta) lechnique began as a
polyphonic scaltering of a monophonic cantus firmus. -After a byief
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 al the same time it was
not infrequent fo submit it at the same time fo a no Jess. complex
game of syflabic asynchronies, which was achieved in fthe most
clementary way by delaying the input of the different voices. They
sang fhe same cantus firmus, but stapting at different times o baﬁs
And that slight temporary delay caused some voices to sing differenf
sylables at the same time, So fthe sequence could consist of a
monophonic fext that was subjected to a conlyapunta] syflabic dispersion
that generated a synchronized semantic fension that was resojved in
a cadentia] time where it returned to syllabic menophony in whidh
a] the voices sang fhe same sy]]a;b;e, dissolving e preceding semanéfc
scaltering into some form of syfabic fullness: the Isyflabic asynchrony
generaled by fthe confrapunta) fragmentation fedmiq:e 3f the - | i
monophonic * cantus was - resolved in a fi‘na]‘* gar[eﬁﬁa] syndvony IE i‘$

¥ : Eogi:

Eaand ot VJ.* v .: v+ s b

& -v-ﬁ’ i O -
T Ry g T . | D™ SNy



£

P
A

hed 'q.%‘\*. ..‘...' < k-
% =2 seded R T e AT -
et W : e gt e | ) D=targmo

fhe ‘movement of sylde and diasle of the et of pobphonic |

harmony.

It is not surprising fhat at a certain moment (coinciding with
the“new spirit of the Ccunier—ReformaHon), the ecclestastical
authorities considered that the syllabic asynchrony of the sacred text
had gone loo far. Although lo te] the bufh, the ecdesiastica)
authorities had been suspicious of polyphony from the outset, since it
increased fthe possibility of inconsonant intervalic encounters, various .
asynchyonies and bad haymonic companies, They were a bit Jikes the
fritone, a diabojus in musica, The rtelations between e word and :,.-
the song, with the fulness of the counlerpoint, had ended in = sl

divorce: they were living in sin, And that was folaly intolerable. - [ e ’N
T‘he CKHLQHC religien, s @ gOQd Abr ahamic bdief, was &Telfgion VTV Y ff}‘
of the Book, based on the Holy Scriptures, not on the #Holy i ;5

GSongs, If the word and the song had entered into an irresojvable
conflict, the orthographic Jaws had fto prevail over the musical Jaws.
That is why the Catholic Counter-Reformation promoted a return to
a cerlain monophonic inteligibllity of the divine word and to a
greater sylabic synchrony.

Confrapunta] asynchyony did not die with the Renaissance. It
continued to be cutivated in the Baroque. He was even able fo
reach his zenith with the works of Bach and Hande) But it
woud no Jonger be the halmark of an era. Jt was, at best, his
swan song. Because it had fo compele with a new musica] system
that woud mark a new eras the birth of the tona] system, :
Somehow it supposes the retun lo a new monophonism: the
harmonized melody, the homophony of chords. In fact, confrapunts)
polyphony is aso 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 fipmus,
which were subjected fo a harmonic dissojution process Hhat would |
reacy its peak with Renaissance counterpoink, where she melodic ‘raw
materia] of the cantus firmus was fransformed into puye harmony, -
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mefodic raw maleria] fhat ends up being ftransmufed info harmonic
gold. The new ‘tona] polyphony The new tona] polyphony (fo be
precise, ‘it is no Jonger chora] pofyphony, severa] rhythmically" ‘and
sylabically disparale voices, but chora] homophony: severa] syfabically and
rhythmically concerted voices in Jooping harmonies of fhirds, forming
chords:* " but I wil] use it more here in fhe [itera] sense of Fhe
word -poly phonos, various sounds-, to characterize’ a sound texture
made up of various sound sources, whether they are various vafce&,
various instrumenls or a voice with instruments] accompaniment, &~

regﬁrdless Gf Whe&ler fhey maintain each ther a Sfrfcﬂy PQIYPhﬂnfC S‘r

homophonic, homorhythmic or accompanted mejody re]ahonship) wﬂl &0
the opposite, since instead of dissolving fthat mejodic raw - maferia),
wil support and reinforce i, giving rise to fthe texhye of
homophony: the harmonized, Jooped melody of fhirds o chopd, the
new Melodic Polyphony of tonalism, which wi] contrast with the ofd
moda] Harmonic Polyphony. Whereas confrapunts] harmony was a
cenlrifuga] force of mejodic fragmentation, the new tfona] harmony will
be a cenfripeta) force of mejodic concentration. The irresojvable
conflic between melody and harmony that ended up exploding in the
moda] system fthrough counterpoint woud be resoved in the tonal
armistice, where harmeny and melody agree to coflaborate and
reinforce each ofher, finally signing the peace of the lonal chord: a
haymony that wi] no Jonger be not a melodic death drive, but an
erotic drive of fusion and mulua] inlegration,

It is in the Baroque where a Hhese events will begin '}io
take place that will give way fo a new musical era. And it is
aso at fhis tme tat the melyic measure of the bar finally acquires
its modeyn status as a rhythmic Joop, as an exact measure of
accentuation of puses. Jn the moda] system or fthe bar did not
exist or it was irregular and wvery flexible. The melpic rhythm was!
not based so much on -the thythmic ostinato of the bar, as on Hhe

grammatica] accents of the pneumatic notation (’vi&'ga, jc]"ivis, podafus)‘
on the monophony or on fhe unstable and d'[al%ing fempara] ~

M“&’ P"]YPﬁmY s an akhemica] process of dissojution of fhe " ' K




i - re)afffmslﬁps fhaf mainfained, on fhe one hand, te brevis and fhe B
‘ semibrevis (Ehe fempts) and on fthe ofher the semibrevis and fhe ;

