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Preface

Concise Introduction to Tonal Harmony represents a new, concise approach to the tonal
harmony textbook. Rather than a sprawling, encyclopedic compendium, this is a guidebook
to the most important things that students need to know. Our text introduces all of the topics
typically covered in the undergraduate theory sequence—fundamentals, diatonic and
chromatic harmony, and form—Dbut it approaches each topic with focus and concision. No
frills and no nonsense—just the essentials. When it comes to textbooks, less can be more, and
this is a text that students will be able to read and comprehend, freeing up class time for
enriching activities.

Online resources offer yet another way to make class time more efficient, and with this
new text, we've collaborated with two colleagues who have made extensive use of online
tools in their own classrooms—Anna Gawboy (Ohio State University) and Inessa Bazayev
(Louisiana State University)—to create the best set of online resources for music theory
available today. At the end of each chapter, students will find innovative Know It? Show It!
activities. Video tutorials and adaptive online quizzes help students understand the content
of the chapter and prepare them for the workbook assignments, which can be completed
online or on paper.

14



Features

» Each carefully crafted chapter is just a few

pages long and isolates a particular harmony

and the voice-leading issues associated with
it. Students quickly grasp the essential
concepts, and instructors have the flexibility
to teach chapters in a different order from
the one that appears in the text.

» Explanations are concise and clearly worded,

with key terms in bold. In the ebook,
students can tap on or mouse over boldface
terms to reveal definitions.

» Concepts are illustrated with short musical
examples, carefully selected to illustrate the
topic at hand and to expose students to
diverse composers (nationality, historical
period, gender) and works (genre,
instrumentation). Annotations draw
attention to key features of each example.
Extended versions of examples, offering
opportunities for additional study, appear in
the ebook and are indicated by the @
symbol.

Applied Dominants of V

25

V of V, or V/V, is an applied dominant chord—the dominant of the
dominant—that leads to V.

Tonicization and Applied Dominants
v VIV in Minor Keys
Other Resolutions of V/V and V7/V

V7V in Root Position and Inversions

The Secondary Leading Tone
o

BINARY FORM

In binary form an entire movement is divided into two parts, each of which is usu-
ally repeated. Each part of a binary form consists of one or more phrases and ends
with a cadence. The first part may end conclusively with an authentic cadence in the
main key. Usually, however, it is harmonically open-ended, closing with either a half
cadence in the main key or an authentic cadence in another key (most often, the key
of V or—in minor-key pieces—the relative major). The second part of a binary form
almost always ends with a perfect authentic cadence in the main key.

371

BINARY FORM
I: FIRST PART Al | I: SECOND PART A

Ends with a PAC in the new key,
or HC in the main key,
or PAC (or IAC) in the main key.

Ends with a PAC in the main key.

15.4 Carulli, Larghetto for Guitar &)

15.5 Excerpt from American Psalmody &)

The cadential § is immediately followed by a root-position V or V7.

15.6 Foster, “Annie, my own love” =

An nie, my own_ love, is gone from me now.
—~,
=0 | } I 0H# | 1 % p— ! =
%;L_ﬁ'in I —— =
i i r Z
=) - |e - = DR = = -
L 1 % 2 r—
[ I I I -
F: i cad. §-v7 I G: Is iis cad.§-v8-7 ]
i S|
M D T T

i The cadential § is immediately followed by a root-position V or V7.

» Musical examples provide models of correct usage, but they also anticipate mistakes,
showing students common errors and how to avoid them.
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Good When 7 appears in the top

)} Poor The fifths
" these V7-I progressions, creating voice-leading problems. |

voice, the fifth must be omitted from re not omitted in any of the chords in

one of the chords in a V7-I progression.

~ A | I | L | =0 1 I | | | |
U1 i | i | | [ I i I i I I
:@b ) e ) e b— ] ol = 7 =
P5 \P5

| FI | | | | L 91 | I\ |
1 :&w‘_ 1 = = I e | = = r— — | 1 I |
N B Y AT W /) V2 Az = . —
o ~ s == = e —/
s 4 P == 24 2 —

= r" | r) | = | F [ F |
WV 1 V7 1 V7 1

Bb: V7 I’,_ ?’.

1 Bb: V7
The fifth of the V7 chord (C) is
omitted and the root (F) is doubled.

The fifth of 1(F) is omitted
i and the root (Bb) is tripled.

e For instructors, an online musical-example database supplements the text with additional
musical examples indexed by the theoretical concepts they exemplify. It can be accessed at
wwnorton.com/instructors.

» Each chapter ends with a list of Points for Review.

POINTS FOR REVIEW

- A modulation is a substantial change of key that is confirmed by a cadence.

= Modulations are usually signaled by accidentals, rather than by a new key signature.

+ After a modulation has begun, the harmonies and scale degrees are labeled in the
new key.

« The key that appears at the start and end of the movement is known as the main key.
The keys to which there are modulations are identified by their relationship to the
main key.

+ In a major key piece, the most common modulation is to the dominant key (the key
of V).

+ In modulating between two keys, often the last chord of the first key is the same as
the first chord of the new key. This shared chord is known as a pivot chord and must
be diatonic to both keys.

= Compared to tonicizations, modulations are changes of key that tend to be more
substantial, involve a pivot chord, and have a cadence in the new key.

» Every chapter ends with a Test Yourself activity, to ensure that students understand the
concepts covered in the chapter. Answers appear in the back of the printed text, or can be
revealed in the ebook.
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TEST YOURSELF

1. Which of the following statements are true?
a. Inasequence, doubled leading tones are permissible.
b. In a seaquence. narallel fifths and octaves are nermissible.

c. In a sequence, you might find chord successions that are normally forbidden in stan-
dard functional harmonic progressions.

d. In minor-key sequences, 7 must be raised to become a leading tone.
e. In a sequence, chordal sevenths need not resolve down by step.

2. Excerpts (a)-(f) show the first five chords of various sequential patterns (two full units of
the pattern and half of the third). If the sequences continued in the same fashion, what
would the next chord be?

Eﬁt
H
l;
b

* The accompanying workbook, which is available both online and in print, includes more
exercises than could ever be used in a theory class. Error detection, chord spelling, figured
bass and Roman numeral realization, composition, harmonization, and analysis exercises
appear throughout the workbook, at all levels of difficulty. Review questions invite students
to explain key concepts and processes in their own words.

* An Instructor’s Edition of the workbook offers sample solutions to workbook exercises.
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Online Resources

An ebook, included with every copy of the text, allows students to read on a wide variety of
devices. Special ebook enhancements include:

¢ Links to RECORDINGS of every musical example in the text.

* EXTENDED MUSICAL EXAMPLES, allowing students to see and hear longer versions of
the short excerpts that appear in the text. These examples can even be used instead of an
anthology.

* A CLOSER LOOK features, which go into more detail about selected topics, such as less
common or exceptional uses of the harmonies discussed.

A Closer Look

vS AND V3

UNFIGURED BASS

In an unfigured bass, only the bass line is provided, and the harmonies are deter-
mined by context. For instance:

+ 1 in the bass is harmonized with a root-position I.
+ 3 in the bass is harmonized I¢ (not iii).
+ 7 is harmonized with either V6 or V§ (not vii®).

+ 5 to 4 is harmonized with V to V3.

1214
- | | - | 1 - | 1
- i 1 T T T n - E 1l T 1 T 1) - i T 1 1 T 11
T |2 | T ! T I I
I vel Is V Vil I ovio I i VIV i
or! e
vE

Poor With an unfigured bass,

This unfigured bass mplies this harmonizartion. : i do not assume that ever
: E i y

chord is in root position, since
that may result in illogical
progressions.

As part of its media package, Concise Iniroduction to Tonal Harmony also features Know It?
Show It! pedagogy, which is designed to enhance student learning.
 As they read the chapter, students watch short VIDEO TUTORIALS, created by Anna
Gawboy and keyed to each topic discussed in the text. Tutorials show students how to work
through the problems they will encounter in their homework assignments.
« Students take carefully graduated ADAPTIVE ONLINE QUIZZES to deepen their
understanding and demonstrate mastery of the material. InQuizitive, a new formative

assessment tool, with questions written by Inessa Bazayev, asks students questions until
they’ve demonstrated that they understand the chapter material. When students have

18



trouble, tailored feedback points them back to the book and tutorials. And once students
complete the activity, rich data about their performance can be reported to your campus
learning management system.

¢ In addition to the print workbook, the online workbook makes all workbook activities
available in Noteflight, an online notation program that allows students to complete their
homework and send it to their instructor electronically. Instructors can grade work and
return it to students paperlessly.

Know It? Show It!

@ Focus by working through the tutorials on:
Triad Qualities
Triad Inversions
Seventh Chord Qualities
Seventh Chord Inversions

Finding Chords in the Key

@ Learn with inQuizitive.

@ Apply what you’ve learned to complete the assignments:

Identifying Triad Quality « Identifying Seventh-Chord qualites
Writing Triads + Seventh Chords by Root and Quality
Triad Inversions + Seventh-Chord Inversions

Triads in Major and Minor Keys

With Total Access, all students who purchase a new book—regardless of format—will
receive access to all of the media, including the ebook and Know It? Show It! pedagogy.
Students can access the media in a variety of ways:

* The ebook includes links to all of the accompanying media.

» With Norton Coursepacks, instructors can bring the media into their campus learning
management systems.

* At digital. wwnorton.com/conciseharmony, students and instructors can launch all of the
online resources included with the text.
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Fundamentals




Notation of Pitch and Rhythm

Musical pitches and rhythms are notated in standard ways.

The Staff

Notating Pitches
Treble clef
Bass clef
Grand staff
Cclefs
Semitones (half steps) and whole tones (whole steps)
Accidentals

Rhythmic Durations
Quarter notes, half notes, and whole notes
Eighth notes and sixteenth notes
Dots, ties, and triplets
Rests

Simple Meter
Compound Meter

Anacrusis

THE STAFF

Music is written on a five-line staff. Pitches—specific points on the continuum of audible
sound—are represented by notes written on the lines and spaces of the staff. As notes go
higher on the staff the pitches ascend, and as notes go lower the pitches descend.

01
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Pitches notated on the lines and spaces of a staff.

hi g%ler

()

J

v
lower

Noteheads, whether filled or open, are written as ovals that are neither too big nor too small.

Pitches that are too high or too low for the staff are written on ledger lines (temporary
extensions of the staff).

02

©

Ledger lines extend the staff above or below the five lines. ): Poor Do not write more

They are spaced as though the staff continued. h ledger lines than needed.

9 K P w IL
— - o
» "_' E = -
= -

Good Notes below the

0 Good Notes above the v
" staff need ledger lines " staff need ledger lines

through or below them. through or above them.
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TREBLE CLEF

Musicians use letters from A to G to identify the notes on the white keys of the piano. As a
point of reference, the C in the middle of the piano keyboard is called middle C. A clef

associates lines and spaces on the staff with specific pitches. The treble clef (é, also called the
G clef), assigns the G above middle C to the second line of the staff.

The treble clef associates particular lines and spaces on the staff with white keys on the piano.

N T A A A I O
CDEVFGABTCDE
Ll e
O =
. |l esens
7 — o ©
” o O
[ fanY o
ANIY4 000\’
middle C

The G clef is a stylized letter G: it encircles the second line of the staff and identifies it as G.
As pitches ascend, the letter names repeat once every eight notes, or octave.
Starting on any note, and including the starting

point, moving eight notes in either direction
takes you back to your starting point.

BASS CLEF

The bass clef (9, also called the F clef) assigns the F below middle C to the fourth line of the
staff. Notes written in bass clef are usually lower than those in treble clef.
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e e e O A e I I
CDETFGABCDET FGABTCDE
|l
Ll Lbae

) o 0 9

Y. o O ©
5> o o°©

P=vk el g middle C

The F clef is a stylized letter F: it is centered on the fourth line of the staff and identifies it as F.

GRAND STAFF

One staff in treble clef and one staff in bass clef may be combined in a grand staff.
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A grand staff consists of treble and bass Notes around middle C can be Ledger lines appear above the treble-clef
staves joined by a vertical line and a brace. written in treble or bass clef. notes and below the bass-clef notes.

C CLEFS

In addition to the treble and bass clefs, several clefs known as C clefs show the placement of
middle C on the staff. Of these, the most important are the alto clef, with middle C on the
third line of the staff, and the tenor clef, with middle C on the fourth line. Violists usually
play in alto clef, while cellists, bassoonists, and trombonists play in tenor clef when their
music is too high to be comfortably notated in bass clef.
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The tenor clef positions middle C on the fourth line of the staff.

SEMITONES (HALF STEPS) AND WHOLE TONES (WHOLE STEPS)

The pitches on the keyboard are separated by either a semitone (half step) or a whole tone
(whole step). A semitone is the smallest possible space between two notes. Any two adjacent
keys on the piano keyboard comprise a semitone, and there are twelve semitones in the
octave. Two semitones make up a whole tone. Among the white keys, E-F and B-C are
separated by a semitone. All other pairs of white keys are a whole tone apart.

Adjacent keys on the keyboard are a semitone
apart. Two semitones comprise a whole tone.

There are twelve semitones in an octave.

" octave 7

E-F and B-C are semitones. All other pairs of adjacent white keys are whole tones.

ACCIDENTALS

Accidentals are used to raise or lower pitches by a semitone: a sharp sign (§) raises a pitch by
one semitone; a flat sign () lowers a pitch by one semitone. D},, for example, is a semitone
below D, and F4 is a semitone above F. Pitches may have more than one name (different
names are enharmonic equivalents).
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Black keys can take their letter
names from the white keys a

semitone above or below.

White keys may also have

names that are enharmonic

equivalents.

[

A "E/Fb’ ' EH/F’ 'B{CL' " B#/C

6 oho goga o0 #08

On the staff, accidentals are written before the note, but when you say (or write) the name
of a note, the accidental comes after the letter name, as in “F-sharp” or “G-flat.” A note that is
neither sharp nor flat is natural, and is identified by a natural sign (§). Most often, the natural

sign is used to cancel a previous sharp or flat, so Cf tells you that the C is no longer sharp or
flat, but has been restored to its usual unmodified state.

) Poor Accidentals positioned

Accidentals are written before the note,

and positioned on the same line or space. " after the note
) L

The natural sign cancels any previous accidental: . Poor Accidentals positioned

this F is no longer sharp. ™ too high or too low

It is also possible to raise a note by two semitones using a double sharp sign (%) or to
lower a note by two semitones using a double flat sign (bb).
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RHYTHMIC DURATION

QUARTER NOTES, HALF NOTES, AND WHOLE NOTES

The basic unit of musical duration is a quarter note, written with a filled-in notehead and a
stem. Two quarter notes together make a half note, written as an open notehead with a stem.
Two half notes combine to make a whole note, written as an open notehead with no stem.

0.12

Quarter notes Quarter notes have a filled-in notehead and a stem.

Half notes Half notes have an open notehead and a stem.

IOI IOI

Whole notes A whole note has the duration of two half notes or four

quarter notes.

When writing quarter notes and half notes, make the stem an octave in length. When the
note is on or below the second space of the staff, the stem goes to the right and points up.
When the note is on or above the third line of the staff, the stem goes to the left and points
down.

0.13

i Poor Stems ): Poor Stems too

0 Good Stemsup Good Stems down

on the right side " on the left side of 7" pointing the " long or too short
of the notehead the notehead wrong direction
. |
i ! £ = o 2 .
| = | e > =
o = 1 i s

0 Good Stems one octave long

EIGHTH NOTES AND SIXTEENTH NOTES

Just as quarter notes can be combined to create longer durations, they can be divided to
create shorter ones. A quarter note can be divided into two eighth notes, each written with a
filled-in notehead and a stem with a flag. When two eighth notes occur together as a pair,
join them with a beam instead of using flags. An eighth note can be divided into two
sixteenth notes, each written as a filled-in notehead with a double flag or, in pairs or groups
of four, joined together with a double beam. (Further subdivisions—thirty-second notes and
sixty-fourth notes—are also possible.)
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0.14

?I IP Quarter notes
Eighth notes with flags Eighth notes with beams
P 7 !P !P Two eighth notes per quarter note
Sixteenth notes with flags Sixteenth notes with beams

% Two sixteenth notes per eighth note; four

sixteenth notes per quarter note

DOTS, TIES, AND TRIPLETS

So far, all of the durations that we have considered involve halving or doubling the quarter
note. We can create additional rhythmic values by using the augmentation dot. A dot placed
directly after a note increases the duration of that note by one half.

0.15
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Dotted rhythms often divide a duration into two unequal parts.

0.16

g oJ J
N
)
;g

m ﬂ The dotted-eighth and sixteenth are frequently beamed together.

Still more rhythmic values become available with ties. A tie connecting two notes

Dotted-half + quarter = whole

Dotted-quarter + eighth = half

Dotted-eighth + sixteenth = quarter

combines their durations into a single note.

0.7
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Triplets divide a rhythmic unit—usually a half or quarter note—into three parts instead
of two.

0.18
Half note divided into triplet quarter notes Quarter note divided into triplet eighth notes
7 -
f
i i
T T
—— 33— —3 p—

I  E——  ——
T 1 —=

The number 3 within the bracket tells you that these notes divide a longer note into three equal parts.

RESTS

A rest indicates a duration of silence. Rests can correspond to any rhythmic value. They are
written in the middle of the staff.

Shown are notes and corresponding rests of the same duration.

