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Preface

Although there are several composition method systems out today, most focus on the craft from a
piano approach and use a series of exercises related to setting melodies to words, or improvising at
the piano. This new system gives any music student the ability to write music, without assuming
the student plays piano and with a solid theoretical approach so that the student is far more
independent in the composition craft.

Each workbook includes thorough review of theoretical and notational skills the student may or
may not have acquired through regular music lessons, thus giving the student the necessary tools
to compose music. The author assumes that students interested in composition are generally very
competent in theory, and the theory review exercises provided are meant to measure minimum
proficiency, and not to provide remedial instruction. The student is then taught the important
theoretical concepts specifically required for composition, such as harmony, voice leading and
formal structure, in a way that is most useful to composers, and which is not found in traditional
theory books. With each level, the student is also presented new and different ways to approach
the craft of composition including ways to find creative ideas as well as developing an idea through
the composition process.

As a rule of thumb, each workbook is graded to match the theoretical knowledge and playing
ability of a student having completed a method system at the same level. Therefore, a student
completing the “primer” level of her/his method system should be prepared for Creating Music —
Primer Level, etc. By extension, if a student completes Creating Music — Primer Level, but is far
from completing Level 1 of the instrumental method system, advancement to Creating Music Level
One should be delayed until the student’s knowledge and playing ability catch up.

On the other hand, this does not mean that a student who has completed Level 2 of a method
system should be placed directly into Creating Music Level Two! Most students without prior
compositional experience should begin with the Primer Level book in order to master basic
compositional skills — even if the student is otherwise quite advanced musically. However, some
more advanced and older students can begin with a higher level book if the teacher determines it
is more appropriate. The descriptions below are a guideline for placement at a level beyond
primer when considering the student’s established musical abilities. Keep in mind these
guidelines are solely for placement of students who have already demonstrated compositional
ability but have not studied in these workbooks. These guidelines have no bearing on students
already studying in this system. Any student completing a given level may proceed to the
next level accordingly if that student’s other musical abilities are also at that level.

Primer Level: 1) student has never written any music, or has not written a melody more than 8
measures long, or has never harmonized a melody, 2) student has studied music for at least 1 year,
3) student is able to read music on the staff with ledger lines, 4) student is reading books at a 2nd
grade level or better, and 5) student is at least age 5.

Level One: 1) student has written a melody more than 8 measures long with accompaniment
(harmony), 2) student has studied music for at least 3 years, and 3) student is at least age 7.

Level Two: 1) student has written music in different keys, 2) student has written music with
formal sections (AB, ABA, etc.), 3) student has studied music for at least 4 years, and 4) student is
at least age 9.
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Level Three: 1) student has written music that modulates keys, 2) student has written music
with formal sections (AB, ABA, etc.), 3) student has written music demonstrating harmonies
beyond the primary chords, 4) student has studied music for at least 5 years, and 5) student is at
least age 11.

Level Four: 1) student has written music that modulates keys or with strong understanding of
different tonalities; 2) student has written music in multiple movements or in a complex form
such as sonata or rondo; 3) student has written music for different instruments; 4) student has
written music demonstrating harmonies beyond the primary chords; 5) student understands
principles of four-part voice leading and harmonization; 6) student has studied music for at least 6
years; and 7) student is at least age 13.

Level Five: 1) student has written music with strong understanding of different tonalities and/or
atonality; 2) student has written music in multiple movements or in a complex form such as
sonata, rondo or fugue; 3) student has written music for multiple instruments; 4) student has
written music using 7th chord harmonies; 5) student understands principles of four-part voice
leading and harmonization; 6) student has studied music for at least 7 years; and 7) student is at
least age 15.

It is recommended that no student begin beyond Level Five, even though this series
progresses to Level Ten. Even with advanced compositional ability, a student will
benefit by beginning with Level Five of this series.

Lee W. Kikuchi
June, 2008



Introduction

This new series specifically teaches students how to compose music, regardless of the student’s
theoretical background or study of the piano! Music study on some instrument is required, and
the student can begin this series at any point of his/her music education. The staves provided for
most exercises do not have clefs specified to allow for students to write in whatever clef they
choose (since different instruments use different clefs). Most examples are in Treble clef by
default, but as the student advances through the books, the use of Bass clef, C-clefs and multiple
staff systems will increase to develop proficiency at reading & writing in all clefs and eventually
reading & writing full score!

The books are sequenced according to standard method levels: primer, 1, 2, 3, etc. Each level
reflects one year of private musical study. Since a student may join this series at a level beyond the
primer level, the first pages include some important theory and notational review to make sure the
student is prepared for the contents of the workbook. Any student having difficulty with the initial
review should be assigned an earlier level to establish the necessary musical knowledge and
notational skills. (See Preface for guidelines.)

This system addresses three primary areas of compositional skill: 1) creation, 2) notation and
3) development. Since the biggest stumbling block to any budding composer is being able to write
the music down, significant emphasis in placed on notational skill. In addition, all lessons
regarding creativity (making up music) also include helpful techniques for facilitating its notation
(what notes, what rhythm, etc.). Finally, lessons in development help the student turn a very small
idea into something much bigger and much better.

With each level, some important theoretical skills are also addressed and developed, in ways that
are useful to a composer and which are not found in traditional theory systems. However, this
book is not a theory book by itself, and it is expected that the music student is also studying a
course in theory as part of regular private music study. The author recommends the Snell/Ashley
Piano Theory system published by Kjos for ALL students, as the most comprehensive and
thorough system currently available. The author’s own Musicianship for Strings series provides
the same thorough theoretical instruction specifically for string players. A very brief review of
theory at the beginning of each book can allow the teacher to assess the student’s theoretical
knowledge, and therefore assign the necessary theory materials to commence with composition.