*, : minima (ﬁle prolatio) in polyphony. J¢ wil be precisely fthe

li definitive establishment of the melyical] Joop of the Fime measure  of

| the compass, together with the appearance of the obsessive and

1’ " obstinate drive of fhe basso continuo, which wil cenfigure the

" particllar nature of the baroque rhythm, ~

Historicaly “basso continuo” was the name given to fhis first
incarnation of fthe new tona] harmony. [t had fwo fundaments S
qualities hat, although they appeared together, expressed different hings: ‘,. %’
it was a contimum and it was encypled. Jt was a contimmum Sl
because his presence was insistent and constant, and it was encrypled £ oo

because only the deepest voice was written, The rest was braided @ . =°

the form of a chopd, from which the aryangement in which it had b "&j

to be executed was encrypled (in a fundaments] stae, in some '
" inverted form o with some peculiar a]feraﬁan). That s, the cipher

offered 1infoymation on whether the note that occupied fhe bass of
the chord was aclually the rtool, thipd, fifth, or even sevenih of the
‘ chord. And from there draw the harmonic background Jandscape, the
chorda) background, which formed the basic piflar that was fo supp
the sound building of the new tona) system (which was nothing
more fhan a rpeorganization of the od moda) system from the :
Jonian mode and ils felative -Aeojian minor, reconverted into " majoy e
; and minor scales) braided in the form of friad chords with more '
or Jess extensions, -And ajso establish a thythmic continuum Ehroughj
a melpic mechanics based on the bap: the basso continuo was also
r a drum machine, rued by the rhythmic ostinato of the bar. It was
not only continuous, it was ajso insistent: it was doubly constant, It

‘ established a continuum fthat was both haymonic and phythmic,
The constitution and importance of the basso continuo | during = |
fexture of e accompamed mejody (Ele voice with _instrumenta] |

the Baroque period expresses in some way the friumph of the
accompanimenf) Modern (medieva}) religious 11 4 éﬁ ‘hal begun as’ 3
pure chant with fthe genre of (regorian monophony RHis madm! —~
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concern was fo- arrange fthe relationships befween speech and song
(Ehe synab]e and the noEe) The tola) synchrony of sylabic song (one
sylable, one note) had given way to a more complex and dynamic
relationship with pneumatic asynchrony (one syﬂab}e) , several notes)
that intensified with the use of melisma, in sucy a way thal 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 fhe only one in monophonic singv‘ng)‘
, and that woud end. up becoming a canfus firmus, mere raw =
malertal for the polyphonic development of singing. With po]yphqt;y,
a new source of vocal conflicls wil emerge in the relationships .
between speech and song, which wil no Jonger be reduced o the "

asyndyyonies infroduced by pneumatic and mejismatic singing. Mhe. M0y e B o
conflict will now affect the very heart of speech, of the wor & e A Bt «{iﬁ!';- 4

sylable. The imitative counterpoint fosters a syflabic asynchrony (a
conflict between fthe syflables themselves) that threatens to make verba]
discourse intelligible and fhat wil] provoke a reaction from fhe
ecdlesiastica] authorities against fhis extreme pojyphonism Ehat -
disintegrates the darity of the message of the divine word. Not for
striclly religious reasons, but rather for expressive and nayrative
reasons, the Baroque saw the blossoming and consolidation of a
form of relationship between the word and the song that would be
in the antipodes of that which occured in the Renaissance
counterpoint: the recitative, The recitative falls 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 fo give prominence to fhe
word, to the verba] narration. This afternation in the texture of the
voca] stratum between singing (wheiher chora] or so]o) and recitative,
wi] be one of the characteristicc of the baroque. Over time, this
refationship wi]l dissolve: the constant uﬂierrupﬁc»nlL of fhe canfus by |
the recitative wil] be. seen more as a nuﬁanceﬂ'\aldwﬂl have Eo be
eliminated in opder fo create a seamless choral continuum, 'Iﬁé“ E .“'
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fecffdfve will survae above a)) in a new voca] genre: fhe opera.

This s why Wagner will not ca] his works operas buf musical
dramast because of his desire fo create a voca conbimmum without

anngying recitative interruptions. A sonorous wholeness where choir and

orchesira are integraled in a more fluid and complex way, in fhe
manney of ancient Greek fragedies.

%ecause the recitalive is inseparable from fthe instrumenta)
continuo, Jt i no coincidence fhat the basso continuo and the
recitative are the main’ characteristics of baroque music. When the
cantus ceases to give way to Ihe ryecitation, the continuo acquires a))
the ~ instrumenta) prominence. Because fhe recitive represents fhe =
friumph of a sound fexture hat is fthe opposite of the Renai%smce
texture of counterpoint the accompanied melody, the voice with an
instrumenta) accompaniment. Religious music had ajways had fa ceplain
tendency to Jead a sofitary lifer not infrequenfly it was presented a
cappefla, without any instrumenta] accompaniment. Conlrasting with the

type of life Mat profane music used fo Jead, much more given flo

frequenting the instruments) company. The creation of the basso
continuo was born from the need experienced by fhe new baroque
sensibility to save religious music from ils a cappefla sofifude. 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 the continuo can "appeay
encrypted, because its main function is fto be a mere harmenic
accompaniment to fthe 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
mechanica] support that originates from the harmonic depths of fhe
bass oc‘iave),

But the function of baroque instruments) music is not [fimited < to
being a mere harmonic accompaniment of the voice; ]usf as the
baroque voice 1s a double-layered sound Jayer ( ing singing and
recitative), fthe baroque instrumental Jayer alsa- a double layer“
in addition to fhis instrumenta) group (cemba]o, vi‘o]a da g\ambaﬂi_ |
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bas%‘bn harp, Elearbo) that forms the continuo, anofher di“ffefenffafeé "
inshpumenta) growp appears, whidy wil not be encrypled and whidh G
wi not be fimited fo being a mere harmonic accompaniment of e
voice, Tt will be from this “discontinuous” instruments) group fhat

the modern orchestra wi be born, -An instruments] sound Jayer that

is not ]fmiﬁed to accompanying but disjogues face lo face with the

voice, ‘creating its own melorhythmic palterns, which will be as - j
important as fhose generated by e vocal sound Jayer. Thus, when

the basso continuo disappears from the musica) lexhure, the 6"" et
relationships between the Choir and the Opchestra wi] become mud'[ . e
deeper and more complex than fhose of the simple accempaniecg\ 4" g
melody, with a secondary yole for Eﬁe instrumentation: a éia]ag‘ye 0,3* 1:.:..{-

;1" & ¥

SN,

£ w
surpassing Ele voca] as a mus1ca] protagonist, generating mgny more ¥ -,"r{ w
purely instrumenta] works fhan vocals and fws reversing e frend

that had prevaled for cenluries. Fven giving rise to a new musica —~
genye: the chora] symphony, mainly instruments) works in which a i
voca] “accompaniment” is incuded, originaly in e Jast movement. s
TPath opened by Beethoven in his Ninth Symphony and continued g
by other composers, such as Mahler in his Second Symphony. A £
surprising new form of accompanied melody, with the roles reversed. '