| | | | I\ I\ A A

| | : : ooy A A
O [#h (7] [ D & & & &

.. Rests may be dotted.
------------ b ey
~~~~~~ S S 7 3

- - — ¥ ¥ o= L B— T —
> re S I3 1 1 L —
- Lot A I 1
Whole-note rests hang below the fourth line. Half-note rests sit above the third line.
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SIMPLE METER

Meter is the arrangement of rhythm into a pattern of strong and weak beats. The beat is a
steady, regular pulsation at a moderate speed. Beats are grouped into measures (also called
bars), separated by barlines. The first beat of each measure is accented and called the
downbeat. The remaining beats of the measure are weaker and lead to the downbeat of the
following measure.

A time signature, consisting of two stacked numbers, defines the meter. The bottom
number determines the note value of each beat. If the beat unit is not dotted, the meter is
simple. In simple meters, the quarter note—indicated by a 4 at the bottom of the time
signature—is the most common beat, but eighth notes (8) and half notes (2) can also function
as the beat.

The top number of a time signature determines the number of beats in each measure. In
simple meters, this number is 2, 3, or 4. If there are four beats per measure, a 4 appears at the
top of the time signature, and the meter is quadruple. For quadruple simple meters, the
most common time signature is 4, which indicates four quarter notes per measure. % is
sometimes called “common time” and labeled €.

0.20
N
Fal
4 b
_—
2 is a quadruple simple meter. Each downbeat (first beat of the measure) is Beams usually span one single
strong. The remaining three beats are weaker, and lead to the next downbeat. beat (here, a quarter note).

N T .

The top number of the time signature tells you the number of beats per measure.

In simple meters, the bottom number tells you the note value of the beat. In this case, the beat is a quarter note.

If there are three beats per measure, a 3 appears at the top of the time signature and the
meter is triple.

0.21
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2 is a triple simple meter, with a strong-weak-weak pattern of beats.

T T | Voo T
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° =
The time signature % indicates Beams usually span one single
three quarter notes per measure. beat (here, a quarter note).
Duple meters have two beats per measure.
0.22
% is a simple duple meter, often written with the symbol ¢, There are two beats per measure,
called “alla breve.” The half note is the beat. in the pattern strong-weak.
0 4 ¢ } I T }
e 6 | | I | | I | | | | I 1]
P A [ [ | I. [ | [ [ [ [ | 1)
J

The time signature % indicates two half-note beats per measure.
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COMPOUND METER

In simple meters, the beat is divided into two parts: quarter-note beats contain two eighth
notes, and half-note beats contain two quarter notes. In compound meters, the beat is
divided into three parts, and the beat itself is a dotted note. Because the bottom number of a
time signature cannot show a dotted beat unit, compound time signatures show instead the
divisions of the beat. If the bottom number of a compound time signature is 8, the beat will
be a dotted-quarter note, which is three eighth notes grouped together. Other beat units are
also possible: a dotted-half note can be divided into three quarter notes (4), or a dotted-
eighth note into three sixteenths (16).

The top number of a compound meter signature is 6, 9, or 12 and shows the number of
beat divisions in each measure. Divide by three to find the number of beats in each measure.
Like simple meters, compound meters may be duple (6 in the time signature), triple (9), or
quadruple (12).

023

©

g is a triple compound meter: three dotted-quarter beats per measure, in a pattern of strong-weak-weak.

N b | ! ! by
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The time signature tells us that there are 9 eighth notes per measure; Beams usually span one single
these divide a dotted-quarter beat into three groups of 3. beat (here, a dotted-quarter note).
6

8 is a duple compound meter: two dotted-quarter beats per measure in a pattern of strong-weak.
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The time signature tells us that there are 6 eighth notes per measure, Beams usually span one single
arranged as two groups of 3. beat (here, a dotted-quarter note).

SUMMARY OF PRINCIPAL METERS

NOTE VALUE OF DUPLE (2 BEATS TRIPLE (3 BEATS QUADRUPLE (4 BEATS
THE BEAT PER MEASURE) PER MEASURE) PER MEASURE)
3 3

Simple Half note Bor¢
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Simple
Simple
Compound
Compound

Compound

Quarter note

Eighth note
Dotted-half note
Dotted-quarter note
Dotted-eighth note

RO 0O ARG ON N9
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ANACRUSIS

A piece of music in any meter may begin on the downbeat (first beat) of a measure, or it may
begin in the middle of an incomplete measure. This incomplete measure is called an
anacrusis (or, more familiarly, an upbeat or a pickup). Usually, a piece that begins with an
anacrusis ends with an incomplete measure. Taken together, the incomplete first and last
measures add up to one complete measure.

Y] I’ I I I I I I I I’

Incomplete first measure (1 beat), plus incomplete last measure (2 beats)
= one complete 3-beat measure.
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review and interact

Pitches are written on the lines and spaces of the five-line staff.

Clefs determine the location of pitches on the staff. The most commonly used clefs are
the treble clef (second line = G above middle C) and the bass clef (fourth line = F below
middle C).

The C clefs locate middle C on the staff: the alto clef assigns it to the third line; the tenor
clef assigns it to the fourth line.

Accidentals (sharps and flats) raise or lower pitches by a semitone. Less commonly,
double sharps and double flats raise or lower pitches by two semitones. Naturals are
neither sharp nor flat.

The most common durational value is the quarter note. The other common values—
whole notes, half notes, eighth notes, and sixteenth notes—are made by doubling or
halving quarter notes.

Augmentation dots, ties, and triplets create additional durations.

In simple meters, the beat unit is not dotted and divides into two parts. The top number
of a simple time signature is 2, 3, or 4 and indicates the number of beats per measure.
The bottom number shows the beat unit (8 = eighth note; 4 = quarter note; 2 = half note).

Compound meters have a dotted note as the beat, which divides into three parts. The top
number of a compound time signature is 6, 9, or 12 and indicates the number of beat
divisions; divide by three to find the number of beats. The bottom number indicates the
unit of beat divisions (16 = sixteenth note; 8 = eighth note; 4 = quarter note); group three
of them together to find the beat unit.

An anacrusis is an incomplete initial measure.

Identify each note.
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. . . . . Show answers
2. Write a note that is enharmonically equivalent to each given note.
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. . .. . . Show answers
3. Insert barlines to create complete measures in the indicated time signatures.
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. s . Show answers
4. There are blank spots in some of these measures (indicated by arrows). Fill

them in by inserting a single note of the proper duration.
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Know It? Show It!

@ Focus by working through the tutorials on:

« Whole tones and semitones M
 Rhythmic notation llM
o Meter lM

Learn with inQuizitive.

f y Apply what you've learned to complete the assignments:

e Identifying Note Names
e Writing Notes

e Pitch and Keyboard

e Enharmonic Notes

e Barlines

e Writing Time Signatures
e Beams

e Writing Rhythms
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Scales

Major and minor scales are the basic building blocks of tonal music.

Major Scale
Order of whole tones and semitones
Scale degrees
Transposition

Minor Scales
Natural minor scale
Harmonic minor scale

Ascending melodic minor scale

Key Signatures for Major Keys
Circle of fifths

Key Signatures for Minor Keys
Circle of fifths

Relative and Parallel Keys
Relative keys
Parallel keys

A scale is a collection of notes, organized with reference to a central, tonic pitch and used as
the basis for a musical composition. Scales are typically written in ascending order within an
octave. There are two scales commonly used in tonal music: major and minor. In both major
and minor scales, each of the seven letter names (A, B, C, D, E, F, and G) occurs only once
and none is omitted. Major and minor scales thus contain seven different notes, although the
first note is generally written again an octave higher at the end.

MAJOR SCALE
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ORDER OF WHOLE TONES AND SEMITONES

Built above a principal pitch (the tonic), a major scale consists of a sequence of whole tones
and semitones: W—-W-S-W-W-W-S8S. For example, the C-major scale uses that sequence of
whole tones and semitones written starting on C. It is the only major scale that can be written
without accidentals (sharps or flats).

Y/
2
w Ordering of whole tones and semitones
‘\/ ~ " \/ in the major scale
w w S W W W S 4

SCALE DEGREES

The notes of the scale, known as scale degrees, can be identified either with traditional scale-
degree names or with scale-degree numbers, written beneath a caret sign (*). The first scale

degree, for instance, is known either as tonic or as 1. The two semitones of the major scale

may be found between 3 and 4 and between 7 and 8.

12
4 0)
p -
< S & o
¥ < X & NG R Scale-degree names
AC &0 &%“ \0606\ o ‘0‘06 &0% o 4
> X g < 30 X \e¥ o
A i3 3 3 5 & 5 3 - ‘
- Scale-degree numbers, indicated with a
{es . A
%/—._,_1—'—1—'—:!1! caret sign (*); 8 = 1
A\ d \/
semitone semitone

Distances between scale degrees are usually counted in steps. Adjacent scale degrees (like
1and 2 or 5 and 6) span two steps of the scale (this interval is also called a second—see
Chapter 2); scale degrees that fall on adjacent lines or spaces (like 2 and 4 or 5 and 7) span
three steps of the scale (this interval is also called a third); and so on.

TRANSPOSITION

Any note can serve as the tonic of a major scale. In other words, the C-major scale can be
transposed to any of the remaining eleven notes. Some of the notes will have to be altered
with sharps or flats, however, to preserve C major’s pattern of whole tones and semitones.
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Transposition of a scale preserves its intervals while shifting it to a new pitch level.

N>

W w § W W W S

C-major scale transposed down a whole step C-major scale transposed up a whole step
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MINOR SCALES

NATURAL MINOR SCALE

The minor scale (sometimes called the natural minor scale) has a different arrangement of
semitones and whole tones than the major scale. The minor scale has semitones between 2

and 3 and between 5 and 6, while the major scale has semitones between 3 and 4 and between
7 and 8.

14

) S & Scale-degree names and num-
<O > > > S 66’\% § bers. In the natural minor, 7 is
,é\(’ ,QQS 5\%’ «ob'o ,({\\0 «o’ﬂo \o'&o 6\0 . ’
© > > 0 & o S called subtonic.
an 1 2 3 i 5 6 7 8
i/

n T
C minor & I
2 | . A t of whole t
Py rrangement of whole tones
\/ \/

and semitones for the natural

minor scale: semitones at 2-3

0 i 2 3 4 5 6 7 8 and 5-6.
C major w
£ 1
3
W W S W W W S 4 Compare with the major scale:

semitones at 3-4 and 7-8.

Note that 7 in natural minor is called the subtonic rather than the leading tone. Because
the subtonic is a whole tone rather than a semitone below 1, it lacks a sense of directed
movement toward the tonic.

HARMONIC MINOR SCALE

The subtonic often is raised by one semitone, turning it into a leading tone. Depending on
the scale, raising the subtonic to a leading tone may require a natural (if the subtonic is flat), a
sharp (if the subtonic is natural), or a double sharp (if the subtonic is sharp).

1.5
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In C natural minor, the subtonic (Bb) is
raised by a semitone to become the lead-

W ing tone (Bb) of C harmonic minor.
-

In A natural minor, the subtonic (G) is

f raised by a semitone to become the lead-

ing tone (G#) of A harmonic minor.

In G minor, the subtonic (Ff) is raised by

a semitone to become the leading tone

(F€) of G# harmonic minor.

The scale that results from raising 7 is called harmonic minor. In a harmonic minor
scale, there are semitones between 2 and 3 and between 5 and 6 (as in natural minor), as well
as between 7 and 8 (as in major, but not natural minor). There is also a gap, spanning three
semitones, between 6 and 7. This gap is called an augmented second (see Chapter 2).

&) )

I

The harmonic minor scale has three semitones and an

augmented second.

augmented
second

(2N SN

- 7\/' \/

S S S

ASCENDING MELODIC MINOR SCALE

Sometimes, the gap between 6 and 7 in the harmonic minor scale is smoothed out by also
raising 6. Note that 6 is typically raised only in conjunction with 7. Raising both 6 and 7
creates a second variant of the minor scale called ascending melodic minor. Like natural
minor, the ascending melodic minor scale contains only two semitones: 2—3 and 7-8.
Melodic minor is particularly suitable for singing or playing a melody that ascends to the
tonic. Like raised 7, raised 6 always requires an accidental: if 6 in natural minor is flat, it must
be made natural; if it is natural, it must be made sharp; if it is sharp, it must be made double
sharp.

17
ﬁ
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The ascending melodic minor raises both 6 and 7.
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A final variant of the minor scale is called descending melodic minor. When descending
melodically, the upward tendencies of raised 6 and 7 may no longer be musically desirable.
Therefore, when descending, 6 and 7 revert to their natural minor form. As a result, the
descending melodic minor is identical to natural minor.
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KEY SIGNATURES FOR MAJOR KEYS

CIRCLE OF FIFTHS

A piece or passage that makes consistent reference to a particular major or minor scale is said
to be in that key. So, for example, music that uses the B|,-major scale is in the key of B}, major
and music that uses the E-minor scale is in the key of E minor. The sharps and flats
(accidentals) needed for a major scale (or major key) can be conveniently summarized in a
key signature, written directly after the clef at the beginning of each line of a musical staff.

18
With each counterclockwise move around the With each clockwise move around the circle
circle (e.g., C-F), the tonic pitch descends five (e.g., C-G), the tonic pitch ascends five steps and
steps and one flat is added to the key signature one sharp is added to the key signature (or one
(or one sharp is taken away). flat is taken away).
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Keys may have two dif-

ferent, enharmonically

equivalent names (like
F# major and Gb major).
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The key signature directs performers to consistently perform notes with sharps or flats,
unless they are cancelled by another accidental. Transposing a scale up five steps adds one
sharp to the key signature (or removes one flat). Transposing a scale down five steps adds one
flat to the key signature (or removes one sharp). As a result, all of the major key signatures
can be arranged around a circle of fifths.

The accidentals in the key signature must be written in the correct position on the staff
and in the proper order. The order in which sharps and flats are written follows the circle of
fifths. Sharps move clockwise from F§: F§—-C§—-G#-D§—-A#-E4-Bg. Flats move
counterclockwise from B|,: B,—E,—-A}L,—-D},—G|,—C},—F},

19

0 Good Key signatures for E major and Db major
" written with accidentals in the correct, circle-of-fifths

order and in the correct octave
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KEY SIGNATURES FOR MINOR KEYS

CIRCLE OF FIFTHS

As with the major scale, the natural minor scale (and its variants) can be transposed to start on
any of the twelve notes. As with major, the circle of fifths can show the accidentals needed to
write minor scales (or minor keys) gathered into a key signature. (The illustration uses a
common shorthand of lowercase letters to represent minor keys.)

110
With each counterclockwise move around the With each clockwise move around the circle,
circle, the tonic pitch descends five steps and the tonic pitch ascends five steps and one sharp
one flat is added to the key signature (or one is added to the key signature (or one flat is taken
sharp is taken away). away).
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Keys may have two dif-

ferent, enharmonically

equivalent names, like

Bb minor and A# minor.

When writing a minor key signature, use only the accidentals from natural minor. This
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is the basic form of the minor scale—the others (harmonic minor and ascending melodic
minor) are variants that result from altering 7 or both 6 and 7.
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RELATIVE AND PARALLEL KEYS

RELATIVE KEYS

Major and minor keys with the same key signature are called relative keys. For example, G
major and E minor both use the same seven notes (the only accidental is F'$), but each starts
on a different note.

11
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1 in major becomes 3 1 in minor becomes 6
in relative minor. in relative major.

A double circle of fifths can show all of the relative major and minor keys and the key
signature they share.

112

Major and minor keys
that share the same key
signature are relative
keys. Major keys are
shown in uppercase,

minor in lowercase.

PARALLEL KEYS

Major and minor keys that share the same tonic are called parallel keys. Looking back to the
double circle of fifths, if you start on a minor key and move three fifths clockwise, you will
find its parallel major, and if you start on a major key and move three fifths counterclockwise
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you will find its parallel minor. Although their key signatures are different (unlike relative
keys), parallel keys share not only 1, but also 2, 4, and 5. Indeed, they differ only in 3, 6, and 7.

113
O
o 4

G major and G minor are parallel keys (major and minor scales with the same tonic).

i 2 3 4 5 6 7 8
[al] . I = o
) t I = 7 =4 f
y o I I = 7 e f i I
{es = ) =4 f i I I 1
& & i I I 1 T
D) I f
N | ) I = o
4 TD t I 77 =4 f
y . I I = 77 e f i I
{es?> = 7z =4 f i I I I
& & i I I 1 '
D) | T

Parallel keys have the same 1,2, 4,and 5. Scale degrees 3, 6, and 7 are a half step lower in the parallel minor.
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review and interact

POINTS FOR REVIEW

* A major scale consists of a particular sequence of whole tones and semitones above a
tonic pitch: W-W-S-W-W-W-S.

* Scale degrees can be identified either with scale-degree numbers or with traditional
names: 1 = tonic; 2 = supertonic; 3 = mediant; 4 = subdominant; 5 = dominant; é =
submediant; and 7 = leading tone (in major, as well as harmonic and melodic minor) or
subtonic (natural minor).

» A key signature lists the accidentals (sharps or flats) needed to write a major or minor
scale beginning on a tonic. Key signatures are ordered around the circle of fifths.

* The natural minor scale consists of a particular sequence of whole tones and semitones
above a tonic pitch: W-S-W-W-S-W-W.

* Minor key signatures refer to natural minor scales. Common variants of the minor scale
are harmonic minor (with raised 7) and ascending melodic minor (with raised & and 7).

* Relative keys have the same key signature. Parallel keys have the same tonic ().

TEST YOURSELF

. c 1 . . Show answers
1. Write scales as indicated. Use appropriate accidentals (do not use key

signatures).

A major F minor (natural)
4 )
N O
[ fan Y 7
ANIV
D)
B minor (ascending melodic) G# minor (harmonic)
4 :
y ©):
(S 7
A3V
D)

. . . . Show answers
2. Given the name of a major or minor scale and a scale-degree number, write

the appropriate note.

F major: 4 F# minor: 6 G minor: 7 Ab major: 3 D minor: 6 E major: 5
(natural minor)  (harmonic minor) (ascending
melodic minor)

o)

P

N
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. . Show answers
3. Write key signatures for these keys.

B minor Eb major F minor E minor F# major D minor
)
)7 O
Y il O
[ £ Z
ANSV
oJ

. . Show answers
4. Name the two keys, one major and one minor, represented by each of these

key signatures. Use uppercase to indicate the major key, lowercase for
minor.

Know It? Show It!

Focus by working through the tutorials on:

* Major scales llM

o Writing minor scales lld

* Key signatures [l

* Relative and parallel keys lld

Learn with inQuizitive.

y Apply what you've learned to complete the assignments:

e Writing Major Scales

e Writing Minor scales

¢ Identifying Major Keys from Scale Degrees
¢ Identifying Minor Keys from Scale Degrees
e Writing Major Scale Degrees

e Writing Minor Scale Degrees

e Identifying Major Key Signatures

¢ Identifying Minor Key Signatures

e Writing Major Key Signatures

e Writing Minor Key Signatures

¢ Identifying Relative Keys

e Parallel Keys
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Intervals

Intervals measure the size and quality of the distance between notes.

Interval Size
Simple and Compound Intervals

Interval Quality
Major and minor intervals (seconds, thirds, sixths, sevenths)
Perfect intervals (unisons, fourths, fifths, octaves)
Interval inversion
Natural (white-key) intervals
Enharmonic intervals

Consonant and Dissonant Intervals

Intervals in a Key

INTERVAL SIZE

An interval is the distance between two tones. If the tones occur simultaneously, the interval
is a harmonic interval; if the tones occur one after the other, the interval is a melodic
interval. The size of an interval is the number of letter names it spans, counting either up or
down (including the first note in the count). To determine the size of an interval, ignore any
accidentals. Interval sizes are named using ordinal numbers (for example, an interval that
spans two steps is a second or 2nd).

21
SIZE NUMBER OF STEPS EXAMPLES
(LETTER NAMES) SPANNED
Unison ~ 1(C-C) Ao oo et i
\v_\.’ 11 11 11 | 1}
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2(C-D)

Second

3(C-D-B)

Third

4(C-D-E-P)

Fourth

5(C-D-E-F-6)

Fifth

6 (C-D-E-F-G-A)

Sixth

1(C-D-E-F-G-A-B)

Seventh

8 (C-D-E-F-G-A-B-0)

Octave
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SIMPLE AND COMPOUND INTERVALS

Intervals smaller than an octave are simple intervals. Intervals larger than an octave are
compound intervals; they contain a simple interval plus one or more octaves. You can
identify a compound interval as you do a simple interval, by counting the total number of
letter names it contains. Alternatively, compound intervals may be identified by the simple
interval they contain, ignoring any extra octaves. When adding an octave to a simple interval,
the arithmetic will look a little odd. For example, a second plus an octave is a ninth, not a

tenth.

SIMPLE NAME (STEPS) EXAMPLE COMPOUND NAME (STEPS) EXAMPLE

Second (2)

Third (3)

Fourth (4)

Fifth (5)

Sixth (6)

Seventh (7)

Ninth(3-2+8)

Tenth (10 -3+ 8)

Eleventh (11-= 4+ 8)

Twelfth (12-5+8)

Thirteenth (13 =6 + 8)

Fourteenth (14 = 7+ 8)
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~
2nd + 8ve
[a} 10%'
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[ Y
Do e
\_/
3rd + 8ve
11th

ﬂ

4th + 8ve
12th
h ./(-‘)
f—
y .t
[ fanY -
ANIV Ce
D) o
5th + 8ve
13th
I |/O‘-
)7 |
J o
6th + 8ve
14th
N |/|_O_
)7 A
Y -
[ fan ®
NV
J ©
7th + 8ve



INTERVAL QUALITY

MAJOR AND MINOR INTERVALS (SECONDS, THIRDS, SIXTHS, SEVENTHS)

Intervals of the same numerical size may vary in quality depending on how many semitones
they contain. Seconds, thirds, sixths, and sevenths are usually minor (smaller) or major
(larger) in quality. If a minor interval shrinks by a semitone, it becomes diminished; if a
major interval expands by semitone, it becomes augmented. Note that the same thing is true
of the equivalent compound intervals. For instance, a ninth (compound second) may be
diminished, minor, major, or augmented.

2.3
Comnusweo o L o i wnion 0| wowewes

smaller ¢ ) larger

We focus on seconds and thirds.

24

©

Seconds span two steps (between a The two notes of a second are written side by side,

line and the adjacent space). with any accidentals placed before both notes.

d2 = 0 semitones m2 = 1 semitone M2 = 2 semitones A2 = 3 semitones
Rare

Thirds span three steps (between two adjacent lines or spaces).

3 = 2 semitones m3 = 3 semitones M3 = 4 semitones A3 = 5 semitones
Rare

o,

PERFECT INTERVALS (UNISONS, FOURTHS, FIFTHS, OCTAVES)

Unisons, fourths, fifths, and octaves and their compounds are usually perfect (they may never
be minor or major). If they shrink by a semitone, they become diminished; if they expand by a
semitone, they become augmented.

25
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smaller ¢ ) larger

We focus on fourths and fifths.

26

©

Fourths span four steps.

Ja) [ |
)” A | [ PP H PO H IS ] H
NV O U O n _Uo O o A ® ) 11}
D] ﬁe T qﬂe n o

d4 = 4 semitones P4 = 5 semitones A4 = 6 semitones

Fifths span five steps.

| © . fo , " fo

o
1

P

o]

1] O
1

o]
AV )|
0

d5 = 6 semitones P5 = 7 semitones A5 = 8 semitones

INTERVAL INVERSION

If you divide an octave into two smaller intervals, the two intervals are related by inversion.

@B

o _ © ] mé6 7 8ve |-)n-|P4 -18ve
%): R/ 8ve i O i rO+tsc H
7 o~ = 1] Oy TIVID 1] by X 1
[ @ dll BV ) 1 11 PO = 1]
= IvVIZ
Qctave divided into M2 + m7 Qctave divided into M3 + mé Qctave divided into P5 + P4

To invert an interval, either shift the lower note up an octave, or the upper note down an
octave, so that the two notes reverse position.

N
o

®

[a) Py o
)’ 4 O — —» ) 11 > ) | 1 DT hnd Lk H
V il 1 O« > () 1 U « » 1O 1}
[ ) | | | | I Il 1}
ANIV4 RS ) 0 by a— 1 =1 O 1]
D) N m

m2 inverts to M7 Mé inverts to m3 P4 inverts to P5

When intervals are inverted, their size and quality change in predictable ways.

29

EFFECT OF INVERSION ON INTERVAL
SIZE (INTERVAL SIZES SUMTO 9)
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Unison «— inverts to—» Octave
Second «— inverts to—» Seventh

Third «—inverts to— Sixth

Fourth « inverts to— Fifth

EFFECT OF INVERSION ON
INTERVAL QUALITY
Major «— inverts to —» Minor

Augmented «— inverts to —» Diminished

Perfect «— inverts to —» Perfect

NATURAL (WHITE-KEY) INTERVALS

Knowing the natural qualities of intervals—written without accidentals, using only the white
keys on the piano—can be an efficient way to identify or write intervals of a particular
quality.

210
@ A Natural seconds
I‘\'l s Pat @ )
[ ) Py Par @) [ @ xd ~7
NV o« d) [ @ xud ~
g o9 o°
M M m M M M m
A Natural thirds
. P= (@) Q
[ ) > ) b4 [® ] ~
ANIV4 > ) 5 (@) ~
J © O
M m m M M m m
A Natural fourths
)’ A o> (@]
V > O ~ >
[ ) > [®] ~ Py [® ] ~
SV (@] ~7 Py (@ ] ~
J © O
P P P A P P P
A Natural fifths
7 P O o
V.t P O ~F >
[ ) o> (@] ~ > [® ] ~
ANIV4 ~ P (@ ] ~7
J o O
P P P P P P d
Natural sixths
o) S le)
)7 > O ~
p > (@] ~F >
N (@) ~F > (@) ~F
ANV O O ~7
J o O
M M m M M m m
A Natural sevenths N o o
)V i > O ~r
N o> (@] ~r >
[ fan ) ~ > (@] ~F
SV O [® ] ~r
J © O
M m m M m m m

Adding a sharp to the upper note of an interval, or a flat to the lower note, causes the
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interval to expand. Conversely, adding a flat to the upper note, or a sharp to the lower note,
causes the interval to contract.

211

D-F expandsto D-Fi or  DbF C-G contracts to C-Gb or C§G
(m3) (M3) (M3) (P5) (ds) (ds)

ENHARMONIC INTERVALS

Intervals of different sizes (spanning a different number of letter names) but that contain the
same number of semitones are enharmonic. For example, A6 and m7—one a sixth and the
other a seventh—both span 10 semitones.

212
.—"-ﬁ"-.ll“.
Fal
LIR
./
Enharmonic intervals include the same number of semitones but span a different number of scale steps.
0 4 b
7 . I T I . - e | -1 . n
y o f | — 52 n— L2 1 n | | il
(o1 | I & ) b i | o) ) il
NSV g 7 | 1 11 ae 1t 1l
o HCZ T 7 " '
Size and quality: A2 m3 M3 d4 ds A4 M6 dz A6 m?7
Semitones: 3 3 4 4 6 6 9 9 10 10
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CONSONANT AND DISSONANT INTERVALS

Music treats intervals as either consonant or dissonant. Consonant intervals are relatively
stable—they appear at beginnings and especially endings of phrases and pieces. Dissonant
intervals are relatively unstable: they propel the music forward.

213
CONSONANT INTERVALS DISSONANT INTERVALS PERFECT FOURTH
Perfect unisons, fifths, and octaves; Seconds and sevenths: all Consonant or dissonant,
major and minor thirds and sixths diminished depending on context

and augmented intervals

The consonant intervals are often further divided into perfect and imperfect
consonances. This distinction will be important later, because perfect consonances can be
approached only in certain ways (see Chapter 5).

214
PERFECT CONSONANCES IMPERFECT CONSONANCES
Perfect unisons, perfect fifths, perfect octaves Major and minor thirds and sixths

When two intervals are enharmonic, at least one is always dissonant.
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INTERVALS IN A KEY

In major keys, the intervals above the tonic are all major or perfect.

215
™ ~
©

—
N>
Q>
o
>

o\

This information can be useful in calculating the quality of intervals. Imagine that the lowest

note of an interval is the tonic of a major scale, and compare the upper note to the degrees of
the scale.

216
P . . 5 . . . .
k‘ﬂ‘ \ 1 2 3 4 5 6 " 7 8
I} to o h=d
— £ = Fo s o i i 1
o) © 7 1|
ANIV4 11}
D) Amai
-major scale ;
ds Meé m
3 —
— | — e —— P 1o
) A T L I DO I P A I | 11}
y . 1o 1 1 1 1|
[ a0 (@] | 1 (@] 1 O 1 O 11}
& 1 1 1 1
D)
Ch is a semitone lower Eb is a semitone lower F4 is 6 in A major, so Gl is a semitone lower
than 3 in A major, so than 5 in A major, so A-Ff is a M6. than 7 in A major, so
A-Cis am3. A-Ebis ads. A-Gisam?7.

All of the fifths in a major key are perfect, except for the fifth between 7 and 4, which is

diminished. (Similarly, all of the fourths are perfect except for the fourth between 4 and 7,
which is augmented.)

211

—
N>
(&)
NG
wr
ov
3’
—

The diminished fifth/augmented fourth between 7 and 4 plays a unique role in defining
the key. Each major scale includes only one diminished fifth/augmented fourth, and each
diminished fifth/augmented fourth is part of only one major scale. As a dissonance, it seeks
resolution to 1 and 3, two notes of the tonic triad (a topic for future chapters). The
diminished fifth/augmented fourth is sometimes called a tritone, because an augmented
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fourth contains three whole tones.

&,-I The tritone C-F# identifies G major. The tritone A-D# identifies E major.

C-F#/F§-C belongs only to G major. A-D#/D#-A belongs only to E major.
It occurs between 7 and 4. It occurs between 7 and 4.

In the natural minor scale, the intervals formed above the tonic are minor and perfect,
except for the major second between 1 and 2.

219
r’j:;"ﬂ. N A A n A A A
[ 1
D) 1 2 3 4 5 6 7
F )7 A
e’ —f
[ an)
A3V
D)

Because it uses the same collection of seven notes as the major scale, the natural minor
scale also contains six perfect fifths/perfect fourths and one diminished fifth/augmented
fourth (tritone). But the possibility of altering 6 and, especially, 7 in minor allows for the
creation of new intervals. Like the diminished fifth/augmented fourth in the major key, the
diminished seventh/augmented second between raised 7 and 6 is important in defining a
minor key.

2.20
N
(D)
o _..; d7/Az2 are formed between 7 and 6 in harmonic minor.
n 7 i 2 3 4 5 6 7 1
7 1|
A m 1
(es o [ @ N
V= = e o o o d
fo © © . A2
7

Each harmonic minor scale includes only one diminished seventh/augmented second,
and each diminished seventh/augmented second appears in only one minor scale. As a
dissonance, it seeks resolution to 1 and 5, two notes of the tonic triad (a topic for future
chapters).

2.21
N
Fal

q«h)
7

e’

64



Eb-F#/F#-Eb belongs only to G minor. It occurs C-D#/D#-C belongs only to E minor. It occurs

between 7 and 6 in the harmonic minor scale. between 7 and 6 in the harmonic minor scale.
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review and interact

The size of an interval is the number of letter names it spans, irrespective of accidentals.

Intervals smaller than an octave are simple intervals. Intervals larger than an octave are
compound intervals, because they contain a simple interval plus one or more octaves.

Seconds, thirds, sixths, sevenths, and their compounds may be diminished, minor, major,
or augmented.

Fourths, fifths, octaves, and their compounds may be diminished, perfect, or augmented.

Dividing the octave in two smaller parts produces two intervals related by inversion.
Intervals related by inversion have sizes that sum to 9 (like seconds and sevenths, thirds
and sixths, and fourths and fifths) and qualities that are related in predictable ways
(diminished becomes augmented and vice versa; minor becomes major and vice versa;
perfect remains perfect).

Enharmonic intervals contain the same number of semitones but have different names.

Major and minor thirds and sixths are consonant (imperfect consonances), as are perfect
fifths and octaves (perfect consonances). Seconds, sevenths, and all augmented and
diminished intervals are dissonant. The perfect fourth may be consonant or dissonant
depending on context.

Intervals may be calculated with reference either to the natural (white-key) intervals or
the major scale of which the interval’s lowest note is the tonic.

A major scale has only major and perfect intervals above the tonic. The diminished
fifth/augmented fourth uniquely defines a major scale.

A minor scale has mostly minor and perfect intervals above the tonic. The diminished
seventh/augmented second uniquely defines a harmonic minor scale.

Identify these intervals by numerical size and quality (d = diminished; m =

minor; M = major; P = perfect; A = augmented). If the interval is larger than
an octave (compound), give its simple size and quality.

Write the requested interval above the given note.
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[a)
[ fanY LL | (@] Py ~ DY
NV Pay e ) e L ~
M3 dz P5 P8 mé M7 P4 m7

3. Name the notes and the interval between these pairs of scale degrees in a major key
(ascending from the first to the second):
F major: 2—6
B|, major: 4-7
E major: 1-6

D major: 3-5

4. Name the notes and interval between these pairs of scale degrees in a minor key
(ascending from the first to the second):
G$ minor: 2-6 (natural minor)
B|, minor: 7—6 (harmonic minor)
D minor: 1-5

C# minor: 4-7 (harmonic minor)

5. Identify the major key that uniquely contains each of these diminished fifths/augmented
fourths.
C¢-G
D-A},
D-G¢
G-D},

6. Identify the minor key whose harmonic minor scale uniquely contains each of these
diminished sevenths/augmented seconds.
EL-F§
B,-C#
A$-G
D$-C

Know It? Show It!

Focus by working through the tutorials on:

« Interval basics [l
* Recognizing intervals lld
o Writing simple intervals [lM

Learn with inQuizitive.
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&) Apply what you've learned to complete the assignments:

e Identifying Interval Size

e Writing Intervals

e Inverting Intervals

¢ Identifying Enharmonic Intervals
e Identifying Intervals in a Key
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Triads and Seventh Chords

Triads and seventh chords are the basic harmonies of most Western
music.

Triads
Triad construction
Triad qualities
Natural (white-key) triads
Triads in inversion

Triads in Major and Minor Keys
Roman numerals

Roman numerals and inversions

Seventh Chords
Seventh-chord construction
Seventh-chord qualities
Natural (white-key) seventh chords
Seventh chords in inversion

Seventh Chords in Major and Minor Keys
Roman numerals and inversions

TRIADS

TRIAD CONSTRUCTION

A triad consists of three different pitches: a fifth divided into two thirds, or two thirds
stacked to make a fifth. Triads can appear on three consecutive lines or spaces on the staff.
When a triad is stacked in thirds, the lowest note is the root, the middle note is the third, and
the highest note is the fifth.

31
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i

Fifth _
Root -

TRIAD QUALITIES

Triads are classified by quality: depending on the qualities of the thirds and fifths they
contain, triads may be diminished, minor, major, or augmented. You can refer to a triad by
its name and quality, for example, C$-major triad or D-minor triad.

3.2

©

Diminished triad Minor triad Major triad Augmented triad

Chord symbols identify the root and quality of a triad. Diminished triads are indicated with a degree
symbol (°) after the root, minor triads with a lowercase m, and augmented triads with a plus sign (*).

Major triads are indicated with just their root.

NATURAL (WHITE-KEY) TRIADS

Knowing the natural triads—without accidentals—can be helpful in identifying triad quality.

L
w

Every triad uses one of those seven groups of letter names: CEG, DFA, EGB, FAC, GBD,
ACE, BDF. To spell a triad, start with a white-key triad and, if necessary, add an accidental to
match the root requested. Then check the intervals of the triad, adding accidentals as needed
for the proper quality of the third and the fifth.

w
o~

m F

% Some triads that use the letters DFA % Some triads that use the letters FAC
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TRIADS IN INVERSION

Triads can be arranged in a variety of ways, from three notes played with one hand at the
piano to being spread out over an entire orchestra. However they are arranged, the lowest-
sounding note of a triad is called the bass; any one of a triad’s three notes can sound in the
bass. The bass note of a triad determines its position. When the root of a triad is in the bass,
the triad is in root position. When the third of a triad is in the bass, the triad is in first
inversion. When the fifth of a triad is in the bass, the triad is in second inversion. It does not

matter which notes are on the top or in the middle of the chord: the position is determined
solely by the bass.

‘e
i)
E-major triad in three positions F-minor triad in three positions
— f\ | | ; 0N I ,l
i I I f — T <
y o = = 1 y, —— I !
(5= & o (e | ,12)
5> 38 A\ o f
DI g g D) ]9 ]9 I
m o Lo =
&): N2 f —— PE I
Co—) T I Co— I I
— | ' — | |
~ S » » . -~ ~
Root First Second Root First Second
position inversion inversion position inversion inversion
Root in bass Third in bass Fifth in bass Root in bass Third in bass Fifth in bass

Triad positions are commonly labeled with a stack of two Arabic numbers, or a figure: 3
= root position; g = first inversion; 2 = second inversion. These numbers correspond to the
intervals formed above the lowest-sounding note.
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Arabic numbers indicate the position of the triad:
= root position

= first inversion

LoV WOW WU

= second inversion
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TRIADS IN MAJOR AND MINOR KEYS

ROMAN NUMERALS

Within a major or minor key, Roman numerals—corresponding to the root—identify triads.
Major triads are indicated with uppercase Roman numerals; lowercase Roman numerals
indicate minor triads; and lowercase Roman numerals followed by a degree symbol (°)
indicate diminished triads. (Augmented triads require accidentals and occur only under
special, rare conditions.)

37

©

and one diminished triad (vii®).

Tonic Supertonic Mediant Subdominant ~ Dominant Submediant Leading Tone
I I I I P=Y I Q I 8 I
o 24 =
C major: 1 ii iii I\ \% vi vii®

In every minor key, there are three major triads (III, VI, VII), three minor triads (i, iv, v),
and one diminished triad (ii®).

Tonic Supertonic Mediant Subdominant ~ Dominant Submediant Subtonic

ii© I iv v VI VII

In minor keys, the dominant and subtonic harmonies usually include raised 7 from the
harmonic minor scale, creating a leading tone (a semitone below the tonic). (The raised 7 is
not ordinarily used in the III triad.)

38

©

When 7 is raised from subtonic to leading tone (as in the harmonic minor scale), v becomes V and
VII becomes vii®.

C minor: v A\ VII  vii®

ROMAN NUMERALS AND INVERSIONS
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A Roman numeral can be combined with a figure that consists of Arabic numbers to show
the root, quality, and position of a triad.

For triads in root position, the figure is usually omitted. A
Roman numeral without any figure is interpreted to mean 3.
o) o
i T T T T S T e) T 8 n
D) RS2 O e
B=1 ii3 =i iii3 = iii Vi=1v V3=V vi3=vi vii®3 = vii®
For triads in first inversion, $ is usually abbreviated to 6.
o o b= o
©
&) 8 1 (e 1 S 1 1 1 1 1l
) S
=16 ii§ = ii6 iii§ = iii IV§=1vsé V§=vs vi§ = vi6 vii®§= vii®6

For triads in second inversion, § appears with the Roman

numeral and is not abbreviated.
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SEVENTH CHORDS

SEVENTH-CHORD CONSTRUCTION

A seventh chord can be understood as either a triad plus a seventh over its root or a triad
with an additional third stacked on top of its fifth. Seventh chords can be written on four
consecutive staff lines or four consecutive spaces. When a seventh chord is stacked in thirds,
the lowest note is called the root, followed by the third, the fifth, and the seventh.

310
' Seventh
i) .

# Fifth —— =S¢

»
Triad'—* "\ Root

SEVENTH-CHORD QUALITIES

Like triads, seventh chords are classified by quality. Depending on the qualities of the triads
and sevenths they contain, seventh chords may be fully diminished (diminished triad +
diminished seventh), half-diminished (diminished triad + minor seventh), minor (minor
triad + minor seventh), dominant (major triad + minor seventh), or major (major triad +
major seventh). As with triads, you can refer to a seventh chord by its root and quality.

3

™
1 p

Fully diminished Half-diminished Minor Dominant Major

Chord symbols: °7 = fully diminished; #7 = half-diminished;

m7 = minor seventh; 7 = dominant; maj” = major seventh

NATURAL (WHITE-KEY) SEVENTH CHORDS

Knowing the qualities of natural seventh chords—without accidentals—can be helpful in
identifying seventh-chord quality.

312
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Major Minor Minor Major Dominant Minor Half-Diminished

Every seventh chord uses one of those seven groups of letter names: CEGB, DFAC,
EGBD, FACE, GBDF, ACEG, BDFA. To spell a seventh chord, start with a white-key seventh
chord and, if necessary, add an accidental to match the root requested. Then check the
intervals of the seventh chord, adding accidentals as needed for the proper quality of third,
fifth, and seventh.

313

&

Dm? Fmaj?

Some seventh chords that use the Some seventh chords that use the
% letters DFAC 0 letters FACE

SEVENTH CHORDS IN INVERSION

Like triads, seventh chords can appear in inversion as well as root position; any of the four
notes of a seventh chord can sound in the bass. A figure (stack of three Arabic numbers) is

. . . . 7 .. 6 . . . 6 . . 6
used to identify these inversions: 5= root position; 2= first inversion; 4= second inversion; 4=

third inversion.

314
™
1 :f’
Root position First inversion Second inversion Third inversion
Bass = root (D) Bass = third (F§) Bass = fifth (A) Bass = seventh (C)
o) b o TE =4
Y] o t
7 6 6 6
5 5 4 4
3 3 3 2
Abbreviation =7 Abbreviation = § Abbreviation = § Abbreviation = % or 2
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SEVENTH CHORDS IN MAJOR AND MINOR KEYS

ROMAN NUMERALS AND INVERSIONS

For seventh chords as for triads, a combination of a Roman numeral and a figure indicates
the root, quality, and position (although there is no longer any typographical distinction

between major seventh chords and dominant seventh chords). Seventh chords built on 2,45,

and 7 are more common than those on 1, 3, or 6.

315

©

In every major key, ii7 is minor, IV7 is major, V7 is dominant, and vii?7 is half-diminished.

L
(ep]

©)

76

[a} O <

i I (0] I S I =4 |
7o (0] I < I < I QL i
{es @] I @] I < I o i
&) (@] 1 (o] 1 LS4 1 i
) (o]
C major:  ii7 V7 % Vii?7

fa) Py

i S I I LS/ I 1|
ANSPA S 1 1 1 a3 i
D) 6 6 6 O 6
C major:  iis V5 Vs vii?s

[a) S

) =4 I I I S |
y .8 (0,4 I I S I LS/=y i
{es O I O I O I O i
D 1 p=~e 1 O 1 O i
Ol 4 S, o 4
C major: i3 V3 V3 viiZ3

[a} < S

i o4 I I S I S |
A OO I (o) I Q I 1S4 i
(es I (o) I LS/= I o i
D 1 O 1 e 4 1 i
o o
C P 4 _ 2 4 _ny o o

major:  iiz =ii IV; =1V V2=V viiZ; = Vil



In every minor key, ii?7 is half-diminished, and iv7 is minor. The seventh chords on 5and 7 usually use the raised 7,

the leading tone, from the harmonic minor scale; thus V7 is dominant, and vii®7 is fully diminished.

N | S b=4
Y10 T (@) T =4 T =4 n
‘\vs\“ ; 0“ |I o“ |I 'Ui 3 |I i |I |I
Y] O
C minor: ii?7 iv7 V7 vii®7
N | ~ e
1D = T [ =4 T S T " n
‘\JIE‘“ ; 0H |I 8 |I i |I S |I |I
D) 6 6 il
C minor: uﬁg ivs Vs Vii®s
N| o
)7 b4 T T . T =Y |
‘\yi“ ; O |I So |I e =4 |I S |I |I
O 4 S, e
C minor: ii?3 iv3 V3 Viio}
N| b=d o
‘\y:\: ' E |I n()H |I ire =4 |I T O |I |I
) e
inor: 174 = iig2 ivl = iv2 4-v2 4 = viioz
C minor: 1123 = ii vz = iv V2=V vii®; = vii
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review and interact

POINTS FOR REVIEW

* Depending on the qualities of the thirds and fifths they contain, triads may be
diminished, minor, major, or augmented.

* Triads may appear in three positions: root position (3, root in bass), first inversion (§,

third in bass), or second inversion (§, fifth in bass).

* Roman numerals combined with figures (stacks of Arabic numbers) identify the root (as a
scale degree in a major or minor scale), quality, and inversion of a triad or seventh chord.

* In minor keys, % is usually raised in the V and vii® triads and seventh chords.

* Depending on the qualities of the triads and sevenths they contain, seventh chords may
be fully diminished, half-diminished, minor, dominant, or major.

» Seventh chords may appear in four positions: root position (7, root in bass), first
inversion (¢, third in bass), second inversion (4, fifth in bass), or third inversion (§ or 2,

seventh in bass).

TEST YOURSELF

Show answers

1. Identify each triad with its root and quality.

. . . .. Show answers
2. Write each triad in root position.

N

Ebm A° Bb* G#m A

Show answers

3. Identify each seventh chord with its root and quality.

. . .. Show answers
4. Write each seventh chord in root position.
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)
et O

F#m?7 Abmaj7 Bo7 F27 Eb7

. . . . . Show answers
5. Use a Roman numeral with a figure to identify each triad or seventh chord

in the key indicated.

D minor: Bb major: F minor: E major: Eb major:

. . . .. ) Show answers
6. Write each triad or seventh chord in the key indicated. Use accidentals

rather than key signatures.

[a)
(s
A3V

D)

C minor: ii% D major: V7 Eb major: IV G minor: V3 A major: I6

A

Know It? Show It!

@ Focus by working through the tutorials on:

o Triad Qualities llM

e Triad Inversions llM

« Seventh Chord Qualities lM

« Seventh Chord Inversions lld
« Finding Chords in the Key llM

Learn with inQuizitive.

@ Apply what you've learned to complete the assignments:

e Identifying Triad Quality

e Writing Triads

e Triad Inversions

e Triads in Major and Minor Keys

e Identifying Seventh-Chord qualites
e Seventh Chords by Root and Quality
¢ Seventh-Chord Inversions
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Overview of Harmony and
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Four-Part Harmony

The conventions of four-part harmony are useful for understanding tonal
music.

Writing Chords in Four Parts

Formats for Writing Four-Part Harmony
SATB format
Keyboard format

Realizing Roman Numerals in Four-Part Harmony
Determining the correct notes
Doubling
Tendency tones (leading tones and chordal dissonance)

Realizing Figured Bass
Determining the correct notes
Abbreviated figures
Accidentals in figured bass

WRITING CHORDS IN FOUR PARTS

Tonal music often is discussed in relation to four-part harmony. In four-part harmony, each
chord uses four notes, with the same basic rhythm in all four parts, as in a typical hymn.

41 From The Chorale Book for England @

N 4 , , | | | | |

A standard four-part harmony
setting includes four notes in
each chord. All four voices

share the same basic rhythm.
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Four-part harmony is useful as a model for harmonic practices found in settings that are
more elaborate as well, and forms the basis of most traditional exercises in tonal harmony.
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FORMATS FOR WRITING FOUR-PART HARMONY

Four-part writing is traditionally studied in either of two formats: SATB (chorale) format and
keyboard format.

SATB FORMAT

Four-part harmony is typically notated in SATB (or chorale) format, for a vocal choir
consisting of a soprano, alto, tenor, and bass. In SATB format, the soprano and alto parts are
written on the treble staff and the tenor and bass parts on the bass staff. On each staff, the
upper part (soprano or tenor) is written with stems up and the lower part (alto or bass) with
stems down.

42

©

0 Good Soprano and tenor are 0 Poor No matter how high or low the notes are,
o always stemmed upward; alto and o soprano and tenor should never be stemmed down-
bass are always stemmed downward. ward; alto and bass should never be stemmed upward.
) 4 ! ;
Soprano I | | o | 1 ! t
|
Alto 77 - Eﬂ:f F_f e
i -
J | e e | J
Tenor > g — = J >
Bass = o — = —
I I | I r I

0 Poor No matter how high the notes are, the tenor
" voice should not be written in treble clef: no matter how
low, the alto voice should not be written in bass clef.

Range Each voice in SATB writing remains within a specified range, so that the notes are
not too high or too low to be sung comfortably by singers in a standard choir.

4.3

©
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Soprano Alto Tenor Bass

©
Q — 1] 9 P II g)- 1} ‘) 1}
.4 H . 1}
S H S H 7 1}
SV 11 ANIV4 11 11} 11}
J o D)) =Y

Each voice should stay in its proper range.

, 2 2

" e
t5>— I Y.
& i e 1 [

J U

é é ): Poor  The soprano, alto, and bass go out of range: the
) soprano and alto are too high and the bass is too low.
75
v ‘...'

9
il

Spacing Every chord should have a proper spacing; the notes of adjacent upper parts
(soprano + alto; alto + tenor) should never be more than an octave apart. The tenor and bass
can be more than an octave apart.

44

0 Good Pitches are within proper range; and alto ) Poor Pitches of the alto and tenor are more than

and soprano are always within an octave of each "7 an octave apart in the first chord, as are the pitches
other, as are tenor and alto. of the soprano and alto in the second chord.
o J o J 4
17— 17 I ——
y ="y AL
(1o = (o>
— e S
o I [ J I -
4 4 1
75 7 5 77
|28 18 T
I

i i

Voice Crossing Two voices may sing the same note in unison, but in basic four-part
harmony exercises you should avoid voice crossing, in which a voice descends below the
next lowest voice, or ascends above the next highest voice. The tenor, for example, should
not go higher than the alto part or lower than the bass.

45

™
1 p
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Alto and soprano sing the same pitch ): Poor Voice crossing: the last two notes in the

(notated with two side-by-side whole notes). alto are lower than the last two notes in the tenor.
n ! \ \ [a) -
7 V7 | T =
A y . ~— I <
(52— P ;
OO ANSHZ 2] L | >
J ]9 r il

0/ 419

oo

TR —
TN [N (e

J J

Bass and tenor sing the same pitch : Poor Voice crossing: the tenor G

(notated with double stems on the note C). "7 islower than the bass C.

KEYBOARD FORMAT

In addition to SATB format, four-part harmony can also be notated in keyboard format,
with one note in the left hand (bass clef) against three in the right hand (treble clef). As long
as the three treble-clef voices have the same rhythm, they are notated on a single stem, with
the stem direction up or down depending on whether most of the notes are above or below
the middle of the staff. Although notated for performance on a piano or other keyboard
instrument, the four notes of each chord in keyboard format are nonetheless regarded as
distinct voices that often are referred to as soprano, alto, tenor, and bass. Thus when two of
the upper voices are on the same pitch, the notehead may be written twice.

46
N
Fal
4 b
g In the second chord, both soprano and alto are on E.
Soprano
Alto
Keyboard notation: one voice is in Tenor

bass clef, three voices are in treble. |

0 | >
Bass iﬁgﬁl =

TTe

When an interval of a second appears within a chord, one of the notes is written on the
side of the stem opposite the others; the upper note of the second is always placed on the
right side of the stem.

47
N
Fal
q«h)
7

e’
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0 Good Because of the harmonic second 0 Poor G and F are crammed

between G and F, G is on the opposite side " together, making them hard
of the stem from F and B. to read.
0 0
") ¥
y i y o
(& (e
& &
D) D]
< ——
~—F ~ =
I I
C: Vi Cc: Vi

If one of the upper voices has a rhythm different from the others within the same chord,
it is stemmed separately and in the opposite direction.

J

4.8
0 Good On beats 1 and 2, the alto has two quarter 0 Poor Different rthythms are stemmed together,

" notes while the soprano and tenor each have a """ which is visually confusing and even ambiguous. On
half note; these rhythms are stemmed in opposite the third beat it is unclear which are quarter notes
directions. and which are eighths.

0 ~ P R e T
y .o o) K
S I F

)} Good On beat 3, the soprano has two eighth notes
while the alto and tenor each have a quarter note; these
different rhythms are stemmed in opposite directions.

Spacing In standard keyboard format, spacing is the main constraint: the upper three voices
(soprano, alto, and tenor) are placed within an octave so that they can be comfortably played
by the right hand alone.

49

@

) Good The top three voices €% Poor The tenor and soprano voices

are spaced within an octave. “*" are more than an octave apart.
0 0 a7
7 i 7=
y - ) y - )
{5 {5 ©
& =2 4 A3V
J D) < z
s I s I
) i ) i
. ) i . V) i
=i =
= =

Inversions A chord’s inversion is always determined by its lowest note, not by the lowest
note in the treble part. Keep this in mind when writing for keyboard, where the lowest note
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of the right hand is not the same as the lowest note of the chord.

N #
)7 -3
y S C)
fes—C
ANSY =
D)
or, 77
O 2V Y 7
7 f
T — =
D: ii6 i

The lowest note of this chord is E (not G),

The lowest note of this chord is G (not E),
thus the chord is in root position.

thus the chord is in first inversion.

87



REALIZING ROMAN NUMERALS IN FOUR-PART HARMONY

DETERMINING THE CORRECT NOTES

In studying four-part harmony, you often are asked to realize a series of Roman numerals—
that is, to compose a passage based on indicated chords. Each chord should use the notes
indicated by the Roman numeral, with the correct bass determined by the inversion of the
chord.

41
@ Task: Realize these Roman numerals in the key of C: I-V-1.

Good realization Poor realization

A
i ! | , |
. ] i I Co——— f i
g | f i . ] !
Ve ——
& ; 11‘['
C: 1 Voo C:il v
0 Good  The notes—as indicated by ¥§. Poor D does not &% Poor Wrong note in bass: the
" the Roman numerals—are correct. " belong in the I chord. " bass of V should be G, not B.

In minor keys, 7 is most often raised to create a leading tone, so that the triad on 5 is V
(major rather than minor). Depending on the key signature, this requires a natural, sharp, or
double sharp.

412

©

Poor 7 should be raised in a

O Good 7 is raised to become a leading tone within a minor key. minor key (F§ instead of Fk).
- 0 L1 pa™ o RN n I 2
e — — SEne
(oS> = (s> D {es—t—"1 {es™> =
NSV NSV D 7 = NSV
D) D) D) D)
, , | W .
)y b— i o)y — | B O I e — )y b— i
i >— i i ) I 7 A . 3V I i ~— I
R S e s
Gmin.: V i Fmin.: V i Gimin: V i G min.: V i
In G minor, F is In F minor, Eb is In G§ minor, Fis
raised to Ff. raised to EH. raised to F<.
DOUBLING

When three notes of a triad are distributed among four voices, one of the notes must be
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doubled—that is, it appears in two different voices (regardless of octave) at the same time.
Since seventh chords have four different notes, they do not require any doubling.

413

™
1 p

Doubled bass of root position

;1

5\.
- 1
C: 1 6 V7o
Doubled bass of first inversion No doubling in seventh chord

It is preferable to double the bass of root-position and second-inversion triads. In first-
inversion triads, you can usually double any note.

414
@ Task: Write a IV chord in E major. Since IV in E has the notes A-C§-E (with A in the

¥ ¥ 'bass), some possible answers are:

or or etc.

| N 18 N

2N
SN N

E: IV

The note A (the bass of the chord) is doubled; there are two A’s in each chord.

415

™
1 p

Task: Write a i6 chord in F minor. Some possible answers are:
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(1 0 R
T ~ NN

or or etc.
r~a O - T T
Jel D by [ [
L [
P b i [ J
Fmin.: i6 i6 i6

Note: in a first-inversion chord, usually any note (root, third, or fifth) may be doubled.

TENDENCY TONES (LEADING TONES AND CHORDAL DISSONANCE)

In four-part harmony, you should never double tendency tones, that is, notes that need to
move stepwise either up or down. Doubling such tones leads to part-writing errors (see
Chapter 5). One such tendency tone is the leading tone: because it has a strong tendency to
move up by step, it should not be doubled.

416
@ In Ab major, the leading tone (7) is G. Since it is a tendency tone, it may not be doubled.
N1 1 | | N1 1 |
Y Dk ] | Y Db ]
A [V () = A [V ()
(> S (s>
D) P F o P
o J
b Z b z
7 5P 7 5P
| ) |() vV D |()
Ab: 1 v Ab: 1 \Y%
0 Good The leading tone is not doubled. Poor The leading tone is doubled.

Another type of tendency tone is a chordal dissonance, which is a dissonant member of
a chord, such as the seventh of a seventh chord. A chordal dissonance has a strong tendency
to resolve down by step, and thus may not be doubled.

41

©
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C is the seventh of V7 in G major. Since it is a

o O tendency tone, it should not be doubled.
GV
A4 | | n# | |
p- T —t 1
# M (o2 © () ©
NSV o 1) D o 1)
D) [ | o D)} [ [ ©
4 4~ o
~ (@) o
i = i =
~ © ! ©
G I V7 I G 1 V7 I

O Good The chordal seventh is not doubled. Poor The chordal seventh is doubled.
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REALIZING FIGURED BASS

DETERMINING THE CORRECT NOTES

In addition to Roman numerals, you will often be asked to realize chord progressions from a
figured bass. Figured bass uses numerals to designate the upper notes of chords by indicating
the intervals above the bass notes. Thus, for instance, the figure § indicates the upper notes of
the chord should be a fifth and a third (or their compound equivalents) above the bass. When
you see an accidental preceding a figure, alter the note as indicated. The rules for doubling
are the same in realizing a figured bass as they are for realizing Roman numerals.

In this key, 5 above Eb is Bb, and 3 above Eb is G.
Though 5 is the top note of the figure, the 5 above
the bass (Bb) does not have to be the highest note of
the chord.

The bass is doubled in root position.

419
g":"\,ﬁ Task: Realize this figured bass in keyboard format.

@,

Some possible answers are:

0 #
7
& z
\;')V I 6 above G is E, and 3 above G is B. These notes can
3 ¥ o etc. appear in any register. Because the chord is in first
% % |3 inversion, any note can be doubled.
1 i
6 6 6
3 3 3

As you saw in Chapter 3, these figures may also designate chord inversions. Thus in
most cases you can find the notes of a chord by using the figured bass to determine the
inversion.

4.20

g":"\,ﬁ Task: Realize this figured bass in keyboard format, determining the notes by using
l\i _:j chord inversion.
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Some possible answers are:

[al)
Y 1L
E (1) § = first-inversion triad; (2) there- @ —H E
fore the bass G is the third of the D) & [
6
3

tc.
4 chord, and E must be the root; (3) 4 or et

thus the notes of chord are E-G-B. ,i' E TEJ_ !

wo [T

Notice that both of the methods described above for finding the notes of figured bass
produce the same results. However, it is not always possible to realize a figured bass by first
finding the root of the chord. Especially with more-complex figures, the chord may need to
be determined by the intervals above the bass.

ABBREVIATED FIGURES

As you saw in Chapter 3, the most common figures are abbreviated. You should memorize
these abbreviations. The most common figured bass abbreviations are given below (others
are discussed in Chapter 3 and later chapters).

421

FIGURE ABBREVIATION . . . STANDS FOR . ... WHICH INDICATES ...

(no figure) 2 5and 3 above bass (root-position triad)

6 g 6 and 3 above bass (triad i first inversion)

7 g 1,5, and 3 above hass (root-position

3 seventh chord)
422
@ This figured bass: is an abbreviated form of this:
! | ! |
idl—il ia (@) i‘l_il i() (@)

6 7

(SNle Y
o
o
SNV ]

ACCIDENTALS IN FIGURED BASS

An accidental alone, with no number following it, applies to the third above the bass.

423
FIGURE ABBREVIATION . . . STANDS FOR . ... WHICH INDICATES .. .
# #g 5 and #3 above bass
2
b b3 5and |,3 above bass
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6 6
; 83 6 and #3 above bass
7 7
: hg 1,5, and §3 above bass
4.24
@ This figured bass: is an abbreviated form of this:
T — T —
TP e T = 7 —F =
g 6 7 : s 6 7 s
¢ B3 3 PE]
4.25

@ Task: Realize the figured bass in keyboard format.

Some possible answers are:

B e B
iy

3 or etc.

94

7
(1) 7 is an abbreviated form of ;3; (2) thus notes
in the chord above D are C, A, and F§.



review and interact

Four-part harmony exercises are traditionally notated in either SATB or keyboard
format; strict guidelines govern each of these formats.

Parts written in SATB format should be singable, with the notes for each of the voices
(soprano, alto, tenor, bass) lying within an appropriate range.

In SATB format, the notes of the soprano and alto should be within an octave of each
other, as should notes of the tenor and alto.

In keyboard format, the top three notes should fall within an octave (the tenor and
soprano should not be more than an octave apart).

A note is doubled if it appears in two different voices. In root-position and second-
inversion chords, double the bass. In first-inversion chords, any note may usually be
doubled. In seventh chords, no doubling is needed.

Tendency tones—such as leading tones and chordal dissonances—may not be doubled.

In minor keys, the seventh scale degree (%) is usually raised by a half step (with a sharp,
natural, or double sharp) so as to create a leading tone.

Roman numerals indicate the root of the chord, with figures further indicating the
chord’s inversion; figured bass indicates the intervals that appear above a given bass note.

Often figured bass symbols are abbreviated.

The following questions refer to the SATB chord below:
Which voice is too high?
Which pair of voices are too far apart?
Which notes are stemmed incorrectly?
Which note is doubled: root, third, or fifth?
Assume that this key is B}, major. Label the chord with the appropriate Roman numeral

and figures to indicate its inversion.

&=

Which of these figured bass realizations (a—e) are correct?
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Show answers

e
ES¥
Ly

LY
1.

m==
=o T
=TT
=T

3. Which of these chords are written correctly?
Show answers

-~ ||| [N
TS

F# minor: V

Know It? Show It!

@ Focus by working through the tutorials on:

e Chords on the grand staff: SATB (chorale) format [ ]
e Chords on the grand staff: Keyboard format lM

* Realizing Roman numerals l4

* Realizing figured bass M

Learn with inQuizitive.

f y Apply what you've learned to complete the assignments:

¢ Identifying Chords and Doublings

¢ Leading Tones and Chordal Sevenths

¢ Notation in SATB and Keyboard Formats
¢ Realizing Roman Numerals

¢ Realizing Figured Bass
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Voice Leading

Successions of notes, intervals, and chords in tonal music follow
conventional guidelines.

Moving between Harmonies (Voice Leading)
Harmonic progression

Steps and leaps

Kinds of Motion
Motion between intervals

Motion between pairs of intervals in four-part harmony

Voice Leading in Four-Part Harmony
Parallel octaves and fifths
The leading tone
Chordal sevenths

Approaching perfect intervals in similar motion

MOVING BETWEEN HARMONIES (VOICE LEADING)

HARMONIC PROGRESSION

In tonal music, a chord is understood to move to the one that follows, so that a series of
chords form a harmonic progression or chord progression. When one chord moves to
another, each note in the first chord moves to a note in the next. In four-part harmony, this
creates four separate melodic lines, called voices.

ol

©
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Soprano: C—C ——> B —>C

Alto: G—A——G—>G Chords don’t simply succeed one another: each chord progresses
’1:1’101” E—F———D—E to the next, with each of the four voices forming a separate
- melodic line.

{5 &
A\S)
D]

| |

) HPr R I ca—

i — ) i | z

Bass: C_—F—>G——.C < Roman numerals identify the harmonic progression: I-IV-V-1.
I >V >V >

The manner in which one chord, note, or interval moves to the next is called voice leading.
The guidelines for voice leading in four-part harmony exercises—discussed here and in
subsequent chapters—help develop sensitivity to standard harmonic procedures of tonal
music. Naturally, these guidelines tend to be somewhat stricter than actual musical practice,
where the specific artistic contexts often give rise to exceptions (or seeming exceptions) to
these rules.

STEPS AND LEAPS

In four-part harmony, the three upper voices (soprano, alto, and tenor) should move
smoothly, mostly with small melodic intervals. Usually, upper voices either stay on the same
note or move by step or third, and they never use leaps greater than a sixth. The bass line, on
the other hand, frequently uses melodic leaps.

52
i
O Good Upper voices move smoothly,

mostly repeating notes, moving by Poor Too many leaps of a fourth or

step, or leaping by third. larger in the upper voices.

9@

O

O Good Leaps in the bass are okay, as ): Poor Tenor and alto both have

are occasional leaps of up to a sixth in " leaps larger than a sixth.

the upper voices.

5.3 The Chorale Book for England, no. 105 @

®

98



0 4 . [ [
Y & ) | | = ] | . .
y O S——— 2 — E— O Good The bass voice contains
S G727 — e ]
y) f | | f P Ia O many melodic leaps, but the
J A_ melodic lines in the upper voices
by - al Gl al — use mostly steps, repeated notes,
7% | = | b4 . .
Z "9 1 " 2] = and skips of a third.
I

10

—F

When a chord repeats or is sustained, on the other hand, melodic leaps in one or more of the
upper voices are not a problem. These leaps are called chord skips.

chord changes, upper
voices move smoothly

0 Good Within chords that

repeat or are sustained, large

melodic leaps in upper voices

(chord skips) are okay.

chord repeats, upper voice leaps
upper voices leap  while chord is sustained

55 J. S. Bach, Chorale 270 (=) J.S. Bach, Chorale 222 (=)

n chord skips in
ya | soprano and alto
D = A
Jo  zZ f 04 J |
o~ T 1
]9 chord SklpS ‘lg |’:
T4
Lk
y——= 4= ) < |
~ O )a—— - |
===
A minor: ivé A\ GV I

Leaps between chord tones within the same harmony are known as a chord skips.

Although melodic leaps are common in the bass, even there you should avoid leaps
greater than an octave or leaps of a seventh. Furthermore, melodic augmented intervals
(including the augmented second) should not appear in any voice.

5.6

©
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Ab to Bf = augmented 2nd
N | |

gy | (633 3

melodic leap of a seventh

| |
r~ | > I r~ Ca—

hf O I ) .
e — |
melodic leap greater than an octave

| JRER

Poor Avoid melodic Q Poor Avoid leaps of a seventh and
" augmented intervals in " leaps greater than an octave in any voice,
any voice. including the bass.

In all voices, you should also avoid approaching a leading tone with an ascending melodic
leap of more than a third.

5.1
0 | | |
———— ;
ﬁ : Poor  Avoid upward leaps
J | ’ .
B = leading tone larger than a third to the
0 ! _,.r""@ P leading tone.
5 . — | !
'(large leap up)
C: 1 ii Ve I
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KINDS OF MOTION

MOTION BETWEEN INTERVALS

Instead of thinking about all four voices at once, it can be helpful to think about them in
pairs, like soprano + alto, or soprano + bass. For each pair of voices, you should think about
the intervals formed and how these intervals are approached. Each interval may be
approached in one of five different ways:

1. Contrary motion: one voice moves up and the other moves down.

2. Parallel motion: the two voices move in same direction and the same distance.

3. Similar motion: the voices move in the same direction but different distances.

4. Oblique motion: one voice remains on the same note while the other moves up or

down.

5. Stationary motion: both voices remain on the same note.

58
()
e

Intervals approached in parallel motion: the interval
Intervals approached in contrary motion size between the voices remains the same

fa) ! | | ! fa) | | !
3 6 6 3 5 5 3 3

This interval is approached

in oblique motion—one

voice remains on the This interval is approached
same note while the other in stationary motion—
Intervals approached in similar motion moves up or down. neither voice moves.

0| | | | 0| | 0| |
b—7 | —— | &=——— t—z—
&——————
J | ! [ [ D)
6 3 5 6 5 6 5 5

Note that in parallel motion the interval size stays the same, but the interval quality
might change. Thus, for instance, a minor third may move in parallel motion to a major

2
=
Q.

Ffr_)\:!
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Top voice ascends by minor second fromEto F . . . and
bottom voice ascends by major second from CtoD . ..

S= ! "
3 3

... nevertheless, both voices move up by The first interval (C-E) is a major third; the

second (D-F) is a minor third. The interval

size stays the same but the quality changes.

a second and thus in paralle]l motion.

MOTION BETWEEN PAIRS OF INTERVALS IN FOUR-PART HARMONY

The voice leading from one chord to another in four-part harmony can be understood as
involving a number of simultaneous motions between pairs of voices.

510

The soprano and
alto approach a fifth
in oblique motion.

The soprano and
bass approach a fifth

The alto and bass
approach an octave
in oblique motion.

In this chord

progression: in contrary motion.

_n | | _n | | | | [ .
)74 T — )” A T — - 0 — 5 -  — 5 A& -
.1 Y .4 = = | g
S [ fan Y
ANS VA e N ANS VA e N = =4 =4 P
ol ! 'J |6 |5 3 3 3 5 |5 |6 |5 |8 8 3
e 4 4 4
: & : ~ 2% : 2% 22
7 2 T 7 - 2 T 7 T 7 T
I I I I I I I ll|
~ I ~ I I .

The soprano and The tenor and alto The bass and tenor

approach a third in
contrary motion.

tenor approach a third
in parallel motion.

approach a sixth in

oblique motion.
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VOICE LEADING IN FOUR-PART HARMONY

The most important voice-leading rules involve (1) approaching perfect intervals and (2)
treatment of tendency tones, such as leading tones and chordal sevenths.

PARALLEL OCTAVES AND FIFTHS

A perfect interval—such as a perfect octave, a perfect fifth, or a perfect unison—may not be
approached in parallel motion. This prohibition applies to compound as well as to simple
octaves and fifths. Approaching an octave in parallel motion produces parallel octaves;
approaching a perfect fifth produces parallel fifths; approaching a unison produces parallel
unisons.

o

©

Q Poor Octave

Octave

: Poor Q Poor Perfect

approached by
parallel motion,
producing parallel
octaves between the
soprang and alto.

approached by
parallel motion,
producing parallel
octaves between
alto and bass.

fifth approached
in parallel motion,
producing parallel
fifths between the
tenor and bass.

Parallel

unisons between

): Poor

the alto and tenor.

0 o | | N | | Nl [y
)” BN )” BN O o - )” BN o )” BN = ()
y | y | o A4 y G| e - y G| 3
(S~ D (N D 1= (/N D o N D "
SV [o) SV = [ ANIY4 — ANIY4 o/
D) [ | D) [ _IJ_ D) D) F/g
— a] d = P e —— _d—=
T D T D T I I T D
Z b | Z b | Z b | Il =i Z b |
D i’ D D O — D (o)

At times something that at first looks like faulty parallel fifths or octaves actually arises
between two different pairs of voices, and therefore is unproblematic. Also, octaves and fifths
approached in stationary motion are always allowed.

512

@O Good These might appear to be

parallel fifths. However, the perfect

fifth in the second chord is between

soprano and alto and thus is not

approached in parallel motion.

O Good The tenor-bass fifth in the
" last chord is approached in oblique

motion; the other fifths and octaves

are approached in stationary, not

parallel, motion.

n | |
Y 1D N |
A b | — )
(6N~ D Y ]
ANV ] ==Y
D) = [’
\ - |
Cll| [ | |
1D, | | 2\
Z b | | | ]
L o B | L |D/
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You may move from a perfect fifth to a diminished fifth, since this does not entail
approaching a perfect interval in parallel motion. On the other hand, you may not move from
a diminished fifth to a perfect fifth (except in special cases that will be discussed in Chapter
13), since this would involve approaching a perfect interval in parallel motion.

(&) s
N’ Motion from P5 Poor Motion from d5
(Eb-Bb) to d5 (D-Ab) "7 (D-Ab) to P5 (Eb-Bb)
0| | | N | ) !
Y10 I I YD I I
== 652
i ) ) }
7 = =
Ps5 ds ds P5
) HE . — D R A —
I f i i — i f
P I o S I I

THE LEADING TONE

The leading tone (that is, 7 in major keys or raised 7 in minor keys) has a strong tendency to
lead up to the tonic. If the leading tone appears in an outer (bass or soprano) voice in one

chord and the tonic appears in the following chord, the voice with the leading tone must
resolve up to the tonic.

W)
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0 Good The leading tone 0 Good The leading tone in
" (G) in the soprano resolves " an inner voice does not need 0 Poor The leading tone in
up by step to the tonic. to resolve up. " the soprano resolves down.

| .

L
J

]

(\EERVALIE\ B

| SN

f
Ab: 1 \4 I
0 Good Soprano leading tone is 0 Good Soprano leading tone resolves
" repeated in the next chord. " up to the tonic in the next chord.

Leading tone in an outer voice (bass) resolves Leading tone in an inner voice (alto) need not

up by step. resolve up by step.

CHORDAL SEVENTHS

Dissonant tones, including especially the chordal seventh, also have a strong melodic
tendency to resolve down by step, even if they appear in an inner voice.

516
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O Good The chordal seventh (C, the seventh of D7) resolves Poor The chordal seventh moves up

down by step, in both the top voice and an inner voice. "~ instead of resolving down.
= I I | ! ) 4 \ |
" . S —— — ! 04 | | _
4 () P=u [ fan \ G| 7 e
D 2) S & ] = =
D] | f ? ............ o 3 f |
: l l " A @7 ............ Yo
= 2 | . :
£ e o y O o) =
= = = © )re 2 =
r I [’ I © [/ I =
G V7 1 V7 I G 1 V7 I

An exception arises when the chord that contains a chordal seventh is repeated. In such a
case, the chordal seventh is repeated along with the other notes of the chords or shifted to
another voice, so that its resolution is momentarily delayed until a new harmony enters.

oil)

'
O O Good The chord—along with the chordal 0 Good The chordal seventh is shifted

seventh—repeats, then the seventh resolves " to another voice and register, then
down by step when the chord changes. resolves down by step.

0H4a | !

i i i

O
(NS

—

| | | | As is typical, the bass

|
W W»g £ leaps, but the upper

voices are smooth.

\% V7 I

V7 repeats, first in I chord
2nd inversion, then  repeats
in root position

With repeated chords, there are no After V7 repeats, the leading tone (B)
parallel fifths or octaves, but rather resolves up and the chordal seventh (F)
stationary fifths and octaves. resolves down.

APPROACHING PERFECT INTERVALS IN SIMILAR MOTION

Approaching a perfect interval in similar motion is far less objectionable than approaching
one in parallel motion. However, you should avoid approaching a perfect octave or fifth
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between the outer voices (that is, the bass and soprano voices) in similar motion unless the
soprano voice moves by step. A perfect octave approached in similar motion creates similar
octaves (or hidden octaves or direct octaves). A perfect fifth approached in similar motion
creates similar fifths (or hidden fifths or direct fifths).

519

©

): Poor Similar octaves: the octave

0 Good The octave D-D is approached
" in similar motion, with the soprano

D-D is approached in similar motion
in the outer voices, with the soprano

moving by step. moving by leap.
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O Good  The fifth B-F between the
"~ outer voices is approached in similar " B-Ff between the outer voices is

motion, with the soprano moving by approached in similar motion,

step. with the soprano moving by leap.
pet, | v J patd, 1w J
Y apte———— 5~ V7 o — —
y . S - A o~
£ W =4 £ L A >
A3V =4 i D 4 77
D] [ I D) [ [
- A U A
O COF . "
O I 7 CEpTH
Z 0 X Z "
" - " ——

0 Good The octave B-B, approached in

r
0

similar motion, is between the bass and an

inner voice (alto).

Also, a perfect unison between any two voices should not be approached in similar

motion.
5.20
@ o-F
g 1L
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Finally, an octave should not be approached in similar motion from a dissonant interval

of a seventh or second.

i

): Poor

in similar motion.
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521
@0 Poor The octave F-F is approached 0 Poor The octave F-F is approached

in similar motion from a seventh in similar motion from a (compound)

(A-G). second (G-A).
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review and interact

PO

INTS FOR REVIEW

¢ Guidelines for melodic lines in four-part harmony

The melodic motion in the upper three voices of four-part harmony should be mostly
smooth.

In all voices, avoid augmented intervals, leaps larger than a third ascending to a leading
tone, leaps of a seventh, and leaps greater than an octave.

* Guidelines for voice leading in four-part harmony

Types of motion between intervals: Intervals between pairs of voices may be approached
in contrary motion (one voice moves up, the other down), parallel motion (voices move in
the same direction and the same distance), similar motion (voices move in the same
direction but different distances), oblique motion (only one voice moves), or stationary
motion (neither voice moves).

Perfect intervals: Do not approach a perfect octave, fifth, or unison in parallel motion.

Leading tones: A leading tone (7) in the top voice must either repeat or resolve up to the
tonic (8).

Chordal sevenths: Chodal sevenths must resolve down by step, or be repeated from one
chord to the next before resolving down by step.

Similar motion to octaves and unisons: (a) Do not approach an octave in similar motion
between the bass and soprano unless the soprano moves by step; (b) do not approach a
unison in similar motion; (c) do not lead from a dissonance to an octave in similar motion.

TEST YOURSELF

1. Which of these excerpts uses melodic lines that are more typical of standard four-part

harmony, and why?
Show answers

2.

D B R — o R R R
Tt T T
SVESIEFEE T | N P
e Gt
~ 1 I ~ [ I r\

Label the type of motion in each pair of intervals below: contrary, parallel, similar,
oblique, or stationary.
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Which of the pairs of chords below involve faulty parallel motion?
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>
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Identify the leading tones in each of the two progressions below.

sevenths. Then fill in the missing notes.

A | ]
Y T D
y .Y

[ £ N (o)

I
I
[
Gmin.: V

Mark the questionable instances of parallel or similar motion to a perfect interval, and

explain the problem.

Identify any chordal

e — | | | | | |
I(Il’i jil’} ,} () =i 7 ;2] ()
5rrf‘ frr FTr F T T
T S s PR 4 |
BE == = = = z
~ | r | | r | | | r | r |
Know It?

() Focus by working through the tutorials on:

* Recognizing different kinds of motion M

 Tendency tones [l

Learn with inQuizitive.

£ ) Apply what you've learned to complete the assignments:
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e Motion between Intervals

¢ Locating Perfect Octaves and Fifths within Chords
e Approaching Perfect Octaves and Fifths

e Smooth Voice Leading

¢ Resolving the Leading Tone and Chordal Sevenths
¢ Recognizing Errors Approaching Perfect Intervals

e Error Detection
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Harmonic Progression

Harmonies in tonal music follow conventional progressions.

Beginning and Ending Phrases
Authentic and half cadences
Perfect and imperfect authentic cadences

Functions and Harmonic Patterns
T-D-T (Tonic-Dominant-Tonic)
T-S-D-T (Tonic-Subdominant-Dominant-Tonic)

Harmonizing Melodies
Matching chords to the melody
Voice leading

Conventional harmonic progressions

BEGINNING AND ENDING PHRASES

AUTHENTIC AND HALF CADENCES

A phrase is the basic unit of tonal music, akin to a sentence in language. Within a phrase,
harmonies generally occur in conventional progressions. Typically, phrases begin with a
root-position I triad. Even more standard is the harmony found at the end of the phrase, or
the cadence. Phrases almost always conclude either with a root-position V or V7 chord
leading to root-position I (or i), or with a root-position V. A cadence consisting of V or V”
moving to I (or i) is an authentic cadence (AC); a cadence ending with a V triad is a half
cadence (HC). Because they end on a stable tonic harmony, authentic cadences generally
sound more conclusive than half cadences.

6.1 Mozart, Clarinet Quintet in A, K. 581, IV @

©
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Both phrases begin with a root-position I triad.

PERFECT AND IMPERFECT AUTHENTIC CADENCES

Half cadence
(HC): The first
phrase ends with
root-position V.

Authentic cadence
(AC): The second
phrase ends more
conclusively with a
V-1 progression.

Authentic cadences are further categorized by the final note in the melody. An authentic

cadence that ends with 1 in the melody is a perfect authentic cadence (PAC). An authentic

cadence that ends with 3 or 5 (the third or fifth of the I or i chord) in the melody is an
imperfect authentic cadence (IAC). Perfect authentic cadences tend to sound more