The theory review exercises at the beginning of each book are meant to measure minimum
proficiency. The student must have full mastery of all the symbols, terms, theory and
technique presented here in order to benefit fully from this workbook. The theory exercises that
follow proceed from this starting point and are designed to provide students a solid grounding in
the composition-related skills of harmony, voice leading and formal structures, which are beyond
the basics provided in most theory books. All such exercises are explained carefully,
supplemented with numerous meaningful examples from the standard literature, and reinforced
with constructive written exercises. For instruction purposes, students are asked to compose
small musical examples to demonstrate their mastery of the skills taught. However, students are
strongly encouraged to pick and choose from this toolbox of musical skills according to their own
preference when they write their own pieces — to maximize creativity and help develop the
composer’s individual voice. Every effort is made to present the full breadth of musical style,
without advocating any one specifically so that the student may be empowered with the skills to
write in whatever style she/he chooses.

vii






What is Composing?

Composing consists of three different types of action:

Creation Making up the music.
Notation Writing down the music.
Development Making the music more interesting and longer.
1. Categorize each statement below by writing either C, N or D in the second column:

C
N
D

= Creation
Notation
= Development

Converting the meter

Dal Segno al Coda

Deciding a tempo marking

Deciding where to put the fermatas

AN B I

Drawing a C-Clef

Germinating a melody

Keeping a musical journal

Making the melody minor

Modulating to a new key

10.

Proofreading for alignment

11.

Question & Answer

12.

Scanning poetry for stresses

13.

Transposing music

14.

Using an interesting harmony

15.

Using waltz bass chords

16.

Writing a duet part

17.

Writing a piano accompaniment

18.

Writing a variation
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Music Symbols

Before we can start writing music, we need to make sure we know the names of the basic musical symbols
that will be used in this book.

2. Cover the right side of the chart below and see if you can name all the symbols, and say what
they mean. Circle the number for any symbol you do not know for extra study.

SYMBOL MEANING
"ﬁ 1. | A SINGLE SIXTEENTH NOTE ("2 beat).
j-ff 2. | A SIXTEENTH REST marks "4 beat of silence.
- 3. | ACCENT: Emphasize the note by making it louder
J r 4. | STACCATOS: Play the notes short and detached
" . 5. | SLUR: Curved line over/under two or more notes to be played legato.
Ala 6. | TIE: Curved line combining two notes on the same line/space.
m 7. | TRIPLET: Three eighth notes in ONE BEAT (each is 1/3 beat)
C 8. | COMMON TIME: Same as 4/4 time signature.
¢ 9. | CUT TIME: Same as 2/2 time signature

| 10. | REPEAT: Not back to the beginning.

1JJJJ 11. | UP BEAT: Notes before first complete measure

m 12. | FERMATA: Hold the note longer than normal value.

13. | DOUBLE SHARP: Raise the note a WHOLE step.

14. | DOUBLE FLAT: Lower the note a WHOLE step.

15. | C-CLEF: Movable clef used for viola, cello, bass & trombone music.

e 1T o mll P

16. | GRACE NOTE: Played quickly and almost with the next note.

17. | TENUTO: Hold note for full value or slight emphasis.

18. | CODA: Go to the coda section at the end of the piece.

19. | SEGNO (SEN-yo): Go to this symbol on a Dal Segno al Fine repeat.

50| s

?f sfz 20. | SFORZATO, SFORZANDO (sfort-SAHTO): A very strong accent.




Music Terms

Let’s also make sure we know some basic musical terms that will be used in this book.

3. Study these musical terms in two different ways: 1) Cover the right side and try to say what each
term means, 2) Cover the left side and try to remember the term that matches the meaning. Do
not look at your answer until you have tried to answer yourself. [Teacher: Test the student at
every lesson until a perfect score is obtained several weeks in a row.]

Accidentals 1. | Sharps, flats or naturals in front of notes in the music.
Accelerando 2. | Italian for gradually get faster.

Adagio 3. | Italian for very slow.

Allegretto 4. | Italian for somewhat happy (moderately fast).

Allegro 5. | Italian for happy (fast).

Andante 6. | Italian for walking speed (slow).

Beam 7. | A thick line connecting two or more eighth notes.

Cadence 8. | The chord progression at the end of a phrase, e.g. I—-Vor V-1).
Da Capo al Coda 9. | Repeat from the beginning and jump to the coda at the .

Da Capo al Fine 10. | Repeat from the beginning and end at the “fine”.

Dal Segno al Fine 11. | Repeat from the “sign” (%) and end at the “fine”.

Dominant 12. | The V or V7 chord of a key.

Harmonic Interval 13. | Two notes played at the same time.

Harmonize 14. | Play chords to accompany a melody.

Inversion 15. | Triads with notes repositioned so the root is NOT the bottom note.
Key 16. | The letter name given to a key signature plus its mode (major or minor).
Key signature 17. | The sharps or flats at the beginning of each staff.

Melodic Interval 18. | Two notes played separately.

Meno mosso 19. | Italian for less motion (suddenly slower).

Meter 20. | The grouping of beats into strong and weak beats.

Piu mosso 21. | Italian for more motion (suddenly faster).

Presto 22. | Ttalian for very fast.

Ritardando 23. | Italian for gradually slow down.

Scale 24. | All the notes of a key played stepwise in order up or down.
Subdominant 25. | The IV chord of a key.

Syncopation 26. | Strong note on a week beat held through a strong beat.

Tonic 27. | The I chord or starting (naming) note of the scale in a key.
Transpose 28. | Playing the music in different keys from what is written.

Triad 29. | A three-note chords where the notes are separated by thirds.
Upbeat 30. | A note or notes before the first complete measure.

Value 31. | The amount of time (number of beats) a note is held (sounded).
Variation 32. | Changing a melody to make it different and more interesting.
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Music Theory

The composer’s general knowledge of music theory determines the composer’s ability to write music. The
exercises on these pages test the student’s knowledge of music theory to ensure the student is capable of
understanding the material presented in this workbook.

Write the count numbers on the line below the music to show how the rhythm is played:

W e S BT

ol

=N

B/ 274 Frte——pfir

SiSSsSss P

1

5. Name these triads:
] [ W ] i
e it 8] 1* = -y o -l L. SI- Ly
L3 AL '.-* -

y)
LJ..U_
-
9]
]
e

ﬂ'l

ﬂf’ , 81 28 $ :

iy

.

