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Structure Building:  Unity and Diversity

Every piece of music has something about it which holds it together and causes us to understand it as a "piece"- a unit, a totality.  Its beginning, its dynamic logic or development, and its conclusion are perceived as parts of a larger whole.  But it also must entertain us, surprise and delight us, and this calls for unexpected, novel experiences.The composer's job is to organize the piece in such a way as to create this perception of entertaining and diverse wholeness- to create a construction in sound which is perceived as satisfying in and of itself.  Throughout the nine centuries of continuous development of Western art music, composers have addressed this task in a variety of ways suggested by the values of the culture in which they existed.  But underlying the plethora of techniques, forms and styles we can study from history, seem to be two fundamental concepts:  unity and diversity- the opposition of  which act as the central dynamic tension in almost all Western art music.  Something is stated, it is left, and it is returned to. Or something is stated, changed, and left changed.  Or something is stated, confronted with something else, and then the two are in some way reconciled.   All of these archetypal forms and more result from the basic pattern of initial unity, diversity introduced, and then unity achieved again.  A brief historical journey will remind us of the multitude of marvellous solutions composers of the Western tradition have devised in response to this challenge to forge wholeness or unity out of diversity.

During the 12th-13th centuries, when western composers first began consciously "composing" serious, notated music, the principle technique seems to have been that of borrowing, emulating or decorating chants from the sacred repertoire. These chants, like the Troubador and Trouvere songs which emulated them,  possess within themselves elements of unity and diversity.  They begin with emphasis on a particular pitch, and then move away from and back to this pitch in beautiful, graceful curves of melody.  A secondary pitch is also usually emphasized- apparently the opposite pole- to which the melody gravitates before returning to the initial pitch.  This fundamental oscillation between primary and secondary pitches probably derives from the nature of musical instruments, many of which (according to visual images) produced a drone pitch (or pitches), which was heard as primary and against which all other notes of a melody were heard as closer or farther away in intervallic distance.  Thus in the West (as well as around the world), the principle of departure and return from a primary pitch seems to be an archetypal model for melody.

These liturgical chants also possessed two other kinds of inate qualities for musicians of the 13th to 16th centuries:  qualities associated with their texts and/or usage in church and qualities resulting from the kind of scale or "mode" in which they functioned.  Though we know very little about their thoughts on the matter, it appears that for medieval and renaissance musicians these qualities strongly influenced the way one composed with the borrowed chant material.  It is not too difficult to understand some of the compositional choices with regard to qualities of text or usage.  Some chants such as the Credo called for more homorhythmic treatment to insure clarity of text,  some, such as the Introit might be more lengthy, elaborate or festive to suit the introductory nature of that mass section, etc...  What is harder to grasp is the way the attitudes toward modal "qualities" translated into compositional practice.  Did one compose differently when using a dorian mode plainchant or a phrygian one?  Their characteristics are so clearly different that it seems impossible that the choice of mode would not have a strong impact upon compositional choices.  Yet we cannot readily perceive in the music clear and unambiguous differences.  It is and probably will remain unclear how composers organized their music according to the qualities of the modes or indeed how much they thought of thus "organizing" their music in any modern sense of the word at all.  We can recognize the "cadence" points which seem to fall fairly clearly on significant pitches of the mode, thus echoing in the larger form of the piece, the scale degrees which are the foundation of the music.  This provides a kind of unity between the melodic language of the piece and its overall form which helps to balance or contain the remarkable degree of diversity in music of this era.  Beyond this, it is hard to tell why a motet cadences on the pitches it does, when it does and using the cadential forms it does.  It is hard to believe that composers of such elegant music composed without some conscious and culturally shared notions of formal structure, flow and development.  We assume that their compositional choices are based on traditions associated with the various modes, but these traditions are but vaguely discerned through the mists of time.  During the 14th and 15th centuries there was a major experiment in formal organization based on repeated rhythmic patterns- a technique called isorhythm-which was applied to one or all voices of a piece thus effecting a kind of subliminal unity of phrasing and pattern to the composition.  This was rarely if ever overtly audible, but it provided the composer with organizational devices which resulted in audibly interesting and complex musical structures. 