conclusive than imperfect authentic cadences.

6.2 Mozart, Variations on “La Belle Francoise,” K. 353 @
N
Fal
i)
e

e’
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Imperfect authentic cadence (IAC): The first

phrase ends with V7-1, and with 3 in the melody.

Perfect authentic cadence (PAC): The second
phrase ends with V7-1, and with 1in the melody.
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Simplified harmonic model 1in

IAC 3 in soprano

PAC soprano
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As you will see later, there are some other types of cadences; nevertheless, the HC, PAC,
and IAC are by far the most common. Also, it should be noted that harmonies alone do not
determine where cadences occur: cadences appear only at the ends of phrases, which are
determined not only by the chords that are used, but also by the rhythm and melody.
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FUNCTIONS AND HARMONIC PATTERNS

Compared to the beginning and end, the middle of a phrase offers a wider variety of
harmonic possibilities. Choosing the proper order for chords in the middle of phrases can be
challenging, and will be a primary focus of Parts 3 and 4. As you will see, each chord fits into
one of a few functions, either Tonic, Dominant, or Subdominant. You already know the
terms tonic, subdominant, and dominant to apply to I, IV, and V, but the categories of Tonic,
Dominant, and Subdominant include more than these three chords, as you will see. These
basic categories in turn help determine the order in which chords progress.

T-D-T (TONIC-DOMINANT-TONIC)

A particularly common pattern involves a stable Tonic chord moving to an unstable
Dominant and then back to a Tonic (T-D-T). Different individual chords belong to the
functional categories of Tonic and Dominant. The Tonic chord in the T-D-T progression
must be a triad (not a seventh chord), and it can be in root position or (especially if it appears
in the middle of a phrase) first inversion (I°); it may not appear as a second-inversion chord (I
461)’ since Ig is an unstable harmony. The Dominant chord may be V, V7, or (especially if it
appears in the middle of a phrase) an inversion (like V6 or V), as well as other similar
harmonies that will be discussed in Part 3.

6.3 The Tonic-Dominant-Tonic pattern

Tonic harmonies:
I or 16 (not Lé;)

Dominant

harmonies: such as V, V7, and
inversions of V and V7

T —+» D 5 T

stability —» harmonic — resolution
tension

SOME EXAMPLES OF CHORD PROGRESSIONS THAT FOLLOW THE T-D-T PATTERN:
|-V-I |-V7-| |-V6-| -V4-le

T-D-T T-D-T T-D-T T-D-T

Within the T-D-T pattern, a chord may repeat or move to another chord within the
same category before progressing onward.

6.5
oy |
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The chord progressions in this excerpt follow the standard Tonic-Dominant-Tonic pattern.

T-S-D-T (TONIC-SUBDOMINANT-DOMINANT-TONIC)

Another harmonic pattern involves a Tonic chord that moves through a Subdominant chord
to a Dominant and back to a Tonic (T-S-D-T). Like the Tonic and Dominant categories, the
Subdominant category includes a number of chords: IV, ii, and other chords to be discussed
later.

6. The Tonic—Subdominant—-Dominant—Tonic pattern

—~

Dominant:

Tonic: I or I6

Subdominant: V and similar
harmonies,

such as V7

~_

T —» S - D - T
stability — leads to —» harmonic — resolution
Dominant tension

IV and similar

harmonies, such as ii6

SOME EXAMPLES OF CHORD PROGRESSIONS THAT FOLLOW THE T-S-D-T PATTERN:
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[-IV-V-I |-ii 6-V 7| |-IV-§-I |-ij 6-V/-16 |-ii6-V6-|

T-S-D-T T-S-D-T T-S-D-T T-SD-T T-S-D-T

A Subdominant chord may repeat or be followed by another Subdominant chord before
progressing to a Dominant.

6.9
' ' I - - > 2 n I
g ——ir
c: 1 6 1, IV IV i vV V7, I
T s D T
V'S

Two or more Subdominant chords may appear in a row.

Although a Subdominant often leads to a Dominant, the reverse is not true: in four-part

harmony, it is very unusual for a Dominant to move to a Subdominant, as in [-V-IV-I or I-
V7-io-1.

6.10
[-V-IV-1 -V7-ii6-1
T-D-S-T T-D-S-T

% %

0 Poor In standard four-part harmony, a Dominant chord
does not move to a Subdominant harmony.

T-D-T and T-S-D-T do not exhaust the possibilities for harmonic progressions. For
instance, another particularly common chord progression is [-1V-I
(Tonic—Subdominant—Tonic, see Chapter 16). Nonetheless, the harmonic structure of most
tonal music may be understood as a series of T-D-T and T-S-D-T patterns.

6.1 Beethoven, Variations in G, WoO 77 @

®
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Simplified harmonic model
N # |

Phrase ends
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V7
D

ii6
S

Phrase begins

with L.

1.
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Progressions follow either the T-D-T or T-S-D-T pattern.
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HARMONIZING MELODIES

One way to enhance your understanding of harmonic progressions is to harmonize
melodies. When harmonizing a melody, you are given a melody with a simple rhythm and
directed to supply a harmony for every note (or almost every note), using standard voice-
leading and harmonic procedures.

¢ Begin by identifying the key and determining the scale degrees of the melody in that key.

e Then locate the cadences and determine a proper bass line and Roman numerals for the
cadences.

¢ Finally, determine the Roman numerals and bass line for the rest of the harmonies.

Strategies for developing the skills for harmonizing melodies are discussed in detail
starting in Part 3. In each case, the chords chosen for the harmonization must include the
notes found in the melody, allowing for good voice leading and harmonic progressions.

6.12
/" Task: Harmonize this melody by providing a bass line and Roman numerals.

v,

sV

D)

(@]

MATCHING CHORDS TO THE MELODY

In harmonizing a melody, you must make sure that each note belongs to the chord chosen to
harmonize it.

6.13
I~ A
k: b 1 3 2 2 1
- T f |I= ©
| | mNShs I 1 I I
D In C major, V = G-B-D; I6 = C-E-G (with E in bass).
— o
= T
C: 1 Vv I6 \' I
K‘.
Q Po?r The note Q Po?r The note 4 The note in the melody must be part of the chosen chord.
E (3)isnotin V. D (2) is not in I6.

VOICE LEADING

In harmonizing a melody, you should follow voice-leading and chord construction
guidelines, such as avoiding parallel fifths and avoiding doubled leading tones.

(op)
=

]

)
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The chosen chords must not

create voice-leading errors.
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Q Poor The chords chosen to harmonize the melody create parallel octaves.

CONVENTIONAL HARMONIC PROGRESSIONS

Finally, the harmonization should follow conventional harmonic progressions, using
patterns such as T-D-T or T-S-D-T and ending each phrase with a cadence.

fa)
O
I Use T-D-T and T-S-D-T

patterns and end with a

TTT®

o ) cadence.
e ]
_ W,
Q Poor Progression moves from a 0 Poor Phrase ends on IV instead of
" Dominant to a Subdominant chord (ii). " root-position V or .

The following harmonization of the melody is good: the notes of the melody appear in each
of the chords chosen to harmonize them, there are no voice-leading errors, and the chord
progression follows conventional harmonic practice, with an appropriate chord progression
at the cadence.

6.16

O .
O Good (1) Melody notes match chosen chords;
(2) voice leading is good; (3) uses conventional
harmonic progression.
O
I
T

After choosing the harmonies and writing the bass line, you can fill in the inner voices,
paying attention to chord construction (see Chapter 4) and voice leading (see Chapter 5).

6.17
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review and interact

Phrases most often begin with a root-position I chord, and end either with a cadence on a
root-position V, or with a cadence on a root-position I preceded by root-position V (or

V7).
A cadence ending on a root-position V is a half cadence (HC).

A cadence that ends V-I or V’—I is an authentic cadence (AC). An authentic cadence that
ends with 1 in the soprano is a perfect authentic cadence (PAC); an authentic cadence
that ends with 3 or 5 in the melody is an imperfect authentic cadence (IAC).

The ordering of harmonies within a phrase follows conventional progressions, including
Tonic-Dominant—Tonic (T-D-T) and Tonic-Subdominant—Dominant-Tonic (T-S—-
D-T).

Chords in the Tonic category are I and I%; chords in the Dominant category include V, V7,

and inversions of V and V7; chords in the Subdominant category include IV and iif.

In a good melody harmonization, the chord chosen for each note of the melody should
include the melody note, conform to voice-leading guidelines, and result in a chord
progression that follows the conventions of harmony.

In the examples below, do the phrases (each ending is marked by a fermata) end with a
PAC, IAC, or HC?
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Why are the following phrase endings (indicated by fermatas) not conventional cadences?

122



~
fal] Q | )]
- (@) T =
Ao = — =
(@] 4 O 121 = (@]
ANIV.4 T (@] = (@)
D)
‘ ~ ~
. () = ()

%ﬁé S f T 4 77 4 f 7z 77 P=
~F I I I = O = T I I I I ~F

T T T T T T T T T T T

T T T T T T T
D: 1 ii6 Vv I6 I V¢ I vi | I A4 ii vi I

Which of the following are Tonic—Dominant-Tonic chord progressions, which are
Tonic-Subdominant—-Dominant—Tonic progressions, and which are neither?

I-vV-I
[-1-V-Vo-I
I-V-IV-I
[-ii°-V-I

Which of the following are good harmonizations of the given melodies? If the
harmonization is not good, what is the problem with it?
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Know It?

(¢) Focus by working through the tutorials on:

« Cadences llM
» Harmonic progression [l

Learn with inQuizitive.

£ ) Apply what you've learned to complete the assignments:

¢ Beginning and Ending a Phrase
e Harmonizing Melodies: Preparatory Exercises
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e Harmonic Functional Categories: T, S, D
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Figuration and Embellishing
Tones

Harmonies may be elaborated by figuration and embellishing tones,
including arpeggiations, passing tones, and neighboring tones.

Arpeggiation
Octave Doubling

Embellishing Tones
Approaching and leaving an embellishing tone
Accented and unaccented embellishing tones
Passing tones
Neighbor tones

Suspensions

Other Embellishments

ARPEGGIATION

In four-part harmony, each chord has four different notes. However, four separate voices are
not needed to imply four-voice harmony. For instance, instead of sounding at the same time,
some (or all) of the chord tones may appear in succession, with chord skips (leaps from one
chord tone to another), resulting in an arpeggiation. To determine the underlying harmony
in such a case, imagine the notes as if they were played at the same time.

11 Fischer, Clio Suite (Suite 1 from Musicalischer Parnassus) @

©

©)

125



R | N
L)
R (N
ERLIrS
IR}
L%
gl WL YR
_mu..“"
Londl WL YER
e ?
qqu. | Y Y
iKY
CoNEE YL YAA!
iKY
CoNEE YL YRR
iKY
goeBl Y AN
i
tonal S AN
| i
ConaL S AN
| i
e (9 el
i
Uoall L
Pt
e | L
i
e |6 he
| I ]
| I ]
| I ]
N N
e L

Simplified model in four-part harmony (with arpeggiations removed)
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This passage can be understood in relation to a four-part model by imagining the notes of the arpeggiation played simultaneously.
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OCTAVE DOUBLING

Any voice of a four-part texture may be doubled in parallel octaves throughout, resulting in
what appears to be a five-voice texture. These octave doublings simply enrich the underlying
four-part texture so as to create a fuller sound, however, and are thus not considered
forbidden parallel octaves.

12 Schubert, Moments musicauz, op. 94, no. 2 @

—
& %l = Though each chord uses five notes, this passage is not in
~— five-part harmony, but rather four-part harmony with
= the outer notes of the treble-clef part doubled in octaves.
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EMBELLISHING TONES

Chord tones also may be decorated by notes that do not belong to the harmony. In
identifying the underlying harmony, these embellishing tones may be ignored.

13 J. S. Bach, Chorale 330 (=)

% o
Embellishing tones (highlighted by triangles)

decorate the notes of the harmony.

APPROACHING AND LEAVING AN EMBELLISHING TONE

Embellishing tones are classified by how they are approached and left—by step, leap, or
common tone.

14
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LI
Approached by common tone and
Approached by step and left by step Approached by step and left by leap left by step

common
step W step step  w leap tone W step

H  ——— - — o T — —
% T " T " ,)5 T " ” g T T I "

ACCENTED AND UNACCENTED EMBELLISHING TONES

Embellishing tones are also classified as either accented or unaccented. An unaccented
embellishing tone appears after the arrival of the chord, on a weaker beat or part of the beat.
In contrast, an accented embellishing tone appears at the very start of the chord.

15 J. S. Bach, Chorale 256 (=)
©®
L
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Unaccented embellishing tones appear after the start Accented embellishing tones appear at the onset of
of the chord and on a weak part of the beat. the chord.

PASSING TONES

The most common type of embellishing tone is a passing tone (PT). Passing tones fill in the
space between two different chord tones with stepwise motion. A passing tone is thus always
approached and left by step in the same direction.

16
O
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Passing tones fill the space between two different A chromatic passing tone is An accented passing
chord tones; they are approached and left by step approached and left by half tone coincides with the
in the same direction. step and uses an accidental. onset of the chord.

NEIGHBOR TONES

Unlike the passing tone, which moves between two different chord tones, the neighbor tone
(NT) decorates a single tone. Accordingly, a neighbor tone departs from a chord tone by step
and returns to the same tone by step in the opposite direction.

11

&
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Neighbor tones are approached and left by step A chromatic neighbor Accented neighbor tone
in opposite directions, decorating a single tone. tone uses an accidental
and is both approached
and left by step.
SUSPENSIONS

Another common type of embellishing tone is the suspension (SUS). A suspension is an

accented embellishing tone that is approached by common tone from a note of the previous
chord. A suspension resolves down by step.
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Suspensions are accented dissonances, approached by common tone from a note of the

previous chord and resolving down by step. Suspended notes may be either tied or restruck.

The following examples illustrate four-part chord progressions embellished in a variety of
ways.

19 J. S. Bach, Chorale 147 @

©
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710 L. Reichardt, “Poesie von Tieck” (Poem by Tieck)
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Simplified harmonic model (with embellishing tones removed)
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chord skips
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Translation: Rest, sweet love, in the shade of the green twilight. The grass rustles in the meadow . . .
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OTHER EMBELLISHMENTS

Other embellishing tones are found less frequently. These include the incomplete neighbor
tone (INT), which is an embellishing tone that is either approached by step and left by leap,
or approached by leap and left by step.

1
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An incomplete neighbor tone may be approached ... or approached by leap and left
by step and left by leap . . . by step.
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Still rarer are the anticipation (ANT), an unaccented non-chord tone that is approached
by step and left by common tone; and the retardation (RET), an accented embellishing tone
that is approached by common tone and resolves up by step.

112 Handel, Sonata for Violin and Continuo in E Major, IIT @

LI
O An anticipation is approached by step and left by common

tone, so that a note of the upcoming chord arrives early.
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113 Mozart, Sonata in F Major, K. 494 @

®
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A retardation is like a suspension, except that it resolves

up by step.
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A Closer Look

FIGURATION AND EMBELLISHING TONES

review and interact

POINTS FOR REVIEW

* Chord tones may appear successively, forming arpeggiations.

* One or more voices in a four-part texture may be doubled in parallel octaves. This is not
considered a voice-leading error.

» Chord tones may be decorated by embellishing tones. These embellishing tones are
classified by how they are approached and left (by step, leap, or common tone—up or
down), as well as whether they are accented or unaccented.

* The most common embellishing tones are the passing tone (PT), neighbor tone (NT), and
suspension (SUS).

passing tone neighbor tone
« links two different tones « decorates a single tone suspension
« approached and left by « approached and left by step in + must be accented
step in the same direction opposite directions « approached by common tone,
« may be accented or » may be accented or then resolves down by step
unaccented unaccented  may be either tied or restruck

QL
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N\

NI “y NI BN |
K Tl & H
J o J ©

* Less common embellishing tones include the incomplete neighbor tone (INT),
anticipation, and retardation.

o
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TEST YOURSELF

1. Complete a Roman numeral analysis of the excerpt below.
Show answers

[a) |
DL » = © -4
) | | |
":n
J D (.
O ZzJ
C:

2. In the example below, how many notes are in each chord? How might the example be
understood to represent four parts?

:

;

Show answers

)

I\

ela Q8

N el

3. For the examples below, label how each embellishing tone (marked by a triangle) is
approached and left: by step, leap, or common tone.
Show answers

approached by:
left by:

4. For the examples below, label each embellishing tone (marked by a triangle) as either
accented or unaccented. Then identify whether it is a PT (passing tone), NT (neighbor
tone), SUS (suspension), ANT (anticipation), RET (retardation), or INT (incomplete
neighbor tone).

N
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accented or
unaccented?
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Know It?

) Focus by working through the tutorials on:

. Recognizing embellishing tones [l

) Learn with inQuizitive.

&) Apply what you've learned to complete the assignments:
e Arpeggiation
¢ Identifying Embellishing Tones
e Analysis
e Writing Figuration
¢ Interpreting Figuration
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Species Counterpoint

Species counterpoint involves writing a new melody to sound with a given
melody.

First Species
Second Species

Fourth Species

Species counterpoint is a traditional way to learn voice leading, especially the use of
dissonant embellishing tones and the treatment of perfect consonances. In species
counterpoint, you are given a melody in whole notes, called a cantus firmus, and asked to
write a melody to go with it. There are five species in this method, each defining the rhythmic
values and embellishing tones you may use in the added melody:

» whole notes and no dissonance in first species;

« half notes and dissonant passing or neighboring notes in second species;

e quarter notes and dissonant passing or neighboring notes in third species;

« half notes tied across the barline and dissonant suspensions in fourth species;

» and a free combination of all the previous possibilities in fifth species.

In what follows, we will discuss only first, second, and fourth species, and we will be
concerned only with melodies composed above the cantus firmus.

138



FIRST SPECIES

In first-species counterpoint, a new melody in whole notes is written against the cantus
firmus, using only consonant intervals between the melodies. To help keep track of the
intervals, label them between the staves, and put a box around any perfect intervals—they

require special treatment.

81
‘e
LI
Counterpoint moves mostly by step Counterpoint ends 7-8, while the
Counterpoint starts on 1, and has a single melodic high point in cantus firmus ends 2-1. Scale-degree
an octave above the cantus. the middle. 7 is raised to leading tone in minor.
Counter-
point
CF by
Haydn
Only consonant intervals are used between the melo- Perfect consonances (boxed) are approached in contrary
dies, mostly imperfect consonances (thirds and sixths). or oblique motion, never in similar or parallel motion.
‘e
LI
Counterpoint moves mostly by step, with a Counterpoint ends 7-8, while
Counterpoint starts on 5, large leap to the melodic high point followed the cantus firmus ends 2-1.
a fifth above the cantus. by a long stepwise descent. Scale-degree 7 is raised in minor.
Counter-
point
CF by
Haydn
Only consonant intervals are used between the melo- Perfect consonances (boxed) are approached in contrary
dies, mostly imperfect consonances (thirds and sixths). or oblique motion, never in similar or parallel motion.

As you write first-species counterpoint, follow these guidelines:

1. Rhythm: Use whole notes only.
2. Beginning and ending: Start the counterpoint a fifth or an octave above the cantus;
conclude it with 7—8 (in minor, raising the supertonic to leading tone). The cantus firmus
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always ends 2—1, so the last two intervals between the melodies will always be 6—8 (a sixth
expanding to an octave).
Harmonic intervals:

Use only consonances.

Major or minor thirds and sixths should predominate; perfect fifths and octaves appear
less frequently.

Dissonances, including seconds, sevenths, and augmented or diminished intervals, are
forbidden. (Beware the diminished fifth between 7 and 4!)

The perfect fourth is considered a dissonance when writing in two parts and is
forbidden.

Unisons are also forbidden.

Approaching perfect intervals: Approach perfect fifths and octaves in contrary motion
(one voice moves up while the other moves down) or oblique motion (one voice stays on
the same note while the other moves). Perfect intervals may not be approached by parallel
motion (both voices move in the same direction by the same interval) or similar motion
(both voices move in the same direction but by different intervals).

): Forbidden £.9: Forbidden £33 Forbidden
Parallel octaves """ Similar fifths """ Similar octaves

Melody:

Like the cantus firmus, the counterpoint should have a single melodic climax or high
point (which may not be the leading tone).

The counterpoint should move mostly by step, punctuated by leaps, which are often
followed by stepwise motion in the opposite direction.

The counterpoint must remain above the cantus firmus (voice crossing is not permitted).
The counterpoint may contain a single pair of tied notes.

Leaps by augmented second, diminished fifth, augmented fourth, and seventh are not
permitted. In minor, raise 6 if necessary to avoid the augmented second.

Leaps up to the leading tone by intervals greater than a third are not permitted.

Do not use any accidentals, other than raised 7 or raised 6 and 7 at the very end of a
minor-key counterpoint. Do not write chromatic semitones (like Bo-B ).
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0 Good Raised 0 Good Raised 6

Q Poor Chromatic 7 at the end of and 7 at the end
"7 hote from outside the minor-key of the minor-key 0 Poor Chromatic
the key counterpoint counterpoint " semitone (Ch-C#)
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SECOND SPECIES

Second-species melodies are written in half notes, so there are two notes in the counterpoint
for each whole note in the cantus firmus.

 Dissonant intervals may be used, but only on the unaccented second half of the measure
and when the dissonant note is both approached and left by step: you may not leap into or
out of a dissonance.

 As a result, every dissonance is either a passing tone (connecting two consonant tones a
third apart) or a neighbor tone (stepping away from and back to a consonant tone).

* As in first species, fifths and octaves on the downbeats must be approached in contrary
motion (never in similar or parallel motion).

* Perfect consonances on downbeats and all dissonances require special treatment (in
exercises, place dissonant intervals in triangles and perfect consonances in boxes).

» Unisons are permitted on weak beats.

(o]
(@]

C

Dissonant intervals (in triangles) are on the second beat and are used only as passing or neighbor tones.

)
T - 7 7]
1 1 o = 11T 1T ]

Fifths and octaves on the downbeat are approached in contrary motion. Unisons are permitted

on weak beats and thus are approached in oblique motion and left in contrary motion.
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Dissonant intervals (in triangles) are on the second beat and are used only as passing or neighbor tones.

Fifths and octaves on the downbeat must be approached in contrary motion.

Here are guidelines for writing second-species counterpoint:
1. Rhythm: Use half notes throughout, with only these exceptions:

the first measure may begin with a half-note rest;

the second-to-last measure may contain a whole note;

the last measure must be a whole note;

do not repeat or tie notes.
2. Beginning and ending:
* The first note must be 5 or 8 (a fifth or octave above the cantus firmus).

« The second-to-last note must be 7 (raised in minor, and 6 may also have to be raised to
avoid a melodic augmented second).

« The final note must be an octave above the cantus.

» Asin first species, the last two intervals between the melodies will always be 6-8 (a sixth
expanding to an octave).

O
The first measure may contain either two half The second-to-last measure may contain two half
notes or a half-note rest plus a half note. The notes or a whole note. The last two notes must be 7-8.
first note must be either 5 or 8. Between the melodies, a sixth expands to an octave.

Dissonances (in triangles) are on the second half of the measure and are used only as passing or neighboring tones.

3. Intervals between the voices:
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The first half of every measure must be consonant.

The second half may be either consonant or dissonant.

If it is dissonant, the dissonance must be approached and left by step.

Every dissonant note must thus be either a passing tone or a neighbor tone.
Unlike dissonant notes, consonant notes may be freely leapt to and away from.

Unisons may occur on the second beat, approached by leap and left by step.
Approaching perfect fifths and octaves: A fifth or octave that appears on the downbeat may
not be approached by parallel or similar motion.

£§: Forbidden Parallel fifths

“ and octaves

Forbidden Similar motion

" to a fifth or octave

Avoid using the same perfect interval (fifth or octave) on two successive downbeats,
even when the second one is approached in contrary motion.

LRy . N
- ) Poor Fifths on successive downbeats : Poor Octaves on successive downbeats
Hn__ 1 | N | J
S E——— E—
6 2 1g 16 —
5 3 5 8 10 8
Melody:

As in first species, the counterpoint should have a single melodic high point (which must
not be the leading tone).

As in first species, the counterpoint should move mostly by step, punctuated by leaps.
Leaps larger than a third generally occur within the measure (from the first to the second
half note), rather than across the barline, and are often followed by stepwise motion in
the opposite direction from the leap.

As in first species, do not cross the voices (the melody has to be higher than the cantus);
do not leap by diminished fifth, augmented fourth, or seventh; do not use any accidentals
other than raised 7 or raised 6 and 7 at the very end of the counterpoint in a minor key;

do not write chromatic semitones (like Bl?—Bh).
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Unlike first species, you may not repeat a note.
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FOURTH SPECIES

Fourth-species counterpoint is mostly written in pairs of half notes that are tied across the
barline. Dissonances may occur only on the first half of the measure (the second note of a
tied pair) and only with a consonant preparation (the first note of a tied pair) and a resolution
down by step to another consonant interval. A strong-beat dissonance like this, with a
consonant preparation and a stepwise resolution down, is a suspension.

Suspensions are named by the intervals of the dissonant suspension and its resolution:
7-6, for example, refers to a suspended seventh resolving to a sixth. The best dissonant
suspensions are 7—-6 and 4—3.You may use two or more 7—6 or 4—3 suspensions in a row; in
fact, chains of suspensions, pushing the melody downward, are typical of fourth species. A 9—
8 suspension is also possible, but you cannot use two (or more) in a row, as that creates a
series of parallel octaves separated only by dissonant ninths. (There are also consonant
suspensions, like 6-5, but our focus here is on the proper treatment of dissonant
suspensions.)

8.10
‘e
i)
Consonant prepara- Consonant resolution of the suspension,
tion on the second down by step, becoming the preparation
half of the measure for the next suspension
0 | I L
A\ e ) T o .
g Q 6 C} 3 4 7-6 and 4-3 suspensions
Dissonant suspension on the first half of the measure
8.1
‘e
i)

O Good Fifths and octaves are approached by oblique motion, with the final octave approached by contrary motion.

= = &) &) = =
A b wm P 1= /o /o T T " 1 11T "§117 "= 1= 72 172
la‘__-__--l- o 1 1 T rrr— T 71T rr

O Good Dissonances (in triangles) occur only on the first beat, and only as part of a 4-3 or 7-6 suspension (9-8 is also
" possible). Dissonant suspensions resolve down by step to a consonance.
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Here are guidelines for writing fourth-species counterpoint:

Rhythm: Use only half notes, except in the first measure, which begins with a half-note
rest, and the last measure, which should be a whole note. Generally, the second half note
of each measure should be tied to the first half note of the next, but there may
occasionally be pairs of non-tied half notes (as in second species).

Beginning and ending: The first note must be an octave or fifth above the cantus. In the
second-to-last measure, a 7-6 suspension resolves to 7 (raised in minor), followed in the
last measure by a whole note an octave above the cantus (the same sixth expanding to an
octave that ends first and second species).

Intervals between the voices:

Dissonances may occur only on the first half of the measure and only as suspensions.

Consonances that occur on the first beat of the measure may be left either by step or by
leap (to another consonance).

For untied half notes, the rules of second species apply: the second half of the measure
may be a dissonant passing or neighbor tone, and the first half of the measure must be a
consonance.

Approaching fifths and octaves: Because voices generally do not move at the same time,
motion between them is oblique; there is no restriction on approaching a fifth or octave
with oblique motion. If the first half note of a measure is not tied from the previous
measure, however, fifths and octaves must be approached in contrary motion, not in
similar or parallel motion (as in second species).

LI

K-\4- .l""":l
Start with a half-note rest and You may occasionally omit a tie. End with a 7-6 suspension that resolves
a half note an octave above the The notes follow second-species to 7, and then an octave in the last
cantus. guidelines. measure.

You may leap away from a consonance. Dissonances occur on the first beat as part of a 4-3 or 7-6

suspension (9-8 is also possible). Approaching a perfect fifth

or octave by oblique motion is always permitted.

Melody:

As with first and second species, the counterpoint should have a single melodic climax or
high point (which should not be the leading tone).

The counterpoint should move mostly by step, punctuated by leaps. Because
suspensions must resolve down by step, there is a tendency for fourth-species
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counterpoint to move continually downward. Look for opportunities to step or leap up,
either by occasionally not tying the half notes across the barline or by placing a
consonance on the first beat of the measure (you are always free to leap away from a
consonance).

As in first species, do not cross the voices; do not leap by diminished fifth, augmented
fourth, or seventh; do not use any accidentals other than raised 7 or raised 6 and 7 at the
very end of the counterpoint in a minor key; do not write chromatic semitones (like Bb—
Bb).
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review and interact

Species counterpoint is a traditional way of learning about tonal voice leading, especially
the proper treatment of dissonance and approaches to perfect fifths and octaves.

First-species counterpoint involves writing a melody in whole notes against the cantus
firmus, also in whole notes. Only consonant intervals are permitted between the parts.
Parallel and similar fifths and octaves are prohibited.

Second-species counterpoint involves writing a melody in half notes against the cantus
firmus in whole notes. Dissonant passing and neighbor tones are permitted on the
second half of the measure.

Fourth-species counterpoint involves writing a melody consisting mostly of pairs of half
notes tied across the measure. Dissonant suspensions occur on the first half of the
measure, prepared by a consonance, and resolved down by step to another consonance.

In each species counterpoint below, label the intervals. Mark perfect consonances with
boxes and dissonances with triangles.

Errors are marked with arrows. Determine what each error is, and label it in the blank,
using the following abbreviations: DIS (impermissible or improperly treated dissonance
between the voices); MEL (impermissible melodic interval); PAR or SIM (forbidden
parallel or similar motion to a fifth or octave); CHR (incorrect chromaticism); CROSS
(voice crossing); START (wrong way to begin); CAD (incorrect cadence).

First species

\
D>

(@]

(@]

9

01,6510 e\

Second species
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Fourth species

9
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o

M N

Know It?

E] ) Focus by working through the tutorials on:

« First-species counterpoint lld
« Passing tones and neighbor tones in second-species counterpoint lld
» Writing suspensions in fourth-species counterpoint [l

(&),) Learn with inQuizitive.

&) Apply what you've learned to complete the assignments:

e First Species
» Second Species
e Fourth Species
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Diatonic Harmony
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| and V

The relationship between the | and V triads is central to tonal harmony,
with the stability of | contrasted with the tension of V.

The Tonic and Dominant Triads
Voice-Leading in Four-Part Harmony
The Leading Tone within the V Chord
Leaps in Upper Voices

Melodic Patterns

THE TONIC AND DOMINANT TRIADS

The I and V triads in root position are among the most important chords of tonal harmony.
The I chord has a Tonic function and establishes tonal repose. The V chord has a Dominant
function. It creates a sense of tension, released only when V progresses to I. I and V triads
may appear anywhere within a phrase, especially as part of a cadence.

91 Theme by Salieri, arr. Beethoven, WoO 73 @

©
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Mm. 3-4 echo 1-2, now moving from V to I.

e

0| o . S e L. L TepeePe

D ) 0 0 .
> C o rarre 5§ T
[ £ .o Ml W =
& f : i
D, y == f I I I I
. »p . - .
b ¥ ¥ ¥ — ¥ ¥ ¥ —
75 C S r T3 T3 T3
;. .
Bb: I \% \% I
. . HC (half cadence)
Nl v > M | | | | | |
7 ) i) . i) 0 4 N S
y .Y o g >y o g £ r 2
(5> . i o % T3 T
ANIVJ | 1T | 17
D) . ——— . ——— . : : : :
2 2 |a . . .
o S S > S > f > f > S S
&Etk ¥ ¥ '1 ¥ ¥ i I . I o ¥ ¥
N L S —— e [ e | & ¢
I I T v T 0 T
av I6) I \% I \% I \%
See Chapter 16 on IV-I motion.
Simplified model in four-part harmony
e S——— HC
N | o I I
7 ) e
P (o (@] (@] P (@]
ANV (@] (@] (@] (@]
) o
ra P= S f P S——-— S
P T DL © h=d O I = | I | ~
i —— =) Z iz [ —
I | |
Bb: 1 \% \% I av Ie) 1 vV I V 1 \%
T D T T DTDT D
(Tonic Dominant Tonic) -~

harmonic stability—» tension ————» resolution
( ¥ ) Root-position V appears at half cadence.

Morley, “Nancie” (=p

Fal'
LY.
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PAC
(perfect authentic cadence)

e z 3
— . O
)
C: 1 VoI \% I \Y% I
Simplified model in four-part harmony
0
0 O
= g — 8
D) I S
| | |
e e @ | i
7s i ) i ) i @)
T I I &
C: I A\ I A\ I A\ I
T D T D T D T
(Tonic Dominant Tonic)

Root-position V-I appears at authentic cadence.
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VOICE-LEADING IN FOUR-PART HARMONY

In four-part harmony, it is generally best to double the root of a root-position I or V chord.
When progressing between I and V, the upper parts (soprano, alto, and tenor) usually either
stay on the same note or move to the nearest chord tone.

93
N
Fal
q«h)
7

e’

In moving between I and V, the upper voices either stay on the same note or move in the
same direction, by step or by third, to the nearest note of the next chord.

scale degrees

f melody: 1 2 1 i 7 1

© me: v  upa2nd | downa2nd N jdowna2nd | wpa2nd
| |

o ——— TP — =5 P

[ upathird | downasrd | g

up a 3rd downasrd | |

— [

- e - e

[ g [ [ g [

C: 1 \ 1 C: 1 \" I

94 Beethoven, Piano Concerto in Elo, I @
N
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e
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:
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LS SR ILEE T B ISR R LU R S S SIS B IR R
— - — - — - o4 1 & — - & 4 - —
@ K4 @ N L 4 R [~ @
Eb: V I \4 I v I I Vv I \4 I (V7)
The root (in the bass) of both I and V is doubled. As is typical, the bass leaps but the upper voices move

smoothly (i.e., not more than a third).

Similar progressions—with the same voice leading—also occur in minor keys, with a
minor tonic chord. When V appears in a minor key, 7 (the third of V) must be raised a half
step with an accidental, in order to form a leading tone. The V chord is thus always a major
triad and uses the same notes in parallel major and minor keys.

95
N
Fal
q«h)
7

e’
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In minor keys, use an accidental to raise 7 by a half step. The V chord is thus the same as it

would be in the parallel major.

ele_N|el

[

In a minor key, the tonic triad (i) is minor and the dominant triad (V) is major.
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THE LEADING TONE WITHIN THE V CHORD

The V chord includes the leading tone (7). As noted in Chapter 4, the leading tone is a
tendency tone that strives upward. As a result, the leading tone may not be doubled, and if it
appears in an outer voice, it must resolve up by step to the tonic when V progresses to I.

96 J.S. Bach, Chorale 58 @

i
i SUS
I

_ & | 4 Ll, |
KA A
W—J NTJ J
R EE P T

97
'
0 Good Leading tone in the soprano (an outer O Good Leading tone does not resolve until

voice) resolves up by step when V moves to L. " VmovestoL

0 4 |

= J
o < =
2)
f !
o 1= =
i i i
I I I
D: I \% I I
] 1 Poor Leading tone in soprano must resolve
Poor Icading tone may not be doubled. " up to the tonic when V moves to I.

However, when it appears in an inner voice (the tenor or alto)—where it is less prominent—
the leading tone does not need to resolve up by step.

98

™
1 p
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=TI TR

O Good When it appears in an inner voice, the leading tone does not

necessarily resolve up by step.

99 J. S. Bach, Chorale 250 (=)

©

O Good When it appears in an inner voice, the leading tone does not

necessarily resolve up by step.
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LEAPS IN UPPER VOICES

Although the upper voices usually move smoothly when one chord moves to another, they
may occastonally leap. If you use leaps in the upper voices to progress between I and V, be
careful to avoid voice-leading errors, such as parallel octaves and fifths.

910 J. S. Bach, Chorale 64 @

@ .
O Good Bach'’s tenor part leaps between I

~ and V, with no parallel fifths or octaves.

NI\ R\ 1N

— 0

9

™
1 p

0 Poor This example includes too many leaps
in the upper voices when I moves to V. The
leaps create parallel octaves and fifths.

R0 R

— 0

Also, when a harmony is repeated or sustained, the upper voices may leap freely between the
different notes of the chord.

912 913 Johnson, “Wake O my soul” @

__“_?
Y
ool

T ORN L

< ol

Leaps of a fourth or more in upper voices are common when a chord is sustained or repeats.
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Certain melodic patterns may be harmonized with a I-V-I progression. Memorizing some
of the more common of these patterns will be helpful in harmonizing melodies.
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review and interact

POINTS FOR REVIEW

* The I triad establishes harmonic stability, and the V triad creates harmonic tension. V

moving to I creates a sense of resolution.
¢ In four-part harmony, the root (bass) of root-position I and V triads typically is doubled.

e In I-V and V-1 progressions, the upper voices usually move smoothly, with melodic
intervals of a third or smaller.

* Do not double the leading tone. When the leading tone is in the soprano, it must resolve
up by step when V progresses to 1.

« In minor keys, 7 must be raised by a half step with an accidental in order to form a
leading tone.

» Upper voices may leap freely when a chord repeats.

TEST YOURSELF

1. Spell the I and V chords in
E}, major,

E major, and
E minor.

2. Compare the voice leading in each of the following pairs. Is the voice leading better in (a)
or (b)? In (c) or (d)?

Show answers

C.

_n | | VIR, S ) | | |
T AT T T T T
T MY i T T i T
. = R S ==
‘ r T f u u [
: | I W S s - -

O - e e
£ ! I e -
C: 1 Y 1 I AV I A1 AV I I A% I

3. In the excerpt below, complete the chords by filling in the missing notes.
Show answers

4. The following V chords are each missing one accidental. Supply the correct accidentals.
Show answers
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Find the errors in the progressions below.

_n | ‘ s b, J 1 ] TR S w |

Are o iy et T e 4

v T >y kil 1] kil 7

1 22 i °

J £ 3 x i x 1 7

. . 4 4 . N

M )erbgo—1 > t Gote " 77 e — " I - — <

75 O 1. I ik s’ p— il Si—! I e 4

L é % =i kil % ‘F % kil % 7 kil % r %

G min.: i v i E: 1 A\ I A: 1 v I D: 1 A\ I
Know It?

[:] Focus by working through the tutorials on:

o Writing I and V triads [l
» Harmonizing with I and V lM

48} ) Learn with inQuizitive.

& ) Apply what you've learned to complete the assignments:

e Spelling I and V

¢ Realizing Roman Numerals
¢ Realizing Figured Bass

e Harmonizing Melodies

e Composition

e Analysis
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1 O The Dominant Seventh Chord: V'

V7is a Dominant harmony whose instability is intensified by a dissonant
chordal seventh.

V7and Tendency Tones

Omitting the Fifth of V7or | in Four-Part Harmony
Vo V7 (V8-7)

V7at Cadences

Melodic Patterns

V/AND TENDENCY TONES

The root-position V7 (the dominant seventh chord) functions much like V (the dominant
triad), except that V7 is less stable and thus resolves more emphatically to I.

101 Haydn, Divertimento, Hob. XVI:1, III@

©
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V7 has a Dominant function; it leads to I.

) & o™ = ‘Lr
P — == = i
A o | | >y | 4 # | | |
NSV - il I i I ® I i I 3 ] f 1
o I L_3b- [ — T [ ; — T
= =4 3 - e -
9:3 S e
74 | | —— -
C: I V7 I V7 I (ii) V7 I
Tonic Dominant Tonic D T S) D T
Simplified harmonic model
) | | | | | i f |
(o) (o)
g | i .‘ F i ——
=3 - | . | —r—
4 | | |
C: 1 \%4 I \'4 I (ii) V7 I

V7 contains two tendency tones that pull in opposite directions: the chordal seventh and
the leading tone. Do not confuse these two. The chordal seventh (the seventh of the chord)
must resolve down by step when V7 moves to I (even if it appears in an inner voice). The
leading tone (the seventh degree of the scale) tends to resolve up by step (though it need not
do so if it appears in an inner voice). These two tendency tones are separated by a dissonant
diminished fifth or augmented fourth.

W)

T

Within V7, the leading tone (B = 7) pulls upward, the chordal The chordal seventh of V7 must resolve
seventh (F = 4) pulls downward. down by step even in an inner voice . . .

| o | |

[ Js | N ) -~ Il

= T i ) =

5 IA ;l | ]

|

CR

F F 7
| P | P |

I V7 I V7 I

.. . but the leading tone in an inner
voice need not resolve up.

Mozart, Sonata for Violin and Piano in E Minor, K. 304, I

W)

T
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A

J
E
i.,
|

&
@ & = The seventh of V7 (A) must resolve
/_f . — f down by step; the leading tone (D)
ﬁ?#ﬁW? r_ e Iﬁfﬂ\? 2 must resolve up by step when it
'\.)"‘y e ¢ ] | — ! occurs in an outer voice.
p S
[6): o N f N N f N N
OF° B C S— & " — — PR—
i v —— —— ! - S—— E—
- I -
E min i V7 i V7 i

V7 may also repeat before leading to I. In such a case, the chordal seventh resolves only
when V7 progresses to L.

104 Beethoven, Bagatelle, Hess 74 @

7

F %
Fal Db T I
a: LN — 1 I o |
_— ) =D
NT r Two or more V7 chords may
%:35??1 ﬁ; appear in a row; the chordal
| 7 7 | 77— seventh may either repeat
Eb: V7 (repeats ) 1 in the same voice or switch
. Simplified harmonic model voices before resolving when
AN o | V7 moves to I.
L4y /BEr—e— ] i
N : =
DI ! : E:
| |
Eb: V7 I
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OMITTING THE FIFTH OF V/OR I IN FOUR-PART HARMONY

In four-part harmony, you may omit the fifth of the chord of either V7 or I. Indeed, to avoid
voice-leading errors, the fifth must be omitted from one of the chords of a V’-I progression
when the leading tone appears in the top voice of V7.

10.5

©

O Good When 7 appears in the top
h voice, the fifth must be omitted from

Poor The fifths are not omitted in any of the chords in

one of the chords in a V7-I progression. " these V71 progressions, creating voice-leading problems.
— | | | | | N1 | | | |
oY 1D [ [ [ YD [ [ [ [
A b 1 = | = | P b a [ = [ =
[ £ an N | () BTXEN | A i | 4 | £an N (7).~ | 4 o (&) =
o P DR F FF = f*
D5 \'Ps
. ﬁ FI | | . | | [ 91 | I\ |
Cl| — 2 [ = = Ol | = Yt ¢ o - T T
o1 DD N7 = | = 1D = = NCo/ - = [ | =i
Z b AV 4 Lol ; 2 7 Ly‘ 2 AV 4 Lt 12 /’ : /
~ | f | | f | f |
- V7 7 - V7 7 7
Bb: V I'u‘ A% 3 I Bb: V I Vv I \% I
The fifth of I (F) is omitted The fifth of the V7 chord (C) is
and the root (Bb) is tripled. omitted and the root (F) is doubled.

When the fifth is omitted from V7, you should double the root of the chord (you may not
double the leading tone or chordal seventh). When the fifth is omitted from I, you should
triple the root of the chord.

106 Brahms, “Marias Wallfahrt” (Mary’s Pilgrimage) @

bis_  sie__ Gott den Her-ren fand! Simplified harmonic model

@@ (GerirpEEE=iE =

~e

il

)2~ o P — = <
7 J/ [ |l 1
L 3 | | | |
— =" N
A min.: v7 i V7 i
» 4

Translation: Until she found
God the Lord.

10.7 Brahms, “Marienwurmchen” (Ladyblrd)@
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mei - ne Freu - de! Simplified harmonic model

0 | — 0
7 | i i . T V| . T
@ e ’ o ! I y_ S ¢ — |
D = = g r
D — — e, .
F: V7 I V7 I
Translation: my joy! The fifth of V7 (G) is omitted and the root (C) is doubled.

Although you may omit the fifth of a chord, you should not omit the third, since this
creates a hollow-sounding sonority.

\Em\E\ BN

T

.. Poor The third of the triad (Ff)
" may not be omitted.

—
V'S
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If V7 were to move to V, the chordal dissonance would not resolve; thus a V-V progression
should be avoided. On the other hand, moving from V to V7 increases the urgency of the
dominant’s need to resolve to the tonic. For this reason, the V-V7 progression is extremely

common.
I I 0 PR
) —— e—— —
ol | RSV P-S—1 &) > o 2)
S r e | F CEE A

|| | | |
O = 77 = O <

g .

[ [ [ [ [
F: V \ f v V7 f F: (V7 VvV f

V-V7 is very common. 0 Poor The seventh of V7 does not

resolve, thus V7-V should be avoided.

Beethoven, Piano Sonata in C, op. 2, no. 3, 1

o chord skip chord skip

\' #) NT NT NT — NT NT NT —
————

-

p4 == =7
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2, = et
1
I
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<0

0

(O (Hse
| i SV P=u (@] Py
J)d 8 8 S 8

O

. O O O

O £}
VA V) O O
c o1 \% V7 I

The succession V-V7 is usually labeled simply as a V87. V8-7—-1 almost always results from a
V-I progression decorated by an embellishing tone in an upper voice.

J- S. Bach, Chorale 90 (=)

)
(4}
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YD l I
(> Z o
~V |

D) lJ_ (:jT) r

. ———
P D -~
~ |
Bb: V8 - 7 I

[
E: V8-7

3

In each of these progressions, V87-1
results when the tenor voice in a V-1

progression is decorated by an

embellishing tone. (V87 means the
same thing as V-V7.)

In figured bass, the figures 87 underneath a single bass note designate a root-position
triad followed by a root-position seventh chord. An accidental sign below the figures 8-7

applies to the third above the bass.

10.13
This figured bass:  is an abbreviated and could be or like this: etc.
form of this: realized like this:
04t | | | |
¥ gt I I ¢| o
o+ $—3 2
J L4 r
L L
ot
apt— r2) r2) 2)
> i f f f f
— | | |
8 - 7 8 - 7 8 - 7 8 - 7
5 - 5
3 - 3
This figured bass:  is an abbreviated and could be or like this: etc.
form of this: realized like this:
N4t W W
) n# E ok
y i 1 1 >
{51 . = o
NS i i i i
J f | I I
L u | | | |
. i i i i
Jo A LTI | ] | |
i z z z z
8§ - 7 8§ - 7 8§ - 7 8§ - 7
8 5 - 5 2 g
3 - #8

This # sign indicates that the third above the bass (E) is to be sharped.
The dash indicates that the Bf is sustained as the seventh enters.
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Much like V-1, either V7-I or V&7—-I may appear at a perfect authentic cadence (PAC) or an
imperfect authentic cadence (IAC). The instability of V7 makes it less well suited to serve as a
resting point at a half cadence (HC), however. Accordingly, in basic four-part harmony a half
cadence should arrive on V, not on V.

Rossini, #William Tell Overture (=p

ﬂ Qﬂu#no He
AN T rﬁ:ﬁ—ﬁ oo P HConV(motv)
o AR AR A LA EE RS S AT

PAC on V7-1

LN

q

=0
.
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MELODIC PATTERNS

Certain standard melodic patterns may be harmonized with a I-V7-I progression.

1015
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i 7 1 i 2 1 3 12 3 5 3 2 1 5 4 3
0 | | o
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|

I

I

2]
I

— | A=
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|

I

I

2]
I

V7 7

A perfect fifth to a diminished fifth (C-G to B-F) is okay.
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A Closer Look

THE DOMINANT SEVENTH CHORD: V7

review and interact

POINTS FOR REVIEW

* V7 functions like V—both chords function as Dominants and lead to I.

» The chordal dissonance within V’ must resolve down by step when V’ moves to I, even if
the seventh appears in an inner voice.

» The leading tone tends to resolve up by step, but need not do so if it appears in an inner
voice.

* When V7 resolves to I, you may omit the fifth and double the root of V7, or you may omit
the fifth and triple the root of I. Do not omit the third of a chord.

* 'V may not follow V7, but V? may follow V. V-V” is labeled V#~7.

* V7 often comes before I in an authentic cadence (AC), but avoid V7 at a half cadence (HC).

TEST YOURSELF

1. Spell V7
in the key of G;
in E;
in Eb;
in Db.

2. Below are various V7 chords in minor keys. What is the key of each, and what is the
missing accidental?

Show answers

3. In the excerpts below, some chords are missing one or two notes. What are the missing
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notes? Complete excerpts (a) and (b) in different ways, and also complete (c) and (d) in
different ways.

_A | | | [ | u u IV, S I
Y TD Iy = 1 D = T P- Xl P- Xl AT o =i = ()
A L 1V e = [} b |V = 7 bk o | = bk oY | = T o v v
(AN D L v ] kg T kg T T
0] I I
. 4 4 i o b
_q-l I T o T T o T T o T e
T Dy fe [) D [ AT [ T P- Xl [ T AT o 7
Z H [V T b [V T bk o I I bk o I I T & Py - I
Lo ] T [#) L] T () kg T () kg T () T et | T
~ T { T { T T [ [ T
Ab V71 Ab: V71 A V7 A V71 E: V7 V7 1

Identify the chords below with Roman numerals, in two different ways.

) | | N1 | .
I 7 1 I f
A L ¥ I I
(5> 5z =
i NSV — T =
= D] [ | D) "'r r ?
—— O, " /- T i
Foy—4— 14 FoYyan4— I FOy—b% f
7 5 1 i f 24 7 5 % P I
i 3 I Hﬁ—l—é % D—2¢ % =
F: v8 -7 1 D: G min
or V V7 1 or or

Some of the following I-V7-1I progressions contain voice-leading errors. Identify the key
of each. Then identify any errors (such as faulty parallel fifths or octaves or incorrectly

omitted tones).

— ) #

Below are a series of pairs of V87-1I progressions notated in different way. Which of each

e o L oy des oz
= b g = h"ﬂ.i,{ LI éa
(RESE S SSS S S s s is s
x o I T
VIR B
Die o 7 |7 Le o2 b 2
S i i B e e o

pair is notated incorrectly? What is incorrect about it?

(i)

(i)

@

(i) |

n | | 04 M~ ™ n | |
)” A =i T =i T o T T
E=SSSE G hits | is | (G lrh | 2e
b4 b4 = i ) e
| e SV I I =
s v P 5 =
3 — f ) f Y= =~ (o) f f
O ¢ | I I I 0 o Py I Ol ) I | = T | =
Z T () T () AL N = T = T Z W7 T () T
I I L2 3 % I % I v l I
Know It?

() Focus by working through the tutorials on:
* Resolving V7 to I M
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) Learn with inQuizitive.

&) Apply what you've learned to complete the assignments:

e Spelling Chords

¢ Realizing Roman Numerals
¢ Realizing Figured Bass

e Harmonizing Melodies

e Composition

e Analysis
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1 1 1°and V°

[8and V6—first-inversion tonic and dominant triads—can appear
anywhere except at the end of a phrase.

|6
Harmonic progression
16 in four-part harmony
V6
Harmonic progression

Ve in four-part harmony

| 6

HARMONIC PROGRESSION

The I6 chord—a first-inversion tonic triad—functions like I in root position. It is somewhat
less stable, however, because its bass is 3 rather than 1. I¢ appears toward the beginning or
middle of a phrase, rather than at its end; it allows for an active bass line by extending,
alternating with, or substituting for I (tonic triad in root position).

1.1
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I6 is a tonic triad with its third (3) in the bass. In minor keys, the first-inversion tonic chord is i.

0H4 0|
" D)
y_ dmiar c y - )
(o (>4 7
9 8 T ¥
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; , ;
Dhe | = 03 | L
7 i, & — Zi © 7y /S—— I =
=i L S~ —a—- I
= o o i
I I6 \Y% i i6 i \Y%
Tonic Dominant T D
16 extends the Tonic harmony and leads to V. i6 alternates with i.

112 Haydn, Symphony no. 45 (“Farewell”), IV

\.

I6 appears in

mid-phrase;
root-position I
appears at

phrase ending.

16 alternates with I, extending tonic harmony. 16 leads to V7.

Like I, I¢ may be followed by any harmony. In particular, 16 frequently leads to V (in root
position) in a half or an authentic cadence. However, I—not 16—must serve as the final
harmony of an authentic cadence.

11.3 Beethoven, Symphony no. 2, I f-i\,

\.

Fal'
O/

The final chord of the cadence is root-position I, not I6.

s J 122 EEN o rE RPN E:
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i

) Py Py p—
o)t 3 — / i e s e s B B S B
i  —— (- —— —7 o1 e
7 ) 7
r 4 r
AT I8V 1 I v§l v I ICIY \ I
16 Jeads directly to V. 16 leads through to IV to a V-I cadence.

Sometimes a perfect authentic cadence (PAC) is surprisingly averted when the expected
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appearance of I toward the end of a phrase is replaced with I6. This creates what is known as
an evaded cadence, which often also involves a sudden shift or break in the melody.

114 Mozart, Sonata in C Major, K. 309, I@
@

I

> No!
0 —~ = /\ — - PAC? No! e
(s C T —— i I;ﬁ.l’ ""|||;[
\;4)1 = - | % IY} =
P TR
f  — 11 f'qq‘_'p‘lf
O ) —9 —¢ i ' | 2 EEHI_F 7 3
G gassgs L | aiategs | L | |4 "4+ oA —
o & ; o == f
c ~— — V7 I? no, I6!

Evaded cadence: PAC is sidestepped as V7 is followed by I6 instead of the expected I.

I6IN FOUR-PART HARMONY

In four-part harmony, you may double any note of I¢é: root, third, or fifth. When moving
between I and 16 the upper voices may remain on the same notes or may leap to other notes
of the tonic harmony. I and 16 may also participate in a voice exchange, when i and 3 are
traded between two voices.

1 . Bach, Chorale 192 @

15].8
()
@
- The upper voice moves in contrary motion
with the bass; the root of 16 is doubled.

e
y /
SXEX
":I ir) J// \J/ \\_
=T
Bb: I I6 I

Diagonal lines trace two voice exchanges
as Bb (1) and D (3) swap places.

1 . Bach, Chorale 108 @

16].8
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The upper voice leaps; the fifth of

16 is doubled.
n | ' | L
J 1D | |
(~> b C o ‘
\\y
S A R
/:L. &

> D

Eb: I 16 I

I may move to I6, and vice versa.

In progressing between 16 and V, the upper voices tend to stay on the same notes or
move smoothly up or down, just as they do in moving between I and V.

17 J.S. Bach, Chorale 195 =)

LI
O The upper voices stay the same between I and I6; they move smoothly
between 16 and V. The third of 16 is doubled.

Qﬁ&n': I | | I II |
A SIS
m ..éﬂ_gf%?éf;
— L

D: I | G I6 Iv

16 may move to V, and vice versa.

When using I¢ in four-part harmony, be careful to avoid parallel octaves, which are far
more likely to arise than when dealing with root-position I.

1.8

™
1 p
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nat N4t | |
\ # T \ # T [ [
SR € i}
[ 4o Y1 NI, W7
& ot .
D) — ©.9: Poor Faulty parallel
o | )4 # T j " octaves: C§-E
OF- D ) | A LT o | =7
st = - e
I I
AV 16 Al 6V

Good V to I6 with no 0 Poor Smooth melodic motion in both bass and

" parallel octaves " upper voices creates a risk of parallel octaves.

I6 may also lead to V7. A V7-I6 progression is problematic, however, since it often creates
faulty similar octaves. V7 should lead to I, not to I6.

19
@ () # | .
= I t
y S ¢ S— I
{es—C 7 =i AN L. .
\"J)’ |0 = Q Poor V7-I6 creates faulty similar octaves, with a
G dissonance (D-C) leading in similar motion to an
. — =l
i N/ I octave (B-B).
OF* 2 C —ve I
Z T | —— |
I T
G: V7 I6
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V6

HARMONIC PROGRESSION

Vé is a dominant triad in first inversion; the leading tone is in the bass. V6 functions as a
Dominant (like V). In moving to I, there is usually stepwise motion in the bass and smooth
motion in the upper voices.

1110 J. S. Bach, Chorale 148 =)

PT
n 4 | s N I
)” A ﬂ | | |
ﬁ’——’—q ‘ V6 leads to I with
D) | | | | smooth melodic
. A A A A motion in bass
*) g C = and upper voices.
G 1 I ve 1
T i DT

V6 = dominant triad in first inversion,

with the leading tone in the bass.

111 J. S. Bach, Chorale 145 =)

) o S
V6 leads to I with %:—J—‘—i

smooth melodic —r |=
motion in bass J J
and upper voices. d ) C ot
| e r -y
A min.: i i H Vé i
T ;DT

Note: 7, the leading tone, is raised in

minor keys.

Vé also frequently alternates with other V chords; it is particularly common for Vé to be
followed by V or V7, or for V to be followed by Vé. However, V6 should not follow V7, since
the chordal dissonance within V7 would not resolve properly.

1112

™
1 p
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| 10N
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I I I I
= = gz =
77 P —) > 77 )
i S — - — i
I o I i i I
I L I |
I v o ve 1 ve V7 1 I
T D T D T "
0 Poor Since the chordal
O Good V6-V, V-V6, and V6-V7 are common progressions. T dissonance does not resolve,

V7 should not move to V6.

1113 Praetorius, Courante @

Ot
4444

c: 1 |v ve I |V vl I

V can move to V6, and V6 can move to V or V7.

1114 Handel, Air@
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1" et [
~ SUS emaane
E: 1 Ve V| 1 Ve

V can move to V6, and V6 can move to V or V7.

1115 Vivaldi, Violin Concerto, op. 7, no. 2, RV 299, II @

@ @
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L= 3
E min.: i \ V7 i
Simplified harmonic model V6 moves to
[al) . = " V7 (but not
i o ) = o
7 — = vice versa).
HD—4
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B fe o g
)53 i I i
7y 1
L 3
E min.: i Ve V7 i

Since a leading tone in an outer voice should resolve to the tonic, V6 does not typically
progress to I6. On the other hand, a I6—Vé progression is common, providing that the bass
leaps down.

F "
Fal
L2,
0 | | 0 ° r) ) ° )
Goe—= 2 = 5=
& 14 7] d i
D) g g J [ [ J [ [
NGRS § PR S D, o 7
P I T P— I I #H I I
F: V6 I6 E: I¢e V6 I F: I6 V6 I
: Poor The leading tone in [6-V6 is common . . . { Poor ... butavoid leaping
an outer voice should resolve up to a leading tone.
up by step—thus V6-16 should
be avoided.

1111 F. Couperin, Les Brinborions f-ﬁ\,

F h
Fal
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HC
e ’ .

0 ﬁu# ' — — = = — . ?_'_F = -
W‘J—LM' s S S - < < —
5 i = — = — = Y

R N
aute — - . . = E—
i A T -3 7 & —H — S — 7 g
L (. ) f 1 Pt 1 f 72
A: I Ve V' Vi 16 V6 I \Y%
Simplified harmonic model
W | | | -‘ \
)7 A 2V C— o - 0 Y N
s 3 3 == EEE
L o° 2 ®-. il °
: . f i — o
e~ - : ! ! =
o 1 | ' 1 f 7
A 1 V6 V7 I V%] Is V6 I \
T D T D T D T D
V6 moves to V7. The bass leaps down when 16 moves to V6.

Like I6, V6 typically appears at the beginning or middle of a phrase. Vé should not be the
final chord of a half cadence (HC) or the dominant chord in a perfect authentic cadence
(PAC). At a cadence, the dominant chord must be in root position. Furthermore, Vé usually
does not immediately precede the root-position dominant of a PAC or HC.

Handel, Sonata in E for Violin, III-)

{
LYy
\.' —— IV"
PAC
ﬁ\‘) 2 F IF#QI — o 2 At a cadence, it is normal for
(4 } i } . ..
\,j’ &~ —— i : . . I V to be in root position, not
- . I | in inversion or immediately
98,7, 3 PR I i B A S
Z "o O © f - 7= N — i | — preceded by V in inversion.
A& } = ! 1 =
CHmin.: i vii®6 i6 V6 i iv A\ i

PAC

The tonic chord at the cadence is in

root position, not in first inversion;

i6 and V6 chords appear in the

Ei

~ 777

O

middle of the phrase.

Q]

Gmin.: i i6 \Y% i6 Ve i \%

-

V6IN FOUR-PART HARMONY

In four-part harmony, you may double any note of Vé except the bass—the third of the chord,
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which is the leading tone within the key. When moving between I and V§, the upper voices
usually stay on the same notes or move smoothly by step or third.

11.20

=
®) )
I R T

‘4 4|
o —— F

[ [ [ I
ve VvV Ve I

0 Good Double either the root or the fifth of Vé—not 0 Poor Do not double the
" the third of the chord, which is the leading tone. " bass of V6 (= leading tone).

Various standard melodic patterns may be harmonized I-V6-1.

11.21

©

i 2 1 3 5 3 5 5 5 3 2 3 3 2 1 i 2 3
-0z . — - T —— . ol
O Ft 7 e (T T {rrr [frP [Frr
oddd Jd gy Nddd Hyg g
~ rr Frr Frr Frr Frr Frr
G 1 V6 I I Ve T I V6 T I Ve T I Ve I I Ve I
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review and interact

POINTS FOR REVIEW

¢ I6 (the tonic chord in first inversion) may extend, alternate with, or substitute for I (the

root-position tonic chord).
e Phrases that end with an authentic cadence should end with I, not I6.

¢ Any tone of 16 may be doubled.

* Vé may extend, alternate with, or substitute for V (the root-position dominant chord).
¢ V6 often leads directly to I, with smooth motion in all voices.
e Vé may move to V or V7, but V6 may not follow V7.
¢ Any tone of V6 may be doubled except the bass (the third of the chord, which is the
leading tone).
e Use V—not V6—in a cadence.

TEST YOURSELF

1. In each of the following, the soprano is missing from the second chord. What note(s)

could be used to complete the chord?

Show answers

2 . Of the following, which chord or chords may follow I¢ (choose all that Showanswers

apply): I, V, V6, or V7?

3. Of the following, which chord or chords may follow V¢ (choose all that Showanswers

apply): I, 16, V, or V7?

4. Of the following, which chord or chords may normally follow V7 (choose all show answers

that apply): I, 16, V, or Vé?

5. Identify the errors in each of these harmonic fragments.
Show answers

a b. c. d. e.

4 4., 4 4 b o L]

718 S . 1 # S R | L

ESESS SELE s

o r F 1 J o @
1 o dd . 1 Jd=d J ‘
| O | ot Pa—) Fpt—T—1—+—— i e —|
=4 R I " I I | — — — i  ——

-\&&P % S e -
Dmin.: i V6 i E: I6 V6 [ Ffmin:i i6 V i Bb: I V7 V6 I G:'1 Ve Is



Know It? Show It!

@ Focus by working through the tutorials on:

« Figured bass with I6 and V¢ lM
e Harmonizing with I, 16, V, V6, and V7 [ ]

Learn with inQuizitive.

f y Apply what you've learned to complete the assignments:
- y
o V6
¢ Realizing Roman Numerals
¢ Realizing Figured Bass
e Identifying Voice-Leading Errors
e Harmonizing Melodies
e Composition
e Analysis
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1 2 vEand V3

Vgand V%are inversions of V7 that embellish Tonic harmony: Vgleads tol,
V%Ieads to I6.

Harmonic Progressions
Vgand V4 as Embellishing Harmonies
Voice Leading in Four-Part Harmony

Figured Bass

HARMONIC PROGRESSIONS

Vg and V 3 are the first and third inversions of V7, respectively.

root position 1st inversion, 3rd inversion,
3rd of V7 isin bass  7th of V7 is in bass
Q Q | o | S n VSand V3 are
G—=35 —38 ——S8 | .
\;j; LS4 i i (@ =4 H  inversions of V7.
c. Vv %] V3

Like other Dominant harmonies, V¢ and V 3 lead toward the tonic chord. Since the
leading tone is in the bass of V¢ and must resolve up by step, V¢ resolves to I in root position (I),
not first inversion (I6). Similarly, since the chordal seventh in the bass of V 3 must resolve
down by step, V 3 resolves to 16, not to I in root position.

122 Haydn, Sonata in C, Hob. XVI:35, 1 @

©
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O 0 P — H— 4
ﬁ. P~ | i — ?—hﬁq  ——— . Vs and V; are
\QJ)’ - : ! — i ! ! I I | : Dominant
e o ¢ harmonies that
o) . . . » :
A2 s ¥ — 9 H i i lead to Tonic
Ty Ty r Ty i i ! :
Ol - = : > — © (LorI6) with
C: ‘V? I V4 - I6 ii6 \V2 I stepwise motion
" Dominant Tonic D - T S D T i in the bass.
‘eads to I, as the leading tone V3 leads to 16, as the chordal seventh
.11 une bass resolves up. : in the bass resolves down. '
0 <=z o)
€ ——— @ 12.2) A1 z
(5 C—1 : {5 C
ANSY | A3V, 14
J [ D)
« §§\>
L F = — =
ES Drommi | i ) 77 &/ |
A W | VA V7= N | 4 ()
& I !
c: V¢ I v} Is c: V¢ 6(?) i 1 (7))
X )

: Poor V? may not move to I6.

Poor V} may not move to L.

V¢ may follow any of the harmonies discussed in the previous chapters (I, I6, V, V7, and V

6).

123 Beethoven, Symphony no. 9, I11 @

@ n | | | |
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Frhg oS50 | ¢ o o |9

7 5 O Ve = Y

= B I I f I

Bb: I \% Is Ve VS 1

Tonic Dominant T D T

V$ may follow V or Ve,

V¢ also may lead to V7 in root position or in inversion. V¢ may not be directly followed by V
or V6, however, since if it did its chordal seventh would not be able to resolve down by step.

124 Handel, Violin Sonata in E, HWYV 373, 111 @

©
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v % , too, may follow any of the harmonies discussed in the previous chapters. It is
especially common for V % to follow root-position V. However, V % should not precede a
root-position V. The chordal seventh in the bass is so prominent that V % should resolve
directly to Is.

126 Haydn, Menuett, Hob. IX:11/2 (=)
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Bb: 1 V¢ V3 Is
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D I I D I I ()

Ab: V V4 I6 Ab: Vi V7 I

Q Poor V3 may not be followed by V

0 Good V to Vi—resulting from a pass-
h or V7; V4 must lead straight to I6.

ing tone in the bass—is very common.
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The bass motions involving V8-1 and V3-16 often resemble neighbor-tone or incomplete

. . .. 6 : .
neighbor-tone motions. This is because V5 and V3 are relatively unstable tonally and their
basses resolve by step to notes of the tonic triad. Thus, much as neighbor or incomplete

neighbor tones embellish a given note, so V8 and V3 may be regarded as embellishing a Tonic
harmony.

These neighbor and incomplete neighbor tones embellish the notes C and E, to which they resolve by step.

step step
0 —|r— e — | ) j 1
- z f
I 1 1l
T " T " T
tension—resolution tens.—»res. ten.—»res.  ten.—»res.
NT NT INT INT
Similarly, these V§ and V3 chords embellish the I and 16, to which they resolve by step in the bass.
PAC
0 |
A e — — s 3 j
G ——— . &
NS4 ot
D) | | | | | | |
. |
==t Ff e o [ | =
T T T T T
tens.—sres. tens.—sres. tens—»res.  tens—»res. cadence
C: I A I6 vi 16 A Vi 16 \4 I

Haydn, Variations faciles -)

Ry

' HC
0 > — . -

S ENE e S
ANIVALS T I T e bl el N el N e I I | |
D) ==="NK r I
Q [>) " N " < K T T—— T 1
A A e I Y 2 I Y 2 A Yer IR T I [ J— I Qi |
@"i 1 I r-N I .y 7T 71 j J rl gl ‘=
5 g < o @ “ i s ¢ o =
C 1 v$ I Vi 16 Vil vé¢l Vv
('~
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Simplified harmonic model

— [ —
Q ) ‘ | r‘
% o g ; ’j_i
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P P e IF F |FFPeEl
q; A | | | | | | | |
VA / ! ! | ! = |

> 3 |
underlying [I v
harmonies: | Tonic Dominant
detailed [I V¢ I V3 I6 Vi V81V
harmonies: [T D T D T DTDT D

The stepwise motions in the bass of V4.1 and V3-16 embellish Tonic harmony.

Like other inversions of V, V8 and V3 may be used anywhere within the phrase except for
the cadence, where V or 1 is required. Indeed, since a cadence must involve root-position V

or V-1, inversions earlier within the phrase are extremely helpful in promoting variety and

providing an interesting bass line.

12.10
L
Embellishing harmonies appear at the Q Poor Root-position V-I motions are overused in
beginning and middle of the phrase; V and I in root " the first parts of the phrase; inverted chords appear
position appear at the cadence. at the cadence.
o 3 J 4 | PAC Y R I B || PAC
") — 7] — ¥ — 7 B——t |
y . S — 2] 2 () y . 2 — o — S (0]
(6T ——-—¢ 12 o0 7 P (5T 2 S — P=
&) Z — e—5 000 S &  — | — o 8
g T (1 i DR e e E Fﬁ
| , | | | T
. —— f I . 0 —) — ] ——
Ded e . lerfl ||o Yeor | Fteeddodto
} } } o
; 6 4
(embellished by V§ and V%) v I 1 v I v
C:1 vi 16 V§ I I6Vs87 ] O I Vv I 1 vevs 1
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VOICE LEADING IN FOUR-PART HARMONY

In four-part harmony the upper voices typically move smoothly within V8-I and V42|—I6
progressions, with the chordal seventh resolving down by step and the leading tone resolving

up by step. Usually none of the notes (not even the chordal fifth) of V8 or Vg is omitted in
four-part harmony, and thus usually none of the notes in the chord is doubled.

121
O
/

Upper voices usually move by step or common tone in V$-I and V3-I6 progressions.

>
>

i 2 i 3 Zj 3 3 2 1 i 7 1 i 2 i 3 2 1
_ A I | | | | | [ I [
e e RS e T e e
= B i B i ® 4 oo oo
[’ 1T 1 [ u g |J [ 1T 1 [ [
L llddd 422 |[2dd |dJd |44
) - o -y
7 [ ) o~
E o v lirepr llper |le[ | i AR
™ 1 1 1 1 1 1 L | — I —
C 1 V8 I V¢ I I V¢ I I Vi Is 16 Vi 16 I V3 Is
i 7 i 4 3 5 8 2 5
_ o) , | | J
520 Wi 7 t I =
N y .S ) I 7} &
> >y S (s C—2 = = =
. e © NSV & 2 o o
D) |J [ [ D) F [ [ [
< 4 o J d J d
VCc e T—F e r 2 & e
1 : = ! =
c 1 Vv s V§ I C: V3 I6 V3 I6
Progressions that alternate V$-I and V3-16 are V3-16 may also support a leap in the melody moving
common, and often feature voice exchanges with in contrary motion to the bass.

the melody, embellishing Tonic harmony.
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FIGURED BASS

In figured bass, V8 is indicated either with the numbers g or (more commonly) gplaced below
the leading tone in the bass. Note that the fifth above the bass in this case is diminished, not
perfect. However, as always, you should assume that a note needs no accidental unless an
accidental is expressly indicated by the figures.

1212
These figures . . . may be realized like this . . . ... but not like this!
la) ﬁ‘ .
,’,‘u\\ E fom—1 ) Poor Unless indicated by
ANV = ANV ® 3 .
Py | J | the figures, do not raise 5
or etc.
oy i i i oy: i above the bass to create a
- - - o 77— perfect fifth.
6 6 6 6 6
g or 5 5 5 5

6
Viin figured bass is indicated either with the figures 3 or (more commonly) 3 placed

below 4 in the bass. The fourth above the bass of V3 is a leading tone and thus must be raised
in minor keys. In figured bass, this raising of the fourth above the bass is indicated by placing
a sharp or natural next to the number 4, or shown with a diagonal slash through or plus sign
attached to the number 4.

1213
This figured
bassin C ... may be In A minor, a sharp is ... while C minor requires
major . . . realized: required . . . a natural.
9 e I R R— o
& g 3 [GETEE 18— —%
(s i
o ! ! | o1 | !
or etc.
6):—» . . . ):— - - )b—e o »
71 i i i  d— ot ot i~ i i
} } } } I I I N } }
6 4 4 4 4 4 4+ b4 4 4+
3 or 5 5 5 ﬂz or 5 or 3 5 or 5 or 3

The sharp or natural sign next to, a slash through, or a plus sign attached
to the 4 indicates that this interval above the bass is to be raised.
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A Closer Look
6

V5AND VL21

review and interact

POINTS FOR REVIEW

* V¢ and V4§ are inversions of V’; they are Dominant harmonies.

* V¢ resolves to I; V4 resolves to I°.

* V¢ may follow another Dominant harmony. V¢ may also be followed directly by V7 or an
inversion of V7, but it may not be followed by V or V.

* V4 may follow another Dominant harmony. V4 may 7ot be followed by another V or V7,
however, but rather must resolve directly to I.

* Do not use V¢ or V4 at cadences.

TEST YOURSELF

1. In the example below:
Label the chord with a Roman numeral in the key indicated.
Which of the following Tonic harmonies could follow this chord: I or I°? Which of the
following Dominant harmonies could follow this chord (choose all that apply): V, V¢, V7,
or V3
Which of the following harmonies could precede the chord (choose all that apply): I, I¢,
V,V’, or V3

|

D,
B
L)

0]

o
o

q_
09
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2. In the example below:
Label the chord with a Roman numeral in the key indicated.
Which of the following harmonies could follow this chord (choose all that apply): i, i%, V,
V¢, or V7?
Which of the following harmonies could precede the chord (choose all that apply): i, i¢,
V, V7, or V2

#

o
T

m
f

00)

B>

-
]

9

N e

o
o]

E min.:

3. Below is a melodic phrase in D major.
Which of the notes with an asterisk could be harmonized with V$ Which of the notes
with an asterisk could be harmonized with V% (Hint: the chord chosen should not create
a poor doubling.)
What harmonies should you use in measure 4?
In which measure could you place a voice exchange between the bass and melody?

*

X X X
e I 77
¢

4. What notes are in the following chords, as indicated by the figured basses?

Show answers

Know It? Show It!

@ Focus by working through the tutorials on:
® Writing V8and V ‘é chords M

Learn with inQuizitive.

y Apply what you've learned to complete the assignments:

e Spelling Chords
¢ Realizing Roman Numerals
¢ Realizing Figured Bass
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e Identifying Voice-Leading Errors
e Harmonizing Melodies

e Composition

e Analysis
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1 3 V4and viic®

Vgand vii°6 are Dominant harmonies that embellish the tonic, usually with
passing or neighbor motion in the bass leading to | or 16

Harmonic Progressions
Vg and vii“6 as passing chords between | and 16

V4 and vii‘6 as neighbor chords to |

Alternating with Other Dominant-to-Tonic Progressions
Moving from Vg or vii°6 to other Dominant harmonies

Voice-Leading in Four-Part Harmony
Véorviitto |

Harmonizing 3-4-5: special exceptions involving Vg or vii6

Figured Bass

HARMONIC PROGRESSIONS

V§ is the second inversion of V7; vii®6 is a first-inversion diminished triad whose root is the
leading tone. V§ and vii®6 are extremely similar, since they share the same bass (2) and most
of the same tones (7, 2, and 4 are in both).

131
@ A V7of C=G,B,D,F vii®of C=B, D, F
,"‘:\ S r= V4 and vii® share three
\;)’ S S notes; both use 2 in the bass.
C: Vi viios
2nd inversion of V7 1st inversion of vii®
(5th in bass) (3rd in bass)

V§ and vii®6 function similarly as well. They both are Dominant chords, leading to I or I¢
with stepwise motion in the bass. Because they usually lead to a tonic chord with smooth
motion in all voices, V§ and vii’6 are used to embellish the tonic harmony, and thus they do
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not appear at cadences.

V4 AND vii°’6 AS PASSING CHORDS BETWEEN | AND 16

Vg and vii®6 often lead between I and I¢ with passing motion in the bass.

132
O
Stepwise motion between two different notes Stepwise bass motion between two different notes
T~ T~
0| PT PT 01| | | | | |
{7 ) T | 17 I S i i 1 i i i
y. =5 . T T . N
{52 T f i — f T N Wg—'—;—i—i:ﬁ
E I
o resoluti . Bb: 1 \Z I C 16 vii% 1
ension—sresolution en.—»res. ten. —» res. ten. —» res.

V$ and vii® move between I and 16 with passing
motion in the bass.

133 Haydn, Menuet, Hob. XL:11/2 (=)

&

\% \% I6 I
v
D T D T

Passing motions in the bass and melody can give rise to voice exchanges.

134 J. S. Bach, Chorale 144 (=)

' N4t ] . ]
ot

T D T
re

I passes through vii® to I6.

135 J. S. Bach, Chorale 269 (=)
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PAC

R QL

i6 passes through vii% toi. : : Root-position Vi appears

in the cadence.

V4 AND vii°® AS NEIGHBOR CHORDS TO |

V% or vii°¢ may also appear between two I chords with neighbor motion in the bass.

136
NT
@ N | 1 I | I g % ﬁ =
Eé;; [E— 1 [I— 1]
tension —sresolution Ab: 1 V3 I

tension — resolution

Stepwise motion to and from the same note Stepwise motion to and from the same chord

137 Schubert, Moments Musicaux, op. 94, no. 2 @

@ g
g TD |y
y . o n
[ o W) n
ANV
D) =0
OO -
o1 D |y [
Z | |V
7D 77
Ab: T Vi1 1 Vil Is V&4 I

Simplified harmonic model

ANYY “
o
| .
mo —— —— I
4 b‘ |DV i j D dl 7
L ] L ]
L ]
Ak 1 Vi1l 1 Vil 16 Vi I
A A A
I moves to and from V3, with neigh- V3 between I and 16, with passing motion in
bor motion in both bass and melody. both bass and melody
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ALTERNATING WITH OTHER DOMINANT-TO-TONIC
PROGRESSIONS

V?f,) or vii°6-1I progressions frequently alternate with other progressions that use inverted V
chords (such as V¢-I or V ‘é —I¢). In many cases this gives rise to voice exchanges that involve
pairs of notes in the outer voices and that embellish tonic harmony.

138 Beethoven, Piano Sonata in G, op. 14, no. 2, II

@ Voice exchange between 7-1 and 2-3

R melody: 1 ¥ i 2 3

ﬂll 1{3 L [7] [7] 1 [ 7] | ] IK
SN U N [ \ i N _/ N1 )
ANV 1Y) Y 1) 711
) — / -&ﬂ_

- |3

A L [\

¥ oo | D 2 i N b
AEEE e R R

Y r
C 1 Vi I8 Vs I
bass: 1 .2 3 7 i

139 Handel, Violin Sonata in E, HWV 3873, II1 @

@ Voice exchange between 7-1 and 2-3

I WE.¥ o 4

Y AT | | e

Y LY - ] | | rﬂ F_j |
[ £ W L L | | | | e | | |
NV £ ! | | | ! | | |

LL
o L., e i |
P A LTI ¥ [P (' | |
7 T o [@ X3 | B A— | '
" A i
ﬁ i ::06 ‘6 V6
Cémin.: i vii i 5 i
bass: 1 2 3 7 1

1310 Mozart, Piano Sonata in F, K. 280, III @
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Voice exchanges between 2-1 and 4-3

— 4 3 2 1
b Pe oo Ne o Ne N o == T—
s R st e S AR e g S PP PER
S | tjﬂd‘i
PY) hﬁ E=EH [ b
[a) f pk N 'fl
éi”% 1 = ') 1) ) il ﬁ " — i\\ .
oJ < < r < r 4 & h:‘ o’
2 1 4 3 LA
E: ) V3 I V4 I6 ii6 i—V
MOVING FROM Vg OR vii°s TO OTHER DOMINANT HARMONIES
At times V% moves to another inversion of V7 before resolving to I or Ié.
1311 Beethoven, Piano Sonata in A}, op. 110, I (=)
(O
L
v} may move to or from
other inversions of V7.
1312 Mozart, Piano Sonata in G, K. 283, II1 f-i\s
()
40 4
N V3 may move to or from
other inversions of V7.
A~/
Q ﬁo .h. N f T I ]l' . ‘.' I I
(o—T—T—&— —&— ———&—® —¢&
R =EE |- = —
p | [
4 ot o f Y ray. e o o
D e e e e e e et e s
L 3 I 1 i e —
G I V3 v$ I
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VOICE LEADING IN FOUR-PART HARMONY

V4OR vii°® TO |

The root of the vii® triad is the leading tone and may not be doubled; instead, double the
third or fifth. Since V% uses four different pitches, none of the notes are doubled in four-part
harmony. When V% or vii®% resolves to I or 16, all of the notes usually either move by step or
repeat from one chord to the next.

13.13

©

All notes usually move smoothly when V3 or vii® moves to I or I6. Do not double the

root (= leading tone) of vii®.

v
v

Bl

= TR T v

[ oL —

TN [ O
TN (O L~

B

<7TTTO| A— 9| |0
—TTN R T N

[(SEN

=ani YN Y [ YHERENG
8

— TN [ e M
— TN |%—

<779 d—

[SEN

C: I vi% 16 Ie I

V3 and vii® can harmonize neighbor motion or a stationary tone in the top voice.

| | |
ﬁ E ” i
= —] = Augmented fourth to perfect fourth (F-B

to G-C) is okay between upper voices

v
s
>
[}
\S}
—>
—>
\)
0>

L

| | |
0 % iios 6
9 — ] il —— —— I when vii® moves to I or I6.
— T — —
T T T T T T
C: 16 Vi 1 I wvii% 16 I6  wvii% I
These harmonies can also be used with passing ... or with the bass moving in
motion in the top voice, either with the bass contrary motion so as to form a
moving in parallel motion with the top voice . . . voice exchange with the top voice.

HARMONIZING 3-4-5: SPECIAL EXCEPTIONS INVOLVING V4 OR vii°®

The melodic pattern 3—4-5 can be difficult to harmonize without creating voice-leading
problems.

13.14

©

203



Q Poor Parallel fifths: a diminished 5th
""" should not move to a perfect 5th.

A 3 4 i 5 4 i
) i f | I | f I : |
VA [ | | W ’ll I | g ”I
~“Z \ d\ =\
Jds ]9/ P5 f -r)ds ]9/ P5
N J )
2 ——
[ |’ [ [ I
I vii®6 I

C: 1 "/
~

0 Poor Chordal seventh of V7 should resolve down.

However, special exceptions to standard voice-leading guidelines allow you to harmonize the
melodic pattern 3-4—5 with either I—V%—I6 or [-vii®6-I6. In these situations, the bass moves in
parallel tenths (i.e., compound thirds) with the top voice. One of the special exceptions is that
in these progressions a diminished fifth may move to a perfect fifth when V% or vii®6 moves
to Ie.

13.15

©

0 Good  Although
" moving from a perfect
to a diminished fifth is

Poor ... moving from a diminished to a perfect fifth is normally not okay
always okay (because ]

) ) " (because here the P5 is approached in parallel motion) . . .
a perfect interval is

not approached in

parallel motion) . . . Good ...butds to P5 is fine when V3 or vii®% moves to I6.
v 3 4%5 3 495
|d5 |P5 | |d5 |P5 | |d5 |P5
P N A ™ I A o 7
&y Y oy ) &y )
o7 ? o 777 # o 777
P — o o
|' [ [ [ | [ [ | [
J _J A_ é _J J_ é é é Note how the
bass and melody
> P —) P —)
i' la r i’ i r i' i move in paral-
I wvii® 1 I vii% 6 I Vi I6 lel tenths (i.e.,
. Ct D E cCi D E octaves + thirds).
outer voices { A B Ct A B Ci 4

Likewise, although normally the chordal seventh of V7 must resolve down, a special
exception arises when V% moves to I6. In such a case, the chordal seventh of V% may move up
by step, in parallel motion with the bass.

13.16

™
LI