6. Name these MINOR keys:
- - |
iﬁg " D > {% ) 5 I
. .
7. Draw whatever clef you prefer then draw a C melodic minor scale up and down. Use accidentals

for all sharps, flats and naturals! [No key signature.]
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8. Write the SIZE (prime or unison, 2nd, 3rd, 4th, 5th, 6th, 7th or 8ve) and DIRECTION (up T or

down { ) in the boxes for these MELODIC INTERVALS:

éﬁg LN N e || P
e [ ! | - ! -
[N [
£ -
1)?11 g - I > Si r 7= | -
- =
9. Write the SIZE of the interval (prime or unison, 2", 3, 4™, 5" 6" 7" or 8°) in the boxes for these
HARMONIC INTERVALS:
q - (] £ ] I
e (] e e ]
L2
= 3 = = 'f—l
2~ | = = = =
9.3 i - e

10. Write "2 (for HALF STEP) or 1 (for WHOLE STEP) in the boxes above these INTERVALS:

.-

F._
.
O

L 1RES

L 10N

0 e

-
]

T

- f|"

==
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Technique

The composer’s ability to play an instrument (technique) also determines the composer’s ability to write
music. The exercises on this page test the student’s ability to play an instrument to ensure the student is
capable of understanding the material presented in this workbook.

Clap or play (on a single pitch) the rhythms below while counting using numbers:

ﬂ—g—'—LJ—!—E—I D aJ .-*J :i aJ ¢ 1
e DN, NI v I

Clit¢o eaae dast Do & 8d v d d ddo

12. The student should be able to play the following technique in the keys specified:

TECHNIQUE KEYS
SCALES Ngtural, Harmonic & Melodic for MAJOR | c |l gl FI D] A IBb
minor keys — two octaves
TRIAD Piano: Solid & Broken MINOR | a | e | d ]| b [ft] g

INVERSIONS Non-Piano: Broken
ARPEGGIOS Two octaves

13. Play the following musical examples (on whatever instrument, using the appropriate staff):

\EJI-I" = | = | I | L|
g T e Pege |* 4 e *F
: S e === e,




Notation Review

NOTE STEMS
STEM—> The note head is the oval DOWN
part of the note. The stemis | LEFT Down stems are on the left.

NOTE _, the vertical line part of the SIDE, ::z:T Up stems are on the right.
HEAD note.

| Ifthe note head is below the If the note head is on or above
. middle line, the stem goes : the middle line, the stem goes

. up on the right. xil-' — down on the left.

For 2 or more note heads,
#=— direction is determined by
i the note farthest from the
middile line.

If the top and bottom note
heads are the same distance
from the middile line, the stem
goes down.

LENGTH: Note stems are 372 spaces (or one octave) in length from the last note head.

CLEFS THE GRAND STAFF
ok
| — —p e
Il _ | . [T oA
!|~ "-J Al
e o 3 . DY -
BRADE i {Comnpects both stavea)
_— ——) L DOTS ABOVE AND =
/ — BELOW F-LINE b
i Wi nass A2
CLEF
QUARTER RESTS HALF RESTS WHOLE RESTS
™, ™, P
< < —_mm_<—NO MORE W NO MORE
".': THAN 1/2 THAN 1/2
IN THE SPACE IN THE SPACE
Half rest sits on the middle line. | Whole rest hangs from on the 4" line.

SINGLE EIGHTH & SIXTEENTH NOTES & RESTS

A single eighth note has a flaqg instead of a beam.
The flag is on the right side of the stem.

o'

A single sixteenth note

When the stem is down the flag is on the right also.

E

has TWO flags.

Eighth rests have one flag.

7

Sixteenth rests have
two flags also.

e (|
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LEDGER LINES

P

= =

+ You must draw as many ledger lines as needed to place the note
correctly.
¢ The note stem extends to the middle line.

WIDER THAM NOTE HEAR

G —___ SAME SPACING AS
+— —— STAFF LINES

& |

#. MO LEDGER LINE
BELOW SPACE HOTE

All ledger lines must be the same width.

Ledger lines must be wider than the note head(s).
They must be spaced the same as the staff lines.
No ledger line beyond the note if it is a space note.

* & o o

BEAMING EIGHTH NOTES AND TRIPLETS

; i ,..m :.r:__ |

r-rr

(9. o )
AN T T

- - i

Beam eighth notes in groups of FOUR only if they fill up the first half
or second half of a measure in 4/4 or 2/2 time.

S SEAprici Trran
l';gi,:_ S=Er==—

Beam eighth notes in groups of TWO where the first eighth note is on
the beat.

3 B e i

Beam eighth notes in groups of THREE when they are triplets. The
first note must be on the beat. [Use brackets when there is no beam.]
[The number 3 is optional if there is a pattern.]

ég IFPE == il =1

Beam eighth notes in groups of THREE when in a compound meter
of 6/8 or 9/8. The first note must be on a strong beat (1, 4 or 7, etc.).
[Three is no bracket-3 for compound meters.]

TIME SIGNATURES

¢ The time signature is always placed

ﬁ” after the clef and after the key _,P -
(e signature on the first line of music L
.

middle of the piece.

Y (both staves). LN
¢+ Each number fills two spaces.
%:‘ ¢ Only one time signature is needed, Common Time 4 Cut Time 2
ﬂ unless there is a change in the Same as 4 Same as 2

D The sharps or flats of a key signature must be placed in a
certain order and on the correct line or space. The pattern
created helps musicians identify key signatures quickly.




14. Draw the symbols/notes as indicated:
Bass Half Note B Quarter Eighth Note | QtrNote D | Sixteenth | Eighth Note | Triplets C-B-A Double
Clef Below Staff Rest E On Staff Above Staff Rest F# On Staff Above Staff Bar Line
Treble Whole Sixteenth D Eighth Half Note B | Two Eighths D-E b Half Note Eighth Note F# | Repeat
Clef Rest Below Staff Rest Below Staff Above Staff C-Maj Chord On Staff Sign
Forte Staccato Pianissimo
Treble Cut | Sixteenth A Half Whole Note B Four Sixteenths Half Note Qtr + Eighth Single
Clef Time | Below Staff Rest Above Staff A-B-C-D on Staff F-Maj Chord Triplet Bar Line
Accented Slurred With Fermata | E-F # On Staff
Bass | Common | QtrNote Ch Dotted Eighth | Eighth 1st Whole | Repeat 2nd Half Note Double
Clef Time On the Staff | D+ SixteenthF | Rest | Ending | Note D Sign Ending | G-Min Fremata Bar
Tenuto On Staff Chord Line
Treble 6/8 Coda Duple Qtr Rest + Dotted Three Dotted Qtr Note | Half Note | Tied Half Notes
Clef | Time | Symol | Eighths | Eighth G# QtrA Eighths Half D Double Double Across Bar Line
G-Ab G-A-Bb Sharp G Flat D A Below Middle C
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C-Clefs