Increasingly from the 15th century on, music seems to be unified and organized according to principles based on voice imitation and text painting.  (Keep in mind that virtually no "serious" non-vocal music existed before the late 16th century.)   In voice imitation, one voice enters upon a line of text set to a particular melodic fragment and is quickly followed by other voices imitating it more or less exactly at various scale (mode) degrees.  Each text line is set to a new melodic fragment called a "point" thus creating a piece organized as a series of "points of imitation."  The musical character of each point was (increasingly over the centuries) determined by the content of the text fragment:  joy, sorrow, up, down, life, death, the cross- all were set to musical fragments which imitated or "painted" the texted idea.  Examples of music organized according to voice imitation include most sacred mass and motet music of the 16th century, and many madrigals and chanson of the same period.  This same device dominated much of the music of the Baroque, both vocal and instrumental, and is the basis for the fugue.  The latter is a very particular and rigorous derivation of imitative technique in that usually only one melodic fragment, called the "subject" is used throughout.  It enters in all voices and is placed in a variety of contrapuntal contexts during the course of the piece.  The piece thus becomes the gradual revelation of the possibilities of that musical fragment.  Obviously, this is unity of organization at a very high level. 

During the 17th century, the gradual development of "tonality" with its hierarchy of pitches and keys gave composers ways of organizing pieces according to a sense of tonal departure and return.  (Note that this is only an extension of the melodic principle we discussed above.)  Harmonic movement around the circle of fourths or fifths is perceived as logical and smooth, other kinds of harmonic movement feel less smooth and create varying degrees of tension and excitement.  Slow harmonic movement creates a sense of stability, rapid movement creates instability and more tension.  Chromatic alterations of the scale produce tension, appogiaturas delay expectations of melodic resolution and thus produce tension, chords were invented which delay or thwart harmonic resolutions..All of this serves to create a greater sense of diversity and to delay the return of a sense of unity.  This developed at least in part in response to a changing audience- increasingly middle-class- who were less able to appreciate the subtleties of contrapuntal invention and who preferred (if it had to be complex) for their musical complexities to be served up as a drama or story.  Classical and Romantic period music play with these dramatic, tension-producing devices to create pieces designed to sway the emotions of the listener as would a good tale.  Architecturally, 18th century music seems mostly organized around several principles or models:  variations on a theme,  song forms,  dance forms,  and a kind of binary-ternary form based on contrast of key and character.  This last (known in text books since the 19th century as sonata allegro form)  was the one most susceptible to elaboration and became the basis for much of 19th century music.  Here a lively tension is maintained between organization according to formal principles (binary form, key relations, etc...) and organization dictated by literary or emotional content.  

Increasingly during this period, perhaps in response to the perception that highly chromatic, literarure-influenced music was in danger of losing all sense of musical organization, perhaps in response to the increasing preeminence of scientific thought, composers began once again a self-conscious search for ways to unify diverse musical material.  The opening and ubiquitous motive in Beethoven's fifth symphony,  the return of themes from previous movements in the fourth movement of the ninth,  Liszt's techniques of thematic transformation,  Mahler's cyclical symphonies- all are outgrowths of the notion of a piece unfolding from an initial seed, rather reminicent of post-Hegelian, organicist theories of the same period (of which Darwins theory of evolution is only the most famous.)  Not surprisingly, two leading theorists of the music of the era, Heinrich Schenker and Arnold Schoenberg, developed theoretical models based on exactly this idea of organic development.  Schenker develops the idea of the "ursatz" the basic shape which he claims underlies all great music of the 19th century, and Schoenberg talks about the "grundgestalt"- the ground or source material which contains within it the possibilities for the emergence of the rest of the piece.  This is, of course, one of the germs from which he developed his organization of music according to a 12 tone row.

All of these organizational ideas and others are available to historically informed composers of the 20th century and have been used by them- from isorhythm to grundgestalt.  And of course new organizational principles or techniques have developed in response to new circumstances:  knowledge of other musical cultures, new technologies and the ever-changing make-up and taste of the audience.  

Structural Models

Let's begin a more specific exploration of structure building with the smallest, simplest amount of material we can.  

Here is a simple and readily perceivable pattern 

Here is a design or structure developed from that pattern.  

