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Chapter 9
Inverted Dotted Figures and
Simple Syncopated Figures

Welcome to the demonstration chapter for The Refinement of Rhythm Volume 1 by Bengt-Olov Palmqvist. To [
purchase any of our publications, or for further information and demo materials from the series, please visit §

. We hope you enjoy working through this chapter, and we look forward to hearing

from you...

>

In Chapter 4 dotted figures such as J. ) were introduced, where the metric accent occurs
on the dotted note. If this rhythmic figure is reversed to D 4. the strong metric accent still
occurs on the first note, but the second note is now given a musical stress called an agogic

accent.

Practise the following drill with an emphasis on the accents:

=

sg 3034 |TT4 | - Di
Cep FoFF T

Drill 31

Notice the difference between the following two patterns, where

a) the rhythmic pattern functions as an inverted dotted figure:

., e a4
.

b) the rhythmic pattern functions as an upbeat figure:

Two pairs of equal note values such as ;. joined by a tie ﬂvﬂ are often
notated as Hd

Looking back to the inverted dotted figure a) D . and substituting the augmentation dot

with its corresponding note value, the rhythmic pattern changes from iy J\

into }’ J -b

This special rhythmic pattern and effect is called syncopation.
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98 Chapter 9

This chapter only focuses on 2 note syncopations (when in J beats). The characteristic of
syncopation is the intentional disruption of the natural metric flow. In % meter the strong
metric accent is expected to coincide with the first beat and the lesser accent on the second
beat. When the accent is shifted from a strong to a weaker beat, it contradicts the meter
and focuses the musical interest on a weak beat.

Practise the following drill taking care with the accents:

smg 303 T3 |3 =04 5
G kg )

Drill 32

The beat must be kept steady and accurate so that you do not lose the metric pulse,
otherwise the feel for the syncopated pattern easily becomes lost.

Compare the following two patterns Correct 2 iy J J iy |
which illustrate what can happen r r r‘ r<

if the syncopation is inaccurate:
Incorrect Zb J J J | D

o rr T

The metric and agogic accents are of vital importance.

Preparatory exercise 7 on the next page

=z >
should be performed as follows: !,: n\_/n nvn
= > >
If the metric accents were to be misplaced like this: 2 nvﬂ nvﬂ

the meter has suddenly changed from ? meter z o 7
to an asymmetrical meter: 3+§+3 D J n J ﬁ

NB. See discussion on asymmetrical meters
Chapter 16, p. 163 onwards

In preparatory exercises 5, 8 and 10, the rest on the beat must be 'active' so that the pulse
and movement does not stop or trip up. Remember the phrasing and direction, even
though the rhythmic pattern is short.

4
Here are suggested interpretations for the .
performance of preparatory exercises 8 and 9: 874 DT D |
— —
./’._-___—‘——‘*—,
S YENIRY
e ———
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/ Preparatory Exercises \

Practise Column A while clapping or tapping the beat. Complete the notation for
exercises 7 to 10 in Column B and then practise them.

(
(

E

%

0. 1) )b 10. |

www.refinementofrhythm.com © Bengt-Olov Palmqvist




100 Chapter 9

Melodic Exercises

The effect and experience of a syncopated pattern will not be as strong in a slow tempo
with longer note values as it is in a faster tempo.

Text in music can also create a strong feel for syncopation by the placement and emphasis
on certain syllables.

N R Y S R DA

This syn - co - pa - tion is do - ing  quite well

Please click on the CD track numbers to listen to the recordings on
our website. N.B. You may need to save this PDF to your desktop
to let the sound files open whilst reading the music at the same

Example 213 J=104 (I (' CD 2: Track 68 )

Dm Dm/C Dm.’BL A Gm7 Eo
)]
Dm Gm A BA Dm C7,
[a) | /F c I /E
| . A I I A [ | N I I | | | N T | | | I | 1
| I | InY 1 1 r 4 | I 4 1 1 1 1 1 [ 1 1 ¥ 1 I | 1 | =Y I 1
. T | | T ry | .S I I
| =0 | | | P
5 -l & s —* Ca— .;I < .ﬁ 1 a— Ie i C—
A F ‘ Gm6 o Dm/A A7 Dm
A ‘ Fou ] e =
=i T | T ry
o 1‘ ! 1 o = — -

On the CDs a steady beat is given by a harmonised backing, with a couple of bars introduction. The backing is
recorded on the left channel (i.e. stereo speaker) with the melodic examples on the right channel which

provides different ways to practice. By lowering the right channel, the recorded melodies are removed enabling
the student to practice along with the backing accompaniment alone. Adjusting to equal sound level between
both channels enables the student to practice

Example 214  Bar 2: Be aware of the difference if accents and phrasing are dislodged.