There are THREE different C-Clefs: Soprano Clef, Alto Clef and Tenor Clef. They are named for voice parts
because they were most commonly used in vocal music centuries ago. They are called C-Clefs because they
I5 and because the “arrow” in the middle of the clef marks the Middle-C line. What
makes them different clefs is that they are positioned on different lines! For this reason, the C-Clef is also
ovable clef”. Historically the C-Clef has been positioned on any line within the staff!

all use the same shape:

called the “m

Observe the SAME NOTES written using different clefs:

15

CLEF EXAMPLE NAME / DESCRIPTION INSTRUMENTS
( TREBLE CLEF (G-CLEF) Violin, flute, oboe, clarlr)et, trumpet,
C.’ == = Swirl circles G above Middle-C French horn, beIIs,. chimes, treble
sv* " [Does not move.] notes of piano music, soprano and
TBCDI : alto voice parts.
I £ i BASS CLEF (F-CLEF) Cello, bass, bassoon, trombone, tuba,
9' P Dots surround F below Middle-C | timpani, bass notes of piano music,
ABCDI [Does not move.] tenor and bass voice parts.
e Viola.
F T J & ALTO CLEF (C-CLEF) Co .
Il'g - i Arrow marks middle line of staff [Historically used for alto voice parts,
ABCDE " | only used for viola today.]
. . Cello, bass, bassoon, trombone, and
||‘3 - * 5 TENOR CLEF (C-CLEF) tuba. [Used to avoid too many ledger
[ ——— . Arrow marks 4" line of the staff. | lines when the music goes very high.
ABCDE Used for tenor voice parts, but rarely.]
1 : _r = SOPRANO (C-CLEF) Historically used for soprano voice
||§ :L . : D E Arrow marks 1% line of the staff. | parts, but rarely seen today.

DRAWING THE C-CLEF (ALTO CLEF)

i
N

1s

clef).

Draw the arrow first
(select the correct
Middle-C line for your

Draw a thin and thick
line (backward of the
double bar line).

Draw dots in the top
and bottom space, in
line with the arrow.

Draw two backward
“Cs” to connect the
dots to the arrow.

15. Draw 8 Alto Clefs on the staff below:

15
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Drawing Sharps, Flats & Naturals

Draw the two thin VERTICAL lines first.

¢ Make sure they are BEFORE the note.
¢ Make sure they are evenly spaced.

¢ Make sure they are not too tall.

Draw the two thick SLANTED lines second.

e H + For space notes, they follow the staff lines.
] + For line notes, they are in the spaces.
Ce ¢ The ‘square’ is exactly before the note.

Draw the thin VERTICAL line first.

Make sure it is BEFORE the note.
Make sure it is straight up and down.
Make sure it is not too tall.

(.

Draw the HALF-HEART second.
For space notes, center it in the space.
For line notes, center it over the line.

L Vo

Rl

Draw the two thin VERTICAL lines first.
¢ Make sure they are BEFORE the note.
¢ Make sure the first one is HIGHER.

¢ Make sure the second one is LOWER.

(.

Draw the two thick SLANTED lines second.
+ For space notes, they follow the staff lines.
+ For line notes, they are in the spaces.

The ‘parallelogram’ is exactly before the note.

[,

19.

On the staves below, draw the notes specified — using half notes. PLAY THEM:

—

e

D Cb Gt Ab g

B Eb  Gs

)

Ce  Gb Fg Bb

Ez Db At
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2/2 v. 2/4 Meters

The 2/2 meter is a rhythmic augmentation of the 2/4 meter. Both are duple meters but which note
gets the beat shifts from quarter to half. The composer decides which feels better.

Observe the same music written in 2/4 meter then in 2/2 meter:

Maestoso From "Trumpel Voluntar” by Jeremiah Clarke
1 i - T I -
| | | | i | | ]
%j:i — | v — s 1 4 - I
LN f e,  M— [ | — I
| 3
L" L= L -
ib—% e = exr"lo
N -' . 1 | ! [ .I:,. [ i [ i ! 1

Compound Meters

A compound meter results when the subdivision is triplets and the measure has 2, 3 or 4 groups of triplets
within the measure. Each group forms a LARGE beat, and the individual triplets are SMALL beats — hence
the word compound. Music in 6/8 is really a compound of 2/4 with triplets. Music in 9/8 is really a
compound of 3/4 with triplets. By choosing a compound meter the composer does not have to write all the
triplet brackets.

Observe the same music written in 2/4 meter then in 6/8 meter:
3

E'% . —d— r—d— —d— —ad— —d—
- . & ™ — | k |
N - ¥ i ! ” ”

g .
1 k M |
[

[ i b "ﬂ.l_ : 17 - !
. B R
-

"l

wl

L

.l

ol
Wl

“

Observe the same music written in 3/4 meter then in 9/8 meter:
From "Minuet" by Telemann

- —d= —d= —_— | : —d= —d= —_—
rarrle e o [t [reaerie oo |
X I'—|—.| - — | — |— |
g = =
0 - [
e i i - o -—|.—-—'——- P |I

** Which version is easier to write? Which is easier to read? [Notice the bracket-2 notes.]
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Syncopation

Syncopation is when a strong note happens on a weak beat and holds
through a strong beat. [Both conditions must be true.]

Many theory books define syncopation as an accented weak beat, but this is not a sufficient explanation of
syncopation. The following examples explain the topic more thoroughly:

g — : This example shows an accented weak beat.
i' This IS NOT syncopation — it is just an accented weak beat.
=

[Count 2 is a weak beat, but it does not hold through count 3.]

This example shows a strong note (half note) on a weak beat (2)

! i
@ .} L ‘II - holding through the strong beat (3). This IS syncopation.
4 [Count 3 is stronger than count 2.]

