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Introduction
This publication is intended mainly for beginners, those interested in composition, and those who feel the urge to create musical structures. That is the reason why the publication generally uses comprehensible terminology, sometimes even intentionally “folk” language, which would not satisfy top musicologists. However, this work is not intended for them.
The models for the methodical procedure of this publication were syllabi (newly called standards) from the study of music theory at Conservatories. The actual compositional issues alternate with chapters that deal with “the things around,” which are equally important for the composer and his professional growth. . 

Even though this publication tries to make a space for everybody, it does not deny the author’s starting point. It is based on his experience as a composer of classical music living in Central Europe in the present day. It is also based on his experience as a theory and composition teacher, as well as other life experiences as an accompanist, a radio director, a dramaturge, a music director and an occasional organizer of musical events.

1. Expectations – a talent, a place to work

Ear for music – Technical support for the development of musical talent – Musical knowledge is important for the beginning of studies in composition – Expectation of creative thinking and continuous development of a composer’s personality

Intermezzo I: About studying composition

2. Composer’s working material

Height parameter of a tonal space – Time parameter of a tonal space – Interaction between horizontal and vertical axes of a tonal space
3. Motif

Creating a motif – Motivic cell, impulse, pattern – Creating different versions of one motif – Rhythmical, Chordal, Colorful, Conceptual Motif – Motifs in the secondary musical themes – Assessment of the quality of a motif – Conceptual inventiveness
For a beginning composer, the role of the teacher is important when creating a motif. It is natural that a student at the initial stage of his professional growth does not have enough experience objectively judging his work. The teacher has to judge the work with the student, discuss it with him, and suggest possible improvements. He should also sort his student’s work according to its quality, pointing out the ones that seem to be more effective than the others, and draw attention to the motifs that are strongly influenced by previous composers. Although the new view of today’s post-modernism is often criticised as an unproductive chasing of “being original no matter what,” it is important to always remind a student of the existence of epigons who mindlessly imitate works of other composers. 

The amateur opinion that the composer’s talent is demonstrated by creating motifs leads to so-called “fatalism,” which means that the original motif is predetermined. However, well-preserved sketchbooks and manuscripts from many composers prove the opposite. Many famous motifs were created by the strenuous thinking of composers who were looking for even more precise forms of the already created material. 

Intermezzo II: Regarding a composer’s study room and library

4. Developing the motif. Theme

Developing the motif by repetition – Adding new motif - Theme     

5. Periodical and Non-periodical musical sentence, melody

Periodical division of an area – Non-periodical division of an area – Creating periodical and non-periodical sentences – Dodecaphony and seriality – Melody
Along with the creation of a sentence-level unit comes the question of a widespread term: melody. Under the term melody, we understand a mostly logical grouping of tones approximately as long as the mentioned sentence. In most instances, people, especially the general public, imagine a grouping of tones which are characterized by certain properties: legato or cantilena processes as well as a unique character. It should be a completely distinctive and unmistakable thought, created under the assumption that it will be memorable and not too complex in the use of “melodic” intervals. If non-melodic intervals are used, the composers should make use of their “natural” sound and, as it is often required for a “good” melody, contribute to an arched-shaped phrase. However, this image of a melody is too narrow. There exist thousands of melodic units, which do not include any of the previous features; for example, they do not have the required “melodiousness,” or they are difficult and sound unfinished. The assessment of what is “melodic” and what is not is historically movable. Many composers were criticised by the public for their lack of melodiousness. How can we believe today that this was said about Verdi’s Don Carlos or Prokofiev’s Romeo and Juliette? In most cases, this criticism occurred because they used new types of melodies that people did not recognize and therefore did not want to accept, at first. This brings into question today whether this movable process of melodic and non-melodic feelings has its limits after all. Many processes, which originated in the 20th century, are still not accepted as “melodic” after many years. The dream of the 2nd Viennese school authors—that people will one day whistle their melodies as they whistled Tchaikovsky’s melodies during their time (and also to a certain extent today)—is not yet fulfilled and the statement seems a little like a recession. 

Intermezzo III. Regarding a composer’s theoretical knowledge and about his school’s syllabi
6. Polyphony
Harmonization of a melody – Harmony in various stylizations – Enrichment of the melodic line by counterpoint – Foreground and background of a tonal space – Exercises for developing a polyphonic sentence – Typical stylistic tools

7. The way towards more “modern” musical language

Different ways of “innovation” in musical language – New tonal systems – New types of chords – Polytonality – Innovation of musical language in rhythm

For many beginning composers, especially those whose thinking is fully anchored in European music from the 17th to the 19th century, it is difficult to escape traditional harmonic structures taught by classical harmony and expand thinking to the phenomena of the 20th century music as well as music from non-European cultures. This process, which is vital, is usually painful and accompanied by groping. Throughout this transformation, some of the students resist a lot. Even if a student thinking in the traditional mode manages to compose a monophonic melody not based upon classical harmonic structures, composing polyphony in a non-classical style will present him with great difficulties. Since there are no clear instructions for this type of music, the teacher has to search for a specific way to teach each student according to their personality and experiences. 

