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MTO 32.2 Examples: Brown and Lee, Examining Minor-Mode Scale Practice

(Note: audio, video, and other interactive examples are only available online)
https://www.mtosmt.org/issues/mto.26.32.2/mto0.26.32.2.brown_lee.html

Example 1. Scales required for the Level 1 Examination by The Royal Conservatory (2022, 19)

Technical Tests

Students must play all patterns from memory.

‘ Keys ‘ Played ‘ Tempo | Note Values
\ Scales
C, G, F major HS

Two-octave A, E, D minor (natural and harmonic) 2 octaves J=69 n

Contrary Motion C major gTo ctaves J=60 | J.

Chromatic Starting on C I1-|Soctave Joeo | J.

Chords

Tonic Triads 3

. HS _ PP

.bmken CG, Fm?Jm 1 octave J_SO

* solid/blocked A, £ D minor (root position and inversions) J=100 |J2

All scales are to be played legato.


https://www.mtosmt.org/issues/mto.26.32.2/mto.26.32.2.brown_lee.html

Example 2. Clementi’s practice regimen for the major and minor scales (with fingerings where 4 is
the pinky and 0 is the thumb), within his op. 42 (1802, 23). Note that the minor scale is melodic

minor.
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Example 3. Czerny's introduction to the minor scales in his op. 500 (1839, 194)

The complete scale in C minor is therefore as follows.
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3nd in descending the semitones occur between the 61" and 5" and between the 39 and 24
cgrees.

§20. The signature in these minor scales is determined by the number of #%or bs,which
are necessary to form the descending' scale; and these marks of transposition which are nc-
cessary in ascending, are on the contrary always added in the course of the piece to. cach
note when requisite, merely as accidentals.

S21. Here follow the Scales in all the 12 minor keys with the necessary sig'natures.
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1 L + 2 1 | * 4+ A

® U i "

C minor.

has 3bs,the same as Eb major.

2 4 1.2 + '?,.121

-
C# minor. ' M{‘.}—, has 485 like E major.
- === =

3 + £ + 4 | + 83
D minor. — has 1b, like F major.
e

+ [ P O 4 2 2 + 2 43
D# minor, #— s X EEEH%E ﬁéﬂ%ﬁl—_n has 64%1like F# major.
e | I ¢ . I |
The same key written by flats.
Eb minor. ' has 6bslike Gb major.
=
5 + | ':‘ | % 4 +l ‘9
E minor. : Whas 1#, like G major.
— t 'L 1 ! : f—

3192



Example 4. Tirk's illustration of the minor scale forms ([1789] 1982, 66)




Example 5. An excerpt from the violin treatise by de Bériot (1858), the primary violin professor at
the Royal Conservatoire of Brussels, which introduces the minor mode by saying that while there
is the true minor of harmonic, the scale used more generally is melodic minor




Example 6. The descending harmonic minor scale in F minor over a V harmony in Beethoven'’s
Piano Sonata op. 2, no. 1 (1795), first movement, recapitulation, with the augmented second
circled in mm. 133 and 137
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Example 7. Vogler's illustration of acceptable ascending minor scales (1778, Tab. IV, . 2)

1.2.

. = = 1

v Jaf IBlechl /(z//

Example 8. Vogler's illustration of acceptable descending minor scales (1778, Tab. V, f. 2)
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Example 9. The descending F# minor harmonic minor scale over a V’/iv harmony in Chopin'’s
Nocturne in C-sharp minor, no. 20, m. 15 (1830), with the augmented second circled
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Example 10. The beginning of the scale regimen for practice in Beyer (1850, 66—67), which include
each major scale and its parallel harmonic minor

66
2% GAMMES EN TONS MAJEURS ET MINEURS
disposées selon la ressemblance du doigté et la compa-
“raison des tons majeurs et mineurs.

NV 1. UT majeur, # ET mayor.




Example 11. Following the scales in Example 10, Beyer (1850, 67) illustrates two additional ways to
play the minor scale.

Indépendamment de ces gammes mineures il y a
encore deux autres manieres de les faire,

Ademas de estas escalas menores,hay tambien
dos otras maneras de hacerlas

Example 12. Earlier in the manual, Beyer presents a warmup that consists mostly of melodic minor
(1850, 49).

