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1. Rhythmic Transcription


 


 


 


BEFORE WE BEGIN


This course is divided into two portions. The first portion
is devoted entirely to the study of rhythmic composition. The second portion is
devoted entirely to the study of melodic composition. The second book in this
series, Music Composition 2, will deal with harmonic composition and
compositional form.


To get free life-time access to all of the audio samples
for the diagrams in this book and also quizzes for each lesson please go to:


https://www.udemy.com/musiccomposition1companion


Click on “Enter Password” and enter: 2v67dh3


Click on “Start Learning Now”.


The next window will ask you to sign up for a Udemy
account. Enter your name, e-mail address, and create a password for your
account.


That’s it!


 


 


 


WHY COMPOSE?


It is a common misconception that in order to be able to
compose music one must be born with the gift for it. Although one cannot
“teach” inspiration or the creative spark, one can “supply” the tools and
knowledge necessary to write music. While it’s certainly true that not everyone
who attempts to compose music is going to become a Mozart or a Bach, it does
not follow that unless you can compose on that level you should not even
attempt it. That would be like saying only the Shakespeares of the world should
write words and that no one else should bother picking up pen and paper. Not
only is it possible for anyone to compose music, it is quite vital for every
student of music to have some experience with music composition.


It is a sad but true fact that most modern music teachers
and music courses do not include music composition as part of the students’
musical education. In the past it was typical for students of music to be able
to compose music. One example is J.S. Bach who trained all of his students to
be composers as well as performers. In fact, if a person did not have some
basic experience with music composition they would not be allowed into his
studio! This course seeks to fill in some small part this current deficiency in
music education. The study of music composition is said to “complete” the
musician, since the “complete” musician is one who has knowledge of music
theory, plays an instrument, and can also compose.


Let’s begin then by taking a brief look at some of the main
reasons why learning music composition is important to every musician. First
and foremost is the deepening of one’s understanding of music. To create
something requires a certain level of understanding of the thing being created.
Simply listening to music or playing music involves a much more superficial
understanding than writing music. Even the person with a firm grasp of music
theory cannot be said to understand music to the same degree as the composer.
For example, one may know every type of chord there is to know, but how does
one know what order to place them in to create music? One may know every pitch
in a particular major key, but how does one know what order to place those
pitches in to make a beautiful melody?  It is simply not enough to know
all the elements and parts of a thing. To have a complete knowledge one must
understand how all of the parts work together.


Second, study of music composition can improve one’s
performance of music. Although music notation has come a long way over the
centuries, it still remains imperfect. Knowledge of how music is put together
will allow the performer to understand the things behind the notes on the page
and those things that are not able to be notated.


Third, some music requires that the performer improvise on
the spot and add to what is notated on the page. Having knowledge of how music
is formed greatly enhances one’s ability to improvise music and have the
improvisation sound like music.


Last, the creative process in and of itself brings much joy
to one’s life. Not to mention the fact that any music composed can then bring
joy to those who hear it or to those who perform it.


 


 


 


GETTING
THINGS TO PAPER


The first thing that we need to do before we can even begin
to start learning how to compose is to learn how to “transcribe” music.
Transcribing is hearing a rhythm, melody, or harmony and being able to notate
it (write it down). 


Even if you understand all the rules of music composition,
if you cannot notate what you hear in your head or what you play on your
instrument, then you will have a very difficult time composing. Writing down,
in musical notation, a rhythm that you hear can be difficult at first and may
seem like a daunting task. Don’t give up! The more you practice, the easier it
will become. It is a hill that all beginning composers must climb.


In the past, composers used to write using feather pen and ink
on parchment. Next came pencil and paper. It was only a few short years ago
that composers began using computers to notate music. Today most composers use
notation software on their computers that allow them to write down their ideas
quickly and neatly.


By beginning this course with music transcription this will
also give you a chance to get to know the NotePad software. NotePad is the
music notation program that you will be using in this course to complete most
of your assignments. If you have not already done so, please download and
install NotePad on your computer before moving forward. When you open the
program for the first time it will ask you to register. In order to get the
free tech support for the program you must register.


 


Download
NotePad at: www.finalemusic.com/NotePad


 


The following are the four steps you will always take when
setting up a document for the rhythm assignments in the first part of this
course. (There will be a different set of steps when setting up a document for
melodic and harmonic assignments.)


 


Step
1:
Open NotePad (the Document Setup Wizard screen will appear)


 


Step
2:
Under “Title” enter the assignment name (for example “Lesson 1 Assignment 1”), and
under “Composer” enter your full name. Then click “next”.


 


Step
3:
In the first column on the left, click on “drums”. In the second column, click
on “snare drum”. Click “add” then click “next”.


 


Step
4: This
is where you select the time signature and key signature for your piece. Since
the first assignments are rhythm assignments you will only need to select a
time signature. (NotePad does not allow you to change meter and key within a
song.)


 


You should now see a sheet of music paper on the screen. You
will notice that there is only one staff line instead of five. Rhythm does not
have pitch and so we only need one line to place our notes on. You will also
notice that there are no treble and bass clefs. Instead you will see two
vertical lines where the treble or bass clef normally would have gone. This is
called a percussion clef and is used when notating non-pitched rhythms.


In order to enter notes on to the page we need to make sure
that the “Simple Entry Tool” is selected. It should automatically be selected
when you start, but in case it ever gets unselected this is what it looks like
(it is highlighted in blue below).


 





 


Let’s try entering some notes. Click on the quarter note in
the note durations bar.


 





 


Whenever you press the enter key on your keyboard while
this option is selected a quarter note will be entered on the page. Let’s press
enter 4 times and enter 4 quarter notes. You should now see 4 quarter notes in
the first measure. You can also enter notes by clicking with your mouse.


If you want to erase something, simply click on the erase
icon.


 





 


Once the eraser is selected you can use the arrow keypad on
your keyboard to highlight the note you want to erase and then press delete.
You can erase notes by clicking on the note with your mouse.


When you want to hear what you have written use the
playback controls.


 





 


These are just the basics. Play around with the software
for a while and get to know it. There is a help manual and on-line tutorials that
can help you with any other questions you might have. And remember, if you
register you can get free tech support.


 


 


 


LESSON CONCLUSION


At the
end of each lesson you will find four things: 


 



 	Memory
     Questions

 	On-line
     Quiz

 	Listening
     Assignments

 	Transcription/Composition
     Assignments




 


Memory
questions aid in summarizing and reinforcing the key concepts learned in the
lesson. Study them well in order to pass the on-line lesson quiz. The quizzes for
each lesson can be found by logging in to your course at www.udemy.com 


 


Next
come the listening assignments. Listening to music is an important part of composing.
By listening to music written by the masters you will hear ways in which other
composers used the elements of music to create great works of beauty and also
get inspiration for writing your own songs. There are a number of ways to find
recordings of the assigned pieces.


 


1) The
highly recommended way is to get a subscription to www.naxos.com. With a
Naxos subscription you get unlimited listening access to their superb CD
library. Although you will not own the music, it will be much cheaper than
buying all the music assigned with this course.


 


2)
Check local libraries for recordings.


 


3)
Download MP3 recordings from on-line stores such as i-tunes.


 


4)
Find and purchase CD recordings from amazon.


 


Last
come the transcription and composition assignments. These are to be completed
with the NotePad software described above.


 


If at any point in this course you have music composition questions
that you would like answered or if you would like to have each composition
assignment reviewed and commented on, please contact the author at his web site
www.ComposerJonathanPeters.com
about receiving these services for a fee.


 


Remember…how
much you get out of this course is determined by how much work you put into it.
To gain the most benefit, it is necessary to complete all the assignments.


 


Good
luck and happy composing!


 


 


 


Memory Questions


 


Is it
possible for anyone to compose music?


It is
possible for anyone to compose music and quite vital for every student of
music.


 


List
the four main reasons for learning how to compose music.


1. To
deepen one’s knowledge of music.


2. To
improve one’s performance of music.


3. To
enhances one’s ability to improvise music.


4. To
bring joy to one’s own life and the lives of others.


 


What
is rhythm?


Rhythm
is an “ordered succession of durations of sound”.


 


What
does “improvise” mean?


“Improvise”
means to make up on the spot.


 


What
does “notate” mean?


“Notate”
means to write down. 


 


What
is “transcribing”?


Transcribing
is hearing a rhythm, melody, or harmony and being able to notate it.


 


 


 


Lesson 1 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Johann
Pachelbel (1653 – 1706)


•
Canon in D


 


Antonio
Vivaldi (1678 – 1741)


• The
Four Seasons


•
Gloria:  #1. Gloria in Excelsis Deo


 


 


 


Transcription Assignments


 


Assignment 1


Log
into your course at www.Udemy.com. In
section 1 you will find the transcription assignment for this lesson. Under the
“Downloadable Materials” tab find and listen to the file “Rhythm
Transcription_Lesson 01_Assignment 01 Audio” and then notate it using
NotePad. Tip: Always start by determining the meter. If you don’t know the
meter you cannot notate the rhythm properly. To determine the meter listen for
the strong pulses. Once you have determined the meter try writing down the
first measure. You can listen to the example as many times as you need. Once
you think you have the first measure down move on to the next measure. Continue
one measure at a time until you have the entire rhythm notated. When finished,
compare your notation with the answer key “Rhythm Transcription_Lesson
01_Assignment 01 Answer Key” which can also be found under the
“Downloadable Materials” tab.


 


 


Assignment 2


Log
into your course at www.Udemy.com. In
section 1 you will find the transcription assignment for this lesson. Under the
“Downloadable Materials” tab find and listen to the file “Rhythm
Transcription_Lesson 01_Assignment 02 Audio” and then notate it using
NotePad. Follow the tips mentioned in Assignment 1 above. When finished,
compare your notation with the answer key “Rhythm Transcription_Lesson
01_Assignment 02 Answer Key” which can also be found under the
“Downloadable Materials” tab.


 


 


Assignment 3


Log
into your course at www.Udemy.com. In
section 1 you will find the transcription assignment for this lesson. Under the
“Downloadable Materials” tab find and listen to the file “Rhythm
Transcription_Lesson 01_Assignment 03 Audio” and then notate it using
NotePad. Follow the tips mentioned in Assignment 1 above. When finished,
compare your notation with the answer key “Rhythm Transcription_Lesson
01_Assignment 03 Answer Key” which can also be found under the
“Downloadable Materials” tab.


 


 


Assignment 4


Log
into your course at www.Udemy.com. In section
1 you will find the transcription assignment for this lesson. Under the
“Downloadable Materials” tab find and listen to the file “Rhythm
Transcription_Lesson 01_Assignment 04 Audio” and then notate it using
NotePad. Follow the tips mentioned in Assignment 1 above. When finished,
compare your notation with the answer key “Rhythm Transcription_Lesson
01_Assignment 04 Answer Key” which can also be found under the
“Downloadable Materials” tab.


 


 


Assignment 5


Log
into your course at www.Udemy.com. In
section 1 you will find the transcription assignment for this lesson. Under the
“Downloadable Materials” tab find and listen to the file “Rhythm
Transcription_Lesson 01_Assignment 05 Audio” and then notate it using NotePad.
Follow the tips mentioned in Assignment 1 above. When finished, compare your
notation with the answer key “Rhythm Transcription_Lesson 01_Assignment 05
Answer Key” which can also be found under the “Downloadable Materials” tab.











2. The rhythmic motif


 


 


 


UNIFORMITY
AND VARIETY


How are rhythms formed? Can we randomly place different
note durations on the page and get a rhythm? Let’s experiment. Here is a
succession of random note durations. (To hear the audio that goes with each diagram
please log into your course at www.Udemy.com.
Navigate to the section (lesson) you are currently on and click on the lecture
titled “Lesson 2 Audio Files”. You will find all the audio under the
“Downloadable Materials” tab.


 





(Lesson
02 - Audio 01)


 


The notes above are “technically” a rhythm. Is it a “good” rhythm?
No. Because there is a lack of uniformity there is nothing that ties it all
together. Let’s look at another example.


 





(Lesson
02 - Audio 02)


 


Technically this is a rhythm as well. Is it a good rhythm?
No. Because all of the notes are of the same duration there is no variety.
Without variety there is nothing to separate the rhythm into contrasting parts.


Throughout this course you will learn that all great music
contains a balance of both uniformity and variety. When there is a unifying
factor it makes the music intelligible, thus easier to grasp and easier to
enjoy. At the same time, without some variety music would be repetitive and
uninteresting. Uniformity and variety are the two most basic principles of
music composition and we will be studying their many applications over the
duration of this course.


 


 


 


MUSIC’S RELATION TO LANGUAGE


Music as a language has many similarities to the English
language that we speak and write every day. (This will become more apparent as
we proceed through the course.) We will begin our comparison by looking at
letters and words. The musical equivalent of letters are the individual musical notes. The musical equivalent of a
word is called a motif (moh-TEEF).  Just as letters make up words, so too
notes make up motifs. A motif is a combination of notes that form a short
reoccurring musical idea (or “theme”) which characterizes a piece (or section)
of music. Motifs can be rhythmic, melodic, or harmonic in nature. In this
lesson we are only focusing on the “rhythmic” motif. Let’s take a look at
possibly one of the most famous motifs in all of music.


 





(Lesson
02 - Audio 03)


 


These 4 note durations (3 eighth notes and 1 half note)
taken together form a motif. (Remember, we are not talking about pitches here,
just note durations.) 


Look at and listen to the music below and see how many
times you can find this motif.


 





(Lesson
02 - Audio 04)


 


If we think back to our discussion on uniformity and
variety above, we can see that the motif plays an important role in bringing
uniformity to the music. It is a huge part of what holds the music together and
makes it intelligible.


Let’s take a look at some more rhythmic examples and
attempt to identify the motifs.


 





 


To find the motif in the example above we need to look for
short reoccurring patterns. If you look carefully you should be able to see the
half note/quarter note pattern (1 half note followed by 1 quarter note). This
is the rhythmic motif. It occurs three times in the example above: once in the
1st measure, once in the 2nd measure, and once in the 4th measure. Here is
another example.


 





 


Again, if we find the short reoccurring pattern we will
have found the motif. Here the pattern is the dotted quarter note followed by
an eighth note followed by a half note. This is the rhythmic motif. It occurs
twice: once in measures 1 & 2 and once in measures 4 & 5. Once you get
used to noticing patterns in music you will see motifs everywhere!


Here are some basic rules and techniques to remember when
trying to come up with your own motifs for your lesson assignments. 


 


1) Shorter is better! Motifs are generally
anywhere from 2 to 8 notes in length. 


2) Motifs are usually best when they contain at
least 2 (or more) different note durations. (For example two
quarter notes would not make a very good motif. Neither would 2 half notes, nor
2 whole notes. For best results, use a combination of note durations when
choosing notes for your motifs.)


 


 


 


COMING UP WITH IDEAS


Some have likened writing music to creating something out
of thin air. (Which is very appropriate, since physically music is just
pulsations of air.) Over the period of this course you will complete many
assignments in which you will be asked to come up with your own musical ideas.
If you have never attempted to write music before, you may be asking yourself
“how in the world am I going to come up with my own musical ideas?”


Where do composers get their musical ideas from? Many times
it’s pure inspiration. A composer could be doing something as commonplace as
eating a meal and suddenly hear music in his head. Sometimes a composer might
be sleeping and hear music in his dream. For most people though, composing is a
more systematic approach; often the result of much trial and error. Below is a
list of important tips for acquiring the inspiration needed to compose music.