Intermezzo IV. Regarding a composer’s general education

8. Little forms. The issue of contrast

Compositions based on one or two periods – Little passacaglia – Adding contrasting periods – Adding substantively equal or unequal areas – Piece built from two small parts – Baroque Two-part form

Another option for the continuation of the first area is the exposé of a contrasting area. The question of contrast, especially its rate of use, is one of the fundamental questions that a composer has to deal with in his work. If we use material that is too contrasting after the first area, there is a risk of discontinuity; the listener might have an impression that the areas do not belong together. Even so, composers will still write in this manner, although an overwhelming majority will retroactively justify (explain) it by repeating both the original and the contrasting material, even if it is somewhat delayed. At a micro-level, it is similar to the alternation of motifs. The most common form of this is ABAB, although there are, of course, other options. 
On the other hand, if the contrast is not great enough, there is a danger that the listener will get the impression of monotony, too much repetition, and thus lose interest. The twentieth century brought with it an intensive requirement for the so-called unity of the applied musical material due to increased pressure on the rationale behind a composers work.  Thus arises a condition in which as many elements of the work as possible have some sort of unifying basis, such as abstract melodic shape, unifying rhythm, etc. Additionally, this unity was searched for in many analyses (not only in the 20th century), sometimes even a little bit convulsively. Preserved sketchbooks of many composers from the past clearly fail to prove any of those intentions. However, we have to take into account the unconscious process, or when the composer, during a certain period of his work, utilizes similar elements (related melodic phrases, similar harmonic connection, related types of stylization, etc.) which result in an objectively proved unity of the used material. The aforementioned unity of the used musical material is one of the relatively guaranteed elements that might help with the logical impression of a composer’s work. The degree to which the material is unified brings content and expressive possibilities; Smetana’s Tábor acts so persuasively, it is almost universally exemplified thanks to its nearly puritan unity of the used material. The requirement for the material to be unified is still necessary to measure the actual effect and depth of exposed communication. Its overestimation might result in an academic, almost “dry,” product.

There is no reliable guide for creating a contrasting area. The first area already creates a situation, which only allows a certain (only one as some believe) continuous solution. Some teachers say that many people interested in the profession of a composer fail to create contrasting material (“Problem is in the measure 9”). Like in any other profession, the teacher has to patiently refine the student’s art of creating contrasting areas, and cultivate his sense for the right level of contrast at a particular spot. 

9. Expositional and evolutionary music
10. Gradation, peak, descent from the top, musical “tension”

The Peak – Internal peak – Descent from the gradation – Gradation areas in the Coda – “Tension” of the musical area

There is another possible assessment of ongoing music that, to some extent, relates to the term gradation. Musical jargon often includes the term “tension:” music either has or does not have “tension.” When carried out effectively, “tension” should change the listener’s impression of the music as if the music is dragging the listener along, forcing him to be looking forward in the piece, and to be curious about the further development of the work. This phenomenon is hard to prove “scientifically” and is therefore subject to a variety of disputes in assessment. Sometimes this tension is very noticeable, even vigorous at times (perhaps at faster tempos); other times, it is rather hidden and moderate (for example, in many slow movements). Gradation areas offer a good space for “tension,” but even apparently static music may contain an abundance of the effect. All kinds of music are, to some extent, constructed to create a sense of tension. Expressionists (for example, Schoenberg) are perhaps the ones who tried the most to create such a feeling in their works. The experience of listening to such compositions leads to the thought that the degree of “tension” should change during the composition, and should sometimes be minimal or absent. With a constant “tension” burdening the listener and the intense feeling of forward progression within the music, a composer might achieve the opposite: the listener will grow tired and his mind will switch off. Most likely, it is in the best interest of a human consciousness not to let it “overheat”. However, it depends of course on the individuality of the listener; some seek such works while others grow tired of them. 

Giving instructions on how to achieve such “tension” is very difficult. It is a result of many factors. The musical area is characterized from the first heard musical impulse to the combination of all of the elements. After the impression of “tension,” the composer begins to deconstruct the musical area; this can be done with conventional twists, with techniques that appear to be illogical and randomly assembled, (here, the logic may not be initially recognized – after several listenings, however, “talented” listeners will find the logic), as well as with techniques that, after a time, do not bring new interest to the listener (constant and frequent repetition). The composer has to, throughout his professional career, develop a sense of tension regarding the compositions of other composers as well as examining and assessing his own works. Here, listening to his works with other listeners is not substitutable.  Sensitive feelings evoked in the listeners tell the composer quite clearly if his piece “works,” that is, it has “tension.” 

As previously addressed, the concern about a carefully measured degree of gradation and degradation, placement of peaks, and the musical “tension” accompanies the composer’s whole creative life and is a part of little, as well as greater, forms. The sense for measuring the right degree and size of those elements is talent of the composer and it is necessary to shape it at all times.
11. Small three-part form, reprise
Small three-part form – Middle section of a small three-part form – Reprise of a small three-part form – Three-part form without a reprise - The ratio of the lengths of individual sections of small forms

12. Openings, codas, interludes

Openings, introductions – Codas – Great openings and great codas – Interludes, intermezzos, conjunctions

Intermezzo V. About composer and his instrumental playing, about interpretation of music
13. Relationship between forms and structure

Tectonic and formal division of the whole composition – Interaction between tectonics and form 

It has already been mentioned that dividing the piece into sections is not necessarily the same as formal division. Composers often work with this dichotomy in a sophisticated manner. Like when standing waves are displaced so that their overtones interact or like specific rhythmical ideas interact with an imaginary grid of strong beats and off beats, the sections interact with the formal structure and therefore allow infinite possibilities for the composer’s expression. Various overlapping forms can be created by using definite sections or, on the contrary, intentional “breaking” of a formal part into more sections – those are the “refinements” which composers use in their works to increase the effectiveness of their piece and provide greater originality in their statement. The beginning composer should, from the beginning of his creative thinking, learn to pay attention to these matters; he should be aware that the possibilities are multiplied thanks to the various components of musical construction. Chopin’s Prelude in C Minor from the cycle Preludes or Schumann’s little piece called The Merry Peasant are both examples of this.