GAMME EN LA MINEUR., , ESCALA EV LA NENOR,




Example 13. The beginning of Exercise 39 in Hanon (1878, 32), illustrating the presentation of C
major and its relative harmonic and melodic minor scales



Example 14. Hanon's introduction to the minor scale in Méthode Elémentaire (ca. 1873, 41)



Example 15. Rameau'’s introduction to the minor mode ([1722] 1971, 265)

Re : : : Octave

Dot ‘ . i Leading tone
Sip . . : Sikth note

La- ; ; : Dominant-tonic
Sol : ¢ ‘ Fourth note

Fa 3 ; ; Mediant

Mi : : . Second note
Re . . g Tonic note

Example III.61. Model for minor keys.
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Example 16. Rameau’s octave harmonization exercises illustrating only melodic minor ([1722]
1971, 499)
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Key of La minor
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Example 17. The diatonic harmonies in the minor mode according to Weber (1830-32, section
149)



Example 18. Introduction to the minor mode by Fétis (1844, 3)

INTRODUCTION.

2]

MODE MINEUR.

Tonique. Second degré.  Troisiéme degré.  Quatrieme degré.
:‘E_ — v —5- 3|
e =
Domunante. Sixieme degre, Nole sensible. Tonique.
=£ - §o #o 2

La sixieme et la septitme note de ]Ja gamme mineure descendanle, ayant
d’autres aflfinités que dans la gamme montante, sont baissées d'un demi-ton,

Tonique. " Septidme degré. Sixiéme degré.  Dominante.
A -
L ‘La 1 h“’.‘ [#)
B 1
-

Example 19. An excerpt from the presentation of scales for practice in the piano treatise co-
authored by Fétis and Moscheles, where only the major and melodic minor scales are included
(1840, 33)
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Example 20. Frequency of minor-mode fragments counted in the Yale-Classical Archives Corpus

within stepwise passages when ascending to 1

Ascending to 1




Example 21. Frequency of minor-mode fragments counted in the Yale-Classical Archives Corpus

within stepwise passages when descending from 1

Descending from 1

4,736




Example 22. Charles Gounod's Funeral March of a Marionette, mm. 23-26

LE CORTEGE.
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Example 23. The left panel (“a”) shows the total raw counts of stepwise fragments ascending

to 1 in all minor-mode passages by the 166 composers from the Yale-Classical Archives Corpus,
organized by composer’s year of death. The right panel ("b") shows the average percentage with
which each composer employed the ascending minor-mode scale forms.

Ascending to 1
a. Total Counts b. Average Composer-normalized Proportions (%)
i
1200 ... o N
60% 3 ' ~._..
1000 .
800 .
40% “a
600
400
20%
-==H
200 l- ...... et
/\ .’.— ------ .-'
0 0% —= moyonot i
1601 1651 1701 1751 1801 1851 1901 1951 1601 1651 1701 1751 1801 1851 1901 1951
-1650  -1700  -1750  -1800  -1850  -1900  -1950  -2000 -1650  -1700  -1750  -1800  -1850  -1900  -1950  -2000

® 6-7-1 6-+7-1 bob7-1 @ b6—i-1



Example 24. Same as in Example 23, but now showing scale fragments that are descending

from 1 in minor-mode passages

a. Total Counts

Descending from 1

b. Average Composer-normalized Proportions (%)
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Example 25. Proportion used for each of the minor-mode ascending scale fragments containing

variants of 6-7-1 by the 19 most represented composers in the corpus, presented chronologically
by the composer’s year of death