 


1. Find a quiet place


One of the most important things when trying to write music
is to get rid of all the other noise filling your head. Your mind cannot come
up with musical ideas if it is not clear of other sounds first. At the very
least, you should find a place where there is no other music being played.


 


2. Try to hear the music in your head before
anything else


Hearing music in your head before playing it on an
instrument is a very good skill to acquire. This involves the use of “inner
hearing”. Inner hearing is simply the ability to recall a sound in our mind
without actually hearing the sound itself. We can do this with all five of our
senses. You can test this out for yourself right now by trying to imagine the
sound of a family members’ voice, or the sound of rain, in your head. We are
all capable of this to some degree but it takes practice to build the skill; especially
with something like music.


 


3. Improvise on the piano (or other instrument)


After getting rid of other noises and trying to hear the
music in your head you should then attempt to play it on the piano (or other
instrument that you are able to play). Sometimes just sitting at your
instrument and fiddling around can be a great way to come up with musical
ideas. You might stumble upon something you really like or one idea may spark
another. Many composers use this technique to generate musical material which
they can then develop further. Remember, these ideas do not have to be in their
final form. They can be just simple ideas which you develop and use later on.
Don’t be satisfied with your first idea. Come up with as many ideas as you can.


 


4. Listen to a lot of well-written music


Another great way to get inspiration is by simply immersing
yourself in good music. Listen to as many compositions by the masters as you
can. It is not being suggested that you copy them or steal ideas from them.
Rather, everything you have heard will be soaked up subconsciously and will
spark ideas in your mind when you try and come up with your own compositions. 


 


5. Write down your ideas


Above all, remember to always, always write down your
ideas! By writing down your ideas you will a) have no possibility of
forgetting them, b) be able to make changes and adjustments to your
ideas without losing the originals forms, c) have multiple ideas to work
with, and d) the ideas you decide not to use can be saved and used in
later compositions.


A very good idea would be to create a separate document for
each assignment in NotePad and save it with a name like “Ideas for Lesson 2
Assignment 1”. This will be kind of like a sketch pad on which you sketch down
your ideas as they come.


 


 


 


Memory Questions


 


What
are the two basic principles of music composition?


The
two basic principles of music composition are uniformity and variety.


 


Why is
uniformity in music important?


Uniformity
in music is important because it is what holds a piece together and makes it
intelligible.


 


Why is
variety in music important?


Variety
in music is important because without it there would be no contrasting parts,
making music very repetitive and uninteresting.


 


What
is a “motif”?


A motif
is a combination of notes that form a short reoccurring musical idea (or
“theme”) which characterizes a piece (or section) of music.


 


 


 


Lesson 2 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Johann
Sebastian Bach (1685 – 1750)


•
Brandenburg Concerto No. 1


•
Brandenburg Concerto No. 2


•
Brandenburg Concerto No. 3


 


 


 


Composition Assignments


 


Assignment 1


Using
the NotePad software compose a three note motif. You must use two
different types of note durations. (For example, you may not use
"only" quarter notes or "only" half notes.) You may choose
from any of the following meters: 2/4, 3/4, 4/4, 3/8, or 6/8.


 


 


Assignment 2


Using
the NotePad software compose a four note motif. You must use two
different types of note durations. You may choose from any of the following meters:
2/4, 3/4, 4/4, 3/8, or 6/8.


 


 


Assignment 3


Using
the NotePad software compose a five note motif. You must use three
different types of note durations. You may choose from any of the following
meters: 2/4, 3/4, 4/4, 3/8, or 6/8.


 


 


Assignment 4


Using the NotePad software compose a seven note motif. You
must use four different types of note durations. You may choose from any
of the following meters: 2/4, 3/4, 4/4, 3/8, or 6/8.











3. THe rhythmic phrase


 


 


 


 


 


THE
MUSICAL SENTENCE


Just as letters make up words and words make up sentences,
so in music, notes make up motifs and motifs make phrases. The phrase is the
musical equivalent of the sentence. It can stand alone as a complete thought or
idea. (More on this when we delve into melodic phrases.) A phrase is
typically 4 measures in length. (It can be larger or smaller, although not
smaller than 2 measures.)


Let’s look at an example of how rhythmic motifs are
combined to create a rhythmic phrase. We will use 2 different motifs. Either of
these musical ideas by themselves would not be enough to make a sentence since
they are much too short (only 3 notes each).


 


Motif #1





 


 
Motif #2





 


A very common and useful tool for creating phrases is that
of repetition. If we begin our phrase by repeating one of the motifs above we
accomplish two things. First, we introduce the motif to the listener, letting
them become familiar with it. Second, we establish this particular motif as the
“primary” motif. (PM = Primary Motif)


 





(Lesson
03 - Audio 01)


 


We must be careful not to simply endlessly repeat a motif,
since the music would become monotonous and the listener would soon tire of
hearing it. This is where motif #2 above comes into play. Once again, by using
the tool of repetition we can lengthen our other motif so that it fills up an
entire measure of 4/4 time. (We chose 4/4 for our phrase since the primary
motif is 4 beats in length.)


 





(Lesson
03 - Audio 02)


 


If we
insert this measure in between measures containing our primary motif it will
provide variety (remember the principles of uniformity and variety?) and also
establish this other motif as a “secondary” motif. (SM = Secondary Motif)


 





(Lesson
03 - Audio 03)


 


We now have a 4 measure rhythmic phrase made up of 2
different motifs. This is a very simple example of how you can combine motifs.
There are countless other combinations we could have come up with.


Once our primary and secondary motifs have been firmly established
we can then begin to develop different rhythmic phrases using these same
motifs.


 





(Lesson
03 - Audio 04)


 


What we have done above is cut our primary motif into two
halves and inter-mixed them with the secondary motif (which we kept intact). As
you can see, this is a little more complex and a little more interesting. This
new rhythmic phrase contains both the elements of uniformity (the original
motifs) and variety. The possibilities are endless. That’s the wonderful thing
about music…you can use your imagination and be as creative as you want while
still maintaining order.


This lesson was just an introduction to rhythmic phrases.
We will go into more depth as we proceed through the course. 


 


 


 


Memory Questions


 


What
is a phrase?


A
phrase is the musical equivalent of a sentence. It can stand alone as a
complete thought or idea.


 


What
is a phrase made up of?


A
phrase is made up of motifs.


 


What
is the length of a phrase?


A
phrase is typically 4 measures in length.


 


 


 


Lesson 3 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Franz
Joseph Haydn (1732 – 1809)


• 2nd
movement from Symphony No. 94 (the “Surprise Symphony”)


• 3rd movement
from Piano Trio No. 39 (“Gypsy Rondo”)


•
String Quartet Op. 76, No. 2 in D minor


 


 


  


Composition Assignments


 


Assignment 1


Using
NotePad, compose a four measure phrase in 4/4 meter. It must be made up of two
different motifs: a primary motif and a secondary motif. Be sure to use the
technique of repetition (repeat the motifs to create the phrase).


 


 


Assignment 2


Using
NotePad, compose a four measure phrase in 2/4 meter. It must be made up of two
different motifs: a primary motif and a secondary motif. Be sure to use the
technique of repetition (repeat the motifs to create the phrase).


 


 


Assignment 3


Using
NotePad, compose a two measure phrase in 4/4 meter. It must be made up of two different
motifs: a primary motif and a secondary motif. Be sure to use the technique of
repetition (repeat the motifs to create the phrase). 


 


 


Assignment 4


Using
NotePad, compose a four measure phrase in 3/4 meter. It must be made up of two
different motifs: a primary motif and a secondary motif. Be sure to use the
technique of repetition (repeat the motifs to create the phrase). 


 


 


Assignment 5


Using NotePad, compose a four measure phrase in 4/4 meter. Use
the following motifs. Motif #1: a dotted quarter note followed by an eighth
note followed by two quarter notes. Motif #2: two eighth notes followed by a
quarter note. Assume that these motifs have already been firmly established in
a piece. Your task is to develop the phrase by cutting the motifs into smaller
parts and rearranging them however you like. (See diagram number six in the
lesson text for an example. DO NOT copy the order of what was done in the
example!)











4. TYPES OF RHYTHMIC PHRASES


 


 


 


CATEGORIZING PHRASES


In the last lesson we learned about how combining rhythmic
motifs can create rhythmic phrases. In this lesson we are going to learn about
different types of phrases. There are only three types of phrases.


 


1)     
Those
that suggest continuation.


2)     
Those
that suggest a temporary repose.


3)     
Those
that suggest finality.


 


Although these three types of phrases are more easily
delineated through means of melody and harmony (which we shall see later),
rhythm can also lend its hand in the forming of musical sentences. 


Let’s take a look at the following example and see how
changing the ends of the phrase rhythmically can affect what the phrase
suggests to the listener. Here is our original phrase.


 





(Lesson
04 - Audio 01)


 


Let’s say we want to have this phrase suggest a sense of finality
(like the period at the end of a sentence). There are a couple of things you
can do to accomplish this. 1) End on a strong beat (the stronger the beat, the
greater the degree of finality), and 2) end on a note of longer duration than
all the notes that came before it.


 





(Lesson
04 - Audio 02)


 


In the example above we have changed the last measure so that
we end on the strongest beat (beat 1) and we have made the note a whole note so
that it is longer than all the previous notes, thus giving it more weight. This
phrase now suggests a sense of finality.


Next let’s say that we wanted to create a temporary sense
of repose (like the comma in a sentence). There are a couple of things you can
do to accomplish this. The first way is to add rests to the end of the phrase.
This suggests to our ear that we are not really at the end yet and that the
music will continue on momentarily.


 





(Lesson
04 - Audio 03)


 


The second way to suggest a temporary sense of repose is by
ending on a weak beat. This suggests that the music will go on. Our ear
naturally wants to hear more.


 





(Lesson
04 - Audio 04)


 


And finally, let’s say that we want to suggest a sense of
continuation. The best way to accomplish this is by ending the phrase with very
short notes (8ths, 16th, etc.). This will create the impression that we are not
stopping (not even momentarily) and will continue on. This type of phrase will
connect very nicely to a second phrase.


 





(Lesson
04 - Audio 05)


 


 


 


Memory Questions


 


What are
the three types of rhythmic phrases?


The
three types of rhythmic phrases are those that suggest continuation, those that
suggest a temporary repose, and those that suggest finality.


 


What
are two ways to suggest finality in a rhythmic phrase?


Two ways
to suggest finality in a rhythmic phrase are to 1) end on a strong beat, and 2)
end on a note of longer duration than the notes that came before it.


 


What
are two ways to suggest a temporary repose in a rhythmic phrase?


Two
ways to suggest a temporary repose in a rhythmic phrase are to 1) place rests
at the end of the phrase, and 2) end on a weak beat.


 


What
is one way to suggest continuation in a rhythmic phrase?


One
way to suggest continuation in a rhythmic phrase is to end with notes of short
duration.


 


 


 


Lesson 4 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Wolfgang
Amadeus Mozart (1756 – 1791)


• 3rd
movement (“Rondo Alla Turca”) from piano sonata No. 11


• 2nd
movement from Piano Concerto No. 21 in C major


•
Serenade No. 13 for strings in G major (“Eine kleine Nachtmusik”)


• 1st
movement from Symphony No. 40 in G minor


 


 


 


Composition Assignments


 


Assignment 1


Using
NotePad, compose a rhythmic phrase that suggests finality. The phrase can be
two to six measures in length and must include at least two motifs. You may
choose from any of the following meters: 2/4, 3/4, 4/4, 3/8, or 6/8.


 


 


Assignment 2


Using
NotePad, compose a rhythmic phrase that suggests temporary repose. The phrase
can be two to six measures in length and must include at least two motifs. You may
choose from any of the following meters: 2/4, 3/4, 4/4, 3/8, or 6/8.


 


 


Assignment 3


Using
NotePad, compose a rhythmic phrase that suggests continuation. The phrase can
be two to six measures in length and must include at least two motifs. You may choose
from any of the following meters: 2/4, 3/4, 4/4, 3/8, or 6/8.


 


 


Assignment 4


Using
NotePad, compose a rhythmic phrase that suggests finality. The phrase can be
two to six measures in length and must include at least two motifs. You may
choose from any of the following meters: 2/4, 3/4, 4/4, 3/8, or 6/8.


 


 


Assignment 5


Using
NotePad, compose a rhythmic phrase that suggests temporary repose. The phrase
can be two to six measures in length and must include at least two motifs. You
may choose from any of the following meters: 2/4, 3/4, 4/4, 3/8, or 6/8.


 


 


Assignment 6


Using NotePad, compose a rhythmic phrase that suggests
continuation. The phrase can be two to six measures in length and must include
at least two motifs. You may choose from any of the following meters: 2/4, 3/4,
4/4, 3/8, or 6/8.











5. RHYTHMIC PERIODS & PHRASE GROUPS


 


 


 


 


THE PERIOD


Just as combinations of sentences make up paragraphs, so in
music, combinations of phrases make up periods and phrase groups.
A period consists of two phrases that have the relationship of antecedent and
consequent. This antecedent and consequent relationship is harder to understand
when speaking about rhythmic phrases and will be much more clearly seen when we
study melodic and harmonic periods.


What we mean by antecedent and
consequent phrases when speaking of rhythm is one phrase that ends weakly (the
antecedent) followed by a second phrase that ends strongly (the consequent).
Here is an example of a period.


 








(Lesson
05 - Audio 01)


 


Notice how the first phrase (measures 1-4) ends rather
weakly, while the second phrase (measures 5-8) ends much stronger. Do you
remember the three types of phrases from the last lesson? Antecedent phrases
are created by use of either of the first two phrase types; those that suggest
continuation and those that suggest temporary repose. Consequent phrases are
created by use of the third phrase type; that which suggests finality.


 


 


 


THE PHRASE GROUP


When two phrases do not have an antecedent to consequent relationship
we call it a phrase group. Here is an example below.


 





 





(Lesson
05 - Audio 02)


 


As you can see, there is no antecedent to consequent
relationship since the second phrase is a repeat of the first phrase. The
second phrase does not have to be an exact repeat of the first phrase as long
as the first phrase does not end weakly and the second phrase strongly.


Phrase groups can also have more than two phrases. Here is
an example of a phrase group that consists of 3 “four-measure” phrases.


 





(Lesson
05 - Audio 03)


 


Each phrase is completely different but since they all end
strongly there is no possibility of an antecedent to consequent relationship.


 


 


 


Memory Questions


 


What
is a period?


A
period consists of two phrases that have the relationship of antecedent and
consequent.


 


What
is an antecedent phrase?


An antecedent
phrase ends weakly and precedes the consequent phrase.


 


What
is a consequent phrase?


A
consequent phrase ends strongly and follows the antecedent phrase.


 


How
are antecedent phrases created?


Antecedent
phrases are created by use of either of the first two phrase types; those that
suggest continuation and those that suggest temporary repose.


 


How
are consequent phrases created?


Consequent
phrases are created by use of the third phrase type; that which suggests
finality.


 


What
is a phrase group?


A
phrase group consists of two or more phrases
that do not have a antecedent to consequent relationship.


 


 


 


Lesson 5 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Ludwig
van Beethoven (1770 – 1827)


• 1st
movement from Symphony No. 5


• 2nd movement
from Piano Sonata No. 8 (“Pathétique”)


• 3rd
movement from Piano Sonata No. 14 (“Quasi una fantasia”)


•
Piano Concerto No. 5 in E-flat major (the "Emperor" concerto)


 


 


 


Composition Assignments


 


Assignment 1


Using
NotePad, compose a rhythmic period that consists of two phrases that have the
relationship of antecedent and consequent. Each phrase must be at least four
measures in length and must include at least two motifs. You may choose from
any of the following meters: 2/4, 3/4, 4/4, 3/8, or 6/8.