= —~>
Correct J b b .

Incorrect J n .

Dm Em F G_I;rB Am
2.-/C ‘ 1C /C ) —
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Example 215 Bars 1-3: Notice how misinterpretation of the notation, accents and
phrasing can change these bars from simple triple meter into compound
duple meter.

Simple triple meter:
25 MI|DI DI M
oo rrrT

Compound duple meter:
¢ b JTIN TTITIL M| T
S AR G N R R

Dm 2. Gm6 . 3. Dm A Dm

Example 216 J=120

C Dm,,C Em/C Dm/C C Dm/C EmIC Dm',C

A
I\ I l
I 1 T I. F P ] | Y 1 I
T 7 | P | I | N [
e d 1

e
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Example 217 Bar 2: A common mistake can occur when the third note is played too
early, before the third beat. This, of course, creates a different rhythmic
pattern altogether.

Correct b J J
rrr

Incorrect J}J JL J
T

Bars 3-4 and 7-8: The tie across the bars should not interfere with the flow
of the syncopated pattern as it moves over the bar line. Do not let the bar
line work against the flow of notes like a 'wall'. Instead, see the rhythmic
pattern over the two bars as one long phrase, and 'ignore’' the fact that a
bar line happens to appear half way through.

Y R R
)

Example 218 J=126

Dm X Gm D Dm Gm D
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Example 219  Bar 5: Practise this drill to clarify and secure the syncopations.

a )

 ———— —— —
sng § e s | T | T
—_ —_ _

Drill 33 Clap L rr e L rr
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Canons

Example 221 J=108

] I
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Improvisation
over a given rhythm

Example 223

ne D, D D, ,b,:l,. hh) byt ':I-b' Y S
Hki_ﬂJ_.bJ—FJ-—M_D_FM_ﬁJ—“

Example 224
L85, S, 5, N P Y O 3 N 1 1 N 2 10 Y . 29 O
4

Example 225
H%_J_M_.D_FDJ-—.D_FM_J_MJ_LJ_MMM

Example 226
T S I NI 2 ) I 2 0 T, FID S, D) P S 1) V) D R, D —
4

Example 227
w1 A RR IR T A
S ~—
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Example 228

Example 229

. .

4
2

- dd Jdd ) J Jlydd Ja oy

Music References for Further Study

Composer Work Extract

Bach, J.S. [Two Part] Invention No. 6 in E major BWV 777 bb. 1-20
Bartok. B. First Term at the Piano No. 14

’ (Kezddk zongoramuzsikdja/Die erste Zeit am Klavier) (Sz. 53, BB 66) No. 17
Bartsk, B. For Children (Gyermekeknek) (Sz. 42, BB 53) Volume I Eg f} Ballade
Bartok, B. Mikrokosmos (Sz. 107, BB 105) Volume III No. 95 'Song of the Fox'
Beethoven, L.v. | Piano Concerto No. 5 in E-flat major ('Emperor'), Op. 73 1st movement, bb. 64-77
Beethoven, L.v. | Piano Sonata No. 10 in G major, Op. 14 No. 2 2nd movement, bb. 21-41

4th movement 'Marche au supplice’

Berlioz, H. Symphonie fantastique, Op. 14 (March to the scaffold’), bb. 62-77
Brahms, J. String Quartet No. 2 in A minor, Op. 51 4th movement (Finale), bb. 91-97, 284-290
Debussy, C. String Quartet in G minor, Op. 10 (L. 85) 1st movement, bb. 1-12

Franck, C. Symphony in D minor (1886-8) 3rd movement, bb. 330-337

Haydn, J. Piano Trio in B-flat major (Hoboken XV: 8) 1st movement, bb. 37-45

Martint, B. Trio for Flute, Cello and Piano (1944) ;i:lnr;oo‘;e;?ne;rz,blsé.llisgég 1-378)
Sibelius, J. Karelia Suite, Op. 11 1st movement 'Intermezzo’, bb. 53-75
Stravinsky, L The Firebird (L' Oiseau de feu) 'Infernal Dance', bb. 1-26
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