Composer-normalized Proportions of Ascending Fragments

W. Byrd 1623 (s 18% 17%

A. Vivaldi 1741 IS 7% 9% 24% C10%

J.S. Bach 1750 N7 12% 17% 4%

D. Scarlatti 1757 S 12% 9% [23%

G. F. Handel 1759 | esv e 8% 21% 3%

G. Ph. Telemann 1767 |40 e 25% 21% 4%

W. A. Mozart 1791 [N GR2% . 12% 16% C10%

F. J. Haydn 1309 S0 e 13% 15% o 14%

L. Beethoven 1827 ([N 10% 19% 8%

F. Schubert 1828 | S8 4% 24% L 14%

F. Mendelssohn 1347 | s 77 15% 11% 7%

F. Chopin 1849 [N 7% e 13% 20% L 11%

R. Schumann 1856 IRy 12% 36% 3%

R. Wagner 1883 (IS8 %y 26% 23% I 13%

F. Liszt 1886 IS 7% . 6% 18% T 3%

P. Tchaikovsky 1893 [N 12% 22% 6%

J. Brahms 1897 |9 17% 24% C10%

C. Debussy 1918 (II8%M 19% 62% L 12%

C. Saint-Saens 1921 | IES 7. 10% 41% 3%
0% 25% 50% 75% 100%



Composer-normalized Proportion (%)

Composer-normalized Proportion (%)

Example 26. Average proportional use of all ascending minor-mode fragments by all 166
composers in the corpus, organized by composer’s year of death with trend lines for each scale
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Example 27. Same as Example 26, but for descending minor-mode fragments
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Example 28. A comparison of Liszt's scale use versus other composers in the Yale-Classical
Archives Corpus

Liszt

Total (All Composers)

Scale Type

Count

%

Count

%

Ascending Melodic

Ascending Dorian

Ascending Natural

Ascending Harmonic

12

72

70

34

38.3%

37.2%
6.4%
18.1%

694

4,335
899
1,440

58.8%
12.2%
19.6%

9.4%

Total

188

100.0%

7,368

100.0%




Example 29. Fingerings of the augmented second in various passages, with the augmented
second circled in each excerpt. (A) The augmented second performed with right-hand fingers 3
and 4 in an A harmonic minor scale in Hanon (1878, 32). (B) The augmented second performed

with right-hand fingers 3 then 2 as part of an F minor harmonic minor scale excerpt within
Beethoven's op. 2, no. 1, m. 133. (C). The augmented second performed by right-hand fingers 2

then 1 as part of a F# minor scale excerpt within Chopin’s Nocturne in C# minor, no. 20, m. 15
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Example 30. All possible versions of 6 and 7 with minor-mode tonics (1-|3-5)

Natural Minor (Aeolian): 121345617
Harmonic Minort: 1 2 li% 4 5 ,Lé T?
Dorian: 1 2 lf’) 4 5 Té Jj
Ascending Melodic Minor: 1213 4 51617

—D ) ) )



Example 31. The jazz melodic minor scale as found in jazz theory, where the melodic minor scale is

played both ascending and descending with 16 and 17: (A) Reeves (1989, 191), (B) Hughes (2015),
(C) LaDisa (n.d.)

A.
C-(&7)
%’-‘ SEESEESE RS e e e
o ~ be o 1
- Ea h\ 9"
B.
Ciassicat MeLovic MiNor Scaut
=0 Fr=
J— ) j 1 L } i
1245 i e, | 7 » 5 4 ¥ 2 1
Jazz MeLovic MiNor ScaLe
z B
e = i i 4 f ‘ d
’1ze4sove7bs4sz1l
C.

D 1 2 3 4 5 6 7 1 1 7 6 5 4 3 2 1
+ 1 1 +
CO—F——— 4 = &9+
N4 & # « ¥ 2
A Harmonic Minor Scale
D 1 2 3 4 5 6 17 1 1 47 6 5 4 3 2 1
+ l l M
W 1 ] ) 4 4 i ' S B R S
K 4 & * < & 5
A Melodic Minor Scale
D 1 2 3 4 5 6 47 1 1 87 46 5 4 3 2 1
+ 1 1 M
ﬁ' ;L - & . L ;t N
A Jazz Melodic Minor Scale
D 1 2 3 4 5 %6 47 1 1 $7 %6 5 4 3 2 1
" 1 | M
W 11 ] ) 4 e e ' SR ES E R R R N




Example 32. A recommended daily scale-practice regimen, where 1 represents one shared tonic in
each scale. As a student progresses from one scale to the next, only a single scale degree is
changed per scale (in red).

1) Major: 1213 451617117165 41321
2) Jazz Melodic Minor: 1 2134516171171 5 4321
3) Dortian: 121345816 [71716 54321
4) Natural Minor (Aeolian): 1213456 617117165 4321
5) Harmonic Minor: 121345 1617117165 41321
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