 


 


Assignment 2


Using
NotePad, compose a rhythmic period that consists of two phrases that have the
relationship of antecedent and consequent. Each phrase must be at least four
measures in length and must include at least two motifs. You may choose from
any of the following meters: 2/4, 3/4, 4/4, 3/8, or 6/8.


 


 


Assignment 3


Using
NotePad, compose a phrase group that consists of two phrases that do not
have the relationship of antecedent and consequent. Each phrase must be at
least four measures in length and must include at least two motifs. You may
choose from any of the following meters: 2/4, 3/4, 4/4, 3/8, or 6/8.


 


 


Assignment 4


Using NotePad, compose a phrase group that consists of
three phrases that do not have the relationship of antecedent and
consequent. Each phrase must be at least four measures in length and must
include at least two motifs. You may choose from any of the following meters:
2/4, 3/4, 4/4, 3/8, or 6/8.











6. RHYTHMIC DEVELOPMENT – Part 1


 


 


 


AUGMENTATION


Now that we have studied and worked with the motif, phrase
and period, we are ready to begin developing our rhythms through a number of
compositional techniques. In this lesson we will cover two of these techniques
– augmentation and diminution.


The word
augment comes from the Latin augmentare (to increase). Augmentation is
taking a motif (or an entire phrase) and increasing the duration of each note
by the same proportion. Let’s look at an example.


 





 


As you can see above, the original motif was comprised of 4
eighth notes followed by 2 quarter notes. If we double the duration of each
note we end up with 4 quarter notes followed by 2 half notes. When we double
the note durations it is called “strict” augmentation. We can also triple or
quadruple the note durations but that is less commonly done. If we had
quadrupled each note duration the motif would have taken up too much time and
might become unrecognizable as the motif by the listener.


If we had tripled each note duration it would have changed
the pulse of the motif and would have to be written out in an entirely
different meter. This once again would make it very unlikely to be recognized
as the motif by the listener.


 


 


 


DIMINUTION


The
word diminution comes from the Latin diminutio (to decrease). Diminution
is taking a motif (or an entire phrase) and decreasing the duration of each
note by the same proportion. Let’s look at an example.


 





 


As you can see above, the original motif was comprised of 1
half note followed by 2 quarter notes. If we halve the duration of each note we
end up with 1 quarter note followed by 2 eighth notes. When we halve the note
durations it is called “strict” diminution. We can also reduce the note
durations by a third or a fourth but this is less commonly done (especially
since reducing the note lengths to a third changes the pulse of the rhythm).


The important thing to remember with both augmentation and
diminution is that the note durations in the original motif must have the same
proportions to one another as the note durations in the altered motif. If
proportion is not maintained the motifs will become unrecognizable since they
will lack the principle of uniformity.


 


 


 


Memory Questions


 


What
two compositional techniques used to develop rhythms were learned in this
lesson?


The
two compositional techniques used to develop rhythms that were learned in this
lesson were augmentation and diminution.


 


What
is augmentation?


Augmentation
is taking a motif (or an entire phrase) and increasing the duration of each
note by the same proportion.


 


What
is diminution?


Diminution
is taking a motif (or an entire phrase) and decreasing the duration of each
note by the same proportion.


 


 


 


Lesson 6 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Gioachino
Rossini (1792 – 1868)


•
Overture to the opera “L'italiana in Algeri” (The Italian Girl in Algiers)


•
Overture to the opera “William Tell”


•
Overture to the opera “Semiramide”


 


Amilcare
Ponchielli (1834 – 1886)


•
“Dance of the Hours” from Act 3 of the opera “La Gioconda”


 


 


 


Composition Assignments


 


Assignment 1


Using NotePad, compose a rhythmic “motif”. Develop this
motif through the technique of augmentation.


 


Assignment 2


Using NotePad, compose a rhythmic “phrase”. Develop this
phrase through the technique of augmentation.


 


Assignment 3


Using NotePad, compose a rhythmic “motif”. Develop this
motif through the technique of diminution.


 


Assignment 4


Using NotePad, compose a rhythmic “phrase”.
Develop this phrase through the technique of diminution.











7. RHYTHMIC DEVELOPMENT – Part 2


 


 


 


TRUNCATION


In the last lesson we learned about rhythmic augmentation
and diminution; two compositional techniques used to develop rhythmic material
while maintaining uniformity. In this lesson we will learn three more
techniques – truncation, expansion, and displacement.


Truncation is when any part of the end of a motif or phrase
is left off (truncated). This works best with whole phrases since motifs are
already fairly short to begin with. Let’s look at an example of truncation.


 





 


In the example above, the last three notes were left off,
creating a variation of the original rhythm. We could have cut as much or as
little as we wanted. There are no wrong answers here.


 


 


 


EXPANSION


Expansion is the opposite of truncation. Expansion of a
rhythm is accomplished by the addition of any part of a motif or phrase. Let’s
look at an example of expansion.


 





 


In the example above, the last four notes of the original
rhythm have been added on, thus creating a variation of the original rhythm. We
could have added as much or as little as we wanted. There are no wrong answers
here as long as you use material from the original motif or phrase.


 


 


 


DISPLACEMENT


The last compositional technique we will cover in this
lesson is that of displacement. Rhythmic displacement is accomplished by
shifting a motif or a phrase over so that it begins on a different beat. Let’s
look at an example of displacement.


 





 


In the example above, we have shifted our entire rhythm
over one beat so that it begins on the second beat. (The last note has been
changed from a half note to a quarter note so that it continues to fit into two
measures.) We know from basic music theory that in 4/4 time beat 1 is the
strongest, beat 3 is the second strongest, and that beats 2 and 4 are weak
beats. By shifting everything over we are changing which notes of our rhythm
fall on strong beats and which notes fall on weak beats. This changes the
entire feel and the actual sound of the rhythm. Listen to and compare both
rhythms.


 


Original
rhythm (Lesson
07 - Audio 01)


Displaced
rhythm (Lesson
07 - Audio 02)


 


 


 


Memory Questions


 


What
three compositional techniques used to develop rhythms were learned in this
lesson? 


The
three compositional techniques used to develop rhythms that were learned in
this lesson were truncation, expansion, and displacement.


 


What
is truncation of a rhythm?


Truncation
of a rhythm is when any part of a motif or phrase is left off the end of the
original rhythm.


 


What
is expansion of a rhythm?


Expansion
of a rhythm is when any part of a motif or phrase is added on to the end of the
original rhythm.


 


What
is displacement of a rhythm?


Displacement
of a rhythm is the shifting of a motif or a phrase so that it begins on a
different beat.


 


 


 


Lesson 7 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Franz
Schubert (1797 – 1828)


• Ave Maria


•
Moment Musical No. 3


•
"Ständchen" (“Serenade”) piano version or piano and violin version


•
Arpeggione Sonata in A minor (cello and piano version)


•
String Quartet No. 14 in D minor (Death and the Maiden)


 


 


 


Composition Assignments


 


Assignment 1


Using
NotePad, compose a rhythmic “motif”. Develop this motif through the technique
of truncation.


 


 


Assignment 2


Using
NotePad, compose a rhythmic “phrase”. Develop this phrase through the technique
of truncation.


 


 


Assignment 3


Using
NotePad, compose a rhythmic “motif”. Develop this motif through the technique
of expansion.


 


 


Assignment 4


Using
NotePad, compose a rhythmic “phrase”. Develop this phrase through the technique
of expansion.


 


 


Assignment 5


Using
NotePad, compose a rhythmic “motif”. Develop this motif through the technique
of displacement.


 


 


Assignment 6


Using NotePad, compose a rhythmic “phrase”. Develop this
phrase through the technique of displacement.











8. Conveying MOod through rhythm


 


 


 


RHYTHMIC MOOD


In this lesson we are going to take a look at how rhythm
can contribute to the mood of a piece of music. Let’s look at some examples.


 





(Lesson
08 - Audio 01)


 


What are a few possible moods that you might hear when you
listen to the rhythm above? Because most of these notes are of a longer
duration, this rhythm could be said to be depicting “peacefulness” or
“tranquility”. Longer notes usually depict the less intense emotions or moods.
4/4 meter also contributes to this. Since the measures are longer, the notes
within them can be of a longer duration. Of course a lot of this also depends
on the tempo of the piece. If the example above were played at a very fast
tempo the notes would sound as if they were notes of shorter duration and thus
would lose that sense of calmness. Let’s look at another example.


 





(Lesson
08 - Audio 02)


 


What are a few possible moods that you might hear when you
listen to the rhythm above? Because most of these notes are of a shorter
duration and because there are a number of different rhythmic patterns, this
rhythm could be said to be depicting a “hurried” or “frantic” emotion. The 2/4
meter also contributes to this. Since the strong beats occur at a more frequent
rate than in 4/4 meter, 2/4 meter usually sounds more hurried. (Don’t forget to
factor in the tempo of the piece.) Here is another example.


 





(Lesson
08 - Audio 03)


 


What are a few possible moods that you might hear when you listen
to the rhythm above? Because this rhythm consists of the same pattern repeated
over and over again, this rhythm could be said to be depicting “persistence” or
“resoluteness”.


The next example is in 3/4 meter. 3/4 meter can often
suggest a rocking or swinging back and forth and can help to depict a very
soothing or comforting mood. This particular rhythmic motif (half note followed
by a quarter note) can sound like skipping when played at a quick tempo. This
could help to depict a playful or joyous mood.


 





Slower
speed (Lesson
08 - Audio 04)


Faster
speed (Lesson
08 - Audio 05)


 


As you can see from the above examples, it is not a
steadfast rule that notes of longer durations depict less intense emotions
while notes of shorter durations depict more intense emotions. Besides meter
and tempo, one must also remember to consider the factor that dynamics and
articulations can play in helping to shape rhythmic mood. For example, if we
played the very first example in this lesson “fortissimo”, it would no longer
sound peaceful…it would sound angry.


 





(Lesson
08 - Audio 06)


 


Here is an example of how articulations can contribute to
the rhythmic mood. Staccato articulations can create a light hearted effect,
while marcato articulations can create a more agitated effect.


 





(Lesson
08 - Audio 07)


 


The
diagrams above are just a few examples to help kick start your imagination and
give you some idea of how rhythm (along with the contributing factors of meter,
tempo, dynamics and articulations) can help to create the mood of a piece. The
possibilities are endless. Experiment and be creative!


 


 


 


Memory Questions


 


What
types of emotions or moods do notes of longer durations usually depict?


Notes of
longer duration usually depict the less intense emotions or moods.


 


What
types of emotions or moods do notes of shorter durations usually depict?


Notes
of shorter duration usually depict the more intense emotions or moods.


 


When
creating mood through rhythm, what other contributing factors must one
consider?


When
creating mood through rhythm one must also consider the contributing factors of
meter, tempo, dynamics, and articulations.


 


 


 


Lesson 8 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Felix
Mendelssohn (1809 – 1847)


•
Violin Concerto in E minor, Op. 64


•
Symphony No. 4 in A major (the “Italian” symphony)


 


 


 


Composition Assignments


 


Assignment 1


Using
NotePad, compose a rhythm that depicts boredom.


 


 


Assignment 2


Using
NotePad, compose a rhythm that depicts panic.


 


 


Assignment 3


Using
NotePad, compose a rhythm that depicts frustration.


 


 


Assignment 4


Using NotePad, compose a rhythm that
depicts jolliness.











9. MELODIC TRANSCRIPTION


 


 


 


DEFINITION OF MELODY


The first portion of this course was devoted entirely to
the study of rhythmic composition. We now begin the second section where we
will be studying melodic composition. Just as rhythm is an “ordered succession
of durations of sound”, so melody is “an ordered succession of pitches”. The
definition of melody will become clearer to you as we study its parts and how
it is formed. In layman’s terms, melody is the tune or part of a song that we
hum, sing, or whistle.


Before we begin, it is important to note that melody cannot
be separated from rhythm, but rhythm can be separated from melody. In order to
see this more clearly try tapping “Happy Birthday” on your knee without singing
it. You have just separated the rhythm from the melody! You cannot however sing
“Happy Birthday” without also singing the rhythm; for the moment you sing a
pitch you must by necessity give it duration. Once you give durations to
pitches you have rhythm.


In fact, rhythm is so connected to melody that by changing
the rhythm melodies can actually lose their identity. Listen to and compare
each of the following musical examples.


 





(Lesson
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(Lesson
09 – Audio 02)


 


Although both of the examples above share the exact same
pitches, they have different rhythms. You probably did not recognize the tune
until you heard it played in the second example. This is because the rhythmic
durations of the notes are such a huge part of the identity of a melody. It
helps make it what it is. Remember this as you move forward through this
portion of the course.


 


 


 


THE NATURE OF MELODY


Melodies must be melodic! In other words, melody by its
nature must move. What is meant by “move” is that it must change pitch. Look at
the example below.


 





(Lesson
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Singing the same pitch over and over is not properly called
melody since melody is an ordered succession of pitches, not an ordered
succession of the “same” pitch. We would refer to the above line of music as
“recited” or “chanted”. 


If melody must by its very nature move, the next question
to ask is “what are the ways in which it can move”? We will therefore begin our
study of how to compose melodies by looking at all the possible ways in which
melody can move. There are only four ways in which a melody can move. The first
two ways deal with the direction of the movement. The second two ways
deal with the size of the movement.


Let’s look at directional movement first. This is the most
fundamental type of movement because pitch, by its very nature, is either
higher or lower. Directional movement can be either ascending or descending.


A well-written melody must consist of both ascending and
descending motion. If the directional movement was always moving in the same
direction, the music would become very dull and uninteresting. Here is an
example of a melody that moves in only one direction (descending).


 





(Lesson
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The
two other types of movement deal with the size of the movement. When we
speak about the size of the movement we are speaking of the intervallic
distance (2nds, 3rds, 4ths, etc.). We classify the size of the movement as
being either conjunct or disjunct. 


Conjunct motion is simply movement by 2nds. Another name
for conjunct motion is “stepwise” motion. As you can see from the diagram
below, conjunct motion can be either ascending or descending.


 





 


Disjunct motion is simply movement by any interval larger
than a 2nd. Since a common form of disjunct motion is movement by 3rds (skips),
another name for disjunct motion is “skipwise” motion. As you can see from the
diagram below, disjunct motion can be either ascending or descending.


 





 


Now let’s look at a few musical examples of conjunct and
disjunct motion.
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09 – Audio 05)


 


The melodic line above is made up entirely of conjunct
(stepwise) motion. This would be considered a well-written melodic line since
the conjunct motion is both ascending and descending. Still, since it does not
contain any disjunct (skipwise) motion it is lacking a certain quality.


Let’s look at another example.


 





(Lesson
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The melodic line above is made up entirely of disjunct (skipwise)
motion. Since it contains both ascending and descending motion it has an
essential part of being a well-written melodic line. It is pleasant enough, but
since it does not contain any conjunct (stepwise) motion it is lacking a great
deal. (Stepwise motion is a much more natural type of movement as compared to
skipwise motion since it is more closely connected to the scale and to the
human voice.)


