
The Rules of Polyphinite

[bookmark: _Hlk82636567]You must master the rules before you can break them. I was taught this concept during my undergraduate studies by my mentor, Dr. Carlyle Sharpe, while discussing music theory and its various rules on harmony at the introductory and intermediate levels. It took me until I was in my graduate studies to understand fully what this meant. We must master the rules, so that we may bend or break them properly in a manner that benefits, rather than detracts from our music. Further, we must thoroughly understand the rules before we can justify throwing them out entirely.
The following rules were developed while writing the original Polyphinite and further refined in the time since. The rules below represent the best way to get the desired results from this method. Each rule should be considered a guideline by which composers may explore writing using this method. These rules may, as with any others, be bent or changed by composers seeking to improve upon their own use of this method. For those learning, however, it is highly recommended to stay within the rules and guidelines set forth to gain a better understanding of the Polyphinite method.

Rule 1: A Polyphinite Collection must be written for two or more parts.
The parts written for may include any instruments or voice types a composer wants. Ensembles may be for standard forces such as string quartet, reed quintet, chamber orchestra, or Pierrot ensemble. Ensemble forces may also include electronic elements such as theremin, laptop ensemble, a fixed media element, or even live electronics either with or without instrument interaction. A collection may be as small as a string duo, or as large as full orchestra with chorus. The reader should, however, be cautioned that more layers will yield more complexity and those just beginning the method should consider writing for smaller forces up to a trio before attempting larger collections.

Rule 2: Each part of a Polyphinite Collection must be written as a solo for the instrument/voice type.
This is to say, of course, that no part should be written as purely accompaniment, or as an add-on to an existing part. An exception could be made for when writing for two or more percussionists, in that performers may choose to redistribute instrument assignments to accommodate strengths for each performer so long as each performer still has the capability to play their own part, in this case percussion 1 or 2 as a solo work.
When writing for larger ensembles such as a chamber orchestra, the composer may of course write for each member of a large violin section separately though you could also write the violin part as ‘Tutti’ instead of a solo in this case. These options should be considered when writing for any section of players such as strings in the orchestra, or clarinets in a symphonic band. It is up to the composer to determine what is appropriate in these cases.
Rule 3: Each of these solos must be ‘written for the instrument’ and take advantage of their unique strengths.
	The reasoning here is two-fold. First, this eliminates bland, or otherwise homogenous sounding music. Second, this challenges a composer to think creatively about the instrument(s) they are writing for. It should be noted that should the reader come across a situation in which writing for two instruments sharing the same part would not detract from the musical value or overall form of that piece, or the Polyphinite Collection as a whole, that is allowed. Examples might include writing for French horn and Trombone if careful with register, violin and viola doubling (again, dependent on register), or even swapping mallet percussion instruments.
Rule 4: Each piece should have both subtle moments and grand gestures in portions deemed correct for a well-crafted solo work, as well as being part of the greater ensemble.
	This rule is hard to ignore, yet impossible to define. In summary, a composer should strive to write solos that are interesting while also leaving room for other parts to shine. Parts of a Polyphinite collection will likely contain chaotic passages, but pedal tones, thinly written passages, and strategic use of silence go a long way to ensuring that an interesting solo with grand gestures can also have subtle, still interesting moments. An example of this might be to have a long scalular passage of rhythmic sixteenth notes in the cello end with a pedal on the open G string for eight beats or more, which is interesting while allowing a flute part to rise up and play wispy tones or even key clicks during the less active, perhaps softer moment in the cello part.
Rule 5: No part may have excessive rests that would impede the enjoyment of the solo for a listener, or awkward moments of extended silence for the performer.
Naturally, following the previously stated Rule 4, we have a rule that restricts our use of silence, an important tool in the realization of the previous rule. This rule is more to instill a conscious effort in the composer to not write extensive silences unless they make sense for the piece given. There is no real limitation on the upper or lower end of things, regarding a good length for rests or moments of silence. This is mostly up to the composer and should be experimented with to ensure that the right amount of silence within a line has been achieved.
Rule 6: Each part must have an equal amount of time passage from beginning to end.
This is one of the most important rules for Polyphinite. While straight-forward, we will go into some minor details regarding it. If I write a five-minute solo for trumpet, and a 2-minute solo for violin and perform them at the same time, it is likely that the piece will not come across correctly to the audience members. Now, if I have the same five-minute solo for trumpet and write a 1-minute-long solo for double bass that I simply repeat five times, this is acceptable for the duet, but the double bass might become underutilized and the audience uninterested the fourth and fifth times through. If is up to the composer what the limits of repeats such as this could or should be.
On the topic of repeats within Polyphinite, it cannot be ignored that minimalism would find a great home within this method. However, keep in mind that long-repeated sections of music will require additional levels of coordination if not all parties are playing in a cohesive form. For more on this, please revisit the previous chapter on form.
If with the five-minute trumpet solo postulated here, we were to write a third duet line this time for cello, and that solo were to last four minutes and thirty seconds, this could be considered acceptable should the solo not feel too “short” or the combination of these two solos (trumpet and cello) be considered to be incomplete upon the cello dropping out.
This is a rule that composers must experiment with to discover what can and cannot work within the confines of Polyphinite. It is up to the readers of this book to determine what works best in their context or use-case.
Rule 7: All pieces of a collection should be fully realized pieces, each with their own convincing beginning, middle and end.
This acts as a means of re-enforcing the previous two rules. A composer should not write incomplete works as any part of the collection. While it is possible that some iterations might be weaker than the others, the goal should be for all subset works within a Polyphinite Collection to be well-rounded works. Now, should a composer write a solo as part for a Polyphinite Collection that they later determine is indeed a movement of a larger work this would be allowed so long as the piece still serves a convincing role within the context of the Polyphinite Collection. 
Rule 8: The greatest focus should be on the solos and the greatest iteration (Polyphinite X).
This rule serves the purpose of focusing attention of the composer on convincing solos, and on the largest subset. Doing so will naturally create well-rounded works between these, though will not result in perfectly written pieces without further revision.
Rule 9: All dynamics, tempos, meters, and other parts of the musical notation do not change for the individual parts when played as part of an ensemble.
This rule re-enforces that the music handed to a performer should not change in any manner whether for performance in a solo context, as part of a duet or trio, or as part of a Polyphinite Collection for chamber orchestra. It is possible, however, and even encouraged for performers to interpret the pieces slightly differently for each iteration using their instincts as good performers. Examples of this might be playing a softer section of music 10% softer when acting as the background for a softer instrument or exaggerating a loud passage marked fortissimo when playing in an ensemble to create better balance.
Rule 10: The composer may choose to either write the greatest iteration of this endeavor side-by-side with each solo, or each line may be instead added one at a time.
Throughout this text, and through the initial explorations of this method, the process of writing was mostly additive with revisions being made to pre-existing material. It is possible, however, for a composer to write the whole collection, including all of the solos, simultaneously with one another.
