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Book 6 Overview

The expectation of this book is to broaden the musical knowledge of an
already intuitive Bass Player. It provides a pathway to those who might
aspire to a higher creative ideal not only as an accomplished performer but
as a music teacher who understands harmony, who reads music and
ultimately is able to express themselves by improvising and composing the
music they love.

Book 6 is a reference to educational objectives that detail the following.

1 The overtone series
The Chromatic scale
Diatonic tonalities
Arpeggios

Melodic development
Symmetrical structures
Modulation

Modal music

N N Y .

Rhythm and kinetics
10 Transient structures

11 Twenty-two sequential etudes

The sublime contribution that the west has given to music is undoubtedly
harmony. It also happens to be the fundamental tonal element that a Bassist
engages with. Book 6 of Macrocosmos for Guitar focuses on providing a
clear understanding of this vital musical component.

Instruction on the ability to emotionally interpret music by reading it and to
objectively hear its form and content is central to the aim of this offering.
One learns to transform tone and time into an artistic musical experience.
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Major Scale Progressions

Examples (1 - p) are progressions outlined by the arpeggios from string
sets 1/3 and 2/3, they demonstrate a two part or counterpoint approach to
the progressions. This increases the likelihood of the wunfolding
arpeggio to be sustained and by doing so the technical demands also
escalate. Choose appropriate tempos so that the examples are accessible.
A brief synopsis of their content follows.

In (i) I VI sound a weak RM with 3rd’s on beat 1, where as V has its
root, with a RM of a 4th, bar 4 ends on the tonic. There are two rhythmic
cells; bars 2, 4 and 1, 3. The fingering suggests a smooth sustained
approach rather than the notes being separated or played staccato.

In (j) the same slurred effect as (i) is declared, where harmony is not so
much an arpeggio but an unfolding homophonic production of a chord,
1.e. simultaneous tones. The III chord in the 2nd bar has some failings as
it moves via a Sth from the VI chord and is in 2nd inversion, perhaps if
the III was followed by the VI a better progression would result, try it.
(k) sounds the three primary triads of a major scale. (1) is similar to (j).

In (m) the root movement is weak and stops on an unresolved VI chord.
The rhythmic element gives the progression some hope, as the two
quavers act as a precursor to the melodic direction given by the minim.

In (n) we hear two voices as counterpoints. The progression is strong due
to the RM of 4th’s. Caution needs to be exercised in the final bar making
sure that the tonic C is clearly heard. Having good technique will ensure
that all voices are sustained and not muted.

In (o) the use of the diminished triad and its RM of up a 4th to III is
positive although its tonic B is in the top voice rather than in the bass. In
the final bar it appears on a weak beat and sounds as a leading tone to C.
The diminished triad BDF can act as a substitute for G7 GBDF and
offers resolution to the I chord via a step up, more on this chord latter.

In (p) the RM is unusual; V to IV leading back to VII, a substitute for
V7, with the dissonant RM of a tritone F to B. Be careful when dealing
with this symmetrical interval. In bar 3 beats 2, 3 its tension is diluted by
the counter balance of the octave F resolving to E. The mirroring of bars
1 and 2 provide rhythmic interest with their roots being minims. The 3rd
bar is a development and the final bar acts as a book end to bar 1.
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Pedal Point & Modulation

When modulation is between two tonalities that share the same tonic, e.g.
A minor to A major, we may take the opportunity to delay the shift to the
new sonority by introducing a compositional element called the Pedal
Point. Usually this produces oblique motion with the tonic sustained by the
bass while an appropriate melodic figure or harmonic pattern is played by
the another part. In our situation we need to arrange the material so as to
allow the bass to play both the passive and active parts. This presents
opportunities to improvise the motif being developed. These and other
techniques will be discussed shortly but for the moment let us explore the
framework associated with the overlap of two tonalities.

A particular function of the pedal point is to decelerate forward motion by
holding back the flow, this in turn accumulates energy that builds to the
point of release. To assist this process the preferred RM’s are those that
slow forward motion. These include up a 5th or 3rd, up or down a 2nd, and
chords that change their quality but not their roots, D minor to D major.

At this early stage the chords used in the pedal point should be ones that
are equally at home in both tonalities. The descending and ascending tones
of the minor key need not be strictly adhered to as they can be interpreted
as part of the major key. However some chords are more tenuous than
others. In minor the natural III should be avoided although when the C note
is dissonant as in an ascending VI, then it is ok as it should be resolved to
B. The root movements from the connecting chord are as follows: II is ok,
IIT and VII are to be avoided, IV is ok as is VI particularly with F# as tonic.

Obviously, the more remote the tonalities are the fewer the number of
shared chords that are available. However, the valued inclusion of
non-diatonic tones along with chords that evolve from a single tonality
present alternative routes to these distant keys.

A minor to A major

For a direct link we realise the V of A minor E, is also the V of A major.
The examples (a-1) express this; the chord or phrase leading into the the V
of A minor is to be on the strong Ist beat of bar 1. The pedal point or
connecting chord appears on the weak 3rd beat and is consonant at the
point of entry. The point of departure repeats the V, this time belonging to
A major and is on the strong Ist beat of bar 2 and is a different phrase or
voicing to the first one leading into the V from A minor. In (j) and (k) all
conditions are met including rules I and 2 for the minor mode, although in
(k) note the chromatic bass in bar 2 that introduces the pedal E.



Modulation via Pedal Point
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Enharmonic spelling
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Etude 17
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