K1 This example of syncopation has a series of quarters on the off-
: 1 7 L | beats — holding through the on-beats.

LR [Off-beats are weaker than on- beats.]

1 -
ﬁ SRR :.' % : A series of short notes on weak (off) beats IS syncopation, due
&4 &

ry = to the lack of notes (rests) on the strong (on) beats.
| &2 &3 41 &
F.-—-—\_li:ll
- - | ~ Count 1 is always the strongest beat, so a tie from a weak count
I | note to a count one note is definitely syncopation.
'!-' o
1234 1-234

ﬁ  C—— :TH\ - = e o s

AL geete ' Tee cel. * iy e
), — —_— ~— —
= - T - = = e

-1

L s SrE e md s s rpart L aesied i




Alignment & Spacing

23

e —

Notes that “sound” (are played) together must line up.
This is called alignment.

Half rests, quarter rests and eighth rests must align with
other notes or rests on the same count.

il
il
i
!
L]

Whole rests represent a whole measure in 2/4, 3/4, 4/4 and

32.

S==
- 6/8 time signatures. The whole rest must be centered
9 e e - within the measure.
.
f Equal Spacing B
T e pr— Notes within a measure are spaced as a compromise
e s 5 s & between two extremes:
Compromised Spacing 4 1) Equal spacing for each note.
- P f — — 2) Proportionate spacing according to note values.
Fy— # # # # # # | | [Notice in the upper example the even spacing makes the
Proportionate Spacing 4 notes appear to be the same value, and in the lower
o X — — example the dotted quarter appears to be a very long note.
? == e e s e e The middle example is preferred.]
Circle any notes or rests that are not properly aligned or spaced:
| Pl ~ — e — ——
= Na—h e — ol JS =
(e - - ._'_‘_F_“ r |' L
!J — L — — by
-
g re e 88 L0 L L L 8
758 —— = =2
_-_" - . | N = . " —
: g 7
- — $$% 2
¢ ¥ 3 52
rywi
T_‘Fﬂ o — = i '. > —
: — ' . o & | oo




Repeat Signs
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Repeat back to the beginning of the music.

4
==

Repeat back to the return (backward) repeat sign.

First time: Play the 1% ending before repeating.

Second time: Skip the 1 ending to play the 2" ending, and
continue to the end.

D. C. al Fine

Da Capo al Fine is Iltalian for “go back to the head and play to the
‘Fine’.” In this case “the head” means “the beginning”. (This is the
most common of these repeats.)

Fine

Italian word for “end”.

D. S. al Fine

Dal Segno al Fine is Italian for “go back to the sign (%) and play to
the ‘Fine’.”

D. C. al Coda

Da Capo al Coda is Italian for “go back to the head and play to the
coda symbol (¢) then jump to the coda.” (See D.C. al Fine above.)

D. S. al Coda

Dal Segno al Coda is Italian for “go back to the sign (%) and play to
the coda symbol (¥) then jump to the coda.”

Note: For all these special repeats, you observe the regular repeats (=|) the first time you see
them, but you do not take any regular repeats on the da capo.

36.

Ex.

For each item under the examples, indicate the measure number that you play:

1

-
s
.'I i ! |I

After m. 6 (15t time)
After m. 8

After m. 6 (2nd time)
After m. 14 (15t time)
After m. 20

After m. 6 (da capo)

Last measure you play

Ex. 2

14 Fine g

e

DX al Fine
e/

After m. 6 (15t time)

Before m. 7 (15t time)

After m. 16 (15t time)
After m. 16 (2nd time)
After m. 6 (da capo)
Before m. 17

Last measure you play
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Sources of Inspiration

A melody is the beginning of most compositions. A whole song can be one melody, or a very long piece
can be made of many melodies. There are actually only two possible sources of inspiration: imitation,
and improvisation. Imitation can be anything you hear. Improvisation can be singing or playing. Try
making up your own melody using each of the methods below. The piano (keyboard) is the best
instrument to help you find the notes, but you can use any instrument you know how to play (violin, flute,
trumpet, etc.).

Animal sounds (cats, dogs, birds, etc.)
Natural sounds (wind, rain, thunder, etc.)
Machine sounds (cars, tools, appliances, etc.)
Other music you have heard (quotation)

Imitate a sound you hear

> & & o

*

Make up a melody by just singing

Improvise by singing ¢ Use your instrument to determine what notes you sing

+ Just play notes on your instrument and try to form them
into a melody

IMPROVISE

Improvise by playing

ildea Notebook or Journal

You never know when a musical idea might come to you, so you should be ready to write it down
immediately! Even if you are nowhere near a piano or instrument, you should make an attempt to capture
your creative idea when you first think of it. It may not be perfect, but you can improve it later one when
you have an instrument and can devote more time to composing. The best kind of notebook to use is a
small wire bound staff paper notebook. You can carry it with you every where — to school — to friends — to
doctor’s appointments — and when you have free time you can write things in it!

Sample Note Book Page:

It is not necessary for
any of your ideas to be
complete or to make
sense. You can have
several totally unrelated
ideas on the same page!

| .
Hiny
Loy
e
T

64. ASSIGNMENT: Buy a staff notebook, put your name on it, and keep it with you at all times!
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Phrase Structures

There are many types of phrase structure, and most of them are related to the Question & Answer
concept. In fact the aab structure is really a type of ab (question-answer) if you think of it as “question-
question-answer”. Those phrases that do not sound like an actual question and answer will still follow a
specific form (below). For the purpose of composition, identifying ANY and ALL parallel (similar)
fragments is very useful, since such devices are at the core of compositional technique. The ‘aa’ fragments
can be literal repeats, or the second ‘a’ can be a slight variation of the first ‘a’ (see Variations pages 34 and
35). Notice also that in the ‘aab’ forms, the ‘b’ fragment is twice as long as the ‘a’ fragment (or equal to the
‘aa’ combined), which creates a balanced phrase structure. [Note: lower case letters are used for phrase

structures “aab”, and capital letters “AB” are used for formal sections.]