The detailed elements are very clearly the groups of 2 or 3 parallel lines from the initial pattern, but here they are juxtaposed, combined and re-worked to create design units at a larger level.  Similarly, each larger unit is used in groups of 2 or 3 to create a hyper-pattern which reflects the original source pattern.  This is a very logical example- quite rigorous in its use of the original pattern and little else to derive the larger structure. There is a certain beauty to this kind of "tight" derivation of form- the sense is one of almost inevitable unfolding of form from grundgestalt seed.  Crystals grow this way, as do fir trees and fractal-derived computer art, but it does seem a bit mechanical to most composers.  (A startling interesting exception might be the "phase music" of Steve Reich which unfolds very logically as one performer pulls ahead of another performer in tempo- their identical motives thus shifting out of phase with each other.  This results in some wonderfully unexpected musical patterns.) 

Frequently however, what intrigues us about great music are the idiosynchratic choices or decisions imposed upon pattern or structure by the will of the composer- the unpredictable results of "whim" or "fancy" which seem to indicate some free play of imagination- lending that personal or human quality.  Here is a pattern which demonstrates this.

Here there seems to be some personal or at least human meaning or statement implied.  In this case, perhaps a kind of "whoopee!" rebellion against the rigidity of the pattern.  If we carry this idea a bit further, we might generate something like the following:

Here the pattern is clear, the elements of the design clearly discernable, but there is also a wild card element.  The squiggly line from the original pattern is highly unpredictable.  Its very nature seems to be that of a rebellious imp, a non-conformist, a trouble-maker.  As such, it instantly captures our interest as an avenue toward infinite possibility.  The rather rigid, limited options presented by more "logical" patterns, have been replaced by the seemingly limitless options open to the creative human mind.  It is at this point that we as viewers or listeners may involuntarily start to impose some sort of expressive "meaning" upon a design or structure, as I did when I suggested the squiggly line as a "rebellious imp."

In similar fashion a composer may begin with the smallest possible bit of musical material and develop out of it a highly unified and logical development.  But as with our previous design, usually there is some looseness to the structure which denies utter predictability and therefore provides the excitement of the unknown possibility.  Bartok's little piano piece "Increasing-Diminishing" from his pedagogical series of graded piano pieces "Mikrokosmos" is a good example of this.  



score printed here

Here the initial pattern seems to be that of "increase" as applied to interval, rhythm and dynamics.  The piece begins with the smallest interval the half step and the longest duration, the whole note.  Both are presented twice, once in the right hand, once in the left, as though to give the listener time to ponder this basic material.  The increasing interval size, from 1/2 step to fifth and the increasing rhythmic activity from whole note to quarter note are heard at the beginning very clearly in both upper and lower voice.  This could have been done very mechanically but it is not.  There is a large degree of aesthetic choice in evidence here.  Not every interval or rhythmic value are presented, nor is the progression of either very systematic.   The resulting unpredictability is what keeps the otherwise obvious pattern compelling and intriguing.  

Once the full gamut of intervals between 1/2 step and fifth has been achieved (in m. 9), all are used in ways governed more by aesthetic judgement than by methodical system.  This is a section of exploration of generated material, of free play and artful whimsy.  Suddenly, in m. 15,  something seems to change.  The lowest note E of the five note gamut disappears.  The effect of its absence is profound and we sense a "moving on."  The progression of the piece now seems to involve the reverse of the opening:  intervals and rhythmic values are subtracted or "diminished" until, at the end, only the 1/2 step and the whole note remain.  But there is a subtle difference- it is not just the retrograde of the opening!  After the "free play" section of mm. 9-14, Bartok aims the piece toward a sense of closure.  At the time of composition he had numerous options.  He could have introduced something completely new to the piece, thereby keeping us guessing as to the outcome, but this might have resulted in too much diversity, a sense of disunity.  Or he could have reversed the process of the opening quite literally- thus providing a powerful sense of unity and closure, but also predictability and boredom.  He chose another option, one which combines the strengths of the previous two without their weaknesses.  The process he chose is clearly a loose retrograde of the opening in terms of rhythm and dynamics, but the pitch element is different.  The notes of the gamut are subtracted from bottom to top- the inverse of the opening where they were added from bottom to top.  Thus, the last note added is the last to be removed- with the result that, overall, the piece has moved from E- the bottom note of the gamut, to B at the top.  The journey of the piece has thus echoed the journey of the initial idea.  Unity and diversity,  clarity and unpredictability,  good composition. 