If you study music you will find that the most
well-written, most “melodic” melodies contain a nice balance of both stepwise
and skipwise motion. These types of melodies are very singable; they are
memorable and stick with us. Here is an example. (Red = disjunct motion; Blue =
conjunct motion)


 





(Lesson
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The example above is such a wonderful melody because it
contains all four types of melodic movement: ascending, descending, conjunct,
and disjunct. Notice how the conjunct motion in this example is always
ascending while the disjunct motion is mostly descending. It didn’t have to be
written this way, but what the composer did greatly helps to unify the music. 


As we move through the rest of this course it will be very
important to keep in mind the four types of melodic movement learned in this
lesson, and to make use of these types of movement in the melodies which you
will compose.


 


 


 


WHERE DO MELODIES COME FROM?


Melody is very natural to humans and has a close connection
to speech. Have you ever noticed that when we talk we use different inflections
in our voices? Listen to any spoken sentence and you will observe that the
pitch of the voice goes higher and lower to convey different things. For
example, the voice usually rises in pitch at the end of a sentence that is a
question. The voice usually lowers in pitches with a command. Sometimes the
rise and fall in pitch is used to simply place emphasis on different words. It
is for these very reasons that melody must move higher and lower in pitch and
not remain static.


Another close connection melody has to speech is the range
of pitch. For example, the pitch in our voice varies only slightly when we speak
and does not jump from one extreme to the other (from very high to very low).
This is why melodies usually stay within the range of an 8th or an 8th and a
3rd. This will be important to remember when writing melodies for your
assignments.


Although we can observe that melody is closely connected to
speech, this still does not tell us how melodies are formed. The most basic
melodies arise from groups of pitches called “keys” and from the possibilities
within the pitches of the scale.


Sometimes melodies are suggested not by the scale but by
the individual type of instrument. For example, a harp might suggest different
types of melodies than a tuba. This is due to the instruments make up and to
what is physically possible to play by instrumentalists.


In this course we will be learning how to write melodies
using certain rules and techniques. Where do these rules and techniques come
from? By studying the great composers of the past men have learned a great deal
about how well-written music is put together. But where did these composers
learn how to write music? Some of them studied the works of composers that came
before them. Many very gifted and talented composers have also written great
music without consciously thinking about it (almost as if by instinct). When
this happens, subsequent generations study their works and are able to discover
exactly how this well-written music was formed. This knowledge then becomes a
building block for future composers. And so the cycle repeats itself in
perpetuity.


 


 


 


NOTATING MELODY


Before you began composing your own rhythms you first
practiced transcribing rhythms. If you recall, “transcribing” is hearing a
rhythm, melody, or harmony and being able to notate it (write it down). And so,
before you compose any melodies on your own, you will first need to practice
transcribing them.


Remember, even if you understand all the rules of music
composition, if you cannot notate what you hear in your head or what you play
on your instrument, then you will have a very difficult time composing. Writing
down, in musical notation, a melody that you hear can be difficult at first and
may seem like a daunting task. Don’t give up! The more you practice, the easier
it will become. It is yet another hill that all beginning composers must climb.


Unlike the rhythm assignments (which had only one staff
line), your melodic assignments must have a full staff with 5 lines and 4
spaces in order for you to notate the pitch of the notes. Because of this the
instructions for setting up a blank document in Finale NotePad will be slightly
different from what you are used to by now. Here they are below.


 


Step 1: Open NotePad (the Document
Setup Wizard screen will appear)


 


Step 2: Under “Title” enter the
assignment name (for example “Lesson 9 Assignment 1”), and   under
“Composer” enter your full name. Then click “next”.


 


Step 3: Make sure that “blank staff”
is selected in the first column on the left. In the second column, click on
“blank staff”. Click “add” then click “next”.


 


Step 4: This is where you select the
time signature and key signature for your piece. (NotePad does not allow you to
change meter and key within a song.)


 


The default clef is treble clef. If you would like to
change the clef to bass clef then in step 3 above you will need to select
“voice” in the first column rather than blank staff. Select “bass voice” in the
second column. Click “add” then click “next”.


To
enter higher and lower pitches on the staff simply use the arrow keys on your
keyboard (or use your mouse) to highlight the line or space where you would
like to place your note. To place the note press the enter key on your keyboard
or click the left mouse button.


 


 


 


Memory Questions


 


What
is melody?


Melody
is “an ordered succession of pitches”.


 


Can you
have melody without rhythm?


No,
you cannot have melody without rhythm, but you can have rhythm without melody.


 


How
does rhythm contribute to melody?


Rhythm
contributes to the identity of a melody.


 


What
must melody by its very nature do?


Melody
must by its very nature move (i.e. change pitch).


 


How
many ways can a melody move?


There
are only four ways in which a melody can move. The first two ways deal with the
“direction” of the movement. The second two ways deal with the “size” of the
movement.


 


What
are the two ways in which we can classify the direction of melodic movement?


We can
classify the direction of melodic movement as being either ascending or
descending.


 


What
are the two ways in which we can classify the size of melodic movement?


We can
classify the size of melodic movement as being either conjunct or disjunct.


 


What
is conjunct motion?


Conjunct
motion is movement by 2nds. It is also called “stepwise” motion.


 


What
is disjunct motion?


Disjunct
motion is movement by any interval larger than a 2nd. It is also called
“skipwise” motion.


 


What
must a well-written melody contain?


A
well-written melody must contain a nice balance of ascending, descending,
conjunct, and disjunct motion.


 


 


 


Lesson 9 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Frédéric
Chopin (1810 – 1849)


• Nocturne in E-flat major, Op. 9, No. 2


•
Nocturne No. 20 in C-sharp minor, Op. posth.


•
Prelude Op. 28, No. 15


•
Piano Concert No. 1


•
Piano Concerto No. 2


 


 


 


Transcription Assignments


 


Assignment 1


Log
into your course at www.Udemy.com. In
section 9 you will find the transcription assignments for this lesson. Under
the “Downloadable Materials” tab find and listen to the file “Melodic
Transcription_Lesson 09_Assignment 01 Audio” and then notate it using
NotePad. Some helpful tips: since rhythm and melody are connected you will have
to notate the rhythm at the same time you are notating the melody. It might be
easier to notate the rhythm first on a single pitch and then go back over it and
change the pitches to those of the melody. Always start by determining the
meter. If you don’t know the meter you cannot notate the melody properly. To
determine the meter listen for the strong pulses. Once you have determined the
meter try writing down the first measure. You can listen to the example as many
times as you need. Once you think you have the first measure down move on to
the next measure. Continue one measure at a time until you have the entire
melody notated. When finished, compare your notation with the answer key “Melodic
Transcription_Lesson 09_Assignment 01 Answer Key” which can also be found
under the “Downloadable Materials” tab.


 


 


Assignment 2


Log
into your course at www.Udemy.com. In
section 9 you will find the transcription assignments for this lesson. Under
the “Downloadable Materials” tab find and listen to the file “Melodic
Transcription_Lesson 09_Assignment 02 Audio” and then notate it using
NotePad. Follow the tips mentioned in Assignment 1 above. When finished,
compare your notation with the answer key “Melodic Transcription_Lesson
09_Assignment 02 Answer Key” which can also be found under the
“Downloadable Materials” tab.


 


 


Assignment 3


Log
into your course at www.Udemy.com. In
section 9 you will find the transcription assignments for this lesson. Under
the “Downloadable Materials” tab find and listen to the file “Melodic
Transcription_Lesson 09_Assignment 03 Audio” and then notate it using
NotePad. Follow the tips mentioned in Assignment 1 above. When finished,
compare your notation with the answer key “Melodic Transcription_Lesson
09_Assignment 03 Answer Key” which can also be found under the
“Downloadable Materials” tab.


 


 


Assignment 4


Log into
your course at www.Udemy.com. In section 9
you will find the transcription assignments for this lesson. Under the
“Downloadable Materials” tab find and listen to the file “Melodic
Transcription_Lesson 09_Assignment 04 Audio” and then notate it using
NotePad. Follow the tips mentioned in Assignment 1 above. When finished,
compare your notation with the answer key “Melodic Transcription_Lesson
09_Assignment 04 Answer Key” which can also be found under the “Downloadable
Materials” tab.


 


 


Assignment 5


Log
into your course at www.Udemy.com. In
section 9 you will find the transcription assignments for this lesson. Under
the “Downloadable Materials” tab find and listen to the file “Melodic
Transcription_Lesson 09_Assignment 05 Audio” and then notate it using
NotePad. Follow the tips mentioned in Assignment 1 above. When finished,
compare your notation with the answer key “Melodic Transcription_Lesson
09_Assignment 05 Answer Key” which can also be found under the
“Downloadable Materials” tab.











10. THe Melodic motif


 


 


 


ANOTHER FORM OF MOTIF


In lesson 2 we learned about rhythmic motifs. If you
recall, a motif is a combination of notes that form a short reoccurring musical
idea (or “theme”) which characterizes a piece (or section) of music. Motifs can
be rhythmic, melodic, or harmonic in nature. In this lesson we will be learning
about the “melodic” motif.


With rhythmic motifs we observed that the short reoccurring
musical ideas involved the durations of the notes. With melodic motifs,
the short reoccurring musical ideas involve the pitches of the notes.
Let’s take a look at some examples of melodic motifs so that we can get a
better idea of what is meant here.
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In the diagram above we can see that the first measure contains
a repeated note followed by a rising major 3rd (C to E). In the second measure
there is also a repeated note followed by a rising major 3rd (F to A). This
pattern of “repeated note followed by a rising major 3rd” is the short
reoccurring musical idea. It is the melodic motif.


Since melody cannot be separated from rhythm, most melodic
motifs will coincide with the rhythmic motif. In the diagram above, the melodic
motif (repeated note followed by a rising major 3rd) went hand in hand with the
rhythmic motif (2 quarter notes followed by a half note). It is not a necessity
that the rhythmic motif remains the same with each reoccurrence of the melodic
motif. In fact often times a melodic motif will be repeated using a different
rhythm as a means of developing (or varying) the motif. Here is an example.
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As you can see above, we have changed the duration of the
first two notes in the second measure. Thus the melodic motif remains the same
in each measure (repeated note followed by a rising major 3rd) but the rhythmic
motif has been altered (2 quarters and a half note vs. a dotted quarter, eighth
and a half note). Carefully compare both diagrams above and make sure that you
understand the difference.


A melodic motif does not necessarily have to have the same
reoccurring “quality” of interval (major or minor) but the interval “number”
(3rd, 4th, 5th, etc.) must be the same. In other words, a melodic motif can
consist of a major 3rd and then reoccur with a minor 3rd, but it cannot first
occur with a 3rd and then reoccur with a 4th. There are exceptions to this
which you will learn about when we study motivic development. In this lesson
(and the assignments for this lesson) we will only be dealing with motifs that
reoccur with the same interval “number”.  Look at the following example.


 





(Lesson
10 - Audio 03)


 


If you look closely above, you will notice that the
original melodic motif is a falling major 3rd (G to E flat = 4
half steps), whereas the reoccurring melodic motif is a falling minor 3rd
(F to D = 3 half steps). Although the quality of the interval changed, the
restatement of the motif was still a 3rd. If the restatement of the motif had
used some other interval, such as a 4th or 5th, it would have been a
development or variation of the motif (which, as mentioned above, will be
studied in another lesson).


You are almost ready to begin your lesson assignments.
Again, because rhythm and melody are tied together you will need to compose
rhythmic motifs at the same time that you are composing melodic motifs. Use the
same rules and techniques that you used to create rhythmic motifs in lesson 2.
Here they are for your review: 


 


1) Shorter is better! Motifs are generally
anywhere from 2 to 8 notes in length. 


2) Motifs are usually best when they contain at
least 2 (or more) different note durations. For example two quarter notes would
not make a very good motif. Neither would 2 half notes, nor 2 whole notes. For
best results, use a combination of note durations when choosing notes for your
motifs.


 


 


 


Memory Questions


 


What
is a “motif”?


A
motif is a combination of notes that form a short reoccurring musical idea (or
“theme”) which characterizes a piece of music (or section of music).


 


What
is the difference between a rhythmic motif and a melodic motif?


A
rhythmic motif is determined by the duration of the notes while a melodic motif
is determined by the pitches of the notes.


 


Must
rhythmic and melodic motifs always coincide with one another?


Oftentimes
the rhythmic and melodic motifs will coincide with one another but this is not
a necessity. You may change the rhythmic structure of a melody while
maintaining its melodic motif.


 


Must
the melodic motif reoccur using the same interval?


The melodic
motif must reoccur using the same interval “number” (such as a 3rd) but may
have a different interval “quality” (such as major or minor).


 


 


 


Lesson 10 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Robert
Schumann (1810 – 1856)


• The
Happy Farmer, Returning from Work (from the “Album for the Young”, Op. 68, No.
10)


•
Kreisleriana, Op. 16, No. 8 “Schnell und spielend”


•
Piano Quintet in E flat major, Op. 44


 


 


 


Composition Assignments


 


Assignment 1


Using
NotePad, compose a three note melodic motif. You must use two different types
of note durations. (For example, you may not use "only" quarter notes
or "only" half notes, etc.) You may choose from any of the following
meters: 2/4, 3/4, 4/4, 3/8, or 6/8.


 


 


Assignment 2


Using
NotePad, compose a four note melodic motif. You must use two different types of
note durations. (For example, you may not use "only" quarter notes or
"only" half notes, etc.) You may choose from any of the following
meters: 2/4, 3/4, 4/4, 3/8, or 6/8.


 


 


Assignment 3


Using
NotePad, compose a five note melodic motif. You must use three different types
of note durations. (For example, you may not use "only" quarter notes
or "only" half notes, etc.) You may choose from any of the following
meters: 2/4, 3/4, 4/4, 3/8, or 6/8.


 


 


Assignment 4


Using NotePad, compose a seven note melodic motif. You must
use four different types of note durations. (For example, you may not use
"only" quarter notes or "only" half notes, etc.) You may
choose from any of the following meters: 2/4, 3/4, 4/4, 3/8, or 6/8.











11. Melodic DEvelopment – part 1


 


 


 


REPETITION


In this lesson we are going to begin our study of the
techniques used for developing melodic motifs and adding melodic material. In the
last lesson we learned about the melodic motif. To compose an entire piece of
music we are going to need to a lot more melodic material. The most basic way
to add melodic material is through repetition. Here is an example.
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This is called “strict” repetition, since the original motif
is repeated note for note (all the pitches and durations are identical).


 


 


 


TRANSPOSITION


A very common technique that is used to develop melodic
motifs is the use of transposition. Transposition is connected to
repetition. In transposition, the motif is repeated but at a higher or lower
pitch. Here is an example.


 





(Lesson
11 - Audio 02)


 


The original motif in the first and second measures above
consisted of two falling 3rds followed by a rise of a 6th. The transposition of
the motif in the third and fourth measures is also two falling 3rds followed by
a rise of a 6th. The difference is that each pitch has been shifted
(transposed) down by a 2nd. The motif starts on “D” instead of “E” but the
relative distance between each pitch remains the same.


When the motif is transposed, but continues to use pitches
found in the key of the piece, it is called “diatonic” transposition. When the
motif is transposed, but uses pitches not found in the key of the piece, it is
called “chromatic” transposition. Diatonic and chromatic will be explained in
more detail in the section below.