From time to time, we hear an opinion that in the music of the late twentieth century, composers only work with tectonics (division into blocks) and not with a form. Music that is not based on the thematic material might be like that; for example, sonic music is based on exposition, succession, contraposition and combination of colorful areas. It is also possible to admit that, for a classically trained musician, such a musical expression is impoverished in terms of its melodic and harmonic component, but also for its lack of possibility in the combination of tectonics and form. 
14. Higher course of Harmony and Counterpoint

Harmonic process of higher units – Gradual cumulating contrapuntal tension at the bigger areas – Harmony of the 20th and 21st century music

Since impressionism (especially since C. Debussy), it has been established that in certain parts of music-making, we should call the harmonic motion delayed (by delay in classical harmony, we mean stopping one voice – most often the bass – on one tone regardless of the harmonic progression of other voices). In such a melodic sentence, there is a lot less alternation between individual chords. These individual chords serve as a static basis to support the melodic movement in the other voices. In the “Augurs of Spring” from The Rite of Spring by I. Stravinsky (which is very non-impressionistic and which, from a harmonic perspective, completely uses “Debussy’s” technique), there are 127 bars based on the ostinato: D flat—B flat—E flat—B flat. These tones generate a static three-tone harmonic frame, which changes its surrounding tones only a few times. While combining these underlying chords, he either builds on basic types of chords (a very common solution), or connects the chords through classic contrary motion possibly where none of the tones are in common (less common). Sometimes, there are two following voices connected by moving the same kind of chord in the same voicing chromatically (for example, adding C7 and D7 chords) or according to the used tonal system (for ex. in C Major it will be C7-dmi7).

The same things that have been said about 20th century music can be applied to contrapuntal compositions. However, there are still a lot of restrictions. The voice leading in the contrapuntal sentence may be so extreme that we get a feeling that the two zones do not belong together. The logic of linear voice leading and its peculiarities justify this solution. However, it is still required that, based on knowledge of classical counterpoint, knowingly watch such an occurrence like using hidden parallels or cumulating contrapuntal tension. As well as in the chordal sphere, even in this area we can use clever or clumsy solutions. 

15. Small forms – conclusion

An Element of Surprise – Lining-up small forms into a unit

Intermezzo VI. Regarding a composer and a notation of his composition

For the players that are asked by composers to give a passionate or even perfect performance, it is necessary to give them a piece of music in which the thoughts expressed by the composition are transferred to the player’s consciousness. Therefore, it is necessary to make the sheet music appear as reliable as possible. 

We have to give up on the idea that we can later explain what is not on the sheet music. First of all, the player will most likely study the music of the new piece in private. He does not want to embarrass himself at the first rehearsal in front of his colleagues because he cannot play his part. If the player is conscientious, he might even practice his part. Here he easily notices, if the composer presents an imperfect and meaningless score, some of the author unwanted errors: wrong notes (if the notes aren’t clearly written), wrong accidentals (if they aren’t written clearly), wrong tempos (if the tempo isn’t marked precisely), as well as unclear dynamics and phrasing. If these errors exist, the composer’s score has very vague information. If the piece learned by the player (he learned the piece in a specific way and he feels it in that way) reflects a score riddled with error, it will be hard for him to switch to the true interpretation of the composer’s vision.
Even though it does not reflect the quality of the music, the appearance of the sheet music of the piece also influences the reception of the piece by the player as well the intensity with which the player studies the piece. If at first glance, the score appears unattractive and sloppy, along with any ambiguity in the writing, the player may refuse to perform the piece. That is why it is very important that the composer pays maximum attention to the quality of the writing as well as its external appearance. 

16. Instrumentation I. (solos, small ensembles)

The piano score stylization – New techniques of playing the piano expanding possibilities of the interpretation – The Harpsichord – The Organ – Keyboards – Wind instruments – The Flute – The Clarinet – The Oboe – The Bassoon – Other woodwind instruments – Saxophones – Recorders – Brass instruments – Trumpets – Trombones – The French Horn – Tubas – Other brass instruments – String instruments (String player’s left hand technique, String player’s right hand technique, pizzicato, technique of playing a string instrument – summary) – The Harp – The Guitar, and other plucked instruments – The Accordion – Percussion – Electrophonic instruments and electronically made sounds – Pieces for solo instruments – Compositions for solo instrument with piano – Instrumentation I. – Summary

