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Note to
English-Speaking Readers

This book is intended to be a preliminary textbook for students who are planning to study in the
U.S., and it was written with the hope that it will better prepare them prior to their arrival in classes
with the English expressions and terms necessary for the discussions of music and its concepts.
In addition to its broader aim of building English musical vocabulary, this textbook is also an
attempt to fill the gap between two music theory teaching systems, covering knowledge that is not
emphasized in music education in China, as well as pointing out the differences among various
theoretical concepts.

This book is written based on the core syllabus of the music theory curriculum at the Manhattan
School of Music. It refers to and compiles information from several music theory books and

dictionary that are commonly used in the U.S. These books include:

A Manual of Counterpoint — Based On Sixteenth-Century Practice, by David D. Boyden

A Practical Approach to 18th Century Counterpoint, by Robert Gauldin

Harmonic Practice in Tonal Music, by Robert Gauldin

The Musician’s Guide to Theory and Analysis, by Jane P. Clendinning & Elizabeth W. Marvin
Hearing Form — Music Analysis with and without Score, by Matthew Santa

Understanding Post-Tonal Music, by Miguel Roig-Francoli

The Harvard Dictionary of Music, by Don Michael Randel



Preface

wild

“Perfection is not when there is no more to add, but no more to take away.”

—Antoine de Saint Exupéry

Yangzhi Ma’s Overview of Music Theory in English and Chinese covers terms, techniques and
concepts of Western classical music that are based on the core theory curriculum at Manhattan
School of Music. Topics range from the fundamentals of music to techniques and concepts of the
20th century. This book specializes in describing all information with focus and concision. This
allows it to serve as a wonderful reference, allowing quick access to information. Each chapter
is organized by questions which function as key words, and ends with a glossary of terms that
summarize the covered topics.

Beyond its nature as a reference, the book also describes a journey — starting with the question
“What is pitch?” and ending with the question “What is metric modulation?” — which puts
each piece of information in the larger context of the evolution of Western Classical music. This
attempt to connect musical techniques to their musicological context — and the logic with which
this context unfolds — triggers an interest in further exploration of these concepts. The book
therefore encourages readers to find answers beyond the ones provided, and serves as a wonderful
inspiration for further musical studies.

Yangzhi Ma studied composition at Manhattan School of Music, graduating with Master of
Music and Doctor of Musical Arts degrees. In her consistent, dedicated work there toward a solid
technical foundation, her curiosity, imagination, and sense of relevance proved her impressive

musical personality.

Dr. Reiko Fueting
Chair, Music Theory Department
Manhanttan School of Music
September, 2017
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Chapter I:

A

Fundamental Knowledge
3. FEAREIR

Chapter I aims to provide fundamental knowledge of
various elements in music. The first part discusses basic
concepts regarding pitch while the second part discusses
basic concepts regarding rhythm.
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Chapter I:

Fundamental Knowledge

1. Basic Concepts of Pitch, Pitch Class and Scales
XTER. TRETHNESHE

: j Question 1:

What is pitch? What is pitch class?
B 1. TARER? TARER?

A pitch is a specific frequency, which means it is one particular tone that sounds in one
particular octave. Pitches are named with the first seven letters of the alphabet — A, B, C, D, E, F,

G — repeated endlessly.
BRI - TEMPR, REER - DEER - MEENNEL . RITAT RSP
HRT-EAS kA 4 AR 5% ——A, B, C, D, E, F, G, Wtt—EfEFF F %.

Pitch class refers to a group of notes that share the same letter name. The pitch class G, for

example, refers to every G in every octave.

BRER-HFTR/MEIMNFT. L0 “G” X MEFHMEHFE TS/ EH R EF—

/I\ “G”

(o]

Beside letter names, pitches are also named with solfége, known as “do, re, mi, fa, sol, la,

si” . Solfége is a method for singing a score.
BrTEZ, BOEREA “IBA”, UL “do, re, mi, fa, sol, la, si” HKAnfh. B EKE
il — R 7k .

é j Question 2:
What is a half step? What is a whole step?
B 2: HARFE? HAREE?

A half step is also called a semitone, and it is the interval between any pitch and the next
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