STRUCTURE | EXAMPLES
ab | Minuet by Dranicl Gaetlob Tark
Q-A a  _ I
(éﬁg = o = : = . = - = j
. : T
T3 - - - -— . - ——

t e e P e st
aab Spring by Vivaldh
Q'Q'A Ia I | a ) I b |

Gaererrs et e

!. — —— - T
abb Spamzh Danee Mo, 2, Ope 1 by Moniz Mosekoswki
Q-A-A Ia_____ — b, b, I

(gﬁj e T A eyl e e w
[y == =¥ = [ —_—
- z .
gt e 8 P il
aabb Silamt Might by Franz Cirubser
Q-Q-A-A . la l'a 1o b |

Gifie e o el [T 0 T

* 1 b=l gt T I mgi All is  cali All is Bl
abab March by Damel Giotglob Tiirk
Q_A_Q_A i |-E o Ill:lb . . I-E ||b . .

Gifeessitrrtidisiiitioses ittt larrelis
:JSE{; o E‘:- EG :.- ,t_ ¥ e r'- g: Ic.- -
abbb The Firsd Mowell
Q-A-A-A éﬂ |a-__ _ ”E ."b ) .Ilb o |
T s — =t - ! e ! P
R R e S e i ==as
b2 firsd e wall the =gl sew wasn cor-imnpoor shop-hordas m Bokds e by
aabaab Lammienl by Dianial Gottlod Tiirk
Q-Q-A _[a Ila b LE IM'a I I
| i —— - — | . + i I — +
Q-Q-A éi; ellorlieeis SiT 1) riedg
, | — =
i N A NN R e I R TN R P
-
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Style Gallant (Classical Phrases)

Music of the Classical Period demonstrated great balance in form and beauty and was mostly
homophonic in texture, which means that there is a melody that is accompanied by chords or broken
chords in the harmony. Composers wrote in balanced phrase structures, having an even number of
measures such as a 2 measure phrase followed by another 2 measure phrase to form a longer 4 measure
phrase (2 + 2 = 4; 4+ 4 = 8; 8 + 8 = 16; etc.) which is named style gallant. Using these balanced
phrases, composers could “spin off” very long melodies or themes by simply doubling the melody each time.
A nice 8-measure melody could quickly become 16-measure and then 32-measures! By combining the
germination technique with style gallant, composers were able to write long meaningful themes that are
much bigger than a simple melody and which can be fashioned into very long works such as sonatas,
concertos and symphonies.

Observe how Mozart germinates an entire Symphony starting with only two notes! Can you identify
all the compositional techniques he uses? [The numbers represent actual beats.]

Svmphony #40 in g mmnor K. 550 by Mozart (condensed for piana)

! 16
| 8 + 8
! 4 + 4 I 4 +
2 + 2 2 4+ 2 11 2 4+ 2 1732
1+ 100 1 +«1001+«1 111+ 11
@ |lIntro II:«sr::-aﬂIt!m +H||',-':~:,-ﬁ||'!-§~+',-'3| ) a ~ R
?Fnb"{‘i r y fele For Fole r— : e
- P e e | .-"'_-‘_'H | A e P e
EPESIPES P ES P ES | RPESEPES | Esrs P ES
)
; = o =+ - =
% * £ l"
16
2] + B
4 4 - 4 | 4 + 4
2 2 &+ 2 2 +« 2 11 z + 2 |1z
; al B P f_,...—-_._ 'r'ﬂ o -
#{' =1 i — F —— i
Y T T — T — | — T —
L LI »
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Finding Stresses, Peaks & Cadences

Before setting words to music, that is, before writing the melody, it is best to identify the pattern of word
stresses, and to identify the key words in each line of text. The word stresses will give you the meter of
the song, the key word in the middle of the line will give you the peak of the melody and the last key word
of the line will give you the cadence. When scanning text for stresses, the symbol - is used for weak
syllables, and the symbol / is used for strong syllables. Key words are underlined to indicate the peak
notes and cadence notes of the melody.

Observe:
A T A N
‘Twas the night before Christmas, and all through the house,

S N A A
Not a creature was stirring, not even a mouse.

Types of Poetic Meter

Each group of strong and weak syllables forms a foot. The poetic “foot” is the same concept as a measure
in music, however it is not necessary that each poetic foot of a verse match a measure of music exactly, as
the composer is free to make changes that suit the music. The type of foot and the number of feet per
line define the exact poetic meter. The Greek words in the tables below come from a system of poetic
rhythm analysis so old, that it goes back to Ancient Greece!

POETIC FOOT LINE LENGTH
Syllables Name Number of Feet Name
- two dimeter
weak-strong iamb -
three trimeter
strong-weak trochee Four tetraameter
weak-weak-strong anapest five pentameter
strong-weak-weak dactyl six sextameter
seven heptameter
eight octameter
Examples of Poetic Meters:
. . - /- /S -/ - /o=
iambic pentameter As due to love as thoughts and dreams and sighs,
o - /- /S - S =/
lambic tetrameter You spotted snakes with double tongue,
anapestic tetrameter R [~~~ -/
‘Twas the night before Christmas and all through the house,
. / -/ - / -/
trochaic tetrameter Kissed the girls and made them cry *
S S S =/
dactylic trimeter Hickory, Dickory, Dock *

* Often the last foot of a trochaic or dactylic meter is incomplete because it is sustained.
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Major & Minor Modes

Major and minor are the two primary modes in classical and contemporary music, but there are many
other modes and tonalities available which you will learn about in time. For compositional purposes we
will discuss how to convert a melody from major to minor. For this process we will need to discuss both
parallel and relative major and minor. Parallel means that the tonic note (name) is the same, but the
key signature is different, and relative means the tonic note is different and the key signature is the same.
For converting parallel major/minor keys, you must realize that sharps are the opposite of flats. In other
words, sharps and flats cancel each other out, so you can do simple arithmetic to convert the keys!