Finally, the baroque continuo woud end up dissoved in ‘fhe

orchestral contimum, in the same way that the vocal recitative wau]d
do in te chora] continuum,
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The pentagram 1is the cartographic map of the musica) phenmpenon, ¥ %
On e plane of its X axis, a] the aspects that have fo do wiﬂ: |
time are developed, Both rhythm and melody are temporal: f%ures. gl i 2
But it also has ils leritory, its own space, which is buf on s ¢,,y:
Y axis. Jt is what we ca] harmony, |t is btrue that it" aso forms ol o
time sequences fyough its chord progressions, but its most e
outstanding feature is its ability to generale complex waves made up 3
| of severa] simpler waves (musmaJ nofes). By verticaly accumujating
i three or more notes, chords are buil. The concept of chord s a i

fundamenta] element in the harmonic jargon of hat peculiar musical o

L ideology called tonalism, Certainly he has nol invented the chord s
[ (tmdersieed as a patern on the Y axis of musica intervals) but

4
e
L

the concept of chord. Interva) patterns identical to what wil Jafer be
;', caled chords were ajready widely used in works generated following
| the compositional Jaws of that other musica] idecjogy that has been

caled modalism of system of modes, In reality, tonalism does nof}

make a labua tasa to build a new musical system from scrafch,
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 it in a] the other modes, fus
managing to eaborate aj) the tona] major scales. Tt will do fhe same
with its relative minor, the -Aeolian mode, and you will get a] fhe
minop scales. For example, the Dmaj scale  is nothing more than Ehe
od Doric mode converted into an Jonian replic fj(wiﬁ - ‘ 2
necessary a]feraﬁons) It i not a particularly complicated mr“nyoq |

)
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just “have Eo use Ble clone musfca] buffer and the old moda sysfém"
is feconverfed info the new lona] system, But what was so specfa] '
about - the* infervaiic skefeton of the Jonian mode fthat it became  fthe
idea], scale for the new musica] ideojogy of tonalism? Undoubtedly,

the [ritona] inferva] formed by its IV and VII degrees, which wif
become a key piece of lona] harmony o generale its great

Domihant Seventh harmonic ftensor. So much so, that it wil alter

the second telrachord of fhe minor scaes (in harmonic and mefodic
minor fofm) to preserve it. That is, hewi] use te done musical - |
buffer again and wil] transform fthe second lefrachord of the minor g
scales into a replicant of fthe onme of the major scales, : v i

Tona) ideojogy does not invent the chord, but it does  invent = &
the concept of chord. The tona] chord is not only characterized by AT 5
betng buit by accumulating third intervals (in ifs fundamental sfafe), S "““5
but also by its specia] elastic nafure. The same chopd can be '
expressed by various interval skeletons. You can invert the chopd,
even rearange ils noles in any way, which is sti] the same chord.

Although fthere is no third interva] Jeft. Because its identity is not

established by fthe interva] but by the set of its notes. For the
tona] ideology, the order of fthe factors (nokes) does not ater ke
product (chard) A principle of identity that would surely be
somewhat strange for moda] ideojogy. But that from the harmonic
treatises of Ieanﬂ%u‘lippe Rameau wil be fuly established. The Jiquid
chord wi] be one of the pilars of the new science of harmony,
But it is only enough fo Jisten to the various stales in which he
same chord 1is presented (fundamenta), inversions or any ofher) fo
realize that precisely what is said does not sound the same, Fven
that, despite being the same noles, it may be fhat acousticaly it is
more what separates them than what unites them, -And i is that
to accept the ftona) principle of e identity of the chopd it is
necessary to ignore fhe sound pe;'cepiion. The abstpaction - of its
identity must prevail over fthe diversity of ils sonoriﬁes Its ideq
essence must prevail over. its empirical existence, L he, fonal ) concept |
of chord has abstract, rationalist, non'empirﬁal aﬂd non-acousfic g i
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Faundaﬁons If is its raliona] essence fhal makes it identical, a]fhaugh »
it generafes very different acoustic realities, This fension between the
abstract and the “concrete is aways present in the musical

phenomenon, since it combines abstract signs and concrete sonorities,
stavess and sound waves,

If tona] ideclogy Joves one fhing, it is precisely harmony. So
much so fhat it wi] spawn an exponentia] increase in harmony
treaties, At the same time that he will appropriate the concept of
haymony fto apply it almost excusively to his pecufiar form of &

polyphony, while he wi] relegale other forms of polyphony, for. ;

example confrapunta, to a mere game of mejodies that develop on I i
the horizonta] axis X, and keeping for ilself the ajmost exclusive . g ",
domain of e vertical axis and of the harmonic somorities in e ,, o
mapping of fthe staff. This is st] paradoxical, since in tonal " "":’-h':g

practice what is observed is exaclly the opposite: a Joss of fthe
leading role of harmeny compared to previous times, Because if
there is a ero age of harmony, it would be belter to place it
more in the conlrapunts] period than in Ithe lona] one. -Although it
would seem that in the confrapunta] fexture the horizonts] axis X of
the melorhythmic development would predominate, given thaf ome of
its main musica] Jaws consists of combining different voices at
generale different melodies with equa) relevance, in reality what these
different mejodies do s cance] each other out and creale a ‘sound
fexture where harmonic effects predominate, That is why it is
diffict to hum a conlrapunta] piece: its sound mass does not
generae easfly recognizable and memorable mejorhythmic patterns, Seo
we coud characterize the passage from fthe modal system (which
began by creating monophonic lextures above a]  where melorhythmic
patterns predominate- and ended up generating confrapunta] polyphonic
Eexhqes) to the ftona] system as fhe passage from harmonic po]yphcn'y
to melodic polyphony. Because in fhis Jast musical = system, harmony |
Joses the prominence fthat it had before, becoming a kind of
background sound Jandscape on which some! of ices | stand 01.lfl
in te foreground, Hus acquiring a ]eadi rtileJ m}o now i( wﬂl -




i ., be éb]e to generafe patterns me]orhyﬁhmfcs that stand ‘out in the i "
i saund mass and s are more easily recognizable and memorable,
F N And this* is corroborated by the appearance of certain peculiar
i phenomena in the tona] discourse, such as fhe transformation’ of fhe
deepest voice into a basso continuo fhat encode an accompanying
’ " chord, te Joss of relevance of fhe intermediale voices o the
’ doning” of some of fthe voices in fthe new harmonic fexture based
on friad chords. For fhis reason, the eoetical] importance that
harmony acquires for tona] ideology is curious, when in pracfice’_ ff e .
acquires a role, cerlainly not irrelevant, but somewhat secondary.. What = % ,
wil distinguish a musical work in practice wi] nol be its haymonic ol
structure, but the melorhythmic patterns that generates. That is what =
makes each of them unique and different. That is why, for examﬂe, ; il
in the pop-rock genre, with very few basic chopds, a mukifude of - wq
singular works can be generated fthat ape dearly differentiated from »
each ofher, because whal gives it ils own identity is not Ihe
background haymonic Jandscape, but rather the singularily of the
patterns, meJorhythmics that it is capable of generating. -And yel, in -