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p

0 Good Chordal seventh of V7 need not resolve down when V4 moves to 6.

3 4 5

_ & | | |

\J & [ -~
y . LY £ N\ ~1\
[ fan ) A W ‘ ] =i
ANV J =
D) | ds [ Ps
- = I

. AL V) I ! [
~

G 1 vi 16

Bass and soprano move in parallel
tenths, harmonizing 3-4-5 in melody.

1317 J. S. Bach, Chorale 54 @

@ 0 Good Chordal seventh of V7 need not resolve down when V4 moves to I6.

N\

G 1 V4 I6

Bass and tenor move in parallel
thirds, with 3-4-5 in the tenor.

1318 J. S. Bach, Chorale 26 @

@ Q T ot 3: Z‘I §I | _‘l J J
’@B b € il ‘I ) i_ I
) r F ps I Tl | [
qﬂ—n—sg—a—g g ; f J ﬁ
) E: !I !I vii Ie !I |

1319 Mozart, Piano Sonata in A Major, K. 331, I @
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FIGURED BASS

. C . . 4 A evor s s s . . 6
In figured bass, V% is indicated with either g or 3 below 2; vii% is indicated with either 3 or 6.

In minor keys, the sixth above the bass is the leading tone, and thus must be raised. This is
indicated either as §6 or 46, or else by & .

13.20
.v"-ﬁ "-.II“.
Fal
ey
./
The sharp or natural next to (or slash through) the figure 6 indicates that the sixth above the bass should be raised.
C: A min.: C: C min
fa) | o) \ o) | | 0| | |
Y I i f i I I ) o — —
y o y o I y o o o A 51 Fol Fol
(es—& ¥ i b g i
g —|
©)—s - — i — - )b - -
. ° _— . . ° 7, °
I I I I | I
.6 4 fo & 6 6 6 &
figures: 3 4 4 3 :
Roman 34 4 34 34 .. . . "
numerals: V3 V3 V3 V3 Viio6 viios vii®6 vii©e
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A Closer Look

V4and vii©®

review and interact

POINTS FOR REVIEW

. Vg and vii®6 are both Dominant harmonies built on 2 in the bass.

« V4 and vii® share most of the same notes, including the bass, and both move with
3 g
stepwise motion in the bass to I or I6.

. Vg and vii’6 are sometimes used between I and I¢ (passing motion) or between two I
chords (neighbor motion).

» The root of the vii°6 triad is the leading tone and may not be doubled in four-part
harmony; double the third or fifth.

* The progression I—V%—I6 (or I-vii®6—I6) frequently is used to harmonize the melodic
progression 3—4-5 (with parallel tenths in the outer voices), owing to special voice-
leading exceptions involving these progressions:

e When V§ or vii®6 moves to I6, a diminished fifth may move to a perfect fifth.
e When V§ moves to I6, the seventh of the chord may move up by step.

TEST YOURSELF

1. Name the notes of both Vg and vii’ in the following keys, and identify the bass note for
each:
G major

B}, major
E major
E minor

2. In the example below, determine whether each of the labeled chords (a, b, c, d) is a V4, vii°
6, Vg orV 3 .
Show answers
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Qﬁ
o]ss)

g

3. Below are some two-chord excerpts from chorales by J. S. Bach (some with embellishing
tones omitted and the rhythm simplified). What note (root, third, fifth) is doubled in the

vii®°6 chord in each?
Show answers

_ 7 | | y | Lo | | | y | |
e e

S A S

ﬁ ; ot — — — T i -  — —
>, L Bt 2 I Booe .
L L » 2 f I ) ' - I

< | f I T T I
F: vii® I6 A: vii%6 I Bb: viio6 I6 Ab: viios I D: vii®6 I

4. Below are some three-chord excerpts from chorales by J. S. Bach (some with embellishing
tones omitted and with the rhythm simplified), each of which involves a vii°6 or V?,) that
appears between I and I6.

e What type of melody is in the soprano: neighbor motion, passing motion, or a stationary
tone?

¢ In which of these do the outer voices move in parallel motion?

e In which, contrary motion?

e Which involves a voice exchange between the outer voices?

e In which of these is there an augmented fourth moving to perfect fourth between a pair

of upper voices?
Show answers

_Hud 1 | | | TR S N | | | [ —_—
7 A Al Il % Il LD =T I P2 é i AI LD =T d LD % Il ‘I
G A I L a;:ﬁ - 2 " ecoe |I” o283
5 —r T A 1 Ui ]

P EVENE RVEPEE VRPN . 2|

%%” r o Y . - < Ul
s S A R H 1 i :
A 1 viie 6  Gmin.:i6  vii® i G: 1 vii®6 16 Gmin:i V4 i6 Gmin.:i6 vii%6 i

5. In each of the following, determine if there is a faulty approach to a perfect fifth and/or

an improper treatment of a chordal seventh, and explain why or why not.

Show answers
A | | | . 4 |
Y TD I I I JI!P [0

\Jn|

[ W
[ Yt Y{ YEN

TN R—"T98l
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Know It? Show It!

@ Focus by working through the tutorials on:
o Writing vii°¢ [l

° ... 4
* Writing V4l

Learn with inQuizitive.

{:f; Apply what you've learned to complete the assignments:

N

¢ Preliminary Exercises

¢ Realizing Roman Numerals
¢ Realizing Figured Bass

e Harmonizing Melodies

e Composition

e Analysis
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14 Approaching the Dominant: IV,

115 and iig

IV, ii6, and iigare Subdominant harmonies that lead toward the Dominant.

Moving toward Dominant Harmonies
Subdominant harmonies
Leading to Dominant harmonies
Subdominant harmonies do not follow Dominant harmonies

Moving between Subdominant harmonies

Voice Leading in Four-Part Harmony
Subdominant to Dominant: IV and ii
Subdominant to Dominant: iif

Subdominant to Dominant: iv, ii°6, and ii®5 in minor keys

MOVING TOWARD DOMINANT HARMONIES

SUBDOMINANT HARMONIES

IV, ii%, and ii5 all function as Subdominant harmonies. They use 4 in the bass, share most of
the same notes, and function similarly.

141

major minor minor 7th
(Bb,D,F)  1stinversion Istinversion
(G,Bb,D)  (G,BbD,F)

[a) .y o SO
7 | S P=4 A=/ ] B .6 . .
I O O 1V, ii6, and ii3 are Subdominant harmonies.
SV 11
D)
E. 1V ii6 iis

Each Subdominant harmony contains 6. In minor keys, 6 is a semitone lower than in

major keys. As a result, iv, ii°, and ii°5 have different qualities in minor keys than the
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analogous chords in major keys, though their function is the same:

142
i
LI
minor diminished half-diminished 7th
(Bb, Db, F) 1st inversion Ist inversion
(G,Bb,Db) (G, Bb, Db, F)
Q T !7 L Q o o iv; ii%, and ii?? likewise function as
s © o o
H—2 Subdominant harmonies.
D)
Fmin.: iv ii%6 8

LEADING TO DOMINANT HARMONIES

Most commonly, IV, ii°, and iig lead to Dominant harmonies, such as V or V7 (in root
position or inversion) or vii®. The Tonic—Subdominant—-Dominant—Tonic pattern (T-S-D-
T) includes all of the notes within the key, and thus typically allows for more-secure
establishment of the key than the simpler Tonic—Dominant—Tonic pattern discussed in
Chapters 9-13.

143

Tonic: I or I6

IV, ii6, and ii? (or in minor
keys, iv, 1i%, and iiﬂg) lead

to Dominant harmonies: V,

. V7, inversions of V or V7,
Dominant:

V, V6, V7 (and

inversions of V7),

or vii®,
Subdominant:

1V, ii6, and ii$
and vii®6

~_

144 Beethoven, Cello Sonata, op. 5, no. 2, I11

O
IV leads to V.

[al) . A

D P T
= r
e

I

g
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P f
W‘E—W <
7 % r. :5 I
| ===
G v v I
s D T

145 Dussek, Harp Sonata no. 3, 11
Vi
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U ii%6 leads to V.

n_| |
A ]
LS S o M — ——
D) [ e %4 L4 e
oy h—aL = a—=
oL 8. - —

[ [ [ 4 b [

Cmin.: i iic6 'V i

T S D T

146 Congregational Hymnal, no. 26

@ ii¢ leads to V.

D — i | | |
A 1 1 1 1 ~

) = = 7 7

” e

r{r r rr ¥
P I I R |
o ) ] () N7 ~ o)
o A AV 4 Zz 1
AN > ) = 77 14 T
A 1 | 1 1 1

1 I I 1
G 1 \Y I6 i$ v I

14.] Purcell, “Dido’s Lament,” from Dido and Aeneas

@ ii?¢ leads to V.

- N | | .
J 1D | | N |
N b ~ 1) |
[ 2o W 2z v Yo H/ -~
N~V A | A 4 Tl lee
) ! N N
—
Pl D ~
Z = (7 |
L A [ | ~
~ | [ | [/
G min.: i6 i8¢ v i

148 Brahms, “Die Wollust in den Maien” (The Merry Month of May) @

%
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IV, ii6, and ii$ may also lead to V7 in root position . . .

choral version (= piano-voice version (s
das tut weh. das tut weh.
| nst | | |
— & B ——
[ L4 o
J u W | °
OF - ) ) s
y Pist - | ¥
7 n—¢ i F
- -
I A: | ii6 V7 I
T S D T
Translation: That’s what hurts.
Foster, “Beautiful Dreamer” (=)
Sl
Beau-ti-ful dream - er, wake un-to me, Star-light and dew-drops are wait-ing for  thee;
| re— . .
r—— o I B R — f f
N o I —— — T
loiicic RS AR daad Kodid e,
¥ ¥ r &0
TS S T3
— — =
=0 =
Eb: I ii6 V7 I
T S D T

Chopin, Prelude in C Minor (=p

W)

T
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1412 J. S. Bach, Chorale 103 (=)

@M| |

4| 4
Vb
.
< | ]
PT
Bb: I 1A% vii®6 | I
T S D |T

. .6
IV, ii%, and ii5 may not appear as the very last chord of a phrase. However, these chords
lead very effectively to a root-position dominant chord in an authentic or half cadence.

1413 Mozart, Sonata for Piano and Violin, K. 877 @

®

N N
o o oo PA
N
[a) I g /\F g I\ g /\F c
)" A ) N e - - e & Py L N e 2 >
é?z ] S = | S = T Mil =1 = [ | =
)T ] L/ 1 L/ )T | bl 1 )T ) /1 L/ bl | )
Yy T |74 | 4 | 4 Yy T |74 I |74 |74 | 4 | 4 /1 VA |74
} } } ) ) F ¥
bass=| F G A
|
|

D)

[a)

T

A hHh Ay &

[ . Nl /A |
©°% 71§ g
D)

salvals gy

D min.: i (tonic embellished) ——M8M8M™M i6 V7 i
i \4 i vV Vi i6
T T S D T
1V, ii6, and ii¢ often precede the V It is especially effective if 16 precedes the Subdominant harmony that :
that serves as part of the cadence. leads to the cadential V, allowing for stepwise motion up to 5 in the bass.

SUBDOMINANT HARMONIES DO NOT FOLLOW DOMINANT HARMONIES

Except in very special circumstances (to be discussed in later chapters) IV, ii®, and ii5 should
not follow a Dominant harmony.

1414
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| o |
@3 Eg 33:% 0 Poor When writing in this style, do

not move from a Dominant chord to

| | | .. ..6

>y T T > T IV, iis, o

Fes T o o T - o
C: 1 \Y% ii6 I I vii%6 IV I
T D(9y> S T T D (?!) S T

MOVING BETWEEN SUBDOMINANT HARMONIES

Before proceeding to V, IV may be followed by ii® (the reverse—ii¢ followed by IV—is far less
common). Since the two chords function so similarly, the resulting IV-ii® succession
essentially represents an elaboration of a single harmony by means of an embellishing
motion in the upper voice.

1415

@ G Good IV may move to ii6 before progressing to V.

O < oI R

= =00 TV QL

s~

As the 5th (G) above the bass moves to a 6th (A), IV (C-E-G) moves to ii6 (C-E-A).

1416 Handel, Chaconne in G @

@ 0 Good IV may move to ii6 before progressing to V.

04 ] I I\ A—t
b Gt trelsdrrie o
&4 e
S ! o =
Z /0 0
X Z-. I
| ! i
G: Is 1\Y ii6 \Y% I
T S ~ D T

As the 5th (G) above the bass moves to a 6th (A), IV (C-E-G) moves to ii6 (C-E-A).
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VOICE LEADING IN FOUR-PART HARMONY

SUBDOMINANT TO DOMINANT: IV AND ii6

In four-part harmony, you should double the bass (that is, the root, 4) of IV, and double
either the root (2) or bass (4, the chordal third) of ii®. Moving from IV or ii® to V creates the
risk of parallel octaves and fifths.

14.11
™
@
Double the root For ii6, double 0 Poor Watch out for parallel fifths or
(= bass) of IV. either the bass . . . ... or the root. 7 octaves in IV-V or ii6-V!
N | | | | o) | |

:
i
EF

| | |
0 | P (o) | ® (o) | > (o) 0 | ® Lo | >y (o)
Ve o ° ] e e Ve ot T e ]
cC I Iv V I 6 V I 6 V c: 1 1V A% I 6 V

A standard strategy for avoiding faulty parallel motion is to have the upper voices move

¢ moves to V. Indeed, whenever moving

in contrary motion with the bass when IV or ii
between two root-position triads whose roots are separated by a step—such as IV and V—it is
usually best to double the roots of both chords, and for all the upper voices to move to the

nearest chord tone in the opposite direction from the bass.

1418
'
1 p
a | downby third |
7 — = From IV to V, the bass moves up by step, the upper voices
ANS s— > all move down by step or third.
¢ T downbystep |

g downbysiep |

In general, when moving between two 3 chords separated by a step, (a) double the

lg p by step > f root in both chords and (b) move all the upper voices in opposite direction of the bass.
C: Iv \%

Similarly, when the bass of ii° is doubled (as it often is), all of its voices should move
down to the nearest chord tone—in the opposite direction from the bass—when ii® progresses
toV.

1419

™
1 p
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A | downbythird |
) E—— =
(5—— —
— B =4
D) I down by step | From ii6 to V, if the bass (that is, the third of the chord) of ii¢ is doubled, all of the
A_ down by third A upper voices should move down by step or third.
I ——
°):
F up by step T
C: ii6 \Y%

Other voice-leading possibilities arise when the root of ii° is doubled, or when ii° or IV
progresses to V7 (or an inversion of V or V7). Although contrary motion between the bass and
upper voices remains the norm, in these situations one or more of the upper voices may
remain on a common tone or move in the same direction as the bass—providing that special
care is taken to avoid parallel fifths or octaves.

1420
Py
H)
]
—
TN —
J J 5!/ \J J ‘! The upper voices may remain
i./' I" IP i= > > on the same note or move in
_J/ _ _J _J_ ! ! the same direction as the bass
<
J | if IV or ii6 moves to V7 or an
- — o
= ,P F { f ° inversion of V, or if the root of
I 1 I 1 I i
' ' ' I ii6 is doubled.
ii6 V7 ii6 \% v Vi et
(root doubled)

6
SUBDOMINANT TO DOMINANT: ii5

6
Because it is a seventh chord, normally none of the notes of ii5 is doubled. The chordal
6 A
seventh of ii5—which is 1—should be prepared by common tone: in other words, the chordal
6
seventh of ii5 should be held over from the previous chord. Like all chordal sevenths, it must

.0
resolve down by step when ii5 moves to V.

1421 R. Schumann, “Ein Choral” (A Chorale) @

| |

i I
= 7]
=1

The chordal seventh of ii¢ (G, 1)is prepared

¢
%1

N~—
A_ _A #/—\ by common tone (notice the alto G in the
% A \% " previous chord) and resolves down by step.
A
— — —
G 1 embellishes tonic I ii? v I
T T S D T
I vii®6 Ie  vii® I
T D T D T
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6
SUBDOMINANT TO DOMINANT: iv, ii°6, AND ii°5IN MINOR KEYS

In minor keys, the minor form of 6 (that is, 6 as it appears in the natural minor, harmonic
minor, or descending melodic minor scales) is a tendency tone that pulls strongly down
toward 5. The minor form of 6 should not move up to the leading tone, since that would
create a melodic augmented second, which sounds too exotic for basic four-part harmony.
As with other tendency tones, avoid doubling the minor form of 6.

14.22
™
1P0)] @ ) . 3 . .
0 Good The minor form of 6 (Eb) moves R.9: Poor The minor form of 6 moves up,
" downto5 (D). " forming an augmented second.
Ebto Ff = A2
e A
- | | | | 0| | 4
YD = ot =] = 1D = it )
A 5 ¢ < s » A5 B i) =
{es>—C ) = (s> C— 71 f =
A3V 1= = \IT) = ANSY 1= S a— 1 i
D) [ ‘lsl TL[ [ J [ IEI A IA_
Co| J J i J >
Ve = Ve 2
v [ 7 5 v = | ., 7
. f = 1,
G min.: i iv Vg i G min.: i iv Vg i

Poor Avoid doubling
" the minor form of 6.

' Q I ID ) | |
LI A 5 & f T

[ a0 M /1 I |

ANSV L2 3 m

D) - #

; — !
)b 22— i I ' > f
Gmin.: i viic6  i6 iv \4 i

It is also possible to raise 6 in minor keys, as in the ascending melodic minor scale,

. . A ...0 .. .6 . A
thereby changing the quality of iv, ii*, or ii°5 to IV, ii®, or ii5. Raised 6 moves up to the
leading tone without creating an augmented second.

1424 J. S. Bach, Chorale 111 (=)

®
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Raised 6 (F#) moves upward and thus
avoids the augmented second.

A min.: i6 IV vii% i
a4

Raising 6 changes iv to IV.

220



review and interact

POINTS FOR REVIEW

* IV, ii% and iif (and iv, ii°%, and ii°§ in minor keys) are Subdominant harmonies that share
the same bass tone and most of the same notes. These chords function similarly.

¢ IV, ii% and iif lead toward Dominant harmonies such as V or V’ (in root position or
inversion) or vii“.

« IV, ii% and ii§ may not follow a Dominant harmony.
» Double the bass (= root, 4) of IV; double either the bass (= third of chord, 1) or root (5) of ii¢.

* In IV-V progressions (or in ii°~V progressions in which the bass of ii° is doubled), the
upper voices of IV or ii® move down to the nearest note of the V triad.

e IV may move to ii°.

¢ The seventh of iif is a chordal dissonance that should be prepared by common tone and
resolve down by step.

¢ In minor keys, the minor form of 6 should move down, not up to the leading tone (which
would create an augmented second). If 6 is raised in minor, however, it may move up to
the leading tone.

TEST YOURSELF

1. Which of the following chord progressions are stylistically correct in standard four-part
harmony?

[-V-I
[-IV-V-I¢
[-1i6-vii®-I
I—Vé—iig—l
[-IV-V-ii¢-1
Ié—iig—V‘Z‘—Ié
[-vii®-IV-1
[-IV-ii®-V7-1
[-IV-ii-V-V¢-1-V-I

2. Below are the Roman numerals of chords and their qualities in major keys. What are the
analogous chords and qualities in minor keys (using the notes in the natural minor scale)?

major key minor key
I, quality = major i, quality = minor
IV, quality = major ___quality=_____________

221



ii%, quality = minor —__,quality =
—___,quality =

6
ii5, quality = minor 7th

What notes of the chord (root, third, or fifth) and scale degrees are best to double in the
following triads? For some of these there is more than one answer.

I

I6

\%

V6

v

1ié

6
Below are a series of ii5 chords and V7 chords in various keys. Identify the note and scale
degree of the chordal seventh in each:

Which of the following statements are true in standard four-part harmony?
A chordal seventh must resolve down by step.

4 must resolve down by step.
4 must resolve down by step if it is the seventh of V.

1 must resolve down by step if it is the seventh of iig.

Identify the errors in the following fragments:

=0 # | | | I | 4 I | .
=7 T T r T— 7] D I po—| y* — I D f T
X —c— I ik s 51 I 7= i I I b5 I I
1HAES I T hl = 7 L ) [} 1214 (&) 7 v =i T
1D 2] 77 i % 1) fl 2 7]
T I 4]
S =z J _d ] 4 d
| o - v F . r— = 7 s b
| | am o I ik s I 5t i i i) Z b5 77
It i 1 1 1 L » S i f i i f 7z
L [ I [ |
C: IV V7 D: iis \'% Cmin.: iv vi G: ii6 A\ G min.: iv Vi
Know It?

E] ) Focus by working through the tutorials on:
e IV-V and ii5-V M
* Writing ii2-V M
» Harmonizing with Subdominant chords [l

4} ) Learn with inQuizitive.
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&) Apply what you've learned to complete the assignments:

¢ Realizing Roman Numerals
¢ Realizing Figured Bass

e Harmonizing Melodies

e Composition

e Analysis
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1 5 Embellishing V: Cadential §

The cadential gconsists of accented embellishing tones that resolve down
by step to the upper notes of a root-position V chord.

Embellishing V

Harmonic Progression and Voice Leading
Doubling
Resolving the cadential g
Rhythmic position

Labeling the Cadential g
Figured bass
Roman numerals
6
14

The Cadential gwithin Phrases

EMBELLISHING V

Root-position dominant chords frequently are embellished by the intervals of a sixth and

fourth above 5 in the bass. These embellishing tones are metrically accented and they delay
the arrival of the dominant chord’s third and fifth. The sonority that embellishes V is known

as a cadential g. Notice that the scale degrees of the cadential g (§, i, and 3) are the same as
those of the tonic triad, but here are used to embellish V: this is a Dominant harmony, not a
Tonic harmony.

151

©
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The accented 6th (E) and 4th (C) above the bass (G) embellish V.
This is a cadential §.

f T
)”
y .o ) ’
[ £.n YA W b=y
ANSY & NSV =
D) D) [
I I
iJ Dremme i O i
C. Vv I cC: VvV I
(undecorated) (decorated by accented
embellishing tones)
Dominant  Tonic Dominant Tonic
This V is not embellished. The V is decorated by a cadential $-v.
152
» "-"l.‘.
Fal
4 b
/

(@]
|
(o) O
ID (@]
[
. 6 . g 6 . 6
C: I cad. 3-V, I C: ii6  cad.4-V I C: IV  cad.3-V I
V embellished V embellished V embellished by
by suspensions by accented PTs SUS and accented PT
T D T S D T S D T

The cadential § should be directly followed by root-position V or V7 (not by an inversion
of Vor V7).

15.3

7

F
;ﬁ1
4 0)
N/

e’
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The cadential § should be followed directly by a root-position V or V7.

—~ o —— —
AN = =

=== == Gre ki (==

o [ [ | D) [ [ o [ [
Sy ot — = — B B — £ e ———
aie e & R S0,
D: cad.§-V ! cad. §-v7 ! D min.:  cad.§-V ! D min.: cad.§-V !
vV I V7 1 \% i Vv i

) Good When a cadential $ moves to root-

position V or V7, the bass may be sustained . . . ...orrepeated . .. ... or leap an octave.

[ £an Nl VRN )
ANIV |
D) [
Py |
raX | I

E
¢/
1T

D min.: cad.§-V$
€2))

.': Poor The cadential § should move to V in
" root position, not in first inversion.

154 Carulli, Larghetto for Guitar @

The cadential § is immediately followed by a root-position V or V7.

155 Excerpt from American Psalmody @

®

TN A=

=
cad. §-v7

S D

HH

The cadential § is immediately followed by a root-position V or V7.
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156 Foster, “Annie, my own love” @

ﬂ An nie, my own/; love, is gone from me now.
- fts e =
A [o) = -~
ANV 4 LS T =Y v
D) |9 [’ -
, =a
o o 6)
A >
I ARRLE / | I
=5 Z | |
' &
G: I6 ii6 cad. §-v8-7 I
|
T S D T

The cadential § is immediately followed by a root-position V or V7.
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HARMONIC PROGRESSION AND VOICE LEADING

. 46 . . . . .6
A cadential 4 may be preceded by any Tonic or Subdominant chord. Since a cadential 4

delays the arrival of V, however, it may not follow a Dominant harmony, such as V, V7, or vii
06

O Good A cadential § may follow a Q Poor A cadential § may not follow

" Tonic or Subdominant harmony. " aDominant harmony.

I —
©
O
I
T

. 6 is 6 .. 6
F: I I6 cad. -V I 6 cad.4-V I vii% cad.4-V
T D T S D T D D

158 Beethoven, Piano Sonata in E, op. 14, no. 1, I @

@Mi

\I
. TF

%
5

S ]
steel. T
7 I‘ ge P = f
alb b r L |
E min.: i cad. §-v7 i
T D T

The cadential 2 follows the Tonic.

15.9 Purcell, “Dido’s Lament,” from Dido and Aeneas @

©
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n_|
1D [
A = i
[ e Vi N\ / e, >
ANIV4 ] X A ~
Y] o i [N g
. . |
7 > — I
1T D ed [ |
7 b &) ~ () I
L A = | | >
| =" o
G min.: i6 i3 cad. §-V i

~
»
o
~

The cadential § follows a Subdominant harmony.

DOUBLING

In four-part harmony, you should double the bass of the cadential §. The fourth above the
bass is dissonant with the bass and should never be doubled.

1510

: Q Poor The fourth above the

bass (Bb) of the cadential § is
0 Good The bass F of the dissonant with the bass and
* cadential § is doubled. should not be doubled.

NI\ N1

L

dar - in - nen sie rang.

— ) ) g
¥ | T I T N
y . I I I I
2 I

The bass (A) is doubled in the cadential 5.

1512 R. Schumann, “Ein Choral” (A Chorale) @

©
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| |
’ll f)l = v
e =) A\ [, Py
Z A"4 ©
- —F r|°
| | = |
(e &J N7 = O
(7l i Z
! -
L &
G I Ivée . cad§ -vs-7 I

The bass (D) is doubled in the cadential §.

Translation: . . . as she struggled [in prayer].

RESOLVING THE CADENTIAL g

. ,6. . .
The fourth of the cadential 4 is a dissonance and should resolve down by step. The sixth,
though also an embellishment, does not form a dissonance, and thus may move in either
direction—though it, too, usually moves downward.

1513

©

The 7th of ii¢ may

be repeated in a 0 Poor The 4th above the
Good The 4th above the bass of a cadential § cadential § before " bass of a cadential $ should
" (B) must resolve down. resolving down. resolve down, not up.

TR O _—

1514 Haydn, String Quartet, op. 33, no. 4, 11 @

@ The 4th above the bass of the cadential § (Bb) resolves down to Afl.
Y
05l q . S D
e — —¢
& 2 e i o
PI) |
T > 4
. ’ £ hig- ; 12 ‘; i ) ,
OO I > S—— i re—| f > f
LN "> S Z— I p Z— i P i ot i
2L ¢ L 0.
v | T
. . .. 6 .
Bb min.: i ii6 cad.3-V7 i
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RHYTHMIC POSITION

Since it derives from suspensions or other accented embellishing tones that decorate a
Dominant harmony, a cadential § must appear on a stronger beat (or stronger part of the beat)
than the V or V7 to which it resolves.

15.15

&

0 Good The cadential § should appear on a stronger beat (or [
" part of a beat) than the V that immediately follows it. "7 appear on a relatively weak beat.

Poor The cadential § should not

N
Qe |
(e}
= (B [F ([P
+|&

i . — ~
——— 7z = ) -
P I T @ I T P T I
Eb: 1 ii6 cad. §-v I I\Y% Eb: I IV cad.§-V 1
beats: 1 2 3 4 1 2 3 beats: 1 + 2 3(7) 4

~ - ¥r
LI ] 0 o> . o - 4':Er _
.-f’ X = i . r\92 o 1 -
[ e Y/ | | N @
ANSV A 3 L | 7
9] i
e s AR E =
O~ — —-— i
Z S EESS IS s ===
o .. 6 .
A min.: i6 ii6 cad. 4 -V i
beats: 1 2 1 2 1

The cadential § appears on a stronger beat (beat 1)
than the V that follows it.

1517 Boccherini, String Quintet in E, Trio @

~
'l :f’ N4 ] \
R e e
[ 4
WE—FFJ ] .I e 4
/.' /1 [ I ‘ —
(B i F i
. .. 6
D: I6 ii6 cad.3-V I r
beats: 1 2 + 1

The cadential § appears on a stronger part of the beat
(the first half) than the V that follows it.
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1518 Handel, Suite in D Minor, Menuetto @

Ot
[ D
[ D
D) [ “r
: T :
g i t 6i i' » _.IL
D min.: ii°  cad.3-V7 i
3

beats: 1 2
«

; Good In 2 time, beat 2 is sometimes stronger than
beat 3, especially if a cadential § appears on beat 2.
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LABELING THE CADENTIAL

FIGURED BASS

In figured bass, a dominant harmony embellished by a cadential § is indicated with two sets
of figures (g:g) below a single bass tone (or one that repeats or leaps an octave). If the third of
V needs to be raised by a half step (as is the case in minor keys), then write the accidental by
itself (the 3 is implied).

1519
F
Fal
l\q »)
-
7 SE I S VI R E | —
&# o [ -, - m— 2) =
ST P [P ¥ F
B I S i I
— = f f =
~ r [ [ [ g [ [ F
C: 6-5 8-7 8 — 7 Ffmin.: 6 -5
4 -3 6-5 6 -5 4 %
4-3 4 -3
Staggered figures indicate that the upper voices move at In figured bass, an accidental that is not followed by a
different times. number indicates that it applies to the third above the bass.

ROMAN NUMERALS

Since it embellishes an underlying V chord, the cadential § generally is not labeled with its
own Roman numeral. Rather, a Dominant harmony decorated by a cadential § is labeled with
V followed by figured bass symbols indicating the intervals above the bass. Thus cadential §—

Vis labeled as V§-3, and cadential §-V7 is labeled as Vg‘:g. The “§” within the label V§-3 does

not refer to a second inversion of a V triad (an uncommon chord with 2 in the bass). Instead,

these figures indicate that a sixth and fourth move to a fifth and third above 5 in the bass.

15.20
¢~ Task: Write Vg:g in F major.

)
e

" Find 5; this note should be in the bass and be doubled: in the key of F, 5 = C.

2. Then find the intervals of a sixth and a fourth above 5: 6th above § = A; 4th above § = F.

3. 6 and 4 above the bass should move down to 5 and 3 above the bass, while the bass

remains on 5: 4 and F should move to E and G, respectively, while the bass remains on C.

Some possible solutions:
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[a) [a)
T T
y W ) y W C)
[ fan W ] (s> C—Z
NSV, = ANV,
D) = D)
- I I f I O 77 I
Y I I I I o) I
Z 50 © ) ) t ) Z 50— )
6 - 5 6 - 5 6 - 5 6 - 5
F: Vi - 3 Vi - 3 Vi - 3 F: Vi - 3
V$73 indicates a V triad embellished by a cadential § 0 Poor “V$3” does
—i.e., the intervals of a 6th and 4th moving to a 5th and 3rd "7 ot indicate a second-
above 5 in the bass. inversion V.

1521 Mozart, Piano Sonata in C, K. 330, 111 @

7

() '/\E Ee
a\: ﬂr_: ® @ fto® It
h-” ANSVar 3 @ — |
D) —

=
2

v
L)
| ]
Y
L ) -
H L‘]

wun

C: I6 ii6 V§3 1

Cadential §-V is labeled V3.

1522 Mozart, String Quartet in Eb, K. 171, IT @

7

i"in A\ | | | | ,
LI | o v > o g ' I
N/ (o Wi,
= 2
T
i I i al
| I &
. 8 -7
Ab: 1 i Ve -3 I

8-7
Cadential $-V7 is labeled ve-s.

19

Notice that the cadential g uses the notes of a tonic triad in second inversion—that is, Ig. Thus
you can also spell a cadential § by thinking of a tonic triad in second inversion.

15.23

ri'“-: Task: Determine the notes in Vg‘g in F major, thinking of it as a tonic triad in second
| ). . -
H\i :ﬂ,—* inversion.

1. Find the notes of 1¢, and double the bass: in the key of F, Ij = C-F-A, and the bass note C
should be doubled.

2. The notes of Ig should move to the notes of V: C—F-A4 (Ig) should move to C—E—G (V).

Some possible solutions:
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[a)
)” | =
Goe g o 2 A
& . = 7 This method of determining the notes of
= 5. L
- V$3inF major yields the same results as
| | |
C— ! ! ! ! the method shown in 15.20.
Z b A WA © ) 7 (o) i (o)
6 - 3 6 - 3 6 - 5
F: Vi - 3 Vi - 3 Vi - 3

With V$3, the notes of an accented 1§ embellish V.

Indeed, some musicians refer to the cadential § as “I§.” Regardless of how you label it,
however, the cadential § embellishes V. It is therefore part of a Dominant harmony, unlike I
and I¢, which are always Tonic harmonies.

15.24
Very stable chord. Very unstable, dissonant chord.
Usually follows dominant chord. Never follows a dominant chord.
May be followed by any chord. Must be followed by V or V7.
Usually its root is doubled (in 16, Its root (the note that lies a fourth above the bass) is a dissonance that must never be doubled.

any note may be doubled).

May appear on any beat of a measure. ~ Must appear on a relatively stronger beat than the V or V7 that follows it.
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THE CADENTIAL SWITHIN PHRASES

The cadential § often embellishes V or V7, which appears as part of a half cadence or
authentic cadence.

1525 Mozart, Sonata for Piano in A, K. 331, I @

—

oy

(0)
ix,,,_ﬂ,ﬂf'
- HC
P WA R AP PR P EPP)
i s e
A3 [ | | 4 [ T ! y ﬁﬁ&w [ d [ | | 4 [ T ! I’
S - | |4 I | 4 | S -

S S s S s o ﬁr |ﬂ|"!=||!|r
~ ~— ' ' |4 I ~ ~—
A1 ii6 V§I3, I
T s D , T
PAC
WK, ! N | |
g gg 51 N—T
[ 7]
,
M o o ‘?f p The cadential § embellishes V of a half cadence
) o '—ﬁ P — —e— (m. 4) and an authentic cadence (m. 8).
ik 7 s N — -
" 14 i/ - AN J
| A —Y
6 821
ii6 V§-3 1
S D T

However, the cadential § is not restricted to appearing at cadences: despite its name, a
cadential § may appear anywhere within a phrase.

1526 Schubert, “Die liebe Farbe” (The Favorite 1521 J. S. Bach, Prelude in F Minor,
~ ~
Coto) & wici &
(D) (D)
ix,,,_ > ix,,,_ >
’l? 'ﬁ | — [ — Q T l’n L [)] LI\ [ [ Ik\ [ [

/
b
%
i

):t, 2 T — b2 e r i ot
i s I - B Y L /| ' [ J I
n—=f | 4
= 733°% ° - T
;/

he ’ 8 7
. \—/ e . . - . . | —— .
B min.: i \_/15 VL% Fmin.: i ‘vg:g— i

A cadential § may decorate a non-cadential dominant harmony that appears in the beginning or the middle of a phrase.
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A Closer Look

EMBELLISHING V: CADENTIAL §

review and interact

POINTS FOR REVIEW

* A cadential § embellishes upper notes of a V or V7 chord, with an accented sixth and
fourth above 5 in the bass.

* Cadential §-V is conventionally labeled as “V§-3.”

* A cadential 2 has the same notes as a tonic chord in second inversion.

* A cadential § may appear anywhere in a phrase, not only at the cadence.

¢ Checklist for using cadential § in four-part harmony:

1.

uisWN

A cadential § should be followed directly by either V or V7 in root position.

A cadential § can follow any chord except for a Dominant harmony.

The bass of a cadential § should be doubled.

The fourth above the bass of a cadential § should resolve down by step.

A cadential § should appear on a stronger beat or part of the beat than the V or V7 that

immediately follows it.

TEST YOURSELF

1. Identify the following scale degrees and intervals above the bass.
In G major, 5 is D. What notes are a sixth and fourth above? and
In E}, major, 5 is ______.Asixth and fourth above this are and
In D minor, 5is . Asixth and fourth above this are and
In E minor, 5is . A sixth and fourth above this are and

2. Spell a cadential ¢, starting with the bass, in the following keys.

F major
B major
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G minor
A minor

Complete the progressions by filling in the missing note(s).

_ A | | 4 —0 4 |
Y TD I # U 1= = I
A 5 o o) X —2
{es>—C T |Hes—C—=
ANIVJ | | AN =
S 1° 4
Yo b o e P | e
e 7 L w7 === =
~ O =~ I I
Bb: V§ Ft min.: V§ 3 G: 3
(cad. §-V)

il

e

TN

N

TTTe

lh

I I O

N
™

O

Know It?

ii6 v§I3

() Focus by working through the tutorials on:

* Recognizing cadential § chords [
e Writing cadential § chords llM

Learn with inQuizitive.

—

& ) Apply what you've learned to complete the assignments:

¢ Realizing Roman Numerals
¢ Realizing Figured Bass

e Harmonizing Melodies

e Composition

e Analysis
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16 Leading to the Tonic: IV

IV may embellish the tonic harmony by appearing between two | chords.

Harmonic Progression
IV as an Embellishment

Plagal Cadence

HARMONIC PROGRESSION

IV typically progresses to V or a similar Dominant harmony (see Chapter 13). However, IV
can also be followed directly by I or I16. When IV is sandwiched between two tonic chords, it
forms a Tonic—Subdominant—Tonic pattern. Since IV lacks a leading tone, IV-I motion
tends to confirm the tonic less strongly than V-1.

161
I-IV-I progressions are common.
T N | | | TR, S | | # | |1 | | | # _
HPIJ].TI [ [ [ 'HPIJ]. Py ; = IL;DIDI;" 5 IH o i
g - g ; a o I
_ - e . | e o e ® o |
i I e e s |7 s S | 27 S i | 1 T s e | I i s s
Z b L 5 i h [ [ [ T [ [ LV\ [ 7 [ [ ! [ T [
I T ! ! T ! [ I D [
Ab: T IV I Fémin:i iv i D: Is IV 1 Fmin: i iv i6 G: I6 IV 16
T § T T § T T § T T § T T § T
The progression may appear in major or minor keys. IV is always in root position, but I may be in root position

or first inversion.

16.2 Chopin, Mazurka in B}, op. 17, no. 1 @
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o4 : o= 1 F e | -
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b3 I ; T ’ Y 2
Z 5 % ¢ o | — S
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'. . 3 o
%, g
T,
Bb: |1 [\

In each example, root-position IV comes from and returns to I or I6.

16.3 Handel, Suite in E, Air, HWV 430 @

'

S Ej = =
= —o— —

4 I

p— -

L/ Wy

. | 4

E: I6/1 IV I6| |I vV I6 |

164 Tchaikovsky, “The Witch” @

~ ) #
=
y

i 'MI 4: I I | | | | |I_dllk).;.7
KV
- -l ——
Vel mr o ae gt R
4 o r
i iv | v i
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IV AS AN EMBELLISHMENT

Typically, in the progression I-IV-I, one upper voice sustains 1, while the others employ
neighboring motion, as the I-IV-I progression embellishes tonic harmony.

16.5

®

Much as its upper voices embellish notes of the tonic

triad with sustained tones or neighbor motions . . . ... so I-IV-I often embellishes the tonic harmony.
NT NT
embellishes 3  embellishes 5 1 repeated 3 4 3 5 5 3 i1
0 | | o e 0 | ‘! [ E:; -
%ﬂ I z | | i | E— %:; g | i
NT NT ©
%) o — S S
hel LN €} )T # 1 14 B R B R
75 4T i i — o — o —
F F I 1
I IV 1 I IV 1 I IV 1

Q [ID‘) : = l >I | & | |
A A o 0 &

: =—*% = ===

N | > ! 2
zr'—n—F f = f P — i él
e . f . I O .
> I > o I r
Bb: | 1 v I |

i < i i iw)

v I I I |4 I |

q.i - } T—

F P — T e |

o B S— I I ol
A= =Y 3 o
L4 K J

Db: | I v I

16.8 Handel, “Hallelujah” Chorus, from the Messiah @

™
1 p
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1 sustained in top voice

N4 B N | B N | B ™ | |
‘@ e ii r.y r. i Q)
(@]
.) o @ [ d [ 4 O

e =N — =N — =+t 1 % %

kgl |- P I | ™ I | = I I =0 o
oy T g T 5 T T S -’ - o

D Ie v 1 6 IV 1 Ie v 1 I v

When IV progresses to I, the melody usually moves down by step or else stays on the
tonic; it is unusual for the melody to ascend when IV moves to 1. Furthermore, although
either of the tonic chords within the I-IV-I progression may appear in first inversion, IV
must be in root position: do not use a I-IV6-I progression.

()
LY.
In a IV-I progression, the Q Unusual The melody should Q Poor [-IV6-1is
melody descends or stays on 1. ™ not ascend when IV moves to L. " not common.
Ta) fa) Ta) | |
Vv | & V7
y o y o %
{es? & (e5?
&) )
D) = J
o) i T I T o) i T 3 ———
= | 2 | F as==
o [~ (] T T T
F: IV I v I F: IV I F: 1 Ive| 1
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PLAGAL CADENCE

IV-I motion typically appears toward the beginning of a phrase as it embellishes the tonic
harmony. However, IV-I sometimes appears immediately after a strong perfect authentic
cadence, as though to provide added confirmation of the phrase’s ending. IV-I at the end of
a phrase forms a plagal cadence.

1610 Church of Ireland Hymnal, Hymn 82 @

PAC lagal cad
@ A | . plagal cadence
\lIH () | |

P J |
V x = e | =i
[ fan) 6) = 2 o) OO O Py
V&~ =4 =4 =4 o OO 34 =
J 1 1 ©
Til it cov-er— | all the earth. A - men.
V)
L4 d JdNd J g o o
) 54— 2 =
AR ) ) = [o”) =) | = = (@]
A Z | = | | | Py Py
D | | | ' ' o '7 o o
G:|Is IV I6| vi Ve -3 | I v I
IV embellishes I6 at the beginning IV embellishes I as part of a plagal
of the phrase. cadence (IV-I), following a PAC.
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A Closer Look

LEADING TO THE TONIC: IV

review and interact

POINTS FOR REVIEW

« IV may appear between two tonic chords (I or I¢).

ﬁﬁﬁﬁﬁﬁ

harmony. When IV moves to I, the upper voices should descend.
* Avoid the progression I-IV6—1.

* AIV-I progression that appears at the end of a phrase (usually following a perfect
authentic cadence) forms a plagal cadence.

TEST YOURSELF

1. Which of these progressions commonly occur?
I-TV-1
I-TV-I6
I[6-1TV-I
I-TVe-I
[6-TV-I6

. Show answers
2. What are scale degrees of the three-note melodic patterns that often are

harmonized with I-IV-I?

3. Which of these melodies (all in major keys) could be harmonized with I-IV-I?
Show answers

L
7 4

4. What are the Roman numerals of the following chord progressions? If they appeared at
the very end of a phrase, what type of cadence would be formed by each: a perfect
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authentic cadence, imperfect authentic cadence, half cadence, or plagal cadence?

>

e

==
N

Q

==

179

NEE

\INER

L L , X
2 D Dare I > 77 & - ot . T > 1
i o—f koA i i P —
. — — i  — T T P— T
} ! ! | | } |
A: B min.: C# min.: Bb:
Know It?

_ [:] Focus by working through the tutorials on:

o Writing I-1V-1 il
* Plagal cadence M

48} ) Learn with inQuizitive.

& ) Apply what you've learned to complete the assignments:

¢ Realizing Roman Numerals

¢ Realizing Figured Bass
e Harmonizing Melodies

e Composition
e Analysis
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1 7 The Leading-Tone Seventh Chord:

vii°?and vii®’

Leading-tone seventh chords (vii°7, vii*’, and their inversions) function as
Dominants, leading to Tonic (I and I9).

viic7
Harmonic progressions
Moving between vii®7 and V7

Voice leading

ViigT7

viie7?

HARMONIC PROGRESSIONS

The vii®7 is a diminished seventh chord whose root is the leading tone. Like V7, with which it
shares three notes, vii°7 functions as a Dominant. However, since it contains two tritones
(augmented fourths or diminished fifths), vii®7 sounds somewhat more dissonant than V7,

and it always requires an accidental.

171

©
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07 = diminished In major keys, the seventh of the chord (6) must be vii®7 requires an accidental in

triad + diminished lowered. both major and minor keys.
7th. vii7 and V7 .
share three of the , @ dSA s
same notes; these %
chords function as > v
Dominants. Cc:. V7 vii®7 C min.:',»" vii®7
(°7 = dim. triad + d7) 3
In minor keys, 7 must be
Whereas V7 contains one tritone (B-F), vii®7 contains raised to form a leading tone
two tritones (B-F, D-Ab). (the root of the chord).

Unlike the vii° triad, which is not used in root position, vii°7 may appear in root position or
inversion. In each case, it is treated like the inversion of V7 that has the same bass tone,

leading to either I or I6.

112

&

.. 6
vii®7 has the same bass as V5,

and like V?, vii®7 leads to a vii°¢ has the same bass as V4%, and vii®4 has the same bass as V4, and

root-position I. like V4, vii©¢ leads to I6. like V3, vii°} leads to I6.

fa) fa) fa)

7 1 n 7 1 n 7 | |
y 1 T i y .o T | y T |
{es o i {esS o | (s |1 W 17— |
H—75 Tt il —= Tt i} & Tt 1
o D] D)

CVS 1 — w7 1 C:vi 16 — it 16 C:vi 16 — vii® 6

1.3 Gluck, Orfeo ed Euridice, act I @

ne - sta, Eu n - di - ce om bra bel la

| . | | | | | .

[ S S R A I S ' —
r. = o (o) P r.y

h

| -
o
.«
N
.«
.

4

Cmin: Vi i i vier i is R I R & Re—

Dominant Tonic D T D T D T

Translation: [You hover around] this funeral urn, Eurydice, sweet spirit.

The vii® % is the only inversion of vii°7 that does not share a bass note with an inversion
of V7, and it is the only one that does not lead to I or I6. Since its bass is the chordal seventh—

which must resolve down by step—vii® § instead leads to a tonic triad in second inversion.
However, since a I chord in second inversion usually functions as a cadential 2 (which cannot
be preceded by a Dominant), vii® % is far less common than other inversions of vii°7.
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Since it is a chordal seventh, the bass of vii°4 (lowered 6) must resolve

down by step (to 5); thus vii®3 leads to I§ rather thanto T or I6 . . .

... but since 1§ does not commonly function as a Tonic, the Viio3-1§

progression is unusual.

MOVING BETWEEN vii°’7 AND V7

The vii®7 and all of its inversions—including vii® % —may follow or be followed by an
inversion of V7 before resolving to 1. Since vii°7 and V7 share three notes, only one note of

the chord needs to change when moving between them. Consequently, motions between vii®
7 and V7 usually result from neighbor motion in one of the voices.

175
@ vii®” may move to V7, and vice versa.
i e R I B .
P E— P —— ! !
: ® on ® o0 o
[ |ﬁl [ |61 D
z: p i
i ==
t T |=
G: V¢ viio7 Ve 1 v vii? vi 1 V7 wiiod vz 1
D “ T D -~ T D - T

vii®7 results from embellishing a dominant seventh chord with neighbor

motion in one of the voices.

176 Beethoven, String Quartet in C, op. 59, no. 3, I @

@ ’
)” A )
o)
[ Y/
AN VAL 3 .
.) Ste— | — 4+ | ——}
Ab—*G
1\l 1T
D ) 'L"L”] “”I A Gl
Jo o)
VA / = =) = =
=T =TT
. 1107 61
C:  vii Vs

Only one note needs to move (by half step) in a progression between vii®7 and V7.

1/.] Mozart, Piano Sonata in C Minor, K. 457, 1 @
()
d B
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Ly |
\Jy 1D
A Ly | fo - -
ANY D
SV
)

Ab—pG
, ppﬂf% ~
¥

C min.: Vs

Only one note needs to move (by half step) in a progression between vii®7 and V7.

118 Mozart, Rondo in D, K. 485 @

®

=Y
D
le
le

P

D: vii°d V7 vii% V7,

Only one note needs to move (by half step) in a progression between vii®7 and V7.

VOICE LEADING

‘When vii°7 or one of its inversions resolves to I or 16, the chordal seventh of vii®7 must
resolve down by step, and the root of vii°7—the leading tone—must resolve up by step.
When resolving vii°7, be careful to avoid having a diminished fifth move to a perfect fifth.

To avoid this parallel motion to a perfect fifth, you may need to double the third of the tonic
chord, rather than its root.

179

) Good To avoid parallel
 fifths, the third of the tonic
chord may be doubled:
here, both A (2) and C (4)

Good The seventh of
" the vii®” chord resolves

j: Poor A diminished 5th (A-Eb or F4-C) may

down,; the leading tone )
" not move to a perfect 5th (G-D).

resolves up. converge on Bb (3).
=0 | | . =0 | | | | | =0 1 |
| [ I f | [ [ AW = | 7 = | [ z =
A5 I I || .o o) J&O——S\pe 2 || c—v 2
e —2 e C—=7 L3 77 14 e C———F
| | mNSba =7 < 1 f 14 f I | | mNSha f I

D) r/ \’F D) [ | [ I D) [ f

,.% \»J 'J' A .‘A\ds \P5 — A

| o — | Y ) 7 # 777 = 17

TR f o € 4 f 714 f 0 121 f

| | i . wss I | | i . Wi I il I =5 5= I

It L8 I 1 It 8 I 1 I 1 It L8 T 1
| LSS } | LSS } } | LSS }

G min.: vii®7 i G min.: vii®7 i i°7 i G min.: vii®7 i

1710 J. S. Bach, Chorale 160 (=)

@)

249




Moving from an augmented 4th
(F-B between alto and tenor) to
a perfect 4th (E-A) is fine.

i)
_,f! Doubled third (Bb) in a tonic chord avoids parallel fifths.
B -
L T B
S re—; P —
. ~
43
¥ P 2 —1 ¥
S r Su— ~—1 S
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vii?’

vii®7 is a half-diminished seventh chord (diminished triad plus minor seventh) whose root is
the leading tone. It is treated much like vii°7, except that vii®7 is found only in major keys
and does not require an accidental. Both vii°7 and vii®7 and their inversions function as
Dominants: they lead to I or I¢.

1712
N
o~ \
i)
el vii?7 is used only in major keys.
Y v Y i
(dim. triad + d7) (dim. triad + m7)

As with vii®7, in progressing from vii®” to I the chordal seventh resolves down by step, and
the leading tone resolves up by step. Often special care must be taken in order to avoid
parallel fifths in moving from vii®? to L.

1713
F
[ )
ih)
' When vii?7 moves R.9: Poor Watch out for
to I, the tendency tones "~ parallel fifths (A-E, G-D)
must resolve properly. when vii#7 moves to I!
04 | . 04 | |
" i f 1 A =
y iy ¢ w— I y_ i I |
(oY <= = (5—C 7 =1
&) = i &) f =4
J ¥ \’f o I |
4 4
i T — ) i = )
2 O f OF: 2 o [
st | e j
G:  vii#7 I G vii?7 I
T

=]

1714 Schubert, Piano Sonata in A Minor, D. 845, 1115 Webbe, Psalm Tune, no. 17 @

III (=p P

Fal

F 4 b

Fal -
4 b
r

. ~~
0| | [ ™ [
— g~ 8 Dfe e P B e e
y > E—— i O 7« s S | — —
I 1 — r—7 ANSY 7 O 7 = 2
T g2 0T
\ ey 9 é O = = J A
)3 10} K )T D | i f | a—)
s B> 7~ - 7 Ll e | I I I I
% = z i P DAl J I I |
5}
LA™ 2 2 4 4
~ . i 4
C vii#7 - EL 16 7 o 6 Vi1

vii?7 may appear in root position or inversion.
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review and interact

POINTS FOR REVIEW

° vii®7 functions as a Dominant: it leads to Tonic.

* vii°” may be used in major or minor keys, always requires an accidental, and may appear
in root position or inversion.

* When vii®” resolves to I or I6, the chordal seventh of vii°” must resolve down by step and
the leading tone must resolve up by step.

* Before leading to the Tonic, vii°” may follow or be followed directly by an inversion of

V7.
* In the vii°” -1 progression, be careful to avoid a diminished fifth moving to a perfect fifth.

o7 3 7

° vii®/ is used only in major keys and does not require an accidental; it is treated like vii°’.

TEST YOURSELF

1. Add accidentals to the chords below (as needed) to create the specified harmonies. Some

chords may not require an accidental.

a. b. c. d. e.
f 8 n 8 Nyt N s N | o
G+ S5 | & ° 1 648§ | & | &8
) ) ) O ) )
D: wvii®7 D min.: vii®7 E: wvii%7 E min.: vii®” Bb:  vii®7

2. Label the chords below with Roman numerals and figures in the keys indicated. Then

indicate the chordal seventh and the leading tone in each.
Show answers

a. b. c. d. e.
g g g Eg . 04 R = 4 N4t
220 g Eg || )” - Y 1} E"O g E ” ; Eﬁ!# |
ANV 5 11} v 11 ANV <) 1]
o o D) O
A: F min.: D: G min.: E:

3. Label the chords below with Roman numerals and figures in the keys indicated. Then

indicate which chord best follows each: I, 16, orV7,
Show answers
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E] ) Focus by working through the tutorials on:

o Writing vii°7 [l

48} ) Learn with inQuizitive.

& ) Apply what you've learned to complete the assignments:

e Spelling Chords

¢ Realizing Roman Numerals

¢ Realizing Figured Bass
e Harmonizing Melodies

e Analysis
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. — £\ . 0|
| )” A | )” Al
| /by | P,y o,
= {es?—— [ fan Wt
= ANV i ANV n
f D) me D)
u.J 0 J Ca|
1Y) o] (o) 1D ()
T Z b I Z b I
| v | L |
| ~ | I
C: D min.: G min
Fill in the missing note in the following chord progressions; explain your choice.
— 0| _ N 4 # - | _ 0
1 A 7l YD 17
N b | y R = N b | N b =
N~" D [ = [ o Y1 [ [ an Y by ~ [ an Y [
SV (o) SV (o) = ANIV4 L [ oV =
D) T D) T D) ]9 F D) I
_bd ¢/ NP ¥ |
ra | &Yy 42 ra | ] o) [ —|
hl AN = 7 o o LT = el O () — e Ll 2
A = A" = (o) Z b = b Ul e
g p S , — — A— — g 8 ]
=~ | ~ | | =~ | | -~ | |
Eb: vii®7 1 A:  vii#] 16 Bb:  wvii%7 1 D min.: vii®7 i
Know It?
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Approaching V:
18 IV6, ii, ii”, and V7

IV6, ii, ii7, and IV7 appear in a variety of positions as Subdominant
harmonies that lead to V.

R

Doubling and voice leading
Root-Position ii

Doubling and voice leading
ii”and V7

i’

'

Four-part harmony and voice leading

Alternating between Subdominant Harmonies

/6

IV6 is a first-inversion Subdominant chord that leads to V or V7 in root position or first
inversion with stepwise motion in the bass.

18.1

®, .

Like IV, IV6 (or ivé in minor keys) leads to a Dominant harmony.
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182 Rossini, Barber of Seville @
@ dal mio  lab-broil mio no-meas-col - ta /—\ te.

[a p— T [ 1 1 |
AT Ta g s oo o =
'\9 o ‘\.- o ‘\.- o .\.' o -g;l‘ J L
D) '/E r '/E r'lg r b [
- - N A |
_q-: r (7] (7] r (7] (7] 4"1 (7] 4) (7] (Y]
7 T 1 1 1 I 1 1 | 1 T |
b [ 4 & &
Amin: i
T S D

Like IV, IV6 (or iv6 in minor keys) leads to a Dominant harmony.

18.3 J. S. Bach, Chorale 42 @

Like IV, IV6 (or ivé in minor keys) leads to a Dominant harmony.

Translation: From my lips hear me say my name.

In minor keys, ivé often precedes the V of a half cadence. A half cadence that concludes
with a ivé—V progression is called a Phrygian cadence.

N |
Y TD
Y. S O 2=
(&N DO
ANSbJ
D) =
, -
r~ O 4 7]
el ONy.JERN ) | |
75— I
VD L 1

A Phrygian cadence ends iv6-V.
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185 Dowland, “Fine knacks for the ladies” @

for the fair to view.
— A | | I | |
D 1 1 1

A
oY . & #S e 4
)oTD g |  #® T 4
v I I I I
~ ' 1

Gmin.: i V6 i | ivé \Y%

A Phrygian cadence ends iv6-V.

DOUBLING AND VOICE LEADING

In major keys, you can double any note of IV,

18.6 R. Schumann, “Ein Choral” @

doub&ed 5th
|

\IEE

|
2

=
I

L

N

N

9

6

S TR TR
)
die

o' IO

(BN

G: I 1Ive

Any note of a (major) IV6 may be doubled.

187 J.S. Bach, Chorale 215 (=)

doubled root
1 \
(D L a o

G min.: i Ive Vvé i

Any note of a (major) IV6 may be doubled.

188 J. S. Bach, Chorale 80 @

©
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doubled 3rd

| ||«

IV 16 V6 V¢ 1

Any note of a (major) IV6 may be doubled.

In minor keys, however, you usually should not double the third (the bass) of iv6. This is
because the third of iv6 is the minor form of 6, a tendency tone that pulls down to 5 (as in the
descending melodic minor scale).

18.9

Good Itis

* often helpful to Q Poor The third of (minor) iv6 should
double the fifth 7 hotbe doubled, as it creates voice-lead-
of ivé (= 1). ing problems.
doubled 5th doubled 3rd

fa) . ] — £ \ | \ |
7 t I 7 t I t T
y S C — I y .S C— I I I
{52 C— ) (es>C— ) = 2)
% S ; =
r P[P
| | B I—C#:AIZ("') | ps (7))
€ = T— Y 7 T
7 L O 120 7 U & 1z
N
D min.: ivé V D min.: ivé \' ivé \%

1810 Corelli, Concerto Grosso, op. 6, no. 6, I11 @

®
The fifth of ivé (= 1) is doubled.

[a) | :
)” | I) H\
j r.y (@]
:'Hle
)@ |e
. 7 J Y 2
i ?Idré O
D min.: imivﬁ A\

If the bass in a minor key ascends from 6 to 7, you should use the raised form of ¢ (as in
the ascending melodic minor scale), turning ivé into IV6,

18.11

™
1 p
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0 Good In minor keys, Q Poor In minor keys, moving from

V6 (with raised 6)—not " iv6 to V6 gives rise to a melodic
ivé—goes to V6 (or V§). augmented 2nd in the bass.
0| | 0| |

Eb-F§ = A2 (7))

0 He 7
=
I
1

(J
(Y
A D

o
ax
3>

Ld |

T T
G min.: IVé Ve i G min.: ivé V6 i

Eoy
TTTe
TN
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ROOT-POSITION ii

Much like IV, IV6, and iif, ii? functions as a Subdominant that leads to V or V7.

18.12
' o)
(W
A3V,
D)
| |
) —] £ ]
. S g I z
|
C: 1 ii \ I
T D¢ T Root-position ii leads to a

Dominant harmony.

1813 Cimarosa, Overture to Il mairimonio segreto @

™
LI T
Root-position ii leads to a

Dominant harmony.

Py ® o

N  eopoee o 2P0, —rfee,
B e o e e e e i i i i i i i i
o<1 - e I S S - —— I

o Y
8§ — 8 88— T8 A
q:ﬂu.n — — 77 r—n r— -y
it 1 O 14 f ? ot
T I I I - 7 I
1 1 T - | 1
D: I ii V7 I
T D T

Whereas in major keys the quality of the ii triad is minor, in minor keys its quality is
diminished (ii°). Although first-inversion ii°¢ is quite common in minor keys (see Chapter 13),
a root-position ii°3—like all root-position diminished triads—should not be used in four-part

harmony.
18.14
™
0 Good In minor keys, ii° is common . . . 0 Poor ... but a root-position ii® triad should be avoided.
0| | | N1 | |
YT | | H )” ) [ [ :
e s ©7 % ¢
. | .
an f i o> f )b I > f
= | e I
o | > : = - i o
Gmin.: i i’V i Gmin.: i ie(?!) v i

DOUBLING AND VOICE LEADING

In four-part harmony you should double the root of a ii? triad. To avoid parallel fifths and
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octaves, usually all of the upper voices move in contrary motion with the bass when I
progresses to ii.

18.15
0 Poor Parallel fifths and octaves O Good Parallel fifths and octaves are avoided by having all
can result when I progresses to ii. "7 of the upper voices move in contrary motion to the bass.
g . i 0 : i

N

q ~
1
(\\
I I_
[ Y
TR QO

<
e
<

I

I
=18
TTe

260



H7AND 1V

The ii” also functions as a Subdominant that leads to the Dominant. ii” usually appears in
first inversion, as ii¢ (see Chapter 13). However, ii” also may appear in root position or in
second or third inversion. When it progresses to V, the chordal seventh of ii” must resolve
down by step.

18.16
 §i7—in root position or inversion—leads to a Dominant harmony, with its chordal seventh resolving down by step
iig extremely common ii7 usually leads to ii3 leads to V6 or V¢ ii§ less common; leads to
(see Chapter 13) root-position Vor V7 root-position Vor V7
| | |

e e e S SEE =

i ! L A e | I B
| | | | | , | ot ° ot

I I I I I ] I | = I

sl oo ——
C I is 'V I I ii7 vV I I i3 V8| I I iz 'V I

|  — had L )
o 24— I%|
f' >
1 | £ ﬂ i
- [ I ! - I

L 1l
14
“

|

o —
- ¢ 3732 <
1w [i v 1 ooie v I

G:

1818 Corelli, Concerto Grosso, op. 6, no. 6, III @

©
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IV7 likewise leads to a Dominant harmony. Although it may appear in any inversion, IV’
usually is used in either root position or first inversion. In each case, the chordal seventh of
IV7 must resolve down by step.

18.19

> GEEEEET:

c vz v| 1 [ivg el

IV7 leads to a Dominant harmony; its chordal seventh resolving down by step.

1820 J. S. Bach, Chorale 292 (=)
0 O

D) e
T

4 . |
o —
| |g
E: 1 |IvV? V| I

IV7 leads to a Dominant harmony, its chordal seventh resolving down by step.

1821 J. S. Bach, Chorale 50 @

&
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B T IV vii%s 1 V8 Ve (T

IV7 leads to a Dominant harmony; its chordal seventh resolving down by step.

FOUR-PART HARMONY AND VOICE LEADING

Special care must be taken to avoid parallel fifths when using ii” or IV” in four-part
harmony. Voice-leading problems that may arise in progressing from I to ii’ sometimes can
be averted by omitting the fifth and doubling the root of ii’. Likewise, voice-leading
problems in IV7-V progressions often can be avoided by a large leap in an inner voice, or by

delaying the resolution of the chordal seventh by embellishing V with a cadential 461

18.22
Q Poor Parallel fifths! Q Poor Parallel fifths!
n [ [ - |
N = I | B AN, LTI
@7 Z g g\' =
Y o ~ > 154
< [ [ [ [ [ [ [
s H—F I 7 E— E—— P —
e ——— — —— ——
! i ! i i i i i i i
c 1 i Vv I i7 Vv I V7V I vV T v7 V3
) A

0 Good Parallel fifths are avoided 0 Good Parallel fifths are avoided 0 Good Parallel fifths are
" by omitting the fifth (A) from ii7. "7 by the leap in the tenor. " avoided by inserting a caden-
tial § between IV7 and V.
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ALTERNATING BETWEEN SUBDOMINANT HARMONIES

Subdominant chords may alternate with one another before progressing to V.

1823 Beethoven, Bagatelle, op. 126, no. 1 @

INT
/\
@ 0 4 .

: L
e =
ANV L= 3 L/ [ L/ [ [
PY) 14 14 I |
— p
T ]
: ———
24— i — =
G: | IV6 Y% ii,|v‘3‘ I
T

O Good Itis fine to move from IV to ii or between different positions of ii or IV.

1824 J. S. Bach, Chorale 269 (=)

©

QO

A w u

4 o~

O Good It is fine to move from IV to ii or between different positions of ii or IV.

When moving between Subdominant harmonies, the bass typically moves down by a
third, rather than up by a third. Thus, for instance, IV-ii is far more common than ii-IV.

18.25
Common Uncommon
. a4 T t T T 1] : 44 T t T T T
bl [} i - 1 = 7 1] kil [} - i 1 = [} 1
A 1 v i \' I A 1 i IV A\ I
(or ii6)

.. s . Bass motion up by a third between two
IV-ii-V and ii6-ii-V are more common than I-ii-V. . POy .
root-position chords is uncommon.
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18.26 Berlioz, Symphony faniastique (arr. by Liszt), I1 f-i\s
(D)
N/

M/ N TN

D

e T

[ WY
Ny
@@
—Lle
il

"4-‘72‘7 1 g2l H e
EEE A R R RS éF
v il \Y%

Bass motion down a third from IV to ii is very common.

Just as V may lead to but not follow V7, ii or IV may lead to—but not follow—ii” or IV”. If
ii7 or IV7 did move to a ii or IV triad, the chordal seventh in these harmonies would not be
able to resolve properly.

18.21
L5,
When moving from one ...a7th chord
A . Q Poor ...buta7thchord
Subdominant to another, a triad may move to another . 4 )
may not move to a triad.
may move to a 7th chord, . .. 7th chord, . . .
0 | | | | 4 i | | 0 | | |
s = ;
triad  7th 7th  7th 7th  triad
| | |
i ud > f i i
' i i ] = i - i i i
} } { } !
-6 .6 . -6 .

Iveé ii5 v I iis ii7 \% I iis ii \% I

S D T S D T S D T

ii7 may move to a V ] Poor The chordal seventh

triad or V7 chord, with the 7 cannot resolve down by step if

chordal seventh resolving. aii” chord moves to a ii triad.

1828 J. S. Bach, Chorale 118 (=)
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RN

Bb:| IV6 V7 |V8 - 7

0 Good IV6 moves to [V7

" before progressing to V.

A )

1829 Berlioz, Symphony faniastique, IV @
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18.30

Before moving to a
Dominant, a
Subdominant chord
may move to another
Subdominant, usually
with the bass moving
down by a third.

O Good ii?$ moves to ii?7.

by third

SUBDOMINANT —

IV6  (bass = 6)

1V, ii6 (bass = 4 ——) V and similar chords ———)
ii (bass = 2)/ (V, V7, V6, viic7, cad. g—V, etc.)

triad — seventh chord

triad — seventh chord

I and I6

A Subdominant triad may move to a Subdominant seventh chord, but not vice versa.

266



review and interact

IV6, root-position ii, ii? (in root position and inversions), and IV7 (in root position and
inversions) are Subdominant chords that lead to Dominant harmonies.

The ii° triad, which occurs in minor keys, should not be used in root position.

The sevenths of ii” and IV7 (and the inversions of these chords) are chordal dissonances
that must resolve down by step.

Subdominant harmonies may move to or from one another before progressing to a
Dominant harmony. In moving between Subdominant harmonies, the bass typically
moves down—rather than up—Dby a third. Also, ii” and IV7 chords may not move to IV or
ii triads.

A Phrygian cadence ends with the progression iv-V in a minor key.

Compare the progressions in each of the following pairs. Which (if either) contains errors,
and what are the errors? (Note that both progressions may be good.) Which of the two
progressions in the pair is more typical?

I -ii-V-I; [-V-ii-1

[-IV-ii-V; I-ii-IV-V

1-ii7-VE-3-I; I-IV7-V8-3-1

I[-1i-ii7-V-I; I-ii”-ii-V-1

i-iv6-V; [-ii7-V7-1

[-ii¢-1i7-V-I; I-ii6-ii-vii®6-I

Which of each of the following pairs of progressions has voice-leading problems? What is

the error?
-

— - Tt (e 'y L

A e 31 N (IAD ;

&8 %5 | s 35 | |6 — s ol (o> ¢ = £
) | T [ 4 T o r r { rr F ) I &
| | ) o Py

= =i Ol = I = Il 1

e rreifre 2 ?jr? D
T I T I I T I T
Gmin:i iv6 V. i vV D: ii7 V7 I 7 V7 1 Eb: Iv7 V§3 V7 V7ol

Which of the following statements is true?
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In a ivé chord, you should always double the bass.

A Phrygian cadence consists of the progression ivé—V in a minor key.

A root-position ii[°] may appear in minor keys.

The chordal seventh of both ii” and IV’ must resolve down by step, whether the chord
appears in root position or in inversion.

It is normal for IV7 to be followed by a IV triad.

It is normal for ii” to be followed by a V triad.

Know It?

E] Focus by working through the tutorials on:
T Writing iv6 chords in minor lM
o Writing I-ii-V7-1 llM
«ii’ and IV7 lM

) Learn with inQuizitive.

&) Apply what you've learned to complete the assignments:

e Spelling Chords

¢ Realizing Roman Numerals
¢ Realizing Figured Bass

e Harmonizing Melodies

e Analysis
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19 Multiple Functions: VI

VI has several different functions: it may follow either | or V and lead to a
variety of harmonies.

Harmonies That Follow VI
Leading to Subdominant harmonies

Leading to 16
Leading to Dominant chords

Harmonies That Lead to VI
Deceptive cadence

Voice Leading
I to vi
V-vi (or V7-vi)

“VIG!!

HARMONIES THAT FOLLOW VI

LEADING TO SUBDOMINANT HARMONIES

The vi (or in minor keys, VI) frequently leads to a Subdominant harmony. For instance, it
may lead to IV, ii6, or ii¢, with a descending third motion in the bass.

£ 5
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oJ [ D) [ [ [ [
o~ o~ Cmm| ) —g —
0 —— — @ ST o— i o— @
7 A W— — — — —T 7 74— — I — I —
1 1 1 D—p— —1 t —1 L — —
C vi IVV vi ii6 V vi ii¢ Vv Cmin.: VI iv V VI ii% V VI ii%s V



192 Hymn from The Boston Handel and Haydn Society Collection of Church Music @

©

Note the characteristic descending 3rd motion in the bass as vi leads from the tonic to IV, ii6, or ii7$.

Ny . . .
\J & | | | | |
y ! | | | | |
i J 3 2@ : J J
o 4 = =
7 ® I =
| | | |
| I | |
G V I [vi v \% ]

19.3 Hymn from The Boston Handel and Haydn Society Collection of Church Music

Note the characteristic descending 3rd motion in the bass as vi leads from the tonic to IV, ii6, or ii7,

—\ ¥ ) ) ) )
\J o I | | N | I |
N "@ | | | . | | | |
[ 7 an ) -~ ~ [P, | ~ | ~
ANSY T o o . | < () o
o Jld 4 dld |
e O - 2 - [o) () 2 e ()
(e I —{ 72 2 o
! | | | | ) | | =
~ | 1 | | | . |7 [’
GV I vi ii6 ii Vg - g I

194 Schubert, “Standchen” (Serenade) @
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7 5k « I I «
L 3
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Dmin.: i |VI uﬂgl \%

A vi may lead to root-position ii or to IV,

19.5 Chorale Book for England, no. 29 @

©
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" vileads to root-position ii.

196 Grieg, Holberg Suite, Sarabande @
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G: I I6 vi ii

vi leads to root-position ii.

19.7 Chorale Book for England, no. 28 @
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The bass remains stationary as VI moves to ive.

198 Corelli, Trio Sonata in F§ Minor, op. 2, no. 9 @

©
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The bass remains stationary as VI moves to ive.

LEADING TO I¢

A vi also frequently progresses to I¢, with the bass moving down by a fourth.

199 J. S. Bach, Chorale 2 @
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vi

”

vi leads to I6.

1910 Schubert, “Auf dem Flusse” (On the River) @

sl . . . . .
Y o 6) N N N N I\ A N
P AN & 1) & 1) 7] IREY] 1) [7] N & N 7] 1)
(9 5 1 5/ 1 5/ 1 i/ I i/ I i I ) I a/ 1

. \
e 2 e e e ke | he e -
y J 1 | R 7
417 i) =7 T Ram—— o—
r 2 o r
E min.: i VI i6 iis \Y4 i

VI leads to i6 in a minor key.

LEADING TO DOMINANT CHORDS

AV triad or seventh chord in root position or first inversion may sometimes directly follow
vi. This is a less common option, however: it is much more normal for vi to lead to a
Subdominant harmony than to a Dominant harmony.
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1911 R. Schumann, “Ein Choral” (A Chorale) @

5 el
N\
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| !O # ‘]Ig .
-
G |vi V I
1912 J. S. Bach, Chorale 103 (=)
@ | I I
i € T E—— . :
(6> C ‘ ! It is possible—though
D) -u r F less common—for vi
, # £ to lead directly to V
- |
)¢ IP S or V6.
Bb: |vi V6| I
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HARMONIES THAT LEAD TO VI

As with all other harmonies, vi may directly follow 1.

1913 Bortniansky, Hymn

0 I e N
&e $3 2 s 23
[ £, WA ] O
o - : 8
F r vi may follow I.
S o e e | T e N
QR | | | | | = | il
7 I — ] ] (o]
c: |1 vi i v

A vi may also follow root-position V or V7. In such a case the resulting V-vi substitutes

for the more typical V-I progression.

19.14
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vi may follow root-position V or V7.

1915 Purcell, “To the hills and the vale,” from Dido and Aeneas @

ye Cu - pids, go re - vel, the day is your_ own.
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0 | . | N M~
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vi may follow root-position V or V7.

DECEPTIVE CADENCE

At times an expected authentic cadence is thwarted when a root-position V or V7 moves to vi

instead of to L. This is known as a deceptive cadence (DC).

1916 Chopin, Prelude in B Minor, op. 28 @

(~\
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A deceptive cadence must involve a root-position V or V7 (not an inverted V).

PAC here? No! The expected V-1 is replaced with V-VI!

| | | | | |

| | | | | |

DC

deceptive cadence

I | | | | |

r S F i
Jr —9 1' SUS —
p T
e renie 5 .
' " sostenuto TeeC, g
B min.: Vi - g VI
PAC
) | | — [ [ | — | | | | | |
oL [ [ [ [ [ [ [ [ [ [ [ [ [ [ [ [ [ AI ‘I

~ " P For

' ' " sostenuto

.
T

After the deceptive cadence, the measures that immediately

preceded it are repeated, but now lead to a PAC.

The following chart summarizes chords that lead to or from vi:

Chords that lead to vi: Chords that vi leads to:

IorI6 Subdominant harmony
(IV, IV6; IV7; ii6; ii$; i, ii7)

or

V or V7 / \‘ V (or V7), V6 (or V§)

(in root position) (less common)
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VOICE LEADING

| to vi

When I moves to vi in four-part harmony, usually the root of vi is doubled. Like other
chords whose roots are a third apart, I and vi share two tones in common. Accordingly, when
moving between root-position triads whose roots are separated by a third, the two common
tones repeat in the upper voices, and a third upper voice moves by step in contrary motion
to the bass.

‘e
i)

04 u# | | | | When root-position chords
y S s — I I T2 .
(ot C 72— = g L ey o progress down by thirds,

: S ©
¢ [ [~— T —1 the two shared tones in the
n 4 A ............. Iy o o upper voices repeat (see
X IO% (€ M =4 = O tied notes) while the other

Jegte | £ o . .

T i | upper voice moves in con-
A: | I vi v i | Y I trary motion to the bass.

Incidentally, although descending root motion by third occurs frequently, ascending motion
by third is far less common.

1919

@ 3
e .

c 1 vi v iV I cli Iv vi I Vv I

0 Good Motion of root-position triads ) Odd Motion of root-position triads

down by a third is common. " up by a third is not common.

V-vi (or V'-vi)

When one root-position chord moves up by step to another, the upper voices usually all
move down, in contrary motion with the bass, and the root is doubled in both chords. With
V-vi (or V7-vi), however, matters are complicated by the leading tone within V, which leads
up to the tonic. Accordingly, when V or V7 moves to vi, the leading tone moves up by step,
and the third of vi (i.e., i) is doubled, rather than its root.

19.20
£\
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Typically, all upper voices
move down when the bass

moves up by step from ... but with V-vi (or V7-vi), usually the bass and 7
one root-position chord to move up by step, and the other two upper voices move
another . . . down to the nearest chord tone.
— | I o) | | | |
7 I I 7 = I = I
y .G ¢ ) I N c——~ e —
(s C—2 —— (s C——
= S [ —f
5 i 5 i
i v = v c)
7 7 1 7
f i P —) —
1 F i
C: 1 ii C: Vv vi V7 vi
Typically, the roots of ... but with V-vi (or V7-vi), usually the third of vi
root-position chords are (ie., 1) is doubled.
doubled. . . .
1921 Mozart, Clarinet Quintet, I @
O
The third (A) of vi is doubled.
N4t T o . | | #r
A > == = e e — —
b=~ F = eSS SSse==Ff=
D) [ = [ = g T e 4
P ~ ~ ~__
—
P W = S S~ P .
Or I ) ) H ’ ‘ 7 3
—{ — io j : j s III : el ol I :%
A: 1 I6 v7 vi 116 ———— V7 vi vV—F——F— ii7 \'%4 I

(passing) (passing)

In major keys, it is also possible in a V-vi progression for all the upper voices to move in
contrary motion to the bass, so that the root of vi is doubled. This alternate voice-leading
pattern should not be used in minor keys, however, since it would give rise to a melodic
augmented second between 7 and 6.

19.22
~ =N )
” ) I ;
) &t ? N}g
—_—
J
o) S
7
P — ]
~ r |
Cc. Vv vi

19.23 J. S. Bach, Chorale 22 @
g, |
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- __H1_" i

. leading pattern for V-vi
in major keys: the upper
voices move in contrary
motion to the bass; the
root of viis doubled
(compare with 19.20).

: Good Alternate voice-

Q T ID. t " Q T l). t :
@) Good Inminor b C—] : e C—] :
&) = NSV =
keys, the leading D) f\bf o f ];‘
tone should ascend A J 'JT.
when V moves to i b[ — t bu ) J
e I e
VL Py — ] P 77
] ]
Cmin.: V VI Cmin.: V VI

278

8 Poor In minor

keys, the alternate
pattern creates a
melodic augmented
second.



Sometimes neighbor tones, passing tones, or other embellishments in an upper voice give
rise to what is literally vié. In identifying harmonies, this chord is usually understood as a
Tonic chord decorated with an embellishing tone. A “vié” should not be used in basic four-

part harmony exercises.

Schubert, Piano Sonata in A, D. 664, I1 (=

f..Mr.. L'-.
IR' ’ J The embellishing tone B in measure 2 creates what is literally a vié (D-F§-B) . ..

T
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review and interact

POINTS FOR REVIEW

* vi (or VI in minor) often leads to a Subdominant harmony, such as IV, IV¢, IV7, ii¢, iis, ii or

ii7. It also often leads to I¢. Less commonly, it may lead directly to V or V.
¢ vi (or VI in minor) may follow tonic harmony; it may also follow V or V7 in root position.

* Sometimes an expected authentic cadence is thwarted when a root-position V (or V7)
moves to vi (or VI in minor) instead of I. This creates a deceptive cadence.
* When V (or V7) moves to vi (or VI) in four-part harmony, usually (a) the bass and leading

tone move up by step, (b) the other two voices move down by step or by third, and (c) the
third of the vi chord is doubled.

* In most cases “vi¢” is best understood as a tonic decorated with an embellishing tone; vis
should 7ot be used in basic harmony exercises.

TEST YOURSELF

1. In standard harmonic practice, which of the following chords may follow vi?
IV, i, iiS, iv6, ii, or ii7
LorIé
V or V¢

2. Which of the following chords do not commonly precede vi?
I; I6; V; V7; IV; iif Show answers

3. Which of the following chord progressions may be found at a deceptive cadence?

V-vi Show answers
V7-vi

Vi-vi

V-vié

I-vi

@6 ©®

4. Which of the following chord progressions contain a voice-leading error? What is the
error, and how should it be fixed?

Show answers
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R O DO = = = o —| Y2 & 7 = 7 =
Z_ "O = 7z Z Z Hh = 7z 7,
~— 1 — — ~— 1 F— F—
D: I vi A\ vi v vi D min.: i VI \' VI v VI
Know It?

_ [:] Focus by working through the tutorials on:

o Writing I-vi-IV—ii lM
o Writing V-vi lM

48} ) Learn with inQuizitive.

& ) Apply what you've learned to complete the assignments:

¢ Realizing Roman Numerals
¢ Realizing Figured Bass

e Harmonizing Melodies

e Composition

e Analysis
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Embellishing Tones
20 in Four-Part Harmony

Embellishing tones elaborate harmonies, but can also create or solve
voice-leading problems.

Voice Leading (Creating and Removing Parallels)
Accented Dissonances in Four-Part Harmony
Pedal Point

Figured Bass for Embellishing Tones

Apparent Chord Progressions Caused by Embellishing Tones

VOICE LEADING (CREATING AND REMOVING PARALLELS)

When using embellishing tones (such as passing tones) in four-part harmony, you must be
careful that they do not result in parallel fifths and octaves. Such faulty parallels might arise
when using two embellishing tones at the same time.

20.1
©,
|
o
NT
J Je 4
® = o
[ [ [
C. Ve V7 1 I6

0 Poor Passing and neighbor tones
"~ form parallel fifths and octaves.

202 J. S. Bach, Chorale 117 @
F o |
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Passing tones do not create
parallel fifths or octaves.

Parallel octaves and fifths may also arise between a single embellishing tone and a chord
tone. As a result, adding embellishing tones to a passage with good voice leading might give
rise to faulty parallels.

.
N | | | | | | N | | PTy | @ | | |
)” Ay ] [ =i | | | £ E | ~ O | | |
A | g = ~ N\ 5 Vo — -~
| £ M A W] - )] T - \ =
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chor

d ) |444 4 sl ) Pd P

_qalbﬂ :Ibn
S = i f —
~ ! F F ~ | F o
Bb: I vi ii6 V7 1 vi ii6 V71

This passage has no voice-

leading errors.

Although they can create parallel fifths and octaves, dissonant embellishing tones added
to a passage cannot correct a voice-leading error. For instance, if there are parallel octaves
between a pair of voices, then the voice leading would be considered faulty even if a
dissonant passing tone were added in one of the voices.

(e )
%’ $79: Poor Parallel octaves between

Q Poor Adding a passing tone

bass and soprano. doesn’t fix the parallel octaves.

0 | | _ 1\ | PLJ
7 i 7] i = — -
y ) ) y A S At
{en CT5 = (e~ C2S =
D = = K = 4
J [ [ D) [ [
o ) =) )¢ =)
.4 V) —ID H 7 —ID H
[ f [ f

~

A chord skip (leaping from one chord tone to another), however, can be used to avoid
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parallel fifths or octaves.

20.5

0 Poor Parallel fifths occur
" between the bass and tenor.

206 J. S. Bach, Chorale 51 @

Q Good  Adding a chord skip (A to D)
"7 removes the parallel fifths.
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ACCENTED DISSONANCES IN FOUR-PART HARMONY

At times an accented embellishing tone may delay the full arrival of a harmony. That is,
when a chord is decorated by a suspension, accented passing tone, or accented neighbor
tone, the complete harmony might appear only when the embellishment resolves to the

chord tone.
201
accented NT  accented PT
0 SUS _ . . \ e\ |
2o | T S Bt S
%Z — ) o %*
. ! NPT [ T
P o — 7 f ." f I -
||' f | I = — < -
C: V§ I - 16 V3 6~ v o~ 1
The third of I (E) doesn’t appear until All the notes of 16 and V don’t appear
after the suspension resolves. until after the accented neighbor tone

and passing tone resolve.

Indeed, when it is decorated by an accented dissonance, the third of a chord should not
appear in any voice until the dissonance resolves.

208

©

The thirds of both I and V are decorated by accented,
dissonant embellishing tones.

accented PT
|

O

SUS~~%’\J

<

(Wi ¥
T
y— TR [ T

— TR TR

o
] F P
I Vs v \4 I
A A
A Good Chordal thirds do not arrive Poor The third should not appear until the
until the embellishing tone resolves. "7 embellishing tone resolves; otherwise, you

incorrectly anticipate the tone of resolution.
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A pedal point arises when a single tone is sustained—usually in the bass—as the chords
around it change. Unlike most embellishing tones, which decorate the underlying chord, a
pedal point is itself decorated by chords that sound above it. Pedal points usually appear
toward the start or conclusion of a piece or large section of a piece, embellishing either a
tonic or dominant chord that appears at both the start and end of the pedal point.

J. S. Bach, Prelude in F, BWV 927 (=)

{ )
LY
LY
0 R
o @& & @&
% et el el rarh
o B Y S N Y N SN I
=—— == —
PENPIE SPICSNS 2P IS Nibar s I
7 50— i i i — i i 1 — — o/
L I I I ] I I ] — — 1
Simplified harmonic model:
0 & Roman numeral
@ i = labels of chords
D) that appear above
[ Tom— P=N a pedal point
— don’t reflect chord
F: 1 inversion.

I v viio6 I

A pedal point is a note that is sustained in one voice, embellished by a chord progression that appears above it.
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FIGURED BASS FOR EMBELLISHING TONES

In figured bass, a succession of figures under a single bass note often indicates embellishing
tones. In such a case, the upper voice moves from one note to another as indicated by
intervals above the bass. If a dash follows a number, then that note should be sustained while
other voices move. Remember that the figures refer to intervals above a given bass: they do
not necessarily refer to an inversion of a triad or seventh chord.

2010
O
P SuS
0 o |
(5 C—=< g 718 i -~ . S
ANV Z AY | | & =)
Y] | 1 I' [’
NT
; | = Zi
o c) I 4 I
7 C—o ! I | @)
I 7 e
3 - 4 ~ 3
A
The figures indicate that an octave above the The dashes indicate that the The dash indicates that the 5th
bass moves to a 9th (F to G); a 6th moves to a 7th and 5th remain as the 4th remains as the 3rd moves to a
7th (D to E); and a 3rd moves to a 4th (A to B). moves to a 3rd. 4th and then back to a 3rd.

A particularly common figured bass that involves an embellishing tone occurs when the

third of a root-position triad is decorated by an accented dissonant fourth above 5 in the
bass. The figured bass for this is “},” which may be abbreviated as either “4 3” or—if the
third above the bass is raised by means of an accidental—as “4#” or “4 £.” In such cases, the
bass should be doubled, not the fourth above the bass (which is a dissonance). The resulting

harmony is labeled with Roman numerals as “V4-3.”

2011

&
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realizations of “43” and similar figured bass symbols.
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A: V4 - 3 G min.: V4 3 Ab: V4 - 3
nut A ol
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- # - f

: : Poor The bass should be
" doubled, not the 4th above

Poor The 3rd of the chord
should not appear until 4
the bass! resolves to 3!

g means “4 to ’:3),,

Sometimes an embellishing tone is found in the bass while the upper voices remain
stationary. This is indicated in the figured bass with a dash below the embellishing bass note.
When the only symbol below a bass note is a dash, the upper voices should stay on the same
notes while only the bass voice moves.

{ ) 0 | | | |
Ry @ j j g
chordal skip
— NT K |
Yo S ™ | & T |
| 1 p E— »
=@
_ - 6 — 6 —
5 —

If the only figured bass symbol below a bass note is a dash, only the bass moves.

While most dissonances indicated by figures (such as sevenths) relate to an upper voice
that then must resolve, the figure “2” indicates that the bass is dissonant. In such a case the
bass should not be doubled.
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0 Poor The bass (F)isa Poor Eisa 7th above the

Good The “2” in these figures indicate 7 dissonance and thus should bass, which is not indicated
that the bass is an accented dissonance. not be doubled. by the figures.
o) | | o) | [a) |
oc = o= =it o= ==t
RS : GRE Sofm = Plici= =2
D) I < [ 1
| SUIS | P,'\T/\
g I I t I /2N 7 T— [ S Ta——
' R L e e | I B R
T T y T
5 -6 5 6 5 5 6
421 - g 2 v 3 2 3 2 3
.
. 5 . .
: Good  “4” indicates that there o Good “3” indicates that there
" should be a 5th (G), 4th (F), " should be a 5th (C) and 2nd (G)
and 2nd (D) above the bass. above the bass.
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APPARENT CHORD PROGRESSIONS CAUSED BY
EMBELLISHING TONES

Passing and neighbor tones can result in what appear to be unstylistic chord successions. In
analyzing a progression, be careful to distinguish embellishing tones from chord tones. If the
chords sound like they follow a normal progression, the Roman numeral analysis should
reflect this.

2014

©

290

o) pee= o) e

3 Poor Roman - (FAS—5— -5 e

| i ¥4 Good R
numerals o IA_ PT(?)' o IA_ NT ! 0 oo 1oman
suggest a J J numerals
nonstandard 3@:_'_’ follow a
succession g = ] | 44— ] ] standard
(V to ii6). b C Vv ii® Ie C: Vv — Is 4 progression.



review and interact

The addition of embellishing tones might create parallel fifths or octaves, either between
the embellishing tones themselves or between the embellishing tones and the chord
tones.

Adding an embellishing tone to a passage cannot fix parallel octaves or fifths.

Suspensions, accented passing tones, and accented neighbor tones can delay the
appearance of chord tones.

A pedal point occurs when a note is sustained in one voice (usually the bass) while there is a
chord progression in the other voices.

Figured bass symbols may indicate the presence of embellishing tones in the upper
voices by using successive sets of numerals under a single bass tone.

—»

The figured bass symbol “4 3” is an abbreviation for “5;

A dash under a bass tone in the figured bass indicates that the bass moves while the upper
voices remain on the same notes.

‘When embellishing tones create an apparent chord, be sure the chord is part of a
stylistically normal progression before you assign a Roman numeral to it.

Which of the following include parallel fifths or octaves?

:"ﬁ
LY
n | | i | | | [ | |
p — = z Z) Z! e =
LG —— =4 —f o P — = »
o 1 N 1 F—r A A A I N
L dd= N4 4y , L
e £ 2 z —f——r = =
[ T T [ A B | T T[[

In four-part harmony, what are the notes in the upper voices of the following chords? If
the chords use only three different pitches, make sure to indicate which tone(s) can be
doubled in four-part harmony.
:" ﬁ
ih
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O

3
g

7 (o) PN (o)
7 5 7 6 5
4 4 5 5 2
2 4
What notes are found in the upper voices on the first and second beats of the following
chords?
e
1 p
q [} 7 H 7 H H % A
s A I 11 I 11 1T
e I =F | B e
5 ——— 4 - 3 4 -y 6
1 3

Complete a Roman numeral analysis of the passage below; identify the embellishing tones
as (accented or unaccented) neighbor tones, incomplete neighbor tones, passing tones;
suspensions, anticipations, retardations, or chord skips.

[ ™
b
o ! — :
6" ¢ Z —
ANI V4 r T = @
v Fr i
R I — —— i
| | | | = |
—a ——o—2 i =
e b L4 I
G I

Below are three figured bass fragments, each with two proposed realizations. For each,
which realization is correct, and why?

‘e
LI
0| | | |
422 S I 21
[ £ M / () I
SV L= 3 7 &
D) f f\ <
S
TS ERE TR I ! : :
/b Y/ I I I & i & i & i H H %
& I I I b b b I I I
t T - N— - T I f
4 -3 4 -3 4 -3 5 6 5 6 5 6 6 — 6— 6—
2 3 2 3 2 3

Know It?

_ [:] Focus by working through the tutorials on:

 Adding passing tones and neighbor tones to four-part harmony [l
» Writing suspensions from figures lld
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) Learn with inQuizitive.

&) Apply what you've learned to complete the assignments:

¢ Adding Embellishments
¢ Reading Figured Bass

¢ Realizing Figured Bass

e Harmonizing Melodies
e Composition

e Analysis
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2 1 [l and VIl

The Ill and VIl chords are rarely used in simple diatonic settings, but
occasionally can substitute for more-common harmonies, lead to a
Dominant harmony, or both.

Root-Position Il
“I116”

VII©3

Subtonic VIl and VII7

ROOT-POSITION 111

A root-position mediant chord—iii in major keys or III in minor keys— shares the same bass
and two of the same notes as I6. Occasionally, iii substitutes for 16—that is, it is found in
situations similar to those in which I6 appears.

@ ¢ =
7 7 A
y .8 S ) y o S )
{es Sa NP {esP D S il rTo
A3V S -4 A3V S - =4
) - O ) < PO
C: il I6 Cmin.: III i6

iii and I6 (in minor, III and i6) have two common tones and the same bass.

212 J. S. Bach, Chorale 14 @

©
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4 ‘ 8, 7 5 | | | e — I |

o e e

ANV 4 < > b >

S {f P F * |r T f [T T
S

wﬁﬁ—fii l l l
i | 1' > - »
I Il = Il Il %

> i » -y
~ f [ I I f [ f [ U I
G: I vi iii v v7 vi \Y% I A% iii V6 vii?7 1
(instead of | vi 16 v V7 etc.) (Vv 16)
Like I6, iii may follow vi and lead through Here V is followed by iii, instead of by Ie.

a Subdominant to a Dominant harmony.

The 7 within the iii chord does not need to ascend to tonic. Accordingly, iii is sometimes
used to harmonize melodies in which 7 descends to 6. And since it does not lead up to the
tonic, 7 within III is not raised in minor keys.