For an example of slightly more complex linear development,  listen to and analyze the poem for solo piano Vers la Flamme (Op. 72) by Scriabin.  Here a single chord (E G# A# D) and a single interval (a half step) are the seeds out of which virtually the entire six minute piece is built.  The structure is essentially a consistent linear build-from soft to loud, low to high, introspective to ecstatic, dark to light- but the details are surprising and powerful.  Here are the first and the last bars of the piece:



score of opening and closing

So far we have discussed only a simple linear development.  There are numerous other models which produce quite different effects.  The theme and variation model presents just what it advertises: something is presented again and again (unity) but each time varied in some way (diversity).  The fun in listening to pieces in this form is recognizing the transformative technique used in each variation and the novel effects it produces.  Thus, overall, the piece becomes a series of diverse episodes, each building upon or complementing in some way, all the others.  The composer is concerned with creating a satisfying flow of new and diverse moods, textures, etc... and can rest fairly assured that unity of material is a given.

Here is the beginning of the score to Mozart's variations on Ah! Vous dirai-Je,Maman.  Since you know the tune you can pay attention to the transformative techniques in each variation:

Dance forms use repetition of whole sections of music to build up an easily perceived structure:

minuet                 trio                    minuet

AA BB AA        CC DD CC        A B A

This is a typical minuet structure from the 18th century.  We can see on paper and hear with our ears, the simple yet complex symmetrical arches of material: minuet, trio, minuet- each of which also contains its own internal symmetry.  Yet within this well known (and therefore potentially predictable) form lie a host of creative possibilities for contrast, surprise, tension and delight as we progress from one section to another.  The good composer of minuets creates musical ideas which are continually fresh in their repetitions and contrast well with each other.  S/he also sets up interesting harmonic relationships, modal shifts, or texture contrasts between sections.  A good example of a well crafted piece in dance form is the little waltz by Schubert Op. 9 No. 14.



score printed here

Here we have a waltz in which our expectations of tempo, meter, tunefulness, etc... are all fulfilled, and yet which is full of delightful surprises.  True to dance form, it is divided into large sections ( in this case two) which are repeated and juxtaposed against each other.  In letters we could describe its form thus:


A   A1   B   B

The key of the A section is Db- an interesting choice. We instantly wonder why Db?  The tune is charming and naive, lulling us into a state of relaxation. We hear the A section seemingly repeated but this time something completely unexpected happens.  The harmonic progression seems, in m. 14, to fall abruptly down several scale degrees (a diminished 4th!) to come to an uneasy rest on A major!  While still reeling from the shock of this unprepared harmonic free fall, the B section begins a fourth higher on the chord of D major.  Is D major the new key and was A major therefore the dominant of D (we wonder?)  Or is A major the new key and D major is only the IV chord in that key?  And what has any of this to do with Db major, the supposed key of the piece?!  Wonderful questions raised by a great piece and all within the conservative dance form of a waltz!  As the B section progresses we have hardly had time to consider these questions when another harmonic shock occurs: the A major chord suddenly shifts, in mm. 21-22, via an a chromatic passing chord (an augmented sixth) to a chord a diminished fourth away- Db !!-  the home key!  A second abrupt shock used to correct the harmonic course interrupted by the first one!  Clever!  And just as we savour the delight of this unexpected return, another shock:  the B section repeats- throwing us violently from the Db we just arrived at back to that D major chord at the beginning of the B section!  This time we experience it completely differently from the first time.  Previously we approached it smoothly from A major.  This time we hear it as either a Neapolitan chord (a half step above the tonic) or just as a bizarre (and therefore fascinating) chromatic diversion away from Db.  Finally, after hearing the chromatic modulation from A to Db again (this time fully expecting it!) we land for the final time back home on Db.  The dance form provides us with a guarantee of formal coherence, of tight structural organization and unity, and Schubert provides us with all the adventure- all the unexpected diversity.

What about less structured forms?  Most music is not as tightly organized as these examples of pure linear unfolding, theme and variation, or dance forms.  Consider the following simple abstract pattern:

Already we may feel overwhelmed with possibilities.  Each section of pattern has its own internal unities and logic, but how does the first pattern correlate with the second or third?  Is there any connection between the three?  Why do they belong together? Can they be made to fit together in some convincing way to produce an overall sense of wholeness?  This pattern is of course nothing more than a visual representation of the type of problem a composer of a typical 18th century sonata allegro movement faces;  different themes, of contrasting character, must be somehow combined to create a "diverse unity."  The composer is of course in charge of choosing the thematic elements and usually will choose them quite carefully for their ability to contribute to that sense of wholeness.  Mozart's sonata allegro movements, with their profusion of themes, provide room for endless speculation upon these ideas of unity and diversity.  Here is the opening movement of his Piano Sonata in C minor  K. 457.



score...