 


 


SEQUENCES


Another
technique used to develop melodic motifs is called the sequence.
Sequences are in a sense the combination of the two techniques learned above
(repetition and transposition). A sequence is the repetition of a motif three
or more times, with each repetition being transposed by the same interval
higher in pitch (or by the same interval lower in pitch). Here is a simple
example.
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The melodic motif is the 3 note pattern moving up by 2nds.
The first measure states the motif (CDE); the second measure restates the motif
with all pitches a 2nd higher than the first statement (DEF); the last measure
restates the motif with all pitches a 2nd higher than the previous statement
(EFG).


Sequences can be either ascending
or descending but they cannot be both in the same sequence. The diagram
above is an ascending sequence because each restatement is higher than the
previous one. The diagram below is an example of a descending sequence. Notice
how each time the motif is restated it is played a 2nd lower in pitch. (GFE,
FED, EDC)
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Sequences do not necessarily need to move higher or lower
by 2nds (although this is one of the most common ways). They can also move
higher or lower by any other interval. Here is an example of an ascending
sequence that is moving higher by 3rds.
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As you can see in the diagram above, each time the motif is
restated it is played a 3rd higher (first on C, then on E flat, then on G).


Besides
being ascending or descending in nature, sequences can also either be diatonic
or chromatic (sometimes referred to as “non-diatonic). Here is an
example of a diatonic sequence.
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A diatonic sequence simply means that each time the motif is
restated it remains in the same key ( it uses only pitches from that particular
key/scale). Because of this there will usually be slight differences in the
proportional distance between pitches. For example, if you look at the pattern
of half steps and whole steps in the first measure above you will find that the
movement of pitches is: “whole, whole, half, whole”. If you look at the pattern
of half steps and whole steps in the second measure you will find that the
movement of pitches is: “half, half, whole, whole”. In order to keep the
distance between the pitches exactly the same from one statement of the motif
to the next we would need to sharp or flat certain notes in the second and
third measures. If we did this we would be using pitches that are not found in
the key and thus the sequence would be called chromatic rather than diatonic.
(Remember: diatonic refers to the major and minor scales.) Here is an example
of a chromatic sequence.
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In the example above we have preserved the pattern of half
steps and whole steps by the addition of sharps in the second and third
measures. Each statement of the motif above has the same pattern: “whole,
whole, half, whole”. Because we have added pitches that are not found in the
key (C major contains no sharps or flats), we call this sequence “chromatic”.


Writing sequences is a very easy way of creating melodies
out of motifs. In fact sequences were quite common in 18th and 19th century
classical music.


 


 


Memory Questions


 


What
is the most basic way to add melodic material? 


The
most basic way to add melodic material is through repetition.


 


What
is “strict” repetition?


Strict
repetition is the repetition of the original motif note for note.


 


What
is transposition?


Transposition
is the repetition of the motif at a higher or lower pitch.


 


What
is diatonic transposition?


Diatonic
transposition is when the motif is transposed while continuing to use only
pitches found in the key of the piece.


 


What
is chromatic transposition?


Chromatic
transposition is when the motif is transposed but may contain pitches not found
in the key of the piece.


 


What
is a sequence?


A
sequence is the repetition of a motif three or more times, with each repetition
being transposed by the same interval higher in pitch (or by the same interval
lower in pitch).


 


Can a
sequence be both ascending and descending?


A
sequence can be either ascending or descending but not both.


 


What
is a diatonic sequence?


A diatonic
sequence uses only the pitches found in the key. Therefore, there are usually
proportional differences in the distance between pitches in the repetition of
the motif.


 


What
is a chromatic sequence?


A
chromatic sequence may use pitches not found in the key. Therefore, the same
proportional distance between pitches is maintained in the repetition of the
motif.


 


 


 


Lesson 11 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Franz
Liszt (1811 – 1886)


•
Piano Concerto No. 1 in E-flat major


•
Piano Concerto No. 2 in A major


•
Liebestraum No. 3


•
Etude No. 3 in G sharp minor (La Campanella “the little bell”) from the Grandes
études de Paganini 


 


 


 


Composition Assignments


 


Assignment 1


Using
NotePad, compose a melodic motif. Develop this motif through the technique of strict
repetition.


 


 


Assignment 2


Using
NotePad, compose a melodic motif. Develop this motif through the technique of
transposition.


 


 


Assignment 3


Using
NotePad, compose a melodic motif. Develop this motif through the technique of
an “ascending diatonic sequence”. (Use only the pitches from the key you are
writing in. You do not have to maintain the same proportional distance between
pitches that were in the original motif.)


 


 


Assignment 4


Using NotePad, compose a melodic motif. Develop this motif
through the technique of a “descending chromatic sequence”. (You may use
pitches not found in the key you are writing in. Remember to maintain the same
proportional distance between pitches that were in the original motif.











12. Melodic DEvelopment – part 2


 


 


 


INTERVALLIC EXPANSION AND COMPRESSION


In this lesson we are going to continue our study of the
techniques used to develop melodic motifs. As you have probably gathered from
the last lesson, most motivic development involves some form of repetition.
Repetition is the underlying key to motivic development.


The
next techniques we will look at are the techniques of intervallic expansion and
intervallic compression. Simply put, intervallic expansion is the repetition
of the melodic motif using larger intervals. Here is an example.
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As you can see above, the melodic motif in the first
measure consists of a 5th followed by two 2nds. The repetition of the motif in
the second measure is an intervallic expansion of the motif since the interval
of a 5th has been “expanded” to a 6th.


There are three options for intervallic expansion of a
motif.


 


1)     
A single interval may be
expanded


2)     
Multiple intervals may be
expanded


3)     
All the intervals may be
expanded


 


We have already seen an example of the first option in the
diagram above. Here is an example of the second option.
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In the example above we can see that two out of the three
intervals have been expanded. The 5th and the 3rd in the original motif have
been “expanded” to a 6th and a 4th in the second measure. The interval of a 2nd
remains unchanged.


Here is an example of the third option for intervallic
expansion of a motif.
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In the example above, all of the intervals have increased in
size. The 3rds in the original motif have become 4ths, while the 2nd in the
original has become a 3rd. 


In all three examples above, we expanded the intervals by
making them one number larger. It is important to note that when using
intervallic expansion the intervals can be made larger by any amount and do not
necessarily need to be made larger by a single number. A 3rd, for example,
doesn’t need to become a 4th. A 3rd could also become a 5th, 6th, 7th, etc.


Once you understand
intervallic expansion it is very easy to understand intervallic “compression”.
Intervallic compression is simply the opposite of expansion. In
intervallic compression the melodic motif is repeated using smaller intervals.
As with expansion, there are also three options for compression: a single
interval may be compressed, multiple intervals may be compressed, or all
of the intervals may be compressed.


 


 


 


OCTAVE TRANSFER


Another technique used to develop melodic motifs is a
simple technique called octave transfer. Octave transfer is very similar
to the technique of transposition. In transposition the entire motif could be
transposed higher or lower by any interval. In octave transfer a single pitch,
several pitches, or an entire motif may be transposed up or down but it must be
transposed by the interval of an octave. Let’s look at an example of each.
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The above is an example of octave transfer where all
of the pitches have been transposed up an octave. It is an exact restatement of
the motif an octave higher. (Remember: octave transfer can be an octave higher
or lower)


Here is an example of octave transfer in which some
of the pitches have been transposed by an octave.
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In the example above, the last three pitches of the
original motif have been transposed an octave lower. Listen carefully and
compare the original motif to the octave transfer. If the motif is still
clearly recognizable then we have done a good job of balancing the principles
of unity and variety.


Here is an example of octave transfer in which a single
pitch has been transposed by an octave.
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In the restatement of the motif in the second measure only
the first note has been raised an octave higher. The rest of the motif remains
the same.


 


 


 


CHANGE OF TONALITY


Another simple but effective technique used to develop
melodic motifs is through change of tonality. In change of tonality we simply
change the tonality from major to minor (if we are in a major key) or from
minor to major (if we are in a minor key).
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As you can see in the example above, the original motif was
in a major tonality (G major). The motif is then repeated in a minor tonality
(G minor).


 


 


 


Memory Questions


 


What
four compositional techniques used to develop melodic motifs were learned in
this lesson?


The
four compositional techniques used to develop melodic motifs that were learned in
this lesson were intervallic expansion, intervallic compression, octave
transfer, and change of tonality.


 


What
is intervallic expansion?


Intervallic
expansion is the repetition of the melodic motif using larger intervals.


 


What
are the three options for intervallic expansion of a motif?


The
three options for intervallic expansion of a motif are: 1) A single interval
may be expanded, 2) multiple intervals may be expanded, or 3) all intervals may
be expanded.


 


What
is intervallic compression?


Intervallic
compression is the repetition of the melodic motif using smaller intervals.


 


What
are the three options for intervallic compression of a motif?


The
three options for intervallic compression of a motif are: 1) A single interval
may be compressed, 2) multiple intervals may be compressed, or 3) all intervals
may be compressed.


 


What
is octave transfer?


Octave
transfer is the transposing of a single pitch, several pitches, or of an entire
motif by an octave higher or octave lower.


 


What
is change of tonality?


Change
of tonality is the restatement of the motif in a different tonality (i.e.
change from major to minor, or from minor to major).


 


 


 


Lesson 12 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Giuseppe
Verdi (1813 – 1901)


•
Prelude to Act I of the opera “La Traviata”


•
Triumphal March from the opera “Aida”


•
Prelude to Act I of the opera “Un Ballo in Maschera” (A Masked Ball)


•
"La donna è mobile" from the opera “Rigoletto”


•
"Libiamo ne' lieti calici" from the opera “La Traviata”


 


 


 


Composition Assignments


 


Assignment 1


Using
NotePad, compose a melodic motif. Develop this motif through the technique of
intervallic expansion. Restate the motif with one interval expanded, then
multiple intervals expanded, and finally with all intervals expanded. 


 


 


Assignment 2


Using NotePad,
compose a melodic motif. Develop this motif through the technique of
intervallic compression. Restate the motif with one interval compressed, then
multiple intervals compressed, and finally with all intervals compressed.


 


 


Assignment 3


Using
NotePad, compose a melodic motif. Develop this motif through the technique of
octave transfer. Restate the motif with all pitches transferred, then with
multiple pitches transferred, and finally with only one pitch transferred. (You
may transfer the pitches up or down an octave.)


 


 


Assignment 4


Using NotePad, compose a melodic motif. Develop this motif
through the technique of change of tonality.











13. the Melodic phrase


 


 


 


THE
MUSICAL SENTENCE REVISITED


In lessons 3 & 4 we learned about the rhythmic phrase.
In this lesson we are going to learn about the melodic phrase. Let’s begin by
reviewing what a phrase is.


Just as letters make up words and words make up sentences,
so in music, notes make up motifs and motifs make phrases. The phrase is the
musical equivalent of the sentence. It can stand alone as a complete thought or
idea.


Some important things to note
about melodic phrases are:


 


1)     
Melodic
phrases are typically two to four measures in length. 


2)     
Most
melodic phrases are divisible by two.


 


 


 


MULTIPLE MOTIFS


We have actually already encountered a type of melodic
phrase when we studied sequences. If you recall, a sequence is a melodic motif
that is repeated three or more times, and each time it is repeated it is
transposed a specific interval higher (or lower) in pitch. As with all motifs
(rhythmic, melodic, or harmonic), repetition is a good thing. It is what
unifies the music and helps the listener to understand the music as an ordered
whole.


But as we saw with rhythmic phrases, unity needs to be
balanced with variety. For example, if our entire melodic phrase was made up of
only one motif it would be much too repetitive. Even if we used the techniques
for developing motifs learned in the last few lessons, we would still have too
little material to work with to compose an entire song. This is why most
melodic phrases are made up of a number of different motifs. We saw this in our
study of rhythm when we combined primary motifs (PM) and secondary motifs (SM)
to form our rhythmic phrases. We can do the same thing with melodic motifs.
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In the example above, there are two melodic motifs. The
primary motif consists of the interval of a 4th, while the secondary motif is
of a more stepwise nature and ends in a 3rd. Together they make up a melodic
phrase. You may recall that the definition of a motif states that it is
“reoccurring”. Although the secondary motif occurs only once in this particular
phrase, it can reoccur in other phrases and in other places of the song and
need not reoccur immediately.


Melodic phrases are not limited to being made up of one or
two motifs. They can also be made up of many. Note: if a phrase is made up
of too many motifs the melody will lack unity and be unintelligible; if a
phrase is made up of too few motifs the melody will lack variety and be dull.


 


 


 


TRANSPOSITION OF
MULTIPLE MOTIFS


Another very common and simple way to create melodic
phrases is by combining the technique of transposition with the use of multiple
motifs. Let’s look at an example and then explain what is meant by this.
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In the example above, the primary motif consists of three
repeated pitches followed by the interval of a 4th. This primary motif is then
heard again in the second measure transposed a step higher. The secondary motif
consists of three notes stepping up followed by a skip down. The secondary
motif is then heard again in the fourth measure transposed a step higher. The
use of different motifs gives variety to the melody while the transposition of
these motifs creates both unity and variety. This makes for a very pleasant
little melodic phrase.


Notice also how the melodic and rhythmic motifs coincide
with one another. The primary melodic motif coincides with the primary rhythmic
motif (four eighth notes); the secondary melodic motif coincides with the
secondary rhythmic motif (dotted eighth-sixteenth-eighth-eighth). Remember:
this is very common but not essential to the nature of melody. Since this is a
beginning composition course it is advised that you stick with aligning
rhythmic and melodic motifs when completing your lesson assignments.


Other ways of creating melodic phrases include techniques
we have already learned about such as sequence, intervallic expansion &
compression, octave transfer, or change of tonality. By combining these
techniques with multiple motifs we can create a lot of melodic material for our
phrases.


This is just the beginning of learning how to compose
melodies. In the coming lessons we will delve deeper into the different parts
of melody and also look at its connection to harmony.


 


 


 


Memory Questions


 


What
is a melodic phrase?


A
melodic phrase is the musical equivalent of the sentence. It can stand alone as
a complete thought or idea.


 


What
are two characteristics of the melodic phrase?


1)
Melodic phrases are typically two to four measures in length. 


2)
Most melodic phrases are divisible by two.


 


What
is the melodic phrase made up of?


The melodic
phrase is made up of motifs (just as a sentence is made up of words).


 


 


 


Lesson 13 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Johann
Strauss II (1825 – 1899)


•
Overture to the operetta “Die Fledermaus” (The Bat)


•
Kaiser-Walzer (the Emperor Waltz)


• “An der
schönen blauen Donau” (The Blue Danube Waltz)


•
Tritsch-Tratsch-Polka (Chit Chat Polka)


 


 


 


Composition Assignments


 


Assignment 1


Using
NotePad, compose a four measure phrase in 4/4 meter. You must use at least two
motifs. You must also include the use of transposition.


 


 


Assignment 2


Using
NotePad, compose a four measure phrase in 2/4 meter. You must use at least two
motifs. You must also include the use of transposition. 


 


 


Assignment 3


Using NotePad,
compose a two measure phrase in 4/4 meter. You must use at least two motifs.
You must also include the use of one or more of the following techniques:
intervallic expansion and intervallic compression. 


 


 


Assignment 4


Using NotePad, compose a four measure phrase in 3/4 meter.
You must use at least two motifs. You must also include the use of one or more
of the following techniques: octave transfer and change of tonality.











14. The melodic period


 


 


 


TYPES OF MELODIC PHRASES


When we studied rhythm we found that there were three basic
types of phrases:


 


1)     
Those
that suggest continuation.


2)     
Those
that suggest a temporary repose.


3)     
Those
that suggest finality.