To make a major key signature into its PARALLEL minor key signature, just add 3 flats:

2 Sharps + 3 Flats = 1 Flat 1 Sharp + 3 Flats = 2 Flats 0 Sharps + 3 Flats = 3 Flats
z 7 i
>— >— b b
w1 ) 4 k 3
o e e (3 3 )
D Major D minor G Major g minor C Major c minor

To find the RELATIVE minor key name with the same key signature, just go down 3 half steps:

D | 3 Half Steps = b F 4 3 Half Steps = d C | 3 Half Steps = a
- -
Y Y . . - -
Y] [y e 2 [ Y e
D Major b minor F Major d minor C Major a minor

REVERSE EACH PROCESS TO GO FROM MINOR TO MAJOR:
¢ Minor to PARALLEL major = “add 3 sharps”
¢ Minor to RELATIVE major = “go up 3 half steps”

78. Fill in the grid below, naming the correct RELATIVE major or minor key:

MAJOR CM FM AM EM AbM
MINOR gm em cm fm ebm
79. Write the sharps or flats in the key signatures for the following keys:

e e e e

Ab Major f# minor E Major bb minor




50

Back-to-Back Major/Minor Melodies

Sometimes switching back and forth from major to minor within a single melody can be a wonderful effect,
and is a stylistic element of some ethnic folk music, such as slavonic dances. This is called a bi-modal

melody.

Observe:
From Slavonic Dance by Antonin Dvorak, Op. 46, No. 8.
Presto .t
= - .
[ —_ - C — w—® e ¢
. = o= | = r = r [ = = | = ¥ =
f=z | = a
L » o= o= | = == - o |l ==|=
byl B8 s s 22 B e
5 -+ T T +* T ¢
£min ! o G Maj ! L
D.C. al Fine
i by = — ———— = e B -
= » | » = - . i s
(? > | oo® r-r I- " - r-._'| ey,
.. - ! T | p— p—
P
| |
M I M| | |
; _-1-' I' | I I "-I I r‘ ! | | = ! ! J” JH -
B* May £ in

NOTICE THE FOLLOWING:

¢ The keys/modes are indicated under the music.

¢ Inline 1 that DvorFak uses parallel major/minor.

¢ Inline 2 that Dvorak uses relative major/minor. [Notice the use of pitch/rhythm variation also.]

81. Rewrite the following melodies into RELATIVE minor, then play them:

T - 0 ? _F_-- O
J*".Eﬁ?r et e o [LLT

E— L__-
Eles e e e S e
y B A e e i B
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Rounded Binary

The rounded binary form is a special form that eventually gave rise to the ternary form because material
from the A-Section is repeated at the end of the B-Section to give the piece a “rounded” or “balanced” form
very similar to the ternary form. (Refer to page 40 and notice that the Mozart Sonata in A Major is actually
a rounded binary form). In regular AB binary form, the A-Section and B-Section are often the same
number of measures, but because of the repeated A-Section material, the B-Section in rounded binary form
is often a few measures longer.

Observe this rounded binary form:
"Ah, vous dirai-je, maman”
{French Faolk Tung)
arr. Lowis Kéhler

A-SECTION B-SECTION
-

g e .

| |
P caniahile

mf

ﬂ_' " r e — | | o = - 3 'j
) |
| A-SECTION MATERLAL |
i—ﬁ—ﬁ—-—- = e e e e ==
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**This French Folk Tune is so popular it is also the melody used to the song “Twinkle Twinkle Little Star”,
“Baa Baa Black Sheep” and “The Alphabet Song”. Mozart liked the melody so much that he wrote a set of 12
(very difficult) variations based on it for the piano, K. 300e (265).

91. Mark the A-Section and B-Section. Draw a box around the material in the A-Section and the
matching material in the B-Section that makes this song a rounded binary form: [Note: the
repeats were taken out to make it more challenging.]

Andantino Minuet bv C. H. Wilton
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Chord Tones & Passing Tones

When harmonizing a melody, it is not necessary that every note in the melody be a chord tone, that is,
matching one of the notes in the harmony. In fact, very often several notes in a melody will not match the
harmony and these notes are called passing tones.

Observe our harmonized melody again:

[ ] [ ] G B AT AT
ﬁ - uﬁ
= i — _J - s =
P —— = "“—H—‘ﬂi#_l‘ oo ”

9.3 — -

I | I | A% | I V7 VT

¢ In our example, all the notes in the first 4 measures except for one are found in the D major
triad, and therefore are considered chord tones.

¢ The note in the box with (*) is a passing tone, because E is not a chord tone for D major.

+ The note in the box with (**) of measure 6 is also a passing tone, because G is also not a chord
tone for D major.

+ Can you find more examples of passing tones? If yes, circle them.
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Unaccented Passing Tones

When a passing tone happens on a weak beat and not at the same time as the chord (harmony) changes,
then it is called an unaccented passing tone — box (*) above.

Accented Passing Tones

When a passing tone happens on a strong beat and at the same time as the chord (harmony) changes,
then it is called an accented passing tone — box (**) above. Another name for an accented passing tone
is appoggiatura.

95. In the examples below circle all the passing tones (in the melody), and draw an asterisk (*) above
the ACCENTED passing tones:
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Writing Different Bass Styles

98.

pages 65 & 67, so use the same chords you used there for these melodies:

Harmonize each melody below using a different style of bass (see page 68). DO NOT USE BLOCK
CHORDS OR COUNTER MELODY FOR THIS EXERCISE! These are the same melodies as on

E?ﬁ . e
(3] ! : [
I W C S - =
L K
A
A g
_'_'_'_,_,—-—'—'_ ——_______-_-_-_‘_‘_‘-\_\_
T i Ib-l T ——
rAcs e R
> i — ke y —r i
Fan | I I 1 ' [ .
A3 o ¥ o * C—
|B| L M S ““'-u_._._______._..r-' \'““H--..__________d_ﬂ-ﬂ’ \,‘__L,
D
Sy
ﬁ‘l i k, h_ﬁ
[t i | i
"“—':"'? ..!J |HE| + ‘I Y ) l\ - - 1 — h"!
¢ \H"“--r" lh"'-.'fl Hﬁ-‘-___--.‘j \H\‘-‘-"———-—"’J I'\“-Er._:_,'-.
s
& fwl 2
- !! — - !! e wat
(5°C — == | '
[}
C
_i.'\'l' . N
)6t
i -|F- F i . v HF.
{ ) I - E [
D S— e —— !

