
This technique is for constructing the scaffolding on and from which the final music is 
built. While the resultant chorales can stand by themselves, they are pure harmony 
and are built with a fractal structure to serve as raw material. When deriving 
counterpoint from the chorales, ensure every note of every chord is employed. Keep 
all stages of the initial construction, as smaller passages often come in useful as a 
design is scaled up. 
 
Everything begins with a single chord. A molecule of music. 
 

 
Take this to be the first stage of our piece, and represent one bar. When we scale it up 
we want the same length (1 bar) at the start and an in-between portion, taking the 
length up to the Fibonacci sequence number 3 bars. 
 

 
 
In terms of the Fibonacci series, each end point is balanced by a larger section, and 
the lengths of these are consecutive numbers in the series, in this case 1 and 2. 
 
Let our piece of music move from a tonic to a different key and come home – the 
most natural route to the ear is via the dominant, so put in bar 1 a voicing of the 
dominant which would fit well adjacent to the tonic chord in bar 3. 
 

 
 
We are able to analyse the first chord more deeply as we know it will have moved 
from the tonic, so replace it by a short sequence between those two chords. 
 



 
We sharpen the F to allow scope for a dominant cadence when the piece has been 
scaled up further. The suspension in the third beat adds pace. At this stage the music 
looks like it wants to be in triple time, so we now add the time signature. 
 

 
 
Using the principle of self-similarity, we paraphrase bar 1 in bar 3, changing the 
voice-leading to minimize leaps, and adjusting for a V-I chord movement rather than 
a I-V. 
 

 
 
Note that in the third voice that the leap of a tritone means this sequence would need 
amendment were the chords to be consecutive. However, between the first bar and the 
third one, will lie the second one, which we may, for example, begin to construct by a 
process of interpolation. 
 



 
The second bar might be completed thus: 
 

 
 
We have now scaled up the music from 1 bar to 3. To scale it up a level further would 
use two end components based on the above 3 bars, and an intervening section. Each 
end component will be balanced by a larger number of bars – measured from the next 
number in the Fibonacci sequence, i.e. 5. As this includes the other end component, 
there will be a middle section of 5 – 3 bars, i.e. 2 bars. Before adjusting the music, it 
looks like this: 
 

 
We will proceed as before and adapt the first group to go from the tonic to the 
dominant, and the second from the dominant to the tonic. In this example, we begin 
by transposing the second two bars of the first end component, and the first bar of the 
second end component, accordingly. Some of the voicings have been changed to 
smoothen voice leading (e.g. tenor and bass swapped in bar 2) – when this is done, 
adjustments to harmony should be made where appropriate, for example from the 



exposure of a second inversion chord, or the emergence of unsupported consecutive 
fourths. 
 

 
A middle section is added and further adjustments made to harmony and voice 
leading. 

. 
We have now scaled up the music from 3 bars to 8. To scale it up a level further 
would use two end components based on the above 8 bars, and an intervening section. 
Each end component will be balanced by a larger number of bars – measured from the 
next number in the Fibonacci sequence, i.e. 13. As this includes the other end 
component, there will be a middle section of 13 – 8 bars, i.e. 5 bars. 
 
As before we will proceed from tonic to dominant in the first end component, and 
conversely in the second one. This is how the piece (or chord sequence, for that is 
what it is) might look with the end components adjusted, and the middle 5 bars yet to 
be filled in. 
 



 
 
When the intervening bars have been added, the same process may be repeated, if 
desired, to scale up from 21 to 55 bars. 
 
After applying this technique to provide sufficient harmonic material, it can be used to 
produce contrapuntal music. 
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