‘ fona] ideology, focused above a] on harmonic study, mejorhythmy wi]
be the poor sister, the great forgotten one. Jt is bue Hhat we
i speak of the musica) phrase and ofther subdivisions of a melody, bul
the importance given to it and fthe time devoled fo i fis amost %
L 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

} creating the background Jandscape and forgetting : the figures hat | S
are in the foreground and that are what give it ils unique “and | |
singular character, Because using ajmost the same background Jandscape
you can create a mujtitude of dearly different paintings, Provided
that they are not purely Jandscape works, in which case Hhat
Jandscape ceases to be a background Jocated in the background to
become the main protagonist of the scene, fthe figures thatl aye in | N
the foreground and fhat are what give it ils unique and singuay |
character. Because wusing ajmost the same bﬂgrmtnd Jandscape you |
can create a multitude of clearly different pafnﬁrgs, q?rovidad that
they are not pure}y Jandscape  works, in  which case lhaf ]and?s‘éiﬁ&"'
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ceasgs fo be a- bac;kgmund Jocafed in e background fo become Et[e ? "r“a
main proiagonfsf of the scene, the figures that are in the

foreground” and that are what give it its unique and singular
character. Because using ajmost fhe same background Jandscape’ 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 Jocated in the background: to become fthe
main protagonist of fthe scene,

Generaly, musical entities tend to Jead a double Jife. They exist
both in the idea] world of signs and in the physical world of
signals. This woud only apply, obviously, to those who belong to = i
musica] cuftures fthat have developed some form of abstact writing. o S

o

They are bofy sound waves moving fyough space and concephal FTREOm
figures moving rough e staff. This double Jife of musica) iy :‘3
existence can sometimes generale conflicts. During the Middle -Ages, i
music was part of fhe quadrivium (along with arithmetic, geomelry o

and aslyonomy) in what we coud ca] the sciences of number, as
opposed to the frivium (grammay, theforic and Jogic) that would be :
the knowledge about the yrics (language) In such a way that music
was understood more as a system of mathemalica] organization of
sound signs than a Janguage. The study of musica) practice was
secondary to the study of the Jogical proportions between the @ musica]
intervajs generated by the division of a monochord (a kind of
sonoraus resonance box for single slrings, which had aready inspired
Prthagoras in his mathematical reflections on harmonics). and =
intervalsj The abstract and mathematical qualities of music were more
significant than ils expressive aspects and its ability to generate
physiologica] responses in yeceptors. The frue musica) Janguage was
the mathematica) Janguage, Instead, the Baroque focused more on
reflecting on the expressive Jife of fhe musica] phenomenon, On &vj
ability of musical waves to cause a physiojogica] reaction in fhe
body, in the form of emotion, affection or molor response. Jt was
not only a raliona] system of abstract sigm bquﬁs% an expressive,,

heborical Jallguage, capable “of - provoking ~ emoHamall respones }Legcf
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the various lrealises on musfcaJ affects Hhat appeared ‘during fhis
perfod. If i hed been quadrivium (numerfca] formu}a) it was fime
to daim ‘that it was aso frivium (expressive speech) capable of
eficiting  emotiona) responses, Hence fthe various freafises on 'musica]
affects fhaf appeared during fhis period. Jf # had been quadrivium
(m:mert‘ca! formu}a), it was time lo caim Hhat it was aso Ilrivium
(expréssive speech) capable of eficiting emotiona] responses, Hence the
various frealises on musical affects that appeared during fhis period.
If i had been quadrivium (numerical formu}a), it was btime to &
daim that it was aso lrivium (expressive speech)

Music has probably been Jinked to dance since ils yemole g s
origins, Jt was his ability, through e fhythmic patterns he creakd, 2

to cause coordinated body movements that was vajued, And’ without , e
a doubt aso its no Jess important ability o lyigger fundamenta] b "pwﬁ

emotions such as joy, sadness, anger oy courage. Jts rhythmic palterns
were capable of inferacting with the molor system of fthe human
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 fook a]] these expressive aspects of
musica] Janguage to the extreme, remaining in the cofective imaginary
associated with “romantic music” to a sound practice of human
emotions, Musica) writing is nol only an abstract exercise in the
Jogical combination of signs, bul also an affective cartography |
designed to provoke emotiona] responses in fhe receiver. A Hmbic 1
pentagram.

From this point of view, post-tonalism wi] mean a yetun to
the medieva] conception of musica] signs, His founding gesture is
the substitution of the harmonic series (a set of physical-acoustic
features of musical notes) for fthe twelve-tone series ' (an abstract and
purely menta] cons&m:i) as e basis and foundation® of his musical
discourse, With the difference that fhe ancfenf maﬂwmﬁm] forma]fsm
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fdeo]hgy wi]l comp]efe]y dfspense with any reference to this plwsi‘cal - "”‘

