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cuaeter wo o GHORDS

Part A

I. Melody and Harmony

In cur work with scales, we deait with an ascending or descending
series of musical sounds. In other words, we have been thinking and
writing in terms of a single line of music. When the time values of the
sounds vary as well as the pitch values in this single line, we have what
is called a melody.

Later, in considering intervals, we found that two pitches were
involved; whether we heard these sounds simultanecusly (2 harmonic
interval) or separately (a melodic interval) we confined our attention
entirely to two pitches. If we go one step further and deal with three or
more simultaneous sounds, we have what is known as a chord.*
Although singing or playing melodies in unison is effective, most of the
music we hear and perform is in harmony, ie., it uses chords.

Here then is the real difference between melody and harmony.
Melody is the horizontal element of music, while harmony is music m
its vertical aspect.

H. Triads

The simplest chord in music, the one upon which our whole har-
monic system is based, is made up of three sounds * It is called a triad
(Gr. “trias” meaning “a group of three”). A triad consists of any given
note with notes a third and a fifth above. The given note is called the
root, and it is upon the root that the triad is built. The third may be a
major or a minor third; the fifth may be perfect, diminished, or aug-
mented.

You can readily see that these variants allow several interesting
combinations. Four different triads are used in music.

A major triad is a combination of a root. a major
third, and a perfect fifth:
~
A minor triad is & combination of a root, &
minor third and a perfect fifth:
-
#fer our present parposes this is correct alihaugh. as you will see, certain (wo.nale combinatians may

imply a triad.
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I1. Principles of Form

The basic tools of form in music arc repetition and contrast. The
composer may repeat what he has written (repetition) or he may write
new material (contrast). Either of these principles, if followed exciu-
sively, would be artistically unsuccessful; too much repetition would
destroy variety, while too much contrast would make unity impossible.
A successful piece of music provides a judicious mixture of both these
basic principles.

Contrast may be achieved in various ways. [n addition to changing
the actual notes, small-scale contrasts may be accomplished by chang-
ing the volume level, by changing from a dramatic, forceful utterance
to a lyric, tender style, or by changing 10 a new key. Large-scale con-
irasts will be discussed later.

1. Form in Melodies

As already pointed out in Volume I, the principles of form may
be illustrated by examining simple melodies. Just as in poetry, where
we find metrical lines and stanzas giving an indication of places of rest,
in music we find melodies falling into sections of varying lengths.
Relatively incompiete musical ideas of two, three, or four or more
measures, called phrases, make up small sections, while a period or
sentence is a more complete idea composed of two or more phrases
which culminate in a cadence or point of rest.

In the following examples, the phrases are indicated by small
letters and the periods by capitals.
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"j Flies in the buf—ter-mili;, shao,shoo, shoo! Flies in the bul-tar-milk, shoo, shoo sheo!
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Flies in the but-ter-milk, shoo, shoo, shoo! Skip to my lou, my dar- ling.
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glo- ri-ous, long lo reign o- ver us, God save the Queen,
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