Schubert, “Im Friihling” (In Springtime) (=)

@ e S
| ’;? ﬂ - o %i q 7 within iii (F4) does not need to
y J | o9& & resolve to the tonic; it may descend
to 6.
— N
, PP . |
o " t I "
. | !
o o
—~— Like I6, iii may lead to a Subdominant
G 1 iii % I harmony.
(instead of I 16 v I)

Beethoven, Piano Sonata in C# Minor, op. 27, no. 2, I (“Moonlight”) (

ey N
N 7 (B) within IIT in minor keys is not raised.
N4t | | | | |
| | d (&)
\é; T > o P > CDPE? > ® o P
rllellfgl] el L =
S |
Fhtre e
(A |
- » & = =
. 4 6
C# min.: I Vi3 i Vs i

Like i6, IT may lead directly to a Dominant.

The mediant chord is most often found in passages where there are modulations (that
is, changes of key), chromatic alterations, or both (see Part 4). Compared to harmonies
discussed in the previous chapters, however, the mediant triad is seldom found within typical
diatonic contexts (that is, where there are no modulations and only the notes of the scale are
used). The diatonic situations where it is most normally found are those that involve
repeated harmonic patterns known as sequences (as will be discussed in Chapter 22, any
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chord may be used within a sequence). Otherwise, however, the mediant chord should be
used only sparingly—if at all—in harmonizing diatonic chorale melodies.
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H|||6";

The “iii®” in major keys and “III+6” in minor keys each function like a root-position V in
which the fifth of the chord is replaced with a sixth above the bass. Indeed, a chord that
literally forms “iii®” is usually simply labeled as a V that is decorated with an embellishing
tone.

215
O 04 0N |

) YD

A "o y S )

(en—C (s> O

ANSP, ANSP, 7
D) D) n

) = )b =
ST Se o

I I I I
GV “1ii6” Gmin.: V  “II+6”
A PN

“iii6” is like V, but with “II+6” is like V, but with
a sixth above the bass a sixth above the bass (Bb)
(B) instead of a fifth (A). instead of a fifth (A).

216 Lang, “Gott sei mir Stinder gnadig” (God be merciful to me a sinner) @

wirst an__- e - nom - men.
™ L 8

«v N4 P\l‘!l |ﬁ;||

G: I6 ii$ vz I
a

The passing tone B gives rise to what is literally iii6
(D-F§-B).

Translation: You will be accepted.

211 Grieg, Holberg Suite, Sarabande @

@.".Il
rﬁ

™
e

--E

L ¥
TTTe
Ixtwr

D
il
p<

Though D-F§-B is literally “iii6,” this is labeled as a V (with B instead of A).
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Especially in later nineteenth-century music, “iii®” often substitutes for V. However, this
chord is not suited for simple chorale contexts. Accordingly, you should not use “iii®” in four-
part harmony exercises.
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VI

Whereas vii® is extremely common in four-part harmony, the root-position vii® triad is not.
Indeed, even when it appears in textures with three voices, what appears to be a Viiog triad is

to be understood as a Vg in which the root is omitted. Except within sequences (see Chapter
22), do not use a root-position vii© triad in four-part harmony exercises.

218 Haydn, Symphony no. 47, III @

N “
FallFal
'RYIYRY.
— N
F#-A-C
literally vii® Possible harmonic model Poor harmonic model
N # ¥ | N # . | | | 0 # . | | |
D ) L i i
A o I I
(ts—% 0 7 o
I . |0. |0.
. ) )
i
7 | — i = =4
A= ! | - |
G 16 V§1 vV G 16 V§ I \% G: 16 vii® 1 \%
What is literally a vii® triad { Poor Do not use a
(F#-A-C) in a three-voice il root-position vii® triad
texture implies v? with a in four-part harmony.

missing root.
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While 7 is regularly raised in minor keys to form the leading tone, the subtonic or unaltered
form of 7 can also be used harmonically as the root of subtonic VII or VII7. Since raised 7 is
so important in establishing a minor key, a strongly emphasized subtonic VII can undermine
a minor key tonality. Accordingly, subtonic VII is most often used to move to the relative
major, either briefly or in a more extended way (see Chapters 26 and 28). It is also possible
for the subtonic VII or VII” to lead directly to V or V7, though even in such cases the subtonic
VII usually hints at a change of key.

Schubert, “Der Schatzgraber” (The Treasure Hunter) -)

LI
{ )
\1 )
Subtonic VII7 leads directly to Ve (i.e., V7 in 1st inversion).
Mei - ne See - le sollst du hab - en schrieb ich hin mit eig - nem  Blut!
o) | | K | [ D

%g N {; D "'—JL.E"’ §i %ﬁ#

V¢ o g |
© (@) ¥
P kil
54 =3 = #6 » 3 >
P o/
D min.: i vz Vs i v7 VI
Sirglpliﬁed harmonic model (deceptive cadence)
o€ —
o z = 4
F=y et p=
0 | | T t
o = > e —
P T i & e
D min.: i v A i v7oovI

The strongly emphasized Cf hints at a (thwarted) motion to the key of F.

Translation: “My soul you shall have,” I wrote in my own blood!
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As a result of these complications, except within sequences (see Chapter 22) you should not
use the subtonic VII in diatonic four-part harmony exercises.

301



A Closer Look

[l AND VII

review and interact

POINTS FOR REVIEW

» The root-position mediant (iii in major keys and III in minor keys) occasionally
substitutes for I6.

« 7 within the root-position mediant triad does not need to resolve up to the tonic, and thus
iii is sometimes used to harmonize melodic motions from 7 to 6.

* In minor keys, do not raise 7 within III5.

* “1ii6” (in minor keys, “I11+6”) is essentially a V triad with a sixth above the bass replacin
Yy y p g
the fifth of the chord; “iii®” should no¢ be used in basic harmony exercises.

* When they appear in three-voice textures, root-position vii© triads suggest V¢ with an
implied root; they should 7ot be used in four-part harmony.

« The subtonic VII and VII7 are chords whose root is natural-minor 7. Occasionally, the
subtonic VII or VII7” may lead to V or V7.

TEST YOURSELF

Are the following statements true or false?

1. The use ofiii is sometimes similar to the use of I6.

2. The leading tone within the iii triad must ascend to the tonic when it appears in the top
voice.

3. 7 within the III chord in minor keys should not be raised.
4. iii essentially functions like V.

5. iii and iii® are often used within basic melody harmonization exercises.
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6. You should not use a vii® chord in four-part harmony exercises.

7. A subtonic VII chord (whose root is a whole step below 1) may lead to V6.
Know It? Show It!

@ Focus by working through the tutorials on:
o Writing 1-iii-IV-V-I lld

Learn with inQuizitive.

f y Apply what you've learned to complete the assignments:

¢ Realizing Roman Numerals
¢ Realizing Figured Bass

e Composition

e Analysis
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2 2 Sequences

Sequences are repeated musical segments that are transposed in a
regular pattern.

Repeated Patterns
Voice Leading in Sequences

Sequences Involving Root Motion by Fifths and Fourths
Descending fifths (alternating up 4, down 5)
Ascending fifths (alternating up 5, down 4)

Other Common Sequences
Roots alternate down 3, up 4
Roots alternate down 4, up 2
Parallel § chords

Summary of Principal Sequence Types

REPEATED PATTERNS

A sequence occurs when a segment of music repeats one or more times in succession,
transposed in a regular pattern. The segment that forms the basis of the sequence can be as
brief as a single beat and consist of only a single harmony, or as long as several measures and
involve a melody (melodic sequence), a progression of several harmonies (harmonic
sequence), or both. Sequences usually occur in the middle of a phrase, and they are
particularly common in the middle section of a composition.

221 C.P. E. Bach, Sonata in A Minor for Solo Flute, III
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S T~ N, N TN

segment, segment transposed and again, and again
transposed 12, 42 again,
, NN e
A3 an | — e —]
- e T ® T
%81 Ti® 1

In this melodic sequence, the segment repeats, transposed up a second each time.

J. S. Bach, C Major Invention (=p

T

segment

T

transposed } 3

transposed {3 again

— F— 5

&

In this sequence involving two melodies, a segment is repeated twice, transposed down a third each time.

Typically, a harmonic sequence involves a repeated two-chord pattern in which every pair
of chords is transposed up or down in a systematic fashion.

i)
As a result of the sequential pattern, every pair of chords here (indicated by brackets above staff)
is systematically transposed up by step.
pattern of 3 triads whose roots move down a 3rd, then up a 4th
Ay : | | 1 T | | 1 :qu 1 T 1 T 1 T I| J =|\
ﬁ i j j r ;—E—ﬁ ﬁ i i 1 =
| | | | ' ' '
) 3 t4 3 4 | ete. | . |
X . T f . 1 T f 1 .
) . 1 T I f I = f
i, @ — f I I
—‘WEE:Q'——J:QI ! i 2
G: 1 > IV V4 - 3 I
I (vi ii vii® il I v ii \% iii vi) IV

The harmonies of a sequence lead from the sequence’s first chord to its last. Once a
sequence starts, there is an expectation that the pattern of transposition will continue. As a
result, the logic of chord successions within the middle of a sequence derives from the
harmonic pattern, not from the functional categories (Tonic, Dominant, or Subdominant) of
the individual chords. Accordingly, in the middle of a sequence you may find chords or
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harmonic successions that in other contexts would be unusual.

224

\: Good Although in a standard functional progression you avoid chords such as iii6, vi6, and vii©3, or chord

progressions such as V (Dominant) moving to ii (Subdominant), in the middle of a sequence they are fine!

sequence leads from V to I6 sequence leads from I to vi
T ) 1
' - ' : ' 04 N T

:

IVINEY 4 d

N

M

sl .
idada H S

» [6 \% I G [——wvi 16V I

v
V(i |vi 1ve [viio|ve 1 i viios) I6 v i) vi
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VOICE LEADING IN SEQUENCES

As in standard functional progressions, parallel perfect intervals and unresolved chordal
sevenths are not allowed within sequential progressions.

22.5

Good There are no parallel fifths or octaves, ¢ : Poor Parallel fifths and unresolved chordal

* and all chordal sevenths resolve down by step. "7 dissonances are not allowed within a sequence.

0 o o o I [ . 0 o hd 1 o
7 | © N\ B AN A= 7 © 4 | © R W I N7, WA W B © ) LS4
y "W ) =Y AV A4 7 y "W C) =N oy N/ T T
(S U O | ==Y [o) = (S U O =] (27 = >
NSV — 1 - P T O NSV — — © @)
D) g_ | [ |’ [ D) Q_ I [ IA
o _ 6[ 4 J | J . © = 6[ 6[ J .
%) - P 1= = ) Q ) e ) = =4
) N € N | I = ~~F Jel g 7 ] [ = —
Z B O 1 | | (o) | =) O V.4~ V| [ [ 7 [ O
= — I i I r’ La — I i | i’
F: 1 16 {i7——— IV V8-7 1 EF: 1 1Ie ii7——— IV Vv8-7 1
sequence sequence

On the other hand, the leading tone may be doubled in the middle of a sequence, where the
momentum created by the repetition of the sequential pattern is stronger than the leading
tone’s need to ascend. Likewise, in the middle of a minor-key sequence, 7 need not be raised.

226

. Good The leading tone (B) may be 0 Good 7 need not be raised
" doubled in the middle of a sequence. "7 in the middle of a sequence.
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oolo)

CC 11— vi IV V 1 Gmin.: i >
I IV vil® iil) i i (v VI I iv)
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NY e
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o
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O
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¢
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Whereas under normal circumstances a leading tone is expected to lead
up to the tonic, in mid-sequence one expects the pattern to continue.

307



SEQUENCES INVOLVING ROOT MOTION BY FIFTHS AND
FOURTHS

DESCENDING FIFTHS (ALTERNATING UP 4, DOWN 5)

Sequences often are labeled by the pattern of their roots. Of the numerous possible
harmonic patterns that may govern a sequence, some are particularly common. The one
used most often is the descending fifth sequence—also known as the circle of fifths
progression—involving chords whose roots alternately move up by a fourth and down by a
fifth.

22.1

@ In a descending fifth sequence, chord roots alternately

move up a fourth and down a fifth.

fa ¥ 4 5| e |

descending 5th sequence
I (IV vil® iii vi i V) 1

228 J. S. Bach, Minuet @

) #
Y #l o >y
@ e ====" o ., =
SV x| 1 1 I I I
) I — ! | -  m—
(root: B - E -]1A D G)
0 T . "
5 i f > f
“h e 17
B min.: .i - VI
descending 5th sequence
i @iv Vil III) VI

Descending fifth sequences can be varied by replacing some or all of the root-position triads
with seventh chords, inverted chords, or both.

22.9

©
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Within the descending fifth sequence every chord (or every other chord) may be a seventh chord, inverted, or both.

Circle of 5th progression in which:

every chord is a 7th chord every other chord is in every other chord is a 7th chord in
first inversion first inversion
| || | Iy
J [ 1 J [
etc etc etc.
0 | f T T —— — T OO > M— — — T
P e e e T : e i,
7 7 7 7 7 7 6 6 6 6 6 6
5 5 5
(roots=C F B E AD =CF BE AD =C F B E AD)

Within a sequence, chordal sevenths always resolve down by step.

2210 Handel, Violin Sonata in E, HWV 373, III @

‘(r::'\ﬂlk T 1T 1 T 1
— J—
d A
i) nut, ., © 7 o 0 o e Py ,
S . mia s > = I —— = —* ¥
oo WL (A > ' 1 I —1
ANV A ! 1
D PT
u U PT PT I | . I
‘)}H T ) = | | | ) |
O AL B> S R A/ ) o —— { o t I
Z "L #e) | | | = | L2 (&) = (&) .= | (o)
T " A | | | | | | | - A =
o T I T I I " &
6 6 6 7
5 5 5
C#min.: iv ‘V? V7 i

sequence: descending 5ths, with alternating
root-position triads and § chords

iv (VIS 10 VI§ iio) \%]

ASCENDING FIFTHS (ALTERNATING UP 5, DOWN 4)

Another common pattern is the ascending fifth sequence, which involves chords whose
roots alternately move up by a fifth and down by a fourth. All the triads used within an
ascending fifth sequence must be either major or minor; diminished triads sound too harsh
within this sequence.

2211
N
Fal

q«h)
7

e’
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In an ascending fifth sequence, chord roots alternately move up a fifth and down a fourth.

major  major minor minor minor diminished
=
= [, 2,
ANV [, = 7
o [z = &
| 77 14 £
O 3
% I I — I 77 I
[#) I 1= I I I
T I I I ' I

5 «

ascending 5th sequence

; Poor Do not use a diminished triad
within an ascending fifth sequence.

2217 Beethoven, Piano Sonata in C, op. 53 (“Waldstein”), I11 @

@ In an ascending fifth sequence, chord roots alternately move up a fifth and down a fourth.

—

»
o i —— e
Y, | | - | | ]
| o — 5\, ol

%gjl A i i i o )
I 7 I 1 IY/ I ! 1 'V

| .

C: 1 >
ascending 5th sequence vl
I s ii) vi
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OTHER COMMON SEQUENCES

ROOTS ALTERNATE DOWN 3, UP 4

Another common sequence is one in which the roots alternately move down by a third, then
up by a fourth.

The bass alternates moving

down a 3rd and up a 4th

(root-position chords).

sequence
I (vi ii vii® il I v

2214 F. Couperin, “Les Brinborions” ‘CE)

NeZ
F
Fal
F |
e
A AN
Ptde T T === o
bt e oy | eee o SEE=SSSS
9] —
- g and N g w
q:ﬂu%s O] YR Y} LI\ Py [ Y R Y] Ik\ Fﬂﬁ@ H r
' e A S— — I
48— 111 I L I I 1 I 7 A—
| I ! r
A 1 v > |
I av ii \% ii i v vii©® V) 1

In a variant of this sequence, every other chord appears in first inversion. In this variant,

. . . 5 .
the bass line ascends by step, with each bass note of the sequence supporting a 3 triad

followed by ag triad. This variant of the “down 3, up 4” sequence is called a 5-6 sequence

(“5-6" is shorthand in figured bass for “2-¢”). This sequence most often appears in three-
gu 3.3 q pPp

voice texture, rather than in four voices.

2215

~
i‘ ™)
;_: L

e’

#
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In a 5-6 sequence the bass ascends stepwise, with a 3 to § triad over each bass note.

0O | AL I o | o) | P [ il [ |
) A T f f I I I I I —i
- o
% ? ? i : r gg [ [ [ [ [ [
, , , | | , °
Fbhe | s S .o ] DI o o © .
I e e e e e B e s V= : . —e
— = —
5 -6 5 -6 5-6 5 -6 5 -6 5-6
Bb: T » [6 V I D min.: i » 6V i
5-6 sequence 5-6 sequence
I (vi i vii® iii) I6

The 5-6 sequence is a
(roots=B, G C A D Bb)

(I C < C R &)

e » «5-6 5
variant of the “down 3, The figures “5-6” mean “373.

up 4” sequence.

ROOTS ALTERNATE DOWN 4, UP 2

In another common sequence, the roots of the chords move alternately down by a fourth
then up by step. This sequence is sometimes referred to as a Romanesca.

2216

N

Fal e

1.{9; =0 Il ll I{ II I| |I 1 I
3 o ?rﬁ_t:
I B VI
e —
< B R A I :

F I —— r= V4-3 q_

sequence
I (Vv vi i ) 1

The bass alternately moves down a fourth, then up a step.

2211 Pachelbel, Canon in D @

N

Fal

4 0) s

— i r 1T 1 |I I| I | :
D) ' I I [ LAl

|
|

sequence
Vo ovi i IV) I

The bass alternately moves down a fourth, then up a step.

A variant of this arises when every other chord is in first inversion, so that the bass descends
by step.
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2218

5 6
3 3 3 3 3
» |6

[SNIV) ]
(o)
i
N

G:

vii®6 [
sequence

I (V6 wvi iii6 1IV) I6
roots=G D E B C G

BWoR

In a variant of the “down 4, up 2” sequence, the bass descends by step, alternately supporting 3 and § chords.

2219 Beethoven, Piano Sonata in G, op. 79, I11 @

®

;
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SNl ' Y
= won (W8]
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sequence
I (Ve vi iii6  IV) I6

In a variant of the “down 4, up 2” sequence, the bass descends by step, alternately supporting 3 and § chords.

PARALLEL gCHORDS

Another common sequence involves descending parallel § chords, in which a first-inversion
chord is repeatedly transposed down by step. Only first-inversion triads can move in parallel

motion without producing voice-leading errors: parallel g chords result in parallel fifths, and

parallel 461 chords involve dissonances that do not resolve. In order to avoid voice-leading
errors, however, the two upper voices of parallel g chords must move in parallel fourths, not
fifths. Parallelg chords most often appear in three-part rather than four-part textures.

22.20
©
)
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' . Q Poor Parallel § chords
0 Good Descending parallel 3 T an use parallel perfect

" chords: Parallel perfect fourths Poor Parallel 3 or parallel ¢ chords

fourths in the top voices,

between the two top voices would create parallel fifths or but not perfect fifths.
(unlike perfect fifths) are fine. unresolved dissonances.
/\ /\
D) U D) I LI
6 6 6 6 5 5 5 5 6 6 6 6
3 3 3 3 3 3 3 3 4 4 4 4

2221 Corelli, Trio Sonata in D, op. 4, no. 4, Giga @
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D: 1 V6 - > 16 ii$ \Ys I
parallel3's
N (Ve iii6 ii6) I6

In a parallel § sequence, the pattern repeats every chord (rather than every other chord).

Sequences of descending parallelg chords often are decorated by suspensions.

2227
/\ /—\
@ N # pm— |r— [res— 1
llﬂ | | I | | I | | —]
a e .
e | |

Descending parallel § chords decorated by a series of 7-6 suspensions.

7273 Mozart, Piano Sonata in G, K. 283, I @

©
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Descending parallel § chords decorated by a series of 7-6 suspensions.
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SUMMARY OF PRINCIPAL SEQUENCE TYPES

The sequential patterns discussed here are only some of the possibilities. There are many
other types of possible sequential patterns, including other variants of the ones discussed
above, as well as sequences that involve chromaticism; some of these other sequences are

discussed in Chapter 32.

22.24
F
)
y
—
descending 5ths ascending 5ths down 3, up 4 variant of down 3, up 4,
with ascending 5-6
A T I | 1 T I I| T ) ) 1 T | I| U ) | 1 T | I| T ) | 1 T | I|
% . ] S
= $3 H 3:§ = P |
| . | o | . |
O [ >y | | | | [ |
P e e e S e S S E S s==¢ 2
I l ! l 5 -6 |5 - 6
root motion: $4 {5 t4 )5 t5 14 t5 4 13 14 3 14 i3 t4 13

down 4, up 2 with down 4, up 2, with alternating descending parallel §s

root-position triads

3 and § chords
I 1

N — . ! ' L N
' — | | : —
: S — j 2 | 2
o —r— =t -
] 5 s 3 s § § & &
root motion: {4 42 14 14 42 14 12 12 12
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review and interact

In a sequence, a musical segment or a harmonic progression is transposed following a
recurring pattern.

A sequence typically appears in the middle of a phrase or the middle section of a
composition.

The logic of the chord progression in the middle of a sequence is determined by the
sequential pattern, rather than by the functional categories of the chords.

Within a sequence, parallel fifths and octaves are not allowed, and chordal sevenths must
resolve down by step.

The leading tone may be doubled in the middle of a sequence; in minor keys, 7 need not
be raised in the middle of a sequence.

Some common sequence patterns include those that involve root motions by descending
or ascending fifths; root motions alternating down a third and up a fourth; root motions
alternating down a fourth and up a second; and variants of these involving inverted
chords and seventh chords.

In parallel :,6, sequences, parallel fourths between the upper voices are fine, but parallel
fifths are not.

Which of the following statements are true?
In a sequence, doubled leading tones are permissible.
In a sequence, parallel fifths and octaves are permissible.
In a sequence, you might find chord successions that are normally forbidden in
standard functional harmonic progressions.
In minor-key sequences, ¥ must be raised to become a leading tone.
In a sequence, chordal sevenths need not resolve down by step.

Excerpts (a)—(f) show the first five chords of various sequential patterns (two full units of
the pattern and half of the third). If the sequences continued in the same fashion, what
would the next chord be?
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Know It? Show It!

Focus by working through the tutorials on:
o Writing a descending fifth sequence M

* Ascending fifth sequence [l

* Sequence with roots moving down by a third, up by a fourth il
» Romanesca sequence [l

Learn with inQuizitive.

y Apply what you've learned to complete the assignments:

e Melodic Sequences

¢ Descending Fifth Sequences

e Other Sequences

¢ Realizing Figured Bass

¢ Sequences with Figuration in Multiple Voices

e Composition
e Analysis
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2 3 Other § Chords

Because they include a dissonant fourth between the bass and an upper
voice, gchords embellish other more-stable harmonies in a variety of

contexts.

¢ Chords as Embellishing Harmonies
Pedal §

Passing §

Arpeggiated §

Comparison of § Chord Types

ACHORDS AS EMBELLISHING HARMONIES

Because g chords contain a dissonant fourth above the bass, they generally do not function
like the g or g chords with the same root. For instance, I and I¢ function similarly, as do ii and

ii6. In contrast, Ig does not function like I or I¢, and iig is not interchangeable with ii or iif.

231
4th between two upper 4th between bass and
A voices = consonance upper voice = dissonance
’l'(“l‘ O " "4 [ @ 1=
D = 8 © The fourth between the bass and any
° © e © v 4 upper voice creates a dissonance, thus
—_— .e.-l —_— i
= all § chords are dissonant.
Z (@]
5 6 6
3 4 4
232
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Chords in root position or first inversion Q Poor A § chord generally may not

usually function in similar ways. " substitute for a 3 or § chord.

| | | | | | s |

@j ===
[ [
I i i o e . 0 | i =
— « T o

C: 1 ii \% I I ii6 Vv I6 C: 1 ii§ \% 18

T S D T T S D T

2 chords usually embellish other harmonies. In Chapter 15, we discussed the most
important type of 2 chord, namely the cadential §. Other?1 chords include the pedal §, the
passing §, and the arpeggiated §. Unlike the cadential 2, these other 2 chords often appear in
metrically weak positions. Because they act as embellishments, the specific function of each
of these 2 chords is determined by how it is approached and left, rather than by its root.
Accordingly, they are usually labeled by their specific function in addition to their Roman
numeral.

-

, =

D>
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L1 1.

NSS!
we
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Wwe |

Gt

Or, t >y > f

il LR-D'W £ | P > | I
Z " o | | | | =D

T b 1 | | | e

I ] I
B min.: i iv6 ——» 112? Vv
passing pedal
i ive i o8 \Y% i iv§ i

To clarify their function, these § chords are labeled as passing or pedal as
well as with a Roman numeral.
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PEDAL §

A pedal § chord results when the bass of a root-position chord is sustained while the upper
voices are decorated with embellishing tones that form a 461 chord. A pedal 461 is both preceded
and followed by a root-position chord that uses the same bass note. In four-part harmony,
usually the bass of a pedal 461 is doubled.

234

@ neighbor tones
LI

Neighbor tones in the upper

voices give rise to a pedal §
over a stationary bass.

A root-position chord with the same bass note comes before and after a pedal §.

235 Handel, “La Paix,” from Royal Fireworks Music @

O e
O i Each pedal $ chord in this passage (an ascending fifth sequence) embellishes
(with neighbor tones) the 3 chord that comes before and after it. :

;‘)4 (o) I I I P — I ﬂ ] {
5-6-5 5-6-5 5-6-5
3-4-3 3-4-3 3-4-3

o o
)5 12 e o = — ! .
7 — T —— { i —
T O I [ 1 [ ! [ [ L
——  e——
\Y I \Y% ii vi 6
pedal pedal pedal
IV vieg v I I8 I VvV I§ V i ii6 i vi ii§ vi I6)

236 Haydn, Piano Sonata in C, Hob. XVI:35, I @

®
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v v P v v v PT
| B T S | v
%  —— i i — . .t
I 1 1 1 1 1 1 ! H—QI | ! ! !
D - T T T T
S
P Ve s e 271 2| ¢
o —— — — LLL%?E
£ B I — N - |
c . V7 Moving from V7
: w7 pedal 1§ V) 4 through a pedal
A 1§ to a V triad is
common.
Though usually the bass of a pedal § is doubled, other doublings are
at times possible (note the voice exchange: B-C-D and D-C-B).
23] Cadenza doppia (standard 18th-century cadential formula)
@ A combination of passing and neighbor tones in the upper voices here
produces a pedal § chord that embellishes the Dominant harmony:.
R R peressrarossasssspssssssssmssssasssssmsssrasesh
PT
n J £/ |
i C—— < > (0]
(s C—® X o o
A3V, | -y ! ©
O e |
= °
e e | R
VA V] O :
© i Moving from V7 through a
c v P > I pedal 1§ to a V triad is common.
(V7 ped. Id VA = 3) oot

Although they may decorate any root-position chord, pedal 461 chords most often
embellish either I or V.

238 Haydn, Divertimento in E, Hob. XVI:13, IT @

Pedal § chords commonly embellish either I or V.

Qﬂu#ﬁo L - o S s
A3 e o o |- Celrer —rire
SV =z | | | | | “—— | | | | | |
D) [ [ [ [ o — —]
04t p. , , , , , |
i AT 6 | | | | | | |
A U e | | | | | | ﬁ

1 is embellished with a
neighbor $ chord, forming

mE

~o QM

[ 1 BN

[ 1 BN
— | wcuealll TTe
|

dal VS a I-pedal IV4-I progression.
peda 4

239 Schubert, Piano Sonata in A minor, D. 845, I1 @

©
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No
JC
L

V is embellished with a
pedal $ (derived from

—

NN

) %LE
TV V&
TITeV v
( [ 18 BN ﬁ
[ 188
TN Y1 YRR

N
ost
N

passing tones in the
middle voices), forming a

0O
<
(RN

V6 I I6 vi I § I3
(V7 pedall§ V)

—

V7-pedal 13-V progression.

Note that both the cadential 2 and the pedal 2 are followed immediately by a root-
position chord over the same note in the bass. A cadential 2, however, cannot be preceded by
V, and it has other restrictions as well that differentiate it from the pedal 2

2310
F "
Fal
LI
N _‘,.v"; Cadential §: Pedal §:
e comes before—but not after—V; » can come before or after V;
- is metrically accented; « is usually on a weak beat;
« the bass is always doubled. « the bass is usually doubled.
0 | | o) | |
be——3 ¢ (6s—3
(5T
A\
PY) &
S~
|
e ¢ e ©
A ©— ) | 7 <
C 1 v§ o3 c vi - § I 3
(cad.§ - V) (V - pedall§ - V)
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PASSING

A passing § chord is a second-inversion triad whose bass is a passing tone. In four-part
harmony the bass of a passing 2 is usually doubled.

2311
.'"-ﬁ "-.II“.I
; ﬂ :1' Q ()] I t T 6
N/ % ! I - Passing 3: The passing tone G in the
i ? : bass (part of the F-G-A passing motion)
— . supports a § chord (G-C-B), with the bass
S T S — e 7Ie
T | I I doubled.
4 1 t 1
passing
c v 1§ Ve \%

2317 Beethoven, Piano Sonata op. 27, no. 2, I (“Moonlight”) @

7

F W
i‘ ™ 1

4 J
N/

e’

P P e N
| =0

| 1
N

Passing $: The

WP o ® i passing tone Clf in
the bass (part of
f
|

cresc. D#-C#-B# passing

Lk |
% 4 " motion) supports a
7\ =0 p
T HAZa = § chord (CH-F4-A).
; @ o #c . =
\/ v
—_—
passing
Cimin.: iv viiof 1§ v§ i

Although a passing?1 may appear over any scale degree in the bass, it most commonly
appears over 5.

2313 Mozart, Piano Sonata in D, K. 311, II @

7

(O)
ix,,,_ﬂ,ﬂf'
0 m —— . ﬁgﬁ
4;% j % ﬂ—:/‘—f%:’:d
D) —— sl f : Y vV ~—
2 4 £ o o 2|d 4
Wﬁmm - —
75— — —— e gV [+
— ——— — 4 - '
passing
G 1 Ive 1§ IV 6 V6 1 v§ 3

A passing I chord (i.e., one whose bass is 5) is particularly common.
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ARPEGGIATED §

An arpeggiated § arises when a chord is sustained in the upper voices as the bass voice either
arpeggiates the entire triad or oscillates between the root and fifth of the chord. Arpeggiated
2 chords are found mostly in instrumental genres rather than in four-part chorale settings.

2314 J. S. Bach, “Goldberg” Variations, variation 9 @

n) oy
P Lo
The fifth appears in the bass HD— i’
during an arpeggio, resulting e
in a brief arpeggiated § chord. o a— ]
VAR V) e I
5 6 6 5
3 3 4 3
G: 1
arp.
a 6 15 1
2315 Scott Joplin, The Easy Winners @
—~~ —~~
~ ~ ~ Y

%
|

:
arp. arp.

3 1§ 3 1§ 13)
A a

The bass oscillates between the root and fifth of I, resulting in arpeggiated § chords.
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COMPARISON OF §CHORD TYPES

Since function is determined by context, 461 chords with the same Roman numeral may have

different functions.

2316

®

Cadential §:

e is accented

Pedal §:
« §is formed by PT

.6
Passing 3:

« is formed by § chord

Arpeggiated §:

« §is formed by a

« leads directly to V3 and/or NT above a above PT in the bass. chordal skip in the
« doesn’t follow V. stationary bass. bass.
0 | 0 R - s 0
@ 5 Hﬁ y . I e )
= (s C—o
g g o — o
~— 5 6 5
, 3 4 3 — |
D e ! L Bremm L e !
Z O ] 7 i ©———
\.'b I
passing
C: Viz3 1 C: C: IV6 1§ IV C 1
pedal arp.
(="18"-V) v 1§ v ¥ 1§ 1D
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A Closer Look

OTHER §CHORDS

review and interact

POINTS FOR REVIEW

® The function of a g chord differs from that of the g and g chords with the same root.

¢ The most important type of § chord is the cadential § (discussed in Chapter 15).

* A pedal § chord results when a root-position chord is decorated with embellishing tones
in the upper voices so as to form a second-inversion triad, while the bass remains
stationary.

* A passing § chord results when a passing tone in the bass voice supports a second-
inversion triad.

* An arpeggiated § results when an arpeggio or partial arpeggio in the bass gives rise to a
second-inversion triad.

* While a cadential § is metrically accented, occurring on a relatively strong beat or part of
a beat, other § chords usually appear in metrically unaccented positions.

* In four-part harmony, the bass is usually doubled in all types of § chords.

TEST YOURSELF

1. Which of the following statements are true?

The interval of a fourth between the bass and an upper voice creates a dissonance.
Ig may be used in situations that are similar to those in which one may find I or I°.
I3 must be followed by V or V7.

Ig must appear on a relatively strong beat.

I3 may not follow V or V7.

The bass of I should be doubled.

2. Indicate whether the chord on the second beat of each of the following fragments is a
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pedal §, passing §, arpeggiated §, or cadential §.

N4 | | | | | |
P o o Py
L |
%Wn s 2 © E £ o ° J ]
T I I I =
Know It?

_ [:] Focus by working through the tutorials on:

e Pedal § chords llM
* Passing § chords llM

48} ) Learn with inQuizitive.

& ) Apply what you've learned to complete the assignments:

¢ Realizing Roman Numerals
¢ Realizing Figured Bass
e Analysis
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24 Other Embellishing Chords

Combinations of neighboring or passing tones can create a nonfunctional
embellishing chord.

Passing and Neighbor Chords
Embellishing harmonies within functional harmonic progressions

Embellishing harmonies within nonfunctional harmonic successions
Passing 1V6
Passing V6
|-1V6.16

Harmonizing a Scale in the Bass

PASSING AND NEIGHBOR CHORDS

As we have already seen, at times an apparent chord might appear as a result of neighbor
tones or passing tones in one or more of the voices.

241 Mozart, Piano Sonata in C, K. 279, 111 @

@ Passing tones above a sustained bass form the
notes of “IV” (F-A-C), which embellishes V3.

\S T |_ E
o £ ——
O ) = ]
iy — i
*— Z, ="
< 4
C: 1 V2 I6
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247 Bruckner, “Ave Maria,” WAB6 @

@ A neighbor tone above a sustained bass forms

the notes of “vi¢” (F-A-D), which embellishes I.

NT
fa) | | | A |
M i # R
) | ! | ! !
—_—_— ——
" X " X o 2 o
2 O y 2
75 &

o

Particularly notable are embellishing sonorities that involve a passing or neighbor tone in the
bass (perhaps along with other embellishing tones in the upper voices), forming what are
known as passing chords or neighbor chords.

243 Mendelssohn, Songs without Words, op. 102, no. 6 @

@ Passing tones in the bass and melody form a passing chord
(B-G-C, I6) that embellishes the motion between ii and ii7.

v
 — PT N\
0 f ; T - ;
Ge g =] e=c —
_ r —
- PT
0 I !
e
RS —® & 3
C: 1 Is i$ ——ii7 V7 I
(ii$ passingl6 ii7)
T S -~ D T

Passing I¢: the notes of 16 appear as a by-product
of passing tones.

244 Chopin, Prelude in A}, op. 28 @

©
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Neighbor tones in the bass and melody form a neighbor
chord (Db-F-Ab, IV) that embellishes V.

I
>
0 bt o NT J—
\Jy 1D Iy - - - y ]
Gor e e oo °F =
o o i I
o | I
2R - . —
D | I |
As v neighbor
W v V)

EMBELLISHING HARMONIES WITHIN FUNCTIONAL HARMONIC
PROGRESSIONS

Passing and neighbor chords often form part of standard functional harmonic progressions,
such as Tonic-Dominant—Tonic or Tonic—Subdominant—Dominant—Tonic. In analyzing
passages that include such harmonies, one may choose to label the Roman numerals of all
the chords—including the passing and neighbor chords—or to label just the underlying
harmonies, depending on the level of detail desired.

245 J. S. Bach, Chorale 3 @

O o
) e | [ I |
" | — ! P
passing passing neighbor passing
J J chord chord chord chord J
e S e =
| &
A min.: V i i6 i i A\
D T D
\% i Viios is Vi i ve V§ i IVi V
D T D T D T D T S D

The top line of Roman numerals labels only the underlying harmonies. A detailed analysis
(the bottom line of Roman numerals) indicates how the passing and neighbor chords form
parts of standard harmonic progressions.

EMBELLISHING HARMONIES WITHIN NONFUNCTIONAL HARMONIC
SUCCESSIONS

Passing and neighbor chords do not always form parts of functional harmonic progressions,
however. For instance, in the following two excerpts, notice how passing tones along with the
sustained tonic in an inner voice combine to spell ii7. Unlike the IV and vii® chords of these
passages (which also result from embellishing tones), however, this “ii”” is not part of a
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functional progression: that is, it does not lead to V, and its chordal seventh does not resolve
down by step. Accordingly, if this chord is labeled at all, its passing function should be

explicitly noted.

246 Schumann, “Soldatenmarsch” (Soldier’s March) @

@ Passing tones produce what looks like ii7: A-C~(E)-G. But this is part of a nonfunctional
progression: I-“1i7”-16. If labeled at all, the resulting sonority should be called a passing ii7.

“pr

NT PT
W) = A \ K .
M% Bty e—be
4h_l_h_l; 1 o1
D, f 4 4 4
DA A PO
= ey S sy i S —" — s f— . S— f— s—
Ee— ! 4 7 14
PT NT PT r
G 1 16 V7
I | 16 v |16 vics 1 | \
" »
IV and vii% result from neighbor and passing tones, and they also
form part of the standard progressions I6-IV-I6 and I6-vii®6-I.
241 J. S. Bach, Prelude in C Major, WTC I @
Though D¥-F#-C# lasts for an entire measure and literally produces
ii7, it nonetheless serves as a passing chord between I and I6.
b
PT
/o\ ®* 0o ® o » o o
@
G [l st e SLCES [ore
wtoag 0 S8 s - - =l B
it d s Y le Ve v P Ve e V|, ¥
ik | ! ! |
Ck 1 16 I
I |16 v 16| Vii% I
a passingii’7  I6) » [4

If labeled at all, this sonority should be called a passing ii’.

332

are part of functional progressions.

These embellishing harmonies, on the other hand,




PASSING [V

An embellishing chord that is particularly common is the passing IV6, which appears in the
middle of stepwise ascent in the bass that leads between V (or V7) and V6 (or V§).

248
!_.-“""-\_!1
1L
0 0 | o
y - ALk =
(T £~ Wil B O]
A\ & A\
D) D)
1) b . b be i
) = I I )b il - I
Z O~ i 1 ' Z 5 50— i 1 '
cC V——— Vs I Cmin: V ——  V§ i
\Y% passing IV6 WA I V  passing IVé %] i
A passing IV6 fills the ascent between two V chords.
7249 Mozart, Piano Sonata in F, K. 533, 11 f-i\s
(__.ﬁ"'--.\. ‘._'
¥ N
E‘\: b |'§“| T
_— . .I
\_/
TN
—
b /% I I I
D i — '
6
Bb v passing v ! A passing IV6 leads from V to V6.
\% Ive \C 1

Note that under most circumstances, a V-IV6 progression would be considered poor,
since it creates a Dominant—Subdominant progression. With a passing IV6, however, V does
not move to IV4, but rather V. moves through IV to V6 or V&

2410
F "
[ ™~ )
Ld b |
%’ # 9 Poor V-1V6is an unidiomatic V may move through
D-S progression. a passing IV6 to V§.
e e e =
{5 C o
NSV i ! & i I . »
D)} D) I f [ [
h
- . P -
e P T . e r = 7
Z I | Z I I T
Y Ve IV C: V——— V§ I
D S passing .
\% Ive Vs
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PASSING V

Another common passing chord is the passing V6, which arises when the bass moves down in
stepwise motion from I to vi or IV,

2411
F "
r y
(O )2 0
\ HH e (@) y .S ) (@)
AN\ Hes @) (s (@)
o NSV P= ANV, o)
D) D)
] ]
I _ I
= 17) o = o S
i Oremm f 6 )1 f
7 O I 7 I
C: I C: 1 1ve

S

I passing V6 I passing V6 Ive

2412 Vivaldi, from “Dopo i nembi,” from Giustino, RV 717 @
e L T4

q
N (el
N (el

| THES

:
r
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TTe %
T %
e %

=,

C: 1 passing V6 - 1vs v

A passing V6 may be used in motion leading downward

between I and vi or V6.

Under most circumstances, a Vé—IV6 or Vé—vi progression would be considered an
improper D-S progression. A passing V6, however, does not function as a Dominant
harmony that leads to I, but rather as part of a passing motion in the bass.

2413
,-"ﬁ"-'"“.
Fal
(4 )) Y
i‘m,,_ > ): Poor V6-IV6 is an unidiomatic V6 may serve as a passing
D-S progression. chord between I and IVS.
0| 0|
Y 1D 7 )
A5 P=y A5 Py
[£an Wi W7 8 {e5>—C S
ANV S ANV S
D) k= = J = e
]
. . 7] [
)b = — )b = —
Z 5 U I 7 5O I
Bb: V \'0 V6 Bb: I ——— VS
D S [ passing V6 Ive

Since it does not function in the manner of a Dominant, in minor keys the % in the bass
of this passing chord need not be raised. As a result, in minor keys this passing chord usually
appears as a minor v6 triad.

2414 J. S. Bach, Chorale 263 (=)

F "
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Since it does not lead up to the tonic, 7 need not be raised in a passing v.

Sometimes in minor keys, a passing V6 appears as a result of a bass line that uses only
half steps in moving from i down to V. This chromatic bass line is known as a lament bass
(because it is often used to express grief and mourning).

2415 Corelli, Violin Sonata IX, op. 5, Adagio @
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passing 8 _
Fimin.: i A v6 Ive ivé V¢ -3 i
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be part of a lament
bass, in which the
bass line moves

in half steps from
itoV.



A harmony also may function as an embellishment if it supports a passing or neighbor
motion in the melody. A noteworthy instance of this arises when the melodic passing motion
3-4-5 is harmonized by the progression I-IV6-I6, As noted in Chapter 19, IV6 rarely moves

directly to I; thus a I-IV6-I6 progression presents an important exception in which IV6 does
embellish Tonic harmony.

I-IV6-16 supports passing

motion 3-4-5 in top voice.

The bass usually moves down—in

contrary motion to the melody—

with the progression I-IV6-I6.

. (QI._H__I

. o % o®
5 i
pas e 2 = JEE=
A i R s =T
C: |1 V6 16 v \ 3 I
This IV6 leads from I to 16, embellishing This IV leads to V (S-D).

Tonic harmony (S-T).
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HARMONIZING A SCALE IN THE BASS

By using the passing IV6 and passing V6, along with progressions discussed in previous
chapters, you can harmonize ascending and descending major and minor scales that appear

in the bass voice.

! ' ' passing passing

i v§  i6 ii%f vV IVe V6 I I v6 w6 V Vi 6 Vi i
(or vii®6)  (or ii®6) (or vii®6)
(or iv)

_ | o o P § =) - |

! ' ' passing passing ' ! '
I vi 16 i§ vV IVe V6 I I 6" Ve V. Vi I8 Vi I

(or vii®6) (or iif) (or vi) (or \%: ) (or vii®6)
(orIV)
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review and interact

POINTS FOR REVIEW

¢ Passing and neighbor chords result when a chord is created by tones that embellish an
underlying harmony.

* Sometimes, passing and neighbor chords form parts of standard harmonic progressions.
Where they do not, however, their embellishing function should be noted in labeling
these embellishing harmonies.

* An important passing chord is the passing IV6, which embellishes a stepwise ascending
motion in the bass between two Dominant harmonies.

» Another common passing chord is the passing V6, which embellishes a stepwise descending
motion in the bass leading from I to vi or IV,

 I-IV6-16 often supports the melodic line 3-34-35.

* Both the passing IV6 and passing V6 may be used in harmonizing a scale in the bass.

TEST YOURSELF

1. What are the Roman numerals for the sonorities in the following?

J. S. Bach, Chorale 79

Show answers

| 18I

THE P

TTT9— N

%
TR |
~
TTe(e—
™ “®(NL

. . . Show answers
2. Which of the above chord successions is not standard, and should be

avoided in a four-part harmony exercise? What is the rationale for this odd
chord succession?

. A Show answers
3. What chords could be used to harmonize the bass line §—7—6-5?

. . Show answers
4. What chords could be used to harmonize the bass line 5—6—7—8?
5. Which chord in the following hymn passage has a primarily passing function?

Hymn from The Boston Handel and Haydn Society Collection of Church Music
Show answers
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\EEN

-
| 1HER

Y T T N
W C) [ I | [ z 2
(ST [ [ [ I r.y
ANIV4 () I I 7
o ag !
NH # |
il [ = 7 = = N
y AW £ ) | = | I | | r 2
N 4 1 1
)” - Y I [ = [ I N
y AW £ ) T I I | - I I T r 2
(ST [ I 7 [ | I [ [ r.y
SV [ () [ [ () =l I
D Z ' ! ?
" l n
_‘}OH [ [ I I N
v H Il fe I I T I I I r 2
7 "0 = | () =i [ [ I I | r.y
kil [ [ [ | () 7 [
~ | | L4 bl |
~
Know It?

[:] Focus by working through the tutorials on:

* Passing and neighbor chords M

» Writing the passing IV6 lld
o Passing V6 M

48} ) Learn with inQuizitive.

& ) Apply what you've learned to complete the assignments:

¢ Realizing Roman Numerals
¢ Realizing Figured Bass

o [-IV6-16
e Analysis

339



https://ncia.wwnorton.com/3851
https://ncia.wwnorton.com/5997

Chromatic Harmony
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2 5 Applied Dominants of V

VofV,orV/V,isanapplied dominant chord—the dominant of the
dominant—that leads to V.

Tonicization and Applied Dominants
VIV

The Secondary Leading Tone

Ve/v

V7/V in Root Position and Inversions
V/Vin Minor Keys

Other Resolutions of V/V and V?/V

TONICIZATION AND APPLIED DOMINANTS

In the middle of a composition it is possible to momentarily treat a note other than 1 as
though it were the tonic. Such a momentary change of key, known as a tonicization, almost
always requires the use of an accidental.

251 Chorale melody, “Jesu Leiden, Pein und Tod” (Jesus’ suffering, pain and death)

©
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A (5 of D) is treated momentarily as a tonic by being preceded by its own leading tone,
G# (the leading tone in the key of A).

key of D: 3 2 i 2 3 4 5 6 5 4 3 2 2 i
a1 , I I ,
) - T ; ; 1 f I T I f —T |
J  —— — —(— T 1l
 — — — i 1l
; | .
(=7 1 in key of A)

The melody startsinD . . . ... tonicizes A . .. ... then returns to the key of D.

Just as a note can be tonicized, any major or minor ¢riad can be tonicized if it is preceded
by an applied dominant (also known as a secondary dominant). An applied dominant
contains a chromatic note and functions as a Dominant of a harmony other than 1.
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V/V

The most common applied dominant is V of V, notated as V/V. Just as V is a major triad
whose root is a perfect fifth above I, V/V is a major triad whose root is a perfect fifth above V.

252
@Task: Find V/V in the key of D.

. The root of Vin the key of D = A
2. Vinthe key of A= E-G§-B
3. Thus V/V in the key of D = E-G§-B.

N #
7 " 3 ) O
M 1L <) L
y) y The root of V/V (E) is a perfect 5th above
P5/2| the root of V (A).
o #
) OF-2" T O
Z "1
(S )
D: Vv V/V

V/V must be a major triad; its third must be raised

with an accidental (G§ = leading tone of A).

Justas Vleads to I, V/Vleads to V.

253

©
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The progression V/V-V in D major has the same notes as V-Tin A.

(E-G$-B) (A-C4-E)

(E-G$-B) (A-C4-E)

H-4 o4
i -2 ) P=v ) 2l
A T © A
o1 C /an';\ ; (o) (e <E\ ;
NS4 5o (e] A3, )
J i I J I [
" ° - °
Dite ¢ F | o gt e |
A S R
D: 1 V/V \4 I A |V I
V/V leads directly to V.
n 4 | 0 #
¥ &g I 2 2)
y i W O A
(£ o W O & (51 C5 Z
b1 Cas :E% z 51 Cae——
J N i o A
o) H T T )
Vie e . |eoe ] p R U c—
tt ] z ] ] z 7 ] !
D: V/V A\ V/V A\ D: V/V 1(?Y)

O Good V/VleadstoV (or

0 Poor V/V must
repeats and then goes to V). o

goto V,nottoI!

254 Advent Chorale, from The English Hymnal @

fa B W) | | | | | | | |
10 | AFHn——7 7 ——1 7 f — 7 =
[ £ WL HA O (o) [ A\ (o) (o) FAZAY=S
SV I I AN - 1=l I I \H'll’ = 7
D) I I i I I PT [ [ [
4 |4 4 4 <L |4 | |
e = = = = P Z =
Z "N = I I I I I I =
1 i ' I : ! : i i
D: g v VIV v I6 Y% Vviios I
(=A:V )

Notice that the root of V/V is 2. It thus has the same notes as a ii chord with the third
raised by a half step.

255
@ Task: Find V/V in D (alternative method).
40

. 1iin D= E-G-B.

2. Thus V/Vin D = E-G$-B.
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D: ii VIV
g
L8
e t— 8¢ —
ANSY i I i I
) | I | I
o, . it
M | 2 . | 2
= I : I I : I
D: il A\ I V/V A\ I
(minor triad) (major triad
3rd of chord is raised)

To find the notes of V/V you may first find the notes of ii, then raise the 3rd of the chord.

Since V/V points directly to the V that follows it, any chord that can precede V—such as
a Tonic or Subdominant triad, or another V triad—may also precede V/V.

R
0 |
A o i
N\ ui E
ANIY = ko | | =
J < | D) | I [ J I I I |
| | |
) e—]  —— - e |
VA V) = | | =
I 1 I I 1 I 1
o1 VIV Vv ¢ 1 IV V/V V C: V. V/V VE-7 ]

V/V may follow I, IV, V, or any other chord that can precede V.
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THE SECONDARY LEADING TONE

Notice that the third of V/V is raised 4, which is the leading tone in the key of V (i.e., the key
in which the V chord would be the tonic). This raised tone requires an accidental.

251
L N A
_,#‘J Raised 4 of Bb (Eff) = leading tone of F Raised 4 of E (A#) = leading tone of B
0| 0Nt |
YD Gty i
y . ) @) y . AR B € = E—a V. S
(e5>—C pre=—s @) (o517 C " ©
NSV | @) NS}, (@)
. . | o
re | f i S ra O =
v I © hl (X DAF A € WP Z
75— ) Z g m U ! S
} !
Bb: 1 v/vV A% E: 1 A\JAY A%

The raised tone in V/V should be treated as a leading tone: it may not be doubled, and if it
appears in an outer voice it resolves up by step when V/V moves to V.

258

Poor The raised 3rd within Poor Since it functions as the

" V/V functions as the leading leading tone to V, the raised 4: Good The raised 3rd within
tone to V and thus should 3rd within V/V must resolve " V/Visnot doubled and
not be doubled. up when in the soprano. resolves up in the soprano.

N
_ N | _ f) A /LDL R 3 _ N J /IDL ,,,,,,,,,, »>O
i/ I 17 v’ 1) = 17 v 1)
y O ) S y . ) S y . ) S
(e C b4 e C—f 2] © e C— 7] ©
NSV o & I f & I f
D) [’ N D) IA_ [ D) IA |
[ 2 = J_ o h=d A_ o
0 (& B— .= 0 0
e % tfo e———= e———
< I I © = I I © < I I ©
C 1 V/V AV C: 1 V/V Vv C: 1 V/V AV
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Ve/v

V/V may also appear in first inversion—notated as V6/V. Just as Vé leads to a root-position I,
Vé/V leads to a root-position V.

259

O ;
--'-“"“I o A(h}? (@)
o o'\" 8

Ot e e
A . O A R — ©

7 i I i '

D: I 6 V6/V V8-7 1

r.

V6/V leads to root-position V.

2510 Leonarda, Magnificat @

~ [a) I | | | [
)” D ) [ [ [ [ [ [ [ T
i e e ==
..nf, ANIVJ A © © v e
') 0 0 |

SuUS
78— —— T 1 e
T A " T [ T [ ! I I
D: V vé/v. VvV I
N

V6/V leads to root-position V.

347



V?/V IN ROOT POSITION AND INVERSIONS

A dominant seventh chord (a major triad plus a minor seventh) may also be used as an
applied dominant of V (as V7/V). Just as with a V7, you may use all four notes of V7/V in four-
part harmony, or you may omit the fifth and double the root.

2511

@ V7/V is a dominant 7th chord; it has the same notes as V/V, plus a minor 7th above its root.

Al = yo
'\3 — ia =4 © The 3rd of V7/V (Bb) must be raised by a half step
A ! with an accidental (to BY). The chordal seventh of
0 @ = V7/V (F, 1) resolves down by step.
7 - Ir,\ c r I O

F: 1 v7/V \%

V7/V—G-Bi-F, with fifth (D) omitted—leads to V.

2512 Rossini, Il Turco in Italia, act I, scene 8 @

I pas-sa - to ed i fu - tu - ro, chi de-sia di pe - ne-trar?
Q # et | | N — T T ® | | t - t | N
' S T I I e I I
| L) L 4
o
. £+ o | 7
[, ) N N | | | e N
bl *K E r 2 Y 2 I [ [ *K r 2
X f r.y * | ! r.y
I
\%] I I V7/V \
(=A: V7 1)
Translation: The past and the future, who seeks to penetrate them? -

V7/V (E-G#-B-D) leads to V.

2513 A. Sullivan, “A Wandering Minstrel,” from The Mikado @

©

348



1
Of bal - lads,song and snat-ches, And dream -y lul - la - by!

fa)

e X X "

2 H O (7] 7] (7] (7] (7] (7] (7] (7] 7] (7] N & 7] 7] 7] N & 7]

() —1 i Y17 i I I — I — 1

o
.
| I8
|
L I
|
L I
|
| I3 =
.
N
e
T
Wil

A A A
‘,- ‘; N N o L N
. ] ' N |9 ]
7 50 1 Attt I S A— o — A R —
Lo ] 7 VA |74 o’
” ” ¥ o
F: \% V7 (repeats) I V7/V \
(=C: V7 )

V7/V (G-B4-D-F) leads to V.

V7/V may appear either in root position or in any inversion. In each case, the inversion
of V7/V functions like the analogous inverted V7 chord, except that it leads to a Dominant
instead of a Tonic. For instance, just as V4 leads to I¢ (not to I), V4/V leads to Vé (not V).

O R B R
e e -
7 T I I o 1o 1= i
I I i i 1 f i
' | - | b
G 1 V3/V Ve| V7 |1 VE/V| V8- 7 [
V4/V leads to V6, since the chordal seventh V¢/V leads to V, since the raised tone in the bass
in the bass must resolve down by step. (the leading tone of V) must resolve up by step.
Mendelssohn, Songs without Words, op.19, no.1 (=p
fay
)
" cantabile >I L
0 ﬁu.m-i' | . T n r | | ‘!

&%:
| 1RER

g _¥_U=

T X 4%&
Je A T+ 4o o I
Al . O R o > o————®
bl | | | | I
E: V7 I Vi I6 ve/v v vi/v '

V7/V may appear in any inversion.
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V/V IN MINOR KEYS

Applied dominants of V also may be found in minor keys. In minor keys V/V requires two

accidentals, raised 4 and raised 6.

2516
N
Fal

q«h)
7

e’

==
< T T

o

0 Poor A-CH#-Eb is not a major triad

" (notice the key signature).

requires two accidentals.

2517 Chopin, Ballade no. 1 in G Minor, op. 23 @

Ras
< T TR

In minor keys, V/V

1l

N

EsS

o d

ld

| JRES
| 10ER

T
T

ii?7 in G minor is A-C-Eb-G.

V7/V in G minor is A-C#-Ei-G.
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OTHER RESOLUTIONS OF V/V AND V7/V

An applied dominant may lead to a V chord that is decorated by a cadential 8.

2518

The applied dominant of V

leads through a cadential 9
to V, delaying the resolution
of G (the chordal seventh
within V&/ V) down to F%.

—~ OO T QL

16 V$/V V§ I}
(cad. §-V)

An applied dominant at times may also lead to a V7 chord, instead of leading to a V triad.
In such a case, a particularly beautiful voice leading can sometimes be used. Usually, raised 4,
a leading tone directed up to 5, ascends to 5. When V7/V moves to V7, however, raised 4 may
instead slide down by a half step, canceling the chromatic alteration to 4. This is possible

even if the raised 4 appears in the top voice.

2519
~ 4 4
4 _:f; N | ! [— N | > h4| ! M|
Y T — — 1D — 1
y S v | y. S = 7T
{es?> o C {fe@-—"®Dq S (o Mt 2 W7 \DM S
& < — b4 A3V P4
D) F o D) o
Cam| - t r~ | - t
TD g . I O bt [0 S € ) . I O
7 5+ i P 7 51O i P
Eb: 1 V7/V  V8-7 I Eb: 1 v7/vV V7 I

O Good Al, the raised tone within V7/V, { Also good Afin the top voice does not
" tends to resolve up by step, as a leading tone "7 lead up to Bb as expected, but instead slides
of the tonicized key of Bb. down to Ab, as the applied dominant of V

leads directly to V7.

2520 Cherubini, Lodoiska, act I, scene 1

Raised 4 slides down by semitone to 4 when V4/V moves to V&.

raised 4 (BY) —=—» 4 (Eb)

|
D N

N
)” M| N | N N | N N
y =Y ¢ = | r 2 I r 2 ¢ = | ¢ = ¢ =
Ld f r.y —1 ry | r.y r.y ry I r.
2] b’ |
X 4
|
N o N N N
4 € = r 2 = r 2 # ¢ = ¢ = €4 =
| ry P ry ry ry r.
1 |
| o —
4 6 *
vi/v Vi oI ii6 v I
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Schubert, “Lied” (Song), D. 284 (=

at
LY
Raised 4 (CH) slides down by semitone (to Ck) as V3/V moves to V5.
n 4 o r 5 — | .
i 1 —1 K i
67 o | | ] > |
D—4 i 1
D)
des Man - nes Feu - er - kuss_ zu__ fith - len.

§—td

Ny @ e e

ﬁ:.‘t.'i:.'##ﬁ: — - | | —— o
A e - 4 | | | | el
\;_jl 4@ s s o e = r [
\_/ \_/ — X
O ) — I ; - — 4
ESs T | | | i .
G: IV vi/v \%] I V7 I

Translation: To feel a man’s fiery kiss.
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A Closer Look

APPLIED DOMINANTS OF V

review and interact

POINTS FOR REVIEW

* An applied dominant is a chord that functions as a dominant of a harmony other than
the tonic.

* The most common applied dominants are V/V and V7/V (read “V of V” and “V7 of V”),
which may appear in root position or inversion.

* V/V leads to a Dominant (V, V7, inversions of V or V7, or a cadential § followed by V); it
may follow any chord that can precede V (any Tonic or Subdominant chord).

« The root of V/V is 2 (a perfect fifth above 5).

* V/V must be a major triad; V7/V is a dominant-seventh-type chord (a major triad with a
minor seventh). The third of both V/V and V7/V must be raised by a half step with an
accidental.

* The raised tone in V/V is raised 4 (§4), which is the same as the leading tone in the key of
V.

» The raised tone within V/V must be treated like a leading tone: it may not be doubled,
and it normally resolves up by step if it appears in an outer voice.

« If V/V resolves to V7, the raised 4 may slide down by chromatic semitone to 4, even if it
appears in the top voice.

 In minor keys, two notes within V/V must be raised with accidentals, 4 and 6.

TEST YOURSELF

1. Which of the following chords may follow V/V?
@ VorVe Show answers
® 1
© IVorii¢
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V7
cadential g—V
another V/V

Which of the following chords may precede V/V?
V or Vé
I
IV or ii¢
cadential §-V
another V/V

What accidentals are missing in the following V/V and V7/V chords? (Each one is missing
one or two accidentals.)

G V/V Eb: V/V Bb: V/V Bbmin: V/V E: V7/V Emin: V7/V

What is the root of V/V in these keys?
F major
D major
E major
E minor
A}, major
A}, minor

What are the notes in V/V in these keys? Specify which notes need accidentals.
F major
D major
E major
C# major

What are the notes in V7/V in these keys? Specify which notes need accidentals.
F minor
D minor
E minor
C# major

In which of these situations does the third of the V/V chord not need to resolve upward?
If it appears in an outer voice.
If it appears in an inner voice.
If the chord in which it appears is followed by another V/V.
If it moves to the seventh of V7.

In four-part harmony, when may the third of V/V or V7/V be doubled?
If it appears in an inner voice.
If it appears at a cadence.
Never.
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Know It? Show It!

@ Focus by working through the tutorials on:

* Recognizing V of V IllM
» Writing applied dominants lM

Learn with inQuizitive.

{:f; Apply what you've learned to complete the assignments:

N

¢ Realizing Roman Numerals
¢ Realizing Figured Bass

e Harmonizing Melodies

e Composition

e Analysis
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2 6 Other Applied Chords

An applied chord functions like a Dominant, but leads to a harmony other
than I.

Applied V and V7
In major keys

In minor keys
Applied vii®® and vii®’

Using Applied Chords in Harmonizing Melodies

APPLIED V AND V7

As discussed in the previous chapter, an applied dominant chord functions as a Dominant, but
leads to a harmony other than I. An applied dominant can lead (or be applied) not only to V,
but also to any major or minor triad. Thus V/ii leads to ii, V/vi leads to vi, and so on. In each
case, the applied dominant may be a triad or seventh chord in root position or inversion. All
applied chords tonicize the chord to which they are applied, momentarily treating the goal
chord as tonic. The resolution of an applied dominant creates a Dominant-to-Tonic
progression within the key of the tonicized chord.

261

©

356



V of vi = E-G#-B V4 ofii = G-A-C4-E
|

o) | | |
1/ P I "
y .S ) ” g:ﬁj " T
{5 C -4 i hﬂ ol
ANSY & 5
) : o o ‘e
< | 7 i he |
o €} I f 77 i all —o—— @ I
7€ oo | | | | | | o
} !
C o1 \% Vofvi vi, V3 ofii ii6, \Y% I
) | |
g é The A minor chord (vi in C'major) The D minor triad (ii in C major) D) <
is tonicized; the progression from is tonicized; the progression o) " ~
. . ., prog 4 .. ’ .. p & .. 4 75— T
V/vi to viin C has the same notes from V3/ii to ii¢ in C is like V3 L I
i . ) .
Amin.: V ! and function as V to i in A minor. to i6 in D minor. D o vz o
V = E-G§-B V3 =G-A-CH-E

Since they lead to harmonies other than the tonic, applied dominant chords
momentarily depart from the main key. As a result, almost all applied chords use at least one
accidental. To spell an applied V triad, build a major triad whose root is a perfect fifth above
the root of the goal chord (the tonicized harmony), making sure to use accidentals where
needed. Thus V/vi is a major triad whose root is a perfect fifth above 6, V/ii is major triad

whose root is a perfect fifth above 2, and so on.

26.2
¢~ Task: Spell V/vi in the key of F.

ix:_ :,,—*' In the key of F, the root of vi (the goal chord), 8, is D.
2. A perfect 5th above D = A.
3. A major triad = A-C§-E

A P5
)” A J— Te]
> r () S
Py) O
F: V of vi
(accidental is needed for C#)
26.3

f’;:"“i Task: Spell V/ii in the key of Bb.

1 :,fl In Bb, the root of ii (the goal chord), 2,is C.
2. A perfect 5th above C = G.
3. G major triad = G-B§-D

n |l P5

JTD — L

A a4

(&> — s 28

D) o ..
Bb: V of ii

(accidental is needed for BY)

The procedure for spelling an applied V7 is similar: build a dominant seventh chord (a
major triad plus a minor seventh) on the note a perfect fifth above the root of the goal chord,
using the correct accidentals. Thus V7/IV is a dominant seventh chord whose root is a perfect
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fifth above 4, V7/ii is a dominant seventh chord whose root is a perfect fifth above 2, and so
on.

264

™
1 p

Task: Spell V7/1V in the key of G.
In the key of G, the root of IV, 4,is C.
2. A perfect 5th above C = G.

G dominant seventh chord = G-B-D-F}.

N4 P5 ho
)7 A IH ; HIH
&——— 3
e < G: V7 of IV
(accidental is needed for F4)
26.5
a Task: Spell V7/ii in the key of A.

In the key of A, the root of ii, 2,is B.
2. A perfect 5th above B = F§.
3. F# dominant seventh chord = F§f -44—-C# -E

W P5
i #1LITI
V 1L 1 1L
| e YA 1L
L\Q)/ T (@ ] bl
O A: V7 of ii

(accidental is needed for A#)

Since an applied chord functions as a Dominant, its third acts as the leading tone to the
goal chord (it is a secondary leading tone). Accordingly, just like the primary leading tone
within V, the third of an applied dominant cannot be doubled, and it must ascend by half
step if it appears in an outer voice.

26.6

Ef = 7 of F minor g
n| ( ot a1 ekl o o _
. — fo— J = ..Q.. Poor Since it functions
(5?1 C= L W & e _
\._)v = = lr/ - w.)/ Ti-P=N z like a leading tone, the 3rd
S . L i of the applied dominant
b 1) j e b I cannot be doubled, and
7 ];V‘ID T/ d H (o) H - 7 b [D \ W () = 1 ’ 1
. 1 o ) —= must resolve properly.
Eb: V [ Vofii ii Eb: Vofii ii
(= V-iin F minor) .
Just as D (the leading tone in the ... B (the leading tone
key of Eb)leadsup to Eb . .. in V/ii) leads up to E

IN MAJOR KEYS

diminished triad cannot be the tonic of a key, vii® cannot be tonicized by an applied

358



dominant. Like V/V, all applied dominant triads may appear in root position or first
inversion, and applied dominant seventh chords may appear in any inversion.

N
% iﬁgﬁgﬁv I ﬁggjzgzﬁw |
D) . . D) J »
C: Vofii V7 of ii V of iii V7 of iii V of IV V7 of IV
3rd of chord is raised (= #1) V of iii uses two accidentals: The 7th of V7 of IV
both the 3rd and 5th of the chord is lowered (= b7)
are raised (= #2 and #5)
Q - n In major keys, a V/IV triad has
the same notes as I, and thus
is usually not interpreted as an
VofVv V7 of V V of vi V7 of vi applied dominant.
3rd of chord is raised (= #4) 3rd of chord is raised (= #5)

Any major or minor triad may be tonicized with an applied V or V7 in root position or inversion.

Haydn, German Dance, Hob. 1X:12/4

\J‘l g : u i i < i i ! = — ll
[a) P P A f p P f I
L e e e e o e e “J e e o e e ! >
%4 ii ’ ’ ji o ’ I | |
At T ~A ] ﬁd
K, © =
C: 1 viice/V 'V vV/V. V 1 V7 I
3P o b o
0 el —fe oo ro, ol oo
)74 I I - Y Il I Il
Ay —e—fefe e B ' Crrrlreree e
S — — -
P S P
o) N %L&ﬁ NI /] | | | (WA Y e i 9: é — 2:
FHEr—— S E e Die e tv | :
D S i ——
V§ /vi vi V§/v \% 16 VIV IV A% TR

The third of every applied V or V7 functions as a leading tone to the goal chord.

Beethoven, Piano Sonata in G, op. 14, no. 2, II, excerpts (=

W)

T
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C:vZ 1 V7ofil ii V7 ofiii iii, V3 I ii3 IV V§ o3 I
(= V7-i (= V7-i

in D minor) in E minor)

IN MINOR KEYS

In minor keys, too, five triads can be preceded by an applied dominant: 111, iv, V, VI, and VII;

11° cannot, since it is diminished.

ol
\{})

T
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fog— 8§

Hbng—f——y

A3V 1]

\.\Jy i}
C min.: V of Il V7 of 11l
no accidentals

Although it uses the same notes
as (the relatively rare) subtonic
VII, this chord more often func-
tions as V/1II, leading to III.

D)
C min.: V of iv V7 of iv
3rd of chord is raised

N | I

N |
C min.: Vof V V7of V

V of V in a minor key
needs two accidentals:
3rd and 5th of chord are raised

Nl

% D)
C min.: V of VI V7 of VI Cmin.: Vof VII  V7of VII
no 7th of chord 3rd of chord is raised
accidentals  is lowered

Since the V/VI triad has the same notes as III, this triad is usually not interpreted as an applied dominant.

2611

\.
LY

o

;.—"
1
N,

e

Haydn, Keyboard Sonata in Bb, Hob. XVI:2/I11 (=)

In minor keys, V/ivand V/V are common.

N | | A
Y To 5 N
b

A\ I\ N N T
>) N N | I : N N N | | X |
77— T— | N gl g7 g I—— N o
A4 T v -
)= B = = e g
T~ o — —f — it !
5 d i ! —— :
Bbmin.: V7/iv iv V7/IV \% i
Simplified harmonic model
o N
T
y ] = T
(o Y . iz
D a2 o
D) 4
. . | .
T~ Y — J— | == |
j Lo — 77s i =4 |
i B = T | 7D i 1
b4 < | |
Bb min V7/iv\_/viv V7/V\_/V i
N D T

\.

26112 J. S. Bach, Chorale 48 f-i\
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T,
ﬂ_d_J r
— > o > Though III is less common in simple
[ | | | diatonic passages, it often appears in
J J J minor-key passages that use applied
i "I i - dominants.
. . R ls
Amin.: i Ve i &/ V/Ir I o/
7 is usually raised in minor keys, ... but when III is tonicized
to form a leading tone . . . with V/III, 7 (G) is not raised.

~
26.1-5:. Haydn, Symphony no. 19, II (=)
(D)
|

e’

In minor keys, V/VI and V/VII are also possible, though less common than other applied dominants.

—~

pu—

- [
e
2

eier

ozp .

E |
2 d
i)
[ 188
[ 188
\ [ 188
[ 188
[ 188
[ I
[ 188
I d ‘ _@

- s8'8 |8

e T G e
- 3 1 | |
Dmin.:  V$/VI VI v§/vil VIl v$ i6iv ve/V VvV
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Since vii® and vii®7 are Dominant harmonies, they too may serve as applied chords to any
major or minor triad. The roots of applied vii® and applied vii®” chords are the leading
tones of the harmonies they tonicize. Accordingly, the root of an applied diminished chord
must be a minor second (not a major second!) below the root of the goal chord. Furthermore,
the root of an applied vii© triad or seventh chord must be treated as a leading tone: it cannot
be doubled, and it must resolve up by step when in an outer voice.

~ \Task: Spell vii®’/V in D.

' */n the key of D, the root of V (the goal chord), 5,is A.

The leading tone of A is G§ (not Gh).

G# diminished seventh chord (diminished triad plus d7) = G§—B-D-FY.

04 m2 ho
(root of V)  (leading tone of V) D: vii®7/V

(accidentals needed for G# and Ff)

Beethoven, Piano Sonata in G, op. 14, no. 2, 11 -)

& ' | | N
- ! %_’ f
J I I I | I .
cresc. \ Y/
o (e @ : - —
- : e Y e wi— — — X
%:":':@7 y A — -
| i Al B o | 1Y 1
| | —"1 | | | | AN oK _J &
- | | | - - o 7 14
C:. 1V Vi/ii o ii vii®6/ii ii vii®7/V V4 - 3 Ie

Just as vii® and vii®7 lead to a tonic chord, vii®6/ii leads to ii, vii®”/V leads to V, and so on.

Mozart, Piano Sonata in F, K. 280, I1 -)

{ )
L
.A [ N — | ——N\ o SuUs
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A H [V N N N_e I N T ] I I &/ (7]
P 1 1 jgl_h:ﬂg’:%a r1—1
r Y 72N . j
P S p y : —
e " Koo ne g e be :
)b - 62— —N = Y | - C— - o N —
R T i  IR = N
N’ Y \_// ~— r ' 4
8 - 7 8 - 7
Fmin: i V¥iv iv v§ I 3 i vii%7iv v vii°7/V V§ I 3 i

The vii?7 (a half-diminished seventh chord) may also serve as an applied dominant.
However, just as vii?7 occurs only in major keys (not in minor keys), an applied vii?7 should
lead to a major chord (not a minor chord).
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[ | I
‘ . @_ﬁ_ﬁ_‘ An applied vii?7 is a half-diminished

seventh chord built on the leading

tone of a tonicized major chord.

C: 16 vig/V Vs-7 1

Schubert, “An die Musik” (To Music) =

fay
\' })
0 .
o #L N I P/( P —— I T |
ANV | I | ) j j j | ;‘ | 1]
J I (NCH N y [
in wie viel grau - en__  Stun - den,
0 #
i ALl T Ty Ty | T Ty Ty | T Ty | T Ty | T Ty Ty |
SR C) | | | | | | | | & | | | .7 i | | | | | | |
g $855184%| 852 ggsgz| H2555%1%
- r f n T N T N < T 0
- JVW ) X 2 T | | | ¥ 2 | X 2 P | o P
T o L F £ . *f
s FU__ ~ 1 1 |
D: I¢ vi o vig7/vV Vi : / I

Translation: In how many gray hours?
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USING APPLIED CHORDS IN HARMONIZING MELODIES

Chromatic tones in melodies can often be harmonized with applied chords. For instance, a
raised tone that moves up by step might be harmonized as the third of an applied V (the
leading tone to the tonicized chord). Likewise, a lowered 7 that moves down by step can
often be harmonized as the seventh of V7/IV.

26.19
Task: Harmonize the following melodic fragments using applied dominants.
L
M T R 8w b
o) . . | | | | | | |
| 1 | 1]
D)
Some possible solutions:
5 5 6 i 4 2 8 b 6
) . . | [ | | | |
) (o) VA L\’ )
%ﬁjﬁf z - 2 - ¥
T A
J | | |
0 L & r J r =
0 = 1=
e . P o
< | . f | f— | |
C: 1 V/vi vi I V/ii ii I V7/IV. IV
A A A
Raised notes are harmonized as thirds of applied V. Lowered 7 is harmonized with V7/IV.
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review and interact

An applied dominant functions as the dominant to a harmony other than the tonic.

An applied dominant may be a triad or a dominant seventh chord, and it may appear in
root position or inversion.

An applied V is a major triad whose root is a perfect fifth above the root of the chord to
which it is applied; an applied V7 is a dominant seventh chord whose root is a perfect

fifth above the root of the chord to which it is applied. Applied chords usually require the
use of accidentals.

Applied vii®, applied vii®7, and applied vii?7 chords are diminished chords whose roots
are the leading tone of the harmony that they tonicize.

The third of an applied V chord—and the root of an applied vii® triad or seventh chord—

is a leading tone: it may not be doubled, and it should resolve up by step if it appears in
an outer voice.

Only major and minor triads (not diminished triads) may be preceded by applied
dominants, because only major and minor triads may be tonicized (treated like a tonic).

Which of these chords typically follow a V/ii?
ii
ii6
I
another V/ii

Which accidentals (if any) are missing in these chords (in major keys)?

C: V/vi Bb:  Vl/ii E:  vii%7/vi F: V7/iii Bb:  vii®7/ii G: V7/IV

min.: V/iv D min.: V7/VI C# min.: V7/1II F min.: V7/iv

9]

min.: vii®7/V min.: vii?7 /111

o]

Which notes of the following triads may not be doubled?
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T Vii%6/V Bb: vii%/IV C# min.: V/II E min.: vii®/VI

es|
s
s
=
<
o)

Complete the following for the indicated applied chords.
G major, V/ii: root of goal chord = ; root of applied chord =
notes in applied chord = , , ; note(s) needing accidental

leading tone in applied chord =

Ab major, V7/IV: root of goal chord = ; root of applied chord =
notes in applied chord = , , , ; note(s) needing
accidental =

leading tone in applied chord =

E major, V/iii: root of goal chord = ; root of applied chord =

notes in applied chord = , , ; note(s) needing accidental

leading tone in applied chord =
D minor, V/III: root of goal chord = ; root of applied chord =

notes in applied chord = , , ; note(s) needing accidental

leading tone in applied chord =

Know It?

E] ) Focus by working through the tutorials on:

* Recognizing applied diminished chords lM
* Resolving applied diminished chords [l

48} ) Learn with inQuizitive.

& ) Apply what you've learned to complete the assignments:

e Spelling Applied Dominants
¢ Realizing Roman Numerals
¢ Realizing Figured Bass

e Harmonizing Melodies

e Composition

e Analysis
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Modulation to
2 7 the Dominant Key

A modulation occurs when the key changes temporarily; the most common
modulation is to the dominant key.

Modulation
Modulation to the dominant key (key of V)

Pivot Chords
Distinguishing Tonicizations from Modulations

Harmonizing Melodies

MODULATION

Pieces usually begin and end in the same key, known as the main key (or home key or tonic
key). Within the course of the composition, however, the key may change, so that a harmony
other than the original I chord is temporarily treated as though it were the tonic. Chapters 25
and 26 discussed how applied chords can create brief changes of key, known as tonicizations.
A change of key that is lengthier and more substantial, and whose tonic is confirmed by a
cadence, is known as a modulation. In the vast majority of cases, a modulation is not notated
with a new key signature; rather, the modulation is indicated by the use of accidentals.

211 Sor, Lecons progressives, no. 5 @

©
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IACin G

A perfect

authentic

cadence in D

confirms the

new key.
The main key of this piece is G major, with In mm. 6-8, every appearance of the note C is
one sharp in the key signature. A modulation raised with an accidental to C#, so that these
to D major occurs in mm. 6-8. measures use two sharps altogether: Ff and C#.

Once a modulation has begun, all the harmonies, scale degrees, and cadences are to be
understood to function in the new key, and they should be labeled within the new key as
well.

212 Filitz, “Blessed Night,” from Church of Ireland Hymnal @
®)
-/

The music starts in D (2#s), and modu- After the modulation has begun, the cadence, scale degrees, and chords all

lates in mm. 3-4 to A (3%s), and ends by function within the key of A (G#, for example, is the leading tone of A).

returning to the main key of D (2#s).
all Gs are # here, so along with #s in the

s = F§, in key signature ey signature, #s now = F#, C4,
#s = F#, C# (in key sign key sign 2 Fi, C#, G#
_ A 4 il | | | X HCinD i | | | | X PACinA
D s — i t T i = I i i t
y S S ) E—— I I i I < ) = —
[ o WL A H) ) = (o) = I () = (o) Ir - = (@)
S 57 = oo
4 4 J Poroer 4 |4 I
) 2 L) e L
)i A — = 77 =  — 77 77
a5 T = i f = i = ) 4 f f
R e e e
D: 1 V7 v o I6 vi 1V .
A IV6e Vi 16 is Ve - 5-° 1
2 3IC
F# and C# (all Gs are natural)
_Au ' PACinD plagal cadence in D
-
y sk S
(es— © (e
\Q)V S S ol ) oo O O The main key (D major)
k A men. returns in the last phrase, as
o o o o
F3 o a— © ! O P the scale degrees, chords, and
P a——— o S O 1= S — cadences once again function
6\_/ within this key:.
D: 1 vi iis A% v I 4

MODULATION TO THE DOMINANT KEY (KEY OF V)

A new key that is established by a modulation is identified by its relationship with the main
key—that is, by the position of its tonic within the scale of the main key. The most common
modulation, particularly in major keys, is to the dominant key (or key of V). For instance, D-
major compositions generally modulate to A major, A major being the dominant (V) in the
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key of D. Moving to the dominant involves raising 4 of the main key, which becomes the

leading tone 7 in the key of V.

Haydn, String Quartet in D Major, op. 20, no. 4, Trio -)

The main key of this movement is D major.

L o o - . .|

N &

i #1l6) N I I I ) N N I N N
A "D ¢ | | | | X 2 K 2 | X 2 K 2
[ .o Y (Y /1 r.y | r.y r.y ry r.y
ANIV.4 LS 3

D) ’ ’ © - <

s Py o 4 hd . I T
S B e e e e e —
71 — 1 — i L —
4 — — — ! o =
-
D: I ii$ vi I
In mm. 5-8 there is a modulation to A, the dominant key: all the )
Gs are raised to G# (the leading tone in the new key). Gl signals the return to the key of D.
~ ~ . AR L] . .
LWIEA | L | ' ° Bed )
YA r— i I I — S
y i P J— ) )
éﬁm 4 & & :
~_ " N~ = | B
— — .
g o i
" | n o — ! P 38 3 i al k h
4. Lode|rd B | | L
Z g L ] o oo " = G - I
> ® L R D: Vs _ ,
A IV I i iV I
As a result of the reappearance of G
Modulation to A is confirmed by PAC. (which cancels the previous G#s), the
A chord changes from I'in A into V
in D, returning to the main key.
h
Ou | | 13 .
7 A — > r > N T T T n S S f T n N
A 11— o ¥ ¥ I I I —¥ ¥ I I f —
e r ry | — S— I —3
& |
it - 58 ¢ {554 |
| L ‘\/' \\/
So® o - o -
L Pefefal lers alen, | o
=
@ I ii$ i V§o3 I
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PIVOT CHORDS

In a modulation from one key to another, in many cases the first chord in the new key is also
a chord in the main key. Thus a harmony originally heard within the first key is
subsequently reinterpreted in the new key, allowing for smooth motion from one key to the
other. The shared harmony is known as a pivot chord. Pivot chords must be diatonic in both
keys—that is, they should not require any accidentals in either key.

214
‘e
1 :f’
Modulation from C to G using pivot chord: Progression that does not use pivot chord:
0 0N
) i
y . ) (@] y O ) =
ctC—s - S (€
NS 8 = 17D o A\ i3]
J 8 J —
e — i | Co—— = 2
7 &/ — e ) =iy ) i 4 7 Oz i 14 i
=7 ) I S I I 1
C 1 \& Vi C 1 v
G: il \% I X G: V7 I
d ry ; 2
pivot chord
VN
An F-major triad is not diatonic An applied dominant is not a
The A-minor triad is a diatonic in the key of G major and thus diatonic chord, and thus
chord in both C and G major. cannot be a pivot chord to G. V7/V cannot be a pivot chord.
215 Haydn, Symphony no. 94 (“Surprise”), I @
O
PAC in G (key of V)
A — ten. ten. ten. ,
y - ) 1 e i O]
{52 I | | o P B & 1 .
ANSV A 3 s ®® g |oa 1 0ol 2% 7 Lt The modulation
D) o o : oI | *e" : e -/ :
p g N I K‘J is confirmed by
o 1 — 3 — 1 — — — a cadence in G.
e et et L vat ]}
G I i v I V1 The pivot chord provides
Giriir 'V .
: _T_ ‘ a smooth modulation
pivot chord ¢ from Cto G.

216 Schubert, “Heidenroslein” (Wild Rose)

&
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The pivot chord (Iin G =1V in D) introduces the modulation to the dominant key.

A ﬂ ) o i —1 I o £ I ]
ANIY4 ‘i [ [ | | | | I | | | T I | | ]
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e el Ve g e Dl @ N, B
1 q 1 1 1 i 1 1 ‘ 1 ﬂ 5’;
) o £ o 1 4 rY r'g
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22 £ . b '~ -
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| 4 | 4 ’V | 4 L ’V | 4 L Ir}
D: V3 16 ii6 V7 vi 16 ii6 V7 I
4 — - A I—H
e e e
Q) ™ i
Ros-lein, Ros-lein, Ros-lein roth, Y~ Ros-lein auf der Hei - den - .
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&g g T T g grs ﬂﬁ
~
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GV V3 I6 I IV Ve \ R v ii Vi3 1
D:' 1

The pivot chord (I in D =V in G) ushers in the return to the main key of G.

Translation: A boy saw a wild rose amid the heather, as fresh and beautiful as the morning. He ran to

it quickly and gazed on it with great joy. Little rose amid the heather.

To determine what harmonies may be used as pivot chords in modulating from one key
to another, find the chords that are in both keys. In modulating from I to V, here are the
possibilities:

Key of I Key of V Key of I Key of V
I becomes v A% becomes I
1ii becomes vi vi becomes il
211
(D)
N

e
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The four boxed harmonies could be pivot chords in a modulation between D and A major:
Jof D=IVof Ajiiiof D=viof A, Vof D=10of A, and vi of D =ii of A.

The other harmonies cannot be used as pivot chords: E minor, G major, and C# diminished are not diatonic
chords in the key of A; E major, G# diminished, and C# minor are not diatonic chords in the key of D.
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DISTINGUISHING TONICIZATIONS FROM MODULATIONS

As noted above and in Chapter 25, a tonicization occurs when a harmony other than I is
briefly treated as a tonic. The appearance of a few chords in a new key in mid-phrase is
usually interpreted as a tonicization, rather than a modulation. To be sure, there is no strict
dividing line between these two categories, and in some cases a harmonic progression might
be characterized either way, as involving a tonicization or a modulation. In general, however,
a modulation tends to be a key change that is long and substantial, involves a pivot chord,
and—most importantly—is confirmed with a cadence.

218 Mozart, “March of the Priests,” from The Magic Flute @

O
_ PACinC
n —~ — e~ \ N N e O R
7 re— I > N 7 R . W TR A T N
V"W ) | @ g/ I |W Mg/ o 2] r 2
>4 S % o2 : q ,;-\
D) < 7z = [ ‘F < — N . @
sotto voce | © r\" I~ |% ~
L [ !
. N T I I I T T y —
WaN© 4 ¢ |, 4 . R T
SR L R B R E
F: I vevr 1 VI =TT
Corl' v i VEV7 vi o 6 Ve3 1

Modulation: The key of C (i.e., the key of V) is introduced with a pivot chord, in mm. 5-8 all the chords
and scale degrees function within the key of C, and there is a PAC in C at the end of the phrase.

In contrast, a change of key is regarded as a tonicization if it is brief, not introduced with
a pivot chord, and not confirmed with a cadence.

219 Mendelssohn, Kinderstiicke (Children’s Pieces), op. 72, no. 6 @

> — A A A ) e nr
AY Al N N A} N Iﬁ,
| - 7 & g | /& 7 & ] J & N & |
, Feefs v% = FEESE R s Lsrs
o. - Vv 7 >
mf . % 2 —
— < g | te s 5 B s 8 _ , .
Pl e e 7] YD 7] | e« ¢ V yy & & 7 [T K 7EE 4 ¢y ¥y & |
7 I—VnQ 1 CJF | 1 C-IFI 1 e V o T [ e o T ¢ e h# hg} h *
(o] 1 la 1 1 1 1 1 1 I
6 4 4 4 6-5
F: \'%4 I Vs§/V V. V3/V V6 V7 |vi v ii6 ViZ3

(bass implied)

Tonicization (not modulation): A series of applied chords tonicize C in mid-phrase, but the music does
not stay in the key of C for long (note Bb in the melody in m. 4), and there is no cadence in C.

2110 Haydn, String Quartet in C, op. 76, no. 3, II @

Q
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Tonicization (not modulation): Although D (the goal V within the half cadence in the main
key) is tonicized at the end of the phrase, there is no pivot chord, nor is there a cadence in D.
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HARMONIZING MELODIES

To identify a melody that might be harmonized with a modulation, look for an appearance
(or repeated appearance) of an accidental shortly before the end of a phrase, or for a
succession of scale degrees that seems more compatible with a progression in a new key.

210

@ Task: Harmonize the melody.

As the leading tone of C major, B normally leads up to C. The downward motion here could

be harmonized with a modulation to G, in which the melodic succession B-A is more normal.

F# (= raised 4 of C and leading tone of G) near the phrase ending further suggests a modulation to G.

Possible harmonization: C:1 7 i :_?:
G133 ios
| | | I . .
[ [ [ |' f n F
s 4 iy
—f—1—*F =
' I | I I’
Vi 16 1V
Gl e V§I 31
) (cad. §-V)

pivot chord
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A Closer Look

MODULATION TO THE DOMINANT KEY

review and interact

POINTS FOR REVIEW

* A modulation is a substantial change of key that is confirmed by a cadence.

* Modulations are usually signaled by accidentals, rather than by a new key signature.

» After a modulation has begun, the harmonies and scale degrees are labeled in the new
key.

» The key that appears at the start and end of the movement is known as the main key. The
keys to which there are modulations are identified by their relationship to the main key.

« In a major key piece, the most common modulation is to the dominant key (the key of V).

* In modulating between two keys, often the last chord of the first key is the same as the
first chord of the new key. This shared chord is known as a pivot chord and must be
diatonic to both keys.

» Compared to tonicizations, modulations are changes of key that tend to be more
substantial, involve a pivot chord, and have a cadence in the new key.

TEST YOURSELF

1. Name the accidental needed to modulate between the following keys:

Modulate from: to:  Accidental needed:

G D
B}, F
E B
A E
D), Al
B F¥
E, Bl
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In a major key signature with two sharps, the main key is
and the key of V is

In a major key signature with two flats, the main key is
and the key of V is

In a major key signature with four flats, the main key is
and the key of V is

What chords could serve as a pivot chord between
B}, major and F major?
D major and A major?
A major and E major?

In each of the following three excerpts, what chord functions as the pivot chord? What is
the function of that chord in the main key? In the key of V?

a. b.
- N # | | | |
%%: b'Cs 5 3 & |2
x [ D) AR P
| ! 1 % Z j T )i T t . I
] ] e e e s =
T T [ 4 b @ b .‘. I
D) x w x x w s—f r
tEe3 ., . S ¢ :
Know It?

() Focus by working through the tutorials on:

» Modulation to the dominant key [l
« Finding pivot chords [l
» Harmonizing a modulating melody lld

Learn with inQuizitive.

& ) Apply what you've learned to complete the assignments:

e Determining Possible Pivot Chords
¢ Realizing Roman Numerals

¢ Realizing Figured Bass

e Harmonizing Melodies

e Composition

e Analysis
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Modulation to
2 8 Closely Related Keys

Modulations to closely related keys—differing from the main key by no
more than one sharp or flat—are common.

Closely Related Keys
Modulations in major-key pieces
Modulations in minor-key pieces

Pivot Chords
Extended Tonicizations

Modulation Schemes

CLOSELY RELATED KEYS

Modulations can lead to any key, not just the key of the dominant. The most common
modulations are those that lead to closely related keys—that is, keys whose signature differs
from that of the main key by no more than one sharp or flat.

281
Task: Find the closely related keys of C major.