foundation of musica) notes and wil fake them as purely abstract
signs having only a penfagrammatic existence, [t wil not only
congider  any altempt to provoke emotiona] or motoy responseé
through musica) discourse to be anachronistic, but it wil completely
disregard the expectations and desites of the |istener, who wi] be
relegated” to fthe calegory of a self-sacrificing and patient subject who
wil have to stoicaly endure the pecufiar sound resuft. derived from
applying the syntactic and grammatica) Jaws of the new musicll & e
ideojogy. With fthe satisfaction of knowing fthal you are on fhe = ¥ et
right side of te history of our sound presenf. A new musical "* K
asceticism that, )ike a]] forms of purilanism, has lo constanfly ﬁghﬁ " i
to yepress ils most basic and elements] emotions. QOnly those “able to e
resist and master the femplation fto fa] into the sin of the ofd £
tona] emotions wi] be fit to become members of the new musical
ajt. A cut that is very spiritua) or plalonic, since it favors fhe
idea) world of musica] signs over e materia) world of fheir sound
incarnation. In fthis way, a musica] piece wil no Jonger be vajued
for the fact that it sounds good oy bad, is more or Jess pleasant,
satisfies or does not salisfy the sound expectations of fhe Jistener,
causes pleasure or boredom, enthusiasm or indifference. A this s
irrelevant, The only important thing is that it is elaborated foflowing
the abstract Jaws of the new musica] ideojogy. With the fhyeat of
expelling from fthe group of fthe chosen ones and banishing to an
anachyonistic past anyone who does not abide by them., In fhis way,
a musica] piece wil no Jonger be vajued for the fact that it 1
sounds good or bad, is more or Jess pleasant, satisfies or does not
satisfy fthe sound expectations of fhe [istener, causes pleasure of
boredom, enthusiasm or indifference. Al this is irelevant. The only
imporfant thing 1is that it 1is elaborated folowing fhe abstyact Jaws of
the new musical ideclogy. With the fhreat of expefling from the = |
group of the chosen ones and banishing to an anachronistic past
anyone who does not abide by them. In fhis way, a musica piece
wil no Jonger be vajued for the fact &a&ﬁ;‘&dﬂ good or bad}
is mope o Jess pleasant, satisfies of does nol 'satisfy the dr —~




‘E 75 W’foﬂwm the absfracf Jaws of the new musical e
fdesl&gy With e fyeat of expeling from fhe group of He chosen =
ones -and banishing fo an anachronistic past anyone who does not iE .
abide by them.

~And it is that deep down here we find the elerna human e
conflict between e individua) and the group. Ideological rules are .
never. presented as personal options of free choice, but a]ways
submission stategies to reinforce group cohesion. When they <0 id
perfectly wel] be considered as a palete of musical resources  (ai
ofhers, regardiess of both fthe dhronological moment in which
were crealed and fhe musica) ideojogy fhat invenfed fhem)
available to the individua) lo express their own world of ‘psoumi
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’ In Greek mythology, Harmony was the goddess of concord and
consonance. Her opposite was Jris, who represented discord, conflieb o o
and dissonance, Qriginally the muse of singing was Me]pomene,;buf % %4’
over time she became fthe muse of fragedy and her sister, Thalia, 'ﬁ..‘,“'»r‘ :
the muse of comedy, embodied in fthe Hhealrica) masks of erying i
and joy. Theater derives from religious worship: a ceremony TR e sl
originaly of a sacred nature that ended up giving rise to a
profane staging. The ancient Greek Hheater is Jocaled in ‘a peculiar
1 bopdering space between worship and fheater, as we cuyently conceive 2
| it. t was no Jonger slyicly a religious cut, but it was not yet a
| profane spectade either. Jt was celebrated on certain marked dates of
‘ the religious calenday, especially the great festivals in honor of the
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, afhough i was an aced fiction, in ils
plot some cut rituas were sti] carpied out that recalled its peligious
origin, from which it had not completely separated ilself. -And
another of ils peculiarities was that # nof only incuded diaogue |
interactions between the actoys, but ajso parts of music and singﬁ'-g.
In fact, the choir was not only the representative of the commumily,
it was also a choir that sang at cerlain times, More Han a show
of recited diaJogues, it was an aufhentic fhealrica] musical, Fach
“playwright’ had to write a telraogy to be performed, consisting of
three tragedies and one comedy, :Although Greek theater had I
specialized in fthe creation of two different and anfagonistic genes,
comedy and fragedy, what we could ca fhe ﬁletfrfml spectade  brought
them together and merged them into an entily jafr#agicomic natirre, |
For fthyee days, in the Dionysian festivities, people mm#ned"ﬁég_ o
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Erag_f& fate af the  heroes whe faced ajmost  superhuman pain, but on*
the Jast day fthe crying mulaled info Jaughter, in a happy ending to

the celebration where everyone rejoiced in a slapstick comedy, where

the ,same heroes, even fthe same gods, were objects of satire and

ended up invojved in e most grotesque and ridiculous situations,

And it is precisely this spirit of lragicomic fusion that occurred in

the Meéalrica] spectace that is the halmark of ancient Greek thealer,

much more fthan fhe division of works info anfagonistic and

irreconcilable genres such as fragedy and comedy. More fthan fragedy: |
or comedy, the true Jeitmotif of Greek Ihealer was the l:ragfcomfc #
tefraogy. Perhaps that is why, when Wagner fried fo recovey the o
dramaturgica) spirit of ancient Greek thealer, he composed his" own .= A=
telralogy. The difference is that the nature of the Greek: Eel:ra]ogies SR {H
was not excusively epic-fragic or Iragic-mystical (ﬁke the one he gt
composed) but fragicomic, The discord that emerged from ‘the fragic
conflicc was not resojved with the hope of a fina] haymony in a
religious afteflife of elernally happy sous, but in fthe hereafter of a
harmony of fhealrica] Jaughter that reconciles us with Jife. ts fina) -
cadence was not fthe mystica] chord of the harmony of the spheres,
but the harmony of joy Jiberating from anguish, in the celebration
of a paradoxical existence that induded at the same time discopd
and concord, fension and ryelaxation, crying and Jaughfer, Fris and
Harmonia, Melpomene and Thalia,

Achuially, nothing ese is music] harmony. [ts 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 wusually cafled interval, in
reality it is ajjeady a form of harmony, the simplest. -And any
way in which two or more noles sounding at ' the & same  time arel
related, they make up a musica] harmony. Jt is nob essentia] Hat
they be organized in chopd form. Reserving &1&:l concept of harmony
for tonal polyphony is absurd, Moda) po}y@ony, ?:omlerpoinl, is parl
of harmony with the same rpight as tona po]yphony of chor& o




v of Begduse the essenffa] thing s Ehaf various noles sound al the same®
.0 ' time, it being iyclevant whether ey form a confrapuntd) or chopdal
"_3.;,, o even -atona] union, Obviously moda] harmony has its own

i chagacteristics that make it unique and differentiate it from *tonal
harmeny, but thal does nol mean it is no Jonger a form of