It is fairly easy to understand the key relations of the exposition- the modulation from the C minor first theme to the Eb major second theme in m. 23 is exactly what we expect according to traditions of the period-  but why is this second theme chosen?  As we did for the abstract diagram above,  we wonder why it is seen to fit or complement the first theme.  It is of course of "contrasting" character, but so are any number of other possible tunes Mozart's fertile mind could have come up with.  Why this one?  And why another apparent "theme" at m. 36?  (If one went on with the questions, one could ask why the new theme at m. 121 in the recapitulation?  What was wrong with just using the previous second theme?  And why does this new theme appear in Db!!??  What is the design here?)  In this case, the answer is probably that a number of similar themes could have been used at that moment in the piece- as long as they fulfilled more or less the same role as this theme does.  But there is never a simple answer to these kinds of questions, and that is good because it makes these pieces endlessly facinating- ever just "beyond analysis."  And fortunately we need not come up with ironclad answers.  It is enough for us to be intrigued with the design, to study it carefully for what can be gleaned regarding the combining of diverse elements, and to go forth and create similarly fascinating structures and relationships.

Let's turn now to a 19th century piece which is based on similar principles but in a less structured way.  Brahms' Op. 118 No. 6 is a miniature masterpiece of thematic development, combination and transformation.  It may have been intended as a sketch for a symphonic movement, but remained in the form of an intermezzo for piano solo.  The first "theme" is really nothing more than a fragment- about as inconsequential as one can imagine:



score of opening theme

It seems to float, untethered- as though weightless- riding on dark waves which seem to rise from some unknown depth. 

( My descriptive, non-theoretical language is intentional- we are discussing a 19th century dramatic piece from a composer's point of view!  While abstract analysis is essential for a profound understanding and performance of the piece, the pure structure of the piece seems clearly to be in the service of larger dramatic concerns.)  After several statements in differing and developing contexts,  the mood takes a turn for the decisive in the amazingly subtle yet powerful appearance of a quiet, clear V7 chord in m. 40.  This leads to a second thematic idea which appears as though from over the horizon- clear and deliberate rhythms and tonality, becoming stronger and stronger, until it seems to overwhelm the previous tentative mood.  



score of second theme

At this highpoint of seemingly heroic affirmation- m. 53, we hear- can it be?!- yes!- the first theme riding over the crest of it all and now totally transformed into a theme of complete confidence.  But then, more quickly than it built up,  the energy dissipates in the repeated and inconclusive statements of the first theme- leading back to the opening mood of tentative indecision and perhaps now even resignation.  Here is an example of a piece in which two vastly different ideas are juxtaposed- at first as though irreconcilable, as though one will replace the other-but later superimposed with overwhelming expressive power.  We are amazed at the revelation that they fit together contrapuntally and powerfully moved by the dramatic implications.  The diversity becomes unity through the transformation of one theme by the expressive mood of the other.  The dissolution of this synthesis and the return of the initial mood is nothing short of tragic- quite remarkable for a six minute piece for solo piano!  Here is the entire score:

Sometimes composers have set out to explore the outer limits of this idea- opposing themes so different that they simply refuse to integrate.  The piece, if it succeeds at all, is then perceived to be held together more by the composer's will than by any organic synthesis or reconciliation- a kind of musical deus ex machina which states "there shall be order!"  A wonderful example of this is the second movement of Stravinsky's Three Pieces for String Quartet from 1914.  

Here we are presented with three apparently unconnected and unconnectable musical ideas which in fact never do connect!  We sense in listening to the piece, that it "works" but we are not really sure why.  It seems to have something to do with the artful juxtaposition of the sections, their relative lengths and order of appearances, but beyond that we are left with more questions than answers as to how this piece functions and what we are to make of its organization.  But that seems to be partly the point of the piece- it seems to be about fragmentation and non-connection- and in that sense it works very well.  For a more recent experiment along these lines, listen to the Third String Quartet by George Rochberg, written in 1972.  The following is an excerpt from the first movement:

Here we are faced with the baffling combination of a very harsh modernistic first idea and a second idea right out of a Mahler adagio!  Organization here is partly technical, as in the Stravinsky piece, and partly dramatic- this piece seems to be (at least partially) about nostalgia for a lost beauty in the face of harsh modernity.  We will address the use of such non-musical elements in more detail in a later chapter.