» Since C major has no sharps or flats, closely related keys include the relative minor, and the
major and minor keys that have one sharp or flat:

keys with 1b: Main key = C major (04, 0b) keys with 1#:

F major (key of IV) g E T G major (key of V)

D minor (key of ii) A minor (relative minor, key of vi) E minor (key of iii)

——

» The closely related keys of C major are A minor, G major, E minor, F major, and D minor.
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Task: Find the closely related keys of C minor.

Since C minor has three flats, closely related keys include the relative major, and the major
and minor keys that have four flats and two flats.

keys with 4b: Main key = C minor (35) keys with 2b:

F minor (key of iv) " % T G minor (key of v)

Ab major (key of III)  Eb major (relative major, key of III)  Bb major (key of VII)

=

The closely related keys of C minor are E|, major, F minor, A}, major, G minor, and B,
major.

The tonic chord of each closely related key uses notes—without accidentals—from the scale
of the main key.

\_/
The major and minor triads (without accidentals) in a key form the tonic chords of closely related keys.
closely related keys:
A main key key of ii key of iii key of IV key of V key of vi
) I P= (@) I
y o 11 P= (@) 8 <3 i
W—g —+— —g—— 8§ o ———O—]
< © (34 =
C major D minor E minor F major G major A minor
closely related keys:
Al main key key of III key of iv key of V key of VI key of VII
Yo I P= ) 8 I
e —| R S E—————— = S————— E———————— < —|
&) 8 11 8 (o] © 1l
D) RS2 d
C minor Eb major F minor G minor Ab major Bb major

MODULATIONS IN MAJOR-KEY PIECES

After a modulation has begun, scale degrees and harmonies are understood in relation to the
new key. A modulation to any key requires a cadence. With the exception of modulation
from a minor key to its relative major, modulations always involve accidentals or (much less
commonly) a new key signature.

J. S. Bach, Chorale 148 (=)

W)

T

380



PACinC

main key: G (key of IV) /.I\
I |

N 4 | st [

3%3; Modulating from G (18)
) | | i | | . |’ to C (04, 0b) requires F.
— Iﬁiﬁﬁi i | - After the modulation,
|' \I:/ the harmonies and scale
G 1 ve I IVs degrees are analyzed
C:| 16 v VvV 14 inC
(pivot chord) ’

Modulating to the relative minor key requires raising 7 of the new key so that it becomes
a leading tone.

285 Schubert, German Dances, D. 783, no. 13 @

i This passage starts in C major and modulates to A minor (the relative minor, vi)

,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,, PAC in A minor
main key: C ~ o~ o~ HCinC ~ o~ - (key of vi)
o e e e e R G TP NG -
ﬁt } I\I I =| T I { }\] I } —11 I N T o I I | 1 - T {
il )
RS Hﬁgﬁ#‘i : 2
JP |G Nig G
i = 3 F o = ﬁ_@_ﬁ =
rJ 7 r7
AR /A Vi .I' % I [ % | { IJ.I'
> 3 4 I ! I H | | 4
C: I

The key signatures of C major and A minor both use 04 and 0b.

But though C major requires no accidentals . . .

Modulation to other minor keys similarly requires a raised 7, in addition to whatever
accidentals are needed to reflect the difference in the key signature of the new key.

286 Giuliani, Piéces faciles et agréables for Flute and Guitar, op. 74, no. 4

©
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©

main key: C . HCinC P S
el ol o o o el ol o
, 2R EEEE | £ G . fres £ eee ZEEE
i — ==
AN\SVAL 3
J
5 o i Q p
35— ) 2 e -;
D4 o o o T o o
D) - - — — — - — —/ o
° © » » » r-—-
C oI T V7 I % R R
o PAC in E minor E min.: 1 V11
A fe C 2, P e.. e _ (key of i)
'Il(;\ ] i i ! i Modulating from C major
\QJ)’ — (0%, 0b) to E minor (1)
0 Y [ Y requires the accidental F§
,"® - - i i (to reflect the different key
o > - = - - =) i signature) as well as D#
(E mins) V L4 o6 v L4 L4 i (the raised 7 in E minor).
min.: i i i :
Si@pli(ﬁed garmonic model PAC in E minor
main key: HCinC (key of iii)
0 o 7] I | E E il J &“g ﬁE E' ? Z)
P A ) Po A !
a4 Y r
ANIVAES 3 =
J | | | [ I |
) ? ) r 12} ? i . i
>3 ¢ [ | A T B
4 | ' — —= |
c oI I\ CHE VA ' T
E min.:: VI v i ii’¢ V7 i

MODULATIONS IN MINOR-KEY PIECES

Within minor-key compositions it is extremely common to modulate to the relative major
(III). Although a minor key and its relative major share the same key signature, 7 in minor is
almost always raised to form a leading tone. As a result, the prominent and repeated use of 7
that is not raised usually indicates a modulation to the relative major, especially if it appears
as part of the cadence.

28.] Purcell, “When monarchs unite,” from Dido and Aeneas @

©
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The repeated Bbs in the second phrase

In the first phrase, 7 is raised to Bf to form the leading tone in C minor. signal a modulation to Eb.
PAC in Eb
main key: C minor HC in C minor (key of III)
0| | | | [ o |
S EEEC oS ss s = S=e=s 2S5 >
S (o N e |0 e
B
. | [ | ’[g‘» » e b | o N
S o — S— —1 I i ud )
DA SRR . | | e 1} et
= = o Ii
s 83 = 73 ! ! - ©
Cmin.: i g \% i i

It is also common in minor keys to modulate to the key of the dominant minor, v. (On
the other hand, in minor-key pieces modulations to the key of the dominant major—which
is not a closely related key—are rare.)

Beethoven, Piano Concerto in C Minor, op. 37, III -)

Ry
In modulating from C minor (3b) to G minor (2b), accidentals are needed
for both Af and F# (the leading tone of G minor).
(C minor: 3b, with 7 raised to BY) (G minor: 2b, with PAC in G minor
7 raised to F¥) (key of v)
0| i i . .
7 A ) ) 7 v v 7 pw— >y K N
y . P —-—  —— L ud i — ¥
rog | Feo2 2 ] e R R S R I L
P ————— — I ﬁ ———  B—1
L2 e mer P e # te (e
> b A L] i 7 |Eﬁlr"ﬂf dgi.b.;
_— e = e e e .
C min.: V¢ i
G min.: 1iv i6 VI ii% Vv i
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PIVOT CHORDS

Pivot chords are often used to modulate between closely related keys. When one of the keys
is minor, the pivot chord may use any of the notes found in the ascending or descending
melodic minor scale. Even chords that are less common in simple diatonic passages—such as
III, minor v, or subtonic VII—may be used as a pivot chords.

289
~ \ Task: Find the pivot chords that may be used in modulating from G major to A minor.
! ¥ 'Determine the major, minor, and diminished chords in each key, using the notes in the
G major and A melodic minor scales.

* Any chord in the main key that uses the same notes as a chord in the new key can be used
as a pivot chord.

2810 J. S. Bach, Chorale 249 (=)

i
@
PAC in A minor

main key: G key of ii
Y (key oL This passage in A

N4 \ | | | prm— q | °
! | 1 | i minor uses notes of the
i U | %\Vgi ) |= ascending and descending

melodic minor scale: Ff,

J‘. Jﬁhi s J§ SUﬁj hm J G#, F4, and Gb.
RN P8 I EARZEL Y
- - o — e — | —
Z— |" S— i — T o
— PT — [ [ Pivot chord:
G 1 'rV1' ~/ V of G =1V of A minor.
Amin: i IV:  vii% i v6 ive 6 ii#¢ Vi

Pivot chords may be preceded by an applied dominant.

2811 J. S. Bach, Chorale 88 @

®
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IACin G

main key: A minor (key of VII)
_ 0 | I | O\
Vi i : : : Y
D) = IJ i [ |J [ U
% ° # —— > i
S == e B
~ I o | J
A min.:V i V6/III I ~
G lv ii Veé ve-7 1

The pivot chord is preceded

by an applied dominant.

Pivot chord: III of A minor = IV of G major.
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EXTENDED TONICIZATIONS

Some key changes that do not lead to a cadence in the new key—and thus create
tonicizations rather than modulations— nonetheless involve multiple harmonies that lead
toward a goal chord. These may include chords other than applied dominants, including
Subdominant harmonies that relate to the goal chord. The chords within these extended
tonicizations may be labeled in relation to the tonicized key.

2812 J. S. Bach, Little Prelude in C @
®)

N
Within this iii-I-vi-IV sequence there are short IVS-V$-I progressions that lead to A minor and F,
but there are no cadences in (and thus no modulations to) these keys.
o ——|
0 o ® > > > > > ? i =
P O MF‘FI o @ o O o o P g% o 1g 9
o W Ot ot I D O BP9 o g o/ g %—Fﬂll o @ o @ PO+ 1 g®
S . @1 @1 1 1 o & g —®
;j = - = é &
12 ° (s » , it o | oy
% i = - ] F—ﬂf—ﬁ‘? - '
I 1 ' i i I e — o —
I ' I ' i i
T T T T T
C: iii I vi
C: IV§ VS I (Amin: IV§ V8 i F: 1V§ v§
o 1 J i ' e e The tonicizations of A minor and F are
ANS Y, — . 1 ' o o . o o
D) - - @ 4 indicated by italicized Roman numerals
PT R ;
. w | . : in these keys.
9 I —— I I
I I i 1 >
} { i o
v Vi I
L

386



Compositions often modulate to several different keys, frequently following a conventional
order. In major-key movements composed before 1800, the first modulation is usually to V.
In minor-key movements, the first modulation most often is to III (the relative major),
though it can also be to v (the dominant minor). In both major and minor keys, the initial
modulation normally is followed by modulations to one or more other closely related keys,
and then by a return to the main key by the end of the piece.

Common modulation schemes

major-key piece: main key —» V —» other closely related key(s) — back to main key
(such as vi or IV)

minor-key piece: main key —» III —» other closely related key(s) —» back to main key
OR (such as iv or v)

main key —»> v —3 other closely related key(s) — back to main key
(such as III or iv)

Each key to which there is a modulation is labeled by its relation to the main key. Thus,
for instance, in a work in C major a modulation to A minor is labeled as a modulation to the
key of vi, even if it is immediately preceded by a modulation to G major.

J- S. Bach, Applicatio

LY
This C-major piece follows a standard modulation scheme: first a modulation
to V (G major), then to vi (A minor), and finally back to C.
main keyf > N - *l *| # PA'i'ln (’3§(l|{ey of V)
Ao =] Lol |13 4 T e s g g
(5T — — 1 o > i > i
= B e PO B B i

v P d r

I ; - - J

i Bre) Z| I — 1 > 5

7 2 = ) — o ¥
f =4 2 1 i I3 >
[ [ [ [~ [B————— I f

PAC in A minor (key of vi) .

o ww PACinC

o) il H% My | [— T | A

A T ) e —r
& I —— : e Hﬁ' ods
D) I I — POV | N I s |.

J 2 s 452 PO e e B

e): 7] 1 e r i~ 1

7 | F —— I A —— o i

1 i 1 i T 5

T i ¢

Bb helps briefly tonicize F (key of IV), but there’s no cadence in this key.

Handel, Violin Sonata in E, HWV 373, III -)

La b
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This C#-minor movement follows a standard modulation scheme: first a modulation to IIT (E major),

then to iv (F# minor), and finally back to C# minor.

modulates to E (key of III)

main key: C# minor

#
hdl|

g
£
2
>

PACinE

O

£
g 0
MA E-THE
= o) QL
g ol N
3
= el e

EU 10

E=S

[ YEEN
S T
G
o
w (\EEE TTTO
g ol LI
=
S AL T
% ==
SqH] (VIR
2 N N
g 11 e
ol
(

5]
<9
(=}
[*] . .
=0 o
L. .
(=1
8
% . .
£ | @ o
[y i
NI QL
8
Sl el
g
XX OI T
~0
s
o O M 1]
m 2
MW.V- o
£ ol
: Q
X -
5 Y
i)
~ U
s MY N\
Q0
3 T 1
=
3.
S ol TR
£ e
T
0 M|
allll T
Q
¢ N
QL Q|
(
L va v L v v
ESY ]
=== ==
= v e v v
~ PO
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review and interact

It is common to modulate to closely related keys (keys in which the key signature differs
from the main key by no more than one sharp or flat).

In most cases, modulation is indicated by accidentals, rather than by a change of key
signature.

Modulations to minor keys require not only accidentals that reflect the change of key,
but also an accidental that raises 7 in the new key.

Any major, minor, or diminished chord that occurs in both the main key and the new
key (including chords created with different forms of the minor scale) can be used as a
pivot chord.

Tonicization, which does not involve a cadence in the new key, may nonetheless involve
a series of harmonies that lead to a goal chord, including chords other than just applied
dominants.

The first modulation in a major-key composition is most commonly to the key of V; the
first modulation in a minor-key composition is most commonly to the key of III (the
relative major), less commonly to v (the minor dominant).

In C major, E minor is the key of iii.
In G major, B minor is the key of
In A major, D major is the key of
In G minor, E|, major is the key of
In E minor, B minor is the key of

List the closely related keys of the following:
G major
B|, major
D minor
F# minor

List the triads that may be used as pivot chords in modulating between the following pairs
of keys:

F major and D minor

G minor and C minor

A major and C§ minor

E minor and C major
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List the accidentals required in the following modulations:
From D major to B minor.

From A}, major to D}, major.

From F major to A minor.

From E major to F§ minor.

Supply the missing accidentals in the following passages.

Nyt I I | [ n | | | | | I
I I a%
b (&)
% ) : % ’ § ; _r
)it — o 1 . 1 &E@? — n
: e J el | — ¢ i
] o " 2
A: 1l IV 1 11V Bb: I 1ii6
B min.: 1 III ii% VvV i G min ivér V7 i Vs -7 i
N4t | | | | | |
Py 4 hd L4 ; ; i Z g =z
L L n |
PO gt—3— T t I I | - =
Z " wllk I I I | = e I
T "0 4 I =i T T T
b — - o T T
G# min.: i viio7 i ii%6 v§ - 3 i
B vi V6 I viio6
Know It?

() Focus by working through the tutorials on:

e Modulation to closely related keys M
» Writing a modulating chord progression [l

Learn with inQuizitive.

& ) Apply what you've learned to complete the assignments:

e Determining Closely Related Keys and Pivot Chords
¢ Realizing Roman Numerals
¢ Realizing Figured Bass

e Harmonizing Melodies

e Composition
e Analysis
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29 Modal Mixture

Modal mixture arises when notes, chords, or passages from the parallel
minor are used within a major key, or vice versa.

Parallel Minor in a Major Key
Borrowed chords resulting from modal mixture
Common borrowed chords

Embellishing tones and vii®’

Parallel Major in a Minor Key

PARALLEL MINOR IN A MAJOR KEY

Modal mixture in a major key results from the appearance of notes, chords, or entire
passages drawn from the parallel minor. A shift to the parallel minor can have a powerful
expressive effect. It is not a modulation, however, because a modulation must involve a
change of tonic.

291 Schubert, “Thranenregen” (Rain of Tears) @

©
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Modal mixture: A passage in A minor appears within an A-major piece

(notice the use of Cf and Ffj instead of C# and Ff in the last two measures).

P T T —

Nt | N e e B o o Y e e = e s Bl s e h‘,-j ,
=" e ——

vj’ I B 1 ﬁqr

: 2d) e Prele.ef e Peiele o
Perg F—Dy D | - Dt 1

Ll (o] T L LS LS Ir/
A major A minor

Since the tonic remains A, no modulation has occurred.

BORROWED CHORDS RESULTING FROM MODAL MIXTURE

In a major-key passage, modal mixture may involve only one chord or perhaps just a few
harmonies from the parallel minor. In such a case the minor-key harmonies, known as
borrowed chords, typically use the minor form of either 3 or 6 as one of their chord tones. In

each case, the function of the borrowed chord is similar to the diatonic version of the
harmony. For instance, within a major key, iv functions like IV, ii® functions like ii¢, and so

on.

292

—
7 \
; 'l

4 0)
N

e’

oy

In major keys, IV is a major triad.

In minor keys, iv is minor.

In a major key, iv is a borrowed
chord, since it uses a note from
the parallel minor (Bb, the minor
form of 6).

(G-B-D) (G-Bb-D) (G-Bb-D)
A s LY A LA A s A
i e o F T o ) .. * . D F- I A
Z "I I I | V4" VI .4 I I | VAL VI .4 I I |
N — LA — N E—
D: I v AV I D min.: i iv AV i D: I iv AV I
T S D T T S D T T S D T

IV and iv are both Subdominant chords; they function similarly.

29.3 Dvorak, Waltz, op. 54, no. 4 @

j—
F W
i‘ ™)
4 »)
N/

e’

oy
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g S h
/\
O T L > o — L m
4 an WL 0 i  ——
NSV DL — = N 3
D) k¢ k¢ [ [ :
b ~

S8 —$ | e —— .
e e | — e~

Db: 1 iv V7 1
Simplified harmonic model
N1 | . .
YD 5= T <
S A > T : :
(s> 5% - = 0
NSV i 3 =
D)
O Tem: i ; ,
i W I I e

Db: I iv V7 1

Borrowed chord in Db major: iv instead of IV, with Bb» (minor form of 6) instead of Bb.

W)

T

ol
\{})
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R. Schumann, “Ich grolle nicht” (I Bear No Grudge) (<




o) | [——
¥ : —1 — i — n
— (I S ——
e ﬁ:':J:H
. ‘. =
Ich grol-le nicht, und wenn das Her auch bricht.
0
A ¢ T f—— A R S R R R — — r——
a6C——F——1—

> >
= > g >
)=
7
= = 4 z - =
e p= - z
< =
C: I Ive v ii#7 V7 I
Simplified harmonic model
0 3 o , &
X O Q |
a5t ——s (@) D
) © 2 5
D)
%): | . i
) v 3 | | | |
7o | | | | z
z | | =
) =
C: I Ive v ii#7 \ I

Borrowed chord in C major: ii#7 instead of ii7, with Ab (minor form of 6) instead of A.

Translation: I bear no grudge, although my heart is breaking.

Schubert, “Der Neugierige” (The Curious One) (=

y ik ) 7 e - ———r P = B
I e it i it i g i =55 sy
pp - = ==
. A. _
7~ Y > =0 o ; ‘qﬁ s
i 1 1 0 = ie i 1 i
"=t = i i i i
# | | [ ——
B: 1 i i6 A\
(above pedal point: I A\ ) v vi/voV)

Borrowed chords in B major: i and i6 instead of I and 16, with Db (minor form of 3) instead of D4.

Translation: My dear brook, why are you so silent today?

Borrowed chords use the same voice leading in major keys as they would in their

original minor-key context.
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Good Voice leading f s th ) i Q Poor Whether in a minor key or in a borrowed
O ood Voice-leading from 1v is the same in a minor chord, the minor form of 6 (Bb) should resolve

or major key.

down to avoid a melodic augmented 2nd.

mlnoff(;rm ; A2
) | | | | ) | | |
- I | - =
- V‘j‘ g [o) 0 - (7
i i
£, i = = g, & £ -
e I = e T i e
1 t ! ! 71 T !
D: iv V I i D: iv \% 1

COMMON BORROWED CHORDS

The most common borrowed chords in major use either the minor form of 3 (such as the i
triad), the minor form of 6 (such as iv, ii%, or ii®”), or both (such as bVI—that is, a major triad
whose root is the minor form of 6).

291

&

A Comparison of diatonic chords and common borrowed chords

— O B = S = O N S — S
| T o 1 € ¢y ¢ | DYy DY D)
I heoy 11 O O O 1T O O O

C: I i v ii6 ii$ iv 1i%6 8 vi bVI
(diatonic) (borrowed) (diatonic) (borrowed) (diatonic) (borrowed)
P » P a P
3 is lowered. 6 is lowered. 3 and 6 are lowered (two

accidentals are needed).

Since 7 is usually raised to form a leading tone in minor keys, borrowed chords that use
the subtonic 7 are relatively rare. In the few instances where they do appear, they most often
function as passing chords, as parts of sequences, or within lengthy sections in the parallel
minor.

298

&

Comparison of diatonic chords and borrowed chords that are relatively uncommon

0 o e o e
5P 8 1 h S 11 1 1l
C: iii bIII vii© V6 bVII V6
(diatonic) (bor]ﬁwed) (diatonic) -~ (borrowed)A
blII (i.e., a borrowed chord whose root is the minor form Unless appearing as passing chords or in sequences,
of 3) requires two accidentals; it is usually found only in bVII (i.e., a chord whose root is the subtonic) and
extended passages in the minor key. minor v are rare.
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EMBELLISHING TONES AND vii”
Modal mixture may also involve embellishing tones. For example, the minor form of 6 may

serve as a neighbor tone within a major-key passage.

299 Chopin, Prelude, op. 28, no. 5 f-i\

E‘e.v"i’.-.‘l .!-.
_/
Neighbor tones alternate between major and minor forms (B and Bb) of 6.
JQ Hu (> S—— - _— ——_— 1 I I _—
i | 587 I— | o7 |
W ri e I i i f ) i
D) - >§J o b.l o bﬁ o >§J & b.l ™ » -
P ° ® - e > =.|=
WﬁP % . o
7 Q1
ney r ) r )
# ﬁ- % % Ky
T # K. # K. % S # T % T %
D: V7 I

As discussed in Chapter 17, the minor form of § may also appear within a major key as
part of vii”.

2910 Grieg, “Arietta,” from Lyric Pieces, op. 12, no. 1 f-i\s
S
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Simplified harmonic model

D)

o

-

vii®7

J

0
"

|

Do
':10i A 77
L B

[ 20 Wil o 2 /

Eb:

(over pedal point: I

vii®7 uses Ch, the minor form of 6.
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Modal mixture can also occur when a minor-key composition includes a passage in the
parallel major.

Beethoven, “Urians Reise” (Urian’s Journey), op. 52, no.1 (=

A passage in A major appears

in an A-minor piece.

i
|
|

_ . - — Ly e o
): 3 C— . — got—1 i i
iy /— 1 ! - P 174 1 " k

T —— | —
A minor A major
%ﬂ—}rl:ﬁ —1—] s W— S m— i S T — ——1
i 271
J I e
dran ge - than, ver - zihl’ er doch wei-ter, Herr U - ri - an!
. | — T —e—
v N | e
bl P E r >
_” | P— eenmen| p— PN
93 B " o I I i I — | 2
7 I I i T o o ¥
& —= ¥ === -

Translation: And so I chose to travel. You have not done badly, so keep on telling your stories, Mister Urian!

Unlike major keys, however, minor keys only rarely use borrowed chords in isolation.
After all, 6 and 7 are often raised in minor keys anyway (as in the ascending melodic minor
scale), and thus chords that use these raised scale degrees—such as IV or V—are considered to
be part of the key rather than borrowed chords.

J- S. Bach, Chorale 184 (=

Since 6 and 7 (F4 and G¥) are part
of the ascending melodic minor

scale, IV6 and V¢ are not borrowed
chords.
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Likewise, when it appears in the middle of a phrase within a minor-key context, the
major form of 3 usually forms part of an applied chord to IV, rather than part of a borrowed
chord.

29.1§.I‘]acquet de la Guerre, Suite in D Minor (=)
(D)
N/

e’

Y

|
%
|

|
F

e S — i e ||'rl|
' ' =

D min.: i Vé/iv iv V7

e (V1N
N
< N

F# (major form of 3) in mid-phrase here is part of V6/iv, not a borrowed chord.

The only common instance of a borrowed chord within a minor key arises when the
third of a tonic chord is raised at the end of a phrase. In this case, the minor form of 3 is
replaced by its major form, so that the final tonic chord of the phrase is a major triad rather
than a minor one. The raised 3 is known as a Picardy third.

2914 Jacquet de la Guerre, Suite in D Minor @

7

4 \ A
7= ——
RN 7 i —i I I
- *,j’—“j—_?—éfb o
Fei—>0r|g
Ol () — f I
htt I 0} — I o°
7 5% — ©
3 = o
o 4 P
D min.: Vz 6 iv7 v I Picardy third: The final chord of the
phrase is a major triad (I, not i), as F
In minor keys, i is a minor triad. (third of chord, 3) is raised to Ff.
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review and interact

POINTS FOR REVIEW

* Modal mixture usually occurs when notes or harmonies from the parallel minor appear
within a major key. Modal mixture may involve as little as a single note or chord, or as
much as an entire section.

¢ Since modulation involves changing tonic notes, moving between parallel major and
minor keys is not considered to be a modulation.

* Modal mixture that changes the quality of a single harmony creates a borrowed chord. The
use of modal mixture in a borrowed chord does not change its harmonic function.

* The most common borrowed chords are those that use the minor form of 3, , or both
within a major key.

* Modal mixture may also occur when a section in a major key appears within a minor-key
piece.

* At the end of a phrase in a minor key, the minor tonic triad may be replaced by a major
chord by raising the third of the chord (3) by a half step. This raised third is known as a
Picardy third.

TEST YOURSELF

1. In major keys, which of the following chords involve modal mixture?
@ iv Show answers
b vi
© IV
@ 1i°
11

®
® bII
@ i

) i

2. What accidentals are missing in the following chords (all of which involve modal
mixture)?
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Which of the following statements are true?
Modal mixture may arise when there is a move to the parallel minor key within a
major-key piece, or vice versa.
There can be a modulation from D major to D minor.
A borrowed chord in a major key always involves using a flat for 3 or 6.
The most common borrowed chords use the minor form of 3, 6, or both within a
major-key context.
A Picardy third is found at the end of a phase, rather than in its middle.

Know It?

E] Focus by working through the tutorials on:

 Recognizing modal mixture M
» Writing a chord progression using mixture llM

) Learn with inQuizitive.

&) Apply what you've learned to complete the assignments:

¢ Spelling Borrowed Chords
¢ Realizing Roman Numerals
¢ Realizing Figured Bass

e Composition

e Analysis
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30 LI16: The Neapolitan Sixth

LII6is a first-inversion major triad built on lowered 2; it has a
Subdominant function.

Building |,!1®
Harmonic Progression

Voice Leading

BUILDING ,I1®

bII is a major chord whose root is lowered 2.1t usually appears in first inversion, as a ,II%, also
known as a Neapolitan sixth (or N6). |,II6 appears most often in minor keys, in place of a
diatonic ii°. The root of ,II requires an accidental, which may be either a flat or a natural,
depending upon the key signature.

@§

In G minor, 2 is A, thus lowered 2 is Ab. In E minor, 2 is F4, thus lowered 2 is Ff (not Fb!).
v
0| o b o o b
YD <) H ) H P2l ~ H 1= H
A by (@] H (@) H #' [ ] H €y H
| e N H H (@] H (@) H
ANV 11 11} ANIV4 1] 1]
Y Gmin: i bIT6 Y Emin: i bIT6
ii° of G minor is bII6 (or the bII6 of E minor is an Fi-major triad in
an A-diminished Neapolitan sixth) 1st inversion (not an Fb-major triad!).
triad (A-C-Eb), in of G minor is an
1st inversion. Ab-major triad
(Ab-C-Eb), in 1st
inversion.
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HARMONIC PROGRESSION

Like ii°¢, |,II6 has a Subdominant function. 116 may be preceded by any chord that can go
before ii°¢, such as i, iv, or VI, and it usually leads to a Dominant harmony such as V, V7, or

their inversions.

““ ” . /\
302 Beethoven, “Sehnsucht” (Longing) (=)

_,\..-..I“.

;n%
LI
|

¥ ] Y
Nur wer die Sehn - sucht kennt weiss, was ich lei - de!

]
J
d
g

irr®
S C R C R S

G min.: i Ve i \% VI bII6 \%

Translation: Only someone who knows longing can understand what I am suffering! Like i, bII6 can move to V or V7.

30.3 Mozart, Sonata for Violin and Piano in F, K. 877, II | -)/;

_,\..-..I“.

(D)
ix,,,_ﬂ,ﬂf'
“ ~ bet =
-l o .
p  Elef £ ef T = fe' e 2 o2 £
458 | P ==
p 4 PJ » |
olﬂ e U ﬁ ID D Lk n =i
SEEInE L SEIEELsr——=
e e @ 4 i : " - g
NReN |5 |
P aﬂ%%% 0
D min.: i6 bIT6 i

blI6 also may lead to V via a cadential § or vii®7/ V.

304 Mozart, Sonata for Violin and Piano in E Minor, K. 304, I @;

_,\..-..I“.

; ™ 1
4 0)
N/

e
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N #

&
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|
| —

NAes

w\o

bII6

VI

ivé

iv

Vé/iv

<
1

E min.:

(cad. §-V)

Handel, Joseph and His Brethren, act 11 -)

%
2 |lege ¢
5 x
o “~
=]
= T8 N %r
ﬁ = = =
S o0 Rl
SXIN
E-Tadl —ela
o
SR 9
=3 L v v
£ N
< ] J
SO O |Q
o N
B VI VI YN
o
S OO | Y
— i
v v

his

and

\4

vii®7/V

bII6

16

i

A min.:

There is a chromatic stepwise ascent in the bass as bII6 moves through vii®?/V to V.
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VOICE LEADING

LII6 includes two tendency tones that lead downward: lowered 2 and the minor form of 6.
These tones should not be doubled. Instead, double the bass of 116 (the third of the chord).

30.6
O
N 1
7
AL DP—
{es?> D 5o
&) bo—,
y) o —
- o
D
751 S
b b r=
Fmin.: blI6

In blI6 of F minor, lowered 2 (Gb, the root of the chord) and 6
(Db, the fifth of the chord) are tendency tones that lead down-
ward and should not be doubled.

The bass of blI6 (Bb) should be doubled.

When progressing from LII6 to V, the lowered 2 (the root of [,II) moves down to the

leading tone (especially when it appears in the top voice). The motion directly from lowered

5 to 7 creates a melodic diminished third.

307

®
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(Gh to Bb = d3)

(Clito A =d3)
O Good Lowered
"7 2 moves down

| to 7 when blI6

N
Nee!

, i moves to a
o @0
g A & ;l * - o Dominant
ft ® i i ®
! harmony.

bII6 v

Ff min.: i bie V3 i6

0 Good When bll6 moves through Poor Lowered 2 should not move up

vii®7/V to V, 6 may move to #6. " to a diatonic 2!

0 Poor Ab-BY

creates an

augmented 2nd!

J
)

A min.: bII6  vii°7/V  V

[

Cmin.: i bII6 \

308 A. Sullivan, “A Many Years Ago,” from H.M.S. Pinafore @
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A Closer Look

L116: The Neapolitan Sixth

review and interact

POINTS FOR REVIEW

« bII6 is a first-inversion major triad, known as the Neapolitan sizth. The [,II6 almost always
appears in minor keys.

» The root of ,II¢ requires an accidental, sometimes a flat and sometimes a natural
(depending on the key signature).

* pII¢leads to V, V7, or their inversions, sometimes through vii"’/V or a cadential §.

» Double the bass of ,I116; do not double lowered 2 or §.

* When progressing to the dominant, the lowered 2 should move down.

TEST YOURSELF

1. What accidentals need to be added to the following ii°¢ chords in order to change them
into pII¢ chords?

a. b c.

WK, o) | 1 4.

g & LTI > D 1y o LT >
;M 1L b4 W [ VT (@) L ~7
S 1 ~7 VD s > T (@)
ANIV4 v p =4 (@)
o S

F¥ min.: {i% Bbmin.: ii% Ct min.: 1%

2. What notes are in the following chords (from the bass up)?

. «:06 6

D minor: ii™": , , LII: ) )
. ..06 6

B minor: ii , , bII%: , ,
. ..06 6

F minor: ii : , , LII: , )
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Which of the following chords typically might precede ,II¢?
iv
\%
vii®¢
16
VI

Fill in the blanks:
bII6 chords usually appear in keys.

bII6 is also known as a

bII6is a (major, minor, or diminished?) triad.
The root of the [II6 is a tendency tone that leads

Below is a partly completed harmonization.
Would the best note for the alto voice on beat 2 be E|,, G, or either?
Should the E}, in the soprano on beat 2 move to an Ef, a C§, or either?

Focus by working through the tutorials on:

. Recognizing |,II¢: Neapolitan sixth chords [l
o Writing ,II¢: (Neapolitan) chords [l

) Learn with inQuizitive.

&) Apply what you've learned to complete the assignments:

e Spelling [,I16 Chords

¢ Realizing Roman Numerals
¢ Realizing Figured Bass

e Harmonizing Melodies

e Composition

e Analysis
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3 1 Augmented Sixth Chords

Augmented sixth chords lead to root-position V and contain tendency
tones that are a minor second above and below 5.

Function and Tendency Tones

Types of Augmented Sixth Chords: Italian, French, and German
Spelling the German augmented sixth

Harmonic Progressions
German augmented sixth
Italian and French augmented sixth
Harmonies that precede augmented sixth chords
Augmented sixth chords embellishing V
Moving between augmented sixth chords

FUNCTION AND TENDENCY TONES

Augmented sixth chords are a group of harmonies that share the same tendency tones and
the same powerful drive toward V. In eighteenth-century music, augmented sixth chords
frequently precede the dominant harmonies of climactic cadences. In later music,
augmented sixth chords are used more freely, appearing before a dominant chord at almost
any point within a composition.

Unlike most other chords, augmented sixth chords are built not from thirds stacked
above a root, but rather by intervals above the bass. The bass of an augmented sixth chord is
the minor form of 6, a tendency tone that leads down to 5. Augmented sixth chords include
raised 4, a tendency tone that leads up to 5. These two tendency tones—separated by an
augmented sixth—resolve to 5 in opposite directions.

311

©
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) key of G:
Raised 4 (C#) appears .4 o, m2

in an upper voice. M&H Eb and C# are ten‘}ency
%Vb—e<fo—”\ tones that lead to 5 (D) by
A m2

a melodic minor second.

Minor 6 (Eb) appears The interval between Eb and

in the bass. C# is an augmented sixth.

Raised 4 requires an accidental in both major and minor keys. The minor form of 6
requires an accidental in major keys, but not in minor keys. In each case, these tendency

tones must be spelled as minor seconds above and below 5—not as chromatic semitones.

312

©

. 0 Poor The tendency tones should each be a minor
Raised 4 needs an accidental in both major and minor keys. T

" 2nd—not a chromatic semitone—above and below 5!

G min.: G:
p | v m2 py v m2 py v L
B e T T S—
A Mx)iﬁ 7S { i
A m2 o A m2 00O o fo T’h °
The minor form of 6 is diatonic in G minor ... ...but needs an accidental in G major.
31.3

©

Depending on the key signature, raised 4 might need a 4, b, or .

Depending on the key signature, the minor form of 6 in major keys might need ab, b, or b.
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TYPES OF AUGMENTED SIXTH CHORDS: ITALIAN, FRENCH,
AND GERMAN

The three most common augmented sixth chords are known as the Italian augmented sixth
(abbreviated as It*¢), French augmented sixth (Fr*¢), and German augmented sixth (Ger*™). In

addition to raised 4 and minor 6, these chords all include 1. The Italian augmented sixth

includes only these three notes; the French augmented sixth also includes 2; and the German
augmented sixth includes the minor form of 3.

314

©

key of C: notes found in all three X
augmented sixth chords 1

All three augmented sixth chords use minor 6 in the bass, along with 1 and raised
4 in any of the upper voices.

D intervals above bass: D C: It+6 Fr+6 Ger*6
M3, A6 M3 above bass is doubled also uses A4 above bass also uses P5 above bass
An Italian augmented sixth A French augmented A German augmented
(It*6) uses only these three sixth (Fr+6) adds 2 sixth (Ger*6) adds minor
notes, with 1 doubled. (no notes doubled). 3 (no notes doubled).

SPELLING THE GERMAN AUGMENTED SIXTH

The minor 3 in the German augmented sixth is diatonic in minor keys, but requires an
accidental in major keys—either a flat or a natural, depending upon the key signature.

315
In minor keys, minor 3 in the Ger*6 does not need an accidental.
A v
G minor: Ger*é G major: Ger*6 B minor: Ger*é B major: Ger*é
n | 0 # g % E
In both G major and G minor, minor 3 = Bb * In both B major and B minor, minor 3 = D

In major keys, minor 3 in the Ger*6 needs an accidental (either a flat or a natural).

In major keys (but not in minor keys), the Ger*® may occasionally be spelled with raised 2
instead of minor 3.
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316

©

In major keys, the Ger6 is written with either minor 3 (Bb), a perfect 5th 0 Poor In minor keys, the Ger+6
above the bass, or raised 2 (A$), a doubly augmented 4th above the bass. o may not be written with raised 2.
ior: 6 6 inor: 6 (7!
Au G major: Ger* Ger™ Al G minor: Ger*é (?!)
& &—F———
) ©

(Eb-G-Bb-C#) (Eb-G-A$-CH)

(intervals above bass: major third,

In G minor, use Bb (which is in the
doubly augmented fourth, augmented sixth)

key signature), not A%.

Raised 2 (A%) is enharmonic with the minor form of 3 (Bb).

317

©

Depending on the key signature, raised 2 may require a 4, , or =

C: Ger* Ab: Ger*6
oJ A D) A s
(raised 2 in C = D¥#) (raised 2 in Ab = Bf) (raised 2 in B = Cx)
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HARMONIC PROGRESSIONS

GERMAN AUGMENTED SIXTH

A German augmented sixth chord most often leads to V through a cadential ]

318

©

A Ger*6 normally moves to a cadential SV (i.e., vi:%), with stepwise motion or repeated notes in all voices.

N 4 ) N 4 "
\J o )” ) [
.  Aim—
ANSV G
D) :n:]e

77—

\

O A

\ ole
s v vl

T

0 Good Voices move smoothly when Ger+6 goes to a

cadential §.

319 Chopin, Mazurka in A Minor, B. 134 @

©)

G:

0 Good Good Raised 2
" (A$) moves up to 3 (B).

)
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I
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A | | &
23 3: | i
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3110 Mendelssohn, Songs without Words, op. 102, no. 6 @

©
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0
Q 1
(¢}
e
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0 Poor Moving directly
™ from Ger*sto V

creates parallel 5ths.

Ger*6 with minor 3 (E-A-C-D¥)
moves to a cadential §.

Raised 4 (D$) is in the tenor
(raised 4 does not need to appear
in the soprano).




0 T - e i T
"y e ' ith minor 3
\"jl b4 lq D o |0 Ger*6 with minor 3
ﬁ< §f ‘f| — J’ J (Ab-C-Eb-F#) moves
%) i  E— (7K Jﬁ ( to cadential §.
s i i )
= = I f
[ % NN [’ [’ [
Co1 viio§/ V| Gerts Vi - Z I

3l R. Schumann, “Am leuchtenden Sommermorgen” (On a Bright Summer Morning) @

0| | L | |
y1oe I T > I I
os>—3— Nt et ® T <f . - R
\._)v (o I t e —— —— i be: 1 Q \1 Ger*6 with raised 2
—_ ——— ﬁ (GL'-BL'-C#-En) moves
16
OO (] p= m— -~ ‘,§, | to a cadential .
)b 6 L 7 a— T . o o
7 5 Q o [ T I I ° o
| & B Y '1'/‘5" .| ! | et 1
Y a |
8 - 7
Bh: 1 Gert6 Ve - 3 I

ITALIAN AND FRENCH AUGMENTED SIXTH

The Italian and French augmented sixth chords may move to a root-position V either

directly or through a cadential 461

Italian and French augmented sixth

e

= chords often move directly to V.
T

—

o

step

repeated to Every voice either repeats or

Gt

moves by step when a It+6 or

y

N

L
P
)

Fr+6 moves to V.

F <BY
LS
NT %
TR 790
éu
<O T
A
ay
TN "H[QLL
<70 T

G: Frte

JI13 L. Reichardt, “Vaters Klage” (The Father’s Lament) @

‘e

L)
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Es ste-hen drei Stern” am  Him - mel, die bli - cken trau-rig her - ab;

D
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[l
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[ 10N
XX
[
(Y
3
< '?1

G min.: i

Translation: Three stars shone in the sky, looking sadly down.

314 Beethoven, Piano Sonata in C Minor, op. 13 (“Pathétique”), @

~ N | |
O) Hb e e e e e e ™ : =
e e o o o o o e B 1~ o B
Y] P v ¢ 9 ¢ e . . =4
p\/
/\ . .
- PSP P g bt o
e | N e P | | |
1 D fo r | | | | | | |
Z K | r.N | | | | | T T [
51 | E—— — !
Eb: V3 I6 V6 [Fr6 Y
3115

&

Italian and French augmented sixth chords can also move through a cadential $ to V, with smooth motion in all voices.

o

XX
TN BN

< 0| QL
| R BEE

< T
e
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E N
[}
[SNIV
e:
3

3116 Mozart, Piano Sonata in D, K. 284, 111 @

&
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Italian and French augmented sixth chords can also move through a cadential $ to V, with smooth motion in all voices.

T

e £
sheototr e o
KR I ] I ] I
S
" 3
! M| || =
I i |
Dmin: i  V3/IV 1ve | Irs \
3117 Beethoven, Piano Sonata in E},, op. 7, II @
~  ~ b
O ”'(lln * I I I Tl - o v
5 : £og b gl =7
S P
EEE= == :
4 I r |
\—/passing 3 7
C: I IV I§  vii%/V |Fr6 Vg - : I

HARMONIES THAT PRECEDE AUGMENTED SIXTH CHORDS

Any harmony that may precede V—such as I, IV¢, or vi—may precede an augmented sixth

chord.

3118 Beethoven, Symphony no

.5,1@

D

J
y ] F it f F ;t# ¢ }

GERY | | e oo i 18 2
J I n [ )
Al cresc. f: ~
y.a L‘}Di 22— - I i i 1 )‘F. —— —¥ —¥ r 2
'\‘,? B —— O —— hd ¢ .. h ngﬁ % S & &

LJ —

i F ; 3 =

C min.: i Ve i Ve [ i Itt6 \Y

An augmented sixth chord may be preceded by a tonic chord.

3119 Schubert, Moments Musicauz, op. 94, no. 6 @

®
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Ab: VI It+s

It is particularly common

for VI or IV6 to precede an

augmented sixth chord.

Amin:i  V3/IV [IV6  Its vl vl s Vi

AUGMENTED SIXTH CHORDS EMBELLISHING V

An augmented sixth chord may also be sandwiched between two root-position V chords, so
as to embellish V with neighbor motion in the bass.

3121 Bortniansky, Cherubic Hymn, no. 3

E!S Itt6 embellishes
V with a G-Ab-G
o neighbor motion in
© the bass.
\4
3122 Bellini, “Torna, vezzosa Fillide” (Return, charming Phillida) @
O
rall. SUS
Ta) o> » &%ﬂ\
Y I I S I S ——tf i}
y, S - o o o o ol o rd o o ¥ > I — A |
(e I N A ol s & A W TS jud  E——
ANIVAES 3 | I [ [ [ [ | | 7171 [ | 1]
PI) | I —— | | 4 | st
Fi - li-de miado-v'é? do - v'é Fil-le - mi - a?
rall.
0 A — — LD _
m) X S—— o — Fr+6 embellishes
= 1 & r. .
GEES SrEe dS 2RSS REHE Y with B
_ ~ neighbor motion
B > e 77 e 77 o . r 3 in the bass.
ST | T A
i T i T i T
A min.: i Frté6 \%
[v Frt6  V Fr6 Vv |

Translation: Where, Phillida, where?

MOVING BETWEEN AUGMENTED SIXTH CHORDS
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Before progressing to V, augmented sixth chords may interchange with one another, as a
result of skips or passing motion between chord tones.

3123
,-"ﬁ"-'"“.
Fal
10
i"\,_.\_ - ﬁg
h=a
(o]
Amin.: Aug.6 — V

Ger*6  Frt6 [t*6

A passing tone (B) leads from C to A in the top voice . . .

~
3124 Beethoven, Bagatelle, op. 33, no. 4 ./\.)/,

7

F W
(D) = == =
i"h\.m”- o7 —f jgﬁ <f %’:’ﬁj‘ o T g g
47 T T 1 g #®®
o = o } 4
|
5y-2—] =
— ,'L
A min.: i Aug. 6 > V
Ger*6 Frt6 It+6

... forming a Ger*6 moving through a Fr+6 to an It*6.
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A Closer Look

AUGMENTED SIXTH CHORDS

review and interact

POINTS FOR REVIEW

 The three main types of augmented sixth chords each include minor 6 in the bass, along
with 1 and raised j in the upper voices.

 An Italian augmented sixth (It*) uses only these three notes, with i doubled.

A French augmented sixth (Fr*°) also includes 2, with no notes doubled.

¢ A German augmented sixth (Ger™®) also includes minor 3 (or sometimes in major keys
raised 2), with no notes doubled.

* When the augmented sixth chord resolves, its tendency tones—minor ¢ and raised —
resolve to 5 in opposite directions.

* A German augmented sixth usually moves through a cadential §to V.

e Italian and French augmented sixth chords move either to root-position V or through a
cadential {to V.

Summary of most common types and uses of augmented sizxth chords:

key of C: Italian Augmented 6th French Augmented 6th German Augmented 6th
b6 in bass; 1, #4, b6 in bass; 1, #4, b6 in bass; 1, #4,
and 1 in other voices and 2 in other voices and either b3 or #2 in other voices
o) o) [a) | ,
)’ A )’ A Py )’ A DO 7O
V af (@] V ~7 V o
[ fan) L | a0} Lk [ fan) 1L L' lad
ANIV4 H. O SV % O \Q_)I ﬁ (@) O\
® 'J (#2: major keys only)
o o o o
7 | 7 I 4 | I
Py )@ ] DO 1)@ ]
moves to root-position V moves to root-position V moves to cadential §-V
(or cad. §-V) (or cad. §-V)

TEST YOURSELF
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Name raised 4 and minor 6 in the following keys, and identify which of these notes are
not in the key (and thus need accidentals):

F major

F minor

E major

E minor

D}, major

What are the notes in the Italian, French and German augmented sixth chords in these
keys?

F major: It™ = Fr = Ger*s =
F minor: It™ = Fr+¢ = Ger'*s =
E major: It*® = Fr+é = Ger' =
E minor: It*® = Fr+ = Ger*s =
C# minor: It™ = Frte = Ger's =

Add accidentals to the following harmonies to change them into augmented sixth chords.
Identify the augmented sixth chords formed.

The following are augmented sixth chords; label the type of each and identify the keys in
which it may appear.

) o) o) o) , o)
)" A © )" 4 )" 4 T )" A TS )" 4
yi © yat y.t 172N yi 7O yat &
(e {es (o) (t—8 (es—5 (s—to
ANIV4 ANIV.4 Y ANIV.4 ~ ANIV4 /S ] ANIV.4 e
D) o D] RO D) g 7 D] =
m o i ﬁe o
[ )—+# F): © )b o )— F): (0]
Z b & Z Z Z Il Z (@]
—© i’Te)

In each example below, which of the two augmented sixth chords is incorrect, is notated
incorrectly, or uses incorrect doubling? What is the error?
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F# min.: It+6 G min.: Ger+6 F: Fr6
Ny 4 0| | 0
)7 - I\l N " YD b iy YT " n
A T L. P PPy A b L= O b P P=Y 1P=Y
a1 P A o £ W = LIPS [ £ Wl P A 1~
ANIV O O ANSV ~F ~F ANIV.4 O O
D) D) D)
4 o X o o
# P P & Il q IS ] O
s T = b4 ST [® ] [ ] CH| b by
5 r=s 8 - T T—bho ho
g b b

In an augmented sixth chord, must minor 6 appear in a particular voice? If

so, which voice? Must raised 4 appear in a particular voice? If so, which
voice?

Know It?

E] ) Focus by working through the tutorials on:

 Recognizing augmented sixth chords llM

o Writing Italian augmented sixth (It**) chords [l

o Writing French augmented sixth (Fr*¢) chords [l

o Writing German augmented sixth (Ger*®) chords [l

48} ) Learn with inQuizitive.

£ ) Apply what you've learned to complete the assignments:

¢ Spelling Augmented Sixth Chords
¢ Realizing Roman Numerals

¢ Realizing Figured Bass

e Harmonizing Melodies

e Analysis
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32 Other Chords: Altered, Common-

Tone Chromatic, and Ninth
Chords

Chords can be altered with chromatic or added dissonant tones.

Altered Chords

Augmented Triads

bIl in Root Position and in Major Keys

Augmented Sixth Chords with Bass Notes Other than 6
Common-Tone Chromatic Chords

v%

ALTERED CHORDS

Chromatic alterations that do not lead to a change of key usually involve notes from the
parallel major or minor key, creating modal mixture (see Chapter 29). It is also possible,
however, for such chromatic alterations to involve notes that are not in the parallel key. As
with modal mixture, these alterations change the quality of chords but not their function.

321

©
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VI# (submediant triad with a raised

bVI and iv use modal mixture third) uses C#, a chromatically
In C major, the A minor triad, vi, (Ab and Eb are found in the altered note not found in the
is diatonic (it uses no accidentals). parallel minor of C major). parallel key.
fa)
7 T n n T n n T
y .o i i i i T i i i T
| - | i " I I | i
= 8 f"f—’—fr w8 ﬁfﬁ'—fr 8
== EE= o—i o
rr | Fr e
C 1 vi IV V I I bVI iv V I I Vi IV V I

vi, bVI, and VI# all have the same function.

R. Schumann, Fantasy in C, op. 17, I1I -)

)

C# instead of Ch!

M

o

?5
4
i

._‘g BRI}
—$
[

o

2N S

Sl
dll
ﬁ .
B

N?

herch
BEL

‘__'lb

ii$ V7

A particularly common chromatically altered chord is III§, a major chord whose root is 3
of a major scale and whose third is raised by a half step with an accidental.
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Bl instead of Eb!

Ab: T i V I I MV 1

Diatonic iii: C-Eb-G I11#: mediant triad with raised third, C-E4-G (not C-E4-G)

324 Chopin, Polonaise in Al,, op. 53 f-i\s

oy

!-" % -
™ 1 8
|
1.,;'; O | | h h b |
A 7b : R
G = LD Ig et
SO |, 3
Co - T = N Y K %
T o R &
be
I % I

11I#: mediant triad with raised third, C-E4-G (not C-E4-G)

325 Schubert, “Mit dem griinen Lautenbande” (With the Green Lute-Ribbon) f-i\

oy

F %
; ™ 1
J
H i 1 I [ |
Schad’ um das sch6-ne gri - ne Band, dass es ver - bleicht hier_ an der Wand, ich
7N
o | - N m——
e F:‘—HW :
ANV [ Wi i I I
03] r r "— | +
o
. F = £ £ £ $ s n
RS S R R v 5oy 7 8 5
L 3 Wi I I
Bb: 1 V6 A I6 v§ o3 vi 114
G min.: i ive 1V

11I# as pivot chord: V of Phrygian cadence
(iv6-V) in tonicized key of G minor = IIT# of Bb.
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Translation: It’s too bad that pretty green ribbon is fading there on the wall. I like the color green so

much.
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AUGMENTED TRIADS

An augmented chord results when an accidental raises the fifth of a major triad (often I, IV,
or V) or dominant seventh chord (V7). The raised fifth of an augmented chord tends to
resolve up by step; as a tendency tone, it should not be doubled.

32.6
ﬁ
®)

The raised tone of an augmented

chord resolves up by step.

When V7+5 (a V7 chord that includes
an augmented triad as a result of its
raised fifth) resolves to I, the third
of 1is doubled (since the fifth of V7
resolves up and the seventh of V7

resolves down).

321 R. Schumann, “Kleine Studie” (Little Etude) @

g,
f“. s" N 4 , [——
b A6 : ] " .
- D=8 o —Lq}i L
o = |7
| AN [ o
i i of
i = '
! —— ——
G ii$ V7 \a I
Simplified harmonic model (Af——+B)
F i P
(8 0
) \o—8 &
. |
- I ¥
EEi= = 2 |
(o) ! ! 1
G:  iis V7 \%A I
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ol IN-ROOT POSITION AND IN MAJOR KEYS

LII usually appears in first inversion, as a |,II% (see Chapter 80). However, it is possible (though
far less common) for 11 to appear in root position. Like LII®, LII has a Subdominant function.

328 Chopin, Prelude in C Minor, op. 28 @

&

C min.: i VI bl \%

Simplified harmonic model

@EE ; - | The root of bII (Db) is doubled.
D I |
(Db-G = A4) _
o i — | Progressing from bll to V produces
L ) t i | fi dllslsosant augmented-fourth leap
C min.: i VI bl AV i in the bass.

Although LII normally appears in minor keys, it may also appear as a borrowed chord
within a major key, where it requires two accidentals.

329 Brahms, “Die Mainacht” (The May Night) @

&
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i o ) ] I
L, e e "o,
PY) I qa e
hei - Ber  die Wang her - ab.
Db T T A el P e o o of
) A F1T ™ Mg ® o€ o Py (7]
| 11 12 e = e [£.2) ~ I
G e e e =
%479 P —_—— »p r—/\
cu| T f S l
—JeT D go I | |
- - i L i =
— oL 4 — ) —] I I J
= = £
Eb:  bIT bIT6 V7 1

bIT and bII6 are borrowed

chords within major. require accidentals.

Translation: [My tears flow] burning down my cheek.
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AUGMENTED SIXTH CHORDS WITH BASS NOTES OTHER THAN
6

Although typically the bass of an augmented sixth chord is the minor form of 6 (see Chapter
31), it is also possible for another note to be in the bass. An augmented sixth chord with raised

4 in the bass is sometimes referred to as a diminished third chord; otherwise, augmented
sixth chords with other notes in the bass do not have standardized labels. No matter what

note is in the bass of an augmented sixth chord, minor 6 resolves down and raised 4 resolves
up.

with £4 in bass
k.

Ger6 with raised 4 in the bass is also sometimes 6 (Eb) resolves down, and
called a “German diminished third chord.” 4 (C8) resolves up.

3211 Chopin, Prelude in G Minor, op. 28 @

O H -
L]
.-4"“;I Q ]IDD N l- T
A 5 O o« I O 0 I
6N R 1 1 1 & . 0
SP—
o o1
, M e
)6 ¥ g
Z b Q J N I T e
L o B i I N
— & * —
ke K4 #: 3' v
\\_#/-! W
. . 8 - 7 .
Gmin.: i Gert6 A\ g i

44 in bass
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COMMON-TONE CHROMATIC CHORDS

A harmony may be embellished by a chromatic harmony with which it shares a chord tone.
The shared tone is usually sustained when the chromatically altered chord resolves to a

diatonic harmony, while the other voices are treated as neighbor tones.

3212 Tchaikovsky, Souvenir de Hapsal, op. 2, 111 @

Q 0 ) Iy Iy K 'y Q I ) y.u|
e De M v ) Gb3 | —
[ \Q_y L W /bg\ 2D
ni 2 /[be\|@F
o
0 | L gl ﬁ .! 3
o L OO E—
R T e
F F. 0 o0
E: 1 %G [—
(I bVie D
3213 Tchaikovsky, “The Witch” @
O
i
N # ] N # |
I I N - I
y S 0 B X ) & 0 y AR ¢ E—A =
fs—Q <« nﬁ- 3 {es—Q 1o~ =2
Q.jl (o] L9~ 0 \'_Jv (o B f
r A A =
0 ﬁ‘ 4 123 [#X
) 7O i i
i I i I 7 Q I I
— 1 — 1 (o 1 1
E min.: Gert6 i6 E min i6
3 in bass (Gerts i6)

with 3 in bass

A common tone
(F) is sustained
as a chromatic

i harmony

i embellishes the
tonic chord.

E and G are sus-
tained as common
tones while the
notes of the Ger*6
(with 3 in the bass)
resolve to i6.

A particularly common instance of an embellishing common-tone chromatic chord is
the common-tone diminished seventh chord, which results when the root of a triad is
sustained while the third and fifth are decorated by chromatic neighbors. This embellishing

sonority is labeled simply as a “common-tone °”” rather than with a Roman numeral.
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(s C 1~ —

ANSY T 1

D) NT

ra

y O I € - =

7 e . =
1

common-tone
1 o7
(E4-GH-[B]- D)
A

Chromatic neighbor tones E# and G§ form a common-tone diminished 7th chord
(with the fifth of the chord omitted), that embellishes a D major triad.

3215 Haydn, Symphony no. 104, 111 @

) e e e

— ..
)? i f 7" X, i
e =

. J o f o f o f o
Yar 33— - - -
7 "0 ke ® ® et

2 | | |

neighbor common-tone neighbor
D: I v 1 7 1 1§ I

Chromatic neighbor tones E# and G# form a common-tone diminished 7th chord
(with the fifth of the chord omitted), that embellishes a D major triad.

32.16
0 —— [
i [ a——_
=4 P — —
J ! I |‘| I
S AV
— ——
[ [ [ [ [ [
I 07 I I vii%7 1
(D4-F4-A-C) a
A
A common-tone diminished ... unlike a vii®7
7th chord is usually built chord, which
over a sustained bass, with involves neighbor
neighbor motions in the motions in all
other voices . . . voices.

3217 Schubert, String Quintet in C, I @

©
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0 |
X O O O 1
(oA ] y=ID

5 | ==

[a)

g
X
(T —0 S e O ;
ANIV4 >4 >S4 b'ﬂ.r\() P @] ZP=N

D) S — O T —©o 1S

S ~——
C: I common-tone ©7 I

(notated with Eb instead of D¥)

Neighbor motion E-D#-E is here

respelled enharmonically as E-Eb-Ef.
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V3

Vg is a Dominant harmony that uses all the notes of V7 plus either a major or minor ninth
above the bass. V7 (abbreviated V%) may appear in root position or (much more rarely) in
inversion. The dissonant chordal ninth tends to resolve down by step—though in practice this
resolution often is merely implied.

3218
O)e o g bg L o be , .
/X8 1 © c— i V9=V +majoror
[ fanY b4 H (S D 45 H'V H .
\‘Q-}’ h=d 1] \‘Q-)’ 1L minor 9th
C: V7 V9 Vo Cmin.: V7 \%

In major keys, V4 may use either a major 9th or (with mix-

ture) a minor 9th. In minor keys, V9 uses a minor 9th.

3219 Schubert, Dances, D. 365, no. 30 @

1 _:f ? 3 3 57
il ol o o o E £
y S > - i i k )
T4 ! ! | I The chordal ninth (F$) of V9
® 4 P is a dissonance that resolves
’1? ,ﬂ g i I down by step.
{es—t—, T
NSV < 1 j
* J - - < :

A: Vo I

(in 1st inversion)

3220 Schubert, Dances, D. 365, no. 17 @

@ Simplified harmonic model
/(O #’%ﬁ%}:ﬁ 2 = gt o gt T
__f’ % i s les——% e .
A\ 241 i A\ 3 =2
d | T = d |
n ° | ~, W
s I e - — o)t — on I
i — D it f i
% i i i - S—D i ZD
& 1
AT Vo T AT \'Ad T

The resolution of the chordal ninth (F4-E) is implied (although
E is in the next chord, it does not appear a step below the F§).

V7 is most often found in thick textures of more than four voices. Regardless of the
number of voices, the chordal ninth should not create a harmonic second or a seventh with
the root of chord.

32.21

i

434



Poor The root (G) is a seventh
above the chordal ninth (A).

Poor The root is a second 0 Good The chordal ninth is more

" below the chordal ninth. than an octave above the root.

n o n : n '
5 = 5 <5 S =S
ANV ANIV4 ~7 NV
) o D) o ) o
%): PN <): S %): r=e)
7 7z 7
C \'% c \'% c V3
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A Closer Look

OTHER CHORDS: ALTERED, COMMON-TONE CHROMATIC, AND NINTH

CHURDS SHOW

review and interact

POINTS FOR REVIEW

* The third and fifth of any harmony may be raised or lowered with an accidental,
changing the quality of the chord, although not its function.

¢ LIl may appear in root position, in either a major or minor key.
* Augmented sixth chords may appear with a note other than é in the bass.

* A harmony may be decorated by a chromatic chord with which it shares one or more
common tones.

* A common-tone diminished seventh chord results from a major triad whose third and
fifth are decorated by chromatic lower neighbor tones while the root of the chord is
sustained.

o Vg (abbreviated as V?) is a dominant harmony consisting of a V7 with an added ninth.

* The ninth of the V? is a chordal dissonance that leads down by step (though this
resolution is often implied); the chordal ninth should not form a harmonic second or
seventh with the root.

TEST YOURSELF

1. What are the notes of the following chords (from the bass up)?
A major: 111§
B}, major: 111§
G}, major: 111}
F major: V*
B major: IV*
G major: ,II
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E major: |11

D major: Fr'6 with raised 4 in bass
B minor: Ger*6 with 1 in bass

E}, major: V°

For each of the following, name the indicated major key and the chord.

n | u 4. fo L e Y u 4 | o

)” | by e LT L 1D P24 =L = it 1D 1]
.t ]»Vs |4 H 'H' O ||b Il "5 L ny L Y ||b H
®> -8 {77 g e it 8 P o#g P B
) d O

In each of the following, a diatonic chord is embellished by a chromatic harmony with
which it shares a common tone. What are the missing notes?

N | | : N 4
i %
' % . = ANSY, i
D) [ [ D) I
. " P 7)
'~ o p ——— ' i i i o —— f f
) o—e—F ) — f f ) i i
75— i i 70— I i 75— I I
e — s o 2 >
Bb: V—m—— G [——— Eb) V—mr———
(V. “blIIs” V) (I common- I) (V common- V)
tone ©7 tone ©7

Which of the following chords is an applied vii®’? Which is a common-tone diminished
seventh chord?

~TTe
~TTe

Know It?

E] ) Focus by working through the tutorials on:

o Writing common-tone diminished seventh chords lld
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) Learn with inQuizitive.

&) Apply what you've learned to complete the assignments:

e Spelling Chords

¢ Realizing Roman Numerals
¢ Realizing Figured Bass

e Composition

e Analysis

438


https://ncia.wwnorton.com/3640
https://ncia.wwnorton.com/6006

33 Chromatic Sequences

Chromatic alterations can be used within sequences, sometimes creating
a series of applied chords.

Chromatic Embellishment of Sequences
Sequences and Modulation

Applied Chords in Descending Fifth Sequences
Applied Chords In Other Sequences

Strict Chromatic Sequences

Equal Division of the Octave

CHROMATIC EMBELLISHMENT OF SEQUENCES

Chords within sequences can be chromatically embellished. This changes the qualities of
chords within the sequence, but does not disrupt the underlying sequence.

331
— —
n_| o Pemm— n_| o ) —
Y T D Il D, Il =
&rne B s Wl s e -
ANV T [ [ [ [ ANIV4 T [ [ [ [
D] ' ! D] ' !
— E £ le o 7 T—éﬂﬂﬂ— Jﬂﬁl P I N
_q [ D ge =l 1D go | | | T | | H; | il )
Z B | Z b | i [ [ [ [ [ LAl W Il
v D vy D i i [ ! ! i
5 6 7 676 7 676 5 6 7 6 7 6 7 6 76
A diatonic descending § sequence decorated ... and similar sequences, but with chromati-
with suspensions . . . cism added.

33.2 Vivaldi, Sonata in C Minor for Violin and Basso Continuo, RV 6, IV @
o
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... and similar sequences, but with chromati-

cism added.

-C" ﬁ
v
A diatonic sequence: up 2, down 3 . . . ... and the same sequence with chromatic alterations.
0 0
"0 ) 0 7 0 ) =0 ¥ L
Ao s D - A 1o Tzds —
(54 - - D (54 = LIZ D al .
NSV 3 . D D4 =0 "z
.) . = . . .) 0 q6 . .
root: G A F G root: = G A F G
(Do Pt Pt |jg. e e
0N ) ! =4 =4 7o 0N ) ! e id = e
) I | | ! ) I I | !
7% I I I I 7% I I I I
! } } { /% } } }
[ 5 [ 5 6 5 6 5
3 3 3 3 3 3 3

Schubert, “Morgengruss” (Morning Greetings) -)
Ry,

“Up 2, down 3” sequence with chromatic alterations

Ver - driesst dich denn mein Gruss so schwer?  Ver - stort dich denn mein Blick so sehr?
root: G A F G ~
la) ! T T T T " 1 A
17—y P T I T — TN
A9« O 1 O] | O] ST J O] g
(eS| 1 1 1 al i o ®
ANV 3 " juct
© P p— | S R — 5
e P e ~
|90- . [ ~ — /0
o> — I = - ~ £
iy /— 1 I I I 7
< 3 t t 1 14
6 5 6 5
3 $3 3 3

Translation: Do you dislike my greeting so much? Does my gaze disturb you so much?
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SEQUENCES AND MODULATION

Adding or subtracting accidentals within a sequence can lead to modulation.
335
@

1 p

This diatonic sequence begins and endsin C . . . ... while this sequence begins in C and ends in G.

[a) [a) | |
7 e = 7 = = —]
y . ) = y . )
(e C (5 C
A3V o = & ANSH, = m
D) D)
0 ]ﬁ 54 " 54 ) I 0 ? 54 F—r & )
iS oremm i I f i 14 f I )| i I f — 1  ——
e b Do 2e b ey
} } —e
C: I (dve vii iii6 vi ii6) vV 1 C: I (Ive wvii iii6 vi
G: i Vo) I VI

(F# added, leads to G)

336 Handel, Sonata in E for Violin and Basso Continuo, I1I @

®

This descending fifth sequence (in which every other chord is a seventh chord in first inversion)
modulates from Fff to C# minor.

The sequence begins after a cadence in Ff minor-. . .

441

... but it ends in C# minor.

/_\
o s © P _o 1) P=4 e
I = I I o = '.—F
I I I I I I
I I ' I I —
t t t 1
I I , I
p— I I I " I
T | -1 = ) = I = I - I I
I I all = I 4 1) = ) .92 I )
I I I i I I I e =
= 1 1 i 1 i i f =
— 6 — 6 — 6 7
5 5 5 #




APPLIED CHORDS IN DESCENDING FIFTH SEQUENCES

Accidentals often appear within descending fifth (i.e., circle of fifths) sequences, in which the
chord roots alternate moving up a fourth and down a fifth. In many cases these accidentals
turn each harmony of the sequence into either a major triad or a dominant seventh chord,
resulting in a series of chords in which each is an applied dominant to the next.

337
LI
__,f! A diatonic descending fifth sequence . . . ... can be altered to produce a series of
major triads that function as applied chords.
) 0
¥ ¥ y
y - y - sk
G RN R
D) 0] 'rl
| |
0 T n i 0 T n I
O ¢ —| = f I e—] = f I
e e s 4, e
| , Z
C: vi ii v I V/ii  V/V \% I
(=VH (=118
V/ii can lead to V/V (11§ instead of ii).
338

&

A diatonic descending fifth sequence
remains within the key, returning to the
starting point on the eighth chord . . .

5
I E— ]

... but chromatically altered notes turn
chords within the sequence into applied

dominants that can arrive at any key.

Q.E j j ! # | il [

C: I IV,vil© iii vi i Vo1

In a diatonic descending fifth sequence,

one fifth is a diminished fifth (F-B) . . .

A descending fifth sequence can also involve a series of applied dominant seventh

C: 1 F Bb  Eb Ab Db Gb
V/F V/Bb V/Eb V/Ab  V/Db V/Gb V/Ch

... butin a chromatic descending fifth

sequence, all the fifths are perfect fifths.

chords. If so, the leading tone in each applied dominant does not ascend to the root of the

goal chord as expected, but rather slides down by semitone to become the dissonant seventh

of the following chord.

339
o |

442




(D)

—/
A descending fifth sequence in which every ... and a descending fifth sequence in which every
chord is an applied V87 of the next . . . chord is an applied V7 of the next.

|

I

e
|'| etc.

o

V/D-»V8-7/G »V8-7/C»V8-7/F—»V8-7/Bb etc. V7/D—V7/G—V7/C—V7/F —»V7/Bb
The leading tone in each applied chord resolves The leading tone in each applied chord does not resolve
up to the root of the goal chord. up as expected, creating a descending chromatic scale.

3310 Mozart, String Quartet in D Minor, K. 421, 11 @
N
Fal
i)
&

e’

Each chord within this descending fifth sequence is an applied dominant seventh of the next chord.

Violin 5 AP - I T~
B e T DS IPE
| | e | | | s
=1 | = e ﬁ!fEF:F i
4y |22 d — |P=
= | VR U O B Ea Yl e e YE
> P ) | o B Lwi
i e o — i — 1= =t
=1 O S R e | =
D min.: V7 (descending fifth sequence ) VI Ger*6 \%

There are also descending fifth sequences in which applied dominant triads alternate
with applied dominant sevenths, or in which every chord (or every other chord) is an applied
dominant in inversion.

Chromatic descending 5ths in which every chord is an

applied V of the next, using alternating § and 3 chords . . . ... or alternating ¢ and 3 chords.
| | | |
A — W 2 W
(5T 1t (5T 1t
o I o ]
etc. etc.
e dr T ze fe e e dr TP ze e | . |
set I Ye e —le—tr e
} } } } } } }
6 8 6 6 6 24 6 4 6 4
5 5 b5 5 2 5 2 b5 2

3312 Chopin, Piano Concerto in F Minor, op. 21, IIT @
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g e i
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T e — ‘—F—P—Hl—‘ap e L be :
Q-[D‘ho | | | | | | l’I’ | iﬂ- P |
Z H [V J L | | | L | | 1 e | r A
L] L= 3 T ! T VI T
C —» F7—> Bb—Eb7 =+ Ab —> Db’ Gh— Cb7—> Fh—> A7 ——> D — G7—> C

In a complete descending fifth sequence, one chord will need to be enharmonically
respelled to return to the beginning point. Here Bbb is respelled as A.
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APPLIED CHORDS IN OTHER SEQUENCES

Applied chords may appear in any sequence that involves a root motion by ascending fourth
(or descending fifth), not just descending fifth sequences. Most notably, applied chords may
appear within sequences in which the root moves alternately down a third and up a fourth.

3313

Sequences with root motion alternating down 3, up 4:

§ 37 ggg;ﬁg; == s e

root motion: V3 {4 3 14 13 14 t4 13 ¢ 13 %4
38 B e e | = i
%- i o i —_D i el i i i i
! —— ! — —
Eb: 1 vi i vii® iii I V/i i V/iid oo i I V§/ii i V§/iii i
Every chord is diatonic. Every other chord is an applied Every other chord is an
V triad. applied V§.
3314 Beethoven, Piano Sonata in E|, op. 81a, III @
g
- >
e —e
44 —_—l Every measure includes an applied
$’ E g ’! V triad and an applied V.
i — I
I Wi 17 1
T 4 r T 4 f
Eb: 1 V/ii o V§/ii i V/ii - VS/iii i
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STRICT CHROMATIC SEQUENCES

In a diatonic sequence, the numerical size of the interval of transposition stays the same
throughout the sequence, while the quality changes. But in a strict chromatic sequence the
interval of transposition always includes the same number of semitones. Strict chromatic
sequences became increasingly popular in nineteenth-century music.

3315

O
diatonic sequence: root motion down 3, up 4 S
In a diatonic

ﬁ:‘;,—ﬁ—h S sequence the quality
\\:)’ I I f i of the intervals in the
_ o & sequential pattern
‘,}: C ID IV i i changes, as does the
|5 6 I5 6 5 6 5 quality of chords . . .
chord quality: Maj. min. min. Maj. dim. Maj. Maj.
root motion: Vm3 tP4 ¥M3 ta4 M3 tP4 The bass moves up the scale by major
bass motion: tM2 tM2 tm2 4

and minor seconds.

strict chromatic sequence: root motion down 3 (3 semitones), up 4 (5 semitones)

2 ‘ ":#?:,&F%—#. ﬁ ... while in a strict
NSV j i i - i chromatic sequence
D 8 the quality of the
= 17) 1=d .
I e— =4 ! da intervals and chords
7 O — I 1 ' .
I T remain the same
> 6 > 6 > 6 > throughout
chord quality: Maj. min. Maj. min. Maj. min. Maj. ghout-
root motion: {m3 4P4 {m3 4P4 {m3 4P4
bass motion: 42 semitones (= M2) 42 semitones 42 semitones 4 The bass moves up by major seconds

(two semitones).

3316 Chopin, Nouvelle Etude, no. 2 @

&
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Each measure is transposed up a semitone, resulting in a strict chromatic sequence.

0 IID bo 1 Y —— b r—ﬁl bgt 1 E:
Grr 558 RPEE s e _—
= W T2d | hd ] — |
; [ ,
e [T € L b g H | 1y
Fb b2 je Be |0 4l go 7 ge
L 0 B 3 — gl — — LI — —
- he @ he .
Simplified harmonic model (with notes enharmonically respelled)
O ID. bo— T n T T T f
V.t IrV\ |V A& | 1 - I | | L - | : |
%:%7 te ﬂ qu a ﬁ%j -
, . . . . |
)b 52— | | | i i —] i i
B4 0 i R R = o o ie e -
5 6 5 6 5 6 ‘5 6 5
root: Ab Fb Al Fj Bb Gb Bf G C
(=Eb) (= F¥)
chord quality: Maj.  Aug. Maj. Aug. Maj. Aug. Maj. Aug. Maj

Strict chromatic sequences often include enharmonic respelling.
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EQUAL DIVISION OF THE OCTAVE

If the sequential pattern is repeated enough times, a strict chromatic sequence returns to its
starting harmony. This results in an equal division of the octave.

3317 Bizet, “The Ball,” from Jeux d’enfants (Children’s Games) @

©
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ﬁ
|

— L

R
Simplified harmonic model

4 semitones (M3) 4 semitones (M3)

Equal division of the octave: the sequence starts
and ends on an E chord, with four semitones
(a major third or diminished fourth) separating
each repetition of the sequence pattern from

the next.

. 4 semitones (d4 = M3)
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review and interact

Sequences can contain chromatically altered notes.
In descending fifth sequences, altered notes can create a series of applied dominants.

In a descending fifth sequence in which every chord is an applied dominant seventh, the
leading tone in each chord slides down by half step to become the seventh of the next
chord instead of resolving up by step.

Chromatic alterations can form applied chords in other types of sequences as well.

In strict chromatic sequences each segment of the sequence is transposed by the same
number of semitones.

Strict chromatic sequences that return to the first chord of the sequence create an equal
division of the octave.

Add the missing accidentals in the following sequences, and identify each sequence type
(descending fifth or “down 3, up 4”).

Ny g ! | | | N | ! .
1 0% > — i 3; g oo | |
m , | , | ,
)i 2 i " J e b2 i i | i
73— i' o I i b4 i’ o L4 - Z)
A IV V/V \% V/vi vi Bb: V/vi V6/ii V/V Ve 1
N | ! ! | N 4 | | | | ! !
oo f i i i i i i i
. e i o M
e e e s S == ==
| , | ,
o) b—2— t ' I I 7 %—p—%—. ] —
o T — J_.| o i ] o — P i'
! 1

T
D: V7/iii V7/vi V7/ii V7/V V7
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2. In the sequence (d) above, what chord tone (root, third, fifth, or seventh) is
missing from every other chord?

3. In a sequence involving a series of applied dominant sevenths, how should
each leading tone resolve?

4. In a sequence involving a series of applied dominant sevenths, how should
each chordal seventh resolve?

Know It? Show It!

@ Focus by working through the tutorials on:
» Writing descending fifth sequences using applied chords llM

Learn with inQuizitive.

{:f; Apply what you've learned to complete the assignments:

N

¢ Realizing Roman Numerals

e Writing Chromatic Sequences
¢ Realizing Figured Bass

¢ Equal Division of the Octave
e Strict Chromatic Sequences

e Analysis
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34 Chromatic Modulation

Modulations between distantly related keys take place through a variety
of chromatic techniques.

Distantly Related Keys
Pivot Chords Involving Mixture
Common-Tone Modulation

Enharmonic Modulation
Enharmonically reinterpreted diminished seventh chords

Enharmonic reinterpretations of German augmented sixth chords
Other Types of Modulation

Chromatic Key Schemes

DISTANTLY RELATED KEVYS

Distantly related keys have signatures that differ by more than one accidental. Before the
nineteenth century, modulations to distantly related keys occurred primarily in the unstable
middle sections of movements, such as the development in sonata form (see Chapter 39). But
during the nineteenth century, these modulations became increasingly common. Because
distantly related keys usually do not include a pivot chord that is shared by both keys, a
variety of chromatic techniques are commonly used for these modulations.
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PIVOT CHORDS INVOLVING MIXTURE

A modulation between closely related keys often involves a pivot chord that is diatonic to
both keys (see Chapters 27 and 28). In moving between distantly related keys, on the other
hand, the pivot chord may be diatonic to only one of the keys, functioning within the other
key as a chromatic chord derived from modal mixture.

341

&

Modulation to a distant key: the pivot Modulation to a distant key: the pivot
Modulation between closely related chord is diatonic in the second key chord is diatonic in the original key
keys: the pivot chord is diatonic to (Bb) but involves modal mixture in (C) but involves modal mixture in
both keys. the original key (C). the second key (E).
0 Y 0 il 0 Y
) Y n T )
y - o) y - ) f 5 y o o)
(e C = ) (5 C—2 2L I R (5T DIZW: )
A3V =4 7 A3V, =4 5 5 A3V =4 AN W]
J n D) ” ” J e g
[ | [ | - - | ,
)Y e——1 — i '€ T —— ——— -2 Y e—— 11— —
A © R 7 = W 7 B— | — A O R 7 B W 7 B - = A © R 7 B W 7 S— =
C: I VS 1 ivi! C: 1 V§ 1 VI C: 1 V8 Iivi
Giit V7 1 Ebi IVH VI E:tiv! V71
?_\? bl Lo # # e
] Dﬁ . - @
h 1 'Ih F ! =
4 y—1 | 4 |
p
3 h 3 hr i
b o " D e
e W | el PR Py P d et @
R AR =SS,
I y | Viios ! I

TR 06 1 v7
Y.

The pivot chord vii®6 is diatonic to the first key (G) . . .

... but ii% involves modal mixture in the second key (E).

343 Schubert, Waltz, D. 365, no. 33 @

&
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P ig - X x e 588881
>1 ~— > >
el s Tipgl jre fE ee
e P e e e
T = e e B e L B = be 11
oI V7 I V7 i . ]
Abiivii_ IV6  VE ; I

The pivot chord i involves modal mixture in
the first key (F) . . .

... but vi is diatonic to the second key (Ab).
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In a common-tone modulation the last chord before the modulation shares a tone with the
first chord after the modulation, so that just one tone—rather than the entire chord—serves
as a pivot. Especially when the shared tone is highlighted in the melody or bass, a common-
tone modulation can help ease the transition to a distantly related key, even if there is no
pivot chord.

Bizet, Prelude to Carmen -)

I\ A A A
N N N N

' r ' r

... but the A in the
melody bridges the

abrupt connection

between these keys.
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Common-tone modulation: there is no pivot chord leading from one key to the other . . .

TR »

H/,, /,, Hl‘ ;J/ >/

PP e
D: V§ I

5of F§ =7 of D

... but the modulation from F# minor to D major nonetheless is bridged
by C# in the bass (C# is the root of V in F# and the third of Vv¢in D).
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ENHARMONIC MODULATION

ENHARMONICALLY REINTERPRETED DIMINISHED SEVENTH CHORDS

With the possibility of enharmonic equivalence, any diminished seventh chord might
function as vii” in four different major keys and their parallel minors.

346

Though these four
(B#=Ch (D# = Bb) (F4=Gbh) diminished seventh
chords are spelled

differently, they are

enharmonically

(vii®7 of C# major  (vii®3 of E major (vii®} of G major (vii°¢ of Bb major equivalent.
or minor) or minor) or minor) or minor)

Sometimes an enharmonically reinterpreted diminished seventh chord is used as a pivot
chord, so that vii” introduced in one key resolves as vii” in another key.

4.1

LI
_,f’; We expect this vii®? in A to resolve
vii°? in A resolves to tonic to the tonic of A as well . ..

of A, as expected.

... but instead it is enharmonically reinterpreted (with G# turning into Ab)

and resolves as vii°7 to [ in C major!

An enharmonically reinterpreted diminished seventh chord can be used to modulate
either to a distantly related key or to a closely related key. In most cases, composers do not
bother to rewrite the diminished seventh chord in the new key. Rather, they simply spell the
notes of the diminished seventh as it would appear in the first key, so that the respelling is
implied.
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348 Mozart, Trio for Clarinet, Viola, and Piano, K. 498, I @

©
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Clarinet
Viola c,q ‘ 0
[7] .
, <
Piano )
I e I
T~ Vo o — 3 @#Wﬂﬁ P 3 P >
Yo —Kke—<—¢ 7 R 2 o o >
74 T~ N Y - I . I O — - i o
S - : | =
Cmin.: V vii©}
Eb: (= | vii%%) »
h
0 b }9 I ." I n 4
! ¢ 3 Pivot chord vii°5 of C minor
ANSb2 1 1 i ..
Y] cresc = vii®? of Eb.

J
. . ,  —— |
r~ o K S I & I
VoL r vt B I P PR -
ul -
—» (Bb)) V7 I

(Bi-D-F-Ab = Ch-D-F-Ab)

— % ~ . >
n | . . & s = >
YT ¢ =0 e v T
A b [ O 1=0 . 2] 12y =0
s =1 Z .1 2 - Z
D)
Bf (= Cb!) Bb
o 1 — " 7T = 0 t t
hall CHE»JEE 0 ) I I = = T I I X
Z B 1 Q I I I I I29=D0 =0 I
Cmin.: V viio‘§
Eb (=1vii®%) V7 I

We expect vii®} in C to resolve to ... Instead, however, B (functioning as Cb) moves down to Bb

iin C, with B ascending to C. . . . so that the preceding diminished seventh chord functions as

viio¢ of Eb!

ENHARMONIC REINTERPRETATIONS OF GERMAN AUGMENTED SIXTH
CHORDS

German augmented sixth chords may also be enharmonically reinterpreted, since a German
augmented sixth is enharmonically equivalent to a dominant seventh chord.
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Gi———Ab

L

Ger*6 of D minor

V7 of Eb

A German augmented sixth and a dominant

seventh are enharmonically equivalent.

This enharmonic reinterpretation can lead to a distant modulation, when a harmony

introduced as a German augmented sixth resolves as a dominant seventh chord, or vice

vVersa.
Ry
(GH = Ab)
n 4 ﬁi < n_| < o n 4 7o)
T kil > TP > (@) )” A kil Py
y W C) = ~F y .| = P A b = P
[ £ N W] I bl (AN D ~F [ £ N I e
) ) )
—
: f—e Co p— T’LPP—F j
Q-[ re) I I P Q-] o2} O o] I I I I PO
7 b\J I ! ~F 7 ]1? ID 7 b T I I
D min.: Ger*s V§:3 i Eb: V7 I D min.: i Ger+6
=Eb: V7 I

This chord resolves as a Gert6.

This chord resolves as

a dominant seventh.

Haydn, Symphony no. 55,1 (=)

This chord initially appears as a Ger*s, but then

is reinterpreted to resolve as a dominant seventh.

Pivot chord: Ger*6 of D = V7 of Eb

r.y r.N I. [ r.y [ I I I I T
333 = e e o be—o—o o
p N v |
= g
[ o ¢ fpeelged —I T [ [| [ |4
4o 5 |4 el | S99 |3
Y ) — | |/
ﬂﬁtjbt:ii:ti:i&ifi ] J —
1 — @ @ e 1 1 1 1
SESEiTsecseoes oo Es E==E=
p .;/. ,‘I I I
S
D min.: Ger*6 =Eb: V7 I

This chord is introduced as a Gert6 of D . . .

46

... but then the G# is respelled as Ab, turning
the chord into a V7 that leads to the key of Eb.

0




Haydn, Symphony no. 55, I (=)

Pivot chord: V7 of Ab = Gert6 of G
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.. but then the Db is respelled as C#, turning the chord

into a Ger*6 (Eb-G-Bb-C#) that leads to V7 of G.

This chord is introduced as a V7 of Ab

(Eb-G-Bb-Db) . . .
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Not every modulation is approached smoothly. It is certainly possible for a tonal center to
shift abruptly, without the use of a pivot chord, enharmonically reinterpreted pivot chord, or
common tone. In such cases, the change of key may be partly prepared by chromatically
inflected chord tones. Changes of key may also be organized as part of a sequence.

Dvorak, Symphony no. 8, op. 88, IV (=

LI
I - % n N R S S—
N S s s A Al
PPo oleolel o olelel o eplele gE EEEEE gE EEEEE
Ab sudden shift to G
Dbt N — T | S N E— ! -
R S TS
o, (e et e et el e Lo Lo Tt

sudden shift to Gb

Abrupt changes of key—with no pivot chords or common tones—follow a
sequential pattern of descending semitones from Ab to G to Gb.
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CHROMATIC KEY SCHEMES

In music composed after 1800, modulations between distantly related keys became
increasingly popular. Modulations involving a chromatic third—such as the modulation in a
major-key piece to III§—are particularly common.

3414 Beethoven, Symphony no. 7, II1 @

F
(D)
]
\ Y
Modulation from F major (1b) to the key of A major (111, 3%s)
N M. I , N | S Ho. Hj
as EEE== ST Lt W
R e R R A
vy o < s
L cresc. s  — <.
o o o & S 2 fe | o -
s D i — £ o ™ ™ o 1| —
24> SR . R - . he——
key of F ~— — A
=) LEJJ.‘ > .I?. # #'ﬁ JJ.* | H N
SEES = s = e ===
J T I . . | T g C ke |3
0 — —1 —r— 4 — i . ' ' ' —
== P | s ="
T o T . .‘.#j

In some more-extreme cases, a modulation may lead to a key whose tonic is not a note
in the original key, as in a modulation from I to LIII or VL.

3415 Schubert, “Kennst du das Land” (Do You Know the Place) @
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Gold Modulation from A major to bIIL.
; — C#, the new tonic, is not a note in
D e the A-major scale.
D) [ \/" b
. T h\' hh' > IﬁF hll'
B e
1 7 i al
r [
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Translation: Do you know the place where lemon trees grow, where amid dark leaves the gold-colored
orange glows . . .?

Successive modulations or tonicizations by the same interval can lead to a key that is
only very distantly related to the original key.

Schubert, Piano Sonata in D, D. 850, III -)

(b
. . . . TN o~
,!?ﬂg [ | | = e e o o ‘
& % E 5888
J R
e e

.f.—
, = E
: T
A "i

I I 5y
| g g * —— 1 I
key of C —» Eb (up three semitones)

ppbe e be o o beb,T, |b
y i F:ft;:h:h: o blg D@ P
() Ld 4 ! ! I I I b L I Successive tonicizations lead from C
D, ! ! ! ! ! ! I (IV of G) up three semitones to Eb,

| | AQEE then to Gb, which has no notes in
512 4:##:# Lo i i common with the starting key.
7 OO OO O o & ve 1 5

b e e e i ’! P

— Gb (up three semitones)

If repeated enough times, successive modulations or tonicizations by the same interval
can return to the original key. This creates an equal division of the octave.

Chopin, Nouvelle Etude no. 2 -)

)
(4}
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Simplified harmonic model
4 semitones (d4 = M3)

mitones (M . i nicization h
: 4 semitones ( 3)I 4 semitones (M3) Successive tonicizations, eac
) N T 1 down by four semitones, lead from
O — " 1]
F12b HO O H Ab, to E, to C, and back to Ab . . .
2 ) (@) 1]

... creating an equal division of the octave.
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review and interact

Distantly related keys are those whose key signatures differ by more than one sharp or
flat.

In a modulation between distantly related keys, the pivot chord can involve mixture in
either the original key or the new key.

A common-tone modulation involves a shared tone in the chords before and after the
modulation.

Each diminished seventh chord is enharmonically equivalent to three other diminished
seventh chords and can function as vii” in four different keys and their parallels. An
enharmonically reinterpreted diminished seventh chord can be a pivot chord.

A German augmented sixth chord is enharmonically equivalent to a dominant seventh
chord. An enharmonically reinterpreted German augmented sixth chord or
enharmonically reinterpreted dominant seventh chord can be a pivot chord.

An abrupt modulation may involve a sudden shift to a key that is not prepared by a pivot
chord or common tone.

In music composed after 1800, modulation schemes that involve keys that are distantly
related became increasingly common.

Repeated sequential modulation or tonicization by the same interval can lead to a
distantly related key or may create an equal division of the octave.

Identify these chromatic pivot chords, each of which involves mixture within either the
first or the second key:
LVI of D major = in E|, major
iv of E major = ii of major.
of C major =V of A}, major.
iv of major = vi of D}, major.

Identify the common tones of the following pairs of chords.
I of A major and I of F major
I of E major and V7 of C major
V of A major and V7 of F major

vii”” of D is enharmonically equivalent to
.00
vii®s of ;

4
o3
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04
vii”s of ; and

vond
vii®> of

vii” of E major is enharmonically equivalent to
.00
vii®s of ;
.04
vii”s of ; and

vond
vii®> of

For each of the following, identify the key of the enharmonically equivalent V7 or GerN6
chord.

Ger*6 of E Ger*6 of G V7 of D V7 of E

=V7of =V7of = Ger*6 of = Ger*6 of

Know It?

E] ) Focus by working through the tutorials on:

» Enharmonically reinterpreted diminished seventh chords lM
» Enharmonically reinterpreted German augmented sixth chords llM

(&) Learn with inQuizitive.

&) Apply what you've learned to complete the assignments:

e Notating Chromatic Pivot Chords
¢ Realizing Roman Numerals

¢ Realizing Figured Bass

e Analysis
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Sentences and
3 5 Other Phrase Types

Many phrases begin with a stable opening followed by increased
momentum toward a cadence.

Sentences
Basic Idea-Repeated or Varied
Sentence Length

Sentence-Like Phrases

SENTENCES

A phrase is the basic unit of tonal music (see Chapter 6). Phrases conclude with a cadence and
do not include a cadence in the middle. Typically, the first half of a phrase begins in a stable
fashion, and its second half becomes more active as it leads to a cadence.

One of the most common phrase layouts is a sentence. A sentence is typically eight
measures, divided into two halves. The opening four measures—the presentation—consists
of a repeated two-measure melodic segment known as the basic idea. The presentation
usually embellishes the tonic in a straightforward manner. In the next four measures—the
continuation—an intensified sense of momentum leads to a cadence. The pace usually
quickens in the continuation, often with faster rhythms and more-frequent changes of
harmony than in the presentation, and with fragmentation, in which a part of the basic idea
or a new idea is repeated either exactly or sequentially.

351

EIGHT-MEASURE SENTENCE
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presentation (relatively stable) continuation
2 measures 2 measures
basic idea repetition (or varied momentum increases, leading to cadence

repetition of basic idea  (PAC, IAC, or HC)

352 Haydn, Symphony no. 21, ITI @

presentation (4 mm.) continuation (4 mm.) —— PAC
T 1

basic idea (2 mm.) basic idea repeated (2 mm.) fragments of basic idea (1 m. each)

Presentation: Embellishes tonic harmony with Continuation: Pace increases with fragmentation—
repetition of a two-measure basic idea. part of the basic idea is repeated sequentially,
leading to a PAC.
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BASIC IDEA-REPEATED OR VARIED

During the presentation, the basic idea may be repeated exactly, or varied by transposition or
elaboration.

353 Beethoven, Piano Sonata in A, op. 2, no. 2, IIT @

&

presentation (4 mm.) continuation (4 mm.) —— PAC in E minor

T L 1
basic idea (2 mm.) basic idea repeated (2 mm.) increased momentum

The basic idea may repeat exactly . . .

354 “She’ll Be Coming Round the Mountain” @

&

. or it may be varied.

presentation (4 mm.)

basic idea (2 mm.) varied repetition of basic idea (2 mm.) ,