" harmony. Jn the same way that polyphony, poly-phonos, various
. sounds’ s a ferm fhat should be able to be wused to tak about
1 moda] harmony as we] as fona] or atona] harmony, because fhey are
3 basicaly synonyms. The fundamenta) thing in the concept of harmeny

e is that severa) sounds are played at fthe same time, everything: ejse g
:P being irrelevant. Because, and fhis is what is fruly relevant, whal is "
fundamenta] in the harmonic fact is thal there is a fusion of & N
sounds o generate more complex sound waves, -Achualy, harmony W s P

LN
: the first synthesizer invented by humanity. A4 \*p#
! P

Sound . synthesis made by fusing various different sound waves
was one of e first strategies used by analog synthesizers, [t was
k caled additive synthesis, -And harmony is nothing other than a form

of additive synthesis, Two or more musica] noles are taken and
fused fogether, making fthem sound at fthe same time. The resulf is
; the creation of more complex waves arising from fhe inteyaction of
i simpler waves, musica] notes, The raw maleria] of music was from
the beginning hat peculiar selection of waves of the sound spectum
- that we ca] musicdl notes. With a very sma] group of sound
waves it is possible to obtain an ajmost infinite number of = -3
- different resus, By successively combining some of fhem we obtain
a melody, by simuftaneously combining some of them we obtain a
- harmony. -And the possibilities of combinations and recombinations are
[ very high. Musica] noles have fraditionaly been the alphabet of the
language of music. But musical notes are not simple sound waves,|
they already have a certain degree of complexity, When fthe sfring
of a musica] instrument vibrates and pfodm:es a particular, note, fhaf
noie is actually the yesulting product of se:veral ‘s’lmw sound Waves
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musfca] nofe is a}ready in ifse]f a complex wave created by fhe
sound synthesis of various simpler waves vibrating at fthe same time,
That is,“a music]] note is achually ajpeady a form of haymony
created by additive synthesis, The mechanism s the same fhat e
musical Janguage wi use fo generale more complex sound waves
(harmonfes) from e sound synthesis of simpler sound waves
(mus?l:&]' nofes). -

How is a sound wave converted info a musical note? |
Why precisely have fhese sound waves and not ofhers ended up
becoming the raw materia] of a certain musica] Janguage? Supely
each musical cuture wi] probably have had its own criteria for |
selecting personne] among possible candidates, If we observe, for AL ,{,,,J#
example, the yaw materia] of Western musical Janguage, we realize B
that a] notes share one characleristicc they sound “good” That is, s
they are sound waves of a cerlain complexily that present a paltern e
of harmonics that make them a stable sound wave, with an interna)
organization fhat maintains a cerfain Jogic. This would differentiate
them from cerlain sound waves in the sound specrum fthat we y
could ca] noise and that would be characterized either by Jacking
organizaliona) palterns or because heir organizational pafterns are
irreguar and do not generale stable and balanced sound waves: fthey
sound “bad” to e ear. We can make a pandom combination of
musica] noles successively and the resuf wil] never be sfrident or
noisy. It probably won't be the best melody in fthe world, but i
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 patlern of harmonics fhat expresses
more te concord and agreement between ifs harmonics, than Fthe
conflit and discopd: musica] notes, That is why medieval monophonic
singing produces hat feeling of refaxation, of a payadisiacal ecosystem
with which fo express the mystica] fantasy _of aL regular Jife wi‘ﬁwuf
fanfare: it generales menta] patterns of h@ony andy) inner - peace, g
But the mejodic succession of notes has ]imifed possibilities- anék eaﬁ |
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fall. “into manefony Apd P combining the notes = %
succ:msl‘ve]y, we can aso combine fhem simultaneously and fhis opens '
up an almost endless field of possibilities, (enerating new, more
complex sound waves from fthe 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 “Rere the paradox apises that simulfaneously combining stable

sound waves does not excusively generate new stable complex sound
waves, buf ajso unslable, fense, discopdant sound waves, because fhe

vibratory paterns of the different musica] notes that make it up an ﬁn‘,

conflic. Jt i fhis “sound catastrophe” thal was initiay cafled o

#diabojus in musica’: the lIritona) interva), rtesulting from Ihe addilfve‘ - S
fusion of two musica] noles thal come into conflic and genefaf;e i i {H
new complex sound wave with a cerlain degree of dissonance. A W ‘-_:,tp:’?;';g

“harmonic” wave that was not very harmonious. At Jeast’ for the
moda] system. Because in the new fona) system it woud acquire a
fundamenta] tole: being part of the dominant seventh chord. -And the
tone system recovers the emoliona) spirit of the ancient Greek :
theafrica] tefralogy, 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 fis diaJogue
between fthe complementary anltagonists is what wil characterize fhe
tona] system, What is relevant wi] not be the monojogue that
generates an af-powerfu] tona] center, but the diaogue that wi be
established between a malfrix that generafes consonances and a mafrfx,
equay important, that generates fensions and dissonances. The &ma]’
ideojogy wil establish this didogue in its own way, with peculiar
chayacteristics that wil] be its own, but which wi] not be the only
ones possible nor necessarily the best. Many others ape possible,
neither befter nor worse, Because what is relevant is not what we
ca] them but how we characterize them. -And their | pecdiarily is |
that they are systems based on diajogue and infegration between |
sound elements fthat are at the same hme &ntagcmisfk and |
Majnd ifsscnance, : ’.
Rarmony and :Eﬁs, comedy and fragedy, ]aughier and cpying,“‘paﬁxr
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ami joy. Like Jife ilself, thch continues to be a [ragicomedy of "x& -4 §
Paraﬂw 5
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The new atona) system that wi]] replace the fona] system

as te paradigm of musica) academicism has some undeniable virtues.
Like~«for example, having enormously increased fhe resources available

fo express musica) tensions, 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 a] e - ;.ﬁ e
bridges of didogue in music with his own inner contradictions, He - dhi;
has Jost himself in e Jabyrinth of a lireless monojogue that = "

recognizes no inlelocufor ofher Han himself, faing into a new Fonh £ <N
monothefsm of dissonant tension converfed info absofe momardh So g
absojute fthat he has even managed fo aIEey through some /" techniques v ﬁ‘g