Throughout the 19th century there seemed to be an increasing tendency for composers (at least in their self-described "serious music") to build compositions from smaller and smaller amounts of motivic material.  The Brahms Intermezzo we discussed is typical of this kind of rigorous and austere compositional organization.  When Schoenberg and his disciples were searching for ways to organize non-tonal (post-tonal?) music- not surprisingly they also tended to work with small motivic bits out of which were derived larger structures.  The genius of Schoenberg's invention of the "12 tone row" was his realization that the underlying order of a piece did not have to be an audible motive or melody, but could instead be a unifying series of intervals which gave unity to the harmonic language of a piece.  Whereas Schoenberg still tended to develop melodies out of his rows and use them accordingly, Webern developed a whole new vision of music as the sonic manifestation of the intervallic potentialities inherent in the row.  In his music, organization is first and foremost at the level of the interval (or perhaps the row form) rather than at the level of melody.  The overall form of a piece is frequently akin to the theme and variation model we discussed earlier, but even this is largely the result of the inner workings of the row.  His incredible condensation of our focus onto such tiny elements and his structures built virtually at the "chemical" level of music are nothing short of astonishing and strangely reminicent of the mystically inspired craft of 14th century isorythm.  He forces us to see, as did Blake, "a world in a grain of sand..."

Structures are built, carefully, through a combination of craft and intuition, in order to create that perception of wholeness which we as the audience seem to require for a satisfying musical experience. Some are logical and charm us with their rational and beautiful clarity.  Others seem to elude our attempts to analyze them but still "work" somehow- perhaps at a more archetypal level of structure.  As I stated at the beginning of this chapter, it is the job of the composer to create these diverse "wholenesses"- in whatever form and using whatever techniques the material seems to require.  This requires that sympathetic "listening to the material" which I discussed in chapter 3.  There are no precompositional forms or structures into which music will fit, or which will guarantee that sense of wholeness.  Form and content are one and the same in music and they arise simultaneously in the compositional process.  Unity and diversity are opposite ends of a continuum- the vibration between the two is the dynamic element behind virtually every successful piece of western music.
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Games

A)  Listening Games


1)
Listen to pure Gregorian Chant, recorded or live. (Keep in mind that our modern performance of it is based on educated guesses as to how it was done during the middle ages...)

Try to retain the primary pitches of the mode in your mind as you listen to the melody arch up and down and listen for that ever-changing intervallic tension.  Ask yourself how this tune achieves a sense of closure and unity.


2)
Listen to a motet or mass movement by Palestrina and listen for and seek in the score clues as to its organization.  How does it balance unity and diversity?  How closely does the musical material "paint" the text, and does this have anything to do with the form of the piece?


3)
Listen without the score to Beethoven's Third Symphony and follow, moment by moment, the unfolding form and drama.  Do the same now with score in hand and closely follow the structural organization of key areas, themes, tonal rhythm (how fast and often chords and key areas change), and indeed whole movements.  Are your perceptions of organization and structure different as you listen with and without the score?  What is the balance of expected, simple modulation with abrupt, surprising modulation?  How and why are different modulations used?  How closely unified around a single germinal idea or ideas is this piece?


4)
Do the same now for Liszt's Sonata in B minor.  What unifying principles seem to operate here?  What is the balance of architecture to drama?  


5)
Listen to Schoenberg's Five Pieces for Orchestra.  What holds each piece together? What holds the set of five together?  (These are not simple questions- there is no one right answer!)


6)
Listen to Gershwin's Concerto in F.  What is the central compositional problem here and how has it been approached or resolved?  Has it been resolved?

B)  Composing Games


1)
Take any simple musical motive and try to generate as many outgrowths of it as possible.  Can you develop a whole short piece out of nothing but variants of the motive?  What does it mean to "achieve closure" in a piece using this motive?


2)
Compose two short motives of contrasting character and explore their possible interactions or combinations.  How can you create a wholeness out of this diversity?


3)
Make a piece which explores the juxtaposition of wildly different styles of music.  What are the problems you face and how can you resolve them?  Can you resolve them?


4)
Try composing a piece which juxtaposes irreconcilable elements and leaves them unreconciled.  What are the challenges here?  In this case, how is unity and "wholeness" achieved?