I 1 r 1
) 4 . e I
I | [ | | | | | N | | | | | N -
1 | | ] | | ] | | ¥ 2 I 1 | ¥ 2 =
= e i
G:
continuation (4 mm.) » PACin G

r
fragmentation based on m. 1 of basic idea

Ta)
7
Y

PI) I I — _I_J_J_J_.I

| 108
[, NN
A

A basic idea and its varied repetition can be harmonized differently from one another.
For instance, where the varied repetition involves transposition, often the basic idea is
harmonized with I and its varied repetition, with V.

355 Beethoven, Piano Sonata in F Minor, op. 2, no. 1,1 @

&
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presentation

r
basic idea basic idea repeated

continuation » HC
fragmentation
T 1T 1
/\ )
e o —
7 a2 —— —f
r. | I | | | | 1}
1 1 L 1 11}
i V% 6 ii6 V—

The basic idea is harmonized with Tonic; its varied repetition is a transposition and is harmonized with Dominant.

In many other instances, a basic idea harmonized with a I-V progression is answered by
a varied repetition harmonized with V-1.

356 Mozart, Rondo in D, K. 485 @
N
Fal
i)
e

-
The basic idea is harmonized I-V; its varied repetition is harmonized V-I.

presentation (4 mm.)
T 1
basic idea basic idea varied (in form of response)

. p— 74
J ~ f - I

D: 1 \i
harmonic stability to tension (T-D) tension to stability (D-T)

continuation (4 mm.)

T
increased momentum leads to cadence

NPT ovl Y SPUPY Fovy ey e 3
;g# | | ) 1 1 I?l I i I II I

NSV, 1
D)

35.] Mozart, Minuet, K. 1 @
N
I ™\
i)
r

e’
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presentation (4 mm.) continuation (4 mm.) » PACin G

r 1
basic idea (2 mm.) basic idea varied (2 mm.) new idea

——=] i
c. 1 v, V8 1,
stability to tension (T-D) tension to stability (D-T)
~
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SENTENCE LENGTH

Although most sentences are eight measures long, sentences that are twice as short or long
are also possible—provided that the relative proportions of the segments are similar to those
of an eight-measure sentence.

358 Schubert, “Wasserfluth” (Flood Waters) @

&

presentation (2 mm.) continuation (2 mm.)
basic idea (1 m.) basic idea repeated (1 m.) > PAC
Q ﬁu# > I = I II = I I IF—I I I 1]
' e e e i
% | je | |- | ja | I - s D
Ff min.: 9 d

In a four-measure sentence the presentation and continuation
each are two measures (and the basic idea is one measure) . . .

359 Mozart, Piano Sonata in A Minor, K. 310, I1I @

¢ ...andin a sixteen-measure sentence the presentation and continuation

i each are eight measures (and the basic idea is four measures).

presentation (8 mm.)
T 1

basic idea (4 mm.) varied repetition of basic idea (4 mm.)
L N N | | , ' e '
> 6) | AT I I I I | | U] o I .
. IR | 1 IR | | | I
7 7 1 1 71 1 |
D 7 S 1 ! Ir/ | I Ir/ | ! | 4 ! I 1
Amin.: i — \Y A% i
continuation (8 mm.) » PAC
T 1
I\ [—— |
I INT 1 | > I } I | N 1]
| I | 4 | I 7 1 1 | 1P~ A | | | I | | 1 Al 11}
T Y | i L | I |
i6 (parallel § sequence) > viios  V§ i iv Vi i

In other situations, the strict proportions of a sentence may be altered by compressing
or expanding the segments of the phrase. For instance, a measure or group of measures may
be repeated, or a melodic figure inserted in the middle or at the end of a phrase, so that a
segment is stretched beyond its normal length.

3510 Mozart, “Dove sono,” from The Marriage of Figaro @

&
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Eight-measure sentence leading to an HC; the presentation and continuation are four measures each:

presentation (4 mm.) continuation (4 mm.) ——— HC

basic idea (2 mm.) basic idea varied (2 mm.)

Ten-measure sentence leading to a PAC, in which the continuation is stretched out to six measures:

presentation (4 mm.) continuation (expanded to 6 mm.) » PAC
1 T 1

basicidea (2 mm.) basic idea varied (2 mm.)

'\
™ “
1p
ifaY
- 1p
-
mm. 1-8
presentation (4 mm.) continuation (4 mm.) ———— PACin Bb
T 1 T
basic idea (2 mm.)
_ N I T 1 T 1 —_ /‘.
AL 31— NP S —— NP S ——— — —— ¥ I o
(AN D Jp [ N1 & l= N 1 & [ {'\‘I.\ IP I\]l'\ r. AI I r. { | r. ” I IF I
Fe ——— ® o 1o —[* & —o . - — =
p\_/ N—
| | | |
—3—F—hy = e = e s S e !
52 5% o ¢ S 3 | | o\l'? fo
» | } :
cmm| > - 3 3 PC%*—F —— f
&Eﬁ? o ¢ el F I J - & il & r J ¥ = @ I
A 1] 1 & 1 I @ r. ] | r. 1 | e | 1 &
vV D& ] |74 | 174 Al 1 ' | | | v
< —F — T y y
Eb: P

presentation (5 mm.)

Ibasic idea (2 mm.) basic idea (3 mm.)

\
?f
g
__—7
u
el
g
™
19
e
g
e /
He
g
L XX
1}
19
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g

S — ¥ ¥ ¥ ¥
P P PP
| 4 Py
| | W2 | N N | el [ N
M1 VT | 1) & Y 2 - | I/ & r 2 - -
e/ 1 . | | 4 I r.y
§ A —— ; ]
o
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continuation (8 mm.) » PAC

o - (repeated down 8ve)
. |
re re N 0 PR—I— N — re - r—
7 i Y 2 7 3 O] > ° o — P Ze—— 2 p Zm—— p -
<« <« rS 1 el N r S——— <« j rS r -y
¢ ¢ Fel 1 J o ¢ ¢ ¢
| b
sf pp L4
| | 1 | |
AN AN AN AN AN y ) AN AN AN AN
é—)—)*ﬂ p Z— 2 y Zm— r 4 ¢ ﬁ Y 2 I Z— 2
P S— r-S—" r — S F+ < =
sf sf prp !
—
e N ) F—ﬁ# e rem— — 3
7 J - F—)—)f i P Zm—— 2 P Zm——  —
<« P B S—-S r S— S — —e r S-S f e
¢ o | ¢ — ¢  — | ‘,L ¢
A
Sf §f pp

Following an evaded cadence, the entire continuation is repeated, expanding it to eight measures.

The last measure of a sentence (or any phrase) may also coincide with the first measure
of the next phrase, forming a phrase overlap.

3512 Beethoven, Piano Sonata in G, op. 49, no. 2, I @

&

2 3 4 5
presentation continuation
"basic idea basic idea I
T 1 T P~ 1 — —
s > A o 0 g S vy 0 o
\ I L
. ‘.'..ﬁ' “Alrl.—‘—ﬁl'lﬁ ’.‘.’.‘1'1.".'.‘ —
T T 1 «®®®r— 1 — I -
) ) I B 1 i i — T 7 1 |
AN —— - —— f 1 I f 1 1 1
J G
6 7 8=1 2 (etc.)
(continuation) » PAC
= first measure of new phrase
/—\ /\
“\ vy v o o o ~~ o
gy rerrefPe ecfor, M ==
i I —— — I o — | I etc.
D) A ——

The last measure of this sentence is also the first measure
of the next phrase, creating phrase overlap.
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SENTENCE-LIKE PHRASES

In addition to sentences, there are other types of phrase layouts. For instance, a phrase may
begin with a basic idea that is followed by a new idea (a contrasting idea) rather than by a
repetition of the basic idea. A phrase with such a layout is similar to a sentence, since it
begins with a relatively stable segment followed by an active passage that leads to a cadence.

3513 R. Schumann, “Erster Verlust” (First Loss) @

O
contrasting idea (not a
basic idea repetition of basic idea) continuation to cadence

To be sure, it is not always so easy to determine whether a phrase is properly regarded as
a sentence or merely sentence-like. This is especially so when it is unclear whether what
follows the basic idea is best understood as a varied repetition or as a contrasting idea, or
when the proportions of the phrase seem to radically depart from what is typically found in a
sentence.

3514 Mozart, “Das Veilchen” (The Violet) @

&

repetition of basic idea? continuation ———— PAC
basic idea or contrasting idea? (condensed to 3 mm.)

Whether this is labeled as a sentence or sentence-like depends on whether mm. 3-4 can be understood
as a varied repetition of the basic idea and whether mm. 5-7 can be regarded as a short continuation.

3515 “We Wish You a Merry Christmas”

&
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basic idea basic idea repeated and repeated again! continuation —PAC

A: I

(sequence: 1 v ii \Y% il vi o)

Is this an oddly proportioned sentence, with a six-measure presentation followed by

a two-measure continuation? Or is this better understood as a sentence-like phrase?

478



review and interact

POINTS FOR REVIEW

» A sentence is a phrase that is usually eight measures long, divided into two halves: the
first half (presentation) consists of a repeated two-measure segment (basic idea); the second
half (continuation) increases momentum as it leads to a cadence.

¢ In the presentation, the basic idea may be repeated exactly or varied.

* Sentences may be longer or shorter than eight measures.

e Four- or sixteen-measure sentences maintain the proportions of an eight-measure
sentence.

e Sentences of other lengths may be understood as compressed or expanded.

» A phrase overlap arises when the last measure of one phrase coincides with the first
measure of the next phrase.

¢ In addition to the sentence, other phrase layouts are possible; many of these other layouts
resemble sentences, in that they begin stably and increase in momentum leading to a
cadence.

TEST YOURSELF

Determine whether each melody below is a sentence, and explain why.

Show answers
1.

Eii V3 6 ii6V I

Show answers
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61V V§ - 3

v Vi

16

V7
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6 - 5
Vi - 3

16

vi

\%

Ive IV

V7

Know It?

E] ) Focus by working through the tutorial on:

e The sentence lM

48} ) Learn with inQuizitive.
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& ) Apply what you've learned to complete the assignments:

e Composition
e Analysis
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Periods and
36 Other Phrase Pairs

Phrase pairs are classified by the cadences at the end of each phrase and
the relationship between the openings of the two phrases.

Periods
Question and response
Cadences within a period
Parallel period
Sequential and contrasting periods

Paired Phrases That Are Not Periods

Phrases within Phrase Pairs
Sentences within periods and other phrase pairs
Relative length of phrases

PERIODS

QUESTION AND RESPONSE

Two successive phrases—each with its own cadence— may combine to form a phrase pair. In
many phrase pairs, a harmonically unstable cadence at the end of the first phrase (HC or
IAC) seems to pose a question that is answered by a harmonically stable cadence at the end of
second phrase (PAC). Such a pair of phrases is called a period.

36. Mozart, Piano Sonata in A, K. 331, I @

©
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Period: In this phrase pair, the first phrase ends with an unstable cadence
(HC), and the next phrase ends with a stable cadence (PAC).

The harmonic instability at the end of the first ... which is answered by the harmonic stability
phrase seems to pose a question . . . at the end of the second phrase.

The first phrase of a period, which leads to the unstable cadence, is called the antecedent.
The second phrase, which leads to the stable cadence, is the consequent.

36.2 Beethoven, Symphony no. 9, IV @

antecedent HC  consequent PAC

The antecedent is the first phrase of a period . . . ... and the consequent is the second phrase.

CADENCES WITHIN A PERIOD

Typically, the antecedent of a period ends with a half cadence (HC), and the consequent
concludes with a perfect authentic cadence (PAC).

36.3 Foster, “Oh! Susanna”

antecedent HC consequent PAC

The antecedent ends with a HC (unstable), and the consequent ends with a PAC (stable).

It is also possible for the antecedent to end with an incomplete authentic cadence (IAC),
which is relatively unstable compared to the PAC at the end of the consequent.

364 H. Bishop, “Home, Sweet Home” @
~
LI
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antecedent IAC  consequent PAC

The antecedent ends with an IAC (relatively unstable), and the consequent ends with a PAC (stable).

The PAC at the end of a period may appear in the original key, or (if the consequent
phrase modulates) in a new key.

36.5 Tchaikovsky, “The Doll’s Funeral” @

This period does
not modulate: it
ends with a PAC in
the original key.

antecedent HCinG  consequent PACinD

D: V7 1

This period modulates, ending with a PAC in V (D).

PARALLEL PERIOD

Periods are classified by how the openings of their two phrases compare with one another.
By far the most common type of period is the parallel period, in which the two phrases start
identically (or nearly identically). All of the periods discussed so far in this chapter are
parallel periods.

36.] “Greensleeves” @
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antecedent HC

Parallel period: Both

phrases of the
period begin the

same way.

o

consequent
Nl e P—— . '
T | | [ [ [ [ T 'y I | H
(s> b ——1—+—"—11 oo o 1 i
=7 Nl oo oo oo e i 1l
N J v i e

SEQUENTIAL AND CONTRASTING PERIODS

In a sequential period, the melody at the opening of the antecedent returns transposed at the
start of the consequent, where it is set with different harmonies. (In contrast, in a parallel
period, both the antecedent and consequent begin with the same notes and harmonies.)

36.9 Grieg, “Watchman’s Song,” Lyric Pieces, op. 12 @

®

Sequential period: Although the melodies at the start of both phrases have the same shape and rhythm (as they
would in a parallel period), they are on different scale degrees and are harmonized differently from one another.

antecedent IAC consequent PAC

nut,

E: I ii6 Vv I (vi) i$ v I
antecedent starts on I, moves to IAC consequent starts on vi, moves to PAC

The two phrases of a sequential period often mirror one another harmonically. While
the antecedent starts in a harmonically stable manner (on I) and leads to an unstable cadence,
the consequent begins unstably (on a chord other than the tonic) and leads to a stable PAC.

36.10 Beethoven, Piano Sonata in A, op. 2, no. 2, ITIT @

®
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antecedent HC i The antecedent of

T B ial period
a = : asequential p
%:ﬁ _rl — T ‘.' \\ — ] —1— f moves from har- :
= = S i B %‘!ﬁ'ﬁ: . monic stability toin-
D)} Y. === o g e ¢ stability (to HC) ...
A1 ' : :
t PAC :
. consequen . i ... followed by a
~ ﬁ - == \ . ) ) | consequent that
#’Bﬁ& — Y 2 g ®—¥ - I —2 —H : moves from har-
S e — — — B E—— R <o i — z
Y] ® ' I i monic instability to
v . 1 :

i stability (V to PAC).

In a contrasting period, the two phrases begin much differently from one another.

36.11 Haydn, Symphony no. 21 in A, IIT @

®

antecedent HC consequent PAC

In a contrasting period the consequent does not begin like the antecedent.
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PAIRED PHRASES THAT ARE NOT PERIODS

Because of their cadential layouts, certain phrase pairs do not form periods. This is the case
when the first phrase of a pair ends with a PAC, or the second phrase ends with an HC, or
both. Such phrase pairs lack the question—answer arrangement of periods.

As with periods, the two phrases within such phrase pairs may begin either similarly or

differently.

36.2 R. Schumann, “Soldatenmarsch” (Soldier’s March) @

PACin G PACinD

Though the two phrases begin similarly, this is not a parallel period,
since the first phrase ends with a PAC (rather than an HC or IAC).

36.13 Mozart, Minuet, K. 2 @

This phrase pair is not a period, since the first phrase ends with a PAC (rather
than an HC or IAC) and the second phrase with an HC (rather than a PAC).
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PHRASES WITHIN PHRASE PAIRS

SENTENCES WITHIN PERIODS AND OTHER PHRASE PAIRS

Within a period (or any phrase pair), each of the two phrases may be a sentence.

36.14 Schubert, Minuet in F Major, D. 41, no. 1 @

©

antecedent consequent

‘basicidea  basic idea repeated —— > HC "basicidea  basic idea repeated — PAC (in V)I

Both the antecedent and consequent of this parallel period are four-measure sentences.

RELATIVE LENGTH OF PHRASES

Typically, the two phrases within a period (or any phrase pair) are the same length as one
another, around four or eight measures each. However, it is also possible for one or both of
the phrases to be expanded or compressed, in which case one of the phrases (usually the
second one) might be longer than the other.

36.15 Mozart, “La ci darem la mano” (There we will give each other our hands), from Don
Giovanni @

©
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antecedent (4 mm.) HC consequent (4 mm.) PAC

A: Lla cidaremla ma-no, 12 midirai di si;

ve-di,non ¢ lon - ta-no, par - tiam,ben mio,da_  qui.

The antecedent and consequent phrases are the same length.

Translation: There we will give each other our hands, there you’ll say yes to me; see, it’s not far from
here, let’s go, my dear.

antecedent (4 mm.) HC consequent (6 mm.)

A: Vor - rei, e non vor - re - i, mi trema un po-coil cor, fe - li - ce & ver,sa - re - i
(consequent) PAC
1
N 1]
£ 1
r. 1
1]
ma__  puo bur-lar - mian - cor, ma puéo_— bur - lar mian - cor!
6 - 5
A: 'V I6 Ve I Vi - 3 I

(evaded cadence!)

Because of the evaded cadence and subsequent expansion, the consequent is two measures longer than the antecedent.

Translation: I'd like to, and I wouldn’t, my heart trembles a little at the thought. True, I could be happy,
but he could trick me again!
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A Closer Look

PERIODS AND OTHER PHRASE PAIRS

review and interact

POINTS FOR REVIEW

» Two successive phrases may combine to form a phrase pair.

* A period is a phrase pair in which the first phrase ends with an HC or IAC, and the second
phrase ends with a PAC (either in the original key or in a new key).

 The first phrase of a period is the antecedent, the second phrase the consequent.

e In a parallel period, the antecedent and consequent begin with same notes (or nearly the
same notes).

e In a sequential period, the melody at the start of the antecedent is transposed at the start of
the consequent, with different harmonies.

e In a contrasting period, the antecedent and consequent begin much differently from each
other.

* Phrase pairs with other cadential layouts—and which thus do not form periods—are also
possible.

» Each phrase within a period or other phrase pair may be a sentence.

TEST YOURSELF

For each of the following phrase pairs, consider the cadences and identify which are periods
and which are not, and why. Which periods are parallel? Sequential? Contrasting? In which is
there an expansion?

Show answers

Show answers
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() Focus by working through the tutorial on:
* Periods M

Learn with inQuizitive.

& ) Apply what you've learned to complete the assignments:

e Composition
e Analysis
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3 7 Binary Form

Binary form is a two-part form governed by certain standard tonal and
thematic structures.

Binary Form
Beginning each part

Rounded Binary Form
Balanced Binary Form
Simple Binary Form

Relative Lengths of Sections

BINARY FORM

In binary form an entire movement is divided into two parts, each of which is usually
repeated. Each part of a binary form consists of one or more phrases and ends with a
cadence. The first part may end conclusively with an authentic cadence in the main key.
Usually, however, it is harmonically open-ended, closing with either a half cadence in the
main key or an authentic cadence in another key (most often, the key of V or—in minor-key
pieces—the relative major). The second part of a binary form almost always ends with a
perfect authentic cadence in the main key.

311
BINARY FORM

I: FIRST PART {1 | I SECOND PART dl
Ends with a PAC in the new key, Ends with a PAC in the main key.

or HC in the main key,
or PAC (or IAC) in the main key.
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BEGINNING EACH PART

The two parts of binary form often begin differently. The first part typically opens in a
relatively stable way, embellishing the tonic harmony. The second part, on the other hand,
usually begins in an unstable fashion. For instance, the second part might start with a
sustained dominant harmony, with a sequence, or with a series of tonicizations, possibly (in
longer binary forms) leading to a modulation and cadence in a new key.

J12 Haydn, String Quartet, op. 33, no. 3, I1 @

7

i;-' ey \
ey
, Yol
The first part begins stably, embellishing the tonic with The end of the first part is harmonically open-ended,
a simple progression . . . withaPACIinV ...
PACinV
r r r r
z N : ,ﬂ—:—jj—] 2
1

o |
P = I

I -
I I | i’

3
_ﬂ:l

... while the second part begins less stably by ... while the second part ends conclusively,

sustaining the dominant. with a PAC in 1.

J13 F. Couperin, “Les Brinborions”
(0)
N/

oy

e’
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The opening of the first part embellishes tonic, The end of the first part is harmonically
while the second part begins with a sequence. open-ended, withan HCinT. ..

“ HCinI
] pr—r=—= aadis P
%ﬁj — I HJ m— N % = .
C 728 doe e ®| o e0e |2 lrf -~
o v H—'—Eé_ ' = g
e o
U o o P il aid -
WGW&‘P ¢ & v ﬁ II' ] H 7] H 7] F ﬁ
Z "l Q I 1 1 ¥ | 1 1 11 | J 1 L I | |74 |
O L 1 Ir/ ! 1 L Ir/
A 1 Ve V7 1
H povy A
. y pr—— e —
’J? #%TT= S m | I ‘H_! | |
s e = 7 s e s ﬁﬁ?i@
) I |
L od \ o I\ fud
) O] o o K < o o O] N r J\J . -
ANl | 1 1 I ) el I I 1 - L = I e}
b | r ) I v I ! Ir/
sequence
PACinI
—~ X7 ) “f__l:—; pove v Lln
0 0 [ I I N
> 0 0 )
r(‘\f! f— @ i i!l : %%%
d pid ’ | o |
e —F = c — s
kil [ 7 ! L F. [ [ [ [ I [ [ [ il
r - ——| — T
(sequence) p

... while the second part ends conclusively, with a PAC in L.

Auber, Allegretto

Fat
1 P
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The first part opens with I-V7-I progression; the second part opens with a modulation to iii.

| —— |

|
7 A )
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PACinl
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modulation to key of iii (D minor)

PACinI

IR

I g/ @ %
&

7

r

7 & 17«
r—rr

¢

p
g
-
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J: 44

2

dim.

":I 1]

Both parts end with a PAC in L.
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ROUNDED BINARY FORM

Sometimes the opening from the first part of a binary form returns in the original key in the
middle of the second part, forming a rounded binary form. To be classified as rounded
binary, the opening measures from the first part must be repeated either exactly or varied
only slightly, so that there is a clear sense of a return. In some cases the entire opening part
returns within the second part; at other times only the start of the opening part returns. In
every rounded binary, however, the return of the opening must be in the original key.

Letters often are used to designate formal sections; thus rounded binary is labeled ||: A :|]
B A:[lor]l:A:|I B A’:|l. The section designated as B contrasts with the opening section, which
is labeled as A. The repetition of a letter (in this case, A) specifies a repetition of that earlier
section; a prime mark (') indicates that the repetition is varied.

315
ROUNDED BINARY FORM (OPENING RETURNS IN MIDDLE OF SECOND PART)

FIRST PART SECOND PART

I A AN 1B A (or A') il

Contrasts with the A section. ¢ Begins and ends in the main key.

 If A: The entire A section returns exactly
(or almost exactly).

e If A’: Either only the opening of A
returns, or the entire A returns in a
much varied form.

J16 Sor, Sonata for Guitar, op. 22, Trio

The entire first section returns in the tonic key at the end of the second part;
this is rounded binary (I A:lll: B A :Il).
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317 Schubert, Minuet in F @

The A section is eight measures long and ends in C major;
A’ is shorter (only four measures) and ends in F major . . .

PACinC

... however, this is still rounded binary form (ll: A :lll: B A’:Il),
since A and A’both begin the same way (in the tonic key).
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BALANCED BINARY FORM

In a balanced binary form, only the ending of the first part (no¢ its beginning) returns in the
main key at the end of the second part. Almost always, the first part finishes with a segment
that leads to a PAC in a new key (such as V or the relative major). This concluding segment
then returns transposed to the main key at the end of the second part, where it now leads to a
PACin L.

318
BALANCED BINARY FORM (ENDING OF FIRST PART RETURNS AT END OF SECOND PART)

I: A A 1B Al

First part ends with a PAC in the new key. The ending segment of the first part
returns, transposed to the main key,
now leading to a PAC in the main key.

319 Mozart, Minuet, K. 1f @

_ tonicization of ii
sequence

... but the ending of the first part does return—now transposed to the
¢ main key—to end the second part, thus this is balanced binary form.
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SIMPLE BINARY FORM

In many other cases, neither the opening nor the closing of the first part returns within the
second part, forming simple binary form. Put differently: a binary form that is neither
rounded nor balanced is classified as simple binary.

3110
SIMPLE BINARY FORM (NEITHER ROUNDED NOR BALANCED)

FIRST PART SECOND PART

I A @M 1B gl
Although the second part is related to the first

part, neither the opening nor the ending of
the first part returns in the second part.

J11l Paganini, Caprice no. 24 for Solo Violin

Neither the opening nor the ending of the first part returns in the second part . . .

PACinV
/—\. /\ - ' . I
: e T B ke
D —_— == > g/
another sequence ——M8 —— N

. .. thus, since this is neither rounded nor balanced, it is simple binary form.
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In many binary-form pieces, both parts are about the same length.

Dvorak, Minuet, op. 28, no. 2, III
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%—‘ > I 4 |§‘| 3. Sim = o
<fI dim. >]§ ’l J
et PR RRLRELT RS

The two parts of this binary form are each eight measures long.

More often than not, however, the second part of a binary form is considerably longer
than the first part, often twice as long or even longer.

R. Schumann, “Valse Allemande,” from Carnaval, op. 9 =

a%
\1 })
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In this binary-form movement, the second part is twice as long as the first.
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A Closer Look

BINARY FORM

review and interact

POINTS FOR REVIEW

» Binary form is divided into two parts; usually both parts are repeated.

» The first part usually ends with an authentic cadence in the tonic key, a half cadence in
the tonic key, or a perfect authentic cadence in another key. The second part usually
ends with a perfect authentic cadence in the tonic key.

 The first part typically begins with an embellishment of the tonic, and the second part
typically begins in a relatively unstable harmonic fashion.

* In a rounded binary form, the opening of the first part returns in the tonic key in the middle
of the second part.

e In a balanced binary form, the ending of the first part returns (transposed to the tonic key) at
the end of the second part (but the opening of the first part does not return in the tonic
key).

* A simple binary form is one in which neither the opening nor the ending of the first part
returns in the middle of the second part.

» The second part of a binary form may be about the same length as the first part, or it may
be considerably longer than the first part.

TEST YOURSELF

1. Are the following statements true or false?

In a rounded binary form, material from the opening measures must return (either
exactly or slightly varied) in the tonic key.

In every case, if the last measures of both parts of a binary form are similar, the form
will be classified as balanced binary form.

In a simple binary form, the two parts have little in common.
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In a binary form usually both parts are repeated.

2. Would you classify each of the following as a rounded, balanced, or simple binary form?
Show answers

Show answers

Show answers

Know It? Show It!

@ Focus by working through the tutorials on:

 Rounded binary form lld
* Balanced binary form llM
« Simple binary form HM

Learn with inQuizitive.

@ Apply what you've learned to complete the assignments:

e Composition
e Analysis
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38 Ternary and Rondo Forms

In ternary and rondo forms, a main section recurs one or more times in the
tonic key, alternating with one or more contrasting sections.

Ternary Form
Keys and cadences
Ternary form versus rounded binary form

Compound ternary form

Rondo Form

TERNARY FORM

Ternary form involves three sections in which the first and last sections are similar to one
another, with a contrasting section sandwiched in the middle. The resulting form could be
described either as ABA or ABA’ (depending on whether the opening section is varied when
it returns), with the B often taking the form of a departure or digression. A three-part
composition in which the main section is not restated at the end (ABC format) lacks this
sense of departure and return and thus is 7ot in ternary form.

KEYS AND CADENCES

In a ternary form, both the A and B sections usually consist of multiple phrases. The two A
sections usually begin and end in the tonic key (though the first A section may modulate to
another key, so that it begins and ends in different keys). Furthermore, both A sections
typically conclude with a perfect authentic cadence. The B section is often either in a
different key or in the parallel major or minor. The B section usually starts and ends in the
same key, and it may conclude with either a perfect authentic cadence or a half cadence.
Sometimes a short passage known as a bridge leads from the end of the B section to the
second A section.

38.1
TERNARY FORM
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A ] A (or A')
main section contrasting section return of main section

¢ Usually multiple phrases. * Contrasting section. ¢ Can be varied.
o Starts in the tonic key. ¢ Oftenin a new key or in the parallel ¢ Starts and ends in the tonic key.
* Ends with a PAC, usually in the major or minor key. * Ends with a PAC.
tonic key. ¢ Usually starts and ends in the
same key.

¢ Ends with a PAC or HC.

¢ A short bridge may lead to the
return of A.

382 R. Schumann, “Volksliedchen” (Folk Song) @

©

Ternary form: This opens with a main section (A), ending with a PAC in the main (tonic) key

(D minor) . ..

... followed by a middle section (B) in the parallel major (D major) that contrasts with the

main section, concluding with a half cadence . . .

s T o @ g o
B | L@ (17 /" ™71 T T 11
-ﬁ:- o L=
D maj.:
... and then the main section (in D minor) returns at the end, slightly varied (A").
PAC

[a) ) ) [ N f/\ SV

A’

Dmin.:p/ ~— Jr j Jr Voo

TERNARY FORM VERSUS ROUNDED BINARY FORM

Although ternary form is similar to rounded binary form, in many cases these two forms can
be distinguished from each other. Most notably, the parts of rounded binary form are almost
always repeated, and the repeats divide the form into two sections, Il: A:lll: B A :ll. Conversely,
whereas there might be repetitions within the A or B section of a ternary form, the B and
second A section are not repeated together. Furthermore, the A and B sections tend to be
more self-contained and independent of each other in ternary form than in rounded binary,
and more likely to be separated by a strong cadence. Also, the second A section is more likely
to be the same length as or longer than the first A in ternary form than it is in rounded
binary form.

38.3
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TERNARY VERSUS ROUNDED BINARY FORM

TERNARY FORM

ABA or ABA’

* Though there might be repeats within A or B, these
sections are not repeated together.

¢ The A section and B section each typically start
and end in the same key, and A typically ends
with a PAC.

* The B section may end with a PAC.

* Second A section is often the same length or even
longer than the first A section.

COMPOUND TERNARY FORM

ROUNDED BINARY FORM

I:A:ll: B A:ll or Il: A:lll: B A”:ll

* Repeats divide the form into two parts.

* The first A section and the B section each often start
and end in different keys; the first A section may end
with a HC.

* The B section rarely ends with a PAC.

* Second A section may be the same length or
considerably shorter than the first A.

In many ternary-form movements, the A and B sections are themselves in binary or ternary
form. This creates what is known as compound ternary form. Minuet-and-trio movements

are typically in compound ternary form.

384 Mozart, Symphony no. 9, K. 73, II1 @

©

Since both the A and B section are in binary form in this ABA
movement, the entire movement is in compound ternary form.

This Minuet (A section) is in rounded binary form . . .

Menuet
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) The dacapo (D.C. al fine) indicates that the Minuet (i.e., the A section) is to be repeated.
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RONDO FORM

In rondo form, the initial A section returns (either unchanged or slightly varied) two or more
times in the tonic key throughout a movement, alternating with two or more contrasting
sections. The A sections each end with a perfect authentic cadence in the tonic key; the B and
C sections (the contrasting sections) end either with a half cadence in the tonic key, or else
with a perfect authentic cadence in a non-tonic key followed by a short bridge that leads back
to the tonic key. Usually the B section is a bit simpler than the C section, which tends to be
less stable, longer, and more complex. A common type of rondo form, ABACA, is known as a
five-part rondo.

38.5

FIVE-PART RONDO

A B A (or A’) C another A
main section contrasting section return of main section | contrasting section main section

¢ Starts and ends * Relatively simple ¢ Starts and ends ¢ Usually longer ¢ Starts and ends
(with PAC) in the contrasting (with PAC) in the and more complex (with PAC) in the
tonic key. section. tonic key. than B section. tonic key.
* Maybeinaclosely ¢ May be shorter ¢ Usually in a closely
related key. than first A. related key that is
» Ends with a PAC different from the
or HC. key of the A or B
¢ A short bridge may sectlon..
lead to return of A. ° Ends with a PAC
or HC.

* A short bridge may
lead to return of A.

386 Mouret, Fanfare @

©
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Other types of rondo forms may involve more alternations between the main section in
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the tonic key and contrasting sections.

387

SOME OTHER POSSIBLE SCHEMES FOR MOVEMENTS IN RONDO FORM

ABACAB'A ABACB'A ABAB'A ABACADA ... (etc))

Seven-part rondo form: The first B Variant of seven-  Variant of five- Sometimes found in French Baroque
section is in a related key (such as V part rondo. part rondo. movements; ends with return of A in
or the relative major) and the second the tonic key.

B section is in the tonic key. (This is
sometimes called sonata rondo; see
Chapter 39.)
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A Closer Look

TERNARY AND RONDO FORMS

review and interact

POINTS FOR REVIEW

¢ In ternary form, a contrasting section appears between statements of a main section: ABA
(or ABA’).

* Both A sections of ternary form usually start and end in the tonic key (though sometimes
the first A section modulates to another key). Both conclude with a PAC, and they are
often around the same length.

» The B section of a ternary form is usually either in a non-tonic key or in the parallel
major or minor. It often starts and ends in the same key.

* In compound ternary form, the A and B sections are themselves in either binary or
ternary form

¢ In rondo form, a main section in the tonic key alternates with two or more contrasting
sections; some schemes include ABACA, ABACAB’A, and ABACADA.

TEST YOURSELF

1. Which of the following are examples of ternary form?

. . . . Show answers
2. In an ABA’ ternary form, which of the sections are almost always in the tonic

key?

. . . Show answers
3. In an ABA’ ternary form, which sections usually end with a PAC?

. . . . Show answers
4. In which key to the A sections of a rondo form usually appear: in the tonic

key, the dominant key, another key, or in any of these keys?

. Show answers
5. What type of cadence usually appears at the end of the A sections of a rondo?
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6. In an ABACA rondo, which is usually longer: the B section, C section, or are = Show answers
they usually around the same length?

Know It? Show It!

@ Focus by working through the tutorials on:

o Ternary form [l
 Rondo forms lM

Learn with inQuizitive.

Apply what you've learned to complete the assignments:
e Composition
e Analysis
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39 Sonata fForm

Sonata form—consisting of an exposition, a development, and a
recapitulation—organizes many instrumental works.

Elements of Sonata Form

Exposition
Primary theme and transition
End of transition
Secondary theme and closing section

Development
Recapitulation
Introduction and Coda

Sonata Rondo

ELEMENTS OF SONATA FORM

Many instrumental works from the second half of the eighteenth century through the
nineteenth century (including symphonies, chamber works, and sonatas) are in sonata form.
Sonata form resembles a large rounded binary form. The opening part, which is usually
repeated, consists of the exposition. The exposition starts in the tonic key and modulates to a
secondary key (a key other than the tonic). The second part of a sonata form movement—
which may be repeated as well—consists of two sections, each of which is about as long and
substantial as the exposition. The first of these sections is the development, which tonicizes
various keys before returning to the tonic key. The last section is the recapitulation, which
starts and ends in the tonic key.

391

SONATA FORM
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FIRST PART (usually repeated) SECOND PART (often repeated in works composed before 1800)

I: Exposition {1 I: Development Recapitulation g}
(like A of rounded binary) begins in (like B of rounded binary) tonicizes (like A’ of rounded binary, about the
the tonic key, ends in a secondary various keys and ends by returning same length as A)

key to the tonic key

These three main sections—exposition, development, and recapitulation—themselves
are made up of smaller subsections. Although few individual works contain all the
characteristic features associated with sonata form, those movements that contain at least
most of these features may be regarded as being in sonata form.
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EXPOSITION

A sonata form exposition usually consists of two halves. The first half of the exposition starts
with a primary theme (also known as a first theme or main theme) that establishes the tonic key.
This is followed by a transition that leads to a strong half cadence (HC). The second half of
the exposition begins and ends in a secondary key. In major-key movements, the secondary
key is usually V; in minor-key movements, the secondary key is usually III (the relative
major). The opening section of the exposition’s second half is the secondary theme (also
known as the second theme or subordinate theme). Following a perfect authentic cadence (PAC)
at the end of the secondary theme, a closing section wraps up the exposition.

39.2
FIRST HALF OF EXPOSITION Begins in the tonic key; | SECOND HALF OF EXPOSITION
ends with an HC either in the tonic key or a new key Begins and ends in a secondary key
primary theme transition ——— )  secondary theme closing section
ends with an HC or a PAC  starts in the tonic key, ends with a PAC in wraps up the exposition, ends
in the tonic key leads to a big HC a secondary key with a PAC in a secondary key

PRIMARY THEME AND TRANSITION

The primary theme establishes the tonic key with one or more phrases and concludes with
either an authentic cadence or a half cadence in this key. The transition that follows starts in
the tonic key and leads to a half cadence. In some expositions, the half cadence at the end of
the transition is in the tonic key. In most expositions, however (especially in the late
eighteenth century and later), the transition modulates to end with a half cadence in the
secondary key. The transition typically is more energetic and unstable than the primary
theme, involving increased momentum leading to the half cadence at its conclusion.

39.3 Mozart, Piano Sonata no. 5 in G, K. 283, II (mm. 1-8) @

©

primary theme relatively stable, starts and ends in tonic key
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\.)y I I I I — ! I H=E ~ exposition:
p legato reo The primary
- theme (mm. 1-4)

establishes the
tonic key (C) . ..
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The primary theme and transition may begin similarly, though they always end
differently. In many cases, there is a phrase overlap between these sections, in which the last
chord of the primary theme is also the first chord of the transition. As a result, often there is
no sharp break between the end of the primary theme and the start of the transition.

394 Mozart, Serenade in G (“Eine kleine Nachtmusik”), K. 525, I (mm. 15—-20) f-i\s
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Phrase overlap: The last chord of the primary theme is also the first chord of the transition.

END OF TRANSITION

The end of the transition is usually strongly demarcated. Typically, the transition ends with a
medial caesura, a pause or break that marks the end of the exposition’s first half and
dramatically sets the stage for the secondary theme. The medial caesura may consist of a
brief rest in all voices, a sudden thinning of the texture, or some other dramatic change that
clearly separates the end of the transition from the start of the ensuing secondary theme.

395 Mozart, Serenade in G, K. 525, I (mm. 24—29) f-i\
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Beethoven, Piano Sonata in G Minor, op. 49, no. 1, I: Primary Theme and Transition
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A sudden rest in the bass creates a medial caesura that separates the end of the transition from the start of the secondary theme.
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SECONDARY THEME AND CLOSING SECTION

The secondary theme immediately follows the medial caesura. The secondary theme may
present completely new material, or it may be a variant of the primary theme. The
secondary theme ends with a perfect authentic cadence in the secondary key. After this
cadence, the closing section begins and confirms the conclusion of the exposition with one or
more perfect authentic cadences in the secondary key.

397 Haydn, Piano Sonata in C, Hob. XVI:10, I: Exposition (mm. 1-21) f-ﬁ\s
S
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DEVELOPMENT

There is a wider range of possibilities for the development. Soon after it begins, the
development usually builds momentum with tonicizations and sequences that involve
fragments of themes from the exposition, along with other thematic fragments. The
development often ends with a cadence in a key other than the tonic key or secondary key.
This cadence is followed by a retransition, a passage that leads back to the tonic key.
Alternately, the development section may end with a dramatic half cadence in the tonic key
that prepares for the upcoming recapitulation.

39.8
Development begins stably ... ... it then continues with ... and ends with either:
fragments and variants of PAC in a new key, followed by a retransition leading
themes, using sequences to the recapitulation, or

and tonicizations . . . a big HC in the tonic key

39.9 Haydn, Piano Sonata in C, Hob. XVI:10, I: Development (mm. 22-38) @
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The development section involves various thematic fragments, sequences,
and tonicizations, eventually leading back to the tonic key.
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RECAPITULATION

The recapitulation mostly repeats the music from the exposition, except that the
recapitulation both starts and ends in the tonic key, with the secondary theme and closing
section now transposed to the tonic. The transition is the only section that is usually greatly
altered when it reappears in the recapitulation. This is especially so when the transition of
the exposition ends with a half cadence in the secondary key: in such a case, the transition
must be changed in the recapitulation so as to end with a half cadence in the tonic key.

39.10
FIRST HALF OF RECAPITULATION SECOND HALF OF RECAPITULATION
Begins and ends in the tonic key Begins and ends in the tonic key (often a transposition
of the second half of the exposition)
primary theme transition —— )  secondary theme closing section
often the same or similar to starts and ends in the tonic  ends with a PAC in the ends with a PAC in the
the primary theme of the key; often differs greatly tonic key tonic key
exposition from the transition of the
exposition

3911 Haydn, Piano Sonata in C, Hob. XVI:10, I: Recapitulation (mm. 39-59) @

©
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The recapitulation is much like the exposition, except that it begins and ends in the tonic key.
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INTRODUCTION AND CODA

Some sonata form movements open with an introduction. The introduction is in a slower
tempo than the rest of the movement, and unlike the exposition, it is not repeated. Sonata
form movements may also include a coda, a concluding section that follows the closing
section of the recapitulation. In movements where the development and recapitulation are
repeated, the coda is not included within the repeat.

39.12

Introduction

Il: Exposition : Il: Development/Recapitulation :lI

Optional, slower than Optional, in the
the rest of the move- tonic key; follows
ment, not repeated; the end of the
ends with an HC in the recapitulation; not
tonic key repeated
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SONATA RONDO

The seven-part ABACABA rondo is often referred to as a sonata rondo. This is especially so
if the first A and B sections are structured like a sonata form exposition, the middle C section
resembles a sonata form development section, and the following A and B sections are
structured like a recapitulation. Sonata rondos are particularly common in fast final

movements of multi-movement works.

39.13

SONATA RONDO

SN N T N ER

Starts in the In a second- In the tonic In a new key,
tonic key, ary key (likea  key or tonicizes
ends with an secondary various keys
HC (like a theme + (like a

primary theme  closing development)
+ transition) section)

Exposition Development
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Starts in the
tonic key,
ends with an
HC

Recapitulation

In the tonic In the tonic
key (like a key
secondary

theme +

closing

section)



review and interact

POINTS FOR REVIEW

* Sonata form movements are made up of two large parts: the first part includes just the
exposition (which is usually repeated); the second part includes the development and
recapitulation (this second part may also be repeated).

» The exposition includes (1) a primary theme in the tonic key; (2) a transition that ends with
an HC in either the tonic key or a new key, followed by a break known as a medial caesura;
then (3) a secondary theme that begins and ends (with a PAC) in the new key, which is
usually followed by (4) a closing section in the new key.

» The recapitulation revisits the material of the exposition, with the secondary theme and
closing section now transposed to the tonic key. In many cases, the material of the
transition is significantly revised for the recapitulation so as to end with a half cadence in
the tonic key.

EXPOSITION

1. Primary theme: starts and ends in the tonic key; ends with a PAC, IAC, or HC
2. Transition: might modulate, ends with an HC in the tonic key or an HC in a secondary key

3. Secondary theme: in a secondary key, ends with a PAC
4. Closing section: in a secondary key, wraps up the exposition, ends with a PAC

DEVELOPMENT

RECAPITULATION

1. Primary theme: like the primary theme of the exposition
2. Transition: often a much-revised version of the transition from the exposition, ends with an HC
in the tonic key

3. Secondary theme: in the tonic key, ends with a PAC
4. Closing section: in the tonic key, wraps up the recapitulation, ends with a PAC

* Some sonata form movements also include a slow introduction at the beginning of the
movement, and a coda following the recapitulation; neither the introduction nor the
coda is repeated.

» A sonata rondo is a seven-part rondo in which the opening sections are structured like a
sonata form exposition, the middle section is like a development, and the sections toward
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the end are structured like a recapitulation.

TEST YOURSELF

. ... Show answers
1. In what order do the following appear? coda, development, exposition,

introduction, recapitulation

. . . .. . Show answers
2. In what key is the primary theme presented in the exposition: the tonic key

or the secondary key? In what key does it appear in the recapitulation?

. .. Show answers
3. In what key does the secondary theme appear in the exposition? In what key

does it appear in the recapitulation?

. 1 .. Show answers
4. In what order do the following appear within both the exposition and

recapitulation? closing section, primary theme, secondary theme, transition

. Show answers
5. The medial caesura appears at the end of the

the

and precedes

.. Show answers
6. In the exposition, what types of cadence may appear at the end of the

closing section, and in what key (tonic or secondary)? At the end of the
primary theme? At the end of the secondary theme? At the end of the
transition?

Know It? Show It!

@ Focus by working through the tutorials on:

* Sonata form: Exposition M
* Sonata form: Development [l
* Sonata form: Recapitulation and coda lM

Learn with inQuizitive.

@ Apply what you've learned to complete the assignments:

e Composition
e Analysis
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melodic minor)

I o

D minor

F# major

E minor

F minor

Eb major

B minor

O 4

Gb, eb G e

B, gh
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A, f#

P5
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P4 (P11)

m3 (m10)

Mé6 P5
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(a) F major: 5—4: G-D = P5
(b) Bp major: 3—%: E,—A = A4
(c) E major: 1-¢: E-C§ = M6
(d) D major: 3-3: F§—A = m3

(@) G minor: 5-¢ (natural minor): A§-E = d5
(b) B}, minor: $—-¢ (harmonic minor): A-G}, = d7
(c) D minor: i—-3:D-A=P5
(d) C4 minor: 3-% (harmonic minor): F§-B = A4

(a) C§-G = D major
(b) D-A], = E}, major
(c) D-G# = A major
(d) G-D}, = A, major

(a) EL,—F% = G minor
(b) B,—C# = D minor
(c) A$4-G = B minor
(d) D$-C = E minor
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C minor: ii® D major: V7 Eb major: IV G minor: V3% A major: 6

(a) Soprano. (b) Soprano and alto. Tenor and bass may be spaced more than an octave
apart. (c) Bass: it should always be stemmed downwards in SATB format. (d) The root of
the chord (E},) is doubled. (e) IV§ or IV6 (first inversion)

(b) and (d).

(c). In (a) the leading tone should be raised; in (b) the third of the chord is omitted.

Excerpt (b), because the upper voices either repeat their notes, move stepwise, or use the

melodic interval of a third. The one big leap of a melodic fourth in the soprano voice—in
the beginning of the second measure—is a chord skip, occurring when the chord repeats.
The big leaps in the bass voice are also normal. In excerpt (a) the upper voices use mostly
large melodic leaps; particularly egregious is the leap of a melodic seventh.

(a) similar; (b) contrary; (c) stationary; (d) parallel; (e) oblique.

(a) and (c). In (b) the octave and fifth are approached in stationary motion; in (d) the
octave between the tenor and soprano likewise is approached in stationary motion. In the
upper voices of (e), the interval of a perfect fifth (F-C in the first chord and C-G in the
second) appear between two different pairs of voices.

(a) F# is the leading tone; there is no chordal seventh. The leading tone must resolve up to
G because it is in an outer voice (soprano). (b) C# is the leading tone. Because it is in an
inner voice it does not need to resolve up by step. The chordal seventh is the G of the V7
chord. The final note in the alto should be F§, since a chordal seventh must resolve down
by step.

(b), (c), and (e) contain faulty motion to perfect intervals. (b) The perfect fifth between
soprano and alto on the third beat is arrived at by parallel motion. (c) The compound
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octave between the bass and soprano is arrived at by similar motion between outer voices,
with the soprano arriving by leap. (e) The octave between alto and tenor is arrived at by
similar motion from a dissonant interval (F-G).

There are no voice-leading errors in (a) or (d). (a) The motion between the soprano and
alto on the first two beats involves a perfect fifth (C—G) moving to a diminished fifth (B—
F); no perfect interval is approached in parallel motion. The similar approach to the
octave in the last two chords is between the bass and alto, not between outer voices. (d)
Although the compound octave between the bass and soprano involves two outer voices,
the soprano moves by step.

(a) Half cadence (HC), ending with V. (b) Perfect authentic cadence (PAC), ending V-1 with
the tonic in the soprano. (c) Imperfect authentic cadence (IAC), ending V-1 with the
soprano voice on 3. (d) Perfect authentic cadence (PAC), ending V-1 with the soprano
voice on the tonic.

A normal half cadence ends with a root-position V triad, not an inversion (m. 4). A normal
authentic cadence ends with a root-position V (or V7) to I, not with an inversion of V or V7
to I (mm. 7-8).

(a) T-D-T. (b) T-D-T (with the Tonic and Dominant harmonies repeated). (c) Neither
(faulty T-D-S-T progression). (d) T-S—D-T (the ii® is considered a Subdominant
harmony).

(a) Good: T-S-D-T pattern, without voice-leading errors. (b) Good: T-D-T pattern,
without voice-leading errors. (c) Poor: the final chord is not a root-position I or V; the end
of the progression is D—S; there are parallel fifths in between the second and third chords.
(d) Poor: the third note of the melody, B, is 5 and is not in I%. (e) Poor: voice-leading errors
(parallel octave between the first two chords, as well as between the last two chords, and a
doubled leading tone). (f) Good: T-D-T pattern, with no voice-leading errors. (g) Good:
T-S-D-T pattern, with no voice-leading errors. (h) Poor: contains a Dominant that is
followed by a Subdominant harmony, and the melody note A is not in IV.

I-IV-V-L (The notes of the chords are arpeggiated in the treble clef.)

There are five notes in each chord, but only four independent strands of voice leading,
since the bottom voice is doubled in parallel octaves throughout.

(a) approached by step, left by step (b) approached by step, left by leap (c) approached by
leap, left by step (d) approached by common tone, left by step (e) approached by common
tone, left by step (f) approached by leap, left by step (g) approached by step, left by
common tone

(a) unaccented; PT (b) accented; PT (c) accented; PT (d) accented; SUS (e) unaccented; NT
(f) unaccented; INT (g) unaccented; ANT (h) accented; RET.
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First species

(a) START (b) SIM (c)MEL (d) SIM (e) DISS

(g) CAD

o
0| |+

6 /N

Pay
©

N N

©

(a) START: Must start on 50rg.

(b) SIM: Similar motion to fifth.

(c) MEL: Melody leaps db.

(d) SIM: Similar motion to octave.

(e) DISS: Only consonances permitted.

(f) SIM: Similar motion to fifth.

(g) CAD: Cadence must be sixth to octave.

Second species

START DISS ~ DISS MEL PAR
! v v v v

DISS
-5

I T I — =4 T

B A A 6

B ¢

o)

J
9

(a) START: Must start on 50rg.

(b) DISS: Must approach dissonance by step.
(c) DISS: No dissonance on first beat.

(d) MEL: Melody leaps a seventh.

(e) PAR: Parallel octaves.

(f) DISS: No dissonance on first beat.

(g) CAD: Last measure must be a whole note on 1.

Fourth species

(a) DISS (b) DISS

(c) DISS (d)CAD
1)

(e) PAR
¥

g

O

9
g

Mo o

©

(a) DISS: No dissonance on beat 2.
(b) DISS: Dissonance must resolve down by step.
(c) DISS: Dissonance must resolve down by step.
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(d) CAD: Penultimate note must be 7.
(e) PAR: Parallel octaves.

(a) E, major: 1= E},, G, Bj,; V=B],, D, F
(b) E major: I = E, G§, B; V=B, D¢, F§
(c) Eminor: I = E, G, B; V= B, D¢, F}

The excerpt in (b) is better than (a), since the melodic intervals of the upper voices are
smoother. The excerpt in (d) is better than (c), since in (c) the leading tone (G$) does not
resolve up to the tonic when V progresses to I, even though it is in the soprano. In (d), the
leading tone is in the alto, and thus does not need to resolve up to the tonic.

Tenor: C, C; Alto: A; soprano: F. Keeping the tenor on C provides the smoothest voice
leading. The soprano E is the leading tone and must resolve up to the tonic when V
progresses to L.

(a) E4 (b) B (c) B# (d) Fx (e) Ef (f) C4

(a) 7 of G minor is F, which should be raised by a half step to F§ in order to form a leading
tone. (b) The leading tone (which in E major is D§) should not be doubled. (c) There are
too many leaps in between the first two chords, which creates faulty parallel octaves and
fifths. In (d), the leading tone (C#) should have resolved up to G in the top voice when V
goes to L.

(a) G: D-F#-A-C (b) E: B-D$-F}§-A (c) E},: B,~D-F-A}, (d) D};: A,—C~E},~G}.

(a) E minor; add D4 (b) F§ minor; add E¢ (c) F minor; add Ef (d) C minor; add Bj (e) B
minor; add A (f) D4 minor; add Cx

(a) and (b). The last note in the alto could be either E|, or A}, (in the latter instance, the fifth
of the I chord is omitted, and the root is tripled).

(c) and (d). The notes in the alto and tenor in the first chord could either be, respectively,
B and G#, or G4 and E (in the latter instance, the fifth of V7 is omitted, and its root is
doubled).

(e) The note in the tenor in the second chord should be A (since this note is needed for V7).
(The seventh of V7 on the downbeat does not yet need to resolve, since the V7 is repeated.)
The note in the third chord in the tenor should be G#§, since the seventh of V7 does need to
resolve down by step when V7 progresses to 1. The last note in the alto should be E; using a
G# in the alto in the last chord would produce improper doubling, and a B in the last
chord would create parallel fifths.

(a), (b), and (c). Each of these could be labeled either as V-V’-I or V8-7-1. They also each
could be labeled as a V-1 in which there is a passing tone in one of the voices.

(a) G major. The voice leading here is good: the motion of a perfect fifth to a diminished
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fifth (G-D to F$-C) is fine. In the last chord, the root of I is tripled and the fifth (D) is
omitted; this is also fine.

(b) B, major. The voice leading has problems: the chordal seventh in the second chord (E},
) does not resolve down by step; it must do so, even though it is in an inner voice. Also, the
third (d) is missing from the final I chord. In four-part harmony, you may omit a fifth
from a triad, but not a third.

(c) D minor. The voice leading here is good. In the second chord, the root of V7 is doubled
and the fifth (A) is omitted; this is fine.

(d) E|, major. The voice leading has problems: there are parallel fifths between the bass
and alto in the last two chords. Also, the spacing between the alto and tenor in the last
chord is more than an octave, which is less than ideal.

(a) (1), (b) (i), and (c) (ii) are notated incorrectly. In keyboard style, different rhythms that
appear at the same time in the same hand should be stemmed in different directions.

(a) Either G, BJ,, or D, since any note of I° may be doubled. (b) Either B or E, since you

may double the root or the fifth of V®. You may not double the third of the chord, G,

since that is the leading tone. (c) Either G or C. You may not double the E, which is the
leading tone.

Any of these chords may follow I
L, 16, V, or V7 may follow V°. I¢ may not follow V¢, however.

Of these chords, only I normally follows V7. It is not common for V7 to lead directly to a V
or V6 triad or to I°.

(a) Bass C should be C#, since you should raise 7 in a minor key. (b) The leading tone (D§)
is doubled in the second chord. (c) There are parallel octaves (A to C§) between the bass
and alto beats 2—3: notice that the half note (A) in the alto on beat 1 is sustained through
beat 2, thus forming an octave with the bass on this beat. (d) V’-=V° should be avoided,
since it prevents resolution of the chordal seventh (E},) of V7. (e) V¢ to I¢ should be avoided,
since it does not allow the leading (F4) to resolve up by step in an outer voice.

In all of these there is an augmented fourth moving to a perfect fourth between a pair
of upper voices: an augmented fourth moving to perfect fourth between a pair of upper
voices is common when vii® progresses to I or I°.

(a) Vg. (b) It may be followed by I, not by I¢, since then the leading tone in the bass could
not resolve up by step. It may be following by either V7 or V‘Z‘, not by V or V6: V7 in any
inversion chord may not lead to a V triad, since then the chordal seventh would not be
able to resolve down. (c) Any of these chords could precede Vg.

(a) V4. (b) V4 must lead directly to i6 since the prominent chordal seventh in the bass of V4
2 2 y p 2
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must resolve down by step. (c) Any of these chords could precede V‘Z‘.

(a) The G in m. 1 could be harmonized with Vg, but not V‘Z‘: V‘Z1 of D major uses G in the
bass, and thus V‘Z1 would double the chordal seventh. The E in m. 2 could be harmonized
with either Vg or V‘Z‘. The C# in m. 8 could be harmonized with V‘Z‘: Vg of D major uses C#
in the bass, and thus Vg would double the leading tone. (b) The E in m. 4 cannot be
harmonized with either Vg or V‘Z‘, since it is part of the cadence: the cadence in this
measure should be harmonized V-I or V’-1I. (c) A voice exchange could be used in m. 2,
with the motion from F§ to D in the melody set with a motion from D to F4 in the bass.

(a) C§, E, G, A (b) F§, A, C, D (c) D},, E}, G, B}, (d) B, C§, E4, G§ (e) F, G, Bk, D.

(a) G major: V‘3‘ =D, F§, A, C; bass = A. vii® = F§, A, C; bass = A.

(b) B}, major: V‘3‘ =F, A, C, E},; bass = C. vii®® = A, C, E|,; bass = C.

(c) E major: V‘3‘ = B, D4, F§, A; bass = F§. vii®® = D4, F§, A; bass = F§.

(d) E minor: V‘3‘ = B, D4, F§, A; bass = F§. vii®® = D4, F§, A; bass = F§ (same as in E major).

(@) Vg (b) V‘3‘ () V‘Z1 (d) vii®®
(a) fifth (b) third (c) fifth (d) third (e) third

(a) neighbor motion (b) passing motion, in parallel motion with bass (c) passing motion, in
contrary motion with bass (d) stationary tone (e) passing motion, in contrary motion with
bass and with voice exchange between outer voices

(a) There are no faulty parallel fifths here. The perfect fifth to diminished fifth between
the alto and soprano in the first two chords (E|,/B,—D/A},) is fine, because it is a diminished
fifth, not a perfect fifth, that is approached in parallel motion. The chordal seventh (A}
properly resolves down by step.

(b) There is a faulty (parallel) approach to the perfect fifth between the alto and soprano in
the third chord. The chordal seventh of the V7 (C) is treated improperly also: it does not
resolve down by step.

(c) The diminished fifth to perfect fifth between the alto and soprano in the second and
third chords is fine, as is the upward motion of the chordal seventh (E},), since these are
allowed when V‘3‘ moves to I°.

(a), (b), (c), (B, (h), and (i) are correct. (d) is poor—V® may not progress to iig. (e) is poor—V
may not progress to ii®. (g) is poor—vii®® is a Dominant harmony, and thus may not
progress to IV.

(a) iv, quality = minor (b) ii%, quality = diminished (c) iie®, quality = half-diminished
seventh

(a) root; i (b) any note: root, third, or fifth; i, 3, 5 (c) root; 5 (d) root or fifth; 5or2 (not the
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third, which is the leading tone) (e) root; 4 (f) root or third (= bass); 2ori
(2) D; 1 (b) Ab; 4 () Bl; 1(d) D; 4 (e) CH; 1(F) G; 4

(a) True. (b) False: 4 must resolve down by step only if it is a chordal seventh of V7. (c)
True. (d) True.

(a) Parallel fifths between bass and alto. (b) Chordal seventh within iig (D) does not resolve
down by step. (c) Melodic augmented second between A}, and Bj. (d) Parallel octaves

between bass and alto. (e) 7 is not raised in a minor key.

(a) Band G (b) B,; Gand E|, (c) A; F and D (d) B; G and E
(@ C,F,A(b)F§,B,D§(c)D,G,B,(d)E, A, C
(a) A and C (b) E4 and G§ (c) A (soprano), F# (alto), and D (tenor)

(c) and (d). In (c), the cadential g follows a Dominant harmony (V9). In (d), the cadential g
appears on a weaker beat (beat 2) than the notes of the V triad that follow it on beat 3.

All are typical progressions, except for (d): I-IV°-I is uncommon.

A A

3-4-3, §—8—§, and 1-1-1.
All of these could be harmonized with I-IV-I except for (b), since the second note, B}, is
not in the IV chord of the key of A},. Note that though the melodic line of (c), 5-4-3, is not

among the most typical for a I-IV-I progression, it nonetheless would be possible to
harmonize this with I-IV-1.

(a) I-1i°-~V: half cadence. (b) iv—V-i: imperfect authentic cadence (it is imperfect because
the tonic is not in the top voice in the final chord). (c) i—iv—i: plagal cadence. (d) I°~V-I:
perfect authentic cadence (it is perfect because the tonic is in the top voice in the final
chord).

(a) B}, (b) C§ (c) Cj (d) D§ (e) No accidental is needed for a viie’ chord in a major key.

(a) vii”7; chordal seventh = Fi; leading tone = G
(b) Viiog‘; chordal seventh = D},; leading tone = Ej
(c) Viiog; chordal seventh = B; leading tone = C#
(d) Viio‘z‘; chordal seventh = E|; leading tone = F§
(e) viie’; chordal seventh = C§; leading tone = D§

(a) vii°‘3‘; leads to I°. (b) vii7; leads to i (root position). (c) Viiog; leads to i® (root-position i
would produce faulty parallel fifths with the tenor voice). (d) Viio‘z‘; leads to V7 (because the
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chordal seventh is in the bass, viio‘z‘ cannot lead to i or 19).

(a) The next note in the tenor should be B}, because the chordal seventh of vii®” (C},) must
resolve down by step.

(b) The next note in the tenor should be A, because the leading tone in viie” (G$) should
resolve up by step.

(c) The next note in the tenor should be D, even though this would double the third of a
root-position I. The E|, within the vii®” cannot move up to F, since this would cause faulty
parallel fifths—that is, a diminished fifth (A-E|,) moving to a perfect fifth (B,-F).

(d) The next note in the alto should be F, even though this would double the third of a
root-position I. The E within the vii®” cannot move down to D, since this would cause
faulty parallel fifths—that is, a diminished fifth (E-B},) moving to a perfect fifth (D-A).

(a) I -ii-V-Iis good; I-V—ii-1 is poor, since V should not progress to ii (Dominant moving
to Subdominant), and ii should not progress to I.

(b) Although both of these progressions are acceptable, I-IV-ii—-V is more standard, since
in moving from one Subdominant harmony to another, the bass usually moves down by a
third (IV-ii). The I-ii—-IV-V progression is less typical, since when moving between ii and
IV the bass moves up by third.

(c) Both of these progressions are good.

(d) I-ii—-ii”-V -1 is good; I-ii’—ii—-V -1 is poor, since it involves a Subdominant seventh
chord that leads to a Subdominant triad.

(e) Both progressions are fine.

(f) Both progressions are fine. Note that a Subdominant seventh chord may move toa V
triad, and thus the progression ii’-V (unlike ii”—ii) is fine. Also note that since vii®is a
Dominant harmony, the progression ii—vii®® is likewise fine.

(a) The first progression is good (the doubled G is fine); the second of these progressions is
problematic, since the minor form of 6 is doubled and moves up rather than down, giving
rise to a faulty melodic augmented second between E|, and F§.

(b) The first progression is faulty, since the seventh of the ii” (D) does not resolve down by
step. The second progression is good; note that the fifth (E) is omitted from the V7 chord
—this is fine.

(c) The first progression is good: the seventh of IV7 (G) does resolve down by step,
although this resolution is momentarily delayed by the cadential § (which is fine). The
second progression is faulty, since the seventh of IV7 does not resolve down, but rather
moves up to Al,

(a) False. It is not good to double the bass of iv®. The bass of iv° is the minor form of 8,
which is a tendency tone; doubling it would give rise to voice-leading errors.
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(b) True.
(c) False. ii° should not appear in root position.
(d) True.
(e) False.
(f) True.

(a) All of these harmonies—even ii’—may directly follow vi: vi may lead to any
Subdominant harmony.

(b) vi often leads to I6, but it is not common for vi to be followed directly by a root-
position L.

(c) vi may occasionally lead to V or V¢ (or even to V7 or Vg); though less common, the vi-V
or vi-V® progression is not faulty.

IV or ii® does not normally precede vi: a [IV-vi or ii°~vi progression would involve an
unusual motion up by a third in the bass.

(a) V-vi and (b) V’-vi may form part of a standard deceptive cadence, but the
progressions found in (c)—(e) may not: a deceptive cadence must involve a root-position V
(not V in inversion) and a root-position vi (not vi in inversion). The progression I-vi is a
good progression, but it does not form a deceptive cadence, which must involve V or V7 to
Vi.

The progressions found in (a), (b), (d), and (e) display good, standard voice leading.
Although (c) is less typical (since when V moves to vi, normally the third of vi is doubled),
this voice leading nonetheless is fine. The progression found in (f), on the other hand,
does not have good voice leading: the C§-B}, in the alto creates a faulty melodic
augmented second. The C4 here should have ascended to D, doubling the third of VI

(@), (b), (c) are faulty; (d) and (e) are fine.

(a) There are parallel octaves between the bass and tenor (the use of a passing tone does
not remove these faulty parallels).

(b) The neighbor tone in the alto forms parallel fifths with the bass (D-A, C-G).

(c) The embellishing tones create parallel octaves between the bass and alto (F-E) on the
first two beats.

(d) If the chord on the second beat were omitted, there would have been parallel fifths
between the tenor and soprano (F-C, G-D). The chord skips on the second beat avert this
problem, however.

(e) The passing tones here do not either create or avert faulty parallel octaves or fifths,
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thus this is fine.

(a) F, A, D (no note is doubled)

(b) F, G, C (the bass C should be doubled)
(c) G, D, F (no note is doubled)

(d) D, F, G (no note is doubled; g is an abbreviated form of g)

(e) D, G, with either D or G doubled (the “2” in the figure indicates that the bass C is
dissonant and thus may not be doubled)

(a) first beat: C, D, G; second beat: B, D, G
(b) first beat: C, D, G; second beat: B, D, G (note that this is the same as [a])
(c) first beat: D, G, A; second beat: D, F§, A

(d) both beats: G, C, and either C, E, or G (any note may be doubled; note that this harmony
lasts for two beats)

First full measure: Vg (bass G is a suspension); I (soprano C is a suspension)

Second full measure: V7 (alto G is a suspension); I (soprano and tenor A and C are
suspensions, alto F§ is a retardation)

(a) The second one is correct. The first one incorrectly uses a third above the bass (A) on
the first beat; this note is not indicated in the figures: the third above the bass should not
appear until the 4 resolves down to 3.

(b) The second one is correct. The first one incorrectly doubles the bass: when there is a
“2” in the figure, you should not double the bass.

(c) The first one is correct. Dashes indicate that the notes in the upper voices should be
sustained or repeated; the second one is faulty, since the notes change on the second beat
—the “6” does not mean a sixth above C as well.

True.
False. The leading tone within the iii triad can descend.
True.
True.

False. iii should be rarely—if ever—used within basic melody harmonization exercises,
and iii® should never be used in such contexts.

False. vii® is a common chord; you should not use a root-position vii® triad in four-part
harmony exercises.

True—although such a progression is not often found in simple harmonic contexts.
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(a) True. (b) False. (c) True. (d) False. (e) False. Notice that in each case, the standard rules
regarding scale degrees or a chord’s position within a key are not relevant within the
middle of a sequence. Guidelines regarding faulty parallel intervals and chordal sevenths
have nothing to do with scale degrees or a chord’s position within a key, and thus these
remain relevant in the middle of sequences.

From the bass up: (a) D, F, A},, C (descending fifth sequence, in which every chord is a
seventh chord). (b) F, A},, C, F (“down 3, up 4” sequence). (c) B, D, G (descending parallel g).
(d) D, A, D, F ("down 4, up 2” sequence). (e) F§, D, A, D (sequence in which the bass
descends by step, alternating g and g chords. Although this sequence usually appears in

three-voice textures, it may appear in four voices, as is the case here). (f) G, A, E|,, C
(descending fifth sequence, in which every chord is a seventh chord, alternatingg and 4
chords).

(a) True. (b)—(e) are all false. Statements (c)—(e) would be true of a cadential g, which has
the notes of a tonic chord in second inversion. But I§ may also take the form of a passing §
, a pedal g, or a cadential g, in which case they would not be true. (f) True, in general, but
there are exceptional cases in which it is possible to double other notes of I§ (unless it is a
cadential ).

(a) Passing §. (b) pedal §. (c) cadential §. (d) pedal §. This is not a passing §, since a passing §
must have a passing motion in its bass. (e) arpeggiated §.

m. I: vi, I6, V; m. 2: 1, ii; m. 8: 16, i, V; m. 4: L.

ii-I° (m. 2, beat 8 to m. 3, beat 1) is an unusual chord succession. The ii is a passing chord, a
by-product of a passing tone in the bass (and passing tones in all upper voices).
[-V6-IVé-V (or V7).

V (or V7)—vi (or IV%) -V (or Vg)—I.

V¢ (the third chord) serves as a passing harmony between I and vi. Note the passing
motion in the bass (D-C#-B); note too that V¢ here does not lead to I, as would be more
typical. One could properly argue that the IV at the end of the second full measure also
serves as a passing chord, within a I>~IV-V$-3 motion. Note that [°~IV-V§-3 is a standard
progression, however.

(a), (d), (e), or (f). V/V may not be followed by I, IV, ii®. V/V must be followed by a
Dominant harmony (V or V¢; V7, cadential §-V) or by another V/V.
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(@), (b), (c), (d), and (e) all are correct. Any chord that may precede V may also precede V/V.

(a) C# (b) Ab (c) Ef (d) Ef and Gf (e) A# (f) A$ and C4. Note that V/V needs two accidentals
in minor keys.

(a) G (b) E (c) F§ (d) F# (e) B}, (f) B|,. Note that in each case, the root of V/V is 2 (which is a
perfect fifth above 5).

(@) G, B4, D (b) E, G§, B (c) F4, 44, C4 (d) D$, F», A4. The italicized tones all require
accidentals.

(a) G, By, D, F (b) E, G, B, D (c) F§, 44, C4, E (d) D, F%, A4, C4. The italicized notes all
require accidentals. Compare with question (5): notice that V7/V uses the same notes in
parallel major and minor keys, but in minor keys V/V requires two accidentals.

(b), (c), and (d). The third of V/V (= raised 4) functions like a leading tone in the key of V,
and thus when V/V resolves to V (as opposed to moving to another V/V) this note must
resolve up if it appears in an outer voice. One exception: if V/V leads to V7, this note may

slide down by chromatic semitone to 4.

(c) Never: the third of V/V or V7/V(= raised 4) functions like a leading tone in the key of V,
and thus may never be doubled in four-part harmony.

(a), (b), or (d): Much as V may be followed by I, I6, or another V, so V/ii may be followed by
ii, ii%, or another V/ii.

(a) G4 (b) B (c) Bf (d) G4 and Bf (e) By and A}, (f) Fh

(a) D$ (b) E|, (c) no accidentals needed (d) Af (e) F§ and Af: note that because of the A}, in
the key signature, the Al is needed (f) no accidentals needed

(a) C# (b) At (c) G# (d) D (e) D# (f) B. In each case, the tone that cannot be doubled is the
leading tone of the tonicized harmony.

(@) A; E; E, G4, B; G§; G

(b) Db; Al; Ab, G, E}, Gh; G},; C

(c) G§; D; D§, Fx, A$; Fx, Af; Fx
(d) F; C; G, E, G; none; E

(a) C§ (b) Ef (c) Af (d) D4 (e) Gt (f) Ef (8) A}

(a) The main key is D; the key of Vis A. (b) The main key is B),; the key of V is F. (c) The
main key is A},; the key of V is EJ,

(a) B, major; D minor, F major, G minor (b) D major; F§ minor, A major, B minor (c) A
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major; C4 minor, E major, F§ minor
(a) The third chord of m. 1 (B}, major) is I in B}, and IV in F.

(b) The fourth chord of m. 1 (E minor) is vi in G and ii in D. You could also read the third
chord of m. 1 (G major) as the pivot chord: Iin G and IV in D.

(c) The first chord of m. 3 (C¢ minor) is vi in E and ii in B. You also arguably could read
the third chord of m. 2 (B major) as the pivot chord: Vin E and I in B.

iii; IV; VI; v

(a) D major, E minor, A minor, B minor, C major

(b) C minor, D minor, E}, major, F major, G minor

(c) F major, G minor, B}, major, A minor, C major

(d) A major, B minor, C¢ minor, D major, E major

(a) F major, G minor, A minor, B}, major, C major, D minor, E diminished
(b) G minor, B}, major, C minor, E, major, F major

(c) A major, C§ minor, E major; F§ minor

(d) E minor, G major, A minor, C major

(a) A#; in B minor, the note G§ might also appear as part of an ascending melodic minor
scale. (b) G},. (c) B and G#; in the key of A minor, the note F§ might also appear as part of
an ascending melodic minor scale. (d) Dj and E$; in the key of F# minor, the note D#
might also appear as part of an ascending melodic minor scale.

(a) Gj is missing in m. 2, beat 1; A} (needed for a cadence in B minor) is missing in m. 2,
beat 2.

(b) F¢ (needed within G minor), although used in the first measure, is missing in m. 2, first
chord.

(c) Fx (needed within G§ minor) is missing in m. 3, second chord—by which time the key
of G4 minor has returned. The first chord of the second measure does not need an F§
(since F# is in the key signature anyway), but a cautionary accidental here would have
been helpful to remind performers that the Fx of the first measure is no longer in force.

(a), (e), (f), and (g) involve mixture; these chords will need an accidental within a major
key. The other chords (b), (c), and (d) are diatonic chords within their keys—that is, they
do not involve mixture, and do not need an accidental.

(a) E}, (b) C} and G}, (c) G (d) A} (e) A4 () B}

(a) True. (b) False: a move from D major to D minor is not a modulation, since the tonic
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does not change. (c) False: a borrowed chord in a major key down often involves a
lowered 3 or 6. However, this chromatic alteration does not always involve the use of a
flat: it might also involve the use of a natural or a double flat. (d) True. (e) True.

(a) Gf (b) C}, (c) D§

(a) ii° = G, B}, E; LII° = G, B},, E},
(b) ii% = E, G, C#; bl = E, G, C

(c) ii% = B}, D}, G; bII6 = B},, D},, G,

(a) iv, (c) i%, and (d) VI may precede bII% V and vii®® may not precede 11, since they
function as Dominants.

(a) minor (b) Neapolitan sixth (c) major (d) downward

(a) The alto should move to G; it is most normal to double the bass (that is, the third of the
chord) of the LIIC. (b) As [,2, the E|, should move down to C#, not up to Ef.

(a) and (b): #ft = BE; minor 6= DJ,. Note: these scale degrees are the same in parallel major
and minor keys. Note, too, that since both F and F minor have a B}, in their key signatures,

$4 is By, not BY.
(c) and (d): #ft = Af; minor 6 = Ch (not Cl,).
(e) #ft = Gf; minor 6 = B),}, (not B},).

(a) and (b): It*¢ = D}, F, B; Fr*® = D}, F, G, Bfj; Ger*® = D}, F, A, B (or, in F major only: D},
F, G§, B). With the exception of the alternate spelling of the Ger*® chord, the augmented
sixth chords have the same notes in both F major and F minor.

(c) and (d): It*® = Cf, E, A§; Fr'6 = Ch, E, F§, A§; Ger™® = Cff, E, Gi, Af (or, in E major only: C
, E, F», Ag). With the exception of the alternate spelling of the Ger* chord, the augmented
sixth chords have the same notes in both E major and E minor.

(e) It*6 = Afj, C§, Fx; Fr'6 = Ap, Cg, D, Fx; Ger' = Af, Cg, E, Fx.

(a) Adding F}, turns this chord into an It*® (b) B}, Fr*® (c) C},, Ger*s (d) Bg, It*6
(a) Key of D major or D minor, It (b) Key of A major or A minor, Fr*®

(c) Key of G major or G minor, Ger™ (d) Key of C major (rot C minor), Ger™
(e) Key of E major or E minor, It*

(a) The first of the chords has incorrect doubling: in an It*, you should double the tonic,
not the bass note (which is a tendency tone).

(b) The first chord is misspelled: an augmented sixth chord requires raised 4—not lowered
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6.

A

5—in an upper voice.

(c) The first chord has a wrong note: raised 4 0of Fis B, not B§.

In a standard augmented sixth chord, minor 6 must appear in the bass; raised 4 may
appear in any upper voice (tenor, alto, or soprano).

CHAPTER 32. OTHER CHORDS: ALTERED, COMMON-TONE CHROMATIC, AND NINTH CHORDS

1.

(a) C4, E¢, G# (b) D, F#, A (c) B}, Db, F (d) G, E, G4 () E, G¥, B¥ (f) A}, C, E}, () Fi, A, Cf (h)
G, B}, D, E (i) B, D, E¢, G (j) B}, D, F, A}, C

(a) F: bII (b) E: Ger™ with 1 in the bass (c) E: V* (d) D: 11T# (or V/vi) (e) A: IV* (f) B},: V°
(a) Ap and D}, (b) A} and C# (and optionally also E) (c) B},, C#, and Ef (and optionally also G)

The first diminished seventh chord is an applied vii®” of V; the second is a common-tone
diminished seventh chord that embellishes V. Notice how the root of the V chord (A) is
present within the common-tone diminished seventh chord that decorates it.

CHAPTER 33. CHROMATIC SEQUENCES

1.

(@) m. 1, beat 2: D§; m. 2, beat 2: E4; down 3, up 4. (b) m. 1, beat 1: F§; beat 2, Bf; m. 2, beat
2: Eb; descending fifth (with first inversion on alternate chords). (c) m. 1, beat 2: Gl,s, D},; m.
2, beat 1: Cls, G},; beat 2: Cj; m. 8, beat 1: D},s; beat 2: Db; down 3, up 4. (d) m. 1, beat 1: E4;
beat 2: Ef, A$; m. 2, beat 1: D (and courtesy Af); beat 2: Dk, G#; (m. 3, beat 1: courtesy Gf);
descending fifth (with applied seventh chords).

The fifth of every other chord is omitted.

The leading tones within the applied dominant sevenths slide down by semitone to the
seventh of the following chord instead of resolving up by step.

The chordal sevenths must resolve down by step, even within an inner voice and even
within a sequence.

CHAPTER 34. CHROMATIC MODULATION

1.

2.

(@) V(b) G (c) bIII (d) F

(@@A®)B(c)E

() B (b) A} (c) F

(a) D}, or C¢ (b) B}, (c) G

(@ F (V7 of F=C, E, G, B},

(b) A}, (V7 of A}, = E},, G, B},, D};)

(c) C§ (Ger*¢ of Cf = A, C4, E, Fx) or D}, (Ger+6 of D}, = B},,, D}, F},, Gh)
(d) E}, (Ger*® of E|, = C},, E},, G},, Aj)