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

Wr‘ﬂl the expusion from ils peculiar musica] paradise of any seumi
that could seem consonant, any form of diajogue between
complementary antagonists is now impossitle. Jt is the price that
every utopia that aspires to a saving revolution has to pay:
generating a lofalitarian system fhat does not recognize opponents, it
simply expels them to some past time that would have been |
overcome, This messianism is characteristic of fhe idecjogy that the
artistic avant-gapde generated: the fljusory fantasy ‘ih# they =~ were |
invenfing fhe wheel, That the past was nﬁﬁngl m?e than —an errar
that would be redeemed in a new fulye arising from ~some - I )




,f:?rf,"~ ' Eﬁﬁ..».paﬁ or future, because it woud be an ol
present, A new at of the present thaf, in fhe words ofﬂhe of
the prophets of the new musica] gospel, was lo Jast al Jeast a
thousand years. And fhe artistic avani-garde has unfortunately become
the dosest fhing to an aesthelic sect a ritua] code -of obsessions
and thelorical formalisms fhat suffocates rather than TJiberates,




-

bt ) .\ ‘\
At |
5t \




The bar is the “cantus firmus” of rhytmic caunﬁerpeini The AJ«L,,_\,:,%: I~
basic rhythmic pattern on which thythmic polyphony is buif. A ' 'ﬂ’
melric pattern fthat usually confains a Jimited number of beals

1 graphicaly delimited by bar signs. The barline establishes a bordey Y
; between bars. The first beat after the bar is the inilia] or initiatic
‘ beat; the Jast, the fina) beal or cadence of e measure. The bar 4*

a thythmic paftern that divides the Time specrum into discrete e
and limited units of time that are repeated in the form of ~
cycdes, The essentia) feature of the bar s that it creales smal] slices
of time that can be repeat in te form of Joops: the 4/4  time
loop oy the 3/4 time Joop. Jt expresses a cyclical conception of |
Time: it is the fime of te elerna] yelun of the same, A
conception of time that is probably as od as humanily. Jt is _fhe%
diyonic time of te Myth, as opposed to the dciyonological time of
History. The bar is a Jimited time Joop, but it can be repeated
ad infinitum: we can aways, as in arithmetic infinily, add one
more beat, Generales a time series that has no Jimits o time, -A
time without time: an elernal time, without beginning o end. J

This “cankus firmus”. (perhaps i shoud be cafed “rhithmus |
firmus” ) of the bar wi] begin fo creafe scon phenomena, }
when it interacts with another voice Mi&gﬁ?ﬁ% \
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frec[uénci% of ﬂle waves (a combfnaffon of notes) and af fhe same®
time a sequence  of vapiations in the duration of fhe Fimes of fthe =
waves, which ends up generating a particujar rhythmic pattern, When

the , frequencies used are simple frequencies (alfhough really ey are

afready composed of a multitude of other simpler frequencies of

harmonics, since fhey are ajpeady complex wam) contained in a

scale “(Which s nothing but a Jimited set of frequencies certain or

funed that we cal] noles) fhis combination of frequencies and times
receives the name melody. This combination ajso appears in fthe & |
sequences generaled by more complex waves fthal are fhe pesult of #
simutaneously vibrating several] of these simpler frequencies or . p é",‘r
noles, The difference is that the rhythmic paltern generated by fthe
tempora) displacement of fhese more complex harmonic waves | e
usualy more static, with Jess dynamism and variation than the
phythmic pattern generated by melodic movement. In addition to fhe
fact that ils complex waves escape the hming of fhe scale, as it s
composed of the sum of severa] of those huned waves or noles,

It is precisely fis greater dynamism of the melody fthat makes it
stand out and focus our sound alfention, above a harmenic
movement fhat performs more of a thythmic basso continuo function,
Jocated as it is between the even more static pattern of fthe
ostinato of the bar and the much more dynamic pattern of
mejorrhythmia, & would sti] be necessary to indude the rhythmic
palterns generated by the percussive instruments to have a complete |
vision of the different “voices” thal make up what we could cal
the Rhythmic Polyphony, which adjusted fo the cuising speed - 7’,
established by the tempo (measured in bpm or beals per minule)
wi] weave fhe rhythmic fexture of a musicl] work. A polyphony
that is the resul of combining various rhythmic sources fhat generate
tempora] patterns that interact with each ofher.
It is true tat Hhis rhithmus fiymus of the bar, at Jeast /in its |
version as a sign of the penfagram, has a somewhat peculiar shape
(and perhaps because of this it is why i has| fraditionally been |
considered more of a melric fact fthan a ﬁy&[n;id 3ne) it ds ‘
soundjess, T M_ =




" Does’ the sﬂenf flwﬁlm exist? Of is it an oxymopon? [t is no -

Jess frue fhat in teality 2 the signs of fhe slaff are silent and

3_;,1,,." that they “only become rea] music when some sources that generale

sound waves (whether physica] or virtua) interpret them. -And yef,
the bar of a work sti] doesn't reafly sound. Jt's sti] a phantom
" beat. More of a drum machine Hhan a proper rhythm. Howevey, it

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

segments time into completely identical units, to become musical

time. By establishing a paltern of beals o beals fhat are markedt o
regularly, they are distinguished from the others (let's cal them: = g %
accents, slyong beals o whatever we want): it is that sma] fegular gl
trregularity that it inlroduces into fhe perfect regularily of the :
mefronome time fthat makes it so significant, Jt estabjishes an

aternation, a confrapunta) interaction belween some times and ofhers o o ".g_t&:";;q
that wil generale musical pafterns, That is why, at Hhe same »
moment that we begin to divide a slaff into regular bar Jines, we

aready begin to Iransform it into musica] time. -Although,

paradoxically, it i a soundess musica] pattern. -And if we accept fhe
existence of silenf musical pafterns (such as fhe beaf), the idea that

soundless rhythmic palterns can also exist is not entirely unyeasonable.