 


These three types of phrases also apply to melody (as we
shall see below). But before we can discuss these three types of melodic
phrases we need to first learn a little bit about stable tones and unstable
tones.


When a piece is written in a particular key, the “stable” tones
are the pitches that form the tonic chord of that key. For example, a piece in
the key of C major will have for its stable tones the pitches 1, 3, and 5 (C, E
and G). Here is a C major scale and its stable tones.


 





 


Pitch 1 is the called the tonic pitch. It is always the
most stable tone in any particular key. Pitch 5 is called the dominant pitch. It
is the second most stable tone in any particular key. Pitch 3 is called the
mediant pitch. It is the third most stable tone in any particular key. All of
the other pitches are considered “unstable”. This brief overview of stable and
unstable tones will suffice for our current discussion. We will talk more about
them in another lesson.


Now that we have learned about stable and unstable tones we
will observe how they may be used to create different types of melodic phrases.
Let’s start by looking at a musical example that demonstrates both “temporary
repose” and “finality”.
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The example above is in the key of G major. The stable
tones in G major are pitches 1, 3, & 5 of the G major scale: G-A-B-C-D-E-F# (red = stable). The last note in the fourth
measure is therefore a “stable” tone. Stable tones can suggest either a sense
of temporary repose or suggest a sense of finality. The weaker stable tones
(the dominant and mediant) usually suggest temporary repose while only the
strongest stable tone (the tonic) suggests finality. Line 1 is the first
phrase. It ends on a weaker stable tone (B) and suggests temporary repose. Line
2 is the second phrase. It ends on the strongest stable tone (G) and suggests
finality. 


Now let’s look at an example that suggests a
“continuation”.
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The example above is also in the key of G major. Again, the
stable tones in G major are pitches 1, 3, & 5 of the G major scale: G-A-B-C-D-E-F# (red = stable). The last note in the fourth
measure is therefore an “unstable” tone. Unstable tones suggest a sense of
continuation. Since they are not stable, our ears feel that we are not at rest
yet and so we expect the music to continue on until we hear the most stable
pitch (the tonic pitch or “home” pitch). Line 1 is the first phrase. It ends on
an unstable tone (A) and suggests continuation. Line 2 is the second
phrase. It ends on the strongest stable tone (G) and suggests finality.


 


 


THE
MELODIC PERIOD & PHRASE GROUP


All of the examples above were examples of periods. We
learned about periods when we studied rhythmic phrases. Let’s briefly review.
Just as combinations of sentences make up paragraphs, so in music, combinations
of phrases make up periods and phrase groups. A period consists
of two phrases that have the relationship of antecedent and consequent. When
speaking of melody, these phrases are sometimes referred to as “question and
answer” phrases. The antecedent is the question phrase and the consequent is
the answer phrase.


Antecedent phrases are created by two phrase types; phrases
that suggest continuation and phrases that suggest temporary repose. Consequent
phrases are created by one phrase type; phrases that suggest finality.
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In the example above, line 1 is the antecedent phrase
(question phrase) since it ends on an unstable tone and suggests continuation.
Line 2 is the consequent phrase (answer phrase) since it ends on a tonic pitch
and suggests finality. Listen to the example and see if you can hear how the
second line is an answer to the first line. 


When two phrases do not have
an antecedent to consequent relationship we call it a phrase group rather
than a period. Phrase groups usually have three or more phrases. In groups of
three or more, only the last phrase may suggest finality
(question-question-answer).


 


 


 


Memory Questions


 


What are
the three types of melodic phrases?


The
three types of melodic phrases are those that suggest continuation, those that
suggest a temporary repose, and those that suggest finality.


 


What
are stable tones?


Stable
tones are pitches 1, 3, & 5 of the scale.


 


What
are unstable tones?


Unstable
tones are all pitches of the scales other than pitches 1, 3, & 5.


 


What
do we call pitches 1, 3, & 5?


Pitch
1 is called the tonic pitch, pitch 3 is called the mediant pitch, and pitch 5
is called the dominant pitch.


 


Which
pitch is the most stable?


The
tonic pitch is the most stable.


 


Which
pitch is the second most stable?


The
dominant pitch is the second most stable.


 


Which
pitch is the third most stable?


The
median pitch is the third most stable.


 


Which pitch
is used to suggest finality?


The
tonic pitch is used to suggest finality.


 


Which
pitches are used to suggest temporary repose?


The
dominant and median pitches are used to suggest temporary repose.


 


Which
pitches are used to suggest continuation?


The
unstable pitches are used to suggest continuation.


 


What
is a period?


A
period consists of two phrases that have the relationship of antecedent and
consequent.


 


What
is an antecedent phrase?


An
antecedent phrase ends weakly and precedes the consequent phrase.


 


What
is a consequent phrase?


A
consequent phrase ends strongly and follows the antecedent phrase.


 


How
are antecedent phrases created?


Antecedent
phrases are created by use of either of the first two phrase types; those that
suggest continuation and those that suggest temporary repose.


 


How
are consequent phrases created?


Consequent
phrases are created by use of the third phrase type; that which suggests
finality.


 


When
speaking of melody, what are antecedent and consequent phrases also referred to
as?


When
speaking of melody, antecedent and consequent phrases are also referred to as
question and answer phrases.


 


What
is a phrase group?


A
phrase group consists of two or more phrases that do not have an antecedent to
consequent relationship.


 


 


 


Lesson 14 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Johannes
Brahms (1833 – 1897)


•
Wiegenlied (Lullaby), Op. 49, No. 4


•
Hungarian Dance No. 4 (for orchestra)


•
Hungarian Dance No. 5 (for orchestra)


•
Academic Festival Overture, Op. 80


 


 


 


Composition Assignments


 


Assignment 1


Using
NotePad, compose a melodic period that consists of two phrases. The first
phrase must be an antecedent (question) phrase and the second phrase must be a
consequent (answer) phrase. Use a dominant or mediant pitch as the last pitch
in the antecedent phrase to suggest a temporary repose.


 


 


Assignment 2


Using
NotePad, compose a melodic period that consists of two phrases. The first
phrase must be an antecedent (question) phrase and the second phrase must be a
consequent (answer) phrase. Use one of the unstable pitches as the last pitch
in the antecedent phrase to suggest continuation.


 


 


Assignment 3


Using
NotePad, compose a melodic phrase group that consists of two phrases that do
not have the relationship of antecedent (question) and consequent (answer).


 


 


Assignment 4


Using NotePad, compose a melodic phrase group that consists
of three phrases. Only the last phrase may suggest finality (question-
question-answer).











15. melodic development – Part 3


 


 


 


INVERSION


In this
lesson we are going to continue studying compositional techniques used to
develop melodic material. We will begin by looking at the technique called inversion.
Inversion of a motif (or phrase) is simply the restatement of the motif (or
phrase) with all its intervals moving in the opposite direction. For example,
if the motif is a 3rd moving higher in pitch, the inversion will be a 3rd
moving lower in pitch. Inversion is sometimes referred to as turning everything
“upside down”. Here is an example of a motif and its inversion.
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As you can see above, the original motif consisted of a
rising 3rd followed by two rising 2nds. In the inversion everything is upside
down. The motif is now a falling 3rd followed by two falling 2nds.


 


 


 


TRANSPOSED INVERSION


Although the inversion above started on C like the
original, it did not have to. We could have started the inversion on any pitch.
To do this we would simply transpose the inversion to a higher or lower pitch.
This is called a transposed inversion. (Note: transposed inversion can
be either diatonic or chromatic.) In the example below we have inverted
the original and then transposed it so that it begins on “D”.
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MIRROR INVERSION


Let’s take another look at the inversion of the first diagram
of this lesson. Although the inversion of the original maintained the same size
of intervals, the quality of the intervals was not maintained. For example, the
original rose by a major 3rd, then a minor 2nd, and then a major 2nd; the
inversion fell by a minor 3rd, then a major 2nd, and then another major 2nd.
This difference in major and minor qualities comes about because we are using
only the notes of a particular key. (In this case we are in the key of C
major.) 


If we wanted to maintain the exact quality of each interval
we would need to add pitches not normally found in the key of C major. When we
keep both the number and the quality of each interval the same in the
inversion we call it a mirror inversion.
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As you can see above, we have added a flat to one of our
notes. By doing so we are maintaining the quality of each interval in the
inversion. C to A flat is a major 3rd, A flat to G is a minor 2nd, and G to F
is a major 2nd. This matches the original.


 


 


 


RETROGRADE


Another way to develop melodic material is through retrograde.
With inversion the motif (or phrase) was restated “upside down”. With
retrograde the motif (or phrase) is restated in reverse. It’s the original
played “backwards”.
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Retrograde is a lot simpler to understand and to use than
inversion. Since all of the pitches remain the same (only played backwards),
all of the intervals will of necessity be the same quality (but in reverse
order).


 


 


 


RETROGRADE INVERSION


If inversion was the “upside down” version of the motif (or
phrase), and retrograde was the “backwards” version, then retrograde inversion
is the “upside down and backwards” version of the motif (or phrase).
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Retrograde inversion is much harder to wrap your brain
around and many people have trouble with it. If you remember the following
order you will be fine. 


 


Step 1: Flip the original upside down.



Step 2: Play it backwards. 


 


The following diagram will help you see this.


 





 


 


 


Memory Questions


 


What
five compositional techniques used to develop melodic material were learned in
this lesson?


The five
compositional techniques used to develop melodic material that were learned in
this lesson were inversion, transposed inversion, mirror inversion, retrograde,
and retrograde inversion.


 


What
is inversion?


Inversion
is the restatement of the motif (or phrase) in which all of the intervals move
in the opposite direction.


 


What
is transposed inversion?


Transposed
inversion is the restatement of the motif (or phrase) in which all of the
intervals move in the opposite direction and have also been transposed.


 


What
is mirror inversion?


Mirror
inversion is the restatement of the motif (or phrase) in which all of the
intervals move in the opposite direction while maintaining the same number and
quality.


 


What
is retrograde?


Retrograde
is the restatement of the motif (or phrase) in reverse order.


 


What
is retrograde inversion?


Retrograde
inversion is the restatement of the motif (or phrase) in which all of the
intervals move in the opposite direction and are played in reverse order.


 


 


 


Lesson 15 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Camille
Saint-Saëns (1835 – 1921)


•
Introduction and Rondo Capriccioso in A minor, Op. 28


•
“Bacchanale” from the opera “Samson and Delilah”


•
Piano Concerto No. 2 in G minor, Op. 22


 


 


 


Composition Assignments


 


Assignment 1


Compose a melodic motif. Using NotePad, create a phrase,
period, or phrase group out of this motif through the technique of inversion.


 


Assignment 2


Compose a melodic motif. Using NotePad, create a phrase,
period, or phrase group out of this motif through the technique of transposed
inversion.


 


Assignment 3


Compose a melodic motif. Using NotePad, create a phrase,
period, or phrase group out of this motif through the technique of mirror
inversion.


 


Assignment 4


Compose a melodic motif. Using NotePad, create a phrase,
period, or phrase group out of this motif through the technique of retrograde.


 


Assignment 5


Compose a melodic motif. Using NotePad, create a phrase,
period, or phrase group out of this motif through the technique of retrograde
inversion.











16. melodic development – Part 4


 


 


 


 


AUGMENTATION


In this lesson we are going to continue learning ways of
developing melodic material. When we studied rhythmic variation we learned the
techniques of augmentation, diminution, truncation, expansion, and
displacement. These same techniques can be used when working with melodic
material. Although these techniques alter only the rhythm, since the melody is
connected to the rhythm, any changes made to the rhythm will affect the way the
melodic material sounds. We will go over each technique in turn, starting with
augmentation.


If you recall, the word augment comes from the Latin augmentare
(to increase). When we take a motif (or an entire phrase) and increase the duration
of each note by the same proportion, we are augmenting it. Let’s look at an
example.


 





Original
(Lesson
16 - Audio 01)


Augmentation
(Lesson
16 - Audio 02)


 


Observe how each note’s duration in the
second line is double of what it was in the first line. By keeping all of the
pitches the same in both lines we create a sense of unity between the two
melodic ideas. By changing the note durations we bring variety to the music.


Remember, when we double the note durations it is called
“strict” augmentation. We can also triple or quadruple the note durations but
that is less commonly done. If we had quadrupled each note duration the motif
would have taken up too much time and might become unrecognizable as the motif
by the listener. If we had tripled each note duration it would have changed the
pulse of the motif and would have to be written out in an entirely different
meter. This once again would make it very unlikely to be recognized as the
motif by the listener.


 


 


 


DIMINUTION


If you recall, the word diminution comes from the Latin diminutio
(to decrease). When we take a motif (or an entire phrase) and decrease the duration
of each note by the same proportion we are diminishing it. Let’s look at an
example.
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Observe how each note’s duration in the second line is half
of what it was in the first line. By keeping all of the pitches the same in
both lines we create a sense of unity between the two melodic ideas. By
changing the note durations we bring variety to the music.


Remember, when we halve the note durations it is called
“strict” diminution. We can also reduce the note durations by a third or a
fourth but this is less commonly done (especially since reducing the note
durations to a third changes the pulse of the rhythm).


The important thing to remember with both augmentation and
diminution is that the note durations in the original motif must have the same
proportions to one another as the note durations in the altered motif. If
proportion is not maintained, the motifs will become unrecognizable since they
will lack the principle of uniformity.


 


 


 


TRUNCATION


Truncation is when any part of the end of a motif or phrase
is left off (or truncated). This works best with whole phrases since motifs are
already fairly short to begin with. Let’s look at an example of truncation.
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In the example above, the last three notes were left off,
creating a variation of the original melodic material. We could have cut as
much or as little as we wanted. There are no wrong answers here.


 


 


 


EXPANSION


Expansion is the opposite of truncation. Expansion is when
any part of a motif or phrase is added on to the end of the original melody.
Let’s look at an example.


 





Original
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In the example above, the last four notes of the original
melody have been added on, thus creating a variation of the original. We could
have added as much or as little as we wanted. There are no wrong answers here
as long as you use material from the original.


 


 


DISPLACEMENT


The last compositional technique we will go over here is
that of displacement. Displacement is accomplished by moving a motif or phrase
over so that it begins on a different beat. Here is an example.


 





 


As you can see, we have shifted our entire melody over one
beat so that it begins on the second beat. (The last note has been changed from
a half note to a quarter note so that it continues to fit into two measures.) We
know from basic music theory that when a piece is in 4/4 time, beat 1 is the
strongest, beat 3 is the second strongest, and that beats 2 and 4 are weak
beats. By shifting everything over we are changing which pitches of our melody
fall on strong beats and which pitches fall on weak beats. This changes the
actual sound and thus the entire feel of the melody. See if you can hear the
difference.


 


Original
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Memory Questions


 


What
five compositional techniques used to develop melodic material were learned in
this lesson?


The
five compositional techniques used to develop melodic material that were
learned in this lesson were augmentation, diminution, truncation,
expansion and displacement.


 


What
is augmentation?


Augmentation
is taking a motif (or an entire phrase) and increasing the duration of each
note by the same proportion.


 


What
is diminution?


Diminution
is taking a motif (or an entire phrase) and decreasing the duration of each note
by the same proportion.


 


What
is truncation of a melody?


Truncation
of a melody is when any part of a motif or phrase is left off the end of the
original melody.


 


What
is expansion of a melody?


Expansion
of a melody is when any part of a motif or phrase is added on to the end of the
original melody.


 


What
is displacement of a melody?