"




Rules of Voice Leading

Many books have been written regarding the rules of voice leading and harmony, and it is important to note
that the “rules” are actually “observations”. No musical legislature enacted any laws. There are no police to
give citations or arrest composers for breaking these rules. There are no musical courts to convict those
who break the rules! The rules come completely from the observations that composers and musicologists
have made over the years regarding what “sounds good” in music. Today, the styles of music are so many
and the rules have been broken in so many ways, they really no longer apply to many types of contemporary
music. However, that all being said, it is always best to understand the rules before making the decision to
break them — so that you are prepared for the criticism you will receive and can prepare an adequate
justification for those critics! There are 100s of rules to learn, so the ones given on this page are simply the

basic and most important rules!
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Doubling
¢ Avoid doubling the 3™ of the chord
¢ Never double the 7" of a seventh chord.

Omission

¢ Never omit the root. [If you do, it becomes a
different chord.]

¢ Never omit the 3" (except for special effect — the
open 5" sound).

¢ Itis ok to omit the 3™ for 7" chords, if necessary.
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Melodic Line

¢ The inner voices should move mostly by STEPS
and REPEATS.

SKIPS are acceptable.

The occasional leap by 4™ or 5™ is acceptable.
Large intervals should be avoided except for effect.
The bass line may move by large intervals,
especially perfect 4ths and 5ths.
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Perfect 5ths

¢ Two lines must never move as parallel perfect 5ths.

¢ Two lines must never move into a perfect 5" from
the same direction (“hidden 5"”)

[THE PERFECT 5TH RULES ARE THE MOST DIFFICULT
TO UNDERSTAND AND TO FOLLOW!]




76

Modulation

When music changes from one key to a new key it is called modulation. It is possible to modulate from
virtually any key to any other key, and the choice of keys is entirely up to the composer. However, some
forms traditionally modulate in certain ways and if the composer chooses to write in one of these forms, it
is best to observe the tradition. For example, sonatas and symphonies usually modulate to the dominant
key (that is, from C to G major). Likewise, the second statement of the subject in a fugue is also usually in
the dominant. The next most common key for modulation is the relative or parallel major/minor,
especially if the piece starts in a minor key. Some more experimental composers will choose to modulate to
the mediant or submediant. In the case of more contemporary music, a modulation up a step or half
step creates exciting drama. There are many types of modulation but for this book we will focus on the one

most common method: secondary dominance.
¢ Therefore the A7 chord is the secondary dominant

L2
of G major or the V of V.

l . ¢ Introducing the A7 chord in the key of G major

¢ In the key of G Major the Dominant is D Major.
The dominant of D Major is A-Major.
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'_i):ﬁ modulates the key to D major with a single chord.
Going from the tonic in G major to the A7 feels
natural because the G chord is IV in the key of
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+ The key is strongly established as C Major with the melody outlining the C major triad.

¢ The introduction of the F¢# (leading tone of the new key) in the second measure changes
the E-C of the right hand into a D7 chord which is the dominant of the key of G major.
Without the F #, the E-C would still imply the C major harmony — no modulation.

¢ The melody continues in the new key with F# in the scales.

106. In the example below, 1) name the starting key, 2) circle the first occurrence of the leading tone
of the new key, 3) name the secondary dominant chord (V/V), and 4) name the new key:

Sonata K. 545 by Mozart
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Solo Instrument With Piano

Writing a solo piece for an instrument is very similar to writing a melody plus harmony. The instrument
has the melody, and the piano plays the harmony. As you become more capable, you will want to write
music that is more interactive — where the piano and solo instrument trade off having the melody and have
sections that are equal duets. As you become more capable you will also want to write for more than one
instrument (trios, quartets, chamber groups, and even orchestra) and you will want to write for instruments
of all types. For right now, you need to limit yourself to an instrument you know something about. If you
have never played any instrument other than the piano, then choose the violin for now — as it probably will
have fewer difficulties and restrictions than a wind instrument. In later books we will discuss the issues of
writing for instruments in much greater depth.

Take an existing harmonized melody (one you have already written).

Then set up the staff paper for THREE staves (one for the solo and two for piano Grand Staff).
Copy the melody onto the solo instrument line.

Copy the bass onto the piano part — splitting it for right hand and left hand.

* & o o

EXAMPLES:

WALTZ BASS: The downbeat becomes the left hand, the chords on beats 2 & 3 become the right hand.
BEFORE: AFTER:
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BROKEN CHORDS: Split the chords alternating left hand and right hand.

BEFORE: AFTER:
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ALBERTI BASS: Place the entire Alberti bass figure in the right hand, and add bass notes to the left
hand to accentuate beats 1 & 3.
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Making a Final Copy

The longer and more complicated the piece, the more work you have to put into making a good final copy.
The layout is more difficult. You must be more careful regarding details.

111. Using the staff paper on pages 86-89, make a final copy of your piece that you can
share with friends and your teacher. USE PENCIL SO YOU CAN ERASE!
(Photocopying will darken your music for a more finished look!) Follow the steps
below to make sure your final copy is as close to perfect as possible.

A. Write the title of the piece at the top. o Done
B. Write your name under the title, near the right side of the page. o Done
C. How many measures is your piece?

D. How many measures will fit on one staff (line)?

E. Based on the number of measures, how many staves will you need?

F. Using a ruler, draw bar lines to set up the measures and staves. o Done
G. Draw braces for Grand Staves, as needed. o Done
H. Draw a double bar line at the end. o Done
. Draw perfect clefs at the beginning of each staff as needed. o Done
J. Draw the key signatures on every staff, as needed. o Done
K. Draw the time signature on the first staff. o Done
L. Write your tempo (speed) indication above the time signature. o Done
M. Copy your piece carefully into the measures, spacing the notes nicely. o Done
N. Review the proofreading marks to make sure you made the corrections. o Done
O. Compare your final copy to your draft to make sure nothing is missing. o Done
P. Play your piece to catch any other possible copying mistakes. o Done
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Composition Review 3

115. MATCH each MUSICAL EXAMPLE to the STYLE OF BASS it demonstrates:
EXAMPLE STYLE OF BASS
#ﬁ"ﬁ‘ﬁ"‘f :
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B { Bass Line
C { Block Chords

Boogie Bass

E Broken Chords
F _____ Counter Melody
G * r Waltz Bass
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