In fact, if we go back to the source from which music took the

notion of meter, [iterary poetics, we find thal a poem is divided 3
info stanzas, which in fuyn are made up of verses, -And the 1
concepi of wverse (each horizonta] Jine of a peem) is usually defined

as a rhythmicaly organized combination of words. The mefyic unit
would not be the words but the syflables. What makes fthe metep !
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 wopds: it cyeates ifs own rhythmic
paftern of accents (based on a peculiar count of syflables) that
overlaps the pattern of word stresses, When lajking about poetic. = |
melrics, reference is constanfly being made to poetic” phythm, Thus
one speaks of accentua) rhythm (meaning that meﬁ'ica] accenls are |
considered fo  create phythmic pafterns) or of ﬂlq “melrical rhythm: of
the poem (wh’kh is. what differentiates it from prose, which ”Eiobs
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o not need fo have rhyfhm) or R that a poet achieves gfve "

‘ rhyﬂlm to a poem fthrough rhyme and meler. Therefore, the mefpic

F, is not understood as something alien or different from the rhythm,

i ( but ,as an infegra] and fundamenta) part of it. A silent (nonverba))
paltern that establishes the thythmic structure of the poem. buf as an

' " integr] and fundaments] part of #. A sflent (non-verba)) pattern

’ that establishes the rhythmic sfruchure of the poem. buf as an integral

' and fundamenta) part of it A silent (non-verba|) pattern that

} establishes the rhythmic _strucure of the poem.

For 2] this, athough if we choose to consider e bar tos be 2
metric unit, is does nol necessarily unp}y having to expel Tf“ﬁ'em o
thytm, of which it can perfecdly we] be considered an infegra] and” Jh s
fundamenta] part. The problem is not to ca] the bar a mel-ric wit 2
(or in any other way we wanf) but to define it as something st
other than the rthythm, Because it is a fheoretica] distinction that
can be more artificia] than rea).

Although soundless, the bar is not shapeless. Jt has an internal
struclure, which is [ike Jaying the first stone to be able to

i fransform generic time info musical time, And hat inferna) shruchure
is relaled to the melric accent, Regularly accentuating one of the
l beals of the melronome dock fransforms fthe lempo info musica) time;

starting from the creation of fthat fundamenta] thythmic structure called
‘ bar. The time paltern of the bar is a rhythmic paltern  of
melrically accented time units. On what femporal unit of the bar |
does fthat melyical] accent fa]? It is unanimously accepled fo consfdgr
\ that the accented beat (also cafed strong) is the first beat of thel
‘ bar. But it is enough to observe how the rhythmic palterns are
structured to realize that the accented beat is not reay the first but
‘ the Jast of e series, cadentia) time, which is what stops e
thytimic flow and funs it into a complete rhythmic pattern. -And it
could not be ofherwise, since the' only essentia] styucture of the key
signature is the border (the bar ]ine) that defines where one beal
ends and another begins, (Hus generating an iniffa] time and a
cadence time; -And fthe cadentia] time s pgecise]x ‘the one in chargé
| of generaling that borders it is the accented time of e xhymir-
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pattern, the one that stops ils rthythmic flow. '

The most common resources fo cadence fhe thythm of a mejody

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

relaining wa] fthat stops the flow of fthe melody. For Fhis ‘reason,

when we use fhese resources by placing them on fhe first beal of

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

tunidg* it into cadence time of the melodic thythm, Josing its role

as te initig] beal of fthe bar, whose function passes to e second

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

beat of a new melodic ce. Hence, believing that we are fi&ing

the melodic thytm with the rhytm of fthe bar, we are achually v
dislocating i. Convinced that we are creating a rhythmic monpphony, g
we are achually creating a rhythmic counterpoint between Ele Bo. ey e P i"‘

e § 58 i
voices, W ""-"“'7'4
it

But in fis two-voice thythmic counterpoint there is somebhing
deeper than playing at fitting and digjocaling the rhythmic palern of
the melody and the thythmic pattern of the bar. Although the bar
establishes a finite fempora] pattern, wedged between fhe bwo bays, it
is achually creating a cydical pattern, which can be repeated ad
infinitum: it expresses a cydical] conception of time. On fhe ofher
hand, the melody (despﬁe the Woagnerian fantasy of creating an
infinite me]ody) creates tempora) palterns that are also finite but fhat,
athough in ftheory a single melody coud also be repeated ad
infinitum, in practice it hardly happens. Jt is practicaly never
presented as cyclical time (un}ike the bar) ahough the Jimited i
repetition of the same mejody, with or without variations, is a !
common compositiona] resource, The Woagnerian Jeitmotif is a dleay
example. And what is cafled imitative counterpoint consists of nothing
more fthan the repelition of e same melody in severa] voices
(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 present, for example, in" fracta) geomelyy:
the reiteration of the same mathematica] fopmula |generates surprising |
ordered abslgact forms, Recursive repetition s diffefent from cyclic
repetition  precisely because it avoids falling into 'a Joop. Jn “some —
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way = we cau}d say fhaf fhe imitalive counferpoint generates a fracfa] "
music. But pethaps the most surprising example of recursion s the

one fhat ‘gave rise fo fthe birth of human consciousness: a brain

that,, thinks of itself. -And what is cafled imitative counterpoint

consists of nothing more than the repelition of fthe same mejody in
severa] voices (mofe slridfy in the canon, more complex in fhe

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 & = |
cod say that the imilative counterpoint generales a fracta) e ”
music. But perhaps the most surprising example of fpecursion s the - o
one fhat gave rise to the birth of human consciousness: a brain JieR
that thinks of ilself. BIORS, i {H

So even fthough it makes use of recursive repetition, me]odic o
Hime is basically finite time, time with a beginning and ‘an end:
dyronological or historica] time, So we coud characterize the hythmic
counterpoint (fhe one that occurs between the rhythm of fhe compass
and fthe rhythm of the me}ody) as a complex game of inferactions -
between two fempora] conceptions rooted in fthe coflective imaginary
of humanily: the chronojogica] time of history and the chronic time
of the myth, Musicaly expressed in the dyonic time of the
compass and fhe chronclogical time of the mejody.

But 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 convers an unlimited i
sequence of chords (which could extend to i‘nﬁnﬂy) info 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 Jast nole of an
octave is at the same lime fthe first nole of the next one (curious
enharmonic phenomenon, Jike being both flat and sharp, of having =
double identity) The audible sound spectrum converted into a Joop of
octaves, -And what about fhe famous cyde .of f that vicious
cirde that has become virtuous? Not to n;éh{igq—“‘ﬁﬁ~ Joop - of : ‘
thipds, fundamenta) malyix in chorda] tona) music. O, in_another ~




'Qg SATnd b ephemeral, the foop and fhe ca&&me%fmfy

and death, That same femporary counterpoint that manifests ifseff in

memfmalﬂxafknowsifse]ffobeephemem]andhal:{feamsofm\
eternd * time,