Displacement
of a melody is the moving over of a motif or a phrase so that it begins on a
different beat.


 


 


 


Lesson 16 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Georges
Bizet (1838 – 1875)


•
Carmen Suite No. 1 (compiled by Ernest Guiraud)


•
Carmen Suite No. 2 (compiled by Ernest Guiraud)


• “Je
Crois Entendre Encore” from the opera “Les pêcheurs de perles” (The Pearl
Fishers)


 


Jacques
Offenbach (1819 – 1880)


•
“Barcarolle” from the opera “Les contes d'Hoffmann” (The Tales of Hoffmann)


 


 


 


Composition Assignments


 


Assignment 1


Compose a melodic motif. Using NotePad, create a phrase,
period, or phrase group out of this motif through the technique of
augmentation.


 


Assignment 2


Compose a melodic motif. Using NotePad, create a phrase,
period, or phrase group out of this motif through the technique of diminution.


 


Assignment 3


Compose a melodic motif. Using NotePad, create a phrase,
period, or phrase group out of this motif through the technique of truncation.


 


Assignment 4


Compose a melodic motif. Using NotePad, create a phrase,
period, or phrase group out of this motif through the technique of expansion.


 


Assignment 5


Compose a melodic motif. Using NotePad, create a phrase,
period, or phrase group out of this motif through the technique of
displacement.











17. Chord tones & non-chord tones


 


 


 


 


CATEGORIZING MELODIC TONES


The next step in learning how to compose melodies is to study
the different types of tones present in melodies. To do this we need to begin
looking at melody as it relates to harmony. Although this course is dealing
primarily with the composition of rhythm and melody (harmony will be studied in
depth in Music Composition 2), it is impossible to study melody fully without
briefly looking at harmony.


One of the most fundamental
distinctions of tones present in a melody is the distinction between chord
tones and non-chord tones. Often in music, a melody (or part of a
melody) is formed directly from the pitches of a chord. We call these pitches
“chord tones”. Here is an example.
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All of the pitches used in the example above come from the
C major chord (CEG). We would call each of these pitches “chord tones” because
they are all from the same chord. C is a chord tone, E is a chord tone, and G
is a chord tone. Any other pitch would not belong to the C chord and would
therefore be called a “non-chord tone”. Let’s look at another example.
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This little section of a melody is formed from two
different chords. The pitches in the first measure, when taken together, form
an F major chord (in 2nd inversion). The pitches in the second measure, when
taken together, form a Bb major chord (in root position). 


Here is an example of a melodic line that includes both
chord tones and non-chord tones. See if you can discover which ones are the
chord tones and which ones are the non-chord tones.
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How can you distinguish between chord tones and non-chord
tones? At first it might be difficult, but with practice you will quickly learn
to tell them apart. Here are some tips. The best way is to look at all of the
pitches in the melodic line and see if any particular chord is suggested or
implied. In the example above we can see an implied F chord (FAC). The pitch
“G” does not fit with the other pitches. It cannot be combined with any of the
other pitches to form a chord. Thus, F, A, and C are chord tones and G is a
non-chord tone. (We will study non-chord tones in more depth in the next few
lessons.)


Another way is to distinguish between chord tones and
non-chord tones is to simply look at the left hand of a piece and often you
will find the entire chord right there. Of course, this only works if you are
playing piano music. If you play most any other instrument you will need to be
able to distinguish between chord tones and non-chord tones by looking only at
the melody. (This is still a very good skill for piano players to have as
well!)


Let’s
look at one more example before moving on to the lesson assignments.
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If we take all of the pitches in the example above what
chords can we make? Bb-D-F taken together would form the Bb major chord; D-F-A
taken together forms the D minor chord. So which chord is the melody formed
from? There are a couple of clues that will help us determine the answer. 


1) The
pitches D-F-A occur much more frequently than the pitch Bb. 


2) The
pitch “D” falls on the down beat (first beat or strong beat) of the second
measure. 


3) The
D minor chord is outlined perfectly in the first three notes of the second
measure and also the third measure. 


4) We
can also tell from listening to the clip above that the sound is definitely
minor not major. We can therefore safely conclude that this melody is formed
from the D minor chord. This means that the pitches “D, F, and A” are chord
tones and the pitch “Bb” is a non-chord tone.


 


 


 


Memory Questions


 


What
are chord tones?


Chord
tones are the pitches of a chord that have been used to make up a melodic motif
or phrase.


 


What
are non-chord tones?


Non-chord
tones are the pitches of a melodic motif or phrase that do not belong to the
chord that makes up that melodic motif or phrase.


 


 


 


Lesson 17 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Pyotr
Ilyich Tchaikovsky (1840 – 1893)


• The
Nutcracker Suite


• June
(“Barcarolle”) from “The Seasons”


• 1812
Overture


•
Symphony No. 4 in F minor, Op. 36


 


 


 


Composition Assignments


 


Assignment 1


Using NotePad, compose a melodic phrase that contains only
chord tones.


 


Assignment 2


Using NotePad, compose a melodic phrase that contains both
chord tones and non-chord tones.











18. passing tones & neighbor tones


 


 


 


PASSING TONES


In the last lesson we learned about chord tones and
non-chord tones. In this lesson we are going to begin learning about the
different categories of non-chord tones. We will start with the passing tone.
Passing tones are a type of non-chord tone and are used to “pass” between chord
tones. There are however a few criteria that have to be met in order for a tone
to be classified as a passing tone.


 


1) A
passing tone must be between two chord tones. (Note: the two chords
need not be the same chord. For example the first chord could be G and the
second chord could be C)


 


2) A
passing tone must move in stepwise motion. (It may move by 2nds,
but not by 3rds or any larger interval.)


 


3) A passing
tone must move in a continuous direction away from and to the next chord tone. (If
the passing tone is a 2nd higher than the preceding chord tone, then it must
continue moving another 2nd higher to reach the next chord tone. If the passing
tone is a 2nd lower than the preceding chord tone, then it must continue moving
another 2nd lower to reach the next chord tone.)
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In the example above, the notes marked with red arrows are
the passing tones. The chord in the left hand is an “A minor” chord and so we
know that the pitches A, C, and E in the melody are chord tones. The “B”s and
“D”s are therefore non-chord tones. But what type of non-chord tone are they?
They are passing tones because they meet the three criteria above. Let’s go
over each one in turn.


First Passing Tone: The
first three notes are A, B, and C. B is a passing tone because it is between
the chord tones A and C. They also move stepwise in a continuous upward motion.


Second Passing Tone: The
third, fourth, and fifth notes are C, B, and A. B is a passing tone because it
is between the chord tones C and A. They also move stepwise in a continuous
downward motion.


Third Passing Tone:: The
first three notes in the second measure are A, B, and C. B is a passing tone
because it is between the chord tones A and C. They also move stepwise in a
continuous upward motion.


Fourth Passing Tone: The last
three notes in the second measure are C, D, and E. D is a passing tone because
it is between the chord tones C and E. They also move stepwise in a continuous
upward motion.


There is such a thing as a double passing tone. Criteria #1
above is ignored and instead of one non-chord tone between the chord tones
there are two. Here is an example.
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The next thing we need to learn about passing tones is that
they can either be accented or non-accented. All of the examples
above have been examples of “non-accented” passing tones because they do not
fall on any accented beats. (If you recall from basic music theory, the
accented beats are the strong beats in that particular meter.) Now let’s look
at an example of an “accented” passing tone.
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The chords in the left hand are C major chords. The right
hand melody is made up primarily of the chord tones C, E, and G. “D” is the
passing tone between the chord tones E and C (moving stepwise in a continuous
downward motion). But since “D” falls on an accented beat (beat 1 in 4/4 meter
is a strong beat) it is therefore called an accented passing tone. 


 


 


 


NEIGHBOR TONES


The next type of non-chord tone we are going to look at is
the neighbor tone. For a note to be a neighbor tone a few criteria have
to be met.


 


1) A
neighbor tone must be between two chord tones. (Note:
the two chords need not be the same chord. For example the first chord could be
C and the second chord could be A.)


 


2) A neighbor
tone must move in stepwise motion. (It may move by 2nds, but not
by 3rds or any larger interval.)


 


3) A
neighbor tone must move in a discontinuous motion away from and immediately
return to the same chord tone. (If the neighbor tone moves a
2nd higher than the preceding chord tone, it must move in the opposite
direction and return to the chord tone. If the neighbor tone moves a 2nd lower
than the preceding chord tone, it must move in the opposite direction and
return to the chord tone.)


 


You have probably noticed that the third criterion
(whether the motion is continuous or discontinuous) is the only difference
between passing tones and neighbor tones. Let’s look at some examples.
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The chord in the left hand is a “D minor” chord. The chord
tones are D, F, and A. E is therefore a non-chord tone. But what type of
non-chord tone is it? It is a neighbor tone because it meets the three criteria
above. E is between two chord tones (D-E-D), E moves in a stepwise motion, and
E moves a 2nd higher than the chord tone D and then moves in the opposite
direction to return to the chord tone D. E is called the “upper” neighbor tone
because it is a 2nd higher. If it had been a 2nd lower it would have been
called the “lower” neighbor tone.


Just like passing tones, neighbor tones can either be
accented or non-accented. The example above was an example of a “non-accented”
neighbor tone because the neighbor tone fell on a weak beat. Now let’s look at
an example of an “accented” neighbor tone.
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The chord in the left hand is a “D minor” chord. The chord
tones are therefore D, F, and A. E is the upper neighbor tone between the chord
tones D and D. But since E falls on an accented beat (beat 1 in 3/4 meter is a
strong beat) it is called an accented neighbor tone.


 


 


 


Memory Questions


 


What
is a passing tone?


A
passing tone is a type of non-chord tone. It is used to “pass” between chord tones.


 


What
three criteria must be met in order for a note to be categorized as a passing
tone?


1) A
passing tone must be between two chord tones. 2) A passing tone
must move in stepwise motion. 3) A passing tone must move in a
continuous direction away from and to the next chord tone.


 


Are
passing tones accented or non-accented?


Passing
tones may be accented or non-accented.


 


What
is a neighbor tone?


A
neighbor tone is a type of non-chord tone. It is used to move away from and
return to a chord tone.


 


What
three criteria must be met in order for a note to be categorized as a neighbor
tone?


1) A neighbor tone must be between two chord
tones. 2) A neighbor tone must move in stepwise motion. 3)
A neighbor tone must move in a discontinuous motion away from and immediately
return to the same chord tone.


Are
neighbor tones accented or non-accented?


Neighbor
tones may be accented or non-accented.


 


 


 


Lesson 18 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Pyotr
Ilyich Tchaikovsky (1840 – 1893)


•
Sérénade mélancolique in B-flat minor for violin and orchestra, Op. 26


•
Romeo and Juliet


•
Symphony No. 6 in B minor, Op. 74 (Pathétique)


 


 


 


Composition Assignments


 


Assignment 1


Using NotePad, compose a melodic phrase that contains one
or more passing tones. The passing tones must be “non-accented”. You must
compose this for piano and include some form of chords in whichever hand is not
playing the melody.


 


Assignment 2


Using NotePad, compose a melodic phrase that contains one
or more passing tones. The passing tones must be “accented”. You must compose
this for piano and include some form of chords in whichever hand is not playing
the melody.


 


Assignment 3


Using NotePad, compose a melodic phrase that contains one
or more neighbor tones. The neighbor tones must be “non-accented”. You must
compose this for piano and include some form of chords in whichever hand is not
playing the melody.


 


Assignment 4


Using NotePad, compose a melodic phrase that contains one
or more neighbor tones. The neighbor tones must be “accented”. You must compose
this for piano and include some form of chords in whichever hand is not playing
the melody.











19. chromatic TONES & incomplete neighbor tones


 


 


 


 


 


CHROMATIC PASSING TONES


The next type of non-chord tone we will be
looking at is the chromatic tone. Before we do, let us recall the
following: diatonic tones are the pitches found in the diatonic scale;
chromatic tones are the pitches not found in the diatonic scale.


Chromatic tones can either be chromatic “passing” tones or
chromatic “neighbor” tones. They can also be either accented or non-accented. 


Let’s look at an example of each.
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The example above is an example of a chromatic passing tone.
The chord tones of the first measure are C, E, and G (a C major chord). The
chord tones in the second measure are F, and A (and an implied C, making an F
major chord). The “G#” is therefore a non-chord tone. It is the passing tone
between G and A. 


Since G# is not a diatonic pitch, we call it a chromatic
passing tone. How do we know it’s not a diatonic pitch? Well, the key signature
in this example is C major, and we know from basic music theory that C major is
made up of C, D, E, F, G, A, and B. Any other pitch would be considered
chromatic.


Next let’s determine if this G# is an accented or
non-accented chromatic passing tone. Since it happens on a weak beat (the
second half of beat four) it is considered a “non-accented” chromatic passing
tone.


Let’s look at another example.
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In the example above, the chord tones of the first measure
are C, E, (and an implied G), making a C major chord. The chord tones of the
second measure are G, B, and D (a G major chord). C# is therefore a non-chord
tone. It is the passing tone between C and D. 


Since C# is not a diatonic pitch we call it a chromatic
passing tone. How do we know it’s not a diatonic pitch? Once again we must look
at the key signature. The key signature in this example is C major. The pitches
of C major are C, D, E, F, G, A, and B. All other pitches are considered
chromatic.


Next let’s determine if this C# is an accented or
non-accented chromatic passing tone. Since it happens on a strong beat (the
first beat of a measure in 3/4 is a strong beat) it is considered an “accented”
chromatic passing tone.


 


 


 


CHROMATIC NEIGHBOR TONES


Chromatic tones can also be neighbor tones, which again can
be either accented or non-accented. Let’s look at some examples.
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The chord tones in the example above are G, B, and D (a G
major chord). C# is therefore a non-chord tone. It is the lower neighbor tone
between D and D. Since C# is not a diatonic pitch (G major is made up of G, A,
B, C, D, E, and F#), we call it a “chromatic” neighbor tone.


Next let’s determine if this C# is an accented or
non-accented chromatic neighbor tone. Since it happens on a weak beat (the
second half of beat two) it is considered a “non-accented” chromatic neighbor
tone. Let’s look at another example.
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The chord tones in the example above are G, B, and D (a G
major chord). C# is therefore a non-chord tone. It is the lower neighbor tone
between D and D. Once again, since C# is not a diatonic pitch (G major is made
up of G, A, B, C, D, E, and F#), we call it a “chromatic” neighbor tone.


Next let’s determine if this C# is an accented or
non-accented chromatic neighbor tone. Since it happens on a strong beat (the
first beat of a measure in 3/4 is a strong beat) it is considered an “accented”
chromatic neighbor tone.


 


 


 


INCOMPLETE NEIGHBOR TONES


The next type of non-chord tone we are going to look at is
called the incomplete neighbor tone. Like the neighbor tone, the
incomplete neighbor tone occurs between two chord tones. The difference here is
that it is neighbor to only “one” of the chord tones while living far away from
the other chord tone. Let’s demonstrate this with some examples.
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In the example above, the chord
tones in the first measure are F, A, and C (an F major chord). The chord tones
in the second measure are C, E and G (a C major chord). B is therefore the
non-chord tone. It is the upper neighbor tone of the “A” which comes before it.
It is not however a neighbor tone to the G which follows it. Thus it is called
an “incomplete” neighbor tone. This particular type of incomplete neighbor tone
is called an “escape tone”. An escape tone leaves a chord tone by a stepwise
motion and returns to a different chord tone by a skipwise motion (a 3rd or
larger) in the opposite direction. (A to B is stepwise; B to G is skipwise
in the opposite direction.) Escape tones are non-accented (they fall on a weak
beat).


