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THE EMUTIONAL BASIS IN MELODIC LINE
: BY )
GECRGE T. WETZEL
Melodie ccntour oy “line" of an indisicual composer {8 usually

vepresentative of, ov influewced to a greater or lesser extant by his
saner "feeling” for certain harmonic progressions ihat he likes above
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chrometic half step, giving a sense of Jamentation. Investigation
into some of the modern "blues" tunes will besar ocut my assertion
¥ith Franck,however, the "blues" element is more restralned, more
peclished ane maintains 2 clamsic dignity wrich (6 ary*hing bu
stuffy, despite all the followere of jive may affirm,

! would like to go on record as stating that jive and swing
owe more tnan they recognize or admit to this great French compos~
er. In his works are to be founc elements, fully developed,which
the jivests have borrowed without even 2 ttank-youu, Te  mention
but a few: the resclution hy asirilar metion the chorc of the Oth
in the Franck Svmphony: a consistent and telling use ¢f device of
syncopation; anc the anticipation of the "Bluse® style in melody
and harmanic progressjons:

Franck's melodic line, ton, was complex. It ccntained man
stopwise progressions uvnited soretimes with chromatic altered
tones {(both nf the "hlues™" and whole tone variety) with a mixture
of occasional mong-like thirds, FExamples of "hlues" in Franck's
works: his Symphonic Variationa, part of the Lied from the first
movement of his String Guartat in D Majery part of the coda end-
ing the development sectior tin the third movement of the D Minor
Symphonv, and a goodly portion of the Reecjtative-Fantasia move-
ment from hie Yiolin Sonata in A Major.

Another interesting device is tound most frequently in the
work of Brahms He obtzins a certain stmboracss of tone (the
"brown-study" that psople so often ascribe to some of his serious
works.) by a blending or mixing 1n the same line tomes commoen to
both the tonic ma jor and the lonic minor of the same key. A well
knewn example of this type of emotional contunt is founo in the
second movement of his Symphony #2 in D Ma jor.

| would like to catalog (tentatively of course) what emotion-
al import one can derive by a consistent use of certain interval
progressions, The movement of chromatic intervals is generally re
presentatove of iamentation or sighing, depending upon the accomp-
aning harmony as tu wheiney this progression is one of paingysor-owy
or of a mystical, breathy sigh. wWagner's Prelude to Tristam and
Isolde is one exampie of tne minor fecling of this type of progea-
sion, The interval of a third is broad in feeling if it continues
toward the remaining note of the common triad, or if develo pin,
closely along other charal tones in its movement. 1t generally
assumes a lied-like character while at times it can wax majestic ,
full of grandeur. A p odly number of Beethoven's melodies fall ir-
to this last category, both in tonal design and emotion

Large melcodic leaps of a fifth. sixth, and seventh,especi -
ally if they follow quite consistent in a line, express amourous
and passionate emotion, Some of the most famous "love-songs" in
symphonic litevature possess tnese heart-tearing, emotional, and
tonal leaps. To mention a fewLt Tchaikovsky's Romeo and Juliet

»
Nagner's Libestod, and of course the popular intermezzo.