Just as composers of the 20th century experimented with searching for all possible views of musical language, they also searched a still “unexcavated” stylistic way of playing the piano. Some of the outcomes of this research were expanded upon and became a part of the many possibilities in playing the piano. In many contemporary pieces, pianists play directly on the strings of an opened grand piano, either by hand or by some kind of drumstick. Often, we cannot play particular tones in that manner, for playing on the strings often results in the notation of an abstract pitch. Another development similar to this one is the so called “piano preparé.” Before the piano is played, pieces of rubber wedges as well as metal sticks are placed in between of the strings. On the strings, paper pads, metal chains, and other materials (selection is according to author’s invention) are placed and thus the sound of the piano is changed. Such adjustments may be done only on some of the strings. The instrument then sounds with an adjusted sound at some places and with a “normal” sound at others. 
Sometimes at the piano, another effect is used of ringing strings through resonance: silently, without vibrating the strings, the keys are pressed for a certain chord (for ex. C Major Triad in forth octave) and then another pitch or chord is hit (here for ex. octave of C2 and C4). Strings freed from the mute sound by themselves. However, the resulting sound is quite subtle. More information about these new techniques can be found in the set of States Orchestration as an Open Process (Orchestrace jako otevřený proces). Some of the new piano styles can be considered exceptional, despite their relative fame: throwing a fish on the strings (by their flogging they make a sound), beating a corpus of an instrument by an object, making a sound by dropping the lid of an instrument, not to mention sawing the piano on the stage. Students that tend to use some of these new techniques of playing a piano in their works need to be warned that their experiments will not be appreciated either by piano owners (agencies, orchestras, cultural institutions, school, etc.) or by the players. All of them will have in destroy the instrument and will stop from the instrument from being able to play with sensitivity and with all the nuances as it is required in most of the piano repertoire...

... Composition for a solo instrument with a piano accompaniment gives great possibilities, although it is necessary to pay attention the difficulties that this instrumental combination has. Specifically, it is important to know the less prominent registers of the solo instrument. Places that use a soft register of the solo instrument need to be stylized softly in the accompanying instrument, such as in regards the low register of a flute, the whole range of bassoon except the lowest tones as well as the viola and bass in the whole range. Generally speaking, if the solo instrument plays higher than the accompanying instrument (if the accompaniment is not dynamically or stylistically overloaded, for example by the fullest piano texture, strikingly virtuosic stylization of the accompanying instrument, tutti organ, etc.) the solo instrument will be nicely heard. It is worse for instruments whose home range is in the middle or low register and whose sound is not capable of a strong dynamic (previously mentioned viola, bass, bassoon but also low register of a cello, sometimes even fourth octave of a clarinet, not even mentioning a recorder). Here we have to stylize the accompanying voice so that it is guaranteed the sound of the solo instrument will be heard...

... There are many possibilities for stylization of a solo melodic instrument and accompanying instrument capable of playing chords. The accompaniment may be notionally “one body” with the melodic line or it may play “the rest” of the notes of the polyphonic texture in the same rhythm. On the other hand, it might “go its own way,” i.e. it might play with completely different rhythmical values, in a different style, in a different meter or in a different tonality. There are a number of intermediate steps between these extreme points in which the soloist and his accompaniment may be in harmony or on the contrary oppose. The accompanying instrument does not have to play all the time, as it may give a space to the soloist. Such a place in a piece is usually flashy and it is necessary to consider its placement in the piece as a whole. 

Intermezzo VII. Regarding the relationship between a composer and an interpreter

The relationship between a composer and interpreter has many variations. On one hand, an interpreter is composer’s closest colleague that may actually help him with little things or even with expressing the feeling of a new piece. The interpreter is looking at the piece with fresh pair of eyes, unlike composer who may see things in his works that are not actually there. Thus, there may be observations such as: “shouldn’t this area be omitted, scratched out, redone? This chord sounds weird. I would use different stylization here.” These comments may hurt the composer but he should not underestimate them. Interpreters who perform composer’s piece, especially renowned players, have experience that it is advisable to use. Composers should take interpreters’ comments seriously, but at the same time, they should consider them carefully. The interpreter may not understand the new composition at first. Moreover, the interpreter while studying the piece for a public performance, take in to account his own goal: he wants to look like an excellent player. The spots in the piece that he feels that will not serve toward this goal, he will not like to play or he will ask for redoing, scratching, etc. The composer should be collegial and let the interpreter “show himself” on the stage. Moreover, he should think about that while he is composing the piece. However, if his idea in the new piece should be destroyed by that, he has to protest...

...Whether composer likes it or not, the concert is sort of a social performance, with a conventional entrance and bowing of artists, the habit of being dressed up, and with bowing at the end followed by other bows; when the interpreter comes off and on the stage, and plays eventual encore ending with being handed flowers. When performing a contemporary piece in an author’s presence, the composer becomes the subject of a performance as well. Even though the author may not like it and does not seek it, it is required for him by conventions to go and thank the audience after the performance. They should invite him on stage by a clear gesture. It does not look good when the author goes on stage without the appropriate musicians’ gesture. The composer’s presence on the stage becomes birefringent: on one hand, he is thanking the interpreters and on the other hand, he is giving the bow to the audience for his work. So author should always go on stage after invitation by the interpreters. Here he should, as an expression of his modesty, thank the musicians by shaking their hands accompanied by a couple of warm, possibly funny words. It is not appropriate at this moment to suggest where the interpretation went wrong. 
Bonton, even on stage, requires following some social norms: firstly, we shake hands with the socially higher person i.e. soloist and then accompanist. In the orchestral pieces it would be soloist first (if there is one), then conductor and finally the principal violinist as a representative of the orchestra. It is good to turn to all the players in the orchestra and thank them by a gesture. In the chamber ensembles pieces, the socially “highest” person is the artistic director. In the string quartets it’s usually the primus. However, if there is a woman on the stage, it is a required to thank her first, even though her position from the “staff” perspective is not the most important. After giving the thanks to the musicians, the composer then turns to the audience and takes a bow. If there is a balcony in the hall behind the stage where there are also people sitting, the composer should take a bow in their direction as well. In this moment, if it is organized, usually a stage worker brings flowers for the players and the also for the composer. It is proper to give thanks for the flowers. At the socially more important premiers, it is appropriate that the composer organizes the flower giving to the artists and himself as a thank you from the author. It is also appropriate to put a thank you note in the flowers. We should not underestimate these social attentions. Sometimes they do wonders. There is a great deal of positive feedback if the composer gives his flowers to one of the ladies present. Interpreters who are very fluent in these social customs on stage usually coordinate composer’s moves on the stage. They give the cue to leave the stage and backstage, they decide whether they should go back or whether the applause is ending. Be careful to let the socially higher person (woman, older artist, after all even interpreters in your age) to go first through the door. This may seem like a ridiculous reminding of commonly known things; however, the composer is usually confused on the stage and he might not behave wisely at that moment.