Let’s look at another type of incomplete neighbor tone which
is in a sense the opposite of the escape tone.
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In the example above, the chord tones in the first measure
are C, E, and G (a C major chord). The chord tones in the second measure are F,
A and C (an F major chord). B is therefore the non-chord tone. It is the upper
neighbor tone of the “A” which comes after it. It is not however a neighbor
tone to the G which comes before it. Thus it is called an “incomplete” neighbor
tone. This particular type of incomplete neighbor tone is called an
“appoggiatura” (ah-pahd-jee-ah-TOO-rah). An appoggiatura leaves a
chord tone by a skipwise motion (a 3rd or larger) and returns to a different
chord tone by a stepwise motion in the opposite direction. (G to B is
skipwise; B to A is stepwise in the opposite direction) Appoggiaturas are
accented (they fall on a strong beat).


 


 


 


Memory Questions


 


What are
chromatic tones?


Chromatic
tones are a type of non-chord tone. They are any of the pitches not found in
the key of the piece. Chromatic tones can be passing tones or neighbor tones.
They can be accented or non-accented.


 


What is
a chromatic passing tone?


A
chromatic passing tone is a note that meets the three criteria of a passing
tone but does not belong to the key of the piece.


 


What
is a chromatic neighbor tone?


A
chromatic neighbor tone is a note that meets the three criteria of a neighbor
tone but does not belong to the key of the piece.


 


What
is an incomplete neighbor tone?


An
incomplete neighbor tone is a type of non-chord tone. It is neighbor to only
one of the chord tones it falls between.


 


What
are the two types of incomplete neighbor tones?


The
two types of incomplete neighbor tones are the escape tone and the
appoggiatura.


 


What
is an escape tone?


An
escape tone is a note that leaves a chord tone by a stepwise motion and returns
to a different chord tone by a skipwise motion (a 3rd or larger) in the
opposite direction.


 


Are
escape tones accented or non-accented?


Escape
tones are non-accented.


 


What
is an appoggiatura?


An
appoggiatura is a note that leaves a chord tone by a skipwise motion (a 3rd or
larger) and returns to a different chord tone by a stepwise motion in the
opposite direction.


 


Are
appoggiaturas accented or non-accented?


Appoggiaturas
are accented.


 


 


 


Lesson 19 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Antonín
Dvořák (1841 – 1904)


•
Serenade for Strings in E Major, Op. 22


•
Symphony No. 9 in E minor (the “New World Symphony”)


 


 


 


Composition Assignments


 


Assignment 1


Using NotePad, compose a melodic phrase that contains one
or more chromatic passing tones. You must compose this for piano and include
some form of chords in whichever hand is not playing the melody.


 


Assignment 2


Using NotePad, compose a melodic phrase that contains one
or more chromatic neighbor tones. You must compose this for piano and include
some form of chords in whichever hand is not playing the melody.


 


Assignment 3


Using NotePad, compose a melodic phrase that contains one
incomplete neighbor tone – the escape tone. (Remember that escape tones are
non-accented.) You must compose this for piano and include some form of chords
in whichever hand is not playing the melody.


 


Assignment 4


Using NotePad, compose a melodic phrase that contains one
incomplete neighbor tone – the appoggiatura. (Remember that appoggiaturas are
accented.) You must compose this for piano and include some form of chords in
whichever hand is not playing the melody.











20. ANTICIPATION tones & SUSPENSION tones


 


 


 


ANTICIPATION TONES


In the past few lessons we have learned about a number of
different non-chord tones. In this lesson we are going to look at a few more non-chord
tones - anticipation tones and suspension tones. 


The anticipation tone is just what its name sounds like…it
is a tone that “anticipates” the next chord tone.
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In the example above, the chord tones in the first measure
are D, F# and A (a D major chord). The chord tones in the second measure are G,
B and D (a G major chord). The anticipation tone “G” is a non-chord tone as it
relates to the first measure where the chord is D major. It will however become
a chord tone when the chord changes to G major in the second measure.
Basically, a single pitch of the G chord in the second measure is being played
early in anticipation of the change in chord. Thus it is called an
“anticipation” tone. Anticipation tones are non-accented.


 


 


 


SUSPENSION TONES


Another type of non-chord tone is the suspension tone.
A suspension tone is the opposite of an anticipation tone. Instead of playing a
pitch from the second chord early, a pitch from the first chord is held over or
“suspended” into the second chord.
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In the example above, the chord tones in the first measure
are D, F# and A (a D major chord). The chord tones of the second measure are G,
B and D (a G major chord). The suspension tone “A” is a non-chord tone as it
relates to the second measure where the chord is G major. It was however a
chord tone in the previous chord of D major. Basically, a single pitch of the D
chord in the first measure is being held over (suspended) into the next chord
change. Thus it is called a “suspension” tone. Suspension tones are accented.
(Note: the entire process is oftentimes referred to as a suspension and not
just the tone itself.)


An important aspect of
suspensions is that they must resolve “downwards” by a step (2nd). In the
example above, the pitch “A” resolves downwards by a step to become G (a pitch
in the following chord). If the pitch that is held over resolves “upwards” by a
step (2nd), it is not called a suspension tone, but rather a retardation
tone. Here is an example.
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In the example above, the chord tones in the first measure are
D, F# and A (a D major chord). The chord tones of the second measure are G, B
and D (a G major chord). The suspension tone “F#” is a non-chord tone as it
relates to the second measure where the chord is G major. It was however a
chord tone in the previous chord of D major. Basically, a single pitch of the D
chord in the first measure is being held over into the next chord change.
Because the F# resolves “upwards” by a 2nd to become G (a pitch in the
following chord) it is called a retardation tone rather than a suspension tone.
Like suspension tones, retardation tones are accented. (Note: the entire
process is oftentimes referred to as a retardation and not just the tone
itself.)


It should be mentioned that suspension and retardation
tones may also be tied instead of played again. In the example below, the F# in
the first measure is tied to the F# in the second measure rather than being
played again as it was in the example above. Listen to and compare the
difference.
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Memory Questions


 


What
is an anticipation tone?


An
anticipation tone is a pitch which is played early in anticipation of the change
in chord. It is a non-chord tone as it relates to the chord preceding it and a
chord tone as it relates to the chord that immediately follows.


 


Is an
anticipation tone accented or non-accented?


An
anticipation tone is non-accented.


 


What
is a suspension tone?


A
suspension tone is a pitch that is held over through the next chord change. It
is a chord tone as it relates to the chord preceding it and a non-chord tone as
it relates to the chord that immediately follows.


 


Is a
suspension tone accented or non-accented?


A
suspension tone is accented.


 


What
is an important aspect of suspension tones?


An
important aspect of suspensions is that they must resolve “downwards” by a
step.


 


What
is a retardation tone?


A
retardation tone is a suspension tone that resolves “upwards” by a step.


 


 


 


Lesson 20 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Antonín
Dvořák (1841 – 1904)


•
Carnival Overture, Op. 92


•
Piano Quintet No. 2 in A major, Op. 81


•
Cello Concerto in B minor, Op. 104


 


 


 


Composition Assignments


 


Assignment 1


Using NotePad, compose a melodic phrase that contains one
anticipation tone. (Remember that anticipation tones are non-accented.) You
must compose this for piano and include some form of chords in whichever hand
is not playing the melody.


 


Assignment 2


Using NotePad, compose a melodic phrase that contains one
suspension tone. (Remember that suspension tones are accented and that they
resolve downward.) You must compose this for piano and include some form of
chords in whichever hand is not playing the melody.


 


Assignment 3


Using NotePad, compose a melodic phrase that contains one
retardation tone. (Remember that retardation tones are accented and that they
resolve upward.) You must compose this for piano and include some form of
chords in whichever hand is not playing the melody.











21. tension & resolution


 


 


 


CREATING AND RESOLVING TENSION


All music must have some form of tension and resolution.
If it did not, it would not have a sense of “moving” or “going somewhere”. For example,
a piece in the key of C major is at a place of resolve when the pitches C, E or
G are heard. If the entire song was made up of only these three pitches there
would never be a sense of tension or pull away from these pitches, and thus the
music would remain static and motionless. On the other hand, a piece in the key
of C major is at a place of tension when the pitches E flat, G, and B flat are
heard. If we created a sense of tension using these three pitches and then
continued the rest of the song using only these three pitches, there would
never be a sense of resolution (or return to the home chord), and thus the
music would again be static and motionless.


There are a many ways in which one can create tension and
resolution in music. Often this is accomplished through external causes such as
change in dynamics, tempo, articulation, etc. Internal causes are changes to
the notes themselves, such as changes in duration and pitch. (Note: external
causes often go hand in hand with internal causes.)


We have already seen bits and
pieces of the concept of tension and resolution when we learned about stable
& unstable tones, chord tones & non-chord tones, anticipation tones
& suspensions. Although tension and resolution are primarily connected with
harmony (which will be studied in depth in Music Composition 2), it also has a connection with rhythm and melody
which will be seen below.


 


 


 


CHANGE IN PITCH


One of the most basic ways to create tension in music is to
play progressively higher pitches. Look at the overall shape or “contour” of
the melody below. If you follow the red lines you will see that there are three
rises or “swells” in the melodic line, each one higher than the next.
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Did you hear the increase in tension as the melody moved
higher with each swell? Of course there were other factors that also
contributed, such as change in dynamics and tempo, but these only added to the
intensity that was created by the swells. The tension is then resolved by the
downward motion in the last 3 measures and also by ending on the pitch “C” (the
home key or “tonic”) 


 


 


 


CHANGE IN INTERVAL SIZE


Another way to create tension in a piece of music is
through use of larger intervals. Let’s say a piece used mostly smaller
intervals and then somewhere in the piece suddenly began using larger
intervals. This would create a sort of tension “by contrast”.
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The first line above consists of smaller intervals. It has
many 2nds, a few 4ths, and the largest interval is a 5th. In the second line we
see big jumps of 6ths and 7ths. This is a big part of the increase of tension
at this point in the song. There are of course other factors as well, such as
the non-chord tones, articulations and dynamics.


Here is an example of a melody that uses both of the
techniques learned above (higher pitches and larger intervals) to create
tension.
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In the example above, you can see that the overall shape or
“contour” of the melody consists of three swells, each one higher than the
next. Measures 2 and 4 contain octaves which is a huge contrast to the smaller
intervals in the rest of the example. This adds to the tension as well. The
tension is then resolved with the downward motion in the second line and also
by ending on the pitch “G” (the home key or “tonic”).


 


 


 


CHANGE IN DURATION


Yet another way to create tension in a piece of music is by
moving from notes of longer duration to notes of shorter duration.
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The first 7 measures in the example above consist of dotted
quarter notes. These are the longest notes in this section of music. In the
next 7 measures we begin seeing notes of shorter duration such as quarters and
eighths. The last 2 measures contain only eighths. By using notes of
progressively shorter duration, the tension in the music has been increased.
Again, there are of course other factors such as dynamics, tempo, non-chord
tones, and articulations, but these only added to the intensity that was
created by using shorter note durations. To resolve the tension we can simply
do the opposite and begin using progressively longer note durations in our
melody.


 


 


 


SYNCOPATION


Before we can talk about how syncopation creates tension in
music we must first understand what syncopation is. Syncopation is simply
placing a stress (or accent) on a note that is not normally stressed. This is a
way of creating “rhythmic tension” in a piece of music.


The two criteria for a note to be called syncopated are:


 


1) The
note must happen on either a weak beat or in-between beats.


2) The
note must be emphasized by a marking such as tenuto, marcato, etc., or by continuing
to be held over during the very next strong beat.


 


Let’s look at an example.
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In the diagram above, the syncopated note happens
in-between beats 1 and 2. It is then held over during the next strong beat
(beat 2). Here, the lengthening of the note on the weak pulse is what causes it
to be stressed (or accented) where normally it would not be, thus creating a
sense of rhythmic tension.


Let’s look at a musical example, first without syncopation
and then with syncopation. As you will notice, the only difference between the
two examples below are the tied notes. The last note of the first measure and
the last note of the third measure both fall “in-between” the beats. By holding
each of those notes across into the next measure we are lengthening the weak
pulse, causing it to be stressed or emphasized (where normally it would not
have been). Compare both examples and see if you can hear the increase in
rhythmic tension.


 





Without
Syncopation (Lesson 21 - Audio 06)





With
Syncopation (Lesson 21 - Audio 07)


 


Note: do not confuse tension and resolution with mood or
emotion. Although tension and resolution can contribute to the overall mood
they are not the same thing. With melody and harmony the mood or emotion is
primarily created through tonality (interval and chord qualities such as major,
minor, augmented, and diminished).


 


This lesson concludes Music Composition 1 and our
study of rhythmic and melodic composition. In Music Composition 2 you
will study harmonic composition and compositional form. By the
end of the second course you will have composed a number of pieces in various
compositional forms. An option will be available to receive a professional
recording of each of these compositions.


 


 


 


Memory Questions


 


Why is
the principle of tension and resolution in music important?


The principle
of tension and resolution in music is important because it gives the music a
sense of “moving” or “going somewhere”.


 


What
are the external causes of tension and resolution in music?


The external
causes of tension and resolution in music are dynamics, tempo, and
articulation.


 


What
are the internal causes of tension and resolution in music?


The
internal causes of tension and resolution in music are duration and pitch.


 


What
are three ways in which we can create tension within rhythm and melody?


Three
ways in which we can create tension within rhythm and melody are 1) by using
progressively higher pitches, 2) by using progressively larger intervals, and
3) by using progressively shorter note durations.


 


What
are three ways in which we can create resolution within rhythm and melody?


Three
ways in which we can create resolution within rhythm and melody are 1) by using
progressively lower pitches, 2) by using progressively smaller intervals, and
3) by using progressively longer note durations.


 


What
is syncopation?


Syncopation
is placing a stress on a note that is not normally stressed.


 


What
are the two criteria for a note to be called syncopated?


The
two criteria for a note to be called syncopated are: 1) The note must happen on
either a weak beat or in-between beats, and 2) the note must be emphasized by a
marking such as tenuto, marcato, etc., or by continuing to be held over during
the very next strong beat.


 


 


 


Lesson 21 Quiz


Log in to your course at www.udemy.com
and take the quiz for this lesson.


 


 


 


Listening Assignments


 


Edvard
Grieg (1843 – 1907)


• In
the Hall of the Mountain King (from “Peer Gynt”)


•
Morning Mood (from “Peer Gynt”)


•
Anitra’s Dance (from “Peer Gynt”)


• 1st
movement from Piano Concerto No. 1 in A minor


 


 


 


Composition Assignments


 


Assignment 1


Using NotePad,
compose a melodic period that contains syncopation. Use the syncopation to
create tension in the music and then resolve the tension by eliminating the
syncopation.


 


 


Assignment 2


Using
NotePad, compose a melodic period that increases in tension and then resolves
(decreases in tension). Do this through change in pitch (using higher and lower
pitches).


 


 


Assignment 3


Using
NotePad, compose a melodic period that increases in tension and then resolves
(decreases in tension). Do this through change in interval size (using larger
and smaller intervals).


 


 


Assignment 4


Using NotePad, compose a melodic period that increases in
tension and then resolves (decreases in tension). Do this through change in
note duration (using shorter and longer notes).
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