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This is a standard sentence, with a presentation in mm. 1-4 (mm. 1-2, basic idea; mm. 3—
4, strict repetition) followed by a continuation in mm. 5-8 leading to a cadence.

In this standard sentence, the basic idea in mm. 1-2 is repeated in varied form (transposed
up a step) in mm. 3—4.

This is sentence-like, but not a sentence. Although in certain ways similar to a sentence,
what is clearly a contrasting idea appears in mm. 3—4; there is no repetition of the basic
idea.

This is clearly not a sentence: a sentence consists of a single phrase, and thus cannot have a
cadence in its middle.

This standard sentence is four measures long, rather than the more typical eight
measures: the presentation is in mm. 1-4 (basic idea in m. 1, varied repetition in m. 2)
followed by a continuation leading to a half cadence in mm. 3-4.

This standard sentence that is extended to 12 measures as a result of an evaded cadence in
m. 8 and rhythmic expansions in the subsequent measures.

Whether this is a sentence or merely sentence-like depends on whether mm. 84 are
understood as a variant of mm. 1-2 (in which case this phrase would be called a sentence)
or a contrasting idea (in which case this phrase would be considered sentence-like); one
could reasonably argue for either of these interpretations.

Parallel period, with HC in I and PAC in L.
Parallel period, with HC in I and PAC in V.
Contrasting period, with HC in I and PAC in [; the consequent phrase is motivically new.

Parallel period; the first phrase ends with an IAC, which is less stable than the PAC at the
end of the following phrase.

Parallel period with an expansion; the consequent phrase is extended by two measures.
Not a period, since the first phrase ends with a PAC.

Sequential period; the consequent phrase starts a step higher.

(a) True.

(b) False: If the opening of the A section returns in the tonic key in the middle of the
second part, it is classified as rounded binary, even if the endings of the two parts of the
same. A binary form is classified as balanced binary only if it cannot be classified as
rounded binary.
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(c) False: The two parts of a simple binary might share motives and other features, even
though there is no large repetition of material from the first part within the second part.

(d) True.

(a) Balanced binary: The opening measures do not return in the tonic key within the
second part, so this is not rounded binary. On the other hand, the last four measures of
the first part return—slightly varied and transposed to the tonic key—as the last four
measures of the second part; this is typical of balanced binary.

(b) Rounded binary: Although at a different dynamic level (f as opposed to mf), four
measures from the end of the second part there is a clear return—in the tonic key—of the
first two measures. Note that the last two measures of the second part are a varied
repetition of the last two measures of the first part. Even so, this is not a balanced binary
form, since in balanced binary the opening does not return in the tonic key in the middle
of the second part.

(c) Simple binary: Although the two parts share musical materials in common, the
opening measures do not return in the tonic key within the second part, and the two parts
end differently.

(a) ABA and (b) ABA’ are examples of ternary form, not ABC.

The A and A’ sections are usually in the tonic key (though it is possible for the first A
section to end in a different key). The B section may also be in the tonic key (or in the
parallel key), but often it is not.

Both the A and A’ sections usually end with a PAC; the B section may end with a PAC
(either in the tonic key or in another key), but it may also end with a HC.

The A sections of a rondo are almost always in the tonic key.
The A sections of a rondo usually end with a PAC in the tonic key.

In an ABACA rondo, the C section is usually longer than the B section.

Introduction, exposition, development, recapitulation, coda
The primary theme appears in the tonic key in both the exposition and recapitulation.

The secondary theme appears in the secondary key in the exposition (usually the key of V,
or—in minor-key movements—in the relative major), and in the primary key in the
recapitulation.

Primary theme, transition, secondary theme, closing section

The medial caesura appears at the end of the transition and precedes the secondary
theme.
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Closing section of the exposition: PAC in the secondary key; primary theme: PAC, IAC, or
HC in the tonic key; secondary theme: PAC in the secondary key; transition: HC in tonic
key or HC in primary key.
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Glossary

bII6  First-inversion major triad whose root is lowered 2; functions as a Subdominant and
occurs most often in minor keys. Also called Neapolitan sizth.

b1l Major triad occurring by modal mixture in a major key, using the minor form of 3 (in
the bass) and the minor form of 7.

111 Major triad whose root is 3 of a major scale and whose third is raised 5.

bWVI Major triad occurring by modal mixture in a major key, using the minor form of é (in
the bass) and the minor form of 3.

Vof V(V/V) The most common applied dominant, leading to V; may also appear as a
seventh chord (as in V?/V) or in inversion (as in V6/V).

Ve, V7 Chord that uses the notes of V7 plus a major or (in a minor key or using modal
mixture) a minor ninth above the bass.

VI Major triad whose root is 6 of a major scale and whose third is raised 1.

5-6 sequence Harmonic sequence, most often occurring in a three-voice texture, in
which the bass line ascends by step, with each bass note of the sequence supporting a g
triad followed by ag triad; a variant of the sequence in which chord roots alternately
move down 3, up 4, with every chord in first inversion.

accented Sounding on a relatively strong beat or part of the beat or appearing at the same
time (most of) the notes of the chord are sounded.

accidental Any of the signs for sharp, flat, double sharp, or double flat, placed
immediately before the notehead on the staff to indicate whether the pitch is to be raised
or lowered (generally, for that measure only), or natural, which cancels a sharp or flat.

alto clef  C clef I indicating that the third line from the bottom of the staff is middle C;
used for viola and also called viola clef.

anacrusis  Note or group of notes forming an incomplete measure and leading to a
downbeat; sometimes called a pickup or (if a single beat) an upbeat.

antecedent In a period, the first phrase, which ends with a half cadence or imperfect
authentic cadence, requiring an “answer” by the second, consequent phrase.

anticipation (ANT) Chord tone that arrives before the beat, as an unaccented non-chord
tone, approached by step and left by common tone.

applied dominant Chord that has been chromatically altered to act as V of a note being
tonicized. Also called secondary dominant.

arpeggiated § Second-inversion triad that results from a chord skip in the bass.

arpeggiation The statement of chord tones in succession instead of together.
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ascending fifth sequence Harmonic sequence involving major and minor chords whose
roots alternately move up by a fifth and down by a fourth.

ascending melodic minor  See melodic minor scale.

augmentation dot Dot following a notehead that increases the duration by one half the
value of the note.

augmented interval Interval a semitone larger than a perfect or major interval; for
example, C-G#, augmented fifth (A5); Blo—D#, augmented third (A3).

augmented second (A2) Second that is three semitones in size; characteristic distance
between 6 and 7 in a harmonic minor scale.

augmented sixth chord Three- or four-note harmony built on two tendency tones that

drive a resolution to V (directly or through cadential 461); includes the minor form of 6 in
the bass (leading down to 5), raised 4 in an upper voice (leading up to 5), plus one or two
other notes; see also Italian augmented sixth, French augmented sixth, and German augmented
sixth.

augmented triad Triad built of a major third and an augmented fifth.

authentic cadence (AC) Cadence consisting of V or V7 moving to I; may be perfect
(melody ends on 1) or imperfect (melody ends on 3or 5).

balanced binary form  See binary form.

barline Vertical line on the staff separating measures.

basicidea See sentence.

bass The lowest voice; the bottom note of a chord.

bass clef (F clef) 9 symbol indicating that the fourth line from the bottom of the staff is
F below middle C.

beam Horizontal line connecting the stems of two or more notes to indicate durations
shorter than a quarter note: a single beam indicates eighth notes, a double beam indicates
sixteenth notes, and so forth.

beat Regular pulsation of time at a moderate speed.

binary form Form of a movement or piece divided into two parts, each of which is
usually repeated; the first part may be harmonically open-ended (ending with an unstable
cadence or a modulation to V or to the relative major), while the second part concludes
with an authentic cadence in the main key. In rounded binary form, the opening of the first
part returns in the middle of the second part, exactly or nearly so and in the main key,
creating a sense of return. In balanced binary form, the two parts only conclude with the
same music; generally, the first part ends with a perfect authentic cadence in V or the
relative key, and the second part repeats the concluding segment, but transposed to the
tonic. Simple binary form does not contain these repetitions.

borrowed chord A chord that uses notes more normally found in the parallel key, such
as, in a major key, a chord using the minor form of 3 or 6; a form of modal mixture.

bridge Brief passage (sometimes shorter than a phrase) that follows the cadence at the end
of a large section and leads to the beginning of the next section.
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Cclef | symbol indicating the staff line that is middle C; see alto clef, tenor clef.

clef  Symbol that associates lines and spaces on the staff with specific pitches. See also treble
clef, bass clef, C clef, alto clef, tenor clef.

cadence Harmonic conclusion of a phrase; cadence types include authentic, half, Phrygian,
plagal, and deceptive cadences.

cadential § Harmony that decorates V with accented embellishing tones, using notes of
the tonic chord (3, 1, and 3), with 5 in the bass.

cantus firmus In species counterpoint, a melody in whole notes.

chord position The arrangement of a chord depending on which note is in the bass.

chord progression  Harmonic progression.

chord skip  Melodic leaps between chord tones while a chord is repeated or sustained.

chord symbol Representation of the root and quality of a chord, as Gm (G-minor triad), E
O7 (E diminished seventh chord).

chordal dissonance A note of a chord (such as the seventh of a seventh chord) that is
dissonant with the root or the bass and thus has a strong tendency to move downward.

chordal seventh The seventh of a seventh chord; in four-part harmony, a tendency tone
that should resolve down.

chromatic embellishing tone  Embellishing tone that is altered to move by half step.

chromatic passing tone  Passing tone that requires an accidental and that leads between
two notes that are a major second apart.

chromatic semitone Semitone between two notes with the same letter name, as C-C#§ or
Bb-B; unlike a diatonic semitone, it cannot occur naturally in a major or minor scale.

circle of fifths  Major keys (or minor keys) on each of the twelve chromatic tones,
organized in an arrangement a fifth apart, and showing the progression of key signatures;
also, the circle of fifths progression.

circle of fifths progression  See descending fifth sequence.

closing section In sonata form, section that usually ends both the exposition and
recapitulation, following the perfect authentic cadence that marks the end of the
secondary theme.

coda Concluding section of a movement; in sonata form, it follows the recapitulation.

common-tone diminished seventh chord Embellishing chromatic diminished seventh
chord resulting from a sustained root and embellishing notes in other voices.

common-tone modulation Modulation between two keys in which one tone shared by
two chords is used as a pivot between the keys.

compound interval Interval larger than an octave; identified by the number of steps or
by its simple-interval equivalent (e.g., tenth or compound third).

compound meter Meter in which the basic time unit is a dotted-note value; indicated in
the upper number of a time signature by 6, 9, or a larger multiple of 3.

compound ternary form Ternary form in which each of the three sections is itself in
binary or ternary form (as in a minuet and trio).

consequent Ina period, the second phrase, which ends with a perfect authentic cadence
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and which answers the “question” posed by the first, antecedent phrase.

consonant interval Interval that is relatively stable; generally, major or minor third or
sixth, perfect unison, octave, fifth, and (in some contexts) fourth.

continuation  See sentence.

contrary motion Voice leading between two voices in which the voices move in opposite
directions.

contrasting idea In a sentence-like phrase, statement of a new idea (usually about two
measures long) that follows the basic idea; takes the place of the repetition (or varied
repetition) that occurs within the presentation of a sentence.

contrasting period  Period in which the second (consequent) phrase does not begin like
the first (antecedent).

deceptive cadence (DC) Cadence in which V (or V7) moves to a root-position vi (or VI)
instead of the expected 1.

descending fifth sequence Common harmonic sequence involving chords whose roots
alternately move up by fourth and down by fifth; also called circle of fifths progression. In its
diatonic version, it can circle through the chords built on all seven scale tones; in its
chromatic version, it uses applied dominant chords and can arrive at a distant key.

descending melodic minor  See melodic minor scale.

development In sonata form, the beginning of the second part, often involving a wide
variety of intensifying techniques, including tonicizations, sequences, and fragmentation
of themes from the exposition. It may conclude with a cadence in a key other than the
main or secondary key, followed by a retransition to the tonic key; or it may prepare the
recapitulation with a half cadence in the tonic.

diatonic  Staying within the key and using the notes of the scale.

diatonic semitone  Semitone between two notes with different names, as C-Db or A§-B;
compare chromatic semitone.

diminished interval Interval a semitone smaller than a perfect or minor interval; for
example, B—F, diminished fifth (d5); B—Db, diminished third (d3).

diminished third chord “Inversion” of an augmented sixth chord with the raised 4 in the
bass, creating a diminished third with the minor form of 6.

diminished seventh chord Seventh chord constructed of a diminished triad and a
diminished seventh.

diminished triad Triad built of a minor third and a diminished fifth.

direct fifths  Similar fifths.

direct octaves  Similar octaves.

dissonant interval Interval that is relatively unstable; generally, seconds, sevenths,
diminished and augmented intervals, and (in some contexts) perfect fourth.

dominant The fifth note in a scale (5); also, the name of the chord (V) based on that tone,
or (as Dominant) any of a group of chords that function as dominants, including vii® and
V7 chords.

dominant key The key in which the dominant chord of a composition’s main key is
tonic: for example, in a G-major composition, the key of D major.
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dominant seventh chord (7) Seventh chord built on the dominant (5) note of a scale,
containing two tendency tones (7 and the chordal seventh, 4) and functionally leading
strongly to the tonic; also, the chord quality of a chord constructed of a major triad plus a
minor seventh.

double flat], Accidental lowering a natural note by a whole step.

double sharp 2 Accidental raising a natural note by a whole step.

doubling In four-part harmony, the appearance of the same chord tone (perhaps
separated by one or more octaves) in two voices.

downbeat First beat of a measure.

duple meter Meter with a two-beat grouping (one strong and one weak beat).

eighth note Note written as a solid notehead with a stem and a flag or beam, representing
the duration half as long as a quarter note and twice as long as a sixteenth note.

embellishing tone  Note that decorates a chord tone and does not belong to the harmony;
classified by whether the non-chord tone appears on or off the beat (accented or
unaccented) and how it is approached and left.

enharmonic equivalents Notes that have different names (“spellings”) but sound the
same pitch.

enharmonic intervals Intervals with the same number of semitones but spanning a
different number of scale degrees (letter names), as C-D# (A2) and C-Eb (m3).

enharmonic modulation Modulation to a distant key brought about by enharmonically
reinterpreting (or respelling) a chord, as when an augmented sixth chord is reinterpreted
as a V7 (or vice versa).

equal division of the octave Repetition of a strict chromatic sequence to return to its
starting point, in the process dividing the octave into smaller intervals of the same size, as
by three major thirds or four minor thirds.

evaded cadence Technique for extending a phrase by averting a perfect authentic
cadence, as when I° is substituted for the expected appearance of 1.

exposition First part of sonata form. In the exposition the primary theme establishes the
tonic key; a transition leads to the secondary theme in the secondary key and ends with a
PAC in this key (usually V or, in minor, III), which is then usually followed by a closing
section.

F clef  See bass clef.

fifth Interval between two tones spanning five scale steps (letter names), as C—G or 1-5; in
a chord, the fifth above the root.

figured bass Keyboard notation in which a bass line is given, with figures to indicate upper
voices.

figures  Arabic numerals, written vertically below bass note, used to indicate chords or
intervals above the bass note.

first inversion Chord position in which the third is in the bass; indicated g or 6 for a triad,
g for a seventh chord.

552



first theme  Primary theme.

first-species counterpoint Species counterpoint in which the new melody is written in
whole notes against the cantus firmus, using only consonant intervals between the
melodies.

five-part rondo form Rondo form in which there are two sections that contrast with the
main-key A section (ABACA).

flag Short line attached to an individual note stem indicating a duration shorter than a
quarter note: a single flag indicates an eighth note, a double flag indicates a sixteenth note,
and so forth.

flat, Sign (accidental or in the key signature) lowering a natural note by a half step.

four-part harmony Texture of four voices; each chord uses four notes, with mostly the
same basic rhythm in all four parts, as in a typical hymn.

fourth Interval between two tones spanning four scale steps (letter names), as C—F or 1-4.

fourth-species counterpoint Species counterpoint in which the new melody is written
in pairs of half notes that are tied across the barline, with dissonances allowed only on the
first half of the measure, as suspensions.

fragmentation Technique in which a portion of a previous melodic idea is repeated two
or more times, perhaps transposed and presented sequentially.

French augmented sixth (Fr+6) _dugmented sixth chord that uses the minor form of 6 in
the bass and 1, 2, and raised 4 in the upper voices.
fully diminished seventh chord (°"Y  Diminished seventh chord.

function Categories of chords—Tonic, Dominant, or Subdominant—that can play a similar
role in harmonic progressions.

G clef  See treble clef.
German augmented sixth (Ger+¢) _A4ugmented sixth chord that uses the minor form of 6 in

the bass, 1, the minor form of 3 (in major keys, sometimes spelled as raised 2), and raised 4
in the upper voices.

grand staff Paired treble and bass clef staves joined by a vertical line and brace.

half cadence (HC) Cadence ending on V.
half note Note written as an open notehead with a stem, representing the duration half as
long as a whole note and twice as long as a quarter note.

half step Distance between two adjacent notes on the piano; commonly, the smallest
distance between two notes in Western music. There are twelve half steps in an octave.

half-diminished seventh chord (97)  Seventh chord constructed of a diminished triad
and a minor seventh.

harmonic interval Distance (or relationship) between two tones sounding together.
harmonic minor scale  Alteration of the minor scale with raised 7 to create a leading
tone; there are three half steps, 5-3,5-6, and ?—g, and an augmented second, 6-7.

harmonic progression  Series of chords that follow each other in a logical manner, with
one chord leading to the next.
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harmonic sequence See sequence.

harmonize Supply bass and harmonies for the notes of a melody.
hidden fifths  Similar fifths.

hidden octaves  Similar octaves.

home key  Main key.

imperfect authentic cadence (IAC) Somewhat unstable cadence, consisting of V or V7
moving to I, ending with 3 or 5 in the melody (soprano voice).

incomplete neighbor tone (INT)  Embellishing tone that is approached by leap and moves
by step to a chord tone, or that is approached by step and left by leap.

interval Distance between two tones, whether sounding together (harmonic interval) or in
succession (melodic interval).

interval quality The “flavor” of an interval in terms of number of half steps; in a major
key, seconds, thirds, sixths, and sevenths, are major (large) or minor (small); fourths are
perfect or augmented (larger), while fifths are perfect or diminished (smaller).

introduction Opening section of a movement; in sonata form, a (usually slow) passage
preceding the exposition that is not repeated with the exposition.

inversion (1) For intervals, the interval created when the lower note becomes the upper
note (and vice versa); (2) For chords, the arrangement of the chord in which a note other
than the root is in the bass.

Italian augmented sixth (1t*6) _4ugmented sixth chord built on the minor form of 6 in the

bass, with 1 and raised 4 in the upper voices.

key The particular major or minor scale used as the basis of a piece or passage of music.

key of V. Dominant key.

key signature The sharps or flats needed for a major or minor scale or key, generally
indicated immediately after the clef.

keyboard format Notation of four-part harmony in which soprano, alto, and tenor are
all written on the treble staff (played by the right hand), the bass on the bass staff (left
hand).

lament bass Descending chromatic bass line from 1 to 5, commonly used in minor keys,
often to express grief and mourning.

leading tone  The seventh note in a major scale (7), a half step below the tonic, an
important tendency tone that often appears as the third of the dominant chord. In minor
keys, the leading tone requires an accidental.

ledger line  Short horizontal line written above or below the staff to extend the staff for
higher or lower notes.

main key The key that begins and ends a movement or piece; also known as home key or

tonic key.
main theme  Primary theme.
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major interval The larger natural size of a second, third, sixth, or seventh.

major scale  Scale built of whole and half steps, in which the two half steps are 3-4 and 7—-
8

major seventh chord (M7) Seventh chord constructed of a major triad plus a major
seventh.

major triad Triad built of a major third and a perfect fifth above a root.

measure One unit of a meter, consisting of a strong beat (downbeat) followed by weak
beats.

medial caesura In sonata form, a pause, break, or other textural demarcation that follows
the cadence marking the end of the transition within the exposition or recapitulation and
that immediately precedes the secondary theme.

mediant The third note in a scale (2); also, the name of the chord (III or iii) based on that
tone.

melodic interval Distance (or relationship) between two tones sounding in succession.

melodic minor scale  Minor scale with raised 6 and 7 (leading tone) in the ascending
form, natural 6 and 7 in the descending form.

melodic sequence  See sequence.

meter Grouping of beats into a regular pattern of strong and weak beats.

middle C  The C roughly in the middle of the piano keyboard, notated one ledger line
below the treble staff or one ledger line above the bass staff.

minor interval The smaller natural size of a second, third, sixth, or seventh.

minor scale  Natural minor scale, with half steps 2—3 and 3-é; see also harmonic minor scale
and melodic minor scale.

minor seventh chord (m7) Seventh chord constructed of a minor triad plus a minor
seventh.

minor triad  Triad built of a minor third and a perfect fifth above a root.

modal mixture The use of elements drawn from the parallel key, recognizably sounding
minor in a major key, or sounding major in a minor key.

modulation Change of key that is confirmed by a cadence.

N6  bIP.

natural interval Any interval built on white keys (naturals).

natural minor scale  Minor scale with no accidentals, with half steps 2—3 and 3-6.

natural seventh chord Any seventh chord built on white keys (naturals).

natural White key of the piano; one of the seven notes A—G, with no sharp or flat; also,
the accidental j that cancels a sharp or flat.

natural triad  Any triad built on white keys (naturals).

Neapolitan sixth 55,

neighbor chord Embellishing sonority resulting either from a neighbor tone in the bass
(and possibly embellishing tones in other voices) or from neighbor tones in the upper
voices above a stationary bass.

neighbor motion  See neighbor tone.
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neighbor tone (NT) Embellishing tone that leaves a chord tone by step and returns to it.

oblique motion Voice leading between two voices in which one voice moves up or down
while the other remains on the same pitch.

octave (8va) Interval between two tones spanning eight scale steps and having the same
letter name, as C—C or 1-3.
octave doubling Enrichment of harmonic texture by doubling a voice in parallel octaves.

open-score choral format, open-score format Notation for four-part harmony in
which each voice is written on a separate staff, with the tenor part most often written in
treble clef but sounding an octave lower.

parallel g chords Harmonic sequence, most often occurring in a three-voice texture, in
which a first-inversion chord (g) is repeatedly transposed by step.

parallel fifths Fifths approached in parallel motion, permitted in four-part harmony only
under extremely special circumstances.

parallel keys The pair of major and minor keys sharing the same tonic.

parallel motion Voice leading between two voices in which the voices move in the same
direction and the same distance, so that the intervallic distance between the two voices
stays the same.

parallel octaves Octaves approached in parallel motion, forbidden in four-part
harmony.

parallel period Period in which the two phrases start identically (or nearly identically).

parallel unisons Unisons approached in parallel motion, forbidden in four-part
harmony.

passing§ Second-inversion triad whose bass is a passing tone.

passing chord Embellishing sonority resulting from a passing tone in the bass (and
possibly embellishing tones in other voices).

passing V6  Passing chord commonly occurring between I and vi or I and IVY, as a result of
bass stepwise motion.

passing IV6  Passing chord commonly occurring between V and V® (or inversions of V), as
a result of stepwise bass motion.

passing motion See passing tone.

passing tone (PT) Embellishing tone that moves stepwise between two chord tones; may
be accented or unaccented.

pedal§ ¢harmony that results when a root-position chord is embellished by motion in the
upper voices, with the bass sustaining the root.

pedal point Embellishment of a harmony in which one note (usually the bass) is
sustained, while the other voices move, forming different harmonies above or around it;
most commonly, a device to embellish a sustained I or V.

perfect authentic cadence (PAC) The most stable cadence, consisting of V or V7 moving
to I, ending with 1 in the melody (soprano voice).

perfectintervals Unisons, octaves, and most fourths and fifths; in any major key, there is
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one augmented fourth and one diminished fifth; all others are perfect.

period Phrase pair in which a first phrase (antecedent) leads to an unstable cadence,
answered by a second phrase (consequent) that concludes with an authentic cadence.

phrase Basic unit of tonal music, often around four or eight measures long, that concludes
with a cadence.

phrase overlap Technique of connecting phrases in which the last chord of one phrase
also serves as the first chord of the next.

phrase pair The combination of two successive phrases, often about the same length,
each with its own cadence.

Phrygian cadence Half cadence that consists of a ivo—V progression.

Picardy third The use of raised 3 within a minor key to create a major tonic triad at the
end of a phrase (especially, at the end of a piece), the most common use of modal mixture
in minor.

pitch  Specific points on the continuum of audible sound; pitches are measured by the
frequency of vibrations.

pivot chord Inamodulation, chord that is shared by both keys and is used as a means of
transitioning from one key to the next.

plagal cadence IV-I motion occurring at the end of a phrase.
position  Chord position.
presentation See sentence.

primary theme Opening theme of sonata form exposition and recapitulation,
establishing the tonic key and ending with a cadence in the tonic key. Also called first
theme or main theme.

quadruple meter Meter with a four-beat grouping (one strong and three weaker beats).

quality  See interval quality; triad quality; seventh quality.

quarter note Note written as a solid notehead with a stem, and most often used to
represent one beat; its duration is half as long as a half note and twice as long as an eighth
note.

range Scope of a voice or instrument defined by its lowest and highest notes.

realize  To compose a passage based on indicated chords according to Roman numerals or
figures.

recapitulation The last section of a piece in sonata form, in which the primary theme
and secondary theme are repeated in the main key.

relative keys The pair of major and minor keys sharing a key signature.

rest A duration of silence; notated with signs equivalent to whole note, half note, and so
forth.

retardation (RET) Accented embellishing tone that is approached by common tone and
resolves up by step; sometime called an “upward resolving suspension.”

retransition In sonata form, passage at the end of the development section that leads
back to the tonic key of the recapitulation; the retransition usually follows a cadence in a
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non-tonic key (such as the key of vi) that appears near the end of the development.
Roman numeral Designation of a chord according to the scale degree on which it is built

as well as its quality (e.g., ii indicates a minor triad built on 2; bIII indicates a major triad
built on lowered 3).

Romanesca Harmonic sequence in which the chord roots move alternately down a fourth
and up a second.

rondo form  Multipart form of a movement or piece in which the first section, in the main
key, returns after each of two or more contrasting sections, such as ABACA or ABACABA.

root The pitch on which a triad or other chord is built.
root position The arrangement of a chord in which the root is in the bass; indicated g or

. ) 7
no figures for a triad, 5 or 7 for a seventh chord.
3

rounded binary form  See binary form.

SATB (chorale) format Notation of four-part harmony in which soprano and alto are
written on the treble staff, tenor and bass on the bass staff.

scale  Collection of notes, typically arranged in ascending order, organized with reference
to a central pitch (tonic), and used as the basis for a musical composition.

scale degree The step within a scale, indicated as a name or number (e.g., “tonic” or ).

scale-degree name The name of the step within a scale, as “mediant.”

scale-degree number The number of a step within a scale, as 3.

second Interval between two tones spanning two scale steps (letter names), as C—D or 1-2.

second inversion  Chord position in which the fifth is in the bass; indicated  for a
seventh chord, ¢ for a triad (and considered dissonant in this form).

second theme  Secondary theme.

secondary dominant  Applied dominant.

secondary key In sonata form, the key of the secondary theme in the exposition, most
frequently V or the relative major.

secondary theme In sonata form, the theme in the secondary key of the exposition,
which ends with a PAC in the secondary key, and which generally is restated in the tonic
key when it returns in the recapitulation. Also called second theme or subordinate theme.

second-species counterpoint Species counterpoint in which the new melody is written
in half notes, with dissonances allowed only on the second half of the measure, as passing
or neighbor tones.

semitone  Half step.

sentence Phrase layout typically consisting of eight measures, divided into two halves,
presentation and continuation; the presentation consists of a melodic basic idea (usually
about two-measures long) that is repeated, elaborating the tonic. In the continuation, the
momentum is intensified in a drive to a cadence, often with fragmentation of the basic idea
or a new idea.

sequence Harmonic or melodic pattern in which a segment of music is repeated one or
more times in succession, transposed in a regular pattern, whether diatonically or (using
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accidentals) chromatically.

sequential period Period in which the consequent (second phrase) begins with a
transposed version of the antecedent (first phrase).

seven-part rondo form Rondo form of the shape ABACAB'A, in which the first B
section is generally in V or the relative major, while the second B section is in the main
key. Often called sonata rondo when the sections are structured like a sonata form’s
exposition (AB), development (C), and recapitulation (B’A).

seventh Interval between two tones spanning seven scale steps (letter names), as C—B or 1
-7.

seventh chord Four-note chord constructed of a triad plus a seventh over its root; in

7 .
figured bass, 5, abbreviated to 7.
3

seventh-chord quality The “flavor” of seventh chord depending on the qualities of the
triad and the seventh, as a minor seventh chord (minor triad, minor seventh).

sharp (f) Sign (accidental or in the key signature) raising a natural note by a half step.

similar fifths  Fifths approached in similar motion, permitted in four-part harmony with
certain restrictions.

similar motion  Voice leading between two voices in which the voices move in the same
direction but different distances.

similar octaves Octaves approached in similar motion, permitted in four-part harmony
with certain restrictions.

simple binary form  See binary form.

simple interval Interval smaller than an octave.

simple meter Meter in which the basic time unit is not a dotted-note value (compare
compound meter).

sixteenth note Note written as a solid notehead with a stem and a double flag or beam,
representing the duration half as long as an eighth note and twice as long as a thirty-
second note.

sixth Interval between two tones spanning six scale steps (letter names), as C—A or 1-6.

sonata form Extended musical form resembling a large rounded binary form, consisting
of two large parts: exposition, which modulates to a secondary key (most often V or the
relative major), and is usually repeated, and development and recapitulation, which may also
be repeated as one part. There may also be a slow introduction at the beginning, and a coda
at the end.

sonata rondo  See seven-part rondo form.

spacing Distance between adjacent voices in four-part harmony.

species counterpoint Traditional method for learning voice leading, particularly the
treatment of dissonant embellishing tones and perfect consonances, by writing melodies
to go with a cantus firmus; the different species are categorized as first through fifth
species, depending on the time values in the new melody.

staff  Arrangement of five horizontal lines on which pitches are indicated.

stationary motion Voice leading between two voices in which both remain on the same
pitch.
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step Distance between adjacent scale degrees, either a semitone (half step) or whole tone
(whole step).

subdominant The fourth note in a scale (3); also, the name of the chord (IV or iv) based
on that tone, or (as Subdominant) any of a group of chords that function as subdominants,
including ii®, iig, ii’, and Neapolitan sixth chords.

submediant The sixth note in a scale (6); also, the name of the chord (VI or vi) based on
that tone.

subordinate theme  Secondary theme of sonata form.

subtonic  The seventh note in a scale (7) as it occurs in natural minor, a whole step below
the tonic, or the name of the chord (VII) based on that tone.

subtonic VIl Major triad built on the natural minor form of 7; generally occurs as part of a
modulation or in a sequence.

supertonic The second note in a scale (2); also, the name of the chord (ii) based on that
tone.

suspension (SUS)  Accented embellishing tone that is approached by common tone from
a note of the previous chord and resolves down by step.

tendency tone In four-part harmony, a tone with a strong tendency to move stepwise
either up or down.

tenor clef  C clef () indicating that the fourth line from the bottom of the staff is middle
C; used for tenor range of cello, trombone, and bassoon.

ternary form  Three-part form of a movement or piece (ABA) characterized by contrast
and return, in which a first section (A, generally ending with a perfect authentic cadence
in the main key) is followed by a contrasting middle section (B, often in or modulating to
V or the relative key), with a return of the first section or a variant of it (A or A’), in the
main key. The middle section may end with a bridge that leads back to the main key.

third Interval between two tones spanning three scale steps (letter names), as C—E or i—ﬁ;
in a chord, the third above the root (in a triad, the middle note).

third inversion Position of seventh chord in which the seventh is in the bass, indicated 3.

tie A curved sign between two noteheads indicating the addition of the time values; can be
used to create durations that last across barlines or for which there is no single-note
representation.

time signature An indication of notated meter, generally in the form of two stacked
numbers indicating the number of beats per measure and the type of note representing
one beat.

tonic  The central organizing tone in a key, and the first note in a scale (1).

tonic key  Main key.

tonicization Momentary change of key, generally indicated by the use of an applied
dominant chord but without a cadence to the new key.

transition In sonata form, passage in the exposition that follows the primary theme and
precedes the secondary theme; the transition usually concludes with a strong half
cadence, either in the tonic or in the secondary key.
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transpose To shift a scale, melody, or passage to another note while maintaining its
pattern of whole and half steps.

treble clef (G clef) é symbol indicating that the second line from the bottom of the staff
is G above middle C.

triad Harmonic element consisting of three pitches: a root pitch and a third and fifth
above it.

triad quality  Quality of a triad: major, minor, augmented, or diminished.
triple meter Meter with a three-beat grouping (one strong and two weak beats).

triplet The division of a note value into three equal parts instead of two: for example, an
eighth-note triplet consists of three notes equal in duration to one quarter note.

unaccented Sounding on a relatively weak beat or part of the beat or appearing after
(most of) the notes of the chord are sounded.
unison Name of the interval between two notes at the same pitch level, as C—C or 1-1.

upper voice In four-part harmony, the soprano, alto, or tenor (i.e., not the bass).

viola clef  Alio clef.

voice In four-part harmony or other part writing, a single melodic part (such as the
soprano, alto, tenor, or bass).

voice crossing Harmonic writing in which a voice descends below the next lowest voice,
or ascends above the next highest voice.

voice exchange Voice leading in which two chord tones are traded between two voices, as
when the bass moves from the root to the third of a chord at the same time that the
soprano moves from the third to the root.

voice leading The manner in which one chord, note, or interval moves to the next.
whole note Note written as an open notehead with no stem, representing the duration

twice as long as a half note.
whole step, whole tone  Distance of two half steps.
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Mazurka in B}, op. 17, no. 1, 167
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Piano Sonata in C, K. 309, 1, 120
Piano Sonata in C, K. 330, III, 162
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Index of Terms and Concepts

I triad. See tonic triad
i triad. See tonic triad, minor
I¢ triad. See tonic triad, first-inversion
I~V progression, 120
voice leading in, 121-22
I~V7 progression, 122
ii triad. See supertonic triad
ii triad. See supertonic triad, first-inversion
LI triad. See supertonic triad, flatted
ii° triad. See supertonic triad in minor
bii® chord. See Neapolitan sixth chord
iig chord. See supertonic seventh chord, first-inversion
iig‘ chord. See supertonic seventh chord, second-inversion
ii‘Z‘ chord. See supertonic seventh chord, third-inversion
III or iii triad. See mediant triad
iiig triad. See mediant triad, second-inversion
I11§ triad. See mediant triad, with raised third
IV triad. See subdominant triad
IV7 chord. See subdominant seventh chord
IV? chord. See subdominant seventh chord, first-inversion
IV‘3‘ chord. See subdominant seventh chord, second-inversion
IV‘Z‘ chord. See subdominant seventh chord, third-inversion
V triad. See dominant triad
V-I¢ progression, voice leading in, 122
V/V chord. See applied dominants of V
V-V7 progression, 114-15
V¢ triad. See dominant triad, first-inversion
V6/V chord. See applied dominants of V
Vg triad. See dominant triad, second-inversion
V7 chord. See dominant seventh chord
Vg chord. See dominant seventh chord, first-inversion
Vg‘ chord. See dominant seventh chord, second-inversion
V‘Z‘ chord. See dominant seventh chord, third-inversion
V€ progression, 122
V7/V chord and inversions. See applied dominants of V
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V7-V progression, avoiding, 114
V2 chord. See dominant ninth chord (V?9)
vi or VI triad. See submediant triad
vi€ triad. See submediant triad, first-inversion
Vig triad. See submediant triad, second-inversion
V14 triad. See submediant triad, with raised third
LVI triad. See submediant triad, flatted
vii® triad. See leading-tone triad
vii®® triad. See leading-tone triad, first-inversion
vii°§ chord. See leading-tone triad, second-inversion
vii°7 chord. See leading-tone seventh chord
Vii"g chord. See leading-tone seventh chord, first-inversion
Vii°‘3‘ chord. See leading-tone seventh chord, second-inversion
vii°4 chord. See leading-tone seventh chord, third-inversion
VII triad. See subtonic triad
VII7 chord. See subtonic seventh chord
5-6 sequences, 214, 217
4 chords, 219-26. See also cadential § chord
arpeggiated, 220, 224, 225
comparison of types, 224—25
as embellishing harmonies, 219-20
passing, 220, 223, 225
pedal, 220-22, 225

abbreviated figures, 56-57

accented embellishing tones, 85
passing, 85

accented neighbor tones, 86

accidental(s)
absence in C-major scale, 16
defined, 6-7
in figured bass, 57
in first-species counterpoint, 94
ignoring in determining interval size, 27
notation in key signature, 21
placement of, 7

altered chords, 298-306. See also specific types
bII in root position and major keys, 301-2
V2, 304-5
augmented sixth chords with bass notes other than 6, 302-3
augmented triads, 300-301
common-tone chromatic chords, 303-5
defined, 298

alto
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range, 49
voice leading in four-part harmony, 61-63
alto clef, 5
anacrusis, 12-13
antecedent phrase, 340
anticipation (ANT), 88
applied chords, 248-56. See also specific types
in descending fifth sequences, 310—12
in down 3, up 4 root-motion sequences, 313
in harmonizing melodies, 254
in minor keys, 280
preceding pivot chords, 269
applied dominant (defined), 238
applied dominants of V, 238-47
V/V, 289-40, 244-47
V/V, leading tone in, 241
V/V in minor keys, 243-44
V6/V, 241
V7/V, 242-438, 244-47
V7/V inversions, 242-43
vii® and vii®7, 253-54
decorated by cadential §, 244-45
tonicization and, 238—-40
applied V and V7, 248-52
V7 in descending fifth sequence, 311
accidentals in, 248—-49
alternating in sequence, 312
in major keys, 250-51
in minor keys, 251-52
spelling, 249
applied vii®¢, 253
applied vii®7, 254
applied vii®7, 253, 283-84
arpeggiated § chord, 220, 224, 225
arpeggiation, 83
ascending fifth sequences, 213, 217
ascending melodic minor scale
defined, 19
order of whole tones and semitones, 19
augmentation dot(s)
defined, 8
dotted notes in compound meter, 11-12
notating, 8—9
augmented fourth
leading tone and chordal seventh separated by, 112
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in major keys, 33-34
augmented interval(s)
avoiding in voice leading, 62
forbidden in first-species counterpoint, 93, 94
as quality, 29
augmented second
defined, 19
in minor keys, 34, 151
augmented sixth chords, 288-97
with bass notes other than 6, 302-3
embellishing V, 294
function, 288
harmonies preceding, 293-94
moving between, 295
tendency tones, 288—89
types of, 289-90
augmented triad(s), 37-38, 300-301
authentic cadence(s) (AC), 73-74
I6 in, 120
defined, 73
imperfect, 74-75
perfect, 74-75

balanced binary form, 351
barlines, 10
basic idea (in sentence), 330, 331-32
bass

doubling, 53

range, 49

of triad, 38

voice leading in four-part harmony, 61-63
bass clef

defined, 4

in keyboard format, 50

pitches written on, 4

in SATB format, 49
beam(s)

defined, 8

notating, 12
beat

defined, 10

divisions in compound meter, 11
binary form, 347-54

balanced, 351

beginning each part, 347-49
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defined, 347-48
relative lengths of sections in, 352-53
rounded, 349-50
simple, 351-52
black keys, 6
borrowed chords
bII as, 302
common, 277
resulting from modal mixture, 275-77
voice leading for, 276-77
bridge, 355

cadence(s). See also specific types
I and V triads in, 104-5
V6 in, 124-25
authentic, 78-74
in conventional harmonic progressions, 79—80
deceptive, 190
defined, 73
evaded, 344
half, 73-74, 104-5
imperfect authentic, 74—75
perfect authentic, 74-75
within a period, 340-41
Phrygian, 178-79, 300
plagal, 169
in ternary form, 355-56
cadential § chord, 155-65
vii°4 leading to, 172
in augmented sixth chord progressions, 291-93
distinguishing features, 225
as dominant embellishing chord, 155-57, 162-63, 182-83, 219-20, 222
doubling bass of, 158
embellishing V/V and V7/V, 244-45
figured bass, 160-61
followed by root-position V or V7, 156
formed by suspensions or accented passing tones, 156
harmonic progression and voice leading, 157-60
labeling, 160-63
Neapolitan sixth chord leading to, 283—84.
within phrases, 163—64
resolving, 159
restrictions on, 222
rhythmic position, 159-60
Roman numerals for, 161-63
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spelled as tonic §, 162
cadenza doppia, 221
cantus firmus, 92
C clefs, 5. See also alto clef; tenor clef
chorale format. See SATB format for four-part harmony
chordal dissonances
accented, in four-part harmony, 197
defined, 55
doubling and, 55
chordal ninths, 304
chordal sevenths, 67-68
inii7, 181
in IV7,182
in V7,111-12, 141, 142
in V§, 129
in V4,180
in V4/V, 243
in vii®7, 173-74
in Viio‘z‘, 172
resolution of, 111-12
resolving down within a sequence, 212
unresolved, avoiding in sequences, 211
chord progression. See harmonic progression
chord skips, 61-62
arpeggiation and, 83
avoiding parallel fifths and octaves with, 196
chromatic alterations. See altered chords
chromatic key schemes, 324—26
chromatic modulation, 317-26
chromatic neighbor tones, 86
chromatic passing tones, 85
chromatic sequences, 308-16
applied chords in descending fifth sequences, 310—-12
applied chords in other sequences, 313
equal division of the octave and, 315, 325
modulation and, 309-10
strict, 313-14
circle of fifths
defined, 20
double, 23
major keys, 20
minor keys, 22
circle of fifths progression, 212-13, 310
clef, 8. See also alto clef; bass clef; C clefs; tenor clef; treble clef
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closely related keys

defined, 265

finding, 265-66

modulations in major-key pieces, 266—67

modulations in minor-key pieces, 268

modulation to, 265-73
closing section (in sonata exposition), 362, 365

in recapitulation, 367
coda (in sonata form), 368
common time. See quadruple meter
common-tone chromatic chords, 303—4
common-tone diminished seventh chord, 303
common-tone modulation, 318—19
compound interval(s)

defined, 28

examples of, 28—29
compound meter

defined, 11

duple, 12

notating, 11-12

triple, 12
compound ternary form, 357
consequent phrase, 340
consonant interval(s)

defined, 32

in first-species counterpoint, 93

in fourth-species counterpoint, 99

in second-species counterpoint, 95
continuation (in sentence), 330-34
contrary motion between intervals, 63

in fourth-species counterpoint, 99
contrasting idea, 335-36
contrasting period, 342

deceptive cadence, 190
descending fifth sequences, 212-13, 217
applied chords in, 310-12
descending melodic minor scale
defined, 19
order of whole tones and semitones, 19
descending parallelg chords sequences, 215-16, 217
development (in sonata form), 361, 366
diatonic (defined), 204
diminished fifth
avoiding movement to perfect fifth from, 65-66
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leading tone and chordal seventh separated by, 112
in major keys, 33-34
moving from perfect fifth to, 65-66
diminished interval(s)
forbidden in first-species counterpoint, 93, 94
as quality, 29
diminished seventh chords
vii®7 as, 171-74
enharmonically reinterpreted, 320-21
diminished seventh in minor keys, 34
diminished third chord, 302
diminished triad(s)
avoiding within ascending fifth sequence, 213
in major keys, 40
in minor keys, 40
as quality, 37-38
dissonant interval(s)
defined, 32
forbidden in first-species counterpoint, 93—94
in fourth-species counterpoint, 97-98, 99
as passing tones or neighbor tones, 95, 99
in second-species counterpoint, 95, 96
distantly related keys, 317
dominant function chords, 75
V triad, 104
V7,111-18
V4, 136-45
vii®6, 136-45
cadential §, 155-65
tonic function chords compared with, 162—-63
types of, 75
dominant key
defined, 258
modulation to, 257-64
dominant ninth chord (V?), 304-5
dominant scale degree
in major, 17
in minor, 18
dominant seventh chord (V7), 41, 43, 111-18
at cadences, 115-16
fifth omitted in, 113-14
German augmented sixth as enharmonically equivalent to, 322
leading to VI or vi, 190
in major keys, 43
in minor keys, 43
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moving to and from vii°7 and inversions, 173
Neapolitan sixth chord leading to, 283—84.
root doubled or tripled in, 113-14
root-position function, 111-12
subdominant harmonies leading to, 147-49
in T-D-T and T-S-D-T harmonic patterns, 75-78
tendency tones and, 111-12
third needed in, 114
voice leading in four-part harmony, 118-15
dominant seventh chord, first-inversion (Vg), 43,128-35
vii® understood as, 206
as embellishing harmony, 130-32
in figured bass, 133
harmonic progressions, 128—30
leading to V7, 129-30
resolution to I, 128—-29
voice leading in four-part harmony, 132
dominant seventh chord, second-inversion (V‘3‘), 43, 136-45
alternating with other dominant-to-tonic progressions, 138—39
in figured bass, 142-43
harmonic progressions, 136—-38
moving to other dominant harmonies from, 139
as neighbor chord to I, 138
as passing chord between I and I¢, 137
in T-D-T and T-S-D-T harmonic patterns, 75-76
voice leading to I in four-part harmony, 140
dominant seventh chord, third-inversion (V‘Z‘ or V2), 43, 128-35
as embellishing harmony, 130-32
in figured bass, 133
following V or V7,130
harmonic progressions, 128—30
resolution to I¢, 128-29
voice leading in four-part harmony, 132
dominants of V, applied, 238-47
dominant triad (V), 104-10
V&/V leading to, 243
doubling the root, 105-6
leading tone within, 107-8
leading to VI or vi, 190
leaps in upper voices, 108
in major keys, 40
melodic patterns in I-V-I progression, 109
in minor key, 106
moving to V7, 114-15
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Neapolitan sixth chord leading to, 283—84
pedal § chords embellishing, 222
preceding V/V, 240
subdominant harmonies leading to, 147-49
voice leading in four-part harmony, 105-8
dominant triad, first-inversion (V®), 41, 122-27
I6 and, 124
V4/V leading to, 243
alternating with other dominant chords, 123
avoiding after V7,123
in cadences, 124-25
in four-part harmony, 125
harmonic progression, 122-25
minor passing, 232
passing, 231-32
in T-D-T and T-S-D-T harmonic patterns, 75-76
dominant triad, second-inversion (V g), 41
dominant triad, minor (v), 40
dominant triad, minor first-inversion (v€), as borrowed chord, 277
dotted rhythms, 8-9
double flat sign, 7
double sharp sign, 7
doubling
in I, 105-6, 113-14
in 1§, 158
in ii, 181
in ii%, 150-51
in IV, 150-51
in IV6,179
inV, 105-6
in vi, 191-93
in vii°¢, 140, 253
in vii°7, 173-74, 253
in four-part harmony, 53-54
leading tones in sequences, 211
of Neapolitan sixth chord bass, 284—85
octave, 84
of pedal § chord bass, 220
of tendency tones, 54—55, 107, 151-52, 300
downbeat, 10
duple meter, 11

eighth note(s), 8
embellishing harmonies, 227-35
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V¢ and V4 as, 130-32
V4 as, 136-38
vit as, 193
vii®6 as, 136-38
¢ chords as, 219-20
augmented sixth chords as, 294
within functional harmonic progressions, 228—-29
within nonfunctional harmonic progressions, 229-30
passing IV® as, 230-31
passing V¢ as, 231-32
embellishing tones, 83-91. See also specific types
accented and unaccented, 85
accented dissonances, 197
anticipation (ANT), 88
apparent chord progressions caused by, 200
approaching and leaving, 85
avoiding parallel fifths and octaves when using, 195-96
in bass, 199-200
chromatic embellishment of sequences, 308-9
figured bass for, 198-200
in four-part harmony, 195-202
ignoring in harmonic analysis, 84
incomplete neighbor tone, 88
neighbor tones, 86
passing tones, 85
pedal point, 198
retardation (RET), 88
suspensions, 86—87, 308
enharmonic equivalents
defined, 6
key names, 20, 22
enharmonic interval(s), 32
enharmonic modulation, 320-23
equal division of the octave, 315, 325
evaded cadence, 120
exposition (in sonata form), 361, 362—65
primary theme, 362-63
transition, 362-65

F clef. See bass clef
fifth(s)
interval qualities, 30
natural, 31
in triad, 37
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figuration, 83-91. See also specific types
figured bass
V7-V progression in, 115
V¢in, 133
V4 in, 142-43
V4 in, 133
vii®6 in, 142-43
abbreviated, 56-57
accidentals in, 57
cadential § in, 160-61
defined, 55
for embellishing tones, 198-200
numerals used in, 55
realizing, 55-57
figure(s)
defined, 39
for seventh chords, 42
for triads, 39
first inversion. See also specific chords
seventh chords in, 42
triads in, 38, 41
first-species counterpoint, 92—94
approaching perfect intervals in, 94
beginning and ending in, 93
guidelines for, 93-94
harmonic intervals in, 93—-94
rhythm in, 93
first theme. See primary theme (in sonata exposition)
five-part rondo, 358-59
flag, 8
flat sign, 6
placement of, 7
form
balanced binary, 351
binary, 347-54
compound ternary, 357
rondo, 358-59
rounded binary, 349-50, 35657
simple binary, 351-52
sonata, 361-70
ternary, 355-57
four-part harmony, 48-59
I and V in, 105-8
1 (minor tonic) in, 106
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I6 in, 121

ii7 and IV7 in, 182-83

IV chord in, 168

V6in, 125

V7in, 118-15

V¢in, 182

V4-Iin, 140-42

V4 in, 182

VI and vi in, 191-93

vii®6-1 in, 140-42

accented dissonances in, 197

arpeggiation in, 83

embellishing tones in, 195-202

formats for writing, 49-52

harmonizing a melody with, 79-80

keyboard format, 50-52

motion between intervals in, 63—64

motion between pairs of intervals in, 64

octave doubling, 84

omitting the fifth of V7 or I in, 113-14

realizing Roman numerals in, 52-55

SATB format, 49-50

steps and leaps in, 61-63

subdominant to dominant in, 150-52

usefulness as model, 48

voice leading in, 60-72, 105-6
fourth(s)

interval qualities, 30

natural, 31
fourth-species counterpoint, 97-99

approaching fifths and octaves in, 99

beginning and ending in, 98

consonant intervals in, 99

dissonant intervals in, 97-98, 99

guidelines for, 98—99

intervals between the voices in, 99

melody in, 99

rhythm in, 98

suspensions in, 97-98, 99
fragmentation (in sentence), 330—32
French augmented sixth chord (Fr*®)

embellishing V, 294

harmonic progressions, 292-93

harmonies preceding, 293-94
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intervals in, 289

moving to another augmented sixth chord, 295
fully diminished seventh chord(s), 41

in minor keys, 43
functions

defined, 75

dominant, 75

subdominant, 75

tonic, 75

G clef. See treble clef

German augmented sixth chord (Ger*5)
embellishing V, 294
enharmonic reinterpretations, 322—23
harmonic progressions, 291-92
harmonies preceding, 293-94
intervals in, 289
moving to another augmented sixth chord, 295
spelling, 290

grand staff, 4

half cadence(s) (HC), 78-74
I6 in, 120
V6 avoided in, 124-25
V7 at, 115-16
defined, 73
ending antecedent of period with, 340
ending development section, 366
within a period, 340-44
in phrase pair, 339
root-position V at, 104-5
in sonata form exposition, 362—-65
in sonata form recapitulation, 367
half-diminished seventh chord(s), 41
as applied dominant, 254
in major keys, 43
in minor keys, 43
vii®7 as, 174-75
half note(s), 7-8
half step(s). See semitone(s)
harmonic interval(s)
defined, 27
in first-species counterpoint, 93—94
harmonic minor scale
defined, 19
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intervals in, 34, 40
order of whole tones and semitones, 18—19
harmonic progressions, 60-61, 73—82
with Ig, 157-60
apparent, caused by embellishing tones, 200
authentic and half cadences in, 78-74
basic, 75-78
beginning and ending phrases, 73-75
conventional, 79-80
defined, 60
dominant seventh chord, first-inversion (Vg) in, 128-30
dominant seventh chord, second-inversion (V‘B‘) in, 136-38
dominant seventh chord, third-inversion (V‘Z‘) in, 128-30
dominant triad, first-inversion (V®) in, 122-25
embellishing harmonies within, 228-29
French augmented sixth chord in, 292-93
functions and harmonic patterns, 75-78
German augmented sixth chord in, 291-92
harmonizing melodies, 78—80
Italian augmented sixth chord in, 292-93
leading-tone seventh chord in, 171-73
leading-tone triad, first-inversion (vii®€) in, 136-38
Neapolitan sixth chord in, 283-84
subdominant in, 166-67
tonic chord, first-inversion (I) in, 119-20
tonic—dominant—tonic, 75-76, 147
tonic—subdominant—dominant—tonic, 7678, 147
tonic—subdominant—tonic, 166—-68, 233
harmonic sequence, 209-10
harmony, four-part. See four-part harmony
home key (defined), 257

imperfect authentic cadence(s) IAC), 74-75
V7 at, 115-16
within a period, 342
in phrase pair, 339
imperfect consonances, 32
incomplete neighbor tones (INT), 88, 130-31
interval(s), 27-36
augmented, 29
compound, 28-29
consonant, 32
defined, 27
diminished, 29
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dissonant, 32
enharmonic, 32
harmonic, 27
inversion of, 30-31
in a key, 33-34
major, 29
melodic, 27
minor, 29
motion between, 63—64
natural (white-key), 31-32
perfect, 30
qualities, 29-32
simple, 28—-29
size, 27-28
introduction (in sonata form), 368
inversion(s)
defined, 30
of intervals, 30-31
in keyboard format, 52
Roman numerals and, 40-41, 43
of seventh chords, 42
of triads, 38—-39
Italian augmented sixth chord (It*)
embellishing V, 294
harmonic progressions, 292-93
harmonies preceding, 293-94
intervals in, 289
moving to another augmented sixth chord, 295

key(s)
defined, 20
intervals in, 33—384
major, 20-21
minor, 22-23
parallel, 24
relative, 23
in ternary form, 355-56
keyboard format for four-part harmony, 50-52
figured bass for, 56
inversions, 52
notation, 50-51
spacing, 52
key signature(s)
defined, 20
for major keys, 20-21
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for minor keys, 22-23
notating, 20

lament bass, 232
leading tone
in V chord, 107-8
in V7, 111-12
in V§, 129
approaching in voice leading, 62-63
doubled in sequences, 211
doubling avoided for, 54, 107
in minor-key harmonies, 40, 53
resolution of, 54, 66-67, 107-8, 111-12
scale degree, 17
leading tone, secondary, 241
leading-tone seventh chord (vii®7), 43, 171-74, 17577
as applied chord, 253, 283—-84
harmonic progressions, 171-73
in modal mixture, 278
moving to and from V7,173
voice leading, 173-74
leading-tone seventh chord, first-inversion (viiog), 43,172
moving to and from V7, 172
voice leading, 173-74
leading-tone seventh chord, second-inversion (Vii°‘3‘), 172
moving to and from V7, 172
voice leading, 173-74
leading-tone seventh chord, third-inversion (viio‘z‘ or vii®?), 43, 172
moving to and from V7, 172
voice leading, 173-74
leading-tone seventh chord, half-diminished (vii®?), 43, 174-75
as applied chord, 254
inversions of, 43
leading-tone triad (vii®), 40, 206
tonicization impossible for, 250
leading-tone triad, first-inversion (vii®®), 41, 186-45
alternating with other dominant-to-tonic progressions, 138—39
as applied chord, 253
in figured bass, 142-43
harmonic progressions, 136—-38
moving to other dominant harmonies from, 139
as neighbor chord to I, 138
as passing chord between I and I¢, 137
subdominant harmonies leading to, 147-49
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voice leading to I in four-part harmony, 140
leading-tone triad, second-inversion (viiog), 41
leaps

in first-species counterpoint, 94

in fourth-species counterpoint, 99

in second-species counterpoint, 95, 97

in upper voices, I-V chords, 108

in voice leading, 61-63
ledger lines, 3

main key (defined), 257
main theme. See primary theme (in sonata exposition)
major interval(s)
in major keys, 33
in minor keys, 34
as quality, 29
major key(s)
intervals in, 33—384
key signatures for, 20—21
seventh chords in, 43
triads in, 39-41
major scale(s)
defined, 16
order of whole tones and semitones, 16—-17
major seventh chord(s), 41
in major keys, 43
major triad(s)
in major keys, 40
in minor keys, 40
as quality, 37-38
measure(s)
defined, 10
incomplete, 12-13
medial caesura, 363—64
mediant scale degree
in major, 17
in minor, 18
mediant triad (III or iii), 203-4
in major keys, 40
in minor keys, 40
substituting for 16, 203
mediant triad, first-inversion (iii¢ and III*%), 41, 205
mediant triad, second-inversion (iiig), 41
mediant triad, flatted (,I11), 277, 324
mediant triad, with raised third (II1§), 299-300, 324
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melodic interval(s), 27
melodic sequence (defined), 209-10
melodies, harmonizing, 78—-80
applied chords in, 254
conventional harmonic progressions, 79-80
matching chords to melody, 79
with modulation, 262-63
voice leading, 79
melody
in first-species counterpoint, 94
in fourth-species counterpoint, 99
in second-species counterpoint, 97
meter
defined, 10
duple, 11
quadruple, 10
simple, 10-11
summary of principal, 12
triple, 11
middle C, 3, 5
minor interval(s)
in minor keys, 34
as quality, 29
minor key(s)
V triad in, 106
key signatures for, 22-23
raised 7 in, 53
seventh chords in, 43
subdominant harmonies in, 146
triads in, 39-41
minor scale(s)
ascending melodic minor, 19
defined, 18-19
harmonic, 18-19
natural, 18
minor seventh chord(s), 41
in major keys, 43
in minor keys, 43
minor triad(s)
in major keys, 40
in minor keys, 40
as triad, 37-38
modal mixture, 274—81
altered chords differentiated from, 298
borrowed chords resulting from, 275
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defined, 274
embellishing tones in, 278
leading-tone seventh chord in, 278
parallel major in a minor key, 274-78
parallel minor in a major key, 274-78
Picardy third, 280
pivot chords involving, 317-18
modulation
abrupt, 323
chromatic, 317-26
chromatic third, 324
to closely related keys, 265-73
to closely related keys in major-key pieces, 266—67
to closely related keys in minor-key pieces, 268
common-tone, 318—19
of consequent phrase, 340-41
defined, 204, 257
to distantly related keys, 317-26
to dominant key, 257-64
enharmonic, 320-23
enharmonically reinterpreted diminished seventh chords, 320-21
enharmonically reinterpreted of German augmented sixth chords, 322-23
mediant chord in, 204
modal mixture distinguished from, 274
pivot chords in, 259-61, 268-69
schemes, 270-71
sequences and, 309-10
in sonata form, 361, 365
through successive tonicizations, 325
tonicization distinguished from, 261-62

natural minor scale

defined, 18

intervals in, 34

order of whole tones and semitones, 18
natural sign

defined, 6

placement of, 7
natural (white-key) interval(s), 31-32
natural (white-key) seventh chord(s), 42
natural (white-key) triad(s), 38
Neapolitan sixth chord (L,Hé), 282-87, 301

building, 282

in harmonic progression, 283—84

voice leading, 284-85
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neighbor chords, 227-30. See also embellishing harmonies
V} as, 138
Vv1i®6 as, 138
neighbor motion, 138
neighbor tones (NT), 86, 130-31
accented, 86
apparent chord progressions caused by, 200
chromatic, 86
in common-tone chromatic chords, 303—4
dissonances as, 95, 99
in pedal § chords, 220-22
notation
accidentals, 6-7
of anacrusis, 12-13
beams, 12
clefs, 3-5
eighth notes, 8
grand staff, 4
half notes, 7-8
keyboard format, 51
of key signatures, 20-21
ledger lines, 3
of meter, 10-12
of pitches, 2-7, 13-14
quarter notes, 7—8
of rhythmic duration, 7-10, 14
SATB format, 49
sixteenth notes, 8
staff, 2
stems, 8
whole notes, 7-8

oblique motion between intervals, 63
in fourth-species counterpoint, 98
octave(s)
approaching, 69
approaching in first-species counterpoint, 94
approaching in fourth-species counterpoint, 99
approaching in second-species counterpoint, 95, 97
defined, 4
doubling, 84
in first-species counterpoint, 93
interval qualities, 30
semitones in, 6
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parallelg chords, descending, 215-16
parallel fifths
avoiding, 65-66
avoiding in sequences, 211
avoiding in subdominant to dominant movement, 150, 182—-83
avoiding in tonic to subdominant movement, 182—-83
avoiding in vii°7 resolution, 173—-74
avoiding when using embellishing tones, 195-96
parallel fourths in parallel g chords sequence, 215-16
parallel key(s)
defined, 24
parallel major in a minor key, 279-80
parallel minor in a major key, 274-78
parallel motion between intervals, 63—64
avoiding in fourth-species counterpoint, 99
in first-species counterpoint, 94
in second-species counterpoint, 95
parallel octaves
I6 and, 121-22
avoiding, 65-66
avoiding in sequences, 211
avoiding in subdominant to dominant movement, 150
avoiding when using embellishing tones, 195-96
octave doubling and, 84
suspensions and, 98
parallel period, 341
parallel tenths, 141, 142
parallel unisons, avoiding, 65—66
passing IV¢, 230-31
harmonizing a scale in the bass with, 233
passing V¢, 231-32
harmonizing a scale in the bass with, 233
passing § chord, 220, 223, 225
passing chords, 227-30. See also embellishing harmonies
Vj as, 137
vii®€ as, 187
passing motion, 137
passing tones (PT), 85
apparent chord progressions caused by, 200
cadential § formed from, 156, 159-60
chromatic, 85
dissonances as, 95, 99
in pedal § chords, 221
pedal § chord, 220-22, 225
cadential § chord distinguished from, 222
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pedal point, 198
perfect authentic cadence(s) (PAC), 7475
V6 avoided in, 124-25
V7 at, 115-16
averting with I¢, 120
confirming modulation, 257, 261-62
ending consequent of period with, 340
ending development section, 366
ending secondary theme, 365
within a period, 340-44
in phrase pair, 339
plagal cadence following, 169
root-position V-I at, 105
perfect consonances, 32
perfect fifth(s). See also perfect interval(s)
approaching, 69
approaching in first-species counterpoint, 94
approaching in fourth-species counterpoint, 99
approaching in second-species counterpoint, 95, 97
avoiding movement from diminished fifth to, 65-66
in first-species counterpoint, 93
moving to diminished fifth from, 65-66
perfect fourth(s)
forbidden in first-species counterpoint, 94
perfect interval(s), 30
approaching, 64—66
approaching in similar motion, 68—-69
in major keys, 33
in minor keys, 34
period(s), 339-42
cadences within, 340-41
contrasting, 342
parallel, 341
question and response, 339-40
sentences within, 343—44
sequential, 342
phrase(s)
cadential I§ within, 16364
defined, 73, 330
harmonic progression in, 73—82
within phrase pairs, 343—-44
relative length of, 344
sentence-like, 335-36
sentences as, 330-38
phrase overlap, 335, 363
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phrase pairs
periods, 339-42
phrases within, 343—44
that are not periods, 343
Phrygian cadence, 178-79
I1I# and, 300
Picardy third, 280
pitch(es)
defined, 2
on ledger lines, 3
notation of, 2-7, 13-14
notehead notation, 2
on staff, 2—4
in treble clef, 3—4
pivot chords
1114 as, 300
finding, 269
involving mixture, 317-18
modulating to closely related keys, 268—69
modulating to dominant, 259-61
plagal cadence, 169
position (of triad), 38
presentation (in sentence), 330
primary theme (in sonata exposition), 362-63
prime mark in formal designations, 349

quadruple meter, 10
quality
of interval, 29-32
of seventh chords, 41
of triads, 37-38
quarter note(s), 7-8
question and response phrase pairs, 339—-40

range (in SATB writing), 49
realization
determining correct notes, 52—53
doubling, 53—-54
figured bass, 55-57
Roman numerals in four-part harmony, 52-55
recapitulation (in sonata form), 361, 367
rest(s), 10
retardation (RET), 88
retransition (in sonata form), 366
rhythm

594



in first-species counterpoint, 93
in fourth-species counterpoint, 98
in second-species counterpoint, 96
rhythmic duration, notating, 7-10, 14
romanesca, 215
Roman numerals
iii6 as, 205
for cadential §, 161-63
for embellishing tones, 199, 200
identifying harmonic progression, 60
identifying triads, 39-41
inversions and, 40-41, 43
realizing in four-part harmony, 52-55
rondo, sonata, 368
rondo form, 358-59
five-part, 358-59
seven-part, 359, 368
root (in triad), 37
root position. See also specific chords
doubling bass in, 53
seventh chords in, 42
triads in, 38, 40
rounded binary form, 349-50
sonata form compared with, 361
ternary form compared with, 356-57

SATB format for four-part harmony, 49-50
chord spacing, 50
figured bass for, 55
notation, 49
range, 49
voice crossing, 50
scale(s), 16—26
defined, 16
major, 16-17
minor, 18-19
scale degree(s)
defined, 17
names and numbers, 17
secondary dominant. See applied dominant categories
secondary leading tone, 241
secondary theme (in sonata exposition), 362, 365
in recapitulation, 367
second(s)
forbidden in first-species counterpoint, 93
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interval qualities, 29
natural, 31
second inversion. See also specific chords
doubling bass in, 53
seventh chords in, 42
triads in, 38, 41
second-species counterpoint, 95-97
approaching perfect fifths and octaves in, 97
beginning and ending in, 96
dissonant intervals in, 95, 96
guidelines for, 96-97
intervals between voices in, 96
melody in, 97
rhythm in, 96
semitone(s)
defined, 5-6
order of in ascending melodic minor scale, 19
order of in harmonic minor scale, 18-19
order of in major scale, 16—-17
order of in natural minor scale, 18
sentence(s), 330-38
basic idea in, 331-32
layout of, 330-31
length, 333-35
within periods, 343-44
phrase overlap in, 335
proportions, 333-35, 344
sentence-like phrases, 335—-36
sequences
5-6 sequence, 214, 217
ascending fifths (alternating up 5, down 4), 213, 217
chromatic, 308-16
descending fifths (alternating up 4, down 5), 212-13, 217, 310-12
in development section of sonata form, 366
diatonic, 209-18
mediant chords in, 204
modulation and, 309-10
parallelg chords, descending, 215-16, 217
repeated patterns, 209-10
roots alternating down 3, up 4, 214, 217, 313, 314
roots alternating down 4, up 2, 215, 217
roots alternating down 4, up 2, with 3 andg chords, 215, 217

summary of principal types, 216-17
voice leading in, 211
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sequential period, 342
seven-part rondo form, 359, 368
seventh(s)
forbidden in first-species counterpoint, 93
interval qualities, 29
natural, 31
seventh chord(s), 41-43
construction of, 41
in inversion, 42
in major keys, 43
in minor keys, 43
natural (white-key), 42
qualities of, 41
sharp sign, 6
placement of, 7
similar fifths, 68—-69
similar motion between intervals, 63
avoiding in fourth-species counterpoint, 99
in first-species counterpoint, 94
in second-species counterpoint, 95
similar octaves, 68—69
simple binary form, 351-52
simple interval(s)
defined, 28
examples of, 28—29
simple meter
defined, 10
notating, 10-11
sixteenth note(s), 8
sixth(s)
in first-species counterpoint, 93
interval qualities, 29
natural, 31
sonata form, 361-70
closing section, 362, 365, 367
coda, 368
development, 361, 366
elements of, 361
exposition, 361, 362-65
introduction, 368
recapitulation, 361, 367
retransition, 366
rounded binary form compared with, 361
secondary theme, 362, 365, 367
sonata rondo, 368
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soprano
range, 49
voice leading in four-part harmony, 61-63
spacing, chord
in keyboard format, 52
in SATB format, 50
species counterpoint, 92-101
defined, 92
first-species, 92—94
fourth-species, 97-99
second-species, 95-97
staff
defined, 2
pitches written on, 2—4
stationary motion between intervals, 63
stems, note
in keyboard format, 51
length of, 8
in SATB format, 49
steps
in first-species counterpoint, 94
in fourth-species counterpoint, 99
of the scale, 17-19
in second-species counterpoint, 97
in voice leading, 61-63
subdominant function chords, 75, 146—54
ii, 180-81
bII, 301-2
ii%, 146-54
ii7, 181-82
iif, 146-54
IV, 146-54
IV6,178-80
alternating between, 183-85
leading to dominant harmonies, 147-49
moving between, 149
Neapolitan sixth, 282-87
not following dominant harmonies, 149
preceding cadential § chord, 157-58
submediant leading to, 187—-88
in T-S-D-T harmonic pattern, 76—78
types of, 76-78
voice leading in four-part harmony, 150-52
subdominant scale degree
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in major, 17

in minor, 18
subdominant seventh chord (IV7), 43, 182, 183-86

alternating with other subdominant chords, 183-85
subdominant seventh chord, first-inversion (IVg), 43,182
subdominant seventh chord, second-inversion (IV‘B‘), 43
subdominant seventh chord, third-inversion (IV‘Z‘ or IV?2), 43
subdominant seventh chord, minor (iv7), 43

inversions of, 43
subdominant triad (IV)

as embellishment, 167-68

harmonic progression, 166-67

leading to dominant harmonies, 147-49

leading to tonic, 166—70

in major keys, 40

moving to ii¢, 149

in plagal cadence, 169

preceding V/V, 240

as subdominant harmony, 146

submediant leading to, 187—-88

voice leading in four-part harmony, 150-52
subdominant triad, first-inversion (IV®), 41, 178—80, 183-86

in I-IV6—I¢ progression, 233

alternating with other subdominant chords, 183-85

doubling and voice leading, 179-80

leading to dominant, 178—-79

in minor keys, 179-80

passing, 230-31

submediant leading to, 188
subdominant triad, second-inversion (IVg), 41
subdominant triad, minor (iv), 40, 151-52

as borrowed chord, 277
submediant scale degree

in major, 17

in minor, 18
submediant triad (vi and VI), 187-94

harmonies leading to, 189-91

harmonies that follow, 187-89, 191

leading to dominant chords, 189

leading to I, 189

leading to subdominant chords, 187-88

in major keys, 40

in minor keys, 40

voice leading, 191-93
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submediant triad, first-inversion (vi¢), 41
as decorated I, 193
submediant triad, second-inversion (vig), 41
submediant triad, flatted (,VI), 277, 298, 324
submediant triad, with raised third (VI§), 298
subtonic scale degree, 18
subtonic seventh chord (VII7), 206-7
subtonic triad (VII), 40, 206-7
flatted (L,VII), 277
supertonic scale degree
in major, 17
in minor, 18
supertonic seventh chord (ii?), 43, 181-82, 183-86
supertonic seventh chord, first-inversion (iig), 43,181
leading to dominant harmonies, 147-49
in minor keys, 151-52
as subdominant harmony, 146
submediant leading to, 187—-88
voice leading in four-part harmony, 151-52
supertonic seventh chord, second-inversion (ii‘3‘), 43,181
supertonic seventh chord, third-inversion (ii‘z‘ or ii%), 43, 181
supertonic seventh chord, half-diminished (ii®7), 43
inversions of, 43
supertonic seventh chord, half-diminished, first-inversion (ii@g), 43
as borrowed chord, 277
supertonic triad (ii), 180-81, 183-86
alternating with other subdominant chords, 183-85
doubling and voice leading, 181
in major keys, 40
submediant leading to, 188
supertonic triad, first-inversion (ii€), 41
leading to dominant harmonies, 147-49
in minor keys, 151-52
moving to IV, 149
as subdominant harmony, 146
submediant leading to, 187-88
in T-S-D-T harmonic pattern, 76-78
voice leading in four-part harmony, 150-52
supertonic triad, second-inversion (iig), 41
supertonic triad, flatted (,1I), 301-2
supertonic triad in minor (ii°), 40
avoiding, 180-81
tonicization impossible for, 251
supertonic triad in minor, first-inversion (ii°6)
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as borrowed chord, 277
suspensions (SUS), 86—87
cadential § formed from, 156, 159-60
chains of, 98
chromatic tones, 308
defined, 97
in fourth-species counterpoint, 97-98, 99

tendency tones
V7 and, 111-12
in augmented sixth chords, 288-89
in augmented triads, 300
chordal dissonances as, 55
defined, 54
in dominant ninth chord, 304
doubling, 54-55, 151-52, 300
in four-part harmony, 54—55
leading tones as, 54, 107
in Neapolitan sixth chord, 284—85
resolution of, 55
in voice leading, 64, 66-68
tenor
range, 49
voice leading in four-part harmony, 61-63
tenor clef, 5
ternary form, 355-57
bridge in, 355
compound, 357
keys and cadences in, 355-56
rounded binary form compared with, 356—57
third(s)
in first-species counterpoint, 93
interval qualities, 29
natural, 31
in triad, 37
third inversion. See also specific chords
seventh chords in, 42
tie(s)
defined, 9
notating, 9
time signature, 10
tonic—dominant—tonic harmonic pattern, 75-76, 125, 147
harmonizing a melody with, 79-80
melody, 109, 116
tonic function chords, 75
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I triad, 104

dominant function chords compared with, 162—-63

preceding cadential § chord, 157-58

requirements of, 75
tonicization

applied chords and, 248-56

applied dominants and, 238-47

defined, 238, 257

in development section of sonata form, 366

extended, 270

in major keys, 250-51

in minor keys, 251-52

modulation distinguished from, 261-62

modulation through successive, 325
tonic key

defined, 257

in sonata form, 361, 367
tonic scale degree

defined, 16

in major, 17

in minor, 18
tonic—subdominant—dominant—tonic harmonic pattern, 7678, 147

harmonizing a melody with, 79-80
tonic—subdominant—tonic harmonic pattern, 166—68, 233
tonic triad (I), 104-10

IV leading to, 166-70

doubling the root, 105-6

fifth omitted in, 113-14

leading to VI or vi, 189

leaps in upper voices, 108

in major keys, 40

melodic patterns in I-V-I progression, 109

pedal § chords embellishing, 222

preceding V/V, 240

voice leading in four-part harmony, 105-8
tonic triad, first-inversion (I¢), 41, 119-22, 126-27

V6 and, 124

in four-part harmony, 121

harmonic progression, 119—-20

iii substituting for, 203

in T-D-T and T-S-D-T harmonic patterns, 75-78
tonic triad, second-inversion (Ig), 41. See also cadential g chord

IV leading to, 166-70

in T-D-T and T-S-D-T harmonic patterns, 75-78
tonic triad, minor (i), 40
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as borrowed chord, 277
voice leading in four-part harmony, 106
transition (in sonata exposition), 362—65
medial caesura, 363—64
transposition
circle of fifths and, 21, 22
defined, 17
treble clef
defined, 3
in keyboard format, 50
pitches written on, 3—4
in SATB format, 49
triad(s), 37-41
construction, 37
defined, 37
in inversion, 38-39, 41
in major keys, 39-41
in minor keys, 39-41
natural (white-key), 38
qualities, 37-38
triple meter, 11
triplet(s), 9
tritone. See also augmented fourth; diminished fifth
defined, 33-34
in diminished seventh chords, 171-74

unaccented embellishing tones, 85
unisons

approaching, 69

interval qualities, 30

in second-species counterpoint, 96

voice crossing, 50
voice (defined), 60
voice exchange, 121
voice leading, 60-72
I and V in four-part harmony, 105-6
I to vi in four-part harmony, 191
I¢ in four-part harmony, 121
ii chord in four-part harmony, 181
ii” and IV7 in four-part harmony, 182-83
IV chord in four-part harmony, 168
IV¢ in four-part harmony, 179-80
V and V7 to vi in four-part harmony, 192-93
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Vg and V4 in four-part harmony, 182

V6 in, 140-42

approaching perfect intervals, 64—66

approaching perfect intervals in similar motion, 68—69

avoiding parallel fifths and octaves with embellishing tones, 195-96

for borrowed chords, 276-77

cadential § chord, 157-60

chordal sevenths in, 67-68

defined, 60-61

in dominant ninth chord, 305

in four-part harmony, 64—-69

guidelines for steps and leaps, 61-63

harmonic progression, 60-61

in harmonizing a melody, 79, 80

leading tone in, 66-67

motion between intervals, 63—64

motion between pairs of intervals, 64

Neapolitan sixth chord, 284-85

in sequences, 211

species counterpoint and, 92

subdominant to dominant in four-part harmony, 150-52
voice(s) (defined), 60

white key(s), 6
intervals, 31-32
triads, 38
whole note(s)
defined, 7
notating, 7—8
order of in ascending melodic minor scale, 19
order of in harmonic minor scale, 18—-19
order of in major scale, 16—17
order of in natural minor scale, 18
whole step(s). See whole tone(s)
whole tone(s)
defined, 5-6
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