Composers usually do not look confident on stage. They are usually clumsy, almost appearing ridiculous. This ridiculousness is not advisable to prescribe but the audience forgives it. This is one of the many benefits of romantic vision of an artist – especially an author – he likes to be seen as a non-practical man, caring only about his field. His slightly unsocial behavior when he takes bows supports this view. However, there is a certain part of the audience that care strongly for these social habits. They might deduce the quality of the piece from the author’s behaviour on the stage. Of course, this attitude for the composer’s craft and for his future development is useless, almost worth contempt. However, if we are practical, it is important to know that even this side of the composer’s life will affect the view of him and that it might influence his future opportunities. That is the reason why it is not bad to acquire those few social rules. 
17. Great Forms

Great Two-part Forms – Great Three-part Forms – Types of additions to the great formal section – Contrast between the sections of great forms – The Great form’s Introductions and Codas – “Mega Three-part” form – The use of Great Two-part and Three-part forms (Music for a dance or march, relaxing pieces, 

Intermezzo VIII. Regarding a composer and musical analysis

18. Vocal music

Declamation – Recitative melody – Singing melody – Details of a text setting to music – Dealing with form for a vocal piece – Interaction between music and a text – Dividing human voices according to their range – Diving human voices according to their character – Compositions for choirs – Instrumental accompaniment for vocal pieces – The choice of a text

Intermezzo IX. About classical and popular music

As it was stated at the beginning, many compositional techniques are the same for every genre that all composers should be familiar with. It is the great knowledge of the theory of classical harmony with modern additions on the basic and higher level. It is the basic rules of voice leading and counterpoint. It is the study of forms – at least at the basic level of small and great forms, variations and rondo. It is, of course, the study of instrumentation at all of its levels. It is the rules of composing music for human voice, rules for composing music with a text, and rules of composing musical dramas. The application of the knowledge gained from all those disciplines on specific musical styles or genres is then the matter of creativity combined with the experience from the studying of a specific piece from a specific style or focus.
It is not a secret that between the two sides of composers – “classics and pop people” – some kind of rivalry exists. The classics are looking down on their pop colleagues as a lower class artists, “gigers,” who are mainly looking for a profit or who are ignorant. Pop musicians, on the other hand, are repaying them in terms of exploiting conventionalized elements surrounding their kind of music (such as the habit of playing in a dress coat brought “classics” a nickname “dress coaters”) and also the classifying of classical music as an academic, nonliving, and sentenced to the death matter of snobs, upstarts, and a couple of crazy fans. Sometime this conflict is resolved by that wisdom that music should be divided by only one thing: good or bad music. It is true, of course, that even “classic” musicians have to admit that the song by Karel Hašler is better than a piece from Hašler’s contemporary who tried to impress people while bogged down symphony. He should also admit that composing a “hit song” is not an easy task. Only a somebody manages to “hit” it. Pop musicians, on the other hand, should admit that numerous completely amateur works, which have, in the most part, a short life, overwhelm their field of music. Even in the field of classical music, there are works that might attract more people. Through this wisdom, we should be aware of the possibilities of each of the genres. Even a good song for a wind ensemble performing in the gymnasium or polished pop song for a hit-parade on TV cannot possibly achieve, thanks to their length and the funds used, the depth of expression, for example, of a Mahler’s symphony. Again, even the best classical composer should be aware that his quite complex expression will never be (even though some generations dreamed about that) a relaxation for broad masses, which currently the pop songs are for. 

19. Composer’s etudes

Accustomed compositional exercises in Harmony, Counterpoint, and Instrumentation – Transposition exercises – Exercises for creating a variety of stylistic compositions – Creating a piano reduction – The realization of a figured bass – Expanding the options for instrumentation exercises – Arranging and creating “mixed” melodies – Creating “stylistic” compositions

Some students do not like these “etude – like” exercises. They consider them as a waste of time, which does not lead to the intended target. References to the instrumental etudes or solfege for singers usually do not work. Often, it does not even help to remind the student of, for example, Beethoven, who in his 45 years with eight symphonies and couple of other magnificent compositions, practiced counterpoint exercises, or that Verdi wrote a daily fugue for practice. Here, there has to be patient explanatory rhetoric of the teacher, or in the worse scenario, slight pedagogical terror. However, only this may save the future composer (when he, in the next 15 years as a professional composer, arranges a piece) from the shame of many mistakes in his transpositions. It may save him from writing instruments in a wrong key, naming them wrong, or writing notes out of the instrument’s range. It may simply save him from not looking like an amateur in front of a professional conductor or musician.

Intermezzo X. Regarding the different classical music styles

The young composer should listen to as much different music he as can, not only the music he likes. True professionals know all the musical styles that exist in their time period. A professional is constantly looking for new information about the current developments in his field. It does not mean that he unreservedly admires everything. On the contrary, he may be aware of his position of a fan of stylistic options thanks to negative feelings towards the view of other composers. The study of new pieces, compared to the study of classical music, is more difficult for new students (and also teachers) thanks to the lack of written scores. However, the future will most likely bring rich possibilities in this field.

20. Variations

The Theme to the variations – Ways of working with variations – Building a Variation Form – Passacaglia, Chaconne – Conceptual thinking while creating the variation areas
21. Rondo

Intermezzo XI. Regarding the relationship between a composer and a listener

The relationship between a composer and a listener is complicated. It is difficult to say whether the composer writes music according to his own inner feelings regardless the opinion of the potential listener or whether he tries in his music to satisfy the views of the listeners. Both situations exist in reality and they can be proven by examples from the past. There are composers who can be satisfied with a “duty” towards the listener, whether it is creating scenic or film music or if it is creating a composition with a certain purpose. Some examples of this are instructional music, pieces that are for interpretational exhibitions, non-complicated listening pieces, etc. Other composers are creating for their “own” imaginations and that they then force onto the listener. A listener will react to a piece differently according to his temperament, the depth of his experience and even according to his current situation: positively, with cool observation, disapprovingly, half-heartedly...

...A special type of listener is a critic. An artist needs an opposition for his growth. He is captured by Solipsism when he is too involved with his imagination, which he puts into his piece and he cannot see his work in reality. The composer may feel that his work has the right structure, significant invention, right contrasts between parts, etc, even though the work does not give this impression in reality. Critics, as educated listeners, should be the most competent opponent to the composer. The best from this field were for sure. Unfortunately, the same as there are few artists, there are also few truly erudite critics. Fairly often, critics are recruited from the fine arts students (whether an instrumentalist or a composer) that did not show desirable results during their studies. Even though it has certain advantages that this kind of critic has some sort of knowledge about certain issues in the field, it is necessary to keep in mind that his musical studies may have been unsuccessful because he did not show appropriate instrumental of compositional skills, and because he did not show an appropriate level of musical talent in general. Thus, this leads to what practical musicians like to say: “the critic is the one who likes to give advice to somebody who can do it about how he would do it if he himself could.” Although writing such an opinion publicly is considered unfair or as a “backstab,” it should be noted that that is the case in most instances...

... Specifics of the work of critics take place in public. Reviews are written for the daily and professional press. They are also fund on the radio and on television. This fact leads towards the opinion that the written or spoken words are sometimes more than help for the creator and objective information for the public, but are sort of the critic’s exhibition. This is often to the detriment of an artist. There is no surprise that the critic’s work is sometimes not beneficial for the artist and that is often not welcome. If we combine this with the fact that reviews are often written without any instruction and with the fact that many managers, dramaturges and organizers judge, look for, and give a chance to an artist based on the information gained by critic’s reviews, the critic’s actions might be identified as harmful.

... Despite all the criticism on the account of different types of listeners, it is not good when the creator does not care about the opinion of whom his work is addressed. Even though the author cannot expect the stance of the audience as uncritical and without selection, it is worth studying the stance. After all, creating music is in its formative stage is private work done in the silence of the study room, but the result is destined for the benefit of others. 

22. Instrumentation II. (chamber ensembles)

Structures of chamber music – String Quartet – Other string ensembles – String ensembles combined with wind instruments – Piano Trio – Woodwind Quintet – Other chamber music ensembles – Nonet – Brass ensembles – Wind ensembles combined with piano – Percussion instruments in chamber music – Piano for four hands, two pianos – Instruments combined with the organ – Voice combined with other instruments – Unusual chamber ensembles – Pop-music chamber ensembles
Now, the basic instrumentation principle which the novice composer must adopt should be stated: if the voice can only be seen in the sheet music but cannot be heard in reality, that is considered to be a critical mistake. If this principle applies to orchestration, it applies twice more to the texture of the chamber ensemble. 

Intermezzo XII. About the composer in the recording studio

23. Fugue

Fugato, fughetta – Modern Fugue – Tectonics of the Fugue

The art of composing a fugue remained for years as one of the essential requirements necessary to demonstrate a composer’s skill. Today, however, composing a fugue is mostly considered to be an anachronism belonging to past epochs. However, the composer who wants to be a bona fide specialist should fully understand how to control this specific type of compositional art.

24. Sonata form

Classical Sonata Form – Modification of sonata form in different genres – The development of the sonata form after Classicism – Creating a sonata form – The main theme of a sonata form – The secondary theme of a sonata form – Transitions in a sonata form – Closing the exposition of a sonata form – Development in a sonata form – Recapitulation in a sonata form – Introduction in a sonata form

25. Combined and Free forms

Great Forms – Form in a sonic music – Minimalism – “Momentforme” – Creative composer’s work with a form

With all the freedoms of form than can be stated, for the sake of clarity, it is beneficial to divide the piece into a transparent number of parts. It should be clear (not only on the paper) that the form is a deliberate construction, that it is not working with a random, but rather limited number of elements, and that the areas somehow form a hierarchy. Nevertheless, the differences between the “seams” of each section are also important. In the 20th century, a widely used method of connecting sections with a “cut” (the ending area is “cut off” and after a pause, or even right away, the next area comes in) might easily lead to an impression of sameness or cause the listener to believe that the composer is uncreative. It is advisable to compose contrasting music for these individual sections. It might be contrasting not only through its material, but also through its inner structure: some of the areas might be static, others might be rapidly evolving, some might be stylistically simple, others rather complex and “thick”, etc. 

Generally speaking, the simple form of a unit implies simple musical content and the complicated form rather more complex communication. It is not an accident that relaxed dance movements also use simpler forms and simpler tectonics in a cyclic composition. They were built by simple attachments rather than by complicated combinations. A completely new situation in this field occurs in so called sonic music where the fundamental elements of the piece’s structure are next to each other and are varied horizontally and vertically through combined color spots. Due to the absence of a thematic element eliminating the interaction between form and tectonics, it essentially becomes easier to construct such works. For some this absence is replaced by a novelty of expression; others, however, miss the richness of possibilities.
Intermezzo XIII. About revisions in the composer’s work

26. Cycles

Material link in cycle pieces – Settled types of Cycles – Cycle Vocal pieces

Intermezzo XIV. About the art and the politics

Those who have the chance to allocate grants, determine their amounts, etc., are mostly politicians or people who hold a certain position from which they may influence the run of society. Artists largely depend on these people. Young artists who enter the practice determine very quickly who can benefit their career, realise their artistic intentions, allocate commissions or grants, etc. So they find that it is beneficial to become closer with those people and attract their attention. This process is figuratively called seeking acquaintances. For many, mostly introverted artistic types, this activity repulses them to the depths of their soul. Enlightened managers capable of “doing something for artists” should know about these hidden and often excellent artists and should seek them out and help them. In today’s practical world, this is not happening as often as it should be. Therefore, the composer should remind himself of the proverb “don’t sit in the corner girl”. It is wonderfully ethical to work by oneself in the silence of a study room and conquer new terrain in one’s artistic field. In fact, to some extent, this is the only work that leads toward real art. However, one day such a beautifully noble spirit finds out that, in the meantime, his colleagues who may even be less talented than him have, thanks to their tireless social activities, become artistic authorities who get opportunities and are allocated funding and grants because they are, to put it simply, more trusted. Thus, there are new spaces opening for them and for their work, affirming the precept that “success gives birth to success”.

27. Music kinds and genres

Dividing music according to the cast – Dividing music according to the kind of forms used – Dividing according to “final placement” and function – Vocal music genres – Programmatic and Non-Programmatic music – Dividing music according to style – Dividing music according to structural typology

Intermezzo XV. Regarding composers and ethics
28. Instrumentation III
String orchestras – Woodwind orchestras – Chamber orchestras – Symphonic orchestras – The issue of “switching” – Symphonic orchestra composition – Conceptuality of instrumental work – Orchestral “pedal” – Tutti composition – Instrumentation for a solo with orchestral accompaniment – Types of instrumentation – Writing a score – Wind ensemble – Big band

Intermezzo XVI. Regarding the composer and the time he lives in

The author’s method of choice is to find the relationship between different contemporary standards. A composer who leans toward a magnificent success or a current contract will think differently than the composer who builds entirety off of his own work with hope that its influence will extend into the future. The view of a composer whose ambition is to overtake the future will be different, even if the composer takes certain risks (which have been outlined throughout this publication). Music sometimes develops surprisingly, evolving completely differently from what futurists predicted. In the rapidly changing course of history, in which coexists many opposing philosophies, aesthetics and attitudes, no piece of work is protected from criticism and negative reviews. Sometimes this fact may depress the composer so much that he finds himself in a creative crisis, asking the question: where is the certainty? Although this may be too idealistic, comfort can be found in ancient wisdom which states that no act will be forgotten; it will not remain without a response. If the author works as faithfully, professionally, and creatively as possible, he has hope that, even in the current decline of interest, his work will be discovered. 

29. Staged Musical Works

The flow of action – The conception of characters – Libretto – Musical acts in musical dramas – Musical sections in musical dramas in which there is no action on stage – Reforms in the musical drama – Leitmotiv – Division of a stage work – Dramatic ballet works – Stage Melodrama – Instrumentation for musical dramas – Summary – Stage and Film music   

Intermezzo XVII. Regarding the composer and the value of works of art

Of course, we could find a composer who actually wants to create a bad piece. However, deciding the value of a work of art is complicated and tricky. While looking for general regularities, we might run into two extreme and opposing views:

1) The value of a work of art is based on the structure of the piece itself and the objective description of this structure.

2) The value of a work of art is purely a matter of “social agreement”: only when a certain amount of people agree that the work has quality does it become of value.

It would not be anything surprising to say that the reality is somewhere in the middle of these two views...

... Quite dangerous, and actually very limiting, is the high-status evaluator of musical innovations who assesses everything according to the author’s chosen style. Such a listener, musician, or critic, considers only “his own” style, genre, etc., to be the right kind of music; he considers all composers who write differently as incapable and mistaken. Such listeners and subsequent evaluators are usually very critical or even fanatical in their judgments. Everything in their accepted style is perfect; everything else is only worthy of rejection. It is reminiscent of the method of evaluation used in this country during the 19th century in which everything that served nationalism was perfect (although it might have great professional problems) and everything that did not serve it (even though artistically excellent) had no value. It is also reminiscent of various strange ideologists from the past who evaluated art according to how well it supported and celebrated the contemporary statements.

The novice composer cannot look back at everything; therefore, he is required to be himself. Although, he should be aware of the new social trends of evaluating works of art. This does not mean that he should succumb to them. He should not even get nervous when the piece, which does not reflect contemporary trends, does not receive a strongly positive rating and prominent social success. Everything is developing, including social criteria. There have been numerous pieces that have waited decades for recognition which their authors did not even live to see.

30. The Composer’s creative path

The birth of an artist – Traditionalist composers and Avant-garde composers
Many of the preceding pages have been written with the impatient heart of a young composition student. They want to be famous and honourable right away, however, the composer’s path is a long distance run. Only in exceptional cases does school work became part of a repertoire. Not even the early works of W. A. Mozart, although they are equal to works of his adult contemporaries, are produced frequently. In regular production, however, are tons of works from Mozart’s later years. The few compositions that have been written in classrooms and that are still being performed include Suk’s String Serenade and Shostakovich’s 1st symphony. However, these are real exceptions...

... Achieving a long-term career requires from the individual a sort of inner toughness. Throughout his compositional journey, periods – even, here and there, very long periods – might occur in which his work will not be successful, when performances of his pieces will not be convincing, and when, all the while, his professional colleagues go from one success to another, gaining greater and greater credit and social trust of their work. In these cases, the individual has to armour himself with a faith in his mission and, at the same time, intensively and painfully identify the cause of his failure. The mistakes should be sought out within ones work first; however, if the individual comes to the conclusion that his work is right, he should defend it.

Many worries (not only at the beginning of the career path, but also during its progress) might help the composer to find a place in this confusing whirl of stylistic options. Especially since – as it was previously stated – many people, often powerful in the artistic world, unfortunately judge music qualitatively, according to the composer’s style. It is unbelievable how widespread this (one could say) bad habit is. The truth is that no composer’s style is good or bad in itself; what matters is whether the composer worked professionally and creatively. A creative approach means to bring a new and also “sanctified” view. The determination of what is “new” in art is very complicated and tricky. Almost everyone, when considering this term, will imagine something different. Sometimes it requires a completely new perspective regarding the basic question of what the composer’s work means. The theory of Wagner’s “gesamtkunstwerk” is one of these perspectives. Many people see this type of novelty in Cage’s works. That is the most fundamental but also, in terms of sophistication, coarsest view as to the requirements of innovation. Others are looking for a stylistic change such as the birth of impressionism or neoclassicism. Others are looking for a change in the usage of musical material such as the transition from “Tristan like harmonies,” (characterised by constant digressions from the tonic and the frequent use of tonally ambiguous alterations), to free atonality, and later to “controlled” atonality, i.e. to dodecaphony and serialism. Others are looking for new sounds and new sound sources (music created through different technical devices). Others are looking for the author’s unique style – the original combination of all the components of a composer’s musical language, for example, the originality of L. Janáček’s musical language. Others are looking for novel ways in which a composer is able to deal with a certain problem that somebody else was dealing with before him. For example, how a composer sets a certain text that has been set to music many times before, how uniquely he solved certain formal solutions, or how originally he innovated a type of piece that has been created by other composers many times before (for example, Festive overtures). Others may be satisfied simply through fresh melodic invention set to a relatively normal sound and chordal progression (this type is especially prevalent in many operettas but has been a part of all kinds of music for decades.). Then it is also necessary to state that many listeners and musicians are not looking for anything new at all. They are looking for a strong work and they do not care if the composition brings new technical parameters or not. 

Coda. Subjective final confession

Many paragraphs of my book are – for those who lack the knowledge of the issues often hidden – polemic. Polemic with those who think that the highest goals in composition might be managed without creative innovation, with only the help of non-musical, rational crutches, or modern, technical inventions. Polemic with those who think that new is better than old. Polemic with those who think that today’s listener does not want, is not looking for, and does not require the initial concept on a basic level. Polemic with those who oppose the vast possibilities of supposedly modern music; those who deride it as a system that is, in fact, of lower standing and of inferior construction than the conventional European style. Polemic with those who use a supposedly modern, superior, and richer, although, in terms of musical expression, less controlled, chordal system. I could quote many such polemical equations! 

Music, this beautiful human invention, is – as the medieval treatises say – after all just the “ears vain tickling and singing for entertainment”. It is basically only a decoration of life. Compared to the fact that somewhere people are starving to death, somewhere bombs are falling on people’s heads, or that, in many places, doctors are fighting against incurable diseases, compositional worries seem, comparatively, very fussy. We are primarily people with our own fates and worries. Therefore we should, in the small field of our beautiful musical discipline, be tolerant and understanding of one another, never deriding or humiliating someone who does it differently than us. On the contrary, it is beautiful that everyone views the creation of music differently. And, if I am on the ground of the subjective coda, I think I might say with a sigh that, in my point of view, those less tolerant, even aggressive, are usually supporters of the ways with which I would like to argue. Any artistic movement by itself does not guarantee quality, even if some might see it this way. The quality is given by the strength of the author’s statement, not by the style in which this statement is placed. The statement may be written in the newest of spirits or it may be, so called, reactionary. On the one hand, we have the “revolutionary” Eroica, Symphonie Fantastique, Tristan and Isolde, The Rite of Spring, Pierrot Lunaire, etc., and, on the other hand, we have the “archaic” Brahm’s symphonies, The Art of Fugue, the “New World” symphony, and many works by Shostakovich, etc.

My book tries to contribute, to at least a few individuals, an explanation of what a composer should, in my point of view, look for in his work when he is trying to improve and become worthy of succeeding the great